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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

nordicity.com 50f 100



Nordicity

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.

nordicity.com 15 of 100



Nordicity

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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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 automat