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Overview
1 This submission will focus on issues of equality and diversity in the cultural and creative
industries. It will present the longer-term trends in these sectors, to address the likely longterm impacts of COVID-19. It will highlight longstanding inequalities in the workforce. The
longstanding, and structural, nature of workforce inequalities suggest the specific impacts of
COVID-19 on cultural and creative industries will not be evenly distributed. We are likely to
see working class origin and BAME individuals further excluded from the workforce, and
women will be less likely to make it into senior positions across arts and cultural industries.
What do we know about the arts and culture workforce?
2. The department for Culture, Media and Sport defines Cultural and Creative Industries as 9
clusters of occupations within the economy: Advertising and Marketing; Architecture; Crafts;
Design (product, graphic and fashion design); Film, TV, radio and photography; IT, software
and computer services; Publishing; Museums, galleries and libraries; and Music, performing
and visual arts. These sectors correspond with 30 groups of occupations, for example Music,
performing and visual arts is constituted by: Artists; Actors, entertainers and presenters;
Dancers and choreographers; and Musicians. Within this part of the economy we can see
that inequality, by gender, ethnicity, and social and economic status, is an important
characteristic of cultural and creative work (O’Brien et al 2016, Oakley et al 2017, Brook et al
2020, Carey et al forthcoming 2020).
3. Whilst DCMS publishes data on gender and ethnicity in the creative workforce, it does not
publish information on social class origins. In 2014 the Office for National Statistics’ (ONS)
Labour Force Survey (LFS) began collecting data on the class origins of the workforce. O’Brien
et al (2016) used this data to analyse the demographics of workers in cultural and creative
occupation. Table 1 shows creative occupations by gender, ethnicity, and levels of education.
Tables 2 and 3 show creative occupations by social class (formatting reproduced from
O’Brien et al 2016). They show the creative workforce has high levels of university educated
workers (excluding Crafts occupations); That all occupations aside from IT have lower levels
of ethnic minorities as compared to the workforce generally; That women are, compared to
the workforce overall, overrepresented in occupations associated with Museums, Galleries,
and Libraries and Publishing, but underrepresented in Film and TV, Crafts, Architecture, and
IT; And that there are huge class origin imbalances across the creative workforce and in
almost every occupational group excluding Crafts. Every occupation in the creative industries
has a lower level of those from working class origins (NS-SEC 6-8) than the workforce in

general. The situation is especially grave in occupations associated with Publishing,
Advertising and Marketing, Music and Performing Arts, Museums and Galleries, and Design.
All of these occupational groups have over a quarter of the workforce drawn from
professional and managerial, ‘upper middle class’ social origins (NS-SEC 1).

4. Further analysis of LFS data (O’Brien et al 2016, Oakley et al 2017) suggested imbalances in
pay for those working in cultural and creative jobs. These were as a result of gender and
social class. There are both ‘glass’ and ‘class’ ceilings in cultural and creative occupations.
Those working in the same occupation face lower rates of pay as a result of their gender or
social class origin.
5. Moreover, these inequalities also have a geographic character. London is obviously an
important centre for cultural jobs. The most recent DCMS sector economic estimates
suggests a substantial gap between London’s creative economy and the rest of the country.

Whilst all areas of the country have seen growth in their creative economies, London has far
outpaced everywhere else. Oakley et al’s (2017) analysis suggests those employed in
London’s cultural sector tend to come from significantly more privileged backgrounds. The
class pay gap is accentuated by London, whereby even if those from working class social
origins enter the labour market for creative and cultural work in London, they still face a
substantial pay gap associated with their social class. Crucially this pay gap is irrespective of
education.
6. The exclusion of those from working class origins is a longstanding issue for creative
occupations. Using data from the ONS’s Longitudinal Study, Brook et al (2020) estimate that
at least since the 1980s, there have been consistently low levels of working-class origin
individuals in cultural and creative occupations. This historical data analysis suggests there
are structural issues underpinning the lack of underrepresented individuals getting in and
getting on in the cultural sector.
7. In a forthcoming research paper, the Arts and Humanities Research Council funded
Creative Industries Policy and Evidence Centre has looked at trends in the LFS data since
2014 (Carey et al 2020). The 2014-2019 data suggests little change, with similar patterns of
class, gender, and racial inequalities in cultural and creative occupations. The 2014 snapshot
of creative occupations is therefore a good illustration of the workforce facing the impact of
COVID-19.
Why do these inequalities persist?
8. There are a whole range of reasons for these inequalities. Some are grounded in the
structure of the labour market for specific cultural occupations. Some are related to
individual actions of those hiring and commissioning cultural workers. Some reflect broader
social issues. These issues have been summarised by Oakley and O’Brien (2015) and Brook et
al (2020).
9. There is an oversupply of candidates for particular cultural occupations, and an
undersupply for others. The attractiveness of cultural occupations, along with very high levels
of competition for each opportunity, shape the labour force for culture. However, the high
levels of competition obscure the fact that individuals do not face a level playing field.
10. Many cultural occupations, whether in Film and TV, or the performing or visual arts, are
project based. This type of working is associated with high levels of freelancers, as well as
quick turnarounds. This means opportunities may not be widely advertised beyond closed,
and hard to enter, networks.
11. In areas with more formal institutions, such as museums and galleries, barriers include
the high levels of education and specialism needed to access specific posts. These sit
alongside the need for experience, which often comes in the form of voluntary, or unpaid,
work.
11. Unpaid work is common across most cultural occupations. This takes many forms,
whether as underpay for the hours on a project; profit share models that result in no profits;

or internships with low, or no, pay. Whilst Arts Council England has issued guidance making it
clear many unpaid forms of work are illegal, the IPPR (2017) noted that creative industries
were one of the sectors where internships dominate the graduate labour market. Brook et al
(2020) estimate that unpaid forms of labour are endemic to cultural work, although the
benefits of ‘working for free’ are stratified by class origin and career stage.
12. Not everyone can afford to work for low or no pay to enter cultural and creative
occupations. Nor can they afford access to networks, or the cost of living in London, where
the majority of creative and cultural businesses are based. Yet pay and labour market
structures are only part of the explanation for the unequal trends detailed in the first section
of this submission.
13. The makeup of the workforce influences decisions early in life. Lack of role models,
accompanied by the harsh levels of competition and the uncertainties of cultural labour
markets mean that, from an early age, some demographic groups do not see the possibility
of working in culture as being for them (Friedman et al 2017). Access to culture in childhood,
cultural education, and family resources are all associated with the early closure of ambitions
to make it in culture (Brook et al 2020). The government’s Creative Careers programme is a
response to some of these issues.
14. It is important to note that hiring and commissioning is still shaped by outdated attitudes.
Across cultural and creative work, there is substantial evidence that particular jobs are
deemed less suitable for women. Examples include directing and producing in the film and
television industries (Cobb et al 2016). Ethnic minorities are constrained by commissioning
and contracting processes in publishing and music, being offered fewer opportunities than
their white peers (Saha 2017). Working class origin individuals are assumed to be out of place
in the museums, publishing, television, and theatre industries, and subject to various forms
of discrimination (Friedman at al 2017, Friedman and O’Brien 2017).
15. On gender, caring responsibilities are more likely to fall to women. There is inadequate
support for these responsibilities across specific industries, such as film and television, and
theatre (Raising Films 2017, Cornford/PIPA 2017). Where part time and flexible work is
possible, it still negatively impacts women’s careers, harming their chances of making it to
senior roles (O’Brien et al 2020).
16. This combination of attitudes and practical issues suggests a long term, structural, set of
inequalities in cultural and creative occupations that will be exacerbated by the COVID-19
crisis.
What is the likely impact of COVID-19?
17. The cultural and creative industries are an economic success story for Britain. They are an
important source of innovation in the economy. They play a vital role in reflecting the nation
on stage, page, and on screen. They are essential to a functioning democracy. Yet, as we have
seen, they are highly exclusive. The role of social networks, the need for financial resources
to support low or no pay jobs and business risk taking, and the cultural elements in
commissioning and hiring decisions, help to explain this exclusivity.

18. COVID-19 will unquestionably make these issues worse. There will be fewer cultural
organisations, whether in the arts, in media, music, film and TV, publishing, or in museums;
There will be fewer job and project opportunities; Competition for those opportunities will
intensify; the winners will be those who already have economic, social, and cultural
resources.
19. We are likely to see more women exiting the labour market (partially as a result of
demands for childcare, and reflecting what happened in the film industry (Skillset 2009) after
the 2008 recession); Fewer ethnic minorities given leading positions; and fewer working class
origin individuals across all sectors. In particular, early career creatives will struggle as key
moments for career development, for example access to festivals and exhibitions, venues,
and associated networks and finance, deprive them of the change to create a track record of
success. Depending on the scale of the crisis, this could be a generation of lost talent.
20. There is already a crisis in the cultural and creative industries. Policy intervention must
prevent it from getting even worse.
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