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[bookmark: _Toc224649567]Introduction
This report presents the findings of research commissioned by Creative Scotland and Screen Scotland into the areas of current gaps/consistent demand in the Scottish production crew workforce across screen and live performance. 
[bookmark: _Hlk149214120]The research set out to address three objectives, which were to:
· assess skills gaps and shortages across the screen production and live performance sectors with a focus on production (or ‘below the line’) skills and including both those that may be transferable across these sectors and those that are more vocational.
· assess the market drivers and influences on the screen production and live performance sectors to identify the scale and nature of the future growth opportunities for Scotland.    
· identify gaps where current skills development provision does not meet the demands from Scotland’s screen and live performance sectors. 
The findings are intended to inform potential policy interventions to nurture a skilled, adaptable local production workforce/crew in Scotland, capable of sustaining jobs and supporting the sustainable economic growth of the screen and live performance sectors. 
The study combined desk research with a large programme of qualitative consultations with industry and relevant partners and stakeholders. The full evidence base on which the findings are based is provided as a separate Technical Appendix, and covers:
· Research Scope and Study Method.
· Market Analysis.
· Review of Existing Skills Literature.
· Education and Training Provision. 
· Sector Consultation.
· List of Consultees.
[bookmark: _Toc224649568]Policy Context
[bookmark: _Toc224649569]Culture and the Creative Industries
The creative industries (of which both screen and live performance are a part) have long benefitted from strong policy support from the UK and Scottish Governments on the basis both of their economic potential and their wider social value. 
The Scottish Government’s National Strategy for Economic Transformation[footnoteRef:1] recognises the creative sector as one of the industries that will drive future growth in Scotland and has consistently provided strong support to the screen sector through the formation of Screen Scotland in 2018, and recent budget increases to both Creative Scotland and Screen Scotland.  The strategy also places strong emphasis on Fair Work, equality and the development of a wellbeing economy.   [1:  National Strategy for Economic Transformation, The Scottish Government, 2022] 

These themes are also picked up in Creative Scotland’s Strategic Framework[footnoteRef:2] which sets out four priorities: Equality, Diversity and Inclusion, Sustainable Development, Fair Work and International.  [2:  Creative Scotland Strategic Framework, May 2024] 

The Screen Scotland strategy[footnoteRef:3] was developed in line with these priorities and set out an ambitious vision for the screen industries in Scotland that is firmly focussed on economic growth alongside the expansion of creative opportunity. The headline ambition for the strategy is to enable the sector to achieve £1bn of GVA by 2030/31.  The most recent analysis suggests that the sector generated £718m in GVA in 2023[footnoteRef:4].     [3:  Screen Scotland Strategy to 2030/31, Screen Scotland, 2024]  [4:  The Economic Value of the Screen Sector in Scotland in 2023, Saffrey Champness and Nordicity for Screen Scoltand, 2024  ] 

The wider value of the sector, and in particular of the arts and culture, is also clearly acknowledged in A Culture Strategy for Scotland, which sets out a series of priorities for strengthening culture and harnessing its power to transform lives. 
More recently, within the context of the UK Industrial Strategy, the UK Government launched a new Creative Industries Sector Plan[footnoteRef:5] with an ambitious target to increase annual investment in the Creative Industries from £17 billion to £31 billion by 2035. Within the Plan, film and TV, and music, performing and visual arts are recognised as two of four highest potential sectors with a £75m growth packages for screen (in addition to continuing the highly successful tax credit incentives for production) and £30m for music.   [5:  Creative Industries Sector Plan, UK Government, 2025] 

Much of the focus of the Sector Plan is on England (many areas of relevant policy being devolved). This is particularly apparent in the section relating to skills and education, both devolved matters. Here, the Plan focussed mainly on measures for England, and for Scotland, instead refers to Skills Development Scotland and the Creative Industries Skills Investment Plan[footnoteRef:6], a strategy developed in 2016 and now somewhat out of date. The Plan therefore has little to say about skills planning or policy for the creative industries in Scotland.    [6:  Creative Industries Skills Investment Plan, Skills Development Scotland, 2016] 

[bookmark: _Toc224649570]Skills Policy
As a devolved matter, skills policy is set by the Scottish Government and is in a state of flux following the Withers Review[footnoteRef:7] and the forthcoming Tertiary Education and Training (Funding and Governance) (Scotland) Bill[footnoteRef:8].  Amongst other matters, the Bill gives the Scottish Funding Council (SFC) new functions in relation to securing and funding delivery of national training programmes, apprenticeships and work-based learning, previously responsibilities of Skills Development Scotland, which is set to be reformed to focus more on careers. Responsibility for skills planning and delivery in the creative sector is therefore yet to be confirmed, although it seems that this may fall within the broader remit of SFC.   [7:   Independent Review of the Skills Delivery Landscape, James Withers, 2023]  [8:  Tertiary Education and Training (Funding and Governance) (Scotland) Bill. (Stage 1 of the legislative process). ] 

The exception here is in screen, where Screen Scotland has a direct role as a funder, in partnership with industry, of almost all skills development activity within the Scottish screen sectors. 
[bookmark: _Toc224649571]Climate Change
Scotland’s response to the climate emergency is now recognised across all policy domains, and there are four main aspects to the Scottish Governments work on climate 
· Net zero - focussed on the achievement of carbon reduction targets as set out in the Climate Change (Scotland) Act 2009 and updated in June of this year.
· Climate Resilience and Adaptation - the Scottish National Adaptation Plan 2024-2029 sets out policy measures to enable adjustments to adapt to actual or expected climate effects and build capacity to manage climate-related events. 
· Circular Economy - the Circular Economy (Scotland) Act 2024 aims to create a circular economy in Scotland through new powers, such as banning the dumping of new products, and statutory targets to reduce material use.
· Just Transition – the Just Transition Commission is an independent advisory body, that provides scrutiny and advice on how to deliver a just transition to a low carbon economy in Scotland. 
It is also worth noting that consultation has recently closed on draft statutory guidance for climate change duties for public bodies, which will impact directly on how Creative Scotland and Screen Scotland support live performance and screen respectively. It is likely that this will mean more formal targets for funded organisations in relation to, for example, mitigation, adaptation and the circular economy.  


[bookmark: _Toc224649572]Screen Production
[bookmark: _Toc224649573]Key Recommendations: Screen Production
This section draws on existing research and the interviews with screen industry and training professionals to consider the skills issues facing screen production in Scotland. Based on the evidence presented, it makes a number of recommendations.
Training should prioritise areas of future growth: including key roles in HETV production where there are identified shortages, along with skills to realise opportunities production for digital platforms.   
Increase training for mid-senior level roles: there is a clear demand for training in mid-senior roles, particularly in unscripted genres, but also across the scripted crew base.   
Continue to provide practical entry level training: following the examples of models such as ScreenNETS and the Outlander Training Programme. 
Training for flexibility: changes in broadcast commissioning demand a more flexible workforce that can work across scripted and unscripted genres, and across broadcast and direct-to-consumer platforms such as YouTube. 
5. Improve labour market information: There is no detailed mapping available of the current workforce in screen production. This is a significant gap and a barrier to more effective skills planning.
6. Skills Funding: Skills planning and delivery is best delivered at regional rather than national (UK) level, and there is an argument for greater devolution of available resources to Screen Scotland as the obvious agency to take the lead. 
7. Strategic Lead: Screen Scotland is uniquely and ideally placed, by virtue of its end-to-end engagement as a pre-existing trusted partner with production, to lead the skills agenda for the sector. 
8. Delivery Lead: Screen Scotland may also be well placed to play a greater role in skills delivery directly through a new “Head of Skills” role which would hold the centre ground on skills and training needs in Scotland 
9. Screen Training Alliance: The organisations within the Screen Training Alliance play a vital role in skills and training across the screen sector but require greater funding certainty and consistency. There may also be opportunities for greater efficiency through collaboration and shared service models.
10. Work to Develop Flexible Apprenticeships: Existing apprenticeships models are not well suited to the sector and are rarely used. A solution that can better support the growth the screen sector is needed.  
11. Engage with Formal Education: most formal education is not considered a significant part of the skills pipeline for the sector, and there is work to do to engage the education sector to align provision more closely with industry needs. 
12. Professionalise the Landscape: The sector still operates in many respects on an informal basis – recruitment and training are two examples. Screen Scotland should engage with UK partners to ensure that the needs and interests of the sector in Scotland are taken into account.  
13. Address Climate Change: Reducing production emissions is a complex task and skills and training has a role to play. Screen Scotland may have opportunities to incentivise this through their funding arrangements as part of the duty on public bodies to address climate change.
14. Increase Diversity: The diversity of the screen workforce is an ongoing challenge and creating opportunities for less represented groups to engage with the sector must remain a priority.   
15. Improve Working Conditions: Despite recent progress, there are still issues with working conditions in the sector and these are impacting on workforce retention. 


[bookmark: _Toc224649574]Market Drivers
A more detailed assessment of the market conditions in screen production and in live performance can be found in Appendix 2. The main headlines are summarised here.
Screen Production 
The screen production sector can be split into three main market segments:
· Broadcast TV production – driven by the Public Service Broadcasters (PSBs) – primarily by the publicly owned PSBs, the BBC and Channel 4 - and spanning all genres of screen production. The Scottish sector has a long track record in genres like factual and factual entertainment, with strength in higher value (per hour) genres such as entertainment and drama developing.
· Streaming video on demand – a source of both commissioning and incoming production, much of it in the High End TV (HETV) segment which qualifies for audiovisual expenditure credits (AVEC). 
· Feature film – which subdivides according to origination and scale, with most of the large and medium scale production coming from US studios. Scottish (and to an extent UK) originated film production tends to be independent film (that is, not studio owned) and the extension of the tax credit system for independent film is intended to boost this kind of production. 
The scope of the study also includes VFX and animation. 
Growth and Volatility in the Sector
In recent years growth in the UK’s screen production sector, particularly in film and HETV, has been strong, driven largely by inward investment supported by a competitive tax credit system. There was a pandemic-related dip in activity in 2020, followed by a post-Covid production boom in 2021/2022. There was further volatility in 2023 due to US writers’ and actors’ strikes, before production spending grew again in 2024.
In 2022, UK production spend hit a record £7.5bn, dropped to £4.8bn in 2023, and rose again to £5.6bn in 2024[footnoteRef:9].  [9:  Film and high end TV production in the UK: full year 2024, BFI, February 2025.] 

In Scotland there was a 110% increase in inward investment from 2019 to 2021, but a 50% drop from 2021 to 2023, again reflecting the impact of the strikes. Total production expenditure in Scotland fell from £617.4m in 2021 to £476.7m in 2023 (which is still higher than the 2019 baseline). However, early 2024 data shows recovery: 17 productions went into principal photography in the first half of 2024, with total spend of £194m, suggesting that production spend could reach £400m for the year. 
Though the overall trajectory across the last decade has been one of growth, patterns of consolidation, lowering of budgets and the recent US government announcements on tariffs for production have introduced some uncertainty, and most in the sector now expect the previous trajectory of linear growth to be superseded by a more volatile pattern.  
However, Scotland’s ability to capture a strong share of the UK production market – including returning series such as the BBC’s Traitors, Vigil and Shetland, Department Q. for Netflix and Sony/Starz Outlander/Blood of my Blood - has benefitted significantly from recent investment into infrastructure (e.g. First Stage Studios in Leith) and skills and workforce development, led in large part by Screen Scotland. 
Public Service Broadcasting (PSB) in Scotland has provided stable income but longer-term dynamics show relatively flat expenditure in Scotland (with the exception of notable boom years in 2014 and 2019) from PSBs since 2010, averaging £76m per annum over this period. Again, the boom, bust, recovery and correction dynamics are prevalent from 2019 to 2023, influenced by the external factors such as Covid and US worker strikes.
More recently, there has been a sharp downturn in PSB commissioning and many production companies reported contraction and uncertainty. Indeed, in May 2023 Bectu declared an emergency slowdown of work across the UK screen sector[footnoteRef:10].  [10:  Bectu UK film and TV industry in crisis] 

There is also a widely reported shift amongst the PSBs towards “fewer, bigger, better” productions to compete with streaming platforms (SVOD). Focus is shifting to high-end drama and peak-time entertainment and away from factual and daytime programming. This is confirmed in previous research and by industry consultees, and it is felt in particular to challenge smaller/mid-sized Scottish producers reliant on lower-budget, factual formats. 
“There is a loss of the middle now and in particular a decline in mid-tier unscripted TV production. For smaller independent TV production companies this is a real barrier to entry and a risk to companies already in this space. The sector is at a major crossroads and there are challenges in the extent to which smaller independent production companies can pivot.” (Independent Production Company)
Future Outlook & Skills Demand
Forecasts suggest moderate growth in production and commissioning to 2030, driven largely by the SVODs, while PSB commissioning is expected to remain static or even reduce slightly while also becoming more concentrated in peak productions in drama and high-end factual[footnoteRef:11].  [11:  Changing UK Content Investment, Oliver and Ohlbaum for Pact, 2025] 

Meanwhile SVOD budgets are coming under more pressure, and Scotland may host more Band 2 than Band 3 productions in the coming years[footnoteRef:12]. Independent film has been thrown a lifeline with the introduction of the 40% tax credit but is still struggling, remaining modest in scale in Scotland, while US feature films will continue to choose the UK as a production base, attracted by the high quality crew and infrastructure as well as the tax credit incentives.    [12:  The Bands are agreed between Bectu and Pact and for TV drama they are as follows: Band 1 – up to £1.25m per hour; Band 2 - £1.25-3m; Band 3 - £3-8m and Band 4: over £8m ] 

This changing and arguably less certain future will have implications for the skills needs of the sector, with higher demand for skills to create drama and entertainment content. It also creates potentially significant risks for the production companies that have, until now, focused mainly on genres where the expectation is for declining investment. This suggests a need for diversification which history would suggest is not always straightforward.  
[bookmark: _Toc224649575]Skills Issues
This section considers the skills issues facing screen production in Scotland and draws on both the findings of previous research (see Appendix 3) and the insights from the sector consultation (Appendix 6). It highlights a series of skills issues and challenges including:
· Over and under-representation in specific departments within the screen workforce in Scotland.
· The prevalence of freelance working and the precarious nature of work, leading to issues with retention.
· Rapid promotion of staff in times of high demand and underemployment when commissioning dips, leading to skills gaps and shortages. 
· Progress on working conditions and workforce diversity, but with persistent challenges.
· Specific skills shortages in both scripted and unscripted genres and a need to upskill the workforce in sustainable working practices.
· Informal recruitment practices and clear preference for on the job training/ experience over qualifications.  
· The rapid shift to digital platforms (aka YouTube) for content and viewing – led by audiences, with ‘legacy’ content makers beginning to catch up


Workforce Characteristics
One of the key knowledge gaps is that of the scale and make-up of the screen production workforce in Scotland. However, a recent Screen Skills/Channel 4 survey of the UK workforce provides some useful data[footnoteRef:13] to suggest that the UK screen workforce comprised around 200,000 individuals, of which circa 11,600-15,400 are based in Scotland[footnoteRef:14].  [13:  Sizing Up: Workforce Composition and Capacity in the Screen Industries, Ampere for Screen Skills/ C4, 2025 ]  [14:  Scottish respondents made up 11% of the total survey respondents, hence the estimated range.] 

This estimate is broadly consistent with the 12,260 FTEs identified in the latest update of Screen Scotland’s Economic Value of the Screen Sector (2023) although it should be noted that this also includes sales and distribution, exhibition, screen tourism and education and training. The equivalent figure for production/development is 5,420 FTEs[footnoteRef:15].  [15:  Economic Value of the Screen Sector in 2023, Saffrey Champness and Nordicity for Screen Scotland (2025)] 

Regardless, industry consultees confirmed that the Scottish workforce is substantially larger than it was even five years ago – a reflection of the growth in production. 
The Screen Skills Sizing Up survey provides a breakdown of the screen workforce by region and department. Overwhelmingly, the results show the dominance of the Greater London area within the UK screen sector. London has 1.65 times the population of Scotland (9.1m compared to 5.5m) yet the screen workforce is between 5.35 and 6.65 times larger than Scotland’s. 
Scotland accounts for 11% of the total screen workforce and while it lags significantly in some areas (for example, post-production (5%), craft (8%), technical (8%) and other grouped (9%)), production management (17%) and editorial (12%) departments appear to be stronger, see Figure 3.1. This likely reflects the concentration in Scotland of production in genres like factual, factual entertainment and daytime, and relative under representation in drama and entertainment which require larger crews. It may also represent the fact that Scotland is used as a location and service provider more than local developed IP. 
It is notable that Scotland’s largest share in crew is in production management (17%) which are utilised more than other departments in the service side of the industry through inward investment projects. However, as the report notes, there has been a drop in demand for production and management and editorial roles, areas of the workforce in which Scotland is well represented.  
Figure 3.1: Region of residence and workforce profile by department
[image: A graph of different coloured bars showing the profile of the screen production workforce by region and department.

]
Source: Screen Skills Sizing Up: Workforce Composition and Capacity in the Screen Industries
Freelance workforce
A large proportion of the UK’s production sector is self-employed, working on temporary, project-based contracts – resulting in high income insecurity. Around 36-47% of the workforce are on non-permanent contracts, and for film and TV production, this rises to 70%[footnoteRef:16]. The high prevalence of freelancers was confirmed by industry consultees. [16:  Screen Scotland. 20 years after the Communications Act 2003: the impact on production from and in Scotland] 

While employment levels and production spend both experienced strong growth following the pandemic, Bectu found that by 2023 around three-quarters of freelancers in the UK were without employment (74%). By 2024, this figure had reduced, though more than half (52%) of the UK’s film and TV workforce were out of work[footnoteRef:17]. The proportion of individuals out of work was broadly consistent across the film and TV sectors, though highest in unscripted TV (57%) reflecting the pressure on PSB commissioning.  [17:  Bectu Vision. Half of UK screen industry workers remain out of work, Bectu research finds.] 

Further, 38% stated that they planned to leave the film and TV industry within the next five years. This was particularly marked amongst those in unscripted TV – where over half (53%) of those surveyed reported planning to leave the sector, Figure 3.2[footnoteRef:18]. Research shows that scripted TV is also facing an increased level of uncertainty, with redundancies and closures to production and post-production companies leading to individuals moving out of paid employment and greater competition amongst freelancers[footnoteRef:19]. [18:  Bectu UK film and TV industry in crisis]  [19:  ScreenSkills. High-end Television in the UK.] 



Figure 3.2: Impact of industrial action and industry downturn across sectors (2023)
[image: A graph of the impact of industrial action and industry downturn across different areas of the screen production sectors.

]
Source: Bectu: UK film and TV industry in crisis.
In addition to the challenges in training a freelance workforce, freelancers are also more likely to have a poorer work/life balance and experience greater work-related stress, financial pressures and income insecurity than those in permanent positions[footnoteRef:20]. [20:  Ibid.] 

Workforce Retention
The consultation confirmed an increase in numbers leaving the sector, but also some influx from adjacent sectors like theatre and live events (although the latter is considered largely a one-off effect). Uncertainty around work opportunities was a driver of workforce attrition, but some also noted that some also noted that difficult working conditions had an impact. Workforce retention was therefore identified as a growing issue. 
This is confirmed in the research literature, which identifies (geographic) movement within the industry as well as out of the sector. Now with the downturn reducing overall demand in some areas of the sector, notably unscripted TV production, this will likely again impact workforce retention[footnoteRef:21]. Those working in junior roles in particular report additional capacity for work (82%), leading to many looking to move out of the sector. Some also choose to move to areas with greater opportunities, such as London[footnoteRef:22]. [21:  Screen Skills Sizing Up: Workforce Composition and Capacity in the Screen Industries]  [22:  Ibid] 

Rapid Promotion 
Industry stakeholders noted that during the post pandemic boom in particular, the demand for crew was such that people were often promoted sooner than they would otherwise be, often resulting in skills gaps. 
This is confirmed in the existing research base which notes that skills gaps are most evident in mid-to-senior level roles, and high-skill occupations (78%)[footnoteRef:23]. Many of these skills gaps are considered a result of rapid promotion during the post-pandemic boom period.  [23:  Creative Industries Policy and Evidence Centre. Skills Mismatches in the UK’s Creative Industries.] 

However, this issue is not confined to mid-to-senior levels but is also evident in more junior roles due both to an influx of new entrants, and the rapid promotion of junior staff. Staff may have the necessary qualifications, but often lack the practical knowledge and experience needed to progress their career[footnoteRef:24]. This is particularly prevalent in roles that utilise new technology such as Virtual Production. Due to the limited opportunities to work with newer technologies, crew with only a few credits, can quickly be thought of as ‘experts’ whilst still learning. Often, there are large time gaps between productions using newer technologies and crew getting the opportunity to work on the next one which slows down their learning and can take several years to get to the same proficiency as crew who are based in an area with a great concentration of high end productions.  [24:  Screen Skills Sizing Up: Workforce Composition and Capacity in the Screen Industries] 

More recently, the perception of skills gaps may have reduced, with around one-third (34%) reporting that skills gaps are a serious or very serious problem in HETV[footnoteRef:25]. This may reflect the downturn in production activity as much as any significant improvement in the skills profile of the workforce.  [25:  ScreenSkills. High-end Television in the UK] 

Mental health and wellbeing
Mental health and wellbeing challenges are consistent themes in the research literature, and working conditions are widely considered to be a significant issue impacting staff retention within the sector. 
The Film and TV Charity Looking Glass Survey 2024 found that more than three-quarters of survey respondents disagreed with the statement ‘the film and TV industry is a mentally healthy place to work’, see Figure 3.3. 
Figure 3.3: Levels of agreement with the statement 'the film and TV industry is a mentally healthy place to work' (2021-2024)
[image: A graph of the percentage of people
agreeing that the screen production sector is a mentally healthy place to work. 
]
Source: Film and TV Charity: Looking Glass Report 2024.
Additionally, around one-third of those surveyed (32%) revealed that they had ‘taken firm action towards leaving the sector due to concerns about mental health’[footnoteRef:26].  [26:  Film and TV Charity: Looking Glass Report 2024] 

While industry stakeholders in Scotland generally agreed, there was also some acknowledgement of the progress that has been made in recent year to improve working conditions (even if there is more to do).  
“Working conditions and hours have got so much better. Things like the Pact/Bectu agreements have helped and although higher rates and overtime rates cost productions more, they make for a more productive crew.” (HETV Producer)
Diversity
Diversity and inclusion are key priorities for the screen sector across the UK. The BFI Diversity Standards are a set of guidelines for organisations and individuals to increase equitable opportunity and representation in both on-screen and off-screen roles. The Standards are a contractual requirement for all BFI funding and have been adopted by BBC Film, Film4 and Screen Scotland – meaning they are a requirement for most public film funding in the UK. 
However, the BFI[footnoteRef:27] identifies key barriers to inclusion such as: [27:  BFI research (November 2023)] 

· work patterns that are incompatible with childcare/caring responsibilities.
· accessibility barriers within the working environment.
· impacts to wellbeing and mental health – for example, long working hours. 
· difficulty in developing a freelance career for those from lower socio-economic backgrounds.
· difficulty in finding work locally, where sector infrastructure is less established.
These barriers are consistent across the UK, and while diversity has been increasing, this is not in line with workforce estimates for many key characteristics, and particularly for senior off-screen roles[footnoteRef:28].   [28:  Diamond: The Seventh Cut (September 2024)] 
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Within the screen sector in Scotland, ethnic minority inclusion in the workforce is below the total proportion of the workforce. Contrastingly, Scotland over-indexes on gender, sexual orientation, and disability diversity, see Figure 3.4. 
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Figure 3.4: Diversity and inclusivity measures by residence
[image: A graph of different coloured bars describing the diversity and inclusion profile of the screen production workforce across the Nations and Regions.
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Source: Screen Skills Sizing Up: Workforce Composition and Capacity in the Screen Industries
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Skills shortages/gaps
While there is a relatively consistent set of skills and roles identified as being in short supply across the UK, including in Scotland, this is fundamentally driven by demand and represents the need at a particular moment in time. In times of high demand, skills shortages and gaps become particularly acute, and when growth is consistent then this provides useful trend data. However, when the industry faces greater volatility, as now, the picture becomes more nuanced. While skills gaps and shortages clearly do still exist, they do so alongside underemployment for parts of the workforce.  
While there is a downturn in PSB commissioning, some genres and content types – such as HETV – are still experiencing high workforce demand[footnoteRef:29].  [29:  Screen Skills Sizing Up: Workforce Composition and Capacity in the Screen Industries] 

Scripted TV
Screen Skills High-end Television in the UK 2024/25 workforce research (March 2025) identifies notable skills shortages in HETV including: production accountant/payroll accountant; production coordinator; and location manager/supervising location manager. Further, the same research also notes that there have been shortages for roles including production secretary/APOC; art director; and costume designer/buyer. 
In Scotland industry stakeholders identified the following skills shortages in scripted production:
· Production office roles including production managers, line producers, production co-ordinators, accountants, first and second ADs.  
· Technical and craft roles including lighting, gaffers, grips, sound engineers, electricians, set building, costume, hair and make-up (especially for BAME actors), set decoration, plasterers and scenic painters.
· Camera roles - focus pullers and camera operators.
· Newer roles like intimacy co-ordinators, health and safety co-ordinators, sustainability co-ordinators/ managers and training managers. 
Skills in virtual production (and AI) were recognised as important but not yet experiencing significant demand. 
While few offered unprompted comment on sustainability issues, when asked many recognised the importance of the industry working to reduce its environmental impact and identified a clear need for more training and support across the crew base to improve practice and behaviour. This was also seen as an area vulnerable to budget pressure. Similarly, efforts to improve workforce diversity were also considered more difficult with tighter budgets and deadlines. 
Unscripted TV
Unscripted TV is under particular pressure as a result of the commissioning downturn, but  research has identified series producers, development producers, and editors as the most difficult roles to recruit in Scotland.[footnoteRef:30] The same research found that scheduling skills (53%); financial and budgetary skills (47%); and ability to manage and support teams/crew (47%) were in most need of improvement across Scotland’s unscripted TV workforce. [30:  Unscripted TV production in the UK: 2021 skills review (February 2022)] 

These shortages were confirmed by industry stakeholders along with a need to develop skills and knowledge around the use of AI in production. 
Of course, the shift away from commissioning some genres in unscripted TV (including factual and factual entertainment, daytime and children’s TV), and the move towards more high end drama and entertainment formats has important implications for Scotland. On the one hand, there is a need to continue to ensure a supply of skilled workers in the areas experiencing strong demand. That much is clear. There is also a need to work to protect business in declining areas and support diversification and adaptation for production companies and workers alike.     
Enabling workers to move from areas of (relative) decline into areas of higher demand may be one way of helping to retain production staff in Scotland. However, evidence demonstrates a high degree of specialisation amongst the workforce particularly in areas like unscripted TV (85% only ever work in this field) and film (69-70%)[footnoteRef:31].  In the context of growth in certain genres of content, and decline in others, limited workforce mobility may hinder the ability of producers in growth areas to fill roles with appropriately skilled individuals. It may also limit the opportunities available to individuals to sustain a more diverse career path.  [31:  Ibid.] 

Other areas
Post-production and VFX skills are also seen as lacking in Scotland along with broadcast engineers, audio engineers, video engineers, and replay operators for outside broadcast production. 
Finally, it was also noted that Scotland needs to develop more producers, writers, and directors (above the line talent) as a means of also reducing reliance on inward investment projects.  
Recruitment and Training
The consultation confirmed well documented recruitment and training practices, including:
· a clear preference for experience over qualifications – those responsible for hiring crew routinely express no interest in formal qualifications but are instead more concerned to understand applicants’ experience on previous productions. 
· the critical role of Heads of Department (HoDs) (in HETV and film) in crew selection. Larger productions often bring HoDs rather than recruit locally, and these Heads then often bring with them teams that they know and have worked with in the past – again often not local. Scotland has few people working at HoD level on HETV and medium to large budget film. As a result, crew in Scotland may be missing out on some opportunities. 
· training is on the job, with many productions making use of Screen Skills funds or Screen Scotland funded training programmes like ScreenNETs, but there are no formalised standards to assess the quality of this training, nor the skills acquired. It was also reported that some of the larger productions simply write off the skills levy contribution. 
· many identified a need for mid-career training but also noted that those that would benefit most often do not themselves recognise the need. 
· apprenticeships are inherently appealing, but the current model does not work for the screen industry, which is why it has adapted its own models and programmes.  
· not all productions have a training manager, which places more onus on the production office to manage training activity. 
· some production companies have invested significantly in training and long running shows offer unique opportunities to develop effective training programme. The Outlander Training Programme is a frequently quoted example.   
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This section reviews the skills system for screen production in Scotland and draws on data on student numbers in relevant courses (see Appendix 5) and industry feedback (Appendix 6). It shows that:
· There has been relatively consistent provision at both higher education (HE) and further education (FE) levels in screen related courses, although many (but not all) HE courses focus more on theory than practice. 
· The training landscape for screen production in Scotland is well established and fairly comprehensive, albeit with an emphasis on entry level provision, but it remains precarious and reliant on external funding.   
· Screen Scotland has been instrumental in sustaining and expanding skills and training provision but still lacks sufficient internal resource in this area – with no dedicated staff roles focused on skills development. 
· Training in areas relating to sustainability is more limited, but some provision is available via BAFTA Albert and Bectu Vision, and as components in some other courses, particularly at entry level.
Screen Related Education
Higher Education
Provision in areas relating to screen media have been something of a growth area for higher education in recent years. Table 3.1 below identifies enrolments in related HE courses from 2020/21 to 2023/24 and shows an overall increase of 10% with particularly strong growth in media studies and in creative writing.  
Table 3.1: HE student numbers by subject (2020-2021 – 2023-2024)
	
	2020/21
	2021/22
	2022/23
	2023/24
	Change
	% Change

	Media studies
	2,470
	2,810
	3,015
	2,930
	460
	19%

	Cinematics and photography
	1,505
	1,475
	1,515
	1,545
	40
	3%

	Drama
	1,370
	1,370
	1,195
	1,220
	-150
	-11%

	Creative writing
	920
	1,010
	1,125
	1,170
	250
	27%

	Total
	6,265
	6,665
	6,850
	6,865
	600
	10%


Source: HESA
Of course, not all of these courses will be directly relevant to screen production, although, within the broader media studies category, there was around 1,625 enrolments in Film, TV and Screen Production courses in 2023/24. This is shown in Table 3.2, below. 


Table 3.2: HE student enrolment by subject of study (Scotland) – 2023-2024
	Subject
	Undergraduate
	Postgraduate Taught
	Postgraduate Research
	Total

	Cinematics
	460
	15
	10
	485

	Audio technology
	320
	5
	
	325

	Film studies
	280
	20
	15
	315

	Film production
	125
	40
	
	165

	Digital media
	135
	
	
	135

	Television production
	55
	
	
	55

	Media production
	40
	15
	
	55

	Film and sound recording
	25
	5
	
	30

	Scriptwriting
	
	20
	
	20

	Cinematography
	20
	
	
	20

	Television studies
	0
	10
	
	10

	Broadcast Engineering
	
	5
	
	5

	Film directing
	0
	5
	
	5

	Total
	1,460
	140
	25
	1,625


Source: HESA
What is immediately striking is the relatively low numbers in what might be considered more practical production focussed disciplines (for example, television production, film production and cinematography) compared to more general courses like film studies and cinematics.  
That is not to say that there is no relevant provision, and some key courses are shown in Table 3.3 over (there is overlap here with performing arts). Industry stakeholders drew particular attention to courses at the University of Stirling (unscripted TV), Edinburgh Napier University (film and TV courses), the University of the West of Scotland (broadcast production) and the Royal Conservatoire of Scotland (production courses). 


Table 3.3: Production related courses by institution
	University
	Production Courses

	Royal Conservatoire of Scotland[footnoteRef:32]  [32:  The Royal Conservatoire of Scotland also has extensive production facilities including workshops for set construction, scenic painting, wardrobe, props and design. ] 

	· BA Production Arts and Design
· BA Production Technology and Management
· MA/MFA Production (Design and Management)

	University of Stirling
	· BA Film and Media

	University of the West of Scotland
	· BA Broadcast Production: TV, Radio & Podcast Production
· BA Filmmaking & Screen Writing
· BA Music (Sound Production)

	Queen Margaret University
	· BA Theatre and Film

	Edinburgh Napier University
	· BA Television (advanced entry)
· BA Film

	University of Glasgow
	· BA Film & Television Studies

	University of Highlands and Islands
	· BA Drama and Production 
· BA Sound Production
· HND Technical Theatre and Production Arts


Further Education
While identifying industry relevant courses is made difficult by broad categorisations in the datasets, we estimate that there were slightly over 5,000 students in screen production related courses in FE in 2023/24. This appears to have increased around the time of the pandemic but has more recently fallen back to 2018/19 levels (see Table 3.4, over). 


Table 3.4: Number of enrolments by cultural production superclass grouping, (2018-2019 – 2023-2024)
	
	2018-19
	2019-20
	2020-21
	2021-22
	2022-23
	2023-24
	Change
	% Change

	Communication/Media
	                 865 
	            1,135 
	              895 
	            1,310 
	            1,060 
	          1,185 
	             320 
	37%

	Moving Image/ Photography/ Media Production
	            4,250 
	            5,435 
	          4,480 
	            4,925 
	            4,685 
	          3,960 
	-290 
	-7%

	Total
	            5,115 
	            6,570 
	          5,375 
	            6,235 
	            5,745 
	          5,145 
	               30 
	1%


Source: Scottish Funding Council (2025)
Industry stakeholders offered less comment on college courses, but there was mention of the provision at City of Glasgow College, Forth Valley College and Edinburgh College. 
For both HE and FE graduate destination data is of limited value as it does not specifically identify where graduates go on to work (i.e. in which industry). However, feedback from industry indicated that while there is a high representation of graduates in the industry, qualifications are rarely, if ever, a consideration in hiring (or promotion).  
“I have no interest in someone’s degree or other academic qualifications. I only want to know about their experience – what have they done and what have they worked on?” (Line Producer)
In fact, few consider the formal education system to be an effective part of the skills pipeline for the sector. University courses are generally perceived to be of limited value in preparing students for work in the screen industries, particularly those that focus more on theory than practice.  
Industry Training
The landscape for industry training in the screen sector is complex and diffuse and includes specific provision that is externally funded and delivered (mainly funded by Screen Scotland) as well as funding provided to industry itself to support training activity. It is also the case that many of the production companies that took part in the research also run their own internal training for staff as well as making use of external provision (e.g. TRC Media).
Screen Scotland
Since its inception, but particularly in the last few years, Screen Scotland has emerged as the lead organisation in Scotland for skills development for the screen sector. It supports, develops and delivers a range of talent development programmes, including programmes to develop writing and directing talent, short film programmes and support for independent micro-businesses and SMEs. 
It also provides funding support (including BFI Skills Cluster funding) for many of the training programmes highlighted below, including ScreenNETS, TRC Media and Bectu Vision’s training courses for freelancers (see Section 3.3.5 below). Training is also a requirement for production funding and Screen Scotland has directly supported production based training including the Outlander Training Programme and the Good Omens Training Programme. 
Since 2021, Screen Scotland has supported more than 300 training projects with a total investment value of £20.6 million. While monitoring data on trainee numbers is only gathered for a couple of the funds, it shows that Screen Scotland has supported over 1,500 trainees through their investment. 
Table 3.5: Screen Scotland Training Investments (2021 to 2025)
	
	Number of awards
	Total amount awarded
	Average award
	Number of trainees
	Base of no. of trainees
	Average no. of trainees

	Production Growth Fund
	24
	£9,945,000
	£414,375
	141
	16
	8.8

	Post Production Growth Fund
	10
	£325,210
	£32,521
	*
	*
	*

	Skills Targeted
	88
	£9,563,352
	£108,674
	1,368
	62
	22.1

	Professional Development Fund
	182
	£353,510
	£1,942
	*
	*
	*

	Other
	7
	£441,362
	£63,052
	*
	*
	*

	Total
	311
	£20,628,434
	£66,329
	1,509
	78
	19.3


Source: Screen Scotland. * denotes trainee data not captured. 
Importantly, Screen Scotland is uniquely placed to lead the skills agenda for Scotland’s screen sector given its end-to-end involvement with the development and inward investment attraction of productions. No other organisation in Scotland has this overview. However, Screen Scotland has limited internal resources to support this work, and no Head of Skills (or equivalent) position focused on skills development.  
Despite this, the range of programmes and training initiatives that the organisation has supported is comprehensive and all received praise from industry stakeholders on the basis that they provide practical, industry relevant training at different levels of the workforce (from new entrants to mid-senior roles).  It is clear that Screen Scotland has significantly expanded the training available to the production sector, and in so doing has helped support an expanding volume and range of production activity. 
This is particularly important in light of the changing landscape for skills policy in Scotland and the reduced role that this has meant for Skills Development Scotland. 
UK Funding
At the UK level Screen Skills and the British Film Institute (BFI) are each involved in supporting skills and training for the sector.  
ScreenSkills is the industry-led skills body for the UK's screen-based creative industries - animation, film, games, television including children's TV and high-end drama, VFX and immersive technology. Its work involves:
· identifying skills gaps – current and future – across the screen industries and the UK to provide an evidence base for investment in skills and training.
· providing careers information.
· mapping and quality-marking professional pathways to improve entry-level diversity and work readiness.
· supporting development of professional careers including through mentoring and bursaries.
ScreenSkills manages several industry-led skills investment funds that support skills development within the screen sector which are financed by contributions from UK productions of all scales and budgets (via a voluntary Skills Levy). Funds include the Film Skills Fund, the High-end TV Skills Fund, Children’s TV Skills Fund, Animation Skills Fund and the Unscripted TV Skills Fund. 
Training programmes are shaped by the Funds’ council members, comprising experienced industry professionals, who identify areas of skills shortage, and where there is scope for development. 
Views on the Skills Funds are quite mixed within the industry. While many value the support and have used Screen Skills money to fund training on productions, others questioned the extent to which the model allows for skills needs to be identified locally rather than nationally at a UK level. There has also been a strong focus, at least historically, on entry level training and less on in-work training to upskill existing crew. There was also some suggestion that Scotland may not benefit as much as it might from Screen Skills funding, although this is disputed by Screen Skills. 
The BFI’s 2022 Skills Review[footnoteRef:33] described a workforce under enormous pressure to cope with ever increasing levels of production and identified skills shortages at all levels of the UK production workforce. This evidence base then informed a series of recommendations including the subsequent development of the Skills Cluster Programme.  [33:  BFI Skills Review 2022, BFI, 2022] 

The Skills Cluster Programme itself is based on two main principles, namely that:
· specific skills needs are best identified and addressed at a regional rather than national level.  
· industry needs to work in partnership with local education and training providers and other screen organisations to develop appropriate mechanisms to address skills challenges. 
The BFI has provided funding to seven clusters across the UK (including Screen Scotland, which delivers the BFI’s Skills Cluster for Scotland) to enable each to work with local industry, education and training providers, and other screen organisations across the UK, to coordinate bespoke skills and training in their area. The overall scale of this funding is quite modest when viewed on an annual basis although the recent Creative Industries Sector Plan makes provision for an increase in the BFI Skills Cluster budget. 
Industry Training in Scotland
Key training programmes and organisations supported by Screen Scotland include:   
· ScreenNETS - a long running, on-the-job training programme, focusing on new entrants and recently entered practitioners. The programme recruits from across Scotland for technical, production and design roles in scripted TV and film and works closely with productions to identify opportunities to match trainees with training positions on live productions. It is hosted by Edinburgh Napier University and funded by Screen Scotland and the National Lottery. However, the future of ScreenNETS is uncertain, raising questions about where and how provision is best delivered.   
· BECTU Vision provides a range of courses for professionals within the screen and wider production sector in Scotland. It supports freelance crew and programmes include:
· BECTU Producer Development programme (2024-2025) which provided a variety of training opportunities to support producer development, including internships, taster placement and bespoke training. 
· BECTU Skills Boosts support existing crew looking to upskill in their department including electricians, grips, script editors, script supervisors and production teams and those outwith the sector, including makeup artists and marine specialists to transfer their skills to the Film and TV Industry.  
· BECTU New Entrants Base provides a free point of contact for individuals in the early stages of their film and TV careers and for the organisations that employ them.
· BECTU Vision short courses support the training needs of freelance Film and TV practitioners in Scotland, with a focus on scripted production.
· The Outlander Training Programme was set up to provide an opportunity for new entrants to work on the largest long running production in Scotland. The Outlander Training Programme was supported by Screen Scotland and the Screen Skills HETV Skills Fund. The programme ran across eight successive series and trained a total of 170 people across a variety of roles between 2014 and 2023 through intensive ‘on the job’ training.  
· TRC Media is a training organisation specialising in the broadcast and digital sectors. Although based in Glasgow, TRC operates across the UK and delivers a highly regarded programme of training in targeted areas of industry need such as researchers, line producers, series producers, developing returning formats and internationalisation. 
· Good Omens Training Programme provided Scottish-based talent an opportunity to gain experience on a large-scale HETV production. A total of 18 trainees were recruited and positions included production, camera, costume, assistant director and grip. Funded by Amazon Studios and Screen Scotland.
· Film City Futures offers industry focussed programmes for the screen sector in Scotland ranging from the engagement of new and emerging talent, to personal and business development. Projects include JumpCut, a talent development initiative for 16-25 year olds; FOCUS, a business development initiative for screen businesses in Scotland; and Short Circuit, a film talent initiative supporting emerging writers, directors and producers in Scotland. 
National Film and TV School (NFTS) Scotland 
Based within the BBC Scotland building in Glasgow, National Film and TV School Scotland (NFTS Scotland) runs short, certificate, and diploma courses, and receives just under 50% of its funding from Screen Scotland. With a growing portfolio of over 60 courses and online sessions, spanning creative, craft and technical skill areas in development, production, and post-production, NFTS Scotland is committed to the development of the local industry by offering a range of bespoke courses designed to develop the creative talent and expertise of graduates and people already working in Scotland’s screen sector.
Sustainability and BAFTA Albert
It is worth also noting the role of BAFTA Albert in providing training in sustainable practice for screen industries across the UK. BAFTA Albert is the most prominent body addressing environmental sustainability within the UK’s screen industry. Founded in 2011 within the BBC, Albert aims to support the screen sector in reducing their environmental impact and produce content sustainably. 
Albert is a significant resource, and provides production and editorial companies with the advice, tools and necessary steps for creating sustainable productions. This includes:
· Production tools (including a carbon calculator, domestic flight tracker, and Carbon Action Plan).
· Sustainable suppliers list (ranging from accommodation and hotels to set/material recycling facilities). 
· A Studio Standard, research and Industry communications.
· Training. 
As of 2014, Albert has also provided certification to productions which meet Albert’s criteria, deeming them environmentally sustainable productions. 
The Albert Academy provides access to a large range of training courses and workshops on sustainability for different genres and departments within the crew workforce. 
Training on sustainability is also provided in Scotland by Bectu Vision, which led initial work to develop a Screen Sustainability Hub to support the sector to reduce its carbon emissions.  This has since been taken forward by Culture for Climate Scotland (formerly Creative Carbon Scotland). 
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Skills Needs
As noted, the research took place during a relative downturn in production activity in comparison to the immediate post-pandemic period and the subsequent increase in 2024/25, so overall skills demand was somewhat low, particularly in unscripted production
However, there is evidence of skills gaps that have emerged as a result of people being promoted to soon during busy periods and shortages in multiple areas when demand increases with concurrent productions.   
The skills shortages vary across scripted and unscripted production with the former including production office and technical and craft roles as well as specific areas such as sustainability, health and safety, intimacy co-ordinators and training managers. Skills issues in unscripted focussed more on producers and series producers, editors and development roles. In both, there was evidence of a need for skills in newer areas like virtual production and AI, even if demand in these areas remains low for now.  
Post-production and VFX skills are seen as lacking in Scotland along with broadcast engineers, audio engineers, video engineers, replay operators for outside broadcast production. 
While there is ongoing need to support pathways into the industry with good entry level training, there is growing demand for training at mid-career levels to enable progression and address skills gaps. There is also a need to develop more HoDs in Scotland that can work on larger scripted productions (film and HETV). Incoming productions often bring their own HoDs who then in turn bring in their own teams, limiting opportunities for local crew. However, this means a sufficient pipeline of work of a certain standard and quality to retain such people in Scotland.   
The interaction between skills demand, labour supply and the market is complex and dynamic. It is not the case that simply increasing the scale and quality of the workforce will lead to more production activity in Scotland. In fact, it is more likely to be the other way around, and a sustainable pipeline of production will drive the development of the workforce. Indeed, a sustainable pipeline of productions of sufficient scale and quality is essential to developing and retaining the workforce. 
 It is also not the case that an under-employed workforce in unscripted production can easily transfer into growth areas in scripted production, at least not without sufficient training. These are quite different market segments with different requirements and skills profiles.
Current Provision
The landscape for training in Scotland is well developed and established, and Screen Scotland has played a central role in sustaining and expanding that provision. Training for screen production is generally well regarded, and long running, practically focussed programmes are particularly valued, providing a consistent and industry focussed model. 
The training sector is also considered to be well networked and collegiate, with the Screen Training Alliance perceived to be an effective forum for co-ordination. 
The formal education sector, in particular HE, is more widely criticised for provision that does not align to industry requirements. Specifically, many spoke of the perceived proliferation of media studies courses which are often seen as promoting the false notion that graduates can enter the industry and proceed to producer level roles without the need for years of on the job experience. There are, of course, exceptions and some HE courses, including the Royal Conservatoire, Napier University Screen Academy, University of the West of Scotland (editing) and Stirling University (factual TV production) did receive praise from the sector. 
FE is viewed in a slightly more positive light and is perceived to have a more practical focus on craft and technical skills in particular. 
However, as reported above, the industry places little weight on formal qualifications, instead preferring on the job training.  
In terms of funding, there is a high level of awareness of Screen Skills but it is often seen as being based on a national (UK) level analysis of skills needs and as a result, can be less connected to local industry circumstances. The model is also considered inherently short- term and based on immediate demand rather than a more strategic view of the long-term needs of the sector. 
Screen Scotland is seen as a strategic supporter of skills and training for the sector but lacks internal staff resources to dedicated to this area. The training requirements attached to key funding schemes (for example, Screen Scotland’s Production Growth and Broadcast Content funds) is an important mechanism for both promoting work-based training and incentivising its delivery and funding support for training providers and programmes is also widely welcomed. 
While training providers all maintain close links to industry (and indeed work directly with productions and production companies) there are still issues with targeting training support. In particular, estimating the scale of industry demand in any particular area or role is problematic for a number of reasons, including that:
· there is no detailed data on the breakdown of the workforce in Scotland. This is a significant gap. 
· industry volatility means that demand is uneven and ‘lumpy’, which creates short-term pressures and shortages, in turn directing training effort to these needs.  When many productions are running concurrently these pressures can be acute although it is difficult to know how to manage this scheduling more efficiently. 
· there is limited visibility of the future pipeline of productions. There are understandable commercial reasons for broadcasters, streamers and screen agencies not wishing to provide details of the production pipeline, but the lack of wider visibility constrains the ability of the training sector to plan over a longer time horizon. 
Finally, during the early period of the research, BBC Scotland announced that it would be cancelling the long running soap River City, raising concerns across the sector about what is widely considered an important training ground. 
In its place, the broadcaster has announced a new drama strategy, but many still feel that the loss of River City will mean far less opportunities for newer entrants to ‘cut their teeth’ in a relatively low risk environment and with the considerable support of the national broadcaster.  
Future Demand
To some extent the sector is looking for more of the same in terms of skills and training. Certainly, there is a clear demand for more funding into the system not least as training will continue to come under pressure as production budgets get tighter. There is also demand for funding and provision that is based on local need (Scotland) rather than directed from the UK level. 
More partnership with broadcasters and streamers is also considered essential and examples like Channel 4’s Accelerate programme, which is doubling the broadcaster’s training investment to £10 million, is a welcome step in this direction.  
Many noted the need for training managers on productions (something that Screen Scotland has been supporting) and there was support for paid apprenticeships, internships, and traineeships, some of which already exists. A solution that could unlock apprenticeship funding for the sector would also be widely welcomed.   
There was also a call for greater certainty of funding for key training provision (including ScreenNETS) such that the pressures of annual budgets can be at least mitigated, and a longer-term planning horizon supported. 
There was also some recognition of the need to professionalise the industry’s approach to training and career progression with some suggesting consistent occupational standards and job descriptions for crew roles. Screen Skills has done some initial work in these areas (including for newer roles such as Sustainability Co-ordinators and Managers), and this provides a useful starting point. 
Better workforce mapping data would also help with identifying the likely scale of demand in particular roles and some called for better tracking of trainees’ post training to develop a better understanding of career paths and the value of the training provision. 
There was also clear demand for more training and mentoring for mid-career professionals to address the skills gap issues that have consistently come up in industry research, including in the current study. That is not to say that there is no further need for entry level training but rather than the balance has maybe shifted too far in that direction at the expense of workforce development. 
Training bursaries and flexible delivery times and methods continue to be seen as ways of encouraging freelancers to take up training opportunities. However, a more formalised career structure with consistent occupational standards identifying the skills requirements for different roles and grades could have a greater impact in this respect. 
Reflecting the shifts in commissioning practice discussed earlier some noted the need to support the transfer of workers from unscripted to scripted production to address areas of higher future demand. This is not straightforward, and many felt that the two broad genre categories were so qualitatively different that skills, at least in most areas, would not easily translate. A more flexible workforce should not mean a more generalist workforce. 
In relation to sustainability, the need is twofold. First there is a need for training for specific roles like Sustainability Co-ordinators and Sustainability Manager (noting that there is some provision in these areas). Secondly, there is also a need for training across the whole crew base to raise awareness and understanding and support a shift towards more sustainable practice in all areas of production.    
Finally, workforce diversity continues to be a long term industry wide project and, in Scotland, there is a particular need to address the socioeconomic diversity of the workforce. The BFI Diversity Standards and broadcaster commitments have helped, but further work is needed to address barriers to wider participation in the industry. The new film and media school curriculum developed and piloted by Screen Scotland is a significant and positive step in the right direction as this will increase awareness and understanding of the sector amongst young people and their parents/guardians. This now needs to be supported by accessible pathways into the industry and there is concern in some quarters that tough market conditions could lead to reduced focus on this issue.   
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Years of sustained growth in screen production in Scotland have led to considerable expansion of the workforce and the infrastructure supporting the sector. However, the more volatile pattern that has emerged has significant implications for skills demand and for training provision. 
1. Prioritise areas of future growth: Despite current market disruption, future growth remains likely, and this will continue to drive demand for skilled labour. As much of this is likely to be in HETV, then this should be a priority area, and the evidence suggests that skills shortages here include various production office roles, craft and technical roles in construction and the art department, and newer functions in areas like sustainability, and intimacy. Alongside the anticipated growth in HETV production on projects of scale, the growth in content production for direct-to-consumer platforms such as YouTube is potentially an opportunity by Scotland-based production companies, and individual content creators.   
1. Increase training for mid-senior level roles: While much of the existing provision has historically focussed on entry level training, there is a clear demand for training in mid-senior roles too so this should also feature in future planning. This may be a particular issue in unscripted genres (where there is a need for producers, editors and series producers) but is also a requirement across the scripted crew base.    
1. Continue to provide practical entry level training: Entry level training should continue and the practical, on the job models of ScreenNETS, the Outlander Training Programme and Amazon’s Good Omens Training demonstrate how this should be done. 
1. Training for flexibility: If the shift away from PSB commissioning in factual, factual entertainment and daytime genres is to continue then some thought should be given as to how to develop a more flexible workforce that can work across scripted and unscripted genres, and across broadcast and direct-to-consumer platforms such as YouTube. This is not straightforward as many roles are specific and scripted has larger overall demand (due to the need for larger crews). Training may be part of the solution (indeed some providers have already looked at this). A similar opportunity exists with screen and live performance (see Section 6). 
The evidence also suggests a number of strategic and planning issues that should be addressed. 
16. Improve labour market information: There is no detailed mapping available of the current workforce in screen production (or live performance). The closest would be the Screen Scotland Economic Value work which provides data on the overall scale of the production workforce or, more recently, the Ampere/Screen Skills mapping work from which we can calculate broad estimates of the scale of the workforce (with a range of approximately 25%) and even broader estimates of how the workforce might be broken down by department but not by roles. This is a significant gap and a barrier to more effective skills planning.
17. Skills Funding: Skills planning and delivery is best delivered at regional rather than national (UK) level, and there is an argument for greater devolution of available resources to the appropriate geographic level (as with the BFI Skills Clusters). Screen Scotland would be the obvious agency to take the lead for skills development for the screen sector in Scotland and should make a case to UK agencies (including the BFI and Screen Skills) for a more devolved skills funding model. 
18. Strategic Lead: The above point suggests a strengthening of Screen Scotland’s leadership role in skills and training. National skills planning and delivery has long been dominated by the National Training Programmes (in particular the apprenticeships family), and these have been consistently shown to be a poor fit with the screen industries. A new approach is required, and Screen Scotland is uniquely and ideally placed, by virtue of its end-to-end engagement as a pre-existing trusted partner with production, to lead the skills agenda for the sector. This will require clear agreement with the developing skills funding and planning system and an increase in the internal Screen Scotland staff resources allocated to skills. The growth in the Scottish screen sector over the last decade has been supported by Screen Scotland, but Screen Scotland’s current structure merits review if that growth trajectory is to be maintained and Screen Scotland’s own strategic aim of £1billion GVA impact for screen within the Scottish economy delivered. This could include a greater role in training delivery. 
19. Delivery Lead: For similar reasons, Screen Scotland may actually be well placed to play a greater role in skills delivery directly through a new “Head of Skills” role which would hold the centre ground on skills and training needs in Scotland. This dedicated role would facilitate better data collection and coordinate activity depending on how the production landscape is looking in any given year. An inhouse position is desirable as information sharing across Screen Scotland departments would be easier to facilitate and Screen Scotland is a trusted partner for the broadcasters, production companies and studios producing the productions of scale that are best equipped to facilitate training. With the future of ScreenNETS uncertain there is a case to be made for bringing this under Screen Scotland’s direct management, which would also afford the training programme better visibility of the future production pipeline.    
20. Screen Training Alliance: The organisations within the Screen Training Alliance play a vital role in skills and training across the screen sector but require greater funding certainty and consistency. This should be considered as part of a shift towards a skills planning model for the sector with Screen Scotland as the lead through the newly created Head of Skills role. With further collaboration between members of the Screen Training Alliance, there is an opportunity for the organisations to benefit from shared resources, such as back office support, marketing and dedicated training and office facilities. 
21. Work to Develop Flexible Apprenticeships: As noted above, the existing apprenticeships models are not well suited to the sector and are rarely used. The UK Creative Industries Action Plan promises action on this issue in England and Scotland should likewise seek a solution such that these programmes can better support the growth the screen sector.  
22. Engage with Formal Education: there is a clear disconnect between HE and FE and the screen production sector. There are exceptions, as noted, but for the most part formal education is not considered a significant part of the skills pipeline for the sector. There is work to do to engage with the education sector to align provision more closely with industry needs, recognising that tertiary education is also subject to different policy drivers and pressures. 
23. Professionalise the Landscape: The sector still operates in many respects on an informal basis – recruitment and training are two examples. Occupational standards, and the work that Screen Skills and the BFI have done on these, is useful and can help inform professional benchmarks against which to assess the usefulness of training and the skills of applicants. Screen Scotland should engage with UK partners on this work to ensure that the needs and interests of the sector in Scotland are taken into account.  
24. Address Climate Change: Reducing the emissions generated by the production sector is a complex task requiring effort on multiple fronts, but skills and training certainly has a role to play. This includes developing the skills needed in key roles (e.g. Sustainability Co-ordinators and Managers) and enabling existing roles to work more sustainably (e.g. energy generation, waste management) and developing a whole crew responsibility for sustainable working. Screen Scotland may have opportunities to incentivise this through their funding arrangements as part of the duty on public bodies to address climate change.
25. Increase Diversity: Throughout all the skills and training effort and the areas highlighted above there is the need to remain mindful of the ongoing challenges of diversity in the screen workforce. Creating opportunities for less represented groups to engage with the sector must remain a priority, particularly in relation to ethnicity and socioeconomic status.   
26. Improve Working Conditions: Despite recent progress, it is clear that there are still issues with working conditions in the sector and these are impacting on workforce retention. The work of Pact and Bectu has certainly helped but there is more to do to improve general working conditions across the industry.  
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This section examines the skills issues facing live performance in Scotland and draws both on existing published research and data alongside input from consultees across the sector. 
Precarious Freelance Careers: In theatre and the performing arts, years of funding pressure have reduced the volume and scale of productions, limiting freelance opportunities. There is evidence of some out migration both to screen during the pandemic and out of the sector altogether. Freelance labour is widely used along with casual staff, often on zero hours contracts. Working hours can be long and unsociable, and pay is generally lower than many other industries. Career paths are poorly defined and the number of full-time senior positions in the sector in Scotland are limited. 
Key skills shortages include Stage managers and stage hands; Production managers; Lighting designers and sound mixers; Set construction (carpenters, scenic painters, electricians); and Scenic flying. There is also a limited pool of people in Scotland in key technical and specialist roles and some organisations have to look further afield when recruiting. 
Practical Training: Live performance shares with screen a preference for experience and on the job training, and there is a similar lack of qualifications structure. There is support for some HE and FE courses, but formal education is not the only pathway. Apprenticeships do exist and are sometimes used but they are considered expensive. 
Informality: If screen displays an informality and lack of consistent structure, then this is even more so in live performance. Beyond some specific legal requirements such as health and safety and electrical safety, there are few recognised standards or qualifications. 
Finance: Finance is a barrier for many as training is considered expensive, particularly if it has to be sourced outside Scotland. There is interest in apprenticeships, and these are used in the sector, but are often seen as costly in terms both of money and time.
The overall picture is of a fragmented and underdeveloped skills and training landscape, and there is a strategic gap in leadership for skills development in the cultural sector. This is currently not (explicitly) within the remit of Creative Scotland. Priorities for the future might include: 
· Detailed information on the live performance workforce is a significant gap and would help in scaling potential demand for skills in the future. 
· A skills strategy for the live performance sector – this came mainly from the theatre community but could extend to live events.
· Collaborative approaches to training in areas of shared interest – for example, the production hub idea for producing theatres is worth further consideration (and indeed could extend to set construction for screen production too given that this is one area of workforce overlap). 
· Mechanisms to ensure a continued pipeline of new entrants into the sector with clearer pathways for career development and progression.
· More funding for training, including but not limited to apprenticeship models and in-work training for the existing workforce to upskill and address skills gaps and shortages. This might also include bursaries for freelancers to support training costs.
· Work to raise the profile of performance and the performing arts within the mainstream school curriculum. 
· Specific training to support more sustainable working across the sector, with reference to the pioneering work in live events and the framework provided by the Theatre Green Book.
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A Mixed Economy
The live performance segment is less easily defined (than screen) but includes a focus on theatre (including drama, dance, and comedy, etc.) and live events (which could include festivals, larger scale live music, even broadcast sporting events, etc.). This is a mixed economy in which parts of the sector are highly commercial while others rely to a greater extent on public subsidy. For more detail see Appendix 2. 
According to economic data from Scottish Government, the sector has shown steady growth since 2015 with turnover up 56% and GVA up 105%. The pandemic caused a significant dip in 2020, but recovery followed. Since 2018 employment in the sector has increased by 58% (up to 2023), despite a major drop from 2019–2021.
Figure 4.1: Live performance sector, turnover and GVA (2015 to 2022)

Source: Scottish Government, Industry Statistics Database
Looking at theatre, in 2019 the UK theatre ecosystem (theatre venues and production companies) supported a total of 134,694 direct workers (40,322 employed and 94,372 self-employed/ freelancers). The sector then lost 77% of its turnover (£1.495 billion) in 2020 (versus 2019) as a result of Covid-19 pandemic.  It did see a strong recovery by 2021, increasing by £500.1 million (114.6%), although this still remained 52% below 2019 levels[footnoteRef:34].  [34:  Economic Impact of UK Theatres, UK Theatre and the Society of London Theatres, 20232] 

The second largest number of theatre assets (venues and production companies) are in Scotland, with 223 assets and it was estimated that the theatre sector in Scotland in 2019 had a direct turnover of £189 million, a GVA of £102 million and 12,467 direct workers, of which 3,732 are employees and 8,735 freelancers[footnoteRef:35].  [35:  Ibid] 

However, six of Scotland’s producing theatres posted deficits pre-COVID and reported loss of core audiences. Since then, costs have risen sharply (e.g. utilities, wages) and while the recent multi-year funding increases from Creative Scotland have helped, they have not resolved the structural issues created by long term funding pressures[footnoteRef:36].  [36:  Disappearing Act?, Data Culture Change, 2023] 

These pressures have also contributed to a reported overall reduction in cultural production (although commercial theatres reported good business) and a shift from mainly producing and showing own work to a business model more based on co-production and touring shows. This trend is driven by financial constraints and the need to share resources and was reported to have led to a reduction in in-house production capacity with implications for the production workforce. 
The live music sector (including festivals) has continued to show strong recovery post-Covid with UK revenues reaching £6.1 billion in 2023 (10.2% in Scotland)[footnoteRef:37].   [37:  UK Live Music 2023, LIVE, 2024.] 

However, much of the growth in the sector has been driven by large concerts and major tours. Grassroots venues and festivals are under pressure and an estimated 76 venues closed in 2023 as a result of inflation and cost of living impacts as well as audience behaviour. 
Evidence also suggests that there has been a shift towards freelance and casual staff. Of the 229,683 workers in the UK in 2023, 49,357 (21.5%) were permanent and the remaining 180,287 (78.5%) were freelance or casual[footnoteRef:38]. If we assume a share of employment in line with revenue share then these figures in Scotland would be: 22,517 workers in total, of which 4,840 are permanent and 17,675 freelance/ casual.   [38:  Ibid] 

Future Outlook
Overall, the sector’s view is that some growth will continue but mainly at the higher ends of the market. This will create demand for skills, but many of the larger touring shows will bring their own production teams. Venues will maintain some production staff but the use of freelance and casual workers will continue and quite possibly expand even if at the expense of permanent positions (as already seen in music).  In theatre, the trend towards fewer, smaller, and more co-produced shows may be slowed by the recent increases in funding into the sector, but how long this will be sustained remains uncertain. While the mood in the sector is certainly more optimistic than it was before the funding increases, concerns about the longer-term future are still evident. 
In addition:
· advances in technology will continue to change and reshape the sector - both in terms of enhancing audience experience as well as creating opportunities for more specialist skills and roles. 
· the shift to more co-production of theatre work is widely expected to continue, in particular for those looking to produce work of scale. Cooperation and collaboration will be required to increase resilience in the sector including increased sharing of resources, ideas, and capabilities.
· cross-discipline adaptability will be increasingly important – interviewees said that the production workforce increasingly needs to be able to handle various aspects of production, including sound, lighting, and stage management.
· embedding sustainability in productions, operations, and buildings will continue to drive sector change, with implications for skills (for example, adapting production skills to incorporate sustainable practices and ways of thinking). 
All of the theatre representatives mentioned The Theatre Green Book[footnoteRef:39] and Green Team or Green Champion roles – which have been positively received and implemented across the sector. However, when budgets are tight, investment in sustainability (and other areas such as equality, diversity, and inclusion) falls down the list of priorities. Other practical constraints for some employers making long-term investments in sustainable practices relates to premises tenure - for example, those who operate in leasehold properties said that their ability to make substantial changes is limited. [39:  A free resource for all theatre-makers, working at all scales. Different levels of certification are available, spanning Preliminary, Basic, Intermediate, and Advanced.] 

· few expect any imminent relief for grassroots music venues without improvement in wider economic conditions and the cost of living. This is an issue for the talent pipeline for production staff and performers alike. 
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This section considers the skills issues facing live performance in Scotland and draws on both the findings of previous research (see Appendix 4) and the insights from the sector consultation (Appendix 7). It highlights a series of skills issues and challenges including:
· Lack of data on the scale and make-up of the live performance workforce. 
· High and growing levels of freelance working despite the challenges of sustaining a viable career in Scotland as well as evidence of zero hours contracts. 
· Limited opportunities to work on very high-end productions and few permanent positions at the senior levels of production.
· Financial pressures and reducing levels of production activity affecting work opportunities in performing arts and grassroots music. 
· Workforce retention is a growing challenge (including the pandemic period migration to screen).
· Skills shortages including stage managers, production managers, light and sound technicians, scenic flying and wardrobe and costume. 
Workforce Dynamics
Similar to screen production, the live performance workforce has a large proportion of freelancers, with the same issues of precarity and income insecurity, particularly when the market is more volatile. Industry stakeholders reported a period of change in the workforce for live performance. Key developments include:
· some migration of technical and production staff into screen production during the pandemic to take advantage of the earlier return to work. These freelancers then benefited from higher salaries in the screen sector and, often, better working conditions and practices, as well as opportunities to work on productions of scale outside of Scotland. Some have since stayed in screen production, while others continue to work in both fields. This is confirmed by existing research[footnoteRef:40].  [40:  Data Culture Change. Disappearing Act?; UK Theatre, SOLT. SOLT & UK Theatre Skills Shortages Research The Stage. Exodus of technical workers to screen industry continues, theatres warn] 

· some workers left the sector altogether during the pandemic with a view to achieving better work-life balance, greater flexibility, better conditions, and similar pay. This highlights long-standing challenges with long working hours and weekend working, in particular for touring shows and events. Some reported that this exodus has particularly affected technical and production roles such as scenic artists, lighting, sound, and stage carpentry. 
· overall reduction in the volume and scale of production activity has reduced workforce demand and fewer full time positions are available. In fact, companies (including theatres) have smaller complements of full time production staff and at the more senior level (for example, Head of Production) there are only a handful of full time permanent positions in Scotland (for example, with the national performing arts companies). 
· reduction in in-house production capacity has promoted some outsourcing of set building to companies in England (although one Scottish company has provided this support for a company down south). Few theatres still maintain in-house production facilities (for example, workshops). 
· volatile demand means employment gaps for freelance workers creating instability, challenges in maintaining a steady income, and affecting their ability to have a sustainable career. This precarity leads some to leave the sector. 
Retention is a challenge particularly in relation to the ability of the sector to compete with wages in other sectors. Combined with unsocial hours and sometimes difficult working conditions, it can be a challenge to retain freelance and casual staff. While there is clear evidence of support for Fair Work principles across the sector, this can be difficult for organisations operating on thin margins. Many make use of zero hours contracts. 
Similar to screen production, SOLT & UK Theatre Skills Shortages Research[footnoteRef:41] found that there were higher rates of rapid promotion during the pandemic to ensure positions were filled. This resulted in mid-level and junior staff shortages, and a lack of experience and knowledge gaps for those who were promoted prematurely. [41:  SOLT. SOLT & UK Theatre Skills Shortages Research] 

Diversity and inclusion is also highlighted as a challenge within the live performance sector. Primarily, there are considered a lack of resources and skills to best support and appeal to a diverse workforce. The SOLT & UK Theatre Skills Shortages Research concludes that diversity and inclusion is mixed within the theatre sector, with inclusivity in terms of neurodiversity and sexual orientation but a lack of diversity in terms of ethnicity and disability. Further, a lack of representation of those with caring responsibilities working within the sector is identified in the UK Theatre and SOLT Workforce Review of UK Offstage Theatre and Performing Arts Sector (June 2017). In Scotland, work by SDS noted under representation of ethnic minorities in the wider creative and cultural industries workforce[footnoteRef:42].  [42:  Modern Apprenticeship Framework, Creative and Cultural Skills SCQF Level 6, Creative and Cultural Skills/ SDS, July 20-24] 

Skills Shortages
[bookmark: _Hlk199914012]The Bectu Skills Shortages in Theatre (December 2022) research found that skills shortages are prominent – with 60% of survey respondents noting that skills shortages had gotten ‘much worse’ between 2019 and 2022. Strikingly, a vast majority of respondents (96%) knew one, or more, individuals who had left the theatre industry due to unsatisfactory conditions (including poor work-life balance and unsociable hours) and low rates of pay. 
SOLT & UK Theatre Skills Shortages Research (2024) highlights that there are significant skills shortages across most technical roles, particularly for sound and lighting technicians, carpentry, and wigs, hair, and make-up (WHAM) positions. Similar to screen, performance is said to face challenges filling mid-level roles, where specialist skills are required. Within theatre, there is also a shortage of freelancers with skills such as specialist costume making.
Again, like screen, spikes in production activity can mean shortages of skilled workers, and competition for skilled crew. The best quality people are said to be usually already in work and organisations tend not to recruit staff without the right experience. This can be a particular issue for those working on large and complex productions. 
In performing arts for example, there is not a sufficient pipeline of large complex productions (such as those at Edinburgh International Festival) to sustain a full time freelance labour pool with this experience.   
Experienced and specialist technical production crew can also be ‘poached’ between productions and some employers have had to bring production staff from elsewhere in the UK or from other sectors (for example, rigging expertise from the oil and gas sector in Scotland).
The industry consultation identified a number of skills issues facing the sector: 
· the small pool of skilled workers often leads to competition among organisations - some employers struggle to offer competitive wages which affects their ability to attract and retain talent. 
· some organisations have long-standing relationships with the freelancer community which can make assembling teams for productions easier - that is, some may have a core, loyal, trusted, and returning technical crew who want to work with the organisation due to its reputation, workplace culture, and/or the range and quality of production opportunities it can provide.
· people who live in the central belt can easily work anywhere across the wider region, while organisations based in rural or more mixed geographies can find it more difficult to attract and retain experienced production staff and crew. 
In terms of more specific shortages and roles that can be difficult to fill, the following were identified:
· roles such as stage manager (also called show rep, artist rep, stage-hand, etc) can be difficult to fill. Some reported that these roles used to be filled by students as a ‘foot in the door’ and to get experience but as a paid role applicants now need prior experience. Also, more co-production means fewer stage management roles available. 
· not enough people appear to be interested in becoming Production Managers.
· Lighting Designers and Sound Mixers will often now come with a preferred Production Manager because they work well together, and organisations have to pay much more as these have become more specialist with the advance of technology. Interviewees reported a need to train and build up the next pipeline of people with specialist technical skills.
· some interviewees reported a loss in Scotland of scenery making/building skills/capacity, contributing to skills shortages.
· there are issues in some places with the workforce ageing and a need to train the next generation.
Other roles which are considered hard to fill include:
· scenic flying – as it is typically difficult to gain experience in this skill.
· cutters in wardrobe and costume departments – as there are only a few skilled individuals available in Scotland.
· touring roles – during COVID-19 people got used to being in one place and some then re-evaluated their needs to achieve a better work-life balance. 
Further, interviewees noted that the skills and experience required to move between a small-scale venue/production and mid-scale venue/production is significant – and that additional training and support is needed to help people make that transition successfully. 
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This section reviews the skills system for screen production in Scotland and draws on data on student numbers in relevant courses (see Appendix 5) and industry feedback (Appendix 5). It shows that:
· There is industry concern about the perceived diminution of performing arts education in schools
· While HE student numbers are broadly steady, there has been a sharp decline in FE students in relevant disciplines. Much (but not all) of this provision is considered peripherally relevant by the industry which has a preference for practical courses and on the job training. 
· Production training for live performance is patchy and uncoordinated in Scotland, and organisations often either provide their own or look further afield. 
Education
School education
The widely held view in the sector is that the quality and quantity of performing arts or expressive arts education has declined in some schools in Scotland. This has reduced access to opportunities for children and young people to participate in expressive arts and their exposure to technical and production skills. The result is that few consider off-stage creative and technical roles as a potential career. 
Those who help pupils make educational and post school career decisions (for example, parents and carers, teachers, careers advisors) are thought to: 
· undervalue performing or expressive arts subjects.
· lack awareness of the range of off-stage job roles and careers opportunities.
· think that it may be difficult for their children to have a stable and sustainable career in the arts.
School visits (to the theatre) have also declined and tend to focus on the on-stage performance with little time spent by pupils looking around the theatre or having an opportunity to learn about the range of off-stage creative and technical job roles.
As a result of these issues, the feeling across the sector is that school children have less awareness of the variety of opportunities in live performance and less opportunity to develop their interests and skills. 
Higher Education
Table 4.1, over, summarises enrolments in 2023/24 in higher education (HE) for subjects relating to live performance. 
In examining the uptake of HE courses that may be relevant to the live performance sector we have adopted a broad definition which will include courses that are more focussed on performance or theory than practical production. This is true of both Music and Drama courses, which are the two most popular subjects. Indeed, the subject areas that focus on the more practical aspects of production (e.g. theatrical wardrobe design, theatre production, stage design and technical theatre studies) attract relatively small numbers of students. The exception here would be event management although that will undoubtedly extend beyond live performance into areas like corporate events and similar.   
Table 4.1: HE student enrolments by subject of study (Scotland) – 2023-2024
	Subject
	Undergraduate
	Postgraduate Taught
	Postgraduate Research
	Total

	Music
	985
	125
	50
	 1,160 

	Drama
	445
	30
	20
	 495 

	Event management
	365
	10
	
	 375 

	Music technology
	320
	5
	
	 325 

	Acting
	285
	25
	
	 310 

	Performing arts
	160
	
	
	 160 

	Musical theatre
	225
	
	
	 225 

	Theatre studies
	155
	5
	10
	 170 

	Dance
	130
	5
	
	 135 

	Theatrical wardrobe design
	60
	
	
	 60 

	Applied music and musicianship
	35
	
	
	 35 

	Music production
	20
	5
	
	 25 

	Music and arts management
	20
	110
	
	 130 

	Popular music performance
	10
	
	
	 10 

	Theatre production
	10
	
	
	 10 

	Stage design
	10
	5
	
	 15 

	Contemporary dance
	10
	
	
	 10 

	Directing for theatre
	5
	
	
	 5 

	Technical theatre studies
	25
	
	
	 25 

	Stage management
	5
	
	
	 5 

	Community theatre
	5
	
	
	 5 

	Total
	 3,285 
	 325 
	 80 
	 3,690 


Note: It should be noted that some HECoS codes have not been included in the table as there is no provision under the code in Scotland. Source: HESA (2025) 
Table 4.2 provides data on student numbers over time, although this dataset uses a less detailed classification system than Table 4.1, hence the difference in totals. It shows that student numbers have been relatively static overall but with a sharp decline in drama and an increase in non-specific performing arts.  
Table 4.2: HE student numbers by subject (2020-2021 – 2023-2024)
	Subject Group
	2020/21
	2021/22
	2022/23
	2023/24
	Change
	% Change

	Music
	2,380
	2,305
	2,380
	2,450
	-150
	-6%

	Drama
	1,370
	1,370
	1,195
	1,220
	-150
	-11%

	Performing arts (non-specific)
	30
	30
	210
	160
	130
	433%

	Dance
	65
	65
	70
	60
	-5
	-8%

	Total
	3,845
	3,770
	3,855
	3,890
	45
	1%


Source: HESA
Performing arts provision at Royal Conservatoire of Scotland and Queen Margaret University were identified by the sector as generally producing good quality graduates. The reinstatement of the Stage Management course at Queen Margaret University was also welcomed, as some felt that its closure had left a gap in provision.
Further Education
The definition of live performance related subjects in FE is based on a different classification system to that used for HE and as such is slightly different in its coverage. Analysis of Scottish Funding Council data uses a definition based on FE course ‘superclasses’ and superclass grouping. 
In 2023-2024, there were 4,185 enrolments in live performance related courses in FE in Scotland, a reduction of 21% since 2018/19.  While there was a recovery post-pandemic, there has been a sharp reduction in the number of enrolments compared to 2022-2023. There have been particularly sharp falls in the number of enrolments in performing arts and theatre production courses but very strong growth in music technology/ production.  
Table 4.3: Number of FE enrolments by cultural production superclass grouping, (2018-2019 to 2023-2024)
	
	2018-19
	2019-20
	2020-21
	2021-22
	2022-23
	2023-24
	Change
	% Change

	Dance
	                 885 
	                 790 
	              465 
	                 680 
	                 615 
	              590 
	- 295 
	-33%

	Music Performance/ Playing
	            1,180 
	                 975 
	              720 
	                 815 
	                 935 
	              890 
	- 290 
	-25%

	Music Studies
	                 215 
	                 405 
	              350 
	                 470 
	                 550 
	              365 
	             150 
	70%

	Music Technology/ Production
	                   30 
	                 410 
	              800 
	                 750 
	                 605 
	              485 
	             455 
	1,517%

	Performing Arts
	            1,375 
	                 900 
	              880 
	            1,105 
	            1,440 
	              905 
	- 470 
	-34%

	Theatre and Dramatic Arts
	                 965 
	                 850 
	              930 
	            1,220 
	            1,130 
	              760 
	- 205 
	-21%

	Theatre Production
	                 615 
	                 175 
	              195 
	                 375 
	                 385 
	              190 
	- 425 
	-69%

	Total
	            5,265 
	            4,505 
	          4,340 
	            5,415 
	            5,660 
	          4,185 
	- 1,080 
	-21%


Source: Scottish Funding Council (2025)
Concerns were raised by the sector in relation to FE course provision in the performing arts. Technical music, theatre, and drama courses are reported to have declined significantly (or stopped altogether) reflecting pressures on college budgets and fewer people choosing these courses. Many also feel that the quality of provision can be variable, although Edinburgh College and Perth College were specifically mentioned for costume design and sound design for live events, respectively.
It is also worth noting that the Scottish Institute of Theatre, Dance, Film and Television (Livingston), which provided degrees ranging from bachelor's to masters in fields including theatre acting, film and television, dance, and performance, closed in May 2025 and is subject to liquidation. Interviewees also mentioned the loss of the Scottish Drama Training Network some years ago.
Overall, the sector’s views on the quality of tertiary education courses was mixed, and while some interviewees feel that course content has been updated and refreshed others consider provision to be more piecemeal and that outdated equipment, and curricula can hamper effective skills development. Many also feel that FE and HE courses can unintentionally give students an unrealistic impression of working in the industry.
This is evidence of support for stronger connections between educational institutions and industry such that educational institutions can be more aligned to industry needs. This also implies a need for more practical content in courses, including placements and live project work. 
Many also feel that the qualifications individuals gain in FE and HE do not always provide students with the skills required to work in the sector. Graduates are considered to lack practical and real experience of working in the sector – raising questions around how prepared graduates are for off-stage creative and technical job roles.
While professional qualifications are considered important, there are a lack of recognised qualifications and accreditation for technical and production skills in the sector, making it difficult for workers to transfer their skills to other industries and for employers to assess the capabilities of applicants. 
Also, while professional qualifications are valued, experience is again critical along with softer skills and attributes like team working, communication and adaptability. Time on the job and on-the-job training and mentoring support is considered vitally important in addition to courses and formal qualifications.
This is supported by UK Music which notes that skills development is often informal, skills are often picked up through shadowing professionals within the sector and gaining work experience and practical training. Formal, accredited training is less likely to be available or provide the experience needed to work effectively within the sector.[footnoteRef:43] [43:  This is Music 2024, UK Music, 2024] 

Training
While there is some training available to the sector (for example from organisations like the Federation of Scottish Theatre, Federation of Entertainment Unions and Bectu), provision in Scotland is generally held to be limited and uncoordinated.  Indeed, it is worth noting that Creative Scotland does not have a direct skills remit similar to that of Screen Scotland.  
At the same time, the need for, and importance of training and CPD is widely recognised in the sector, and much (but not all) of the training for specific roles happens informally on-the-job, allowing individuals to develop their skills and experience in a real world environment. External training where needed is sometimes but not always available or accessible and some have had to use training provision outside Scotland. 
Time can also constrain the ability of technical production staff/crew and freelancers to undertake workforce development. 
While technical staff are reportedly keen to learn, shows need to move quickly, and they often do not get the time to experiment and learn with new stage lighting and sound desks. As a result, opportunities for upskilling can be limited. 
The role of organisations like the FST (among others) is considered important in providing training opportunities, along with funding mechanisms suitable for freelancers who need to undertake short-term training courses. However, the availability of suitable training in Scotland is fully transparent and some organisations have sought to provide and/or develop training to address specific skills issues and needs. A few examples include:
· Capital Theatres has created a training suite where any theatre technician in Edinburgh can book themselves in to work with lighting decks, etc. While formal training is considered vitally important – so is providing the time, space and opportunity for technical production staff/crew and freelancers to use equipment sufficiently that they become proficient.
· Capital Theatres has helped to create a Scenic Flying Technical Theatre Apprenticeship in partnership with Edinburgh College to address an identified gap in the skills required for the operation of a traditional theatrical rigging system, which lifts scenery to-and-from the stage. They are also exploring how to develop another technical apprentice to fill an identified gap in Audio Development and Sign Language – and is looking for an academic partner to support this to happen. 
· larger organisations have developed training schemes, for example Scottish Opera and the Royal Lyceum have a Deputy Production Manager training programme, and Scottish Ballet’s MMus (Piano for Dance) degree, accredited by the Royal Conservatoire of Scotland, offers a unique mix of professional tutelage and practical application.
· organisations like Ambassador Theatre Group also have internal training provision and make use of external providers in areas like health and safety certification and others have used paid internships and apprentices. 
Again, there is disappointment about BBC Scotland’s recent cancellation of River City and the impact of this on screen as well as live performance. It had a large training programme at its core and provided job opportunities and career pathways for Scottish talent both on and off screen, including crew and production staff.  
Apprenticeships 
Apprenticeships are one of the major skills interventions in the Scottish economy and there is some provision relating to the theatre sector via two Modern Apprenticeship frameworks: 
· Creative and Cultural at SCQF Level 6
· Creative and Cultural at SCQF Level 7
[bookmark: _Hlk203657825][bookmark: _Hlk203657909]Within these frameworks, there is the potential for apprentices to achieve either a Diploma in Cultural Venue Operations (SCQF Level 6) or Diploma in Technical Theatre & Production Operations (SCQF Level 7). Some in the sector reported using apprentices but funding remains a barrier (this was also identified in the consultation on these frameworks). 
Sustainability
Finally, there is growing demand for skills in areas relating to sustainability from sustainability planning to skills in working with temporary energy sources (especially for live events).  The Theatre Green Book, as noted earlier, is widely recognised but the skills required to implement fully sustainable practices are still required and awareness of relevant training opportunities is low.   
The live events sector is arguably leading the way in sustainability. 
In 2021, the band Massive Attack published the results of research commissioned as an open resource for the music industry.  The Roadmap to Super Low Carbon Live Music was produced by the University of Manchester’s Tyndall Centre for Climate Change Research and sets out emissions reduction goals that would make the live music sector compatible with targets in the Paris Agreement.
Following little uptake of the Roadmap by the sector three years later, Massive Attack announced a gig in Bristol, their first in the UK for 5 years, and a climate action accelerator event, entitled ACT 1.5.  The gig built on the research and sought to reimagine how music events could be staged and generate the lowest greenhouse gas emissions for a show of its size.
A month later the band announced Phase 2, Act 1.5 presents, a weekend of live music at Liverpool’s M&S Bank Arena (with IDLES, Massive Attack, Nile Rodgers and Chic) and the news that the host city had been awarded the world first ‘UN Accelerator City’ status for climate action. This accolade was issued as a result of the city’s action to urgently tackle the emissions in two of their growing sectors, major live music events and film and television production.
Building on the methods first trialled in Bristol, Act 1.5 presents tested a range of measures to dramatically reduce the level of emissions and air pollution that would typically be produced at gigs of this scale. The measures included:
· A localised presale period for anyone living in the Liverpool City Region.
· The entire event site was powered entirely by 100% renewable energy.
· Creation of a public transport incentive in partnership with transport providers that aimed to reduce audience travel emissions (where up to 80% of emissions for major live music events are generated).
· A meat free arena.
· 100% zero waste to landfill.
· “Plug & Play” Single Technical set up shared by each act.
· The show ended earlier than standard at 22:00 to allow audiences to use public transport to get home.
This example demonstrates the art of the possible but requires commitment as well as skills in planning and across a range of areas from energy and transport to waste and recycling. While there is certainly awareness across the sector there is a need for more sustainable approaches, practice is arguably still lagging (areas of live music aside). 
[bookmark: _Toc224649584]Discussion
While interviewees recognise that skills interventions and investment in people are vitally important, other issues have implications for attracting and retaining talent in the live performance sector. In particular, the financial pressures in parts of the sector (theatre and grassroots music) continue to constrain production activity and limit employment opportunities. There is also a need to make the sector more attractive, for example, by addressing challenges around pay and working patterns and conditions.
Interviewees consider it critically important that there is strategic, coordinated, and collective sector response (on the supply and demand side) to address the key skills challenges in the sector, and that organisations should work collaboratively to ensure there are clear progression routes, to retain talent in Scotland, to upskill the workforce, and to maintain a skilled workforce.
Further, while there are skills shortages and gaps in the production workforce that this equally applies across other areas of the business, such as corporate roles including HR, finance and fundraising, and marketing. A suggestion is for the development of a sector-wide action plan with targeted resources to address the skills issues in the sector.
Other potential solutions include: 
· raising awareness and visibility in schools (as well as with parents and young people) about off-stage roles as a viable and sustainable career pathway.
· creating clear pathways for training and apprenticeships for long-term career work.
· supporting increased opportunities for on-the-job practical training to support the readiness of new entrants (for example, paid work placements and internships).
· delivering increased industry relevant work-based learning in partnership with schools, colleges, and universities.
· increasing potential and funding for technical apprenticeship opportunities – apprenticeships need to be properly defined and understood and could incorporate placements across bigger, smaller, outdoor venues etc – so apprentices have the opportunity to learn their craft in different settings and artforms and get a wider range of practical on-the-job experience.
· supported, flexible professional development for employees and freelancers at all career stages – including mentoring and coaching.
· a grant funding programme that organisations can apply for but use for freelancers/casual crew to upskill (including mandatory training as this is considered expensive) – a wider suggestion is that this training is linked to some sort of official Creative Scotland ‘Training Passport’. 
· support greater cross collaboration across the theatre sector – as outlined above in relation to placements as well as increased sharing of knowledge, resources, ideas and capabilities.
There is also a proposal which has already been discussed amongst a range of partners, for a shared production workshop for set building. Although initially proposed to share resource and costs relating to set construction across a number of producing theatres, this is a model that may also offer potential for training and could even extend into screen.  
There is also interest in recycling and reuse of unwanted scenery, props and furniture – something that already exists in screen production - as part of an approach to increase the sharing of resources and to support environmental sustainability. 


[bookmark: _Toc224649585]Conclusions and Recommendations
While the research has identified some skills shortages (and gaps) in the live performance sector, it is worth first touching on some wider issues. 
1. Precarious Freelance Careers: In theatre and the performing arts, years of funding pressure have led to a reduction in the volume and scale of productions in Scotland, which limits the overall volume of freelance work opportunities. At the same time, there is evidence of some out migration both to screen during the pandemic and out of the sector altogether, likely as a result of the precarious nature of the work. There is concern about how possible it is to sustain a career in theatre in Scotland given the precarious nature of the work and the limited ability of organisations to offer competitive pay and conditions. 
As with screen, freelance labour is widely used along with casual staff, often on zero hours contracts. Working hours can be long and unsociable, and pay is generally lower than many other industries, including screen production. Career paths are poorly defined and the number of full time senior positions in the sector in Scotland are limited. 
While there is some cross over between performing arts and the live music industry, this is relatively limited (mainly in lighting and sound), and live music has an increasingly uneven market. While the high end of the market continues to show strong growth, pressure at grassroots and amongst smaller festivals continues and will again limit work opportunities.  
2. Key skills shortages include:
· Stage managers and stage hands.
· Production managers.
· Lighting designers and sound mixers.
· Set construction (carpenters, scenic painters, electricians).
· Scenic flying. 
There is also a limited pool of people in Scotland in key technical and specialist roles and some organisations have to look further afield when recruiting. This in large part reflects the availability of suitable work opportunities in Scotland (for example, for larger scale productions). It is also worth noting that while organisations in the central belt can generally access freelance technical and production staff, organisations based elsewhere can often find this more challenging.  
3. Practical Training: The live performance sector shares with screen production its preference for experience and on the job training, and there is a similar lack of qualifications structure. Again, while there is clear support for some HE and FE courses, formal education is not the only pathway. There is also evidence of some concern in the sector that courses often lack practical, work-based learning opportunities. Apprenticeships do exist and are sometimes used but they are considered expensive. 
4. Informality: If screen displays an informality and lack of consistent structure, then this is even more so in live performance. Beyond some specific legal requirements such as health and safety and electrical safety, there are few recognised standards or qualifications. There is also a reported lack of external training opportunities and many organisations instead undertake their own training in house. Some are working in partnership with others to develop and run training courses to address skills gaps and shortages but there is as yet no sense of a collegiate or consistent approach at sector level. The Federation of Scottish Theatre offers some training, but this has been scaled back over the years due to funding pressures. 
5. Finance: Finance is a barrier for many as training is considered expensive, particularly if it has to be sourced outside Scotland. There is interest in apprenticeships, and these are used in the sector, but again these are often seen as costly in terms both of money and time.
The overall picture here is of a fragmented and underdeveloped skills and training landscape. It is also not clear where responsibility lies within the wider skills landscape. SDS had worked to develop at least some Apprenticeship Frameworks for the sector, but gaps remain and the previous sector skills council, Creative and Cultural Skills, no longer exists. There is therefore a strategic gap in leadership for skills development in the cultural sector, and this is currently not (explicitly) within the remit of Creative Scotland. How, and to what extent, this is picked up by SFC under the new skills agency arrangements remains to be seen.   
Priorities for the future might include: 
6. Detailed information on the live performance workforce is a significant gap and would help in scaling potential demand for skills in the future. 
7. A skills strategy for the live performance sector – this came mainly from the theatre community but could extend to live events.
8. Collaborative approaches to training in areas of shared interest – for example, the production hub idea for producing theatres is worth further consideration (and indeed could extend to set construction for screen production too given that this is one area of workforce overlap). 
9. Mechanisms to ensure a continued pipeline of new entrants into the sector with clearer pathways for career development and progression.
10. More funding for training, including but not limited to apprenticeship models and in-work training for the existing workforce to upskill and address skills gaps and shortages. This might also include bursaries for freelancers to support training costs.
11. Work to raise the profile of performance and the performing arts within the mainstream school curriculum.
12. Specific training to support more sustainable working across the sector, with reference to the pioneering work in live events and the framework provided by the Theatre Green Book. 


[bookmark: _Toc224649586]Overlaps and Common Issues
[bookmark: _Toc224649587]Workforce Overlaps
One of the initial drivers of the current study was the perception of a growing overlap between the workforces in screen production and live performance, and the opportunities that this may present for collaborative action and sharing of resources.  
The study confirmed the findings of previous research that during the pandemic period some workers from performing arts and live events moved into screen production in order to seek work. This is largely considered to be a one-off effect.  
Some found working conditions, hours and pay to be better and have stayed in screen production while others have since returned to performance. Feedback from the performing arts sector was that staff left the industry altogether during the pandemic – some to screen and others elsewhere (perhaps due to some re-evaluation of personal priorities).  This was less widely reported in screen (likely because screen was able to return to production sooner). 
In terms of the extent to which there is ongoing overlap in the workforces, feedback was somewhat uncertain. Many thought it likely that some of the screen production workforce might also work on live events and in the performing arts to fill employment gaps. The areas that it was felt this was most likely are in:
· Costume and hair and make-up.
· Set construction – carpenters, scenic painters.
· Lighting technicians. 
However, many also questioned the genuine extent of the potential for overlap given the different requirements and the preference (in both sectors) for specialist expertise rather than generalist skills. The reality is that most skills and roles are likely not easily transferable between screen and live performance (many are not even transferable within different genres of screen). 
General set building is probably the area most likely to offer some potential. This is clearly under pressure in theatre with fewer theatres able to maintain workshops and a full time production team. There is therefore a rationale for collaboration on this both within the theatre sector and potentially with screen production.  
If we accept that the likely future for screen production is one of greater volatility, then facilitating cross over with the theatre sector could help to sustain the workforce through periods of lower demand.  Over the longer term, this could help to develop a more flexible workforce with the necessary skills and experience to work across theatre, live events and screen. 
Cross sector collaboration also offers opportunities for shared learning. There are areas in which screen production arguably demands different skill levels (the camera being closer than an audience, for example) and may be further advanced in use of technology (e.g. virtual production). On the other hand, the live sector has led the way in sustainable production including the use of renewable temporary energy sources and transport planning.  
Regardless, the potential for mutual learning and benefit is there, and the most likely overlap seems to be in set building, construction and areas like costume and hair and make-up.  A new training initiative could seek to develop these skills such that they are transferable from the outset i.e. trainees learning and gaining practical skills and experience in both sectors.   
[bookmark: _Toc224649588]Fair Work
Fair Work is a stated policy priority for Scottish Government and for Creative Scotland. However, there is clear evidence that both screen and live performance fall short at times on the aspirations of the policy. While it is true that conditions have been improving, income insecurity is common, workforce development is patchy and both sectors have work to do to improve the diversity of their workforce.   
Scottish Government has directed public bodies to drive the Fair Work agenda but this has not come with additional funding. In both sectors, there is clear support for the Fair Work policy but practice is often constrained by economic circumstances.  Bectu has worked hard with employers to effect change, but without more resources in the system, many of the issues identified in the is study will persist.     
[bookmark: _Toc224649589]Climate Emergency
Although cultural production is a relatively small contributor to global carbon emissions, the sector nonetheless has a responsibility to ensure it makes a clear and meaningful contribution to the net zero targets set out in the Climate Change (Scotland) Act 2009 (subsequently updated). This is no longer an abstract concept. It is the single biggest challenge facing the global community and cultural production has a role to play. 
Throughout the report we have made mention of issues relating to sustainability and the need for relevant skills to enable both screen production and live performance to significantly reduce their climate impact. There is clear evidence of commitment from those in screen and in live performance to reduce their emissions, but there are significant barriers. These include inter alia:
· Ageing infrastructure, in particular buildings, and limited scope for investment to modernise and reduce emissions. 
· Pressure on production budgets undermining investment in sustainability and related skills and job roles. 
· Gaps in knowledge about how to improve and embed sustainable practice. 
· Lack of suitable, practical training in areas relating to sustainability. 
· Additional difficulties of operating in sometimes remote locations across Scotland.
· The need to develop more sustainable supply chains and support services.  
It is also instructive that few of the industry consultees raised issues of sustainability when discussing their skills needs, at least not until prompted. This suggests a disconnect between production skills needs (which are generally focussed on near term demand) and wider issues with sustainability. As noted, awareness of and commitment to the climate change agenda in the sector is generally high, but the connection to skills is not always made. 
This is not to say that there has been little progress. For example, Screen Skills has been working on the development of National Occupational Standards for sustainability roles screen production, including:
· Sustainability Lead/ Manager/ Adviser.
· Sustainability Co-Ordinator.
· Sustainability Assistant/ Trainee. 
Formalising these standards is an important step towards embedding these roles within the production workforce, but this must then be supported with appropriate training (and funding). As noted earlier, when budgets (and time) are under pressure, it is easy to prioritise other areas. 
It is also the case that sustainability is the responsibility of everyone working on productions, and this requires leadership, commitment and some element of training.  
As noted in the preceding section, live performance is arguably leading the way on sustainability with the example of Massive Attack’s Act 1.5 concert and more recently the LIDO festival in London (again battery powered and meat free). We are aware of interest amongst Scottish promoters in these kinds of approaches. 
This raises skills issues in areas like working with temporary renewable energy sources, transport and logistics planning, and waste management as well as the skills to measure, monitor and report on carbon impacts.  
Organisations like Julie’s Bicycle and, in Scotland, Culture for Climate Scotland and Bectu Vision are leading the way in raising awareness and providing the sector with the tools and skills that it needs to contribute to the climate agenda. This is important not least as the evolving legislative environment in Scotland is placing increasing requirements on public agencies (and those that they support) to both account for and reduce their environmental impacts. This is likely to mean that mitigation will become a feature of funding requirements across culture and screen. This will undoubtedly raise skills (and capacity) issues, and there is a need to consider how training provision can both encourage more sustainable working across the whole workforce as well as developing the specific skills that will be needed to reduce the environmental impacts of both sectors.  
This could include:
· More roles with specific and defined responsibilities for sustainability (this again could be an area of potential workforce overlap).
· Training in specific skills that will be required to reduce emissions in areas like energy generation and use, waste management and recycling (circular economy), transport and logistics planning and carbon assessment and reporting.  


[bookmark: _Toc224649590]Concluding Remarks 
Both screen production and live performance in Scotland face complex but different challenges and increasing levels of uncertainty. Financial pressure exists across both, and markets are becoming, at least to an extent, more polarised with widening gaps between the ‘high end’ and the rest. 
These conditions make skills planning challenging but arguably even more important. If Scotland is to continue to compete in an increasingly competitive global screen production market and sustain a vibrant performing arts and music scene then the workforce must have the skills it needs both now and for the future.  
This means making the skills system work as well as possible for these sectors which in turn requires strong leadership and clear vision. This is appropriately the role for Creative Scotland and Screen Scotland.  
 

Turnover	2015	2016	2017	2018	2019	2020	2021	2022	189.8	218	238.1	222.2	245	81	255.9	296.3	GVA	2015	2016	2017	2018	2019	2020	2021	2022	48.2	73.2	64.8	64.099999999999994	78.3	25.5	123.8	108.6	
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