provocation

Inclusion, innovation and
democracy: growing talent for the
creative and cultural industries
October 2006
Simon Parker, Charlie Tims and Shelagh
Wright

Introduction
The creative and cultural industries are perhaps the most visible and potent
emblem of the way the post-industrial age is transforming Britain’s economy. The
rise of a global division of labour has meant that, for the first time, significant
numbers of people are able to concentrate on producing ideas, art and technology,
rather than, in Bertrand Russell’s words, 'moving things around at or near to the
earth’s surface'. 1
The implications are profound: new kinds of people, with a deeper sense of self;
new kinds of jobs that engage our creative and personal energy; and new kinds of
product, in which customers and professionals come together to create shared
value. Professor Michael Porter argues that it all adds up to 'a new phase of
economic development'. 2
In an important sense, the last 30 years have seen the unprecedented
democratisation of the kind of creative work that was previously open to only tiny
numbers; a trend that looks set to continue into the future. As Gordon Brown has
pointed out: 'When our biggest exports, in additional to financial and business
services… will be education, health and the creative industries, then you can begin
to see how the world is going to change fundamentally not just for workers but for
companies and for every community in our country.'3
The UN estimates that the creative industries account for more than 7% of global
GDP and that they are growing at a rate of 10% per year. 4 Cultural products are a
prime example of ‘superior goods’ - things that people tend to want more of as they
become wealthier.
This paper argues that the process of democratisation is incomplete. The very
things that give the creative and cultural industries their vitality – their speed,
fluidity and turnover of people, organisations and ideas, also work to exclude
people from non-traditional backgrounds.
There is a broad body of evidence which shows that parts of the UK’s creative class
are far from representative of wider society. Quite apart from the moral and
economic benefits of inclusion, the problem of exclusion raises important social
questions for the future of a multi-ethnic Britain. In a society where commercial
culture plays a huge role in shaping our shared values, exclusion from the creative
industries also means exclusion in important ways from mainstream forms of
expression.
A fast moving world creates casualties; usually those without the resources and
connections to keep up. Without action to even the odds, people from nontraditional backgrounds are only likely to fall farther behind in the race to enter the
creative industries. In a marketplace where employers can pick and choose from a
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large pool of freely available talent, young people are required to develop their own
skills through unpaid work and to find their own jobs through the social networks
they create.
This creates a fundamental and damaging gap between many young people and the
creative industries that more than 30% of them dream of working in. 5 Creatives,
particularly those from non-traditional backgrounds, need experience in the
marketplace to get ahead, but their potential employers are seldom prepared to
meet the costs. The gap is filled by unpaid work and periods of unemployment
which can be far more easily borne by those with financial and social resources.
It would be foolish to apply solutions from the industrial era to a post-industrial
problem. Providing more formal qualifications risks flooding the market with
competent people who are unable to get a job. Blanket regulation will fail to address
the complex nature of the challenge in different industries and places; the inclusion
gap in a small London fashion business will be very different to that in a large
Manchester software house.
The response cannot be to do more of the wrong thing. Policy makers will have to
find an approach that can close a range of different gaps between government
interventions, young creatives and their potential employers, working with the
creative and cultural sector on its own terms. This paper argues for a new approach
to diversity in the creative industries that can support both creative people and
creative industries to work together and develop innovative solutions to a complex
and ingrained problem.
We argue that the skills and training system for people seeking to enter the creative
industries needs to create more space for structured innovation – allowing local
partnerships of business, creative workers and the public sector to trial new
approaches and learn what works at both the local and national level. This, we
believe, is a critical part of a new approach to releasing Britain’s mass of untapped
talent and encouraging the widest possible range of people through the last mile of
the creative race into the long-term growth of the creative industries.

Democratising the Creative and Cultural Industries
'What powers economic growth? It's not technology -- technology is a raw material.
What makes human beings unique is one thing - creativity. All else are subsets.
Creativity powers economic growth.”6 Richard Florida
When we think creative industries, we don’t necessarily think democracy. Why
should we? We think of pop-singers, film stars, eccentricity and flamboyance.
Britain has developed an international image that rests on our creative and cultural
industries; our rock stars lead the world against poverty, our celebrity architects
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define the skyline of its newest cities and Britain’s broadcasters still set an
internationally recognised gold standard.
As policy makers we’ve constructed an established story about how the creative
industries contribute to the economy, wider society and their all-round feel-good
factor. But despite an instinctive connection to their importance, and an attraction
to their aesthetics, there are indications that beneath the surface, all may not be as
we assume.
The creative industries have come to symbolize diversity in Britain; a signal of a
tolerant and open society. But access to livelihoods in the creative and cultural
industries, like most other sectors, remains easier if you are white, middle class and
male. The data available on diversity in the creative industries is incomplete, but
the overriding impression is of the under-representation of certain groups:
•
•

•

Black and minority ethnic groups make up 4.1% of the workforce in the
creative industries, compared to 7% in the UK economy as a whole. 7
The situation is worse in London, where only 13% of people in creative
occupations are from black or ethnic minority origin, compared with 21%
for London’s workforce as a whole. 8
Certain sectors have acute representation problems. Film production for
example is predominately white; only 1 in 20 are from a minority ethnic
background. This represents just 5% of the workforce [figure 1].9

Figure 1: BME employment as a % of total employment

The problem is widely recognised in parts of the creative sector. As the UK Film
Council has shown: 'Nepotism in film recruitment practices is agreed to be
widespread in production, and most practitioners consulted see no persuasive
reason to recruit on any other basis but familiarity or personal recommendation.'10
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But why should we take these problems seriously? If the creative and cultural
industries are able to thrive without an effort to democratise them, why should this
concern us? We believe there are three principal reasons for ensuring open access
to the creative industries: the moral, market and cultural values.
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1) The Moral Value
The creative industries show no sign of being any more or less deliberately
exclusive than other parts of society – indeed, their stated values often appear to be
more liberal and inclusive than those of the wider business community. But the
way the creative sector is structured clearly tends to exclude many potential
entrants. Industries that want the best people need to encourage the widest possible
pool of applicants and select the best, but in too many parts of the creative
industries, who you know seems to matter more than what you know. Instinctively,
we all know that this inhibits the potential of many and creates elites able to restrict
access to power and resources.

2) The Market Value:
A globalised and diversified marketplace poses a competitive threat to Britain’s
creative and cultural industries. But at the same time it opens the possibility of new
markets to exploit. There are growing indications that the rapidly expanding
economies of the Far East, are better positioned to penetrate Britain’s market share
in the creative industries, than we might have first thought. 11 Today’s call centres
may be tomorrow’s ad agencies, design houses and music publishers. A highly
skilled workforce, drawn from across the whole of Britain, is one of our best hopes
in securing Britain as a global centre for creativity because it will ensure the best
people rise to the top and encourage the diversity of view points and cultural
backgrounds upon which creativity thrives.

3) The Cultural Value:
A significant proportion of cultural expression occurs through the marketplace.
Much of what we consider as culture, and the culture against which we define
ourselves, is provided in bookshops, record stores, art sales, on the radio, on TV, at
the cinema and through computer games. In the UK, the average household
spending on recreation and culture as a percentage of gross domestic product
(GDP) is 7.9%, making it higher than anywhere else in the world.12 Britons buy
music and visit cinemas more often than they visit museums. In 2005 there were
165 million visits to cinemas.13 126 million albums of music were sold in the UK in
2005. 14

In short, the creative and cultural industries permeate our society and our sense of
identity. Any group that finds itself excluded and marginalized from the creative
world loses a critical chance to celebrate its own culture on the public stage, and to
define its own experience of living in Britain. If we are to create a society where all
groups are able to culturally express themselves, we have to recognise that it will
need to be in commercial forms. In other words ensuring that everybody can
express themselves culturally in commercial products, is crucial to ensuring the
cultural representation of all groups in the public realm.

The Source of the Problem
The idea that people emerge from formal training programmes without the full set
of skills they need to thrive in the workplace is hardly novel. Studying a subject and
gaining technical and creative skills is one thing, but softer factors like
communication and team working matter as well, and these are frustratingly
difficult to teach and accredit.
A recent Demos survey of 50 graduate employers highlighted this gap between
training and employment. Human resources directors thought graduates were
more skilled than a decade ago, but 54% said it was also getting harder to find
people with the softer skills they needed. This disconnect was highlighted by the
fact that more than 90% of graduates thought they are quite or very well prepared
for the world of work. The employers want better graduates, but the graduates
don’t even know what they lack.15
As Sarah Gillinson and Duncan O’Leary argue: 'there is a damaging disconnect
between young people and organisations; a disconnect between the training of
today and the workplaces of tomorrow, and between the changing values of young
people and the organisational cultures that they encounter.'16
Although data sources are poor, it is clear that this problem also exists in the
creative and cultural industries:
•
•
•

Of all drama students graduating in 2004 only 10% found themselves
working as artistic professionals after graduation.
Of all the students on Design courses, six months after graduation only
17% had found employment as design associate professionals.17
17% of creative and cultural industry businesses report skill shortages. In
2002, 21% of design consultancies surveyed by the Department for
Education and Skills (DfES) were 'not at all satisfied with the quality of
graduates that they were receiving'.

The traditional approach to managing this problem was simple; provide young
people with a substantial chunk of time in a particular industry to get accustomed
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to the way it works and pick up missing skills. This led to the creation of labour
markets in which people’s early careers were forged through early on-the-job
training in a particular discipline, for instance nursing, or by progressing through
the internal hierarchy of a single employer, as is traditional in the armed forces, for
instance.
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But those labour markets were built for an industrial era of large companies and
standardised occupations, not for the small creative businesses of the 2000s. Large
parts of the creative sector have not developed as traditional labour markets and
show little sign of doing so. Instead, they rely on what have been called ‘external
labour markets’, where young people emerging with qualifications are expected to
provide for their own training and development as they progress through a
succession of different jobs and project-based work.
These markets work well for employers when there is an oversupply of talent, as
they allow small creative businesses with few financial and administrative resources
to pick and choose from many qualified and eager young people, whilst taking
relatively little responsibility for long-term investment in those people. As Creative
and Cultural Skills argues: 'The small scale of these businesses, operating on
stretched budgets, means that they under invest in training and skills in general,
and are rarely stable enough to plan for training.'18
That is not to say that many creative businesses do not want to make investments
in training and diversity – anecdotal evidence suggests that they are often keen to
live up to their inclusive values. One cultural business leader from the southwest
summed up the barriers when he told Demos researchers that: “We’re interested
but we’re too fast, too busy, and too small”.
The problems for both employers and employees lie in structural factors that
cannot be removed in the short term, but can certainly be managed more
effectively:
•

•
•

The economy-wide disconnect that exists between the skills young people
learn in the educational system and those they need for a successful career,
and the set of disadvantages that this creates for people who lack financial
and social capital…
…exacerbated by a sector made up of small businesses with few financial
and administrative resources…
…and combined with an oversupply of talent that provides few incentives
for positive recruitment and workplace learning practices…

The result for young people leaving creative training is a ‘difficult first few years’ as
they acclimatise themselves to the marketplace. This period is effectively summed
up by wide-ranging research from the University of Central England:

Many art and design graduates have several jobs in the early years, sometimes
working in different areas simultaneously. The range of salaried work and selfemployment is also likely to be augmented by further training or study and by
voluntary work and punctuated by short periods of unemployment.19
The key to successfully navigating this period, according to BME film makers
interviewed by the Institute of Employment studies, is work experience with large
or well-regarded organisations, knowing the right people, and persevering with
unpaid work, unemployment and short term contracts. The resources necessary to
enter the creative sector are partly financial – allowing people to support
themselves – and partly social, allowing people to make the connections that will
lead to work, reputation and status.20
It is during this period that the skills deficit starts to place certain groups at an
advantage. Those who can afford to undertake periods of work experience and
unpaid labour, and those who have the contacts necessary to find work, are likely to
be far more successful than those whose backgrounds mean they have few
connections and a pressing need to earn money. To put it crudely, groups that are
rich in social and financial capital get employed, those who have neither spend a lot
of time in Burger King.
Surviving in this environment means having superb commercial, entrepreneurial
and presentational skills. But it is precisely these skills that people emerging from
creative training most lack. This is why all groups trained to enter the creative and
cultural industries are finding it increasingly difficult to translate their
qualifications and experiences into employment. As the London Development
Agency argues of the creative sector as a whole:
Most individuals and organisations seem willing to invest significantly in the
development of their talent(s) or creative capabilities but on and off the job
investment in broader business or commercial competences is limited. This is as true
of those younger creatives emerging from centres of higher education in London as in
established entrepreneurs.21
This problem is also recognised by many young creatives. Graduates of the London
Institute report that their biggest skills gaps are in commercial skills, with
networking and negotiating skills being the biggest deficits. These were followed by
entrepreneurial skills, self-promotion and a range of smaller gaps in areas such as
problem solving, communication and team working.22
Looking at BME creatives, we can see why this difficult period might drive people
from non-traditional backgrounds out of the job market. BME creatives seem less
likely to be in permanent employment23 and more likely to see a lack of permanent
positions as a barrier to their careers. In film and TV, BME groups report more ad
hoc career paths, a lack of access to business networks and a heavier reliance on
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unpaid work than other groups.24

Many problems, many solutions
But it is important to emphasise that the inclusion challenge is a complex one. Not
all creative industries suffer equally from a lack of diversity, and neither do all
underrepresented groups. Asians in London are well represented in fashion, arts
and antiques and computer software, but not in broadcast.25 Blanket approaches to
regulation that fail to grasp these distinctions are unlikely to have an impact.
In other words, we are not dealing with a single skills gap that can be addressed
with a uniform policy solution. We are addressing a range of employment
challenges that share a number of important characteristics – a lack of commercial
skills and the difficulty of navigating external labour markets – but which may in
other important ways be very different from one another.
This diverse range of employment gaps cannot be addressed by a single solution.
Inevitably different gaps in different locations require different solutions, tailored
to the diverse need of individual creatives and companies. This is the kind of
problem that the systems thinker Jake Chapman characterises as ‘messy’, by which
he means: 'Problems which are unbounded in scope, time and resources, and enjoy
no clear agreement about what a solution would even look like, let alone how it
could be achieved.'26
Fortunately, Chapman also suggests a way to address this kind of problem – what
might be described as ‘the science of muddling through’. Let local players try a
range of different actions to address the issue, see what works and do more of it.
His ideal policy statement for solving a messy problem would do the following
things:
•
•
•
•
•

Clearly establish the direction of change
Set boundaries that cannot be crossed by any implementation strategy
Allocate resources, but without specifying how they should be used
Grant permissions – explicitly allow innovation
Specify core evaluation requirements in all cases based upon the experience
and outcomes of the end user27

Explicitly allowing a range of practice to address a range of different problems, then
learning from the experience, offers a far better chance of finding practical
solutions to the kind of employment gaps we are discussing. But systems
approaches do not tell us much about the principles that should inform attempts at
addressing the problem.
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From our examination of the practice of organisations involved in the Last Mile
programme, we believe that mutual change is needed from young people,
government and employers in three key areas:
1. Connecting young people to skills: people emerging from creative
training do not seem to have the skills they need to survive in the
marketplace, or much support to get them. They need to be better
informed about the gaps they face and to get opportunities to fill those
gaps. They need to find new forms of accreditation that recognise their
experience as well as their exam passes
2. Connecting employers to talent: business needs to recognise the role it
plays in co-producing talent, helping young people to develop themselves
into effective creative workers. This is not necessarily a plea for more
money from business, but it does involve firms recognising that they
already play this role, and working out how to do it more effectively for
non-traditional applicants
3. Connecting policies to the problem: policies aimed at providing
education and training are useful, but government needs to find new ways
to connect people and organisations across the gap that faces them both
after training by creating opportunities for more demand-led solutions that
see employment, and not accreditation, as their overall outcome.
This approach does not suggest that current approaches to training and
development should be scrapped. On the contrary, where they are useful they
should be retained. Traditional apprenticeships and inclusion programmes are
likely to remain useful in large cultural institutions such as the BBC, which still
operates a more traditional labour market and remains prepared to invest in its
own talent.
But the further we move away from large organisations that retain some of the old
industrial dynamics, towards small businesses and external labour markets, the
more we require new approaches. The key principle should be making the system
more demand-led, ensuring that young people and employers can work together
with government agencies and training providers to deliver high leverage
interventions.

New ways to intervene
The core problem this paper seeks to address is the gap that so many young people
face between traditional qualification and employment; finding ways to better
prepare them for those difficult first few years that can be ‘make or break’ for
creative talent from diverse backgrounds trying to make it into the industry.
The work being undertaken by the Last Mile programme highlights the potential
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benefits of experimenting with a wider range of practices to tackle this gap and
learning from what works. Two clear lessons emerge from an overview of the range
of work being supported.
The first is that these schemes often provide ways to (at least partially) level the
playing field between those with high social and financial capital and those without.
Entry to the schemes is generally predicated on talent as much as qualifications,
while the focus is on providing the kind of skills and social networks that might
otherwise take a few precarious years of short term and unpaid work to develop.
The second is that good intermediary organisations can be immensely powerful.
Slough’s Creative Academy has managed to bring together a wide range of training
and development programmes in the local area, and offers support to the people
and companies who undertake those programmes through regular supervisions
and progress reviews. Of course, the creative academy also enables young creatives
to find a single port of call and contact for their needs, arguably creating broader
networks and enabling broader, fairer recruitment practices.
Projects being run under the Last Mile programme fall into three broad
categories:28
1. On-the-job training:
A number of schemes aim at providing young people with relatively short episodes
of paid training in the workplace, often with the aim of giving them a full time job
once the training is complete.
The Slough Creative Academy, for instance, is experimenting with six-week
placements in film production and web design companies, both of which provide
short burst employment for young people who get a broad based technical training
across a range of technical roles. The schemes are small – only one person each so
far – but have resulted in those people being taken on as full-time employees as
their firm expanded. The Birmingham Rep fulfils a similar role by offering
specialist placements in its technical departments for up to 18 months. A job is not
guaranteed at the end of the programme, but there is an implicit promise that
trainees will be considered if a suitable post becomes available.

2. Incubating:
Many of the schemes aim at providing a stepping-stone for talented young people
to get into work, effectively incubating people with skills who need further
development, contacts and practical expertise. These schemes tend to be short and
intense, with a focus on mentoring and technical skills.
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One of the most interesting examples of this kind of training is the Birmingham
Jewellery Innovation Centre, part of the University of Central England. The JIC is
aimed at helping jewellery firms use technology to become more innovative and
deliver more value-added in the face of tough international price competition for
manufacturing. Students from the university undertake placements of six months
at the centre, with the result that four students have set up as an SME and one is
now in full-time employment.
Similar projects operate in areas like London, where WAC (formerly the Weekend
Arts College) provides a scheme that helps young people learn through helping to
run a theatrical production called One Blood. Participants are given choreography
and music production experience, with the expectation that they will develop roles
as assistants to experienced artists.
3. Routes to further training:
These schemes tend to offer people relatively practical work placements as part of
an ongoing programme of training and development. For instance, Slough’s
Creative Academy offers a year of employment with the local Fusion dance
company that gives people broad-based experience of working in the company,
including performance experience. A shorter scheme operates with the Rambert
dance company offering a similar route back to further training.

These schemes are usually genuine prototypes; approaches that are being tested at
relatively low cost, and which can be easily be shut down if they do not work and
expanded if they do. The challenge for policy makers is to learn from these
approaches and build on them to create an open and innovative learning system
that can trial a range of ideas, learn what works and spread that learning quickly
across a national training system. Charles Leadbeater has examined how this kind
of open innovation system can be created using the open source software
movement Linux as his template.
Linux started when Linus Torvalds, a Finnish programmer, posted the core to his
proposed computer operating system on the internet, inviting other programmers
to make improvements. Hundreds of programmers began to join in, proposing
amendments, additions and deletions. Together they created a community of
innovation, around the Linux programme, which is now so robust that it is used
widely in business.
Leadbeater argues that this kind of system needs to be able to develop the following
characteristics:
•

Modularity: Linux could be broken down into constituent parts, allowing
users to focus on a section of code rather than the whole programme
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•

•

Open standards: Clear standards were set against which innovations could
be judged, meaning that new ideas could be shared, discussed and judged
against a widely understood set of rules
Central design authority: Linux’s creator kept control of the kernel of the
programme and had final say over how it was changed. The system had
authoritative leadership.29

In other words, a system with a clear sense of direction, a focused approach, shared
rules and central authority that nonetheless allows a wide variety of local
innovations to contribute towards meeting the goal. The creative and cultural
industries already have a number of bodies and organizations that could be used to
fulfill the different roles in the open innovation system.

Creating a ‘commons’: the co-production of talent
There appears to be a market failure in the production of talent for the creative and
cultural sector; the market is often failing to draw upon the widest pool of talent
and enable diverse talents to enter and grow new forms of practice and value. In
order to address this problem we suggest that there is a need to move away from
old models of skills supply, identifying gaps or shortages and stimulating the supply
of training to fill them. Instead we need to be responsive to the development of a
sector that is non-linear, non-institutional and largely not ‘career’ oriented.
The work of the Last Mile project has done much to provide clues to how this
might be achieved, providing small amounts of funding into specific areas to enable
new relationships and responses to be developed. There are also a number of
national initiatives in development which go some way to making the system more
fit for purpose.
The Department for Culture Media and Sport’s Creative Economy Programme is
exploring a wide range of proposals; Creative and Cultural Skills Council, SkillSet
and many other partners, are developing Creative Apprenticeships, the Creative
Choices portal and the Cultural Leadership programme, all of which are designed
to address diversity of access to the sector. However, we believe for this to have a
real impact on the sector a more coherent but devolved approach is needed.
Intervening in this area is a classic ‘chicken and egg’ problem for policy makers;
which of the three key gaps we have identified should be closed first?
Should we start by investing in the capacity of young people to network and sell, by
encouraging greater employer engagement in training or by creating new
institutions to support people leaving university? The answer, as with all such
problems, is that mutually reinforcing action is necessary on all three fronts.
Successful solutions are likely to find new ways to use government intervention to
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create different relationships between employers and talent in ways that reflect
local circumstances and individual need.
Open innovation systems are part of the solution, providing a way to develop a
wider range of practice that works with the grain of both creatives and the
industries they aspire to enter. Many of the organizations necessary to create such a
system already exist. Indeed, an important part of the appeal of our approach is the
fact that it can easily be achieved by building on existing initiatives, rather than
requiring a radically new system architecture.
Central skills bodies, such as the sector skills councils, are more than capable of
setting broad, outcome-based goals for new training and development approaches
and supporting them with a relatively small venture capital fund.
This fund would provide seed money for good ideas, with high barriers to receiving
money (for instance, schemes would at a minimum have to be realistic, financially
sound, cost effective and likely to drive inclusion), but relatively little intervention
in the actual delivery of the scheme, except for ongoing coaching, assessment and
evaluation.
Local bodies, probably best based at the city level, could then be responsible for
allocating the funding, evaluating schemes and feeding back to the centre. Those
intermediary bodies might include agencies like Creative London, creative business
clusters or the Slough Creative Academy. There could be one per town or city, or
the scheme could be run with a city-wide pot of money that could support a
number of different intermediaries.
These bodies would have to demonstrate how their schemes were meeting the
outcome goal of getting a more diverse range of people into the creative industries,
with organizations like the sector skills councils working to ‘scale up’ the best
approaches by sharing them across the system or taking them up at the national
level as part of mainstream policy. Figure 2 provides a graphical explanation of this
idea.
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Figure 2: What an open innovation system might look like...
But these approaches are only likely to succeed if they can engage the energies of
employers, young creatives and training providers working together to co-design
and co-deliver new strategies. Only by doing this can we be sure that training
responses really meet the needs of all their stakeholders. Bringing this trio together
will help all the players understand that talent development is a mutual endeavour,
only likely to work effectively if it is viewed as a commons, rather than solely as the
responsibility of one actor. This mutual approach should be a precondition for
intermediary bodies to receive funding.
The promise of public money and support for personal and business development
can be used to bring the three relevant constituencies to the table and establish
dialogue, an approach which seems likely to have the following advantages:
•

•

•

•

By bringing the three parties together in dialogue, it allows the
development of solutions that work effectively for everyone at the local
level
It creates opportunities for networking and discussion between employers
and potential young creatives, helping young people to understand the
skills they need
It facilitates dialogue between training providers and business, potentially
providing a better understanding of business skill needs and more
appropriate training options
It allows for the identification of unmet skills gaps and new opportunities
for interventions, for instance allowing a local training agency to broker
more work placements, or to support the creation of new SMEs employing
young creatives to meet local business requirements.

These mutual intermediaries are also well placed to launch joint projects for their
areas that can help young people network more effectively. For instance, they might
provide ‘booze and schmooze’ style events with local creative employers, or build
websites that allowed young people to present a portfolio of their creative
experience and employers to advertise work opportunities.
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Our approach is aimed at growing the creative and cultural sector, developing new
markets and new forms of practice that offer more diverse economic opportunities
- making access to these opportunities easier for all and more in the grain of
peoples lives and activities. It is less about 'tipping the scales' in favour of a
particular group and more about creating a more open and bigger marketplace for
all groups. In the short run, this may benefit the same groups currently profiting
from the creative industries. In the long it would tackle deeper systemic problems,
providing a wider range of groups with access to the means of production and
distribution and a route into employment.
The creative and cultural industries have the potential to become a powerhouse for
economic and social growth. It is becoming increasingly obvious that in a
globalised age, the UK has to capitalise on our creative talent and skills base to keep
our high value, high wage economy.
But if the creative industries are our future, then their lack of diversity is a pressing
problem. It undermines the tolerance necessary for creative development, and it
limits the access of large parts of the population to high value work and the
opportunities for community expression created by commercial culture. Failure to
tackle this problem now will only store up economic inequality and social division
for the future. We require a more innovative approach to such a pressing problem;
could we release a small percentage of existing skills and training budgets to
support the development of such solutions?
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