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Introduction

In 2006, Ravensbourne College of Design and Communication was commissioned by the National Arts Learning Network (NALN) to develop a project which could widen participation in the Arts and Creative Industries at the level of Continuing Professional Development (CPD) learning provision being delivered by its member institutions.

The paper starts by looking at the main agendas in creative industry employment. It approaches the widening participation agenda and examines some of the barriers and issues that have so far prevented it from making a greater impact. It examines some recent innovations in graduate employment, and finally makes a recommendation to pilot a project based on a funded enterprise model for graduates for the future.
Executive Summary

· There continue to be widening participation issues in the creative industries, and in times of recession, that gap extends still further

· Networks are increasingly the method by which new entrants make their way in the creative industries, yet such networks are unavailable to those whose background provide disadvantage based on knowledge, socio-economic or geographic factors

· The creative industries have operated a widespread, mostly unregulated internship system which has benefitted the few but often disadvantaged the many
· Creative industries are dominated by small companies, few of which can offer placements or internships

· Opportunities to create small enterprises that could thrive in the existing economic climate should be identified. 
· Many universities have invested in enterprise parks, but few offer incentivised opportunities to their own students to develop new businesses 

· Opportunities based on knowledge transfer schemes and step up schemes have shown that enterprise led opportunities can deliver good outcomes for companies and graduates alike, and which can help offset barriers.

· An enterprise model that gives start up capital, training, small bursaries and covers overheads could lead to greater economic opportunity in the creative industries

· Funds exist which can be drawn down on and matched throughs schemes as diverse as HEFCE, Regional Development Agencies, the EU amongst others. 

· These new graduate-led enterprise companies can help develop the local creative economy, and provide an incentive to remain in the city of their education, helping to mitigate against the talent drain that leads many creative industry graduates to London.

· Unlocking the creative and entrepreneurial skills by supporting start-up companies could lead to a greater diversity of entrants to the creative industries

· Those new entrepreneurial entrants will be equipped with the kinds of business skills that many creative industry entrants have so far lacked.

· We recommend a pilot project, a business incubator called “enterprise pods” that would offer bursaries training and support services to new graduate businesses.
Assumptions and methodology
This report references the Creative Industries as defined from the DCMS Evidence and Analysis unit in their report, The Creative Economy Programme: A Summary of Projects Commissioned in 2006/7 (August 2007) which includes within it:

Advertising

Architecture

Arts and Antiques

Crafts

Design

Designer Fashion

Film and Video

Interactive Leisure Software

Performing Arts

Publishing

Music

Software and computer services

TV and Radio

In defining Continuing Professional Development (CPD) we have found varying understandings of the term as was described by Phyllida Shaw and Keith Allen

 in their report to HEFCE, The Arts Council of England and the Design Council, Continuing Professional Development for the Creative Industries: A review of provision in the Higher Education Sector (April 2001).  For the purposes of this review, we have assumed a form for CPD which focuses on graduates requiring additional knowledge and skills to enter or progress with their careers.

Research and reports were collected via websites and through phone and email contact with the following agencies:

· DCMS

· Skills For Business

· Skillset

· Skillfast UK

· Creative and Cultural Skills

· NALN

Secondary interviews and explorations were made with a number of stakeholders, including those named above, and furthermore:

· Regional Screen Agencies

· Technology Strategy Board

· One Zero 1

· Regional Development Agencies

· Enterprise Inc

· HEFCE

· BBC

Identifying the Need

The creative industries are recognised as both an economic and cultural priority at European, national and regional levels. This recognition has led to the incorporation of the creative industries within policy and strategy documents produced by leading public bodies. They include The European Commission, the UK Government Department of Culture Media and Sport (UK DCMS) the Department for Children, Schools and Families (DCSF formerly DFES), the former Departments for Innovation, Universities and Skills (DIUS) and Business, Enterprise and Regulatory Reform (now BIS and DE&L) as associated policy and development agencies and organizations such as the Learning and Skills Council (LSC), The Sector Skills Development Agency (SSDA or Skills for Business), Higher Education Funding Council for England (HEFCE), The Arts Council of England (ACE), Regional Development Agencies (RDAs), various trade and industry bodies, and the Sector Skills Councils.

In January 2009 a further cross-cutting review was launched by the Government to investigate fair access to the professions. It included the media as one of the principle professions. Led by Alan Milburn, Unleashing Aspiration, the final report of the panel on fair access to the professions (July 2009), has further underlined and highlighted the issues and barriers identified in previous work.  

1.1 The Skills Agenda. 

The current skills agenda in both Europe and the UK is essentially based upon an economic case. At a European level, whilst the Creative Industries are not currently defined as a distinct economic sector, its sub-sectors appear across a number of directorates-general notably, the Directorate Generals for Education and Culture, Enterprise and Industry, Information Society and Media as well as within various programmes including ‘Culture’ and ‘Media’ and as a focus for a range of agencies such as The European Centre for the Development of Vocational Training (CEDEFOP) and the new Education, Audiovisual and Culture Executive Agency (EACEA).

Economically, the CIs are regarded as a component of the knowledge economy within Europe and Europe sees itself increasingly moving toward this type of economy with its primary competitor being the US. In a recent report to the EU, The Work Foundation expressed concern at Europe’s lack of productivity compared with the US:

Europe has developed knowledge based industries comparable in employment terms with the US but has failed to make the underpinning knowledge investment in areas such as R&D, ICT software and higher education;

- The Knowledge Economy in Europe: A report prepared for the 2007 spring council, prepared by Ian Brinkly and Neil Lee, Work Foundation, (October 2006)
Following on from this, CEDAFOP has issued a forecast of skills requirements in Europe,

Even more significant in its impact than the continuing shift to the service sector is the growing requirement of skills and qualifications at all levels. The demand for high skills has not yet peaked. Today, 80 out of 210 million European workers are in highly-skilled, non-manual jobs and this high proportion is expected to rise further.

Between 2006 and 2015, Europe will gain 12.5 million additional jobs at the highest qualification level and 9.5 million at the medium level (especially vocational qualifications). But jobs for workers with low qualifications will decline by 8.5 million.

· Cedefop, press release for "Future skill needs in Europe: medium-term forecast", February 18th 2008

· http://europa.eu/rapid/pressReleasesAction.do?reference=IP/08/251&format=HTML&aged=0&language=EN&guiLanguage=fr

Together, this points to a requirement for greater investment in education and training to produce greater numbers of more highly skilled workers for the new knowledge economy so that Europe’s overall productivity can compete with the US. It is a theme which finds resonance in the policy documents being produced within the UK.

In the UK, it is the Leitch Review of Skills, Prosperity for all in the global economy: world class skills (2006) which set out a compelling case arguing that the UK must urgently raise achievements at all levels of skills if it is to compete on the world stage. It recommended that the UK commit to becoming a world leader in skills by 2020, benchmarked against the upper quartile of the OECD. This means doubling attainment at most levels of skill.

Its vision for 2020 included,

“exceeding 40 per cent of adults qualified to Level 4 and above, up from 29 per cent in 2005, with a commitment to continue progression”

The Government responded to the Leitch review with a document published by the DIUS, ‘World Class Skills: Implementing the Leitch Review of Skills in England (July 2007)’ 
The main message from the government’s document is that the future of training is shifting toward an employer and learner demand-led system with the announcement of a UK Commission for Employment and Skills, doubling of the Train to Gain investment to more than £900million in 2010/11, and the setting up of universal Skills Accounts. 

Though still in the early stages, World Class Skills sends out a clear message to HE that it expects it to change significantly with greater employer engagement and employer demand-led courses. This naturally feeds into has debates as to the role of HE and whether it exists to provide learning or training. However, it is worth considering whether HE CPD may in part help to fulfill the government’s ambitions for HE and in particular with regard to Knowledge Exchange objectives.

The overarching strategy for skills in the UK is towards delivering a smaller number of employer-led qualifications to more people and at a higher level and with a particular priority for those qualifications which will help the UK to compete in the new knowledge economy.

However, not all sub sectors of the economy behave the same way, and it is necessary to look at the conditions particular to the Creative Industries and its component sub sectors. It is within this context that the DCMS established the Creative Economy Programme (CEP) in 2005 with the aim of developing a policy approach to grow the CIs and increase productivity. 

The CEP has delivered three key documents to date starting with the ‘CEP Working Group Reports’ (2006), the ‘Staying Ahead’ report (2007) and most recently, ‘Creative Britain: New talents for a new economy’(February 2008) which is a joint publication by the DCMS, BERR and the DIUS, and focuses directly on the learning and skills strategy required for the future success of the creative industries in the UK. Together, these documents provide an iterative analysis of the creative industries and a foundation for policy. In short, a road-map for achieving the government aims for the UK to become a world hub for the creative industries.

By and large, whilst these reports commend the ways in which the creative industries have developed and thrive in the UK, a common thread is their belief that there must now be intervention and changes in education/training provision and support to the industry if it is to continue to grow. 

The enormous increase in the number of creative industries courses and qualifications being delivered in the UK over the past decade is a reflection of the increasing number of learners taking up media, arts and design courses. This upward trend looks set to continue if we consider the ‘Creative Britain’ report, where the government puts forward its intention to encourage more ‘talented’ young people into the creative industries,

“We will create a talent pathways scheme to support and inspire young people from all backgrounds to pursue careers in the creative sectors. “


- Creative Britain: New talents for a new economy’ (February 2008)
Whilst a large pool of ‘qualified’ labour could initially be seen as positive for the creative industries, it is important to take a more critical view and ask a) does the industry need more labour or better or different labour b) does the industry recognize qualifications and if so, which ones, c) are the learning and skills which are being delivered meeting the needs of industry both now and in the future and finally, d) does such intervention necessarily lead to economic growth.

1.2 Widening Participation agenda 

The WP agenda has gained increasing importance across agencies, typically driven by research showing disparities between population diversity and the diversity of particular environments including HE and the Creative Industries. 
1.2.1 WP in the Creative Industries

Alongside social and moral rationales for fairness and inclusivity, the economic case being argued for widening participation in the creative industries is twofold, firstly that businesses should be utilizing the best talent available regardless of an individual’s background and secondly that diversity spawns creativity.

In ‘Staying Ahead’, the diverse character of London is identified as one of the reasons that the UK is second only to the US in the success of its creative industries,

“Part of the explanation … lies in London’s position as a global creative powerhouse, in a society that has become more open, diverse and plural, spawning a depth of cognitive diversity which is at the heart of creativity.”

And in Creative Britain, 

Diversity enriches our society and communities. But it is also a creative and business imperative. The creative industries suffer when they cannot draw on our creative people, whatever their ethnicity, gender or location. Yet the industries don’t always reflect that diversity in their own employment practices. Moreover, it is not clear that the opportunities for the recruitment of unpaid young people as interns, common in most creative industries, are distributed evenly across all socio-economic groups. We expect an important spin-off from better routes into creative careers to be an improvement in the diversity of the industry.



- p.22 Creative Britain
It is implied within ‘Creative Britain’ that the measures which the government is undertaking to widen participation at entry level to learning, i.e. amongst school children and young people, will create a “spin-off” of widening participation within the workforce.

Whilst this may be the case, the following paragraph alludes to a less certain position;

Ensuring such diversity will continue to require some intervention, whether through education and training, outreach work, spreading good practice or awards which recognise the most diverse firms. We will work with the industry to identify suitable projects, and fund them where appropriate. A good example of the sort of work we want to see is the cultural diversity network in the broadcasting industry, which has set targets and improved the industry’s monitoring of its own diversity, and ensured greater diversity. This is a priority to the industry to find effective solutions. Other industries should consider similar approaches. 



- Creative Britain
Where large corporations or trade bodies exist to implement diversity policies and practice, it is likely to take root. The issue for the creative industries however is that it is comprised of a small number of large companies and many thousands of sole-trader, micro, small and medium sized businesses and with a large freelance workforce, or as described on the Creative Clusters website, “whales and plankton: a handful of high-profile global players, stars and multinational companies, dependent upon vast shoals of project-based micro-enterprises.” (www.creativeclusters.com)

It is arguably not so surprising that the broadcasting industry has been able to work on this agenda since large UK owned firms (250+ employees) make the most significant contribution to turnover and employment in TV and Radio (source: IDBR, BVDA, ELSPA, TIGA and Frontier analysis). Where it is likely to become more difficult is with sub sectors such as Designer Fashion, the Film, Video and Photography and the Music and Performing Arts industries where small UK owned firms (0-9 employees) make the most significant contribution to turnover and employment. (Source: IDBR, BVDA, ELSPA, TIGA and Frontier analysis).

Much criticism has been extended to the ‘old boys’ network’ which exists within the creative industries, i.e. “it's not what you know but who you know” along with criticism that this is a barrier to diversity. However, it may be that a more refined analysis of why these ‘networks’ exist will reveal ways in which diversity can be enabled.

Top-down hierarchies are expensive to maintain, open employment markets reduce costs but are risky in terms of who is brought in to companies on a project by project basis, therefore creative and media industries are based around a model of what Starkey (2000) terms Latent Organisations.  There are key organisations that bind key figures in ongoing relationships that become active/manifest as and when new projects demand.

“Latent organisations offer a unique way of managing the key strategic challenges of controlling costs and ensuring quality in this context, as they guarantee that key players who know and trust each other can be brought together for critical projects on a recurring basis.  Crucially, what latent organizations offer is the possibility of creating ongoing relationships, if only to reduce the costs and uncertainties of constant network coupling and decoupling.” (Starkey, p.300)

The DCMS work foundation report, “Staying ahead: the economic performance of the UK’s creative industries” (June 2007) recognises that the network has become the new organisational paradigm,

“Networks are supplanting more traditional organisational forms – top-down command and control together with arms-length contracts – and, as they do, trust, the glue that holds a network together, becomes even more important.”  (DCMS07, p.81)

The challenge for Widening Participation in the creative industries may indeed be one of either breaking into these latent organizations and networks or developing new ones. It is doubtful that enforcement would be either practical or indeed economically desirable,

the creative industries are not underpinned by a large scientific or technical base with formal logical structures. The process of learning and creating tends to be intuitive, iterative and trial and error rather than analytical and explicit. As such, knowledge within the creative industries tends to be even more tacit than in the knowledge economy generally. The creation process is largely sui generis to individuals, teams, networks and organisations. If the teams are broken up in any way, the creative knowledge they generate can quickly be dissipated. 

· p.102, Staying ahead: the economic performance of the UK’s creative industries by Will Hutton and the Work Foundation for the DCMS 

Ways of widening participation and encouraging diversity have been looked at across a variety of literature. Of particular interest here is the way in which enterprise is increasingly seen as a vehicle for promoting inclusion;

Recent policy developments have established the significance of BME enterprise as a vehicle for promoting economic inclusion; as a generator of social and financial capital; and as an activity meriting dedicated support initiatives.

      - Professor Monder Ram OBE, Forward to Black & Minority  Ethnic Business Owners: A Market Research Perspective (May 2005)
In market research commissioned by Barclays Bank, analysis of statistical data found that in relation to self-employment/small business ownership, BME groups matched the population overall;

The 2001 Census of Employment data reveals that 93% of those in full-time or part time self-employment are white as are 93% of those classified as ‘small employers and own account workers’ using the National Statistics SeG (socio-economic group) classification.  This suggests that overall therefore the BME groups are equally represented in self-employment/small business ownership and the population in general.

· Black & Minority Ethnic Business Owners: A Market Research Perspective 

      (May 2005)

This type of evidence may help to make a case for utilizing enterprise initiatives as a way of helping to meet the WP agenda in the creative industries.

However, ethnic diversity is not the only concern in WP, class or socio-economic background is also a priority along with dis(ability) , age, gender and religious beliefs. Whilst much of this needs to be tackled at an earlier stage in the lifelong learning pathway by raising people’s aspirations and access to HE, in the transition between learning and work, there are still significant factors which can reduce the opportunities available to some groups. Whilst the government is extremely keen on industry contributing to or fully funding training costs, the creative industries present a unique case. Many businesses, aside from being very small, frequently utilize project-based freelance workers. This type of economy is unlikely to have the infrastructure or financing available to train workers who may only be needed for a short period of time. Similarly, with such an oversupply of workers who are able to self-fund in order to “get a foot in the door” or win a contract, those who cannot will be severely disadvantaged.

‘…the gap between rich and poor in TV is widening all the time – so many young people work for nothing. This advantages the middle class children of London and the south east against the rest of the country’ 

- `Independent Producer quoted in Patterson (Patterson 2001, p.17) 

The widespread use of internships as the principle entry point to the creative industries was recognized by the Fairness Report (Cabinet Office 2009).  It highlighted the iinequalities in internship opportunities. It showed that students are less likely to be able to do an internship if:

• They lack the means to work for free (socio-economic factors)

• They lack the means to travel or live near to the internship (geographic factors)

• They come from a background in which a professional internship is never considered or discussed (information factors).

The consequence is that some professions draw their interns from a limited pool of talent. For instance, the National Union of Journalists’ (NUJ’s) submission to the Panel stated that the largest-ever independent survey of people entering the journalism profession (conducted by the Journalism Training Forum in 2002) indicated that under 10% of new entrants came from working-class backgrounds, with just 3% coming from homes headed by semi-skilled or unskilled workers.

The report recommended a best practice code for internships and a national website to co-ordinate it. It suggested that student loans could be extended and further micro loans made available to students to carry out internships. This work would be led by the department of Business Innovation and Skills.
1.3 The Enterprise agenda 
“Having creative people isn't a guarantee of economic success.  Arguably, Britain's industrial disease has been that we are great at inventing, but much less good at exploiting those inventions”. 

 Is the same true in the creative industries?  Some of our best fashion talent often prefers to show in New York or Paris.  Since Polygram was sold and Film Four scaled back, there's less prospect of a British or European film company to rival the dominance of the US studios. In music, EMI are the last British major.

 Enterprise is an increasingly recurring theme in UK policy as the government seeks to monetize the innovations, skills and knowledge of its resident population. However a highly relevant initiative is its support to the National Council for Graduate Entrepreneurship (NCGE) formed in 2004. A study by the NCGE into Enterprise provision within HE found that over 60% of provision was within Business and management schools and 8% within creative (art and design). It also found,

80% of provision at undergraduate level; 87% for full-time students, suggesting need

to increase provision aimed at post graduate and part-time students who are arguably closer to market opportunities.

- Enterprise and Entrepreneurship in Higher Education: A report by The National Council for Graduate Entrepreneurship (2007)
Enterprise and business is a particularly pertinent theme to the CIs where a large number of businesses exist. It is also challenging as the economy changes from trading in goods and services towards a trade in Intellectual Property (IP).

Numerous reports have been produced focusing on enterprise within the creative industries including:

· The Independents: A Study of Cultural Entrepreneurs in British Cities for Demos (Leadbeater & Oakley, 1999)

· Performing Arts Entrepreneurship for PALATINE (Brown, 2004) 

· Platform & Incubator: Helping realise creative entrepreneurship, for the Design Council and ICA (2004)

· Developing Entrepreneurship for the Creative Industries: Making the case for Public Investment – The role of higher education (DCMS 2006)
· Creating Entrepreneurship higher education and the creative industries by The Higher Education Academy Art Design Media Subject Centre and the National Endowment for Science, Technology and the Arts (2007)
We also find Enterprise and business skills mentioned within other reports as a particular priority for the sector. The ‘Working Group Reports’ published by the CEP in 2006, included recommendations by their Education and Skills Group for the Creative Industries. Amongst a handful of its chief recommendations;

Business and entrepreneurial skills are a priority and delivery should be contextualised appropriately to the industry.

And similarly C&CS in their The Creative Blueprint most recently state:

In the areas of Management, Leadership and Business many courses do not meet

industry needs as they are generic and do not take account of the scale of creative

businesses, time and finance available for training and the central role of creativity to

the business.

An exciting model is the Young Enterprise scheme, ‘Quick Start™ Music Programme’ in which “groups of up to 50 students aged 13 to 15 the experience of setting up and running their own real mini music enterprise in school. Working in company team’s students take on the full spectrum of music industry functions and roles to put on a music event or produce and sell a music product”. 

Whilst there are incubator units and business start-up schemes in existence either at HEIs or linked to them such as, the Enterprise Unit at the Arts Institute Bournemouth, there is still a gap between course learning and a graduate’s knowledge and skills for not only accessing these schemes but succeeding with start-ups when it comes to the creative industries. 

A targeted version of the Young Enterprise scheme delivered within HE and at CPD level could be particularly useful at delivering a wide range of objectives including widening participation, building networks, increasing employer engagement and building knowledge exchange partnerships, delivering enterprise and business skills as well as more generic transferable soft skills such as communication, leadership, team working etc. In effect, such a programme could be seen as a ‘transition to business and enterprise’ course.

Such a scheme is also likely to attract funding and individuals on the scheme may meet criteria for being self-financing though grant awards from for instance, The Arts Council. In terms of the long term sustainability of such a scheme, it would be hoped that an element of copyright could be retained by the institutions and eventually build into a subsidy stream and that investment from business and other investors would also be encouraged. Whilst profits would be a longer term plan, the challenge would be to the HEIs to themselves find an enterprising solution and lead by example.
1.4 Industry and employer’s agenda 

· Small UK owned firms (0-9 employees) make the most significant contribution to turnover and employment in the Designer Fashion, the Film, Video and Photography and the Music and Performing Arts industries;

· Medium UK owned firms (10-249 employees) make the most significant contribution to turnover and employment in the Advertising and Architecture industries; 

· Large UK owned firms (250+ employees) make the most significant contribution to turnover and employment in TV and Radio; and

· Foreign owned firms make the most significant contribution to turnover and employment in the Publishing and Computer games and Software industries.

- Frontier Economics (November 2006)
This section takes as its starting point that the industry agenda is largely unknown. The previously described “whales and plankton” analogy for the Creative Industries may also be usefully applied to the industry knowledge that we have. We know a lot about the ‘whales’ and virtually nothing about the ‘plankton’. 

Information about the creative workforce, its size, needs and the issues it faces is notoriously difficult to gather, not least, as many freelancers are not registered as sole-traders/self-employed and many more may be registered under different SIC codes. Indeed, it may be time for a dual challenge, firstly to the employer bias of information about the Creative Industries, particularly if we are to accurately understand particular sub sectors with large numbers of self-employed workers and secondly, challenging the hegemony of the creative industries as the employers of the creative workforce where designers may be employed within fisheries for instance. A step toward the latter was taken with the publishing of Beyond the creative industries: Mapping the creative economy in the United Kingdom by Peter Higgs, Stuart Cunningham and Hasan Bakhshi (February 2008).

With this in mind, the best available information is being gathered through the Sector Skills Councils (SSCs) and this section provides a list of the skills gaps which they are identifying by SSC. 

First though, we will look at the government’s aims to increase employer engagement in learning and skills as a way of achieving their economic ambitions.

In both World Class Skills and Creative Britain, the government outlines an extremely wide variety of employer engagement initiatives across all levels of education and training.

Industry itself has a critical role, working through their sector skills councils11 to identify the right mix of qualifications and continuing professional development to respond to changing demands and to help individuals progress in their careers. 



- Creative Britain

One such initiative being developed with the Learning and Skills Council are the National Skills Academies which the government hopes will become “world-class centres of excellence delivering the skills required by each sector of the economy” (source: http://www.nationalskillsacademy.gov.uk). Important to the concept of these academies is that they each have business sponsors whose role it is to bring funding to the academy as well as innovation, inspiration and sector knowledge. At present a Fashion Retail academy has been launched and an academy for the Creative and Cultural Industries is imminent.

The government has also set a target of 5000 apprenticeships a year in the creative industries by 2013 and plans to expand its Train to Gain scheme.

Central to the government’s strategy is the setting up an employer-led UK Commission for Employment and Skills and the empowerment of the Sector Skills Councils which will be overseen by the commission. 

The government has set three main objectives for the SSCs;

· ensuring that the supply of skills and vocational qualifications is driven by employers
· raising employer ambition and investment in skills:
· articulating the future skill needs of their sector
In addition, 
(They) will consider whether it would be beneficial to introduce new enabling legislation to make it easier for Sector Skills Councils (SSCs) to introduce levy schemes where they consider that these would help improve skills and productivity in their sector, where a clear majority of employers in the sector support them, and where impact assessments are positive.


- World Class Skills, Implementing the Leitch Review of Skills, DIUS (July 2007), 
The ambition for the SSCs is extremely dependent on their ability to garner industry ‘buy-in’ so that they can authentically act as the voice of industry. 

Where there is less detail from the government at present is in terms of employer engagement in HE with a Higher Level Skills Strategy for Employers and higher education due to be published by the DIUS (date unspecified). There is however, a clear challenge being presented to HE,
“To achieve our world class skills ambitions we need more,  and more ambitious, models of collaboration

between relevant SSCs and HE institutions, and we will support the speedier development and growth of such models.”


- Creative Britain.

This bodes well for the development of this NALN project which brings HE and the SSCs into collaboration.

At present, the Sector Skills Councils relating to the Creative Industries includes; Skillset, Creative & Cultural Skills, Skillfast UK and Skillsmart Retail. Each of these SSCs are at various points in their development and delivery. However, it is likely that the SSCs will rise to the challenge and take on a much more central role in bringing training provision into line with the needs of sections of the industry. They are currently the source for much of the available data on employment and skills needs in the creative industries and below is the latest information on skills shortages made available by the SSCs though it should be noted that their sources and methodologies are often lacking.

Innovation in graduate employment 

Beyond the simple intern model, there are initiatives trying to address how graduates enter the employment market, and their creative and entrepreneurial flair is recgnised.

The Technology Strategy Board, an executive non-departmental public body, is funding the Knowledge Transfer Network. A Knowledge Transfer Partnership (KTP) is a three-way project between a graduate, an organisation and a university/research organisation/further education institutions. Covering a huge range of projects, KTP is one of the largest graduate recruitment programmes across the UK. He graduates wok on a strategic issue for the company, or any time between 10 weeks and 3 years. Over 70% of them secure employment. It is now being rolled out to the creative industries.

The Shell Start scheme, which has run for 20 years, offers a similar opportunity for undergraduates and for a shorter period across either the summer or winter break. Every year, Shell Step (funded by Shell UK) gives over 600 second and penultimate year undergraduates the chance to work within innovative small and medium-sized companies to carry out projects. They take full responsibility for delivering a genuine business project in a real life working environment: tasks include setting up IT and accountancy systems, designing and implementing websites, devising marketing plans, creating new business processes and procedures, analysing production methods, researching and designing new product concepts and much more. Students are paid a training allowance of £210 a week and National Insurance.

Innovation Case studies
	Manchester Masters

Manchester Masters is based on the graduate development programmes of international corporations. It is intended to keep talent from the creative industry sector within the city by offering funded placements. 10 hand-selected graduates from across universities within Manchester City Region the opportunity to sample marketing roles within four very different organisations, over the course of a year and be paid a salary while doing so. Manchester Masters is funded by the Innovation Investment Fund (which in turn is funded by NWDA, NESTA and Manchester City Council)
· Students are paid a bursary of £10,000 over the year
· live rent free in a city centre apartment, have a bespoke business mentor 

· Have access to networking events/courses etc 
· Have free membership of the Chartered Institute of Marketing and the Manchester Publicity Association
· Have a free System One travel card to get around the city
· Opportunity to obtain a Masters from MMU, free of charge

The scheme commences September 2009 http://www.manchestermasters.com


	Jotta

Jotta uses a social network approach to promoting graduates in creative disciplines. It offers artists the chance to create a portfolio and network, an online gallery and online magazine/newsletter. Artists can seek to collaborate and access a whole realm of tools, support and entertainment. For employment it has the Marketplace, where artists can post or respond to commercial briefs, employment openings and opportunities for collaboration Commercial briefs come from Jotta partners ranging from the BBC to Macmillan Cancer Support.
It was launched in September 2008 and it is funded by a group of creative companies working with the University of the Arts in London. The ambition is to expand it beyond the city, with the North West as a potential secondary 

area for development.

www.jotta.com



Neither of these projects has widening participation at its core, and there can be no guarantees that they will benefit students who might have found their way into employment through more tradition methods. They do however demonstrate that there are new ways of tacking the problem, and at a time of high graduate unemployment the pressure on these limited placements will be even greater.  There is clearly a need for national co-ordination to establish more initiatives that offer equality of opportunity. 

Summary
The UK creative industries are considered to be a significant economy for the future but statistics suggest they remain relatively impervious to social inclusion policies and at the same time, have been variously shown to be in need of better business and enterprise skills in order to meet growth predictions. In recognition of this, the Government set up the Fair Access review under Alan Milburn into barriers to entry to key industries, of which the creative sector is one. 

The reasons for the demographic disparity in the creative industries are complex and multiple however, two factors are significant. Firstly, the nature of the creative industries as a sector populated by a very few large companies and many thousands of SME’s and freelancers, and secondly, the ability of new entrants to support themselves (often as graduates) for a long period of low or no-pay in what could be regarded as unofficial apprenticeships. Any intervention that wishes to impact on the demographics of the creative industries workforce must take these factors into consideration.

Whilst Equal Opportunities policies can effect change in the staffing demographic at larger organizations, the creative industries possesses few large organizations. Instead it is populated by many small businesses and freelancers operating on short term, project based contracts, providing a free market economy which seems to be relatively resistant to the implementation of what are arguably costly employment practices. It is also served by an over-supply of new entrants, often qualified to degree level and higher, prepared and able to work for little and no money for the opportunity to improve their portfolio. It is not only extremely common for work to be undertaken for free in exchange for the ‘experience’, but for such opportunities to be hotly contested and subject to interview.

In such an environment, those from more economically disadvantaged backgrounds often find it difficult to undertake the work and costs associated (travel, materials, tools etc) and unlike many traditional apprenticeships or career pathways, in medicine or engineering for instance, the career destination and remuneration are far from certain. This cost and uncertainty makes a career in the creative industries not only a hard choice for many but for those with little resource, an impossible one.

Whilst it is tempting to simply place the onus for inclusion on the industry, doing so belies the business complexities facing the sector such as the competition, difficulty in raising investment and the short term existence of many businesses across the sector. Indeed it is arguable that the success of the creative industries to date has been predicated on its large and underpaid workforce rather than its business enterprise prowess. Thus any intervention must be considered very carefully.

With current HE initiatives, participation statistics may improve for Creative Industries courses. However it is at the interface between graduation and employment where these pressures emerge. An over-supply of graduates into a highly competitive marketplace is the point at which those from lower socio-economic backgrounds will face particular difficulties.

At the same time, enterprise has been shown to be a major factor in developing parity in relation to ethnic groups where difficulties gaining employment have been an issue. Self-employment and business start-ups provide a way in which people can control and plan for their own income.

The case for graduate enterprise
As discussed previously, European, national and regional strategies relating to workforce learning and skills development are strongly influencing how higher education is aligning itself more closely to a wider set of priorities. A central theme running throughout many of these strategies is the development of higher level skills and knowledge which will underpin the creation of a dynamic and vibrant economy. Current policy and practice also represents a paradigm shift towards the development of an entrepreneurial culture in which society supports and respects individual entrepreneurial activity as the norm.

The Lambert review of business university collaboration and the Roberts report have started to outline a forward agenda for facilitating a more entrepreneurial culture and developing graduates who are capable of operating effectively in the knowledge economy. Widening the career aspirations of all graduates in such a way that they

seriously consider starting their own businesses will help to address one of

the Government’s central priorities.

 The Government has also launched the National Council for Graduate Entrepreneurship because too few graduates are choosing self-employment or starting a business as a career path. The Council aims to redress this balance by encouraging close collaboration between HEIs and their regional business support partners; encouraging universities to incorporate training in business startup skills in the subject curricula and undertaking research. It could go further and offer bursaries to support nascent companies. Provision is very patchy, and the extra-curricular student development activities focus on
advice and guidance, skills training and start-up support in the form of business support services for students and alumni interested in starting a business. But the new companies will still need investment to get them started and for them to pay the overhead, even when it is significantly below market rates. One exception is the Enterprise Inc scheme in the East Midlands.

	Enterprise Inc 
Enterprise Inc is a project aiming to improve the enterprise skills and entrepreneurship capability of students and graduates across the East Midlands.

It offers recent graduates a package of support and training to launch a new business start up, plus a bursary of £2,500. Over 3 years, the scheme expects to support 500 students. 

A total of nine universities from the East Midlands joined together on this project with EMIN acting as the project manager. With the support of 40% ERDF funding, 10% emda single programme funding and 50% HEIF 4 contribution from the universities.

EMIN is a not-for-profit organisation dedicated to increasing the volume, value and survival rates of new start businesses in the East Midlands.

 http://www.emincubation.co.uk/main/Enterprise_Inc    


A portfolio approach to funding which encompasses capacity building initiatives, such as the Higher Education Innovation Fund, is likely to provide a more sustainable funding base. With the Government committing all universities to becoming business facing, and its commitment to star up companies being the key to building out of recession, now seems the best time to consider new ways to support graduate enterprise.
Recommendation: The Enterprise Pods

Description: 

Enterprise Pods will operate as a real world experience which provides not only learning and skills but contacts and the opportunity for investment. The pods would be a partnership between HEIs, industry, the Regional Development Agencies, Skills Academies and Regional Screen Agencies. 

Delivered across 12 months and following the financial year, beneficiaries would be chosen for the viability of their business proposals. Students would be encouraged to collaborate to create sustainable business ideas. Each successful student will receive a bursary of, say, £2,500. Other incentives, such as reduced local travel costs, or subsidized accommodation will also be considered. 

The pods will operate under the guidance of a primary tutor/mentor and individuals will attend business skills course units throughout the year. They will be given access to free office space and support services. They will attend networking events at which they will be introduced to industry leaders who are the potential customers of their goods and services. 

Outcomes: 

The Enterprise Pods have three main beneficiary groups. The learners, the institutions and the creative economy.

The overall benefits to the learner-beneficiaries would be:

· An incubation of a new business venture

· New knowledge and skills in the setting up and operation of a creative industries business

· Additional qualifications and portfolio/CV

· Ability to participate while continuing to receive an income

· Development of a network of cross-industry contacts.

· Access to potential investors

Who are they for?

Enterprise Pods are aimed at the brightest and most talented people and with a mixed intake being important, a quota system for recruitment would be likely. Institutions would benefit by;

· increasing their inclusion rates with a likely knock-on effect to degree courses

· receiving a stake in the innovation and start-up stages of new businesses in the creative industries

· working in partnership with other HEIs

· achieving closer employer links 

· encouraging enterprise and innovation directly

Business and the creative industries as a sector would be benefitting by:

· achieving closer ties with HE through direct investment related partnership working

· new investment opportunities

· access to a pool of more qualified and capable graduates

· cross-fertilization and innovation

Feasibility 

In order to scale such a scheme, the implementation of this plan would require a consortium of HEIs to work together. We imagine that their financial contribution would come from either HEIF 4 or Strategic Development Funds or potentially a new fund from the Department for Business Innovation and Skills. 

Matched funding might come from RDAs, Skills Councils and ERDF.  

Key strategic partners could be National Council for Graduate Entrepreneurship; HEFCE, Technology Strategy Board and its Knowledge Transfer Network for the Creative Industries and NESTA. Support might also come from Enterprise Educators UK, the Arts Council and the Regional Screen Agencies. 

Recommendation: Developing a Pilot 

Consortia of institutions already working together would provide the best platform for such a scheme. Universities collaborating through the Higher Education Entrepreneurship Group or Higher Education Regional Associations are a good example.

Each institution could contribute funding, their own students, and capacity building. Contributing students would be drawn from courses in the 13 defined creative industry sectors. Individual colleges could operate a model between departments such that each department ‘sponsored’ a pod for a year. This would not only provide an opportunity for action research but an opportunity to showcase and sell involvement to other institutions and investors.

Recruiting from within the existing cohort of students at a pilot institution such as this would minimize lead-in times enabling the pilot to be set up within 1 year.

Funding 

Pilot for 20 students is currently estimated as £200,000 broken down thus:

Bursaries: £50,000

Office space, staff and support services: £60,000

Project manager/implementation/evaluation for 18 months: £30,000

Business skills tutor and lead mentor P/T: £30,000

Management and overheads at approx. 20%: £20,000

Note that the pilot costs are not representative of the full implementation costs.

Next Steps 

The Enterprise Pods scheme has being shaped in consultation with organizations and agencies who have already undertaken significant work in this area, and whose role it is to support and promote enterprise and innovation in the creative industries. 

Conclusion
With high graduate unemployment, enterprise has an even greater part to play in providing opportunity for young people. The Government has often talked of an “enterprise-led recovery” and has sought to put in place mechanisms which will stimulate enterprise activity.

There is a now a genuine opportunity to support graduates’ first steps in the creative industries by launching their own businesses. It would be a reflection of the structure of the UK creative economy, and could provide a genuine stimulus to it. 

More research needs to be carried out to establish exactly how widely entrepreneurial activity broadens the base of entrants to the creative industries and mitigates against exclusion.  However current evidence suggests that it would serve to advance this agenda by creating a level playing field and a parity of entry. 
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