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Foreword

The Workforce Needs of Theatre and the Performing Arts

We are rightly proud in the UK of our dynamic and world leading theatre industry, and of the
success of productions, actors and creative talent around the world.

However, if we want to see our industry continue to thrive in ten or twenty years’ time, we need
to make sure that we have the right skills in place, and that we are training and developing those
working now, and attracting the right diverse mix of people for the future.

As a result, some months ago, UK Theatre and the Society of London Theatre (SOLT)
commissioned a major piece of research from Nordicity, working with Alistair Smith, to give us
much needed evidence of the current and future training needs of our workforce.

The report affirms what as a sector we have known for some time - there is a need to change the
way we value and invest in training and development at every level, from the earliest stages of
new careers, to development and actions of our sector’s leaders.

We also need to take steps to improve entry and development routes, including careers’ advice,
so that we see increased diversity across the workforce to improve our talent base, our relevance,
and our resilience.

This evidence gives UK Theatre and SOLT a roadmap to work with government and employers,
and on behalf of the industry, to address the requirements of the growing workforce.

We will use it as the basis for a workforce development strategy to be taken forward by
employers across the industry, working alongside sector bodies such as Creative and Cultural
Skills, the National Skills Academy, and the new National College for Creative and Cultural Skills,
and bringing in the wealth of talent in other companies from the not for profit and commercial
sectors, and drawing from the education and union organisations.

Over the next few months, | will chair a consortium of industry employers with the aim of
agreeing this approach that we will then seek to get supported by government and other trust
funders, and which we intend to be seed funded by the Theatre Development Trust (SOLT's sister
charity). We will announce more details about this in the weeks to come.

As part of this we will review and make changes to UK Theatre’s own training programme, such
that our existing offer is brought up to date with today's workforce challenges.

Together we have the commitment, knowledge and resources to bring about significant change,
and to make sure that in 10 years’ time we can talk about the progress we’ve made to ensure the
health of our industry.

Julian Bird, Chief Executive SOLT and UK Theatre

TS BN
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Executive Summary

The Society of London Theatre and UK Theatre commissioned Nordicity and Alistair Smith, editor
of The Stage, to undertake research and analysis to help inform the development of a workforce
strategy for the theatre and performing arts sector.

Methodology

When developing the report, the team undertook an extensive review of existing sources of
research, data and evidence. This was followed by an online survey of 550 workers and employers
from the offstage theatre and performing arts sector. Information from our survey was both
analysed on its own and used to inform more in-depth discussion in three focus groups with 34
stakeholders and one-on-one interviews with 18 key figures from across the sector. Further
stakeholder engagement with key groups was undertaken throughout the process with groups
including Skillscene, the UK Theatre board and the SOLT board.

The UK theatre industry

The UK theatre and performing arts industry is a mixed ecosystem of not-for-profit and
commercial organisations. Many not-for-profit organisations receive significant levels of public
funding.

Box office performance across the UK is strong, with theatres reporting growing revenue that
now accounts for more than £1 billion of ticket sales annually. More than 60% of those sales are
focussed in London, where much of the workforce is also located and interacts with the sector
across the UK.

The offstage workforce — which incorporates a vast range of job roles and skills - reqularly moves
between not-for-profit to commercial sectors and around the country. In this sense, the industry
can be regarded as an ecosystem, with larger organisations in both the commercial and not-for-
profit sectors often relying on talent that has been developed in smaller companies. The theatre
and performing arts sector also serves as a significant training ground for those who go on to
work in the UK’s TV and film industries.

Theatre and the performing arts is a key part of the UK’s creative industries, which have been
identified as a one of five “world leading sectors” that the Government intends to prioritise in a
post-Brexit Britain. It is a major tourist draw — especially for visitors to London - and is also
recognised as an important factor in the UK’s soft power and global recognition abroad. In 2015,
there were 642,000 jobs in the UK’s cultural sector with 286,000 of those estimated to be in music,
performing and the visual arts.
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Key findings and challenges identified in the research

Participants of our survey, focus groups and interviews identified many remarkable aspects of an
offstage career in theatre and the performing arts, such as the positive and thought-provoking
impact that theatre can have on people’s lives. There were also a number of consistent challenges
identified.

Workforce culture

Our research revealed a workforce that is passionately engaged with the sector and takes huge
satisfaction from their work. This extended from senior management level to junior staff and
freelance workers alike. However, there were also a series of consistent challenges raised by both
workers and employers about the culture of working in theatre and the performing arts in the UK.

e Low pay, which is the primary reason that people said they would leave the sector and
appears to prevent the industry from attracting skilled workers from other rival sectors.

e Alack of long-term strategic thinking and capacity building, with organisations often
focussed on short-term or project oriented goals (e.g. the next show) at the expensive of
other longer-term considerations.

e A culture of over-work promoted not only by employers but also peer pressure.

e  Freelance workers, which make up a high proportion of workers in the sector, can be
treated as an expendable resource rather than one to be developed and nurtured.

e Atwo-tier workforce in which offstage workers in roles perceived to be ‘non-creative’,
feel undervalued in comparison to their ‘creative’ colleagues and onstage talent.

Professionalism

While UK theatre and the performing arts has a global reputation when it comes to the work it
creates on stage, one of the key themes to emerge in the research was of a perceived lack of
professionalism from both employers and workers when it comes to organisational culture. This
perception is heightened among those who have worked in other industries.

A lack of professional attitude and practices contribute to the problems of representation,
holding back the workforce from developing their skills, and appear to be contributing to an
actual talent drain out of the sector.

e Stagnant organisational culture and leadership sometimes seemingly resistant to drive
through change.

e Analmost complete absence of CPD (continuous professional development) culture.

e Antiquated attitudes to flexible working, which particularly affects workers (often female
workers) with caring responsibilities of all types.

e Old fashioned recruitment practices, including narrow recruitment processes, often
using exclusive language (jargon) and unnecessarily prescriptive requirements.

e Use of out-dated systems, software and equipment in back-office roles.

e Alack of good employment practice entering the sector from other industries due to a
reluctance to look outside theatre and the performing arts for talent.
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Training

While some training providers and schemes were spoken of favourably by those we consulted,
there is a general perception that the training landscape (both at pre-career and in-career stages)
can be seen as patchy and un-coordinated. There is a perception that for workers and aspiring
workers, good practice is often difficult to distinguish from bad.

e Routes into the offstage sector are poorly signposted, with training of varying standards.
There is a lack of guidance for potential workers about which training routes will make
them ‘job-ready’.

e Unpaid routes into the sector are rife and appear to be increasing.

e Careers advice for those looking to enter an offstage career is perceived to be
substandard.

e Most of the current training for routes into the sector present high barriers to entry,
militating against a more diverse workforce.

e Apprenticeships suffer from a fragmented approach, confused guidance from
government and are still a minority pursuit, despite being generally popular with the
sector.

e There is a shortage of in-career training (and CPD and retraining) and careers advice
options, especially for freelance workers. This appears to be resulting in some loss of
talent from the sector.

Skills shortages

Unlike for onstage roles where there is a perceived oversupply of talent, there are very few areas
of the offstage workforce where there is generally believed to be an oversupply of skilled workers.
In fact, the sector faces a number of perceived skills shortages. These vary across the UK, however
there were three areas that stand out above the others.

e Ashortage of skilled technical workers, especially outside London.

e A shortage of workers with skills that are transferable to other industries e.g. marketers,
accountants.

e Ashortage of skilled senior managers outside London.

Representation

The results of our survey, supported by anecdotal feedback in focus groups and interviews,
suggest that while there are many positive aspects of the offstage workforce to be celebrated, it
currently underrepresents the general public, and therefore a broad talent pool, in a number of
ways.

This is a fundamental issue for the sector to address, and one which is by and large shared by the
cultural sector as a whole. In order to build a sustainable, resilient and globally competitive
workforce for the future it must represent our diverse and changing population. Theatre and the
performing arts is likely to struggle in the future if it only reflects the talents and tastes of part of
society.
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=  Low representation of workers from black, ethnic and minority backgrounds.

= Very low representation of disabled workers.

= QOver-representation of people from more affluent backgrounds.

= Qver-representation of people with undergraduate degree-level education or above.

= Under-representation of people with caring responsibilities.

= Itis a generally younger workforce, with some evidence of a drop-out from the sector
when workers are aged in their 30s or early 40s.

Exclusion

Despite repeated efforts by the sector to address the problem, certain groups are being excluded
from the sector due to current practices and working conditions, resulting in the issues of
representation identified above.

e Cost of training and an expectation of high education levels from employers is excluding
those who cannot afford to train. This barrier gets imposed upon roles where — upon
reflection - a high level of education may be deemed to be unnecessary.

e Unpaid entry routes and low pay levels — especially at the start of careers — mean that
applicants from more affluent backgrounds have an unfair advantage of getting a first
step on the ladder, this is further exacerbated if they have networks into the sector, and
therefore, are more likely to know of these routes and be offered positions.

e The sidelining of the arts in education and poor careers advice threatens to further
restrict the possibility of a career in theatre reaching the widest possible group of people.

e The sector has traditionally been and continues to be reluctant to hire people from
outside the sector, especially in London, where many perceive it to be a closed 'theatre
community'.

e Anendemic culture of networking and closed recruitment practices is effective at
creating good short-term results, but means that the make-up of the sector is self-
perpetuating and exclusive. This culture unintentionally works against piecemeal
attempts to improve diversity in the sector.

Next steps

Some very promising work is already underway, led by organisations including SOLT, UK Theatre
and Creative and Cultural Skills, and further work is anticipated to address the challenges
highlighted in this report. While this report does not extend to formal recommendations, we have
made some propositions for further consideration.

These are recorded in full within the body of the report (Section 10) and cover a range of topics.
Some are small, impactful steps that could be easily achieved, some will need to take place across
a 20-year horizon, some are about advocacy within the sector and influencing government, some
require the sector to organise and support itself better, and others require assistance from
outside the sector.

It should also be noted that many of the challenges we have identified are not new. There are
some challenges that the sector has identified in previous reports — most notably the Creative
and Cultural Skills Performing Arts Blueprint in 2010 - but has done little to successfully address.
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There is now an urgent and overarching need for a sector-wide strategy that recognises what
needs to be done and how it can be implemented.

Much of this will have to be driven by the sector itself. There is also a need for the sector to
regularly check on this progress as a baseline to avoid the same challenges identified in this
report from being highlighted again in another report in five or 10 years’ time.
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1. Introduction
British theatre and the performing arts is a booming, billion-pound industry

Last year, across the UK, more than 30 million tickets were sold for theatre productions,
generating more than £1 billion of box office revenue.

Internationally, the industry is regarded as a paragon of artistic and commercial success, with
China and other emerging theatre markets looking to flagship companies such as the National
Theatre and Royal Shakespeare Company for skills development and collaboration.

British performers are world famous. But UK theatre’s offstage workforce is held in just as high
regard around the globe. Like their onstage partners, they are in demand outside the sector too
for both TV and film jobs as well as international theatre work.

Across the UK, despite a challenging funding climate, theatres up and down the country are
growing their audiences, with venues outside London reporting nearly 19 million ticket sales in
2016, generating £465m in revenue.

London, which dominates theatre activity in England, recorded a 13th year in a row of record
revenues in 2016, a year that saw the opening of Harry Potter and the Cursed Child, one of the
biggest commercial shows the West End has ever seen.

This expansion has brought with it a requirement for new skills in addition to traditional ones, as
has the introduction of increasingly complicated stage technology into live productions.
Meanwhile, the performing arts have expanded successfully into the digital sphere. There has
been a quantum change in the consumption of theatre and performance art in the 21st century
with live and pre-recorded screenings of performances now a staple of many cinemas and a
significant source of revenue for theatre producers.

Theatre is now a nationally and internationally important industry and is part of one of the fastest
growing sectors of the UK economy.

This may seem like a golden age, but it is not without its challenges.

UK theatre is an ecosystem that relies on a delicate interplay between the fringe, not-for-profit
and commercial sectors, as well as between a central London theatre district, boasting more than
240 theatres, and smaller hubs across the rest of the country.

As was observed recently by Will Quince MP in a Westminster Hall debate on regional theatre,
“The West End is often the showcase of our best theatre, but it does not exist in a vacuum; it exists
because it is fed and sustained by the talent of regional theatres across the country. Regional
theatre is the grassroots of the theatre system in this country, but critically it is also the home of
excellent theatre in its own right. Innovative, challenging and thrilling theatre is being created to
an exceptionally high standard, rivalling any nation in the world.”’

The West End is undoubtedly flourishing, but there are severe challenges elsewhere - in parts of
the sector that the West End relies on both for product and talent development.

' House of Commons on 05 January 2016: https://hansard.parliament.uk/commons/2016-01-
05/debates/1601056000002/RegionalTheatre
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British theatre’s top commercial and not-for-profit productions rely on a pipeline of skills and
talent development that starts at school age and then stretches through vocational training and
into years of work at local and regional theatres before — in some cases - that talent progresses to
work in the West End or at major subsidised theatres such as the National or RSC. There is then a
regular movement of talent and product between the commercial and not-for-profit sectors, as
well as around the country, with all sectors benefitting from the success of the others.

It is at the earliest stages of this pipeline where the challenges are most acute.

Cutbacks to the arts in education have been recognised as a major challenge by Arts Council
England chairs past and present. It was the subject of Liz Forgan’s valedictory speech in 2013,
when she warned we were at risk of “robbing a generation of its birthright and failing in the duty
we all have to continue our culture”. Peter Bazalgette in 2016 picked up the theme, stressing it
was "vital that arts and culture are not squeezed out" of the education system. This view was then
echoed by his successor, current incumbent Nicholas Serota, who said in a 2017 speech: “We
must ensure every child can achieve their creative potential.”

This is a particular concern for the performing arts, as was illustrated at the 2017 Oliviers, London
theatre's top awards ceremony, this year, where a string of winners took the chance to speak out
against cuts in arts education.

The lack of diversity within the industry has also been highlighted as a major concern by leading
figures within the sector — most recently in a report by the Andrew Lloyd Webber Foundation that
described British theatre as "hideously white", but also in the Government's Culture White Paper,
which warned the cultural sectors would not be truly diverse until there is a "leadership
committed to sustained change".

The changing political and economic landscape, such as the UK's withdrawal from the European
Union and the recent national elections, present both challenges and opportunities for the sector.
The Creative Industries Federation’s Brexit Report identified issues and opportunities around
talent and skills, funding, and trade and investment, setting out a series of recommendations for
how the creative industries could ‘survive and thrive’ post-Brexit.?

The government’s industrial strategy consultation in the context of a post-Brexit UK, identifies the
importance of developing skills and the cultivation of world-leading sectors. The creative
industries (which include theatre) was highlighted as one such sector and the sector welcomed
the work that Sir Peter Bazalgette has started in developing a Sector Deal for the creative
industries.

Some of the other challenges the sector faces come from without (severe cuts in local authority
funding, the rising cost of living for a workforce focused in London) and some come from within
(a lack of openness to change and difference, rigid structures and old-fashioned practices).

To ensure the long term health and sustainability of the sector, SOLT and UK Theatre
commissioned this report, which investigates and assesses the obstacles the theatre industry
faces where they relate specifically to skills gaps or shortages in the offstage workforce.

Many of the concerns highlighted in this report will come as little surprise to anyone who has
spent a significant amount of time working in or around theatre. Indeed, in the course of our
research, there was a remarkable level of consensus from those we spoke to about the obstacles

2 Brexit Report. Creative Industries Federation, October 2016.
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they face as employers and workers, and the urgency required to tackle them. Some of the
challenges observed in this report have been identified by the sector before, but not addressed.

We hope that this report represents an opportunity for the sector to maintain the high level of
performance it has achieved in recent years and build on it.

UK theatre is a success story driven by an engine room of remarkable offstage talent. If it wants to
stay that way, it must address the challenges that this crucial part of its workforce now faces.
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2. Methodology

The methodology for this review was based on both primary and secondary research, including a
literature review and desk research, sector stakeholder consultation followed by a synthesis and
analysis of findings.?

The sector stakeholder consultation adopted a staggered and iterative approach using early
learnings to inform subsequent stages, comprising 18 one-on-one interviews, three focus groups
with 34 individuals, a survey with 550 responses, and a number of targeted questionnaires. In
addition, the consulting team engaged with stakeholders in other ways, including consulting
with the project steering group, the boards of both UK Theatre and SOLT, and participating in two
meetings hosted by Skillscene.

2.1 Desk Research

The desk research was undertaken throughout the project and comprised more than 35 sources.
Following an iterative process, the desk research was instrumental in informing the design of the
primary research, such as our survey, interview and focus group design. Instrumental in the
analysis and synthesis of data, the desk research was used to compare, contrast and validate the
findings from our primary research, and contributed to the report as a whole. Where possible,
comparisons were made between the sample of our consultation with that of pre-established
research.

See the appendices for a complete list of desk research references.

2.2 Interviews

Interviews were conducted with 18 stakeholders from across the theatre and performing arts
sector throughout the UK. The interviews consulted with strategic decision-makers, employers,
employees and training providers and contributed towards the research, analysis and
conclusions.

See the appendices for a list of stakeholders consulted.

2.3 Survey

An online survey was designed, beta tested and distributed to offstage theatre and performing
arts workers, employers and training providers. It achieved 550 responses from across the sector
with a good geographical spread of respondents.

As with any self-selecting survey, it is important to note the limitations of the findings and to
assert that survey findings are based on our own data set, and do not necessarily reflect the
whole offstage sector in its entirety. Our survey sample contains diversity in terms of gender,
disability and sexual orientation, while the sample size for some data segments such as ethnic

3 See the Appendices for a complete list of consultees and list of references.
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diversity was too small to be used, despite frequent and highly targeted promotion and
distribution to these groups. The challenge in effectively reaching these groups is an important
research finding in itself.

Despite the limitations of self-selecting surveys, the vast majority of our survey data was deemed
sufficient for the purposes of our analysis. The significant efforts made to reach as far and wide an
audience as possible resulted in a strong sample, and one which mirrors patterns in the Labour
Force Survey (LFS).

The Nordicity Survey was distributed by direct email to key stakeholders and reached 1,420
subscribers to the UK Theatre newsletter and 310 subscribers to the SOLT newsletter. It was also
shared widely by sector partner newsletters to more than 50,000 recipients, and promoted
actively on social media for a period of one month, in winter 2016/17.

When referring to results to this survey in the body of the report, we refer to it as either 'the
Nordicity Survey' or 'our survey'.

See the appendices for a list of stakeholders consulted.

2.4 Focus Groups

A series of three focus groups were conducted with a total of 34 sector stakeholders in January
and February 2017. A diverse range of individuals were identified and invited from across the
breadth of the UK's theatre and performing arts sector ecosystem, including employees,
freelancers, employers, training providers and other key stakeholders. Significant efforts were
made to engage with stakeholders from across the nations and regions, and with individuals
with, and organisations focused on, protected characteristics. Despite these efforts, some
skewing in the composition did occur, for example those participants who were able to attend
the focus groups were weighted towards those working in London. Each focus group discussed
different key themes emerging from the research and was delivered using the ORID Focused
Conversation Method, a facilitation framework for delivering a focused conversation to reach
agreement or clarify differences (Objective, Reflective, Interpretive, Decisional).

See the appendices for a list of focus group participants.

2,5 Other Stakeholder Engagement

In addition to our interviews, survey and focus groups, the consulting team engaged with sector
stakeholders in other ways throughout the review. A number of targeted and bespoke
guestionnaires were distributed to sector stakeholders to solicit views from specific individuals
and thoughts on specific topics, including those who were unable to participate in our interviews,
survey or focus group. The consulting team also engaged regularly with other stakeholder
groups, including participating in three Skillscene meetings.
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3. Skills Shortages

The impetus for SOLT and UK Theatre to commission this report came from concerns that the
theatre and performing arts industry was suffering from skills gaps and skills shortages in certain
areas of the offstage workforce, which could be exacerbated in future years. This is a long-
standing concern and was reported in the Creative and Cultural Skills Performing Arts Blueprint in
2010. However, since then, significant advances have been made in the industry from a technical
perspective — especially around stage technology and digital screening. Meanwhile, there have
also been changes in the training sector, with the advance of apprenticeships and in the increase
in the cost of tuition fees.

As part of our survey, we asked employers in the theatre and performing arts sector for which
types of roles they have difficulty recruiting competent staff and in which roles they anticipate
having difficulties in 10 years. This was followed up in focus groups and interviews, with many of
the results of our survey backed up by individual respondents.

3.1 Overall

Before discussing the skills shortages that employers believe they face, it is worth taking a step
back and considering the context of where those employers are based and what types of
organisation they are.

The recent Analysis of Theatre in England by Arts Council England (ACE) though only covering
England, nonetheless, provides some insight into a wide-ranging sector.

The most significant features of the producing/presenting ecosystem in England is summarised
below.*

= 985 companies (with more than one staff); 774 sole traders; and 414 venues, as well as 65
festivals that programme theatre,

= These are predominantly clustered around core urban areas and affluent smaller cities
and towns, particularly London, the M62 corridor, Birmingham and Bristol.

= Nonetheless, London dominates significantly by share of venues and activity, even after
taking account of its population share: 47% of all performances (2014) and 43% of all
venues.

= Even within London, there is a concentration in the inner boroughs.
= When considering touring productions, these were also mainly to urban centres.

= There has been the emergence of a ‘super-venue’ touring circuit, focusing on large-scale,
popular shows with high audience occupancy rates.

4 Analysis of Theatre in England, Arts Council England, October 2016,
http://www.artscouncil.org.uk/theatreinengland.
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The most significant shortages identified by employers in our survey responses were in technical
offstage roles. This was the case both for current and future skills gaps.

In fact, looking at the overall results (Figure 1 and Figure 22), there were not many significant
differences between where employers currently believe there to be skills gaps and where they
anticipate there will be skills gaps in the future.

In 2007, Creative and Cultural Skills forecast that there would be a significant skills shortage of
offstage/backstage roles by 2017. The results of our survey indicate that when it comes to
specialist technical roles this prediction has come true.

A shortage in technical craft skills includes both traditional craft skills and technology skills. These
skills cannot be viewed in a silo, as an effective workforce today requires a rounded skillset
encompassing both technical craft skills and organisational/entrepreneurial skills. Harder
organisational skills, such as management, finance, accounting and marketing, are not only
important for operating sustainable organisations and good governance, but are also
increasingly needed by workers themselves. This is even more true for a sector shifting towards
more freelance and casual work, whereby entrepreneurship becomes vital to one’s career, and
through self-employment the workers operate increasingly as micro-enterprises.

Of the technical craft skills, one employer noted that the gaps in traditional craft skills (such as
carpentry, welding, costume, hair and make-up crafts) were in some ways harder to address than
those related to technology skills (such as digital projection and computer animated design).

The shortages in many traditional craft skills facing the theatre and performing arts sector have
been noted by the Heritage Crafts Association in the Radcliffe Red List of Endangered Crafts
(2017), where categories of risk included armour and helmet making, carpentry, furniture making,
jewellery making, lace making, leatherworking, puppet making, signwriting, tailoring and
upholstery and soft furnishings. Whilst these were listed as currently viable, they are not risk-free
in terms of future sustainability, and when looked at through the lens of a specific sector such as
theatre, the challenges become more acute.

The issues affecting the viability of these endangered crafts cited by the Heritage Crafts
Association are: (i) training issues and the general lack of training opportunities, (i) recruitment
issues for new entrants, (i) an aging workforce with few or no younger people entering the craft,
(iv) loss of craft skills in the way the craft is practiced and taught, (v) market issues such as
reduced demand or insufficient economies of scale, and (vi) general small business issues within a
highly freelance-based sector such as suitable and affordable workspace, the need for business
skills, succession planning and taxation or business rates.

While technology skills remain an important facet to training in the workforce, some employers
remarked how the younger generations of workers are entering the sector well equipped
technologically and digitally savvy.

Alongside technical craft skills, soft skills are integral to a productive and harmonious work
environment. One employer noted that soft skills, such as interpersonal skills, are crucial and
often developed in a worker’s first year on the job when they are first exposed to the workplace
culture and have the time to learn and acquire them. And with the barriers to entry on the rise,
and the shift towards freelance and casual work, the opportunities for new entrants to develop
their soft skills is diminishing.
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Stage automation, sound, lighting and production all feature heavily as shortages in responses to
our survey, as do senior management roles. There are only two categories where there is a
general perception of a sufficient or oversupply of skilled staff: directors and casting directors.

One Survey Respondent said, in explaining the difficulty in recruiting for positions as a major
employer in Wales, "There are no stage carpenters in Wales who work in theatre, there are very
few competent lighting technicians. There is a sufficiency of lighting designers but the TV
industry has hoovered up all the backstage talent".

The views expressed in response to our survey were widely backed up by reports in our
interviews and focus groups. However, there was also one area that was raised as suffering from a
significant shortage but was not a separate option in our survey: finance staff. A number of
commercial producers, especially, reported struggling to find good book-keepers. This is an area
where there could be competition from other industries, as well as a lack of awareness that such
jobs exist in theatre.

One survey respondent observed that “finance is the hardest [job section] to recruit for."

Human resources (HR) was another area that was not separately identified in our survey but
which was raised in discussions around skills shortages. However, this had less to do with a
perceived shortage of skilled HR staff in the job market and more to do with the sector not
placing great value on following acknowledged good practice in other sectors and therefore, not
seeking to employ good HR practitioners, or indeed any HR practitioners in many cases.

Offstage roles were identified in consultation with UK Theatre, and during our research it became
clear that certain roles would have warranted separate identification from a broader category,
such as accounting and bookkeeping which was previously part of ‘Other: Theatre
Administration’.

Figure 1: Current Skills Gaps (Employers)

Stage automation technician or designer (55) 9 23 23 0
Ticketing and/or data and/or sales specialists (70) 9 31 28 2
Stage sound technician or designer (94) 12 38 43 1
Marketing and/or communications specialists (99) 7 33 [ 39 10
Stage lighting technician or designer (94) 1 36 46 1

Executive or senior team (90) 17 27 43 3
Production team (74) 5 30 37 2
Theatre manager (64) 8 21 32 3
Stage technician, set production or set designer (86) -8 29 48 1
General administrators (94) 7 30 [ 43 | 14
Stage management (87) 7 27 | 471 6
Producer (68) =10 -14 = 320 12
Artistic director (63) 8 131 34 8
Box office and ushers (73) EZT=7 Eg 11|
Casting (58) A9 38 10
Director (69) 73 39 20
60 40 20 0 20 40 60 80

B Major shortage Minor shortage M Sufficientsupply ™ Over supply

Source: Nordicity Survey (2017)
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N =105

3.2 London

If we split employers between London and the rest of the UK, some patterns begin to emerge. For
a start, the perceived shortage of skilled workers is generally lower in London than the rest of the
UK. This is unsurprising given the how much of the theatre industry is focused in the capital.

Figure 2: Current Skills Gaps (Employers, London)

Box office and ushers (18) 3 -7 7 1
Ticketing and/or data and/or sales specialists (18) 2 7 7 2
Marketing and/or communications specialists (29) a1 4143 0 12 3
Theatre manager (17) 1 7 9 0
Production team (26) 2 10 13 1
Stage sound technician or designer (29) -3 9 17 0
Stage management (28) 1 10 16 1
Stage lighting technician or designer (31) 2 10 19 0
Stage automation technician or designer (19) 46 12 0
Producer (24) 3 5 12 4
General administrators (31) 2 8 [ 13 8
Stage technician, set production or set designer (28) 1 -8 19 0
Executive or senior team (30) 3 6 1 19 | 2
Artistic director (20) 43 13 3
Casting (19) M 13 4
Director (26) e | 11 |

20 -15 10 -5 O 5 10 15 20 25 30

B Major shortage Minor shortage M Sufficientsupply ™ Over supply

Source: Nordicity Survey (2017)
Note: n-values appear in parentheses.

Box office staff and ushers — which are a minority concern in the overall list — are a more
significant shortage in London. Conversely, many of the technical offstage roles that feature
highly in the overall list are less of a concern to our survey respondents in the capital. Instead,
ticketing and marketing feature more highly amongst our survey respondents, and continue to
be a concern in the future. Seeking to enhance venue operations, an apprenticeship for box office
staff is being considered by industry members modelled on existing customer service
frameworks.

3.3 Therestof the UK

It is outside London where the shortage of skilled technical staff is most keenly felt, although
many shortages seem to vary from one area of the country to another. In our focus groups and
responses to our survey, shortages of skilled technical staff tend to be associated with the specific
area of the UK in which the employer is located, rather than an observation of a more general
trend outside of London.
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For example, one Nordicity Survey respondent observed: "There are no stage carpenters in Wales
who work in theatre, there are very few competent lighting technicians. There is a sufficiency of
lighting designers but the TV industry has hoovered up all the backstage talent".

Meanwhile, another respondent to our survey claimed: "There is an unavailability within
Scotland’s culture infrastructure of skilled technical theatre staff able to meet required quality
thresholds. A similar shortage exists regarding senior management team personnel and
marketing/PR professionals".

There also appears to be a greater shortage of executives and senior managers outside London;
this was also remarked upon in our focus groups and interviews.

There is a perception that when it comes to theatre-specific roles there is a talent drain to
London, where most of the principal theatre employers are based. It was also observed that there
is a talent drain to the national companies (e.g. National Theatre and Royal Opera House), as they
are able to offer job security, better working conditions and relatively high pay (for the sector).
This would point to a system where talent has traditionally been developed regionally with the
best then often being cherry-picked by employers in London. This happens in creative roles (for
example Almeida Theatre artistic director Rupert Goold who has spoken of developing his career
by running a regional theatre before moving to London) but also in technical positions.®

Speaking about technical offstage staff, one interviewee observed: “More people come to London
because it pays better, there are more opportunities. There are not that many cities that have
enough theatres for there to be an industry and significant opportunities. If you live and work in
Stratford upon Avon, there’s one employer.

“Outside of London, specialist skills would be hard to find. If you have a specialist skill, you'd
probably come to London. It just sucks people in.”

However, if you have skills that are transferable to other industries (e.g. marketing, accounting), it
is likely that you will be able to earn more from working in those other industries. This could
explain the difficulty in attracting skilled staff in some of these areas.

When it comes to ushers and box office staff, one survey respondent observed that theatres in
major cities find themselves in competition with the retail sector, which is able to offer greater job
security.

One employer observed that it struggles to convince staff to relocate from London to positions
elsewhere in the UK because of 'the glamour attached to London' and because it is a known
quantity. "Perhaps we are not making it appetising enough for people to relocate," they
observed.

However, it was observed in our consultation that some people are starting to relocate from
London to Manchester because of the increased living costs associated with London.

Those employers who had worked in multiple locations across the UK observed that the ease of
finding skilled staff can vary significantly from place to place. Scotland, it was noted, has a
reasonably buoyant local recruitment market in which people move from place to place quite
freely. This was not thought to be replicated elsewhere in the UK.

® Rupert Goold, The Stage, 9 January 2015: ‘Directors will benefit if critics are supported in the regions'.
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In general, the skills shortages outside of London tend to be for roles that are theatre- or
performing arts-specific (e.g. technical roles) whereas the shortages in London tend to be in roles
for which there is competition from other markets (e.g. marketing, ticketing, sales). Indeed, the
House of Commons Culture, Media and Sport Committee reported in 2016 that “With a greater
emphasis on revenue generation, there are greater demands for professional skills in areas such
as fundraising, marketing and sponsorship.”® It also noted initiatives such as Arts Council
England’s Catalyst fund responding to support organisations and their workers with skills in
fundraising, and by allocating 70% of this support to the rest of England outside London.

Figure 3: Current Skills Gaps (Employers, Rest of UK excluding London)

Stage automation technician or designer (36) -8 17 110
Ticketing and/or data and/or sales specialists (52) 7 24 [ 21 ©
Stage sound technician or designer (65) ‘9 29 26 1
Executive or senior team (60) 14 21 24 1
Stage lighting technician or designer (63) 9 26 27 1
Marketing and/or communications specialists (70) 16 20 27 7
Stage technician, set production or set designer (58) -7 21 29 1
Production team (48) 3 20 24 1
Theatre manager (47) -7 14 23 3
General administrators (63) ESIITT=2pTT NS ONN 6
Artistic director (43) -7 10 21 5
Stage management (59) EGIET70 S T 5
Producer (44) -7 9 20 @8
Box office and ushers (55) 4-10 31 10
Casting (39) -80 25 | 6
Director (43) 62 26 9

50 -40 -30 20 -10 O 10 20 30 40 50

B Major shortage Minor shortage M Sufficientsupply ™ Over supply

Source: Nordicity Survey (2017)
Note: n-values appear in parentheses.

A note on the 'hub model'

It has been suggested the ‘Northern Powerhouse’ or other ‘hub’ models for the creative sectors
might provide the opportunity to develop more areas of the UK with buoyant local recruitment
markets for theatre. The ‘hub’ model has been welcomed by stakeholders such as Arts Council
England in their Analysis of Theatre in England report, which highlighted the role major new
regional producing hubs around the UK could play in supporting stakeholders to collaborate,
coproduce or tour work both within and beyond their region. This approach has also been
welcomed by SOLT and UK Theatre.”

6 Countries of Culture: Funding and support for the arts outside London, Fourth Report of Session 2016-17,
House of Commons Culture, Media and Sport Committee, 15 December 2016.
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The hub model is gaining momentum in other parts of the cultural sector. Arts Council England’s
Creative Local Growth Fund, for example, was established for cultural organisations to work with
Local Enterprise Partnerships to contribute to local economic growth. Meanwhile, Heritage
Lottery Fund established the pilot Great Place Scheme to “enable cultural and community groups
to work more closely together and to place heritage at the heart of communities".?

3.4 Comparing the commercial and not-for-profit sectors

There were also some interesting differences when employers' responses were split between the
commercial and not-for-profit (NFP) sectors. The charts comparing these differences are
illustrated in the appendices.

In the commercial and unfunded NFP organisations, there appears to be a more significant
shortage in skilled theatre managers, especially in the unfunded NFP sector where the shortage is
particularly acute. This could indicate that a shortage of skilled theatre managers is particularly
acute in civic venues (which tend to be unfunded or run by a commercial operator such as
Ambassador Theatre Group). Funded theatres will tend to be run by artistic directors or chief
executives rather than theatre managers. It should also be noted that the role of a theatre
manager can vary significantly from organisation to organisation in terms of seniority. In some, it
can be the most senior person, responsible for the overall strategic running of an organisation
and in others a more junior role, focussed on the operation of the theatre building.

Across the not-for-profit sector the shortage of skilled technicians appears to be significantly
more acute than in the commercial sector.

Across all the sectors, people tend to think skills gaps will get worse rather than better, and that
areas of oversupply will increase. This would tally with the concerns around offstage training
raised in Sections 6 and 8.

3.5 Key challenges identified in this section

1. A combination of technical craft skills, entrepreneurial skills and soft skills are all
necessary together.

These skills cannot be viewed in a silo, as an effective workforce today requires a
rounded skillset encompassing technical craft skills, organisational/entrepreneurial skills
and soft skills. The sector has an increasing need for versatility amongst its workforce.
This is even more true for a sector shifting towards more freelance and casual work,
whereby entrepreneurship becomes vital to one’s career, and through self-employment
the workers operate increasingly as micro-enterprises.

2. A shortage of skilled technicians, especially outside London.

Stage automation, lighting and sound technicians are all among the biggest skills
shortages flagged up by employers and these are even more pronounced outside

7 UK General Election 2017: The case for a thriving theatre industry in the UK, UK Theatre and Society of
London Theatre's General Election 2017 Manifesto, spring 2017.
8 www.greatplacescheme.org.uk
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London. Combined with the observations in Section 6 about the perceived quality of
some of technical theatre training, this suggests there is a challenge for the sector both
in terms of attracting enough people to train to become theatre technicians and
ensuring that the training is satisfactory. The particularly acute shortage in areas outside
London could also indicate a skills drain to the capital. Given the demographic under-
representation identified in Section 4, there are clear target groups from which to try to
attract workers.

3. Ashortage of workers with skills that are transferable to/from other industries.

There are skills shortages in non-theatre specific but skilled specialist roles such as
marketing, ticketing and finance. As these are roles for which there is a much wider
market outside the theatre and performing arts industry, the challenges here are less
likely to be linked to the quality of training or indeed a wider skills shortage, but more to
the inability of the theatre sector to attract suitable applicants. This could be due to a
lack of awareness that theatre needs these types of workers (and that there are job
opportunities for them) and/or it could be that theatre is failing to offer attractive
enough conditions to staff who can choose to work in other sectors, which offer higher
levels of pay and more flexible or better working conditions and better opportunities for
career advancement.

4. A shortage of skilled senior managers outside London.

Outside London, our survey results also illustrate a clear concern around a shortage of
skilled applicants for executive or senior team roles. This is likely to be linked to the
shortage of in-career training to develop those figures within the workforce who could
be suited to these senior roles, as well as a lack of mid-career advice to people in other
roles who might be suitable to move into senior or executive roles.

The general reluctance of the sector to look outside itself for staff could also be
contributing to this perceived shortage. This situation is anticipated to get worse, which
would indicate that while there are some well-respected schemes (such as the Clore
Leadership Programme) training the next generation of leaders, there is still more to do.

The fact that this shortage is thought to be more acute outside London also suggests
that the rest of the UK could be suffering from a talent drain of both mid-career and
senior staff to the capital, or staff moving to the capital to take up more senior roles
having developed their skills outside London. Some of this drain may also occur closer to
the early to mid-career stage, as younger workers are often more flexible in their working
and more senior staff may have established roots and not be as easily able to relocate.

Among unfunded not-for-profit employers, the shortage of theatre managers and
executive or senior team appears to be particularly acute. This is an area of the industry
that is less publicised than other parts of the sector (for example in national media), so
there may be an issue of awareness here.
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4. Who are the workforce?

Before we investigate the challenges that the UK theatre workforce faces, it is worth considering
who that workforce is.

From those responding to our workforce survey (550 responses), the make-up of the offstage
workforce is weighted towards certain characteristics. As this was a self-selecting data set, it does
not reflect the sector as a whole. However, it does help illustrate where the demographics of the
sector might differ markedly from those of society at large. The Nordicity Survey response mirrors
many of the findings of the Labour Force Survey (2014), Goldsmith’s Panic! Survey (2015), and the
Parents in the Performing Arts survey (2016).

4.1 Surveyed workforce profile

The last time a comprehensive study of the theatre and performing arts workforce was reported
was by Creative & Cultural Skills in their report, The Performing Arts Blueprint: An Analysis of the
Skills Needs of the Performing Arts Sector in the UK, in 2010. This study included the onstage
performance and creative workforce (34%) as well as the offstage, and reported a workforce that
was 94% white, 49% female, 47% aged under 40, and 58% self-employed, with a concentration of
the workforce in London and the South East of England (45%).

The off-stage theatre sector workers represented by those responding to our self-selecting survey
differed to the general population in the following ways:

= Younger: Over half the responders were 35 or under (51%) as compared to 44% of the
general population®.

= More female: 56% female as compared to 50.7% of the general population™.

= More non-disabled workers, by a considerable measure: 5% self-identified as
disabled people as compared to 16% in the general population™.

= More white workers, by a considerable measure: 93% white as compared to 86% for
the general population', with no BAME group being greater than 1%. In absolute terms,
we had 28 non-white respondents in total.

= Fewer heterosexual workers: 75% identified as heterosexual as compared to 93.7% of
the general population.™

= More workers of no religion: 65% were of no religion as compared to 25% of the
general population™. A further 23% were Christian as compared to 59% of the general
population. No other religion had more than 1%.

92011 Census.

19 population Estimates for UK, England and Wales, Scotland and Northern Ireland: mid-2015, Office for
National Statistics.

" Disability Facts and Figures, Office for Disability Issues, Department for Work & Pensions, 16 January 2014.
122011 Census. Note census data refers to England and Wales only.

132011 Census. Note census data refers to England and Wales only.
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=  More workers from middle or upper middle-class background, by a considerable
measure: 69% came from middle or upper-middle class backgrounds as compared to
29% of the general population and even more than the 50% of the Creative Industries as
awhole.”

= More workers who are educated to undergraduate degree level or above: 67.4%
were graduates (52.2% had attained a graduate degree and 15.2% a post-graduate
degree) prior to starting their career in theatre, whereas 32.7% of the UK economy had a
degree or equivalent in 2015 and even higher than the creative industries average of
59.9%.'

= More workers without caring responsibilities: 76% did not have caring responsibilities
of any kind, and only 18% reported childcare responsibilities. Meanwhile, 40% of the
economically active population of the UK have childcare responsibilities had dependent
children'’, and approximately 10% of the UK population (6.5 million) were carers
providing unpaid care for a friend or family member who cannot cope without their
support.

=  More workers who are based in London: 44% resided in London compared to 15% of
the total labour force'®, 11% in South East England compared to 14% of the total labour
force, 8% in Scotland which was equal to the total labour force, 7% West Midlands
compared to 8% of the total labour force, 6% East Midlands compared to 7% of the total
labour force, 5% North West England compared to 11% of the total labour force, 4%
Yorkshire and the Humber compared to 8% of the total labour force, 4% East of England
compared to 9% of the total labour force, 4% Wales compared to 5% of the total labour
force, 2% North East England compared to 4% of the total labour force, 1% Northern
Ireland compared to 3% of the total labour force.

= Fewer workers who are employed full-time: Nearly half of our survey respondents
(249) identified as full-time employed as compared to 74% of the total labour force in
employment.’

= More workers who are self-employed freelancers: Over a quarter of our survey
respondents (166) identified as being self-employed employed on a freelance basis, as
compared to 15% of the total labour force in employment.®

42011 Census.

15 Are the creative industries meritocratic? An analysis of the 2014 British Labour Force Survey, D. O'Brien, D.
Laurison, A. Miles & S. Friedman, Cultural Trends, 25:2, 116-131, April 2016.

16 Creative Industries: Focus on Employment, DCMS, June 2016,

Note: “Graduates” refer to those people who have left education with qualifications above A level standard.
The population used in this report is all adults living in the UK who were not enrolled on any educational
course on the survey date, focused on women aged between 21 and 59 and men aged between 21 and 64.
172011 Census.

18 Labour market statistics summary data tables, ONS, release date 17 May 2017.

19 Labour market statistics summary data tables, ONS, release date 17 May 2017.

201 abour market statistics summary data tables, ONS, release date 17 May 2017.
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Figure 4: Current Employment Status

Employed full-time (35 hrs or more)

Freelancer NI 166

Employed part-time (less than 35 hrs) I 63
Zero hours contract HEEE 30

In education or training W 19

Working outside theatre sector (intendto return to... =l 17

Volunteering whilst employed outside theatre sector M 10

Unemployed and seeking work in theatre sector ® 7

Working outside theatre sector (do not intend to... m 7

Volunteering whilst unemployed 1 3

Unemployed and not seeking work in theatre sector 1 2

Source: Nordicity Survey (2017)
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Other mm 15
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Note: 589 total responses. Respondents could select all that apply.

Figure 5: Respondent Carer or Parental Responsibilities
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Figure 6: Respondent Socioeconomic Background

0 37%
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32%
22%
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occupations, or unemployed self-employed professional and management positions
managerial/administrative
positions

Source: Nordicity Survey (2017)
n =494

Only 8% of respondents came from a working-class background (41 respondents) and a further
22% from a more senior working class or self-employed background (110 respondents), whereas,
69% came from affluent backgrounds - 32% (middle and lower professional) and 37% (senior
professional). If theatre and the performing arts were to be representative of the population as a
whole, the proportion of workers from a working-class background would be 35%, and those
from an affluent background would fall to 15% and 14%, respectively.

Academic research has shown that for the creative industries as a whole, those from a working-
class background constitute 18% of the workforce, and those from middle and lower professional
background represent 24% and those from a senior professional background comprise 26%.*'
This indicates that the creative industries are strongly dominated by workers from affluent
backgrounds. If our respondent population were to be representative of the offstage theatre
workforce, it would suggest that it is even more severely under-representative of people from a
working-class background than the creative industries as a whole.

This data tallies with other research. The same academics responsible for the research quoted
above also put together the Panic! Survey for the Guardian and Create London in 2015. Though a
self-selecting survey, they had over 2,500 responses from across the cultural and creative
industries in the UK and like our survey they found that more than three-quarters of respondents
had a parent who were working in a managerial or professional job (76%).2

21 Are the creative industries meritocratic? An analysis of the 2014 British Labour Force Survey, D. O'Brien, D.
Laurison, A. Miles & S. Friedman, Cultural Trends, 25:2, 116-131, April 2016.
22 panic! Survey, http://www.createlondon.org/panic/.
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Figure 7: Respondent Highest Education Before Starting Career in Sector
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The results of our survey revealed that two thirds (67%) of respondents had first or higher
degrees. This is a very high percentage and is consistent with the profile identified in Figure 6
where the workforce is heavily weighted to those with middle and upper-middle class
backgrounds.

Even though our survey respondents were a self-selecting group, when the demographic data
was shared with our focus groups and interview subjects it largely tallied with the majority of
consultees own experience of working in the sector.

Furthermore, there was widespread acknowledgment that not only was the offstage workforce
overwhelmingly white, but that it significantly lags behind the onstage workforce in terms of
representing more diverse backgrounds of all sorts.

Figure 8: Respondent Profile by Age and Carer Duties
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The relatively low level of caring responsibilities revealed in our survey - especially childcare
responsibilities — is surprising given the average age and gender profiles of our survey
respondents.

The organisation Parents in the Performing Arts (PIPA) has embarked on a research project to try
to understand the impact of caring responsibilities on the workforce within theatre. This work is
in the early stages but some of their initial findings do provide insight into the situation, as it
shows that there was a majority view that men and women were each treated differently when
they became parents, that gendered assumptions were made about parenting responsibilities,
and that only a very small number of men took on more than 40% of the childcare responsibility,
whereas four times as many women as men took a 70% share.

Men responding to the PIPA survey were more likely to be employed full-time than women
respondents, whereas women were more likely to be self-employed or to work part-time.
Moreover, the majority of employees with caring responsibilities responding had to turn down
work (57%). This was very much more acute if they were self-employed (81%).

The importance of measuring the demographics of the workforce lies in establishing to what
extent it represents or reflects its actual and potential audiences. And so, in a practical sense,
diversity in theatre can be conceived as being diverse work produced by a diverse workforce and
viewed by a diverse audience. Put simply: a more diverse workforce is likely to create work that
appeals to a broader range of audiences.

Indeed, there is a hard economic case for the theatre and performing arts sector to diversify its
workforce, as work by McKinsey?* has shown that:

= companies whose racial and ethnic diversity is within the top quartile are 35 % more
likely to have financial returns above their respective national industry medians;

= companies whose gender diversity is in the top quartile are 15% more likely to have
financial returns above their respective national industry medians (the average
percentage of women in the executive team was 12% in the UK)

= inthe UK, greater gender diversity on the senior executive team corresponded to the
highest performance uplift in any data set, across their international comparisons.

Dennis Layton, the co-author of the McKinsey report Diversity Matters, says: “In our research we
saw a correlation between increased diversity and better financial performance as measured by
EBIT [earnings before interest and taxes]. The research highlighted a correlation, not a causation,
but we hypothesise that diversity has a positive impact on many key elements of organisational
performance including: Winning the war for scarce talent, strengthening customer orientation,
increasing employee satisfaction, improving decision making, and enhancing the company’s
image. These drivers may be especially important for media companies in the UK.”

The Creative Industries Federation is intending to work with McKinsey to develop the analysis so
that it is specific to the creative industries, which should inform understanding the theatre and
performing arts sector.

2 Best Practice Research Project: Interim Report, T. Cornford, Parents in Performing Arts, December 2016.
24 Diversity Matters, V. Hunt, D. Layton, and S. Prince. McKinsey, February 2015.
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4.2 Key challenges identified in this section
1. Alack of diversity.

Ethnic and class diversity, as well as the representation of disabled people, were
extremely limited in our survey responses. There would seem to be large parts of the
wider population who do not find working offstage in theatre as attractive a career
proposition as they might or are unaware of the breadth of opportunities available. For
more see Section 9 on Exclusion.

2. The creative and economic loss.

In a sector that receives significant sums of public investment, the lack of diversity, in its
widest sense, is clearly an issue, but it is also a challenge for all types of organisation —
not-for-profit and commercial - if they want to build a resilient workforces that can
respond to the needs of a changing population. There is an economic case for the
creative industries to diversify their workforces, and theatre is likely to struggle to appeal
to the widest possible audiences if those who make it only reflect a small section of
society. Meanwhile, it is going to struggle to attract a diverse workforce if it cannot offer
a viable career to those who are not able to rely on existing wealth or contacts.

3. Anover-educated workforce.

There are very high levels of education throughout the sector. While this has some
obvious benefits, is this really necessary for all positions in the offstage workforce? If not,
has it become normal to expect a degree, and does this exclude people with a talent for
the positions they wish to pursue, but who do not have degree level education? If there
is not a need for degrees for all positions, many individuals are unnecessarily taking on
very large student debts for little purpose.

4. A talent drain of those with (or wanting to have) caring responsibilities.

See Challenge 2 in Section 7.
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5. Initial routes into a career in theatre

Through the results of our survey and from our focus groups and interviews, we were able to
investigate how workers first came to work in theatre and why. This also helps us to understand
why certain groups are not being attracted to the sector, potentially leading to skills shortages. It
can also give some indications as to why the demography of the workforce may be skewed in
particular ways. Given our sufficiently high survey response rate of workers with theatre careers of
varying lengths, we were also able to investigate how entry points to the industry have changed
over time.

Theatregoers today become the theatre workers of tomorrow

Most offstage theatre workers first encountered the sector as audience members, which led to
them getting into theatre via one of the entry routes identified in our consultation. The
experience of watching a production (usually in childhood or through primary school) was cited
as the main impetus for pursuing an offstage theatre career.

The connectedness of audience and creators (both offstage and onstage), therefore, is crucial to
the talent pipeline of tomorrow. The sector has been wise to revive the issue around diversity first
onstage, as this is where audiences first connect and identify with theatre, by seeing ‘people like
them’ and stories that they can relate to. But, as a next step, it is critical to carry this momentum
towards bold and impactful initiatives offstage to broaden and diversify the talent pipeline and
strengthen the skills base of the future.

Diversity onstage will help better engage with the youth of today, both in content and in cast, but
also in the delivery and mediums of the art form. For example, industry discussion at the Theatre
2016 Conference considered how younger audiences are migrating towards non-traditional
performance spaces, ditching the traditional confines of building or stage based theatres.

One can also point to the growth in theatre being viewed digitally, which has had not only an
additive effect on the audiences viewing theatre and performing arts, but also on the makeup of
these audiences, drawing in younger and more culturally diverse audiences than the average
theatregoer.

Through efforts to counter the marginalisation of audiences, such as actively engaging BAME
participation (a major gap identified by both the Arts and Humanities Research Council®® and the
DCMS?) the sector stands to gain not only a larger and more engaged audience, but the
opportunity to recruit from a much larger, more skilled and more diverse talent pool of workers
both onstage and off.

% From Live-to-Digital: Understanding the Impact of Digital Developments in Theatre on Audiences,
Production and Distribution, Arts Council England, Society of London Theatre (SOLT) and UK Theatre,
110ctober 2016.

26 Understanding the Value of Art and Culture: The AHRC Cultural Value Project, G. Crossick, and P Kaszynska,
Arts and Humanities Research Council, 2016.

2 Taking Part focus on: Diversity Trends, 2005/06 to 2015/16, DCMS, 26 April 2017.
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Coming full circle, onstage engagement with audiences will help reveal to the general public that
roles in the spotlight are just the tip of the iceberg, and can demystify the career opportunities
offstage and broaden talent pool of the future workforce.

5.1 Why do people work in theatre?

Overwhelmingly, people who work in theatre do so because they care about the sector. People
working in theatre love theatre and love working in theatre. Those we spoke to in our focus
groups and interviews referred to the “buzz” they get from working in a sector they love. Many
participants — of varying seniority and working in a range of roles - also related how they are
motivated to work in theatre through a desire to make the world a better place and the positive
and thought-provoking impact that theatre can have on people’s lives.

Figure 9: Career Motivation of Respondents
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Encouragingly, as well as being a key motivating factor for joining the industry, this continues to
be the key factor in why people continue to work in theatre.

“There’s never a boring day in theatre,” said one focus group participant. Another participant — an
offstage worker directly involved in theatre production — observed that audience feedback is a
key part of making theatre a rewarding career for those involved in the creative process. “|
genuinely think it's because you can hear people clapping - there’s an immediate visceral
reward”.
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Job satisfaction - in terms of enjoyment of the day-to-day function of a job — was generally high
among everyone we spoke to. One observed: “It's a great industry — it's fun and exciting and live.
But it does entail unsocial hours, low pay and job insecurity.”

Very few people we spoke to are primarily motivated by money and it was the lowest motivation
for entering the sector among our survey respondents (although we will show later in this report
that it is one of the major factors in why people leave).

While caring about the sector at large is a consistent motivator for entering and staying in the
sector, caring about a specific role within the sector (being a director, being a stage manager etc)
increases with time in the sector.

This suggests that if workers can overcome the many challenges documented in this report and
so remain within the industry, their commitment to the sector remains strong and their
commitment to their specific role actually increases.

This is a point that is worth underlining. The workforce frustrations detailed in this report should
be seen against a context in which workers expressed high levels of job satisfaction and a
genuine love for their work. This suggests that while there are some major challenges that theatre
faces (which we were tasked with identifying in this report) there are also many things the sector
and its employers are getting right.

5.2 How do people get into theatre?

The most common first route of entry into the sector is from formal education in a related subject,
according to our survey respondents. However, there are a wide range of potential entry points,
many of which have quite high barriers to entry — whether that be the cost of undertaking
degree-level training or the finances to accept low-paid casual work, unpaid internships or
volunteering. Recent research by IPPR has noted the inaccessibility of internships to some young
people due to ‘connections, financial barriers, lack of experience, discrimination, lack of
confidence in following opaque routes to internships, and knowledge of how to navigate the

system’.%®

In contrast, workers within the creative industries, including theatre and the performing arts, see
them as being meritocratic®® and they were described as such by Richard Florida in his work
about the ‘creative class™°. This is a view which academic research by Dave O’Brien presented in
Section 9 clearly challenges, with evidence of low representation of those from lower
socioeconomic backgrounds and which is consistent with the high barriers to entry identified
above.

28 The Inbetweeners: The New Role of Internships in the Graduate Labour Market, IPPR, April 2017.

2 Culture is a meritocracy: Why creative workers’ attitudes may reinforce social inequality, M. Taylor, M. and
D. O'Brien, 2016.
30 The rise of the creative class, R. Florida, Basic Books, 2002.
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Figure 10: Single Most Recent Entry Point into Sector
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Note: Respondents were asked to indicate the single most recent means of first entering the theatre and performing arts
sector.

The English Baccalaureate (EBacc)

Many respondents expressed concern that opportunities to experience drama while at school
had decreased since they were in education and they were concerned about where and whether
the next generation of theatre workers would find inspiration to work in theatre. Specific
concerns were raised about cultural education being side-lined from the curriculum and what this
might mean for the diversity of the workforce.

“I think diversity is going to get worse before it gets better due to the EBacc. Cultural education is
being crowded out, so it will become extracurricular. The government is pulling up the ladder,”
said one employee, working in an outreach role.

The fears expressed in our survey, focus groups and interviews echo those expressed across the
creative industries, as concluded by organisations including SOLT, UK Theatre, Arts Council
England, Bacc To The Future, Nesta and other sector bodies. These organisations have been
lobbying the government to drop its target of 90% of students taking the EBacc. They argue that
not only will the emphasis on the EBacc (which has no creative subjects) add to the decline in arts
subjects, it will also act as a break on social mobility. A focus on traditional subjects to the
exclusion of creative subjects is likely to most badly affect children from disadvantaged
backgrounds or communities. Furthermore, they provide evidence that an education with
creative subjects results in better qualified STEM (Science, Technology, Engineering,
Mathematics) graduates. They claim the broadening of the curriculum is not only about positive
economic impact but a matter of life chances for many individuals. *'

31 Social Mobility and the Skills Gap - Creative Education Agenda Creative Industries Federation, October
2016.
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The benefits of such interdisciplinary skillsets have been identified at the organisational level too,
by Nesta and the University of Sussex in research, where the combination of arts and science skills
results in demonstrable economic gains.*?

Official statistics show that in 2016, the decline in students being entered for GCSEs in arts and
creative subjects continued, with 8% (46,000) fewer entries compared with the previous year.
With fewer GCSE exams being taken in art and design subjects, design and technology, drama,
media film and TV studies, music, and performing/expressive arts.> This is in contrast to subjects
that fall within the ambit of the EBacc.

In Professor Lacey (chair of the Standing Conference of University Drama Departments) and Bryan
Raven’s (vice -chair of the National College for the Creative and Cultural Industries) oral evidence
to the Skills for the Theatre Industry inquiry of the Lords Select Committee on Communications, >
they emphasised the importance of STEAM over STEM subjects i.e. the integrated inclusion of Art
alongside Science, Technology, Engineering and Mathematics, warning against the early
channelling of pupils down narrow science or engineering routes as it risked driving out
creativity: ‘'What we need are creative people who can apply technology’ and ‘[the promotion of]
the arts within broader education, not as a separate part. That would indeed involve exploring
the connection between arts, as we traditionally understand it, and newer forms of technology
and engineering. We can open some really interesting doors if we go down that route, and |
would urge the Government to consider it’.

The importance of creativity at the heart of education was emphasised by Nicholas Serota in his
first speech as the new Chair of Arts Council England, as part of a major new research initiative by
the Arts Council into creative education.®

Looking at how the entry points into the sector have changed for our survey respondents over
time also reveals some interesting patterns.

32 "The Fusion Effect: the Economic Returns to Combining Arts and Science Skills, Nesta, 15 June 2016.

This showed that company workforces that combined both arts and science disciplines delivered 8% higher
sales growth than science-only firms.

33 https://www.gov.uk/government/statistics/summer-2016-exam-entries-gcses-level-1-2-certificates-as-
and-a-levels-in-england

34 Stephen Lacey and Bryan Raven, Corrected Oral Evidence: Skills for the Theatre Industry. Select Committee
on Communications, 14 March 2017.
http://data.parliament.uk/writtenevidence/committeeevidence.svc/evidencedocument/communications-
committee/skills-for-the-theatre-industry/oral/48994.html

35 https://www.thestage.co.uk/news/2017/new-arts-council-chair-nicholas-serota-must-unlock-every-childs-

creative-potential/
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Figure 11: Entry Point into Sector by Career Length
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20 or more years ago, the main points of entry were from directly education, from a related
subject (29%), casual paid work (20%), or from an unrelated subject in education (15%).

Today, the most dominant routes into a career in theatre that we found was through
volunteering (22%) and from an unrelated job (also 22%, which had previously been 12% 20 years
ago).

While the number of people coming into the sector from unrelated jobs appears to be growing,
many London-based employers we consulted said that it was still rare to hire from outside the

sector. Reporting a smaller pool to recruit from than their London counterparts, some employers
outside of London indicated a greater likelihood to look for applicants from outside the sector
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altogether. However, there was a general belief that the theatre sector was quite insular and did
not regularly look to hire from outside.

"Moving in and out of theatre doesn't happen a lot," observed one senior manager.

Looking at the entry points into theatre as a whole, fewer people are coming directly into
employment from education and significantly more are having to undertake unpaid internships
or work as volunteers. While unpaid internships appear to be less prolific than 5-9 years ago, this
reduction is outweighed by the increase in volunteering as an entry route to the sector (and it
should be noted that the level of unpaid internships is many times greater than from 20 years
ago).

Combining unpaid internships and volunteering, 20 years ago 16% came into the sector by these
routes, and today it is 34%. This is likely to be a significant barrier to entry for people without
financial resources and could be an explanation for why so few people working in theatre come
from a working class background or from cultural communities not well-connected to the theatre
and performing arts or the broader creative sector.

It was observed by many that the entry-level threshold was high in theatre with employers often
expecting significant experience before securing a first job. This experience is often unpaid, so
again those without financial backing and/or the networks to access these unpaid positions are at
a structural disadvantage.

A common complaint was that it is necessary to have experience to get experience. It was
thought that employers looking to fill entry-level roles have unrealistic expectations of the
experience required by applicants.

The risk is therefore being shifted from the employer to the would-be employee, who is required
to build up extensive work experience - at their own cost — before being offered a paid job.

Indeed, the unpaid opportunities entry route into the sector has increased significantly over time,
mirroring findings by the IPPR across the creative industries®.

One Nordicity Survey respondent asked: "There must be a way to encourage employers to give
entry level roles to those who are actually at an entry level. My first full time and salaried entry
level role in theatre administration didn't come until three years after | had left university during
which time | took on a number of unpaid internships and volunteering in the industry whilst
working in pubs/bars/offices on the side. | was lucky that | was able to live at home and have the
support of my parents but | worry for those that don't have that luxury."

Apprenticeships, although an increasingly significant route into the offstage workforce and
spoken of highly by employers per our consultation, are still very much a minority pursuit
according to our survey results (see Section 6.3, Figure 10, Figure 13 and Figure 38).

5.3 How do people find out about a career in theatre?

Nearly all the offstage theatre workers we spoke to first encountered theatre while they were of
school age - either through school trips or from trips with their families. A number said that they
pursued a career in theatre because they were not good at other subjects at school and drama
was “the only thing they were good at and enjoyed”.

3 The Inbetweeners: The New Role of Internships in the Graduate Labour Market. IPPR. April 2017.
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Initially, for most, offstage options were not very visible and their focus was on performers and
performance. Some initially intended to pursue a career on stage before switching to an offstage
role.

Careers advice

Careers advice for the sector is failing and is overly focused on the performing aspect of a career
in theatre. This was identified as a problem in The Blueprint for the Performing Arts in 2010, but
little progress appears to have been made since then.

Those who had been given careers advice at school said that advisors didn't know about careers
in theatre beyond onstage roles and that working in theatre was thought of as a high-risk career
and actively discouraged. There was a lack of knowledge around career pathways not focused on
becoming an actor. Several participants characterised careers advice when they were at school as
“rubbish” and the general perception was that it had not improved much since then. This point
was also made to the Lords Select Committee on Communications inquiry into Skills for the
Theatre Industry by Bryan Raven: ‘Our experience, both as an employer and in backstage training,
is that careers advice is woeful’.*’

In addition to careers advice provided in education institutions, there is also the National Careers
Service, which respondents to our survey found to be ‘not useful’ (Figure 12). Creative & Cultural
Skills, the sector skills council, provides a careers advice function, including an online hub of
advice and opportunities for those wanting to work in a creative career, including an in careers
service. Meanwhile, London plays host to the annual TheatreCraft, a major offstage career fair
focused on people aged 16-25.

However, there was a widespread belief that there is a lack of visibility outside the sector of the
roles beyond performance and that to find a suitable theatre role that isn’t acting, is often the
result of trial and error. Acting is frequently the primary route into theatre, often as a child, and
then mentors direct and guide people in an ad-hoc or unstructured way. Many remarked on the
fact that you need to find someone who can advise you how to find a route into theatre offstage
and that this person is often discovered by chance - or via connections - rather than through a
formal route. “You need an in,” said one respondent.

These observations were mirrored in our survey results.

37 Bryan Raven is Managing Director of a technical production company and Vice-Chair of the National
College of Creative and Cultural Industries. Source:
http://data.parliament.uk/writtenevidence/committeeevidence.svc/evidencedocument/communications-
committee/skills-for-the-theatre-industry/oral/48994.html
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Figure 12: Utility of Careers Advice Experienced (per cent of respondents)
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Nearly all respondents had experienced informal advice from workers within the sector; 9 out of
10 had experienced careers advice services in education; and a majority (62%) had used the
National Careers Service®. The size of each of the respondent groups was large.

Nearly three-quarters of our survey recipients had found the advice from both education and
national careers advice services to not be useful, whereas, two-thirds had found informal advice
from within the sector to be ‘very useful’ and a further quarter ‘useful’.

See Text Box in Section 6 for information about Creative & Cultural Skills.

The importance of advice from workers in the sector also underlines the importance of outreach
and education programmes already undertaken by the sector.

Many theatre companies - especially those working in the funded not-for-profit sector — operate
extensive education and outreach programmes. This is a part of the industry that has grown
significantly in recent decades. For example, the Royal Shakespeare Company's education
department has grown from a sole employee to a team of 16 and now operates across 1,800 UK
schools.*

While operations such as the RSC's are significant, most education and outreach programmes
within the sector operate independently of each other and on a smaller, local scale. There is
currently little co-ordination between individual schemes.

5.4 Key challenges identified in this section

38 The National Careers Service provides information, advice and guidance to help citizens make decisions
on learning, training and work. nationalcareersservice.direct.gov.uk
39 Shakespeare is global property — he works in diverse classrooms, J. O'Hanlon, The Stage, 9 February 2017.
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1. Lack of effective careers advice for non-performance roles.

There appears to be a clear role for the sector to devise a mechanism for feeding relevant
advice into the careers services and to also offer it directly to individuals without
contacts or existing networks. This is most urgent for those:

a. Ineducation or at the beginning of their working lives;

b. Inlocations without strong theatre-going cultures or access to high quality
performance; and

¢. From socioeconomic and ethnic groups without the networks that link in to
theatre, and culture and the creative industries more broadly.

2. Sidelining of arts in education.

There is a clear challenge around the lack of prominence being given to cultural
education in the curriculum. If children from all backgrounds cease to be given exposure
to the arts at a young age, this threatens to exacerbate many of the problems already
facing the sector in terms of the (lack of) diversity of its workforce and reliance on
networks and personal connections. In a sector already facing a persistent, culturally and
economically narrow base of workers, and facing current and future skills shortages (see
Section 3) a focus on the EBacc threatens the numbers and diversity of new entrants into
the sector.

3. Routes into the sector present high barriers to entry.

Most of the key routes into the sector have quite high barriers to entry — and this appears
to be getting worse. Fewer people are moving directly into the sector from education,
with more people taking unpaid positions (volunteering, unpaid internships) as a route
into the sector. This limits the potential pool of applicants to those who are able to afford
to work for free. Meanwhile, the increasing cost of degree-level training (and the
apparent focus on employing graduates as illustrated in Section 4) also represents an
increasingly high barrier to entry. Entry points with the lowest barriers to entry (for
example apprenticeships) are still in the minority.

4. Overly high expectations for entry-level applicants.

There are unrealistic expectations that new entrants need to have experience, even to
get experience. While experience is likely to ease a new entrant into their role, the lack of
focus on transferable skills means that individuals are being assessed in narrow terms.
This is also likely to exacerbate the dependence upon people who are well-connected or
financially supported, both in terms of being able to overcome a lack of experience but
also in having gained experience through unpaid means.

5. Lack of expertise and alternative ways of working coming into the sector from
other industries.

While it has increased over the years, the number of people entering the sector from an
unrelated job is still relatively low. When it comes to some of the challenges highlighted
later in this report — especially around the lack of HR skills in the sector - it would appear
that the offstage sector is missing out on expertise it could draw from outside the
industry.
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6. Pre-career training

There is a division between pre-career training that is led by the education sector (e.g. degrees in
technical theatre) and some by the industry itself (e.g. apprenticeship schemes, internship
schemes, work experience).

There are also pre-career training opportunities that straddle academic education and industry
training (for example, work experience provided by employers as part of a university degree
placements).

Many of the workers in the offstage workforce are entering the sector directly from formal
education in a theatre-related subject. However, there is a huge variety in both the types of
course on offer and the esteem in which they are held by the industry.

Even in 2010, The Performing Arts Blueprint raised the issue of the disparity between what the
formal education sector was delivering and what the performing arts sector needed, and it also
noted that the sector did not seem to be particularly engaged in addressing. The Blueprint
identified that there was a pool of trainees that did not have the specific ‘associate professional
and technical’ skills necessary to meet the sector’s needs. This is a view that was echoed by the
participants of our focus groups.

Work by Creative and Cultural Skills has in recent years been attempting to address the disparity
between industry need and education product. This has most recently resulted in the launch of
the National College Creative Industries (hitherto known as the National College of Creative and
Cultural Industries) which started taking students in September 2016 (see text box later in this
section about Creative and Cultural Skills). It is too early to see the effect of this initiative on the
offstage workforce.

6.1 Provision of courses by the education sector

Universities and drama schools (many of which are affiliated to universities) offer both vocational
and academic courses in theatre. Some of these are general theatre studies courses while others
are focused on more specific skills e.g. directing or technical theatre.

Among focus group participants and interview subjects there was a widespread belief that it is
not always clear to aspiring students which university courses are vocational and which are
academic, and that (in terms of preparing students for a career in theatre) there is a significant
difference in the quality of training on the vocational courses (which were deemed to be better)
and the academic ones. The idea of employer accreditation of training courses was raised in focus
group discussions and interviews and was generally welcomed. Work is currently underway at
Creative and Cultural Skills where they are considering how they can develop a stamp of quality,
which can then be awarded to training providers or courses that are delivering high quality and
relevant training.

There were also concerns raised that even on vocational courses, students are often not being
given a thorough grounding in the basics of working in theatre, with training often aimed at too
senior a career level. There was a feeling that training does not prepare students for the reality of
the workplace and early-career jobs in particular.

“I wish at drama school they taught you more than just the jobs in the West End,” said one stage
manager, who claimed that they had been ill-prepared for the multi-tasking approach of working
in the fringe sector at the beginning of their career.
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One interview subject, who regularly speaks at drama schools, observed: “As a generalisation,
there’s an awful lot of students that I've spoken to recently that are really focused on lighting
design. And | think ‘good luck with that one’, because there are thousands of lighting designers
out there. It might be great to do that, but you need to get the basics, because on your first day in
the theatre you're not going to be doing the lighting design. Not enough are getting the basics. |
was at a college a few weeks ago and was talking to the final-year students. | asked if any had
actually worked in a theatre - it was only two out of 20. They're not getting enough practical
experience.”

That said, it was generally thought that the provision of training for backstage and technical roles
is better and more widespread than the provision of training for administrative positions, which
comparatively is lacking.

In England, the government is introducing new technical qualifications, called T-levels, for 16 to
19-year-olds to ‘study in 15 sectors in subjects like hair and beauty or construction’. This
potentially presents an opportunity for a new source of vocational training for the sector.

6.2 Provision of training by employers

55% of theatre organisations that responded to our survey still offer unpaid opportunities and a
similar percentage offer internships. Currently, only 37% of employers that responded provide
apprenticeships. Meanwhile, data provided later in this report shows that over half either meet
the requirements of the old Apprenticeships Standards or will meet that of the new
Apprenticeship Frameworks.

Figure 13: Employer Respondent Provision of Learning Opportunities
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A large majority of the apprenticeships are for 12 months, though they do vary from 2.5 months
to 24 months (four are less than 12 months and five are longer than 12 months).
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The duration of internships is more variable, but the large majority are either for three or six
months, however, there is one for 24 months but the rest were no longer than 12 months. The
length of unpaid opportunities varies wildly from a single day to 12 months.

6.3 Apprenticeships

Many of those we spoke to — both workers and employers - believed that a degree-level
qualification should not be a requirement for a number of roles in the offstage workforce and that
therefore apprenticeships could be a sensible route into the industry for many, especially in the
technical offstage workforce.

A range of organisations currently offer apprenticeship schemes including the Ambassador
Theatre Group, National Theatre, Royal Opera House, London Theatre Consortium (of 14 Off-West
End theatres), Nimax Theatres, the Ambassador Theatre Group, Royal Shakespeare Company and
the Chichester Festival Theatre.

While the data already mentioned above shows that there are still relatively few employees
coming into the sector via apprenticeships (Figure 10 and Figure 38), there is actually a broad
enthusiasm and buy-in from employers for apprenticeships. Only 1 in 6 organisations we
surveyed did not currently offer apprenticeships and definitely do not intend to in the future.

Because of the low level of respondents to our survey who had experienced apprenticeship
training themselves, it is hard to discern how effective workers have found these schemes. The
widespread perception among employers is that they are effective at training offstage employees
who are well prepared for the workplace and that these training opportunities do not suffer from
many of the same barriers to entry that apply to higher education.

However, participant organisations observed that there are major issues with apprenticeships at
the moment since responsibility in government had been transferred from the Department for
Business to the Department for Education. “The whole thing has fallen apart,” said one
respondent, who was closely involved with a theatre apprenticeship scheme.

It was observed that the Government wants to standardise all the categories of apprenticeships,
but this is proving unhelpful for the theatre sector, as government keeps on rejecting proposals
from the sector.

“Apprenticeships work, there’s buy-in from the industry, but there is confusion around the
Government scheme which is not fit for purpose and there is concern that the industry won't get
back what it has to pay in [to the Apprenticeship Levy] if things don’t change,” said one employer.

There was a widespread belief from employers that the current government structure is letting
the industry down. It is feared that apprenticeships will become more regulated and complex,
and it will be difficult for employers to access the funding. As such, employers will need support
to help them access the funding, to prevent the Apprenticeship Levy becomes a non-recoupable
tax on them.

However, Creative and Cultural Skills do believe that the new system has the benefit of being
more flexible than the previous regime and is working with government through the Creative
Industries Council (CIC) for the Apprenticeship Levy to be used more flexibly. They believe it is an
opportunity for the sector to come together, with UK Theatre/SOLT, Creative and Cultural Skills,
the National College, and other leaders such as Skillscene, LTC, etc. to make the use of this
resource.
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Creative and Cultural Skills have been leading the work in preparing the sector for the new
apprenticeships regime. This has entailed the development of three new apprenticeships specific
to the sector (Creative Venue Technician, Live Technician, and Live Event Rigger) with two further
in active development (Props Technician Standard and Costume & Wardrobe). Creative and
Cultural Skills are also in discussions about apprenticeships for hair, makeup and prosthetics.
These apprenticeships are being delivered by the National College Creative Industries.

Creative and Cultural Skills also believes that - even though a particular apprenticeship might not
be badged as a ‘theatre’ apprenticeship — there are many others that would be appropriate for
the sector to adopt, as the framework are flexible enough for the theatre context to be included.
Such transferable apprenticeships exist for administration and fundraising, and the National
College is transferring a customer service apprenticeship that would be applicable for ticketing
and box office.

As an entry point into the sector, apprenticeships provide an excellent opportunity for the sector
to address the lack of diversity in the workforce. By ensuring that recruitment is broad-based and
actively tries to recruit from currently under-represented groups, the workforce will become more
diverse and as a consequence of these new backgrounds being present will start to change the
culture and help it become more inclusive. Given that our research has shown that
apprenticeships are valued as an entry pint, providing more industry-ready recruits, the impact of
this diversification is therefore likely to be more resilient workforce and may be a better long term
investment.

The government’s Social Mobility Commission has written on how apprenticeships in skilled
trades, such as in the creative industries, have their challenges but should be encouraged,
asserting that “skilled trades offer some of the highest non-graduate wage premiums, and trades
such as carpentry, mechanics and electricians are facing significant national skills shortages....”*°
This might explain why there are shortages in the theatre sector which may not offer the same
level of wage premiums.

Case Study - The LTC Creative Apprenticeship programme

The London Theatre Consortium (LTC)*' designed an apprenticeship programme as part of a
broader scheme run by Creative and Cultural Skills and supported by Arts Council England, called
the Creative Apprenticeships Programme. LTC's programme focussed on talent and potential
rather than experience and qualifications — rather than focussing on the traditional pipeline of:

University > unpaid / paid internship > entry-level job

The programme explicitly targeted young people from under-represented demographic groups
in an attempt to bring them into the cultural sector.

40 State of the Nation 2016: Social Mobility in Great Britain, Social Mobility Commission, 16 November 2016.
“1 The LTC comprises: Almeida Theatre, Battersea Arts Centre, Bush Theatre, Donmar Warehouse, Gate
Theatre, Greenwich Theatre, Hampstead Theatre, Lyric Theatre Hammersmith, Royal Court Theatre, Soho
Theatre, Theatre Royal Stratford East, Tricycle Theatre, Unicorn Theatre and Young Vic.
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Over three years, the programme recruited 48 individuals, 62% of whom had come from non-
white backgrounds and 27% had identified as disabled (mostly invisible or non visible
impairment/conditions). It had resulted in: 21 ‘graduates’ working in the sector, 11 still
completing, 1 graduating from Level 2 to Level 3, with a further 2 going into further education.
Two ‘graduates’ went into employment outside the sector and eight did not complete; the
outcome for the remaining 12 was unknown.

A review of the programme highlighted a number of notable successes, including:
= jtreached talented young people not currently attracted through the traditional routes;
= it provided a viable alternative to university and widening the recruitment pipeline; and

= it developed workplace skills including the building of networks and mentor
relationships.

The programme was successful in establishing a deeper understanding of the limitations of and
the dynamics between participants and programme, as well as identifying successful consequent
adaptions. Over the course of the three years, they were able to distil their learning into a set of
critical factors for success and recommended features that should be present in future
programmes, including the following:

= pay Adult National Minimum Wage, critical to diversify intake;

= use longer periods for recruitment with more clarity about potential pathways, and a
preparedness to support participants develop work-ready skills, if missing, at start of
programme;

= offer job flexibility to allow growth in understanding and competence, and to
accommodate learning opportunities, such as work shadowing;

= commit to a time commitment from employer: to line managers to actively manage; and
to apprentices to college for off-site learning, seen as essential for a better learning
experience;

=  employ an engaged and iterative process: keep reviewing and revising programme and
relationship as it proceeds, taking into account workplace realities and feedback from
college; and

= include career planning early as part of apprenticeship.

Although the programme was delivered under the Apprenticeships Standards regime, the
lessons learned remain relevant to the new Apprenticeship Frameworks regime and to any other
organisation wishing to support in situ training.

6.4 Unpaid work experience

Unpaid work experience and unpaid internships as both learning experiences and a route into
employment are still extremely prevalent within the theatre sector.

72% of respondents said they had undertaken unpaid work experience during their careers and
55% of employers said they currently offered unpaid work experience opportunities - some of
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several months (and one of 12 months) in duration. It was considered the second most useful
form of training by workers (after theatre-specific training).

Many people said that they got into the industry through unpaid opportunities and they found
them useful. This points to the fact that work experience is useful for getting people into the
industry, but at the moment favours those who can work for free, and is a significant barrier to
those who cannot work for low or no wages.

Within our focus groups there was extensive discussion around the rights and wrongs of unpaid
work experience.

“l did unpaid work experience. | didn’t even question it,” said one participant.

Unpaid work experience is thought of as a natural route into the industry. It is seen as the norm
for many at the start of their careers.

Some said that university-organised work experience opportunities could be valuable for student
and employer alike, but only if they are well structured, though many are not.

One respondent claimed that some employers are taking advantage of aspiring workers: “A lot of
theatre companies take advantage of people looking for work experience opportunities. It's just
unpaid labour. It's just people needing someone to work for free.”

Another questioned whether universities are abdicating their responsibilities for training students
to employers via placements.

“The universities are ‘taking the piss’ [sic]. They are taking £9,000 off the kids and then expecting
arts organisations to train them for free [via unpaid work experience] - without support. It's
disgraceful,” said one senior manager. This was a view that was also shared by other people we
spoke to.

Creative & Cultural Skills

Creative and Cultural Skills is a national charity and the sector skills council for craft, cultural
heritage, design, literature, music, performing arts, and visual arts, thus, covering the offstage
theatre and performing arts workforce. It works to open up entry routes into the creative
industries for those with talent and potential, regardless of background or previous educational
achievement. It is an independent, employer-responsive, UK-wide organisation whose duties
include working with employers to:

= provide industry led and endorsed careers information, advice and guidance;

= develop new apprenticeship and paid entry level work opportunities, including the
development of new apprenticeship standards and the delivery of apprenticeship
training;

= grow the National Skills Academy Creative and Cultural: a network of employers and
training providers working together at a local level to improve vocational and technical
training delivery for the sector across the UK.

Creative & Cultural Skills has also played a central role in developing apprenticeships through
both Apprenticeship Frameworks, developing a suite of Creative Apprenticeships in
partnership with the industry and utilised by hundreds of employers across the UK to date (see
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LTC case study above); and the new Apprenticeship Standards as part of the Government’s
apprenticeship reforms in England, through employer Trailblazer groups. Future apprenticeship
standards being developed include Creative Venue Technician and Cultural Learning and
Participation Officer, amongst a number of others.

Creative & Cultural Skills tendered to set up the first National College Creative Industries, which
was successfully awarded by the then Department for Business, Innovation and Skills in 2015. The
National College started delivering its own specialist higher technical training and
apprenticeships from September 2016, and now operates independently of Creative & Cultural
Skills, running out of The Backstage Centre in Purfleet.

The National College Creative Industries offers a suite of technical training at different levels
(apprenticeships and qualification at levels 2, 3 and 4), varying from one to three years, as well as
addressing business skills and venue skills for the sector. These include a new Level 4 Professional
Diploma, designed to provide students with the skills, knowledge and understanding necessary
to work in the creative industries, which integrates automation, event management, production
management, project management, senior technical, stage management, sales and hire account
handlers, and service engineers. The College provides the framework for candidates to develop
the practical skills and knowledge to take advantage of opportunities within the industry that
typical classroom learning cannot provide.

The National College works to address the disparity between educational alumni and the theatre
sector’s need for industry-ready workers, which the 2010 Blueprint identified as a key challenge.
Furthermore, Creative & Cultural Skills identified a need for the development of new technical
skills, and in support of that effort developed a world-class technical training and rehearsal facility
in Purfleet, Essex — The Backstage Centre — which has now been gifted to the National College
Creative Industries to continue to take forward its original ambition to have technical training
delivered as part of real life industry activity.

To help students, new entrants to the sector and workers in-career, Creative & Cultural Skills has
developed the Creative Choices online hub of advice and opportunities for anyone who wants
to work in a creative career including the theatre and performing arts sector.

6.5 Key challenges identified in this section
1. Lack of clarity for students around which courses make them ‘job-ready’.

There needs to be greater clarity for aspiring theatre workers around which university-
level courses offer them vocational training for a career in theatre and which offer a more
academic approach. Even on vocational courses, there is a concern from the industry
that graduates are not ‘job-ready’.

2. Unpaid work experience still rife.

Despite efforts in recent years to clamp down on the practice (for example by Arts
Council England) there is still a widespread culture of unpaid work experience as a route
in and training route into theatre and the performing arts. As shown in Section 4, unpaid
routes into employment are becoming increasingly common and this would be
expected to have a knock-on effect onto the make-up of the workforce. If the offstage
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workforce is to better reflect wider society, the sector needs to address the culture of
unpaid work and work experience that is currently seen as a rite of passage into the
industry.

3. Development of apprenticeships as a widespread entry route into the sector.

Apprenticeships are popular among employers and widely recognised as a suitable
training route for a number of offstage roles, especially in the technical arena. They also
provide an excellent opportunity to diversify the recruitment pipeline. However, there is
fragmentation within the industry — a range of unlinked schemes run by different
organisations not all sharing best practice — and confusion when it comes to the new
apprenticeship frameworks and standards being introduced by Government. This is
despite valuable work conducted by Creative and Cultural Skills in developing new
apprenticeships and identifying current apprenticeship frameworks that could apply to
the sector. Apprenticeships are currently a minority pursuit. If they are to be expanded, it
will require greater clarity (especially from government) and cross-sector collaboration.
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7. The culture of working in theatre

While in many aspects theatre is an expansive, forward-looking and innovative industry, it is also
a heritage industry and quite a small, closed world. As a result, it has many peculiarities to its
working practices. Many of those that were uncovered in the course of our research were
highlighted as areas of complaint by some respondents, but regarded as 'just the way things are
in theatre' by others. This variety of response applied as much to workers as it did to employers. It
should also be noted that many respondents also highlighted the many positive aspects of
theatre's working culture, including some that were the flip-sides of the challenges discussed
below. There was also a particularly strong dimension to many of the focus group attendees’
motivation for working in theatre, citing the power that theatre had, in an altruistic or highly
personal way, to impact upon audiences, contribute to public discourse and act as a catalyst for
social change for the betterment of society.

7.1 “The show must go on”

One of the most prevalent criticisms from the workers we spoke to — across both junior and senior
members of staff and freelance workers — was of a working culture in theatre that expects staff to
work long hours for low pay and is inflexible when it comes to working arrangements. Going
above and beyond is considered the norm. This was a challenge that was also acknow