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Note: This report has been prepared for the members of Local 839 and focuses on the
comparisons between three historically male and four historically female crafts represented by
the local:

1. Color Designers — Background Painter
2. Animation Checker — Animation Timer
3. Storyboard Revisionist — Retake Animator

The Executive Summary includes reference to the complete list of crafts included in this
analysis, but for ease of reading, the job evaluation discussion focuses entirely on the members
of Local 839. Please contact the authors if you wish to read the complete report.
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Executive Summary

Gender pay equity is a critical issue facing workers in film and television production. For
decades, female dominated crafts in IATSE such as the costume designers and script supervisors
have argued that they have been unfairly compensated in comparison to male dominated
positions.! While this has been a widely held sentiment among members, this study is one of the
first systematic attempts to test and analyze this claim by comparing a broad range of male and
female dominated crafts in the union.

There are different ways to define and assess wage equity and to understand its causes. This
study uses two separate empirical approaches. First, a job evaluation process was used to
compare distinct crafts to determine whether the positions are “substantially equal” in terms of
overall knowledge, skills, effort, responsibility and working conditions. In this evaluation we
compared 20 historically female dominated crafts with 20 historically male dominated crafts.
The job evaluation tool was developed through a series of focus groups and the questionnaire
was then distributed to members employed under the IATSE’s foundational film and television
agreements members of the 40 represented crafts via email. The results were analyzed using a
detailed, multi-factor, points-based classification method.

The results of the job evaluation overwhelmingly support the claim that there are clear
differences in base pay for jobs that are comparable in terms of an overall measure of the skills,
knowledge, responsibility, and effort involved in completing the work.

Among the following comparisons, we found that the following thirteen pairs of positions were
substantially similar, when viewed as a composite of skills, effort, and responsibility performed
under similar working conditions.

Set decorator - Art Director

Property Sewing Foreperson - Drapery Upholstery Foreperson

Hair Stylist Department Head - Makeup Department Head

Assistant Hair Department Head - Assistant Makeup Department Head
Hair Stylist - Makeup Tech

Costume Designer — TV - Art Director

Art Department Coordinator - Prop Maker Construction Estimator/Buyer (CEB)
Costume Department Coordinator - Prop Maker Construction Estimator/Buyer
(CEB)

9. Costume Supervisor - Art Director

10. Costumer - Property Person

11. Costumer Entry - Grip

XN R

12. Color Designer - Background Painter

! Friedlander, W. (2016). Women in art director, costume groups are still fighting for equity.
https://variety.com/2016/biz/news/art-directorcostumes-groups-gender-inequality-1201905400/; Costume Designers
Ramp Up Demands for Pay and Gender Equity. January 11, 2024. Retrieved February 2, 2024, from
https://variety.com/2024/artisans/news/costume-designers-pay-equity-now-cdga-1235861941/
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https://variety.com/2024/artisans/news/costume-designers-pay-equity-now-cdga-1235861941/

13. Storyboard Revisionist - Retake Animator

Among the following comparisons we found that there were significant differences in the overall
job evaluation score. In all these cases however, the higher score was held by the
female-dominated position with the lower base pay rate:

1. Costumer Designer — Theatrical Art Director
2. Script Supervisor — Editor

In only five cases did we find that there were both significant differences in the total job score
and that the higher score was held by position with the higher base pay rate.

Pattern Fitter - Property Foreman

Assistant Costume Designer — Art Director
Animation Checker - Animation Timer >
Production Coordinator — 1% AD

Assistant Production Coordinator — Key 2™ AD

Nk W=

The second approach employed in this study was a historical analysis of three female dominated
crafts: script supervisors, costume department, and color designers. This allows us to highlight
the specific mechanisms of gender segregation and stereotyping through pay inequities are
developed and sustained.

At their core, the implementation of pay equity initiatives are a question of dignity and
recognition of the full value of the work by both the employer and co-workers. Pay adjustments
resulting from these initiatives can have a significant impact on workers' capacity to provide for
themselves and their families.

% There was a very small sample among Animation Checkers (n=1) and Animation Timers (n=8), results need to be
interpreted with caution.



About this Study

Gender pay disparities are one of the most significant barriers to institutionalizing equity,
diversity and inclusion within organizations and industries. Studies that have examined the
persistence of the gender pay gap have found that even after accounting for individual factors
such as education, work hours, and experience, women are still paid less than men.?

Research has shown that the residual pay gap can be attributed to several factors
includingdiscrimination, the segregation of women into certain, “female dominated”
occupations, and an undervaluing of job factors that are typically associated with
female-dominated jobs.*

For many years, female dominated crafts in IATSE such as the costume designers, script
supervisors and hair stylists have argued that they have been unfairly compensated in comparison
to male dominated positions.” While this has been a widely held sentiment among members, this
study is one of the first systematic attempts to compare a broad range of male and female
dominated crafts in the union.

The request for this study developed following a 2018 pay equity study conducted by Local 871,
which represents script supervisors, production coordinators, assistant production coordinators,
and art department coordinators. That research revealed that members in these predominantly
female crafts were earning hundreds or thousands less per week than comparable male
dominated crafts.® Following from the findings of that study, members at the IATSE Quadrennial
Convention in 2021 passed a resolution on pay equity that called upon the union to engage in
further study of gender wage disparities.’

Addressing the multitude of factors that contribute to gender pay equity requires a creative and
multi-dimensional approach. This study takes a two-pronged approach to understanding this
issue:

1. A point method job evaluation procedure was used to compare a set of 21 crafts.

3 Gunderson, Morley. 2006. Viewpoint: Male-female wage differentials: how can that be? Canadian Journal of

Economics. Vol.39. No. 1, 1-2.

* In this report we use the binary language of woman-man in order to mirror the language found in most descriptions
of industry demographics, while acknowledging that gender-based inequities apply beyond the woman-man binary.
3 Friedlander, W. (2016). Women in art director, costume groups are still fighting for equity.
https://variety.com/2016/biz/news/art-directorcostumes-groups-gender-inequality-1201905400/; Costume Designers
Ramp Up Demands for Pay and Gender Equity. January 11, 2024. Retrieved February 2, 2024, from
https://variety.com/2024/artisans/news/costume-designers-pay-equity-now-cdga-1235861941/; Hewitt, Zoe.
(January 2, 2019). Hollywood Hairstylists Upset About Lower Pay Than Makeup Artists. Variety. Retrieved March 1,
2024, from https://variety.com/2019/artisans/production/hollywood-hairstylists-upset-about-pay-1203096885/

6 Coukos, Pamela, & Mehri, Cyrus. (2018). Script Girls, Secretaries and Stereotypes.: Gender Bias in Pay on Film
and Television Crews. Working Ideal: Prepared for IATSE Local 871. https://www.workingideal.com/reelequity/

7 Full text of the resolution can be found in Appendix D
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2. A historical analysis of three female dominated crafts: script supervisors, costume
department and color designers.

This study adopts a point method job evaluation scheme, engaging in a comparative evaluation
that applies a gender-neutral job evaluation scheme to 42 stage crafts represented by IATSE.
This includes 21 historically female dominated crafts, thought to have been impacted by
gender-based pay discrimination, as well as 21 historically male comparator crafts. The
evaluation scheme used in this comparison aims to operationalize the principle of pay equity by
evaluating jobs based on a set of compensable job factors such as knowledge, skills, effort, and
responsibility.

Understanding Pay Equity

The gender wage gap is one of the most remarkably consistent features of the US economy. In
2022, women typically earned 82 cents for every dollar earned by a man. This gap has moved
very little over the last 20 years. Even after controlling for individual and organizational factors
such as education, experience, seniority, and company size, there remains a residual wage gap
that is often placed around 5%-15%.® This remaining wage gap is generally attributed to
discrimination.

There are two ways in which pay discrimination can occur. The first is when men and women
who are doing the same job and have the same qualifications, receive different pay. This type of
discrimination is relatively easy to prove and is prohibited under the Equal Pay Act of 1963,
which prohibits gender-based wage discrimination between men and women in the same
establishment, “for equal work on jobs, the performance of which requires equal skill, effort and
responsibility, and which are performed under similar working conditions.”

The second type of discrimination, however, is more difficult to prove and redress. It occurs
when men and women, because of historical segregation in the labor market, work in different
jobs, with male-dominated jobs paid more than female-dominated jobs.

Pay equity - sometimes known as “comparable worth” - aims to address this second type of
discrimination. It rests on an assumption that wages are subject to a range of social and
historical distortions and biases. A pay equity approach contends that workers should be paid the
same for, “substantially similar work.” This refers to jobs that are mostly similar in terms of their
skill, effort, responsibility, and working conditions.

¥ Gunderson, M. (2006). Viewpoint: Male-Female Wage Differentials: How Can That Be? The Canadian Journal of
Economics / Revue Canadienne d’Economique, 39(1), 1-21.
% The Equal Pay Act of 1963. US EEOC .https:/www.eeoc.gov/statutes/equal-pay-act-1963
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Equal Pay v Pay Equity

“Equal pay” and “pay equity” are distinct concepts with important differences in their
meaning. 'Equal Pay' specifically means men and women receiving the same pay for
performing the same job within an organization. This is the principle embedded in equal pay
laws. In contrast, ‘pay equity' encompasses a broader scope, striving for fair compensation
across different jobs that have been segregated by gender. It implies that work that is
determined to be comparable in terms of skills, qualifications, effort and responsibilities
should be paid equally. This involves comparing roles predominantly held by women with
different roles typically held by men and evaluating them based on the levels of skills, effort,
and responsibility involved in each.

Job Evaluation Analysis

Job evaluation is generally regarded as the most reliable way to address and combat wage
discrimination.'® Historically, Job Evaluation (JE) has served as an initial step in developing a
framework for the orderly, systematic, and fair management of wages because it creates a
structure whereby you can compare similarities and differences in the content and value of jobs.
Until recently there have been few attempts to apply job evaluation methods and tools to
occupations in the media and entertainment industry. One study from 2022 however, sought to
do just this, successfully applying similar methods to an examination of costume designers and
production designers."'

Point Method of Job Evaluation

While there are several different approaches to JE, this study used the point method. This is the
most common form of job evaluation and is generally considered to be the most reliable.'* This
approach is notable for its objectivity, thorough analysis, ability to compare roles, scalability,
legal robustness, and adaptability.

The point method job evaluation approach offers a pro for breaking jobs down into key elements
or factors. This in turn makes it possible to compare the relative value or worth of different
positions. This method assumes that each factor contributes to the overall job size and is a
component in all jobs being evaluated. Jobs are allocated points on numerical scales under each
factor, based on the degree to which the factor is present. The individual factor scores are then
aggregated to yield a total score, symbolizing the job size.

10 Armstrong, M., Cummins, A., Hastings, S., & Wood, W. (2003). "Job evaluation: A guide to achieving equal pay".
London: Kogan Page.

'Williams, S. E., & Werner, J. M. (2022). An Examination of Similarity between a Costume Designer and a
Production Designer: Job Analysis Goes to Hollywood. Compensation & Benefits Review, 54(4), 127-139.
https://doi.org/10.1177/08863687221077729

12 Ergiin, Eraslan & Atalay, Kumru & Dagdeviren, Metin & Aksakal, Erdem. (2013). Using Fuzzy Wage
Management System in Heavy Industry. Procedia - Social and Behavioral Sciences. 73. 7—13.
10.1016/j.sbspro.2013.02.012.; Xing, L., Li, Y., & Ma, L. (2008). Study on the application of Point Method in job
evaluation. In Proceedings of the 7th Wuhan International Conference on E-Business, China (pp. 2835-2839).
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Information about each job is gathered from the job holders themselves through detailed
interviews and surveys. Since job holders are the ones who are most familiar with the demands
and responsibilities of their roles, they can provide accurate and detailed information about their
job, which is essential for a fair and objective evaluation. Additionally, involving job holders in
the process can help to create a climate of trust in the system. It ensures that their input is
respected and considered, which can lead to greater acceptance of the evaluation results."

The major strength of the point method is its limited subjectivity in comparison to other methods
that focus on internal equity. In addition, because the process is so comprehensive, systematic
and well detailed we can expect it to result in a higher level of acceptability among employees.'*

Selection of Impacted and Comparator Crafts

The impacted and comparator job classifications selected in this comparison were identified by
the locals in 2023. Locals who have long argued members in their craft had experienced wage
suppression in suppressed wages in the collective bargaining agreements as a result of
long-standing gender biases were asked to both provide a description of the position that they
believed had been subject to wage suppression as well as to identify a comparator job
classification. This process identified 21 classifications for study as well as 21 arch comparator
classifications. Appendix A includes the complete list of crafts selected for study.

Job Evaluation Tool (JET)

The evaluation tool used in this study is a modified version of the National Joint Council Scheme
(NJCS). The NJC evaluation scheme was created to comply with UK legislation that requires,
“equal pay for equal work.” This is the equivalent of the 2016 California Pay Act.

The NJCS differs from other types of proprietary job evaluation systems because it is specifically
designed to address gender bias by considering aspects of the work that might be traditionally
devalued in the labor market because of their association with women such as those relating to
caring and nurturing such as interpersonal skills, communication skills, emotional demands, and
responsibility for people.

In addition to specifically aiming to address gender bias, the other benefit of the NJCS system is
that it is designed to be used across a wide range of sectors and levels of hierarchy. The NJCS
itself was developed through an analysis of all local government jobs and was intended to be able
to evaluate positions at the top and bottom of the UK local authority hierarchies. This includes a
wide range of positions that are also found in the private sector, such as lawyers, architects,

3 Armstrong, M., Cummins, A., Hastings, S. (2005). Job Evaluation: A Guide to Achieving Equal Pay. United
Kingdom: Kogan Page.

1 Kilgour, J. G. (2008). Job evaluation revisited: The point factor method. Compensation and Benefits Review,
40(4), 37-46. https://doi.org/10.1177/0886368708320563; Koziol, W., & Mikos, A. (2020). The measurement of
human capital as an alternative method of job evaluation for purposes of remuneration. Central European Journal of
Operations Research, 28(2), 589-599. https://doi.org/10.1007/s10100-019-00629-w
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social workers, electricians, carpenters, plumbers, and truck drivers. As such the NJCS has been
shown to be successfully applied as a tool for gender neutral job evaluation on an economy wide
basis, not just for internal organizational pay comparability. Appendix B provides a description

of the factor included in the NJCS and the point breakdown for each.

California Fair Pay Act (CFPA)

In 2016, California passed some of the strongest equal pay legislation in the country. Prior to
the passage of this legislation, employers in California were subject to the provisions of state
legislation that mirrored the Equal Pay Act, requiring equal payment for “equal work™ in the
same establishment. The new law, however, lowers the bar for gender-based wage claims,
requiring that claimants need only prove that their work was ““substantially similar work when
viewed as a composite of skill, effort, and responsibility.” This change now allows for
comparisons between employees who perform different types of tasks and work in different
establishments.

The other major change as part of this legislation is that the burden of proof for showing that
the work is the same and that equal pay is required is shifted from the employee to the
employer. Now, where the work is deemed "substantially similar" and there is a wage
differential between genders, the employer must demonstrate that the disparity is based on one
or more of the valid factors as laid out by the act, which includes: a seniority system, a merit
system, a system that measures earnings by quantity or quality of production, or a bona fide
factor other than sex. '°

13 Statutory History of Equal Pay Laws in California and the U.S. | California Commission on the Status of Women
and Girls . (n.d.). From
https://women.ca.gov/californiapayequity/additional-tools-resources/statutory-history-of-equal-paw-laws-in-californ
ia-and-the-u-s/
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Environmental Demands

Elfort Working conditions

= Physical

= Mental o

= Emotional Responsibility

= People’s wellbeing
= Supervision

Initiative and

Independence 10.4% = Financial resources
= Physical resources
Skills 16.3% Knowledge
= Mental
= Communication
= Physical

Source: NJC Job evaluation tool

The NJCS questionnaire was modified and adapted through a series of three focus groups that
included members of 12 different crafts. Appendix F provides demographic, craft, and local
information for focus group participants. In addition to several changes that were intended to
adapt the tool to US terminology, several questions in the knowledge and skills section were
revised to better reflect the nature of work in a cultural industry. Moreover, the adaptations were
intended to reflect the fact that research has shown that women’s work in cultural industries is
often feminized and devalued in ways that are less about care and nurturance and more about
feminine forms of consumption, body decoration and display.'® Appendix C contains the
descriptions of each factor and its corresponding point value. The job evaluation tool used to
capture each of these factors can be found in Appendix B.

Data Collection

Members of both impacted and comparator classifications were sent an email at the end of
November asking them to participate in the job evaluation process, by completing a
questionnaire about their job. In total, 4501 surveys were sent to members. The survey
remained open for two weeks and members received follow-up reminding them to complete the
survey. Appendix E includes the number of members in each local who received the survey as
well as the number and percent of respondents. We received a total of 1744 complete surveys,
representing a response rate of approximately 40%.

'6 Mears, Ashley. 2011. Pricing Beauty: The Making of a Fashion Model. Berkeley: University of California Press.
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Analysis

The data obtained in the research were analyzed using SPSS (Statistical Package for Social
Sciences). To assess the data, descriptive statistical methods (numbers, percentages, means,
standard deviations) were utilized. A nonparametric technique, the Mann-Whitney U Test was
then used to compare knowledge, skills, effort, responsibility, working conditions and total score
between each of the 22 impacted and comparator classifications. The Mann- Whitney U test was
appropriate because the data was not normally distributed, requiring the use of a non-parametric
test for comparing the groups. The findings were assessed with 95% confidence interval and 5%
significance level.

The Mann-Whitney U Test

The Mann-Whitney U Test allows us to determine whether there is a statistically significant
difference in the overall job scores between the impacted and comparator positions. This is
done by converting the total scores for all the positions to ranks and then comparing the
rankings of the point values to determine whether there is a statistically significant difference.
The process involves the following steps:

1.Ranking the Data: All of the observations from both the impacted and comparator group are
ranked from smallest to largest. Where there are tied values, it is assigned the average of the
ranks they would have received if they had not been tied.

2. Calculating U for Each Group**: A U statistic is calculated for each group. U is essentially
the sum of the ranks for the observations in one group, minus what would be the sum of ranks
for these observations if the ranks were evenly distributed. The formula for U is:

— p _ il
U=R >

Where R is the sum of the ranks for the group in question, and n is the number of observations
in that group.

3.Determining the Significance: The statistic can then be used to determine whether the
differences between the groups are statistically significant. Where the difference is significant,
we can say the crafts are not similar in terms of skills, knowledge, responsibility and working
conditions

Findings of Job Evaluation

This section reviews the paired comparisons for the impacted and comparator classifications. We
use the base pay rates from the IATSE Basic Agreement in this analysis. While members can
individually negotiate rates that are overscale of the published base rate in the Basic Agreement,
and for Animation, the Local 839 Animation Agreement, these minimum scale rates set the floor
and provide a critical basis for comparison.

12



In each case the comparator craft had the higher minimum scale pay rate. Only in the case of
Animation Timer, however, did the results suggest that the basis of this difference was related to
aspects of the job itself, such as the overall level of knowledge, skills, responsibility and effort.
In the comparison between Color Designer and Background Painter, and Storyboard Revisionist
and Retake Animator, the results of the JET reveal that the positions involve similar levels of
knowledge, skills, effort, responsibility, and working conditions. This suggests that differences in
pay then cannot be related to aspects of the job, but are rather connected to other factors such as
the gender of those who hold the position.

13



Color Designer — Background Painter

Position Description and Tasks

Color Designers and Background Painters are both integral to the animation industry, but their
roles entail distinct responsibilities and skills, which contribute to the visual storytelling of
animation. Color Designers primarily focus on defining the color palettes for all moving design
elements within an animation project. This includes the characters, props, and effects. Their
work is crucial in the pre-production phase, where they establish the visual tone and mood of the
animation through their choice of colors and lighting settings. Since Color Designers must ensure
that the colors chosen to enhance the emotional and narrative aspects of the story, this craft
involves a deep understanding of color theory.

The Color Designer's job is highly detailed and technical, often requiring collaboration with
other departments to ensure consistency and continuity across all visual elements. They must
also be adept at using digital tools to create and adjust colors and lighting within the animation
software. This role is positioned toward the end of the pre-production pipeline, making Color
Designers responsible for final checks and adjustments before the animation assets are passed on
to production. The complexity of their tasks often means they work under tight deadlines,
especially if they are brought in late in the pre-production process.

Background Painters, by contrast, are responsible for creating the static environments in which
the animated action unfolds. Their work begins once the storyboard is approved, and they
translate these preliminary sketches into detailed and immersive backdrops that support the
overall aesthetics of the project. Background Painters must excel in drawing and painting, often
needing to create complex 2D and 3D images that provide a sense of depth and space in the
animation. The craft requires a strong sense of composition and an understanding of how
different elements of the scene interact visually. Background Painters need to consider how
characters will move through the environments they create and ensure that the backgrounds do
not distract from the animation's main action. While they also use digital tools, their work can be
more manually intensive, involving detailed painting and texturing to bring scenes to life.

While both roles involve artistic creation and a strong command of color and design, the focus of
their work differs significantly. Color Designers work on a broader range of elements but in a
more specific context of color application, ensuring harmony and coherence across all moving
parts. Background Painters, meanwhile, delve into the detailed creation of each scene's setting,
focusing more on the artistry of environmental storytelling.

14



Pay Scale Comparison

Chart 3. provides a comparison of the changing base pay rate overtime for Color Designers and
Background Paint. From 2013-14 to 2022-23, the base wage rate for Color Designers increased
from $36.98 to $51.50, reflecting a rise of $14.52, or roughly 39.3%. Background Painters'
wages increased from $43.21 to $56.38 during the same period, a total increase of $13.17, or
about 30.5%.

Despite the substantial growth for both positions, Background Painters consistently earned more
than Color Designers. The larger percentage increase for Color Designers in 2022 came as the
result of member organizing to equalize pay. Even with this increase, Color Design continues to
have lower base rate compensation.

Chart 3. Studic Pay Rate in the Basic Agreement 2013-20223 for Color
designer and background painter (journeyman)
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- =Color Designer - -Background Painter
JET Analysis

Table 1 provides the results of the JET analysis for Color Designers and Background Painters
across several dimensions: Knowledge, Skills, Effort, Responsibility, and Working Conditions,
as part of a job evaluation study. Analyzing these dimensions provides insight into how these
roles are perceived and valued within the animation industry.

The results of the JET reveal that Color Designers face comparable—if not greater—demands in
terms of skill and working conditions, which supports the case for equalizing compensation with

15



that of Background Painters. While recent wage adjustments for Color Designers aim to better
align compensation with the job's value and difficulty, there may still be room for further
adjustments to fully reflect the complexity and demands of their role as indicated by the JET
analysis.

Table 1. Statistical results of comparison between Color Designers and Background Painters
knowledge, skills, effort, responsibility and working conditions
Craft Num. of Mean | U-Mann-Whi Z P
Subjects tney
Knowledge Color Designer 26 10.12 612 -0.556 0.578
Background 51 9.78
Painter
Skills Color Designer 26 21.35 470.5 -2.487 | 0.013*
Background 55 18.98
Painter
Effort Color Designer 26 8.62 743.5 0.296 0.767
Background 55 8.71
Painter
Responsibility Color Designer 25 17.2 728.5 0.863 0.388
Background 52 17.81
Painter
Working Color Designer 26 4.69 827 2.38 0.017*
Conditions Background 56 4.96
Painter
Total JET Score Color Designer 26 61.12 553 -1.746 0.081
Background 56 58.61
Painter
Difference is significant at .05 level*

Knowledge: Both Color Designers and Background Painters possess high levels of specialized
knowledge, with Color Designers slightly ahead with a mean score of 10.12 compared to 9.78 for
Background Painters. This small difference, though not statistically significant (p = 0.578),
suggests that Color Designers might require a slightly more nuanced understanding of color
theory, lighting, and digital tools to effectively manage the aesthetic and emotional impact of
color across various elements of animation.

Skills: A statistically significant difference is observed in the skills category (p = 0.013), where
Color Designers score higher (21.35) than Background Painters (18.98). This difference
highlights the specialized skill set of Color Designers, who must integrate complex color palettes
and ensure visual consistency across characters, props, and effects. In contrast, Background
Painters, while also highly skilled in creating detailed and immersive environments, might not
require the same level of technical precision in color manipulation.

16



Effort: Effort scores between the two roles are nearly identical, with Color Designers at 8.62 and
Background Painters at 8.71. This similarity suggests that both roles demand a comparable level
of physical and mental effort, although the specifics of their tasks may diffe—Color Designers
focusing on color application and consistency across moving assets, and Background Painters on
the extensive creation of static backdrops.

Responsibility: Responsibility scores are also closely matched, with Color Designers at 17.2 and
Background Painters slightly higher at 17.81, though the difference is not statistically significant
(p = 0.388). Both roles carry substantial responsibility in ensuring that their respective outputs
align with the overall artistic vision and production standards. However, the slight edge for
Background Painters could be attributed to their role in setting the foundational visual stage upon
which animations play out.

Working Conditions: There is a significant difference in perceived working conditions, favoring
Background Painters (4.96) over Color Designers (4.69) with a p-value of 0.017. This could
suggest that Color Designers might face more stringent deadlines or a higher-pressure
environment due to their role in finalizing color details before production, which can often
involve rectifying inconsistencies and ensuring alignment with rapidly approaching production
deadlines.

Summary: Overall, the job evaluation study reveals nuanced differences between Color
Designers and Background Painters. While both roles are crucial and demanding, the skills and
working conditions for Color Designers are notably more stringent, reflecting the critical and
detailed nature of their work in the animation pipeline. Conversely, Background Painters, while
also operating under significant demands, might enjoy slightly better working conditions,
perhaps due to the more contained scope of creating background environments as opposed to the
cross-element integration required of Color Designers.

Animation Checker - Animation Timer

Position Description and Tasks

The roles of Animation Checkers and Animation Timers (previously referred to as Sheet Timers)
are both crucial to the production process, although they differ significantly in their scope and
responsibilities. This section will compare and contrast these positions based on their tasks,
training, and overall impact on the animation workflow.

Animation Checkers play a pivotal role in the quality control phase of traditional 2D animation
projects. Their primary responsibility is to review completed shots to ensure they are error-free
and ready for subsequent stages of production such as color styling and ink and paint. This
involves a thorough examination of all digital elements, including the animation itself, effects,
and background paintings. Checkers are tasked with identifying and solving various issues, such
as missing artwork, mechanical adjustments, and continuity errors. For instance, if a character's
bandage appears on the wrong arm in consecutive shots, the checker will coordinate with
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cleanup artists to correct this. They also ensure that line quality and resolution meet the standards
required for large-screen viewing. The ultimate goal of the Animation Checker is to deliver a
near-perfect shot for the next production steps, making sure no errors slip through that could cost
time and money later on.

Animation Timers, on the other hand, are involved in the pre-production phase, working closely
with directors to translate storyboards, dialogues, and animatics into detailed, frame-by-frame
instructions for animators, often located overseas. Their role emerged from the need to manage
outsourced production work, ensuring that overseas studios have clear, precise directions to
execute the animation according to the director's vision. This process involves creating exposure
sheets that dictate the timing of actions, effects, and camera movements for each frame.
Animation Timers must convey their instructions clearly, considering language barriers and the
need for precise communication. They utilize their skills in drawing, creative problem-solving,
and technical analysis to shape the animation performance, much like a composer writes sheet
music for musicians. This position requires a deep understanding of both the creative and
technical aspects of animation, often necessitating prior experience as an animator.

While both Animation Checkers and Animation Timers are essential to the animation production
process, their roles and responsibilities differ significantly. Animation Checkers are primarily
focused on quality control, ensuring that completed shots are free from errors and ready for the
next production stages. Their work is detailed and corrective, addressing issues such as
continuity errors and line quality to deliver a polished final product. Animation Timers, however,
are involved in the pre-production phase, translating creative materials into detailed instructions
for animators. Their role is both technical and creative, requiring a deep understanding of
animation and the ability to communicate complex directions clearly. Animation Timers' work is
proactive, shaping the animation performance before it reaches the animators, often without
direct, ongoing communication. The training and skills required for these positions also differ.
Animation Checkers need a keen eye for detail and a strong understanding of animation
continuity and quality standards. In contrast, Animation Timers typically have a background in
animation and directing, with skills in drawing, creative problem-solving, and technical analysis.
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Pay Scale Comparison

Chart 4 provides a comparison of the base wage rate for Animation Checkers and Animation
Timers between 2014 and 2023has steadily increased. For Animation Checkers, the rate grew
from $36.98 in 2014 to $46.84 in 2023, marking an overall increase of $9.86, or approximately
26.7%. Animation Timers saw their wages rise from $40.61 to $51.43 during the same period, a
total increase of $10.82, or around 26.6%. Notably, Animation Timers consistently earned higher
wages compared to Animation Checkers, with the gap widening slightly over the years.

Chart 4. Studio Pay Rate in the Basic Agreement
2014-2023 for Animation Checker and animation timer
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JET Analysis

Table 2 presents the findings from a JET comparing Animation Checkers and Animation Timers

based on Knowledge, Skills, Effort, Responsibility, and Working Conditions. The evaluation was
conducted with a small sample size with a response from only one Animation Checker and eight

Animation Timer role. Due to this limitation, the results should be interpreted cautiously.

Table 2. Statistical results of comparison between Animation Checkers and Animation Timers
knowledge, skills, effort, responsibility and working conditions
Craft Num. of Subjects Mea | U-Man Z P
n n-Whitn
ey
Knowledge Animation Checker 1 11 6 0.79 | 042
Animation Timer 8 1.2 1 9
5
Skills Animation Checker 1 20 6 0.77 | 0.43
Animation Timer 8 23.1 8 /
3
Effort Animation Checker 1 9 4.5 0.20 | 0.83
Animation Timer 8 8.75 3 9
Responsibilit Animation Checker 1 16 8 1.58 | 0.11
y Animation Timer 8 20.5 3 4
Working Animation Checker 1 5 2 -0.86 | 0.38
Conditlons Animation Timer 8 4.38 6 6
Total JET Animation Checker 1 60 7 1.16 | 0.24
Score Animation Timer 8 67.1 2 5
3
Difference is significant at .05 level*

Knowledge: In terms of knowledge, the mean score for Animation Checkers was 11, while
Animation Timers scored slightly higher at 11.25. However, this difference was not statistically
significant (P = 0.429), indicating that both roles require similar levels of knowledge.

Skills: Regarding skills, Animation Timers had a mean score of 23.13 compared to 20 for
Animation Checkers. Despite Animation Timers scoring higher, this difference was not
statistically significant (P = 0.437). This suggests that both roles require a comparable skill set,
with Animation Timers possibly needing a bit more skill.

Effort: The effort required for both positions was nearly identical, with Animation Checkers
scoring 9 and Animation Timers scoring 8.75. This minor difference was also not statistically
significant (P = 0.839), indicating that the effort exerted in both roles is quite similar.
Responsibility: When it comes to responsibility, Animation Timers scored higher with a mean of
20.5 compared to 16 for Animation Checkers. Although this suggests that Animation Timers
might have more responsibilities, the difference did not reach statistical significance (P = 0.114).
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Working Conditions: For working conditions, Animation Checkers had a mean score of 5,
slightly higher than the 4.38 for Animation Timers. This difference was not statistically
significant (P = 0.386), indicating that both roles operate under similar working conditions.
Total JET Score: Finally, the total Job Evaluation Tool (JET) score, which aggregates all
evaluated factors, was higher for Animation Timers at 67.13 compared to 60 for Animation
Checkers. This overall higher score suggests that the role of Animation Timer may be more
demanding in terms of knowledge, skills, effort, and responsibility. However, this difference was
not statistically significant (P = 0.245).

In conclusion, while the job evaluation indicates that Animation Timers generally score higher
across various dimensions compared to Animation Checkers, particularly in skills and
responsibility, the small sample size and lack of statistically significant differences mean these
findings should be viewed as indicative rather than conclusive. Further research with a larger
sample size is necessary to draw more definitive conclusions.

Storyboard Revisionist - Retake Animator

Position Description and Tasks

Storyboard Revisionists and Retake Animators both play critical roles in the animation
production process. Storyboard Revisionists are primarily responsible for refining and updating
storyboards based on feedback from directors, supervisors, and other stakeholders. Their work
involves finalizing storyboards, adjusting perspectives, and cleaning up rough panels to ensure
clarity and coherence. This includes adding or adjusting acting poses, cleaning up drawings, and
ensuring characters and scenes remain on model. They collaborate closely with directors and
other team members to implement changes and meet deadlines, taking notes from meetings,
addressing director's notes, and sometimes creating new scenes or shots based on verbal or
thumbnail instructions. Additionally, they fix perspective issues, hook up shots, add
backgrounds, and ensure continuity across scenes, often involving scaling backgrounds to
characters, adding incidental characters, and tweaking scenes for final approval.

Once revisions are complete, they prepare the storyboards for shipment to overseas animation
studios, ensuring all necessary details and instructions are included. This role demands a keen
eye for detail, strong drawing skills, and the ability to interpret and implement feedback quickly
and accurately. The work of a Storyboard Revisionist is highly collaborative, requiring constant
communication with directors and other artists.

Retake Animators, on the other hand, focus on the post-production phase, making necessary
adjustments to animation that has been outsourced to other studios. Their tasks include making
technical and artistic fixes to existing animation, such as retiming lip sync, adjusting character
actions, and fixing technical errors, as well as reanimating entire scenes if necessary. They work
with compositing software like Toon Boom Harmony and After Effects to enhance or replace
FX, backgrounds, and other elements, including post-production 2D animation compositing.
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Retake Animators refer to notes provided by supervisors to adjust and improve scenes, which
can involve reanimating parts of a shot, adjusting for new audio, and ensuring all elements sync
correctly. Working as a final checkpoint before an episode goes to air, they ensure that all
animation errors are corrected and any changes due to rewrites or new dialogue are implemented.
The job of a retake animator can be highly variable, with tasks ranging from quick fixes that take
a few minutes to complete reanimations that can take up to a week. This role requires both
artistic and technical proficiency, with an adeptness in using animation and compositing
software, and a strong understanding of animation principles to make precise adjustments and
improvements.

While both roles are essential in the animation production process, they operate at different
stages and require distinct skill sets. Storyboard Revisionists work in the pre-production phase,
refining storyboards and ensuring they meet the director's vision before being sent to animators.
Their work is highly collaborative and detail-oriented, focusing on visual clarity and continuity.
Retake Animators work in the post-production phase, addressing any issues that arise from
outsourced animation. Their work is more technically demanding, requiring proficiency in
animation software and a keen ability to make precise adjustments based on supervisor feedback.
They act as the final quality control, ensuring that the animation meets the required standards
before it is aired.
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Pay Scale Comparison

Chart 5 provide an overview of the base wage rates for Storyboard Revisionists and Retake
Animators between 2014 and 2023. During this period, Storyboard Revisionists experienced an
increase in their base wage rate from $36.98 to $46.84, representing a rise of $9.86 or about
26.7%. Retake Animators saw their wages increase from $43.21 to $54.74 in the same
timeframe, which is an $11.53 increase, or approximately 26.7%. Retake Animators consistently
earned more than Storyboard Revisionists, with the wage gap remaining relatively stable.

Chart 5. Studio Pay Rate in the Basic Agreement 2014-2023
Storyboard Revisionist and retake animator (journeyman)
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JET Analysis

Table 3 provides the results of the JET comparison for Storyboard Revisionists and Retake
Animators based on their skills, knowledge, effort, responsibility, and working conditions. The
findings highlight both the similarities and differences between the two roles within the
animation industry.

Table 3. Statistical results of comparison between Storyboard Revisionists and Retake
Animators knowledge, skills, effort, responsibility and working conditions
Craft Num. of | Mea | U-Man Z P
Subject n n-Whitn
S ey
Knowledge Storyboard Revisionist 25 9.92 210 -3.77 | 0.70
Retake Animator 18 9.72 6
Skills Storyboard Revisionist 27 20.3 188 -1.28 | 0.2
7 1
Retake Animator 18 18.3
3
Effort Storyboard Revisionist 27 9.3 168 -1.80 | 0.07
Retake Animator 18 | 8.17 3 1
Responsibility Storyboard Revisionist 26 16.5 256.5 0.54 | 0.58
8 6 5
Retake Animator 18 16.5
6
Working Conditions Storyboard Revisionist 27 4.52 250 0.21 | 0.82
Retake Animator 18 | 4.56 7 8
Total JET Score Storyboard Revisionist 27 59.5 195 -1.11 | 0.26
6 3 6
Retake Animator 18 56.3
9
Difference is significant at .05 level*

Knowledge: The comparison of knowledge between Storyboard Revisionists and Retake
Animators reveals almost identical mean scores, with Storyboard Revisionists scoring 9.92 and
Retake Animators scoring 9.72. The Mann-Whitney U test yielded a Z-value of -3.77 and a
P-value of 0.706, indicating no significant difference between the two groups. This similarity in
knowledge scores reflects the high level of expertise required in both roles. Storyboard
Revisionists must have a deep understanding of narrative structure, visual storytelling, and the
ability to interpret and implement directors' notes. Retake Animators, on the other hand, need
comprehensive knowledge of animation techniques, compositing, and software tools to make
precise adjustments and improvements to outsourced animation.
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Skills: When it comes to skills, Storyboard Revisionists have a slightly higher mean score
(20.37) compared to Retake Animators (18.33). The Mann-Whitney U test resulted in a Z-value
of -1.281 and a P-value of 0.2, suggesting no significant difference. However, the higher mean
score for Storyboard Revisionists may reflect the broader range of tasks they perform, such as
refining storyboards, ensuring character and scene consistency, and preparing storyboards for
shipment. Retake Animators also require advanced skills in animation software and techniques
but focus more on correcting and enhancing existing animations rather than creating new content
from scratch.

Effort: In terms of effort, Storyboard Revisionists have a mean score of 9.3, while Retake
Animators have a slightly lower mean score of 8.17. The Mann-Whitney U test produced a
Z-value of -1.803 and a P-value of 0.071, indicating a marginal difference that is not statistically
significant. The effort required for both roles is substantial, but the slightly higher score for
Storyboard Revisionists might be attributed to the continuous need for collaboration and iteration
with directors and other team members, as well as the meticulous attention to detail in refining
storyboards.

Responsibility: The responsibility scores are nearly identical for both roles, with Storyboard
Revisionists scoring 16.58 and Retake Animators scoring 16.56. The Mann-Whitney U test gave
a Z-value of 0.546 and a P-value of 0.585, indicating no significant difference. This similarity
suggests that both positions carry a high level of responsibility within the animation production
process. Storyboard Revisionists are responsible for ensuring that storyboards accurately reflect
the director's vision and are ready for animators. Retake Animators, as the final checkpoint
before airing, must ensure that all animation errors are corrected and that the final product meets
quality standards.

Working Conditions: The working conditions for both roles are very similar, with Storyboard
Revisionists scoring 4.52 and Retake Animators scoring 4.56. The Mann-Whitney U test resulted
in a Z-value of 0.217 and a P-value of 0.828, indicating no significant difference. This reflects
that both roles typically work under similar conditions, which may include tight deadlines,
collaboration with team members, and the need to manage and adapt to changing project
requirements.

Total JET Score: The total JET score for Storyboard Revisionists is 59.56, compared to 56.39
for Retake Animators. The Mann-Whitney U test provided a Z-value of -1.113 and a P-value of
0.266, showing no significant difference. This overall comparison suggests that while there are
some variations in specific areas, both roles require a high level of expertise, skill, and effort, and
they share similar responsibilities and working conditions. The results of the JET analysis do not
support the idea that Storyboard Revisionists and Retake Animators should be paid at different
rates. The similarities in knowledge, skills, effort, responsibility, and working conditions suggest
that both positions are equally demanding and essential to the animation production process.
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Historical Analysis

Film Production Industry

When film production began as an industry in the early twentieth century, studios were “loose
and rather chaotic” (Bielby 238), with filming taking place in the homes of producers or other
informal locations and crews that were all hands on set - doing whatever needed to be done. This
was a space where gendering of positions was more difficult because of the necessity of flexible
and adaptable roles. While there were specialized positions, it was also true that labor was done
by those who were available to do it. Between 1915 and 1930 the film production industry
transformed, formalizing into the studio system we are more familiar with today (Hill). The
industry moved from a generalist, informal environment to a structured, gendered hierarchy with
the work taking place in company owned buildings and filming done on official movie sets.

Movies became increasingly popular over this period of time, only encouraged exponentially by
the introduction of sound to film in 1927 (Grainger). Production pushed to keep pace with
cultural consumption, and, in order to do so, employed a popular business management style of
the era, Scientific Management. Scientific Management is known for its prioritization of
efficiency over all else. On the shop floor this meant comparmentalization of job responsibilities,
standardizations of roles and development of specializations. Studios adopted mapped schemas
for this new industry structure, and “the mapping schema showed the interests of efficiency itself
(order, hierarchy, control, standardization) and how it was applied to everything and everyone at
studios" (Hill 31). As a result, the film production industry saw clearer delineation between crafts
and labor responsibilities, which deepened any preexisting gendered divisions between positions.
The growth in popularity of movies and the motion picture industry at large resulted in “the
gendering of its occupations and occupational structure” and morphed filmmaking into a more
“centralized, hierarchical, and masculinized” industry by the 1930s (Bielby 248).

The growing relevance of clerical work worked in partnership with scientific management within
studios to further grow gendered distinctions between positions. During the early decades of the
twentieth century there was an increased demand for clerical labor - recordkeeping and
correspondence - resulting from the heightened bureaucratization among American industry at
large. As such, employers were pressed to find a labor pool that was plentiful and affordable. The
solution was young women. Employers were able to pay young women less than men who had
previously dominated the clerical profession, and the work was seen as ideologically suited for
women due to its boring and menial nature being work in which “qualities of leadership or
independence were totally unnecessary” (Raskin & Roos 12).
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Clerical work increased within the film production industry as well. The demand for
communication between departments grew and the physical space across which departments
communicated also expanded as film production was increasingly taking place in expansive
studios. The shift to a new physical space for filming meant that craft labor was done with more
physical distance between it then previously, making effective communication more important.
Film production studios “created efficiency through increased paperwork, necessitating larger
clerical staffs, the cost of which was controlled by employing low-wage female underlings in
new clerical roles” (Hill 38). As film production scaled up and the studio era established itself,
each separate department had the need for a clerical team who was responsible for facilitating
effective management of the production process, cost accounting, and other necessary
administrative tasks required. The number of female employees in film production dramatically
increased during this time period and “employers cut their wage bills by hiring women and
enforcing turnover through marriage bans” (Reskin & Roos 12).

Production departments began to take shape and as such, internal hierarchies formed to maintain
a high rate of product creation. Within these departments specializations emerged, “as jobs were
separated to simplify and standardize their tasks, just as the departments had been separated”
(Hill 37). As this process took shape, women were pushed into positions defined by cultural
gender norms with social associations of femininity - women s work - such as clerical labor,
domestic crafts, and other non-creative roles. Women were seen as a source of affordable labor
that would not require long term investment or promotion because they were expected to leave
work once they were inevitably married - an assumption clearly rooted in biased gender norms
and cultural sexism. Women workers in the film production industry during this time were
confined by the classic sexist mechanism of the glass ceiling, which “can be attributed to action
taken by employers to prevent women from occupying elite positions” (Bielby 248) and to
secure their access to cheap, disposable labor.

The studio system grew in large part because women did the labor dismissed by their male
counterparts, taking on responsibility for the “routine tasks and unwanted emotion around men’s
creative process” (Hill 164). This woman's work in the film production industry not only held
social associations of feminized labor but often was work done geographically and intellectually
far from the creative process of filming. By defining roles and responsibilities employers were
able to control the kind of work done by what crafts, and ultimately what genders, and control
proximity to creative process through this craft standardization. The process of craft
standardization functioned both to reaffirm culturally existing gender biases and to gatekeep the
creative process of film production from working women. Many crafts within film production
today which are seen as, and occasionally are, female dominated are devalued. The “devaluation
[of these positions] is relevant not only to pay inequality, but also to the lowering of status and
respect given to work and workers, and to diminished feelings of self-worth” (Stokes 48). The
gendering of labor that took place during the infancy of the film industry boom designed the
current day reality of pay inequity and unrealistic labor expectations for many film production
workers.
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This study demonstrates how the historical gendering process has remained relevant to the lived
experiences of workers in the film production industry today. Three craft examples are given in
this historical review - Script Supervisor, Costumer, and Background Painter - to illustrate the
mechanisms of gendering which have taken place in this industry. Each was affected by the
development of studio film production and then further impacted by the emergence of the
International Alliance of Theatrical Stage Employees (IATSE), as the union agreement’s
minimum wage schedules further entrenched gender segregation and bias in the workplace.

Script Supervisor

The Script Supervisors an essential position in maintaining both visual continuity and
communication between departments. This position has a long list of responsibilities, but is
primarily charged with tracking the continuity of filming and keeping the necessary notes in
order to do so. This work was historically integrated with other set positions. Before the studio
era, the responsibilities which now fall under the purview of Script Supervisor’s would instead
be additional responsibilities for other positions, e.g., the makeup artist would track continuity of
the makeup from scene to scene, props for props, etc. With the expansion of the film production
industry and the immergence of clerical work as clearly present in the workplace, “between
roughly 1917 and 1920, the specific production role of script clerk... emerged” (Hill 177).

This position was easily gendered as it involved a high amount of clerical work and record
keeping, both feminized forms of labor. Women who had previously worked in film production
in positions more closely linked to the creative product were siloed into the new position of
Script Supervisor, namely because of its perception as a feminized and clerical role. Denise
Bielby recounts in her work on gender inequality within cultural industries, that “under the
studio system women writers were likely to be assigned to the administrative or support roles
such as reader or script supervision” (242), as opposed to being employed for their skilled craft
of writing. In fact, this craft “became so identified with women that the role was more commonly
referred to as the ‘script girl’” (Hill 108).

Unionization further engrained the gendered association of Script Clerk or Supervisor by
solidifying and regulating the kind of labor done within each craft description. All clerical work
associated with production was effectively pushed onto Script Clerks and other administrative
positions. It may be important to keep in mind when looking back on this period of unionization
and defining of roles, that “devaluation begins with differentiation” (Stokes 21). What was once
potentially hybrid-work and was done by already existing positions now existed in an industry
with formalized and demarcated division of work responsibilities by position. This meant that
Script Clerking became viewed as a primarily clerical role that was lower-status and less
desirable, mostly “on the basis that they were women’s work” (Hill 17). Script Clerks also
suffered from another signature feminization of labor in the film production sector, they were
barred from the creative process. Work of script girls was seen as fundamentally supportive of
the director and not expected to have creative input. It is an unspoken requirement of the work to
remain invisible, and because “aspects of labor deemed feminine tend to be invisible, treated as

28



essential or biological capacities rather than skills learned through education and training...
[they] are attributed less economic and social value” (Stokes 22).

Costume Department

The costume department is responsible for creating and nurturing a narrative through the
medium of costume. Costume design and fabrication requires an immense amount of fabrication
skills and is extremely high stakes - viewers notice when the actor they are watching does not
have character continuity through their presentation, their costume. It is highly detailed work that
relies on expertise in fabrication techniques which are historically feminized due to their tools -
cloth and the needle - such as sewing, embroidery and pattern cutting. Costume creation was low
status work, and had “a low level of creative agency” (Hill) which resulted in the position being
primarily held by women who were seen to have acuity in the domestic skills associated with
costume production. It is a field that must disappear within the final product, and, due to this
invisibility, “frequently means that they are marginalized on the set” as a craft devoted to
“women’s work™ using tools “traditionally ascribed to women’s domestic labor” (Mayer 91).

With the increasing size of production and the newly instituted policies backed by Scientific
Management ideology, the costume department also experienced a physical relocation away from
the center of the creative process of the filming. Costumers create pieces for the production and
dress the actors away from the actual filming, keeping in line with the trend of physically
distancing feminized positions from the creative process. Even though the work is often done
off-set, the costume department has a close relationship with the actors, arguably one of the
centers of creative production. This relationship building requires significant emotional labor,
which is also work commonly disregarded as female in nature or instinctual to female workers.
Because “the relationship between actor and these key craftspeople must be amicable, but also
requires a level of trust for the actor and finesse on the part of the costume designer” (Banks 134)
the stakes of this emotional labor are relatively high. In fact, many workers in the costume
department “describe their work as being part-designer, part-costume historian, and
part-psychologist” (Banks 135).

Work done by costume designers and costumers also suffers from perceptions of gendering
which contribute to its devaluation. Costumes and fashion are seen as trivial, decorative
investments, without real substance or importance. Trivialization is one of the mechanisms of
gendered devaluation described by Allyson Stokes in her research in the fashion industry (20).
Costume design and fashion production are similar in their experience of being trivialized as a
frivolous and superficial pursuit only having to do with female indulgences in appearance and
glamour. In fact, historically, “in the press, female costumers were referred to as studio shoppers:
implying that they were women who lived a life of pleasure and leisure, shopping for a living”
(Banks 138), when in fact the work they perform requires diligence and incredible expertise.
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Color Designer

Just as live film production went through adjustments while growing, animation studios had to
adapt to a massive growth. Demand for labor increased with the rising popularity of animated
films. Women “were hired to defray the high cost of producing animated features by carrying out
the actual production” and although “technically it was work on the finished product... inking
and painting was more akin to a factory job than a crew position” (Hill 81). The ink and paint
departments of most animation studios were commonly referred to as “hen houses” because of
how heavily female the workforce was (Sito 26). Ink and paint department workers were
responsible for adding color, completing lines, and essentially creating the final product as
dictated by the animator. These craftspeople worked directly on the finished product of many
animated films. Women who worked at animation studios, most notoriously Disney, were
“compelled to aspire no higher than coloring, painting, and checking” (Sito 24), all positions that
supported the actual cartoonist who took responsibility for the creative manifestation of the
characters and work. Women are again kept away from the credit for the creative process in film
production, both in live and animated work. Women at Disney received the same rationale in
response to any desire for promotion or career advancement as female craftspeople in other
departments of this time, that they were expected to “quit and get married” so there was a general
“thumbs down on promoting girls” (Hill 81). Instead, they were viewed as a cost cutting labor
source, temporal and expendable.

Workers in these departments performed under extreme conditions. They were often pushed to
meet high production rates and were “monitored for speed and accuracy” in low status positions
which were compensated drastically less than their male counterparts “receiving $18 per week in
1941 compared to some animators’ salaries of $300 per week”(Hill 81). The difference in
compensation fell solidly along gender lines, with the animators being predominantly male and
supporting animation departments heavily employed by females. The work done in the heavily
female dominated departments was considered repetitive and non-creative, following the
rationale of gendering we have seen in the development of other crafts. Women in the animation
department were kept away from the “creative center” of production, given tasks that were
deemed perfunctory and repetitive, and formally kept from any promotion or career growth by
the standardization of individual crafts.
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Appendices

Appendix A — Craft Comparisons

This chart reflects the all of the final comparator pairs used for the above study and analysis.
Minor changes have been made from the original list provided by locals of IATSE. Please see the

above section on Selection of Impacted and Comparator Craft for further explanation.

Craft to Study Comparator Craft
Local |Classification Rate* |Rate Note Local |Classification Rate* [Rate Note
Weekly Weekly Sched

44 $3,365.74 |sched ¢ (EP | 800 $4,352.45 |C (EP Sched

Set Decorator Sched 56) Art Director 56)
Draper

44  |Property Sewing $51.64 44 |Foreperson/Uphol| $55.76

person Foreperson In Footnote 4 strey Foreperson In Footnote 4
Daily Sched )

706 |Hair Stylist Dept. $62.38 |A (EP Sched | 706 |Make-Up Dept. $69.34 |Daily Sched A
Head 01) Head (EP Sched 01)
ASST. HAIR Daily Sched )

706 |STYLIST DEPT. $56.66 |A (EP Sched | 706 |Asst. Make-Up $66.33 |Daily Sched A
HEAD 01) Dept. Head (EP Sched 01)
HAIR STYLIST Daily Sched )

706 $55.02 |A (EP Sched | 706 $62.04 |Daily Sched A

01) Make-Up Tech (EP Sched 01)
Weekly Weekly Sched

892 [costume Designer - | $3:331.08 |sched ¢ (EP | 800 $4,352.45 |C (EP Sched
Theater Sched 56) Art Director 56)

Weekly Weekly Sched

892 |Costume Designer - $3,131.89 |gched © ep | 800 $4,352.45 (C (EP Sched
TV Sched 56) Art Director 56)

Weekly Weekly Sched

892 | assistant Costume $2,577.73 |sched C ep | 800 $4,352.45 |C (EP Sched
Designer Sched 56) Art Director 56)

Daily Sched A

g71 |Art Department $24.50 44 $48.82 Y
Coordinator EP Sched 01 Prop Maker (EP Sched 01)
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Weekly Article

871 |production STN DGA $5,907.00 |13 Basic
Coordinator Negotiated 1st AD Agreement
Weekly Article
871 |assistant Production | $24-50 DGA $3,958.00 |13 Basic
Coordinator EP Sched 01 Key 2nd AD Agreement
USA |Costume Department STN 44 $48.82 Daily Sched A
829  [Coordinator Negotiated Prop Maker (EP Sched 01)
Daily Sched Daily Sched
871 $46.67 | (EP Sched | 700 $68.93 |A-1 (EP Sched
Script Supervisor 01) Editor 01)
Daily Sched Weekly Sched
705 $50.90 [A (EP Sched | 800 $4,352.45 |C (EP Sched
Costume Supervisor 01) Art Director 56)
Daily Sched Weekly Sched
705 $48.38 |a (EP Sched | 44 $3,365.74 |C (EP Sched
Costume Key Person 01) Set Decorator 56)
Daily Sched )
705 $44.52 |A(EP Sched | 44 34569 |Daily Sched A
Costumer 01) Property Person (EP Sched 01)
Daily Sched .
705 |Pattern Maker & $50.00 |A (EP Sched | 44 |Prop Maker $55.76 |Daily Sched A
Fitter 01) Foreman (EP Sched 01)
Daily Sched .
705 |Costumer - Entry $37.55 |A (EP Sched | 80 $47.79 |Daily Sched A
Level 01) Grip (EP Sched 01)
Background
839 Color Designers $50.00 Sched 40 839 Painter $54.74 Hourly
839 |Animation Checker $39.25 |Hourly 839 [Animation Timer $51.43  |Hourly
Storyboard
839 Revisionist $46.84 Hourly 839 Retake Animator $54.74 Hourly

*%*

Unless otherwise noted this is the 1/1/23 rate per the 2022-2023 Paymaster -

reflective of the Basic Agreement negotiated rates

All Keys are eligible to take a Supervisor position
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Appendix B — Job Evaluation Tool

Introduction

This study is being conducted by the University of Massachusetts Amherst Labor Center. The
aim of this study is to identify existing gender pay gaps in substantially similar positions.
These findings will be used by your union to advocate and bargain for equitable pay structures.

You will be asked a series of questions about your job. Your answers should relate to the
requirements of your position and not to your own characteristics.

The questions asked relate to four factors:
o Skills and qualifications
o Effort
o Responsibility
o Work conditions
Your answers should be objective and precise
You should base your answers on your regular tasks
You should try not to overestimate or underestimate the requirements of your position
You should also include any recent changes made to the requirements of your position

Demographics

Local Number: Drop-down list
Classification: Drop-down list
Gender:
Woman
Man
Transgender woman
Transgender man
Non-binary
Genderqueer, Genderfluid
Questioning
Two-Spirit
My gender is not listed
Race:
American Indian or Alaska Native
Asian or Asian American
Black, African American, Black African, or Afro-Caribbean
Hispanic, Latino, Latina, or Latinx
Middle Eastern or Northern African
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Native Hawaiian or other Pacific Islander
White or Caucasian

How old were you on your last birthday?

How long have you worked in your current classification?

Job Description

Task description: Sum up your main duties or responsibilities in one or two sentences maximum.

List the different tasks you perform as part of your duties.

Job Factors
Knowledge
1.1 Does your job require you to apply specialized knowledge or expertise?
Yes[ ] No [ ]
1.1.  Does your job require any formal education or training requirements?
Yes[ ] No[]

1.3 How many years of on-the-job training are needed to perform your role?

Mental Skills

No training required - I was able to perform my role effectively without
on-the-job training.

Less than 1 year - I needed a few days/weeks/months of on-the-job
training to perform effectively.

1-2 year - I needed 1-2 years of on-the-job training to perform effectively.
3-5 years - [ needed 3-5 years of on-the-job training to perform effectively.
More than 5 years - [ needed more than 5 years of on-the-job training to
perform effectively.

Ongoing/Continuous - Training is ongoing and continuous to perform
effectively in my role.

Not Applicable/Unsure

1.2.  Are analytical, problem-solving, and creative skills necessary for your job?
Yes[ ] No[]
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1.3.

Is planning or organizing for the future a part of your job?
Yes[ ] No[]

Interpersonal and Communication Skills

1.4.

L.5.

1.6.

34

Are persuasive skills necessary for your job?

Yes[ ] No[]

Are interpersonal skills necessary for your job?

Yes[ ] No[]

Do you need to produce sensitive reports or letters as part of your job?

Yes[ ] No[]

Do you ever have to give or explain complicated information, instructions or

procedures to other people, either within or external to the project?

3.5

Physical Skills

1.7.

1.8.

1.9.

Yes [ [ No [ ]
Do you have to produce any written information as part of the job?
Yes [ [ No | ]

In your job, how often do you use a keyboard?
Never/Rarely

Sometimes

Often

In your job, how often do you drive as part of your work day?
Never/Rarely

Sometimes

Often

In your job how often do you use hand tools or other equipment (not including
cell phones, computers, or tablets)?

Never/Rarely

Sometimes

Often

Physical Demands

5.1 Do you have to lift or carry items, push or pull items, stand or walk for great
lengths of time, or do you work in constrained positions?
Yes[ | No| |

5.2 Does your job require acts of repetitive motion?
Yes [ [ No | ]
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Mental Demands

6.1 Is mental attention part of your job? (e.g. checking documents for correctness,
processing invoices, creating technical drawings, preparation of reports,
interpretation of complex documents, prolonged attention to crafts requiring
artistic and creative skill and extended, detailed attention to an immediate
physical task)

Yes [ [ No | ]

6.2 Is sensory attention part of your job? (e.g. attention of the senses, eyes, ears,
smell, as in watching, looking, listening, touching, and smelling.)
Yes [ [ No | ]

Emotional Demands

7.1 How often does your work involve contact with people who may cause you
emotional stress or upset? People can include the public, outside vendors or other
employees, but not your immediate work colleagues.

Never

Rarely

Sometimes

Often

Always

Initiatives and Independence

8.1 Do you have authority to make decisions in the design and creative process of
your projects?
Yes [ [ No | ]

8.2 Are your daily activities and duties defined by policies and procedures
established by others or are they done following specific instructions set by
others?

Yes [ ]| No [ ]

8.4 Can you organize your workload and decide priorities within the working
day?
Yes [ [ No | ]

8.6 How would you describe the consequences of errors or mistakes in your job?
Minor (easily correctable with little impact)
Moderate (some impact, but recoverable)
Significant (can affect the final product or team performance)
Major (can have long-term effects or financial implications)
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8.7 How often do you encounter new problems or challenges in your job that
require creative solutions?

Rarely

Sometimes

Often

Always

Responsibility for People — Well Being

9.1 Do you have the primary supervisory role in your department?

[ ] Yes
[ ] No

9.2  Isityour responsibility to personally implement or enforce any statutory
regulations (e.g., OSHA, public health, employment law, etc.) or studio policies?
[ ] Yes
[1No

9.3 How many different job classifications do you supervise? (Check one choice only)

A. None
B. One
C. More than one

9.4 Number of people, on average, under your supervision (Check one only)
A. None
B.1-4
C.5-10
D.11-30
E. More than 30

Responsibility for Financial Resources

10.1 Are you responsible to a supervisory department for the management of a budget?
Yes[ ] No[]

10.2 How would you describe your position’s level of responsibility for financial
resources?

e Limited or no, direct responsibility

e Some responsibility

e Considerable responsibility
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e Major, direct responsibility

Responsibility for Physical and Information Resources

11.1 How would you describe your position’s level of responsibility for information
resources? (e.g. data and records)

e Limited or no, direct responsibility

e Some responsibility

e (Considerable responsibility

e Major, direct responsibility

11.2 How would you describe your position’s level of responsibility for physical
resources? (e.g. equipment, buildings, supplies)

e Limited or no, direct responsibility

e Some responsibility

e (Considerable responsibility

e Major, direct responsibility

Working Conditions

9.5 In what conditions do you typically work?
Comfortable (e.g., office setting, studio, facility)
Occasionally uncomfortable (e.g., outdoor shoots in mild weather)
Often uncomfortable (e.g., outdoor shoots in extreme weather)
Hazardous or extreme conditions
9.6 How would you describe your typical work schedule?
Fixed hours (e.g., 9-5)
Irregular hours but predictable
Irregular and unpredictable hours
Constantly on-call or extreme hours
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Appendix C - NJCS Factors and Point Allocation

Knowledge (15 Points)

This category assesses the level of knowledge required to perform the job effectively. It
considers the depth and breadth of information that someone must understand to perform their
duties. This includes professional knowledge, industry-specific insights, and organizational
understanding. A higher score in this category indicates a job that requires more advanced or
specialized knowledge.

Skills (30 Points)

This category is further divided into three subcategories:

Mental Skills (10 Points): This subcategory evaluates the intellectual or cognitive abilities
required for the job, such as analytical thinking, problem-solving, and decision-making skills.
Interpersonal Skills (10 Points): This focuses on the ability to interact effectively with others.
It includes communication skills, teamwork, and the capacity to manage and resolve conflicts.
Physical Skills (10 Points): This assesses the level of physical dexterity, coordination, and
agility required. Jobs that demand high levels of manual skill, precision, or physical coordination
score higher in this area.

Effort (5 Points)

Effort is divided into three types:

Physical Effort (2 Points): This measures the physical exertion required, including strength,
stamina, and endurance.

Mental Effort (2 Points): This evaluates the concentration, attention, and mental strain
associated with the job.

Emotional Effort (1 Points): This aspect considers the emotional labor involved in a job, such
as dealing with stressful situations or the need for empathy in service roles.

Responsibility (42 Points)

This category is crucial and is broken down as follows:

Initiatives & Independence (15 Points): This measures the level of autonomy and the ability to
take initiative in the role. Jobs that require more decision-making and independent action score
higher.

Responsibility for People (14 Points): This assesses the responsibility for managing, leading, or
caring for others.

Responsibility for Financial Resources (6 Points): This looks at the level of financial
accountability, including budgeting, spending, and financial planning.

Responsibility for Physical Resources (6 Points): This evaluates the responsibility for physical
assets, equipment, or products.

Job Conditions (8 Points)

This category assesses the working conditions associated with the job, including environmental
factors, hazards, and the physical and mental stressors of the work environment. Jobs in more
challenging or hazardous conditions score higher.
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Appendix D — IATSE 69th Quadrennial Convention

IATSE 69th Quadrennial Convention
July 22-29, 2021
Resolution No. 3 & 5.

WHEREAS, crafts traditionally dominated by women within our Locals often face challenges in
having their voices heard due to being minorities within their Local or bargaining unit, and

WHEREAS, historical biases have labeled certain roles such as Set Decorators (home
‘decorating’), Costume Designers (seamstresses), Costumers (sewing), Coordinators & Script
Supervisors (Secretaries and script ‘girls’), Color Designers (color coordinating) as ‘women’s
work’, leading to a lack of pay equity, and

WHEREAS, genuine solidarity within IATSE kinship is achievable only when those benefiting
from this disparity extend their support to those who are disadvantaged, and

WHEREAS, the IATSE’s statement on equality clearly opposes discrimination based on sex,
race, disability, gender identity, among others, and condemns inequality and pay inequity, and
WHEREAS, we aim to build on the resolution regarding pay equity that was submitted, voted
on, and adopted at the IATSE District 2 convention in 2018, which called for a further
examination of gender wage disparities, and

WHEREAS, there is evidence that conducting pay equity studies can empower workers facing
inequity by providing valuable data for collective bargaining,

THEREFORE, BE IT RESOLVED, Local 44 and 871 calls on IATSE and all IATSE Locals to
collaborate in investigating and pinpointing contractual and negotiated pay inequities affecting
its members.

BE IT FURTHER RESOLVED, that upon discovering any evidence of pay inequity, whether in
the crafts mentioned above or elsewhere, IATSE and each Local shall make it a priority to
address these longstanding issues of inequity to guarantee fair wages and compensation for all its
members.
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Appendix E — Survey Reponses and Gender Breakdown by Local

Links Number of % Female
Local A 2024 # AL Generated Survey Survey Surveys % Female
# Craft Total # = Female Response e Responses
o emale . Response Distribute 2
in Local in Craft o s - Female w/in Craft
Distributed s d
Loca 2971 210 139
Set Decorator 139 105 75.54% 85 74 2.49% 87.06%
I':;‘:E:;‘; Sawing Person 1 0 0.00% 6 3 0.10%  50.00%
E;jg;gs':‘:‘repe’““’ Upholstrey 17 1 588% 5 4 0.13% 80.00%
Prop Maker (CEB) 401 17 4.24% 9 5 0.17% 55.56%
Property Person 1003 190 18.94% 86 43 1.45% 50.00%
Prop Maker Foreman 690 109 15.80% 6 3 0.10% 50.00%
Loca 984 22 3
Grip 19 1 0.10% 5.26%
Set Decorator 3 2 0.20% 66.67%
roca 2555 67 8
Grip 1004 25 2.49% 67 8 0.31% 11.94%
Loca
1161 1627 843 97 67
NY**
Script Supervisor 226 193 85.40% 32 26 3.08% 81.25%
Production Coordinator 299 178 59.53% 37 27 3.20% 72.97%
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Assistant Production

Coordinator 252 154 61.11% 26 12 1.42% 46.15%
Loca 1795 205 86

Editor 1135 265  23.35% 196 83 4.62% 42.35%
roca 2224 390 336

Costume Supervisor 123 89 72.36% 75 65 2.92% 86.67%

Costumer 588 465 79.08% 106 96 4.32% 90.57%

Costumer Keyperson 177 128 72.32% 125 108 4.86% 86.40%

Pattern Maker & Fitter 33 26 78.79% 42 31 1.39% 73.81%

Costumer - Entry Level 33 22 66.67% 42 35 1.57% 83.33%
roca 1870 191 154

psslstant Halr Stylist Department 40 30 75.00% 10 7 0.37% 70.00%

Hair Stylist Department Head 80 64 80.00% 47 40 2.14% 85.11%

Hair Stylist 245 181 73.88% 34 30 1.60% 88.24%

Makeup Department Head 231 174 75.32% 55 42 2.25% 76.36%

ﬁ::i:‘ta"t Makeup Department 48 38 79.17% 22 16 0.86% 72.73%

Makeup Tech 291 228 78.35% 19 16 0.86% 84.21%
:';’gj‘ 213 48 38

Wardrobe Head 13 8 3.76% 61.54%

Wardrobe Assistant 26 23 10.80% 88.46%
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Costume Shop Supervisor 2 2 0.94% 100.00%
Other (Costume Shop) 5 5 2.35% 100.00%

Loca

1798 2165 2241 165 121

NY**
Makeup Artist Department Head 31 22 0.98% 70.97%
Hair Stylist Department Head 36 23 1.03% 63.89%
2nd & Additional Makeup Artist 57 48 2.14% 84.21%
2nd & Additional Hair Stylist 37 26 1.16% 70.27%

Loca

1800 8 ! 0
Art Director 405 163 40.25% 1 0 0.00% 0.00%
Lead Scenic Artist 16 10 62.50% 0 0 0.00% 0.00%

Loca

|

USA 5493 905 160 123

829**
Costume Department 155 9 9 0.99%  100.00%
Coordinator
Costume Designer 1201 59 46 5.08% 77.97%
Assistant Costume Designer 21 19 2.10% 90.48%
Art Department Coordinator 180 30 28 3.09% 93.33%
Production Designer 18 12 1.33% 66.67%
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Art Director 15 5 0.55% 33.33%
:-g,:g 1408 163 93
Color Designers 0 0 0.00% 29 20 1.42% 68.97%
Animation Checker 0 0 0.00% 1 0 0.00% 0.00%
Storyboard Revisionist 0 3 0.00% 31 21 1.49% 67.74%
Background Painter 51 21 41.18% 68 39 2.77% 57.35%
Animation Timer 0 0 0.00% 8 4 0.28% 50.00%
Retake Animator 32 7 21.88% 19 7 0.50% 36.84%
:'g;’f 1570 321 248
Art Department Coordinator 103 75 72.82% 77 59 3.76% 76.62%
Production Coordinator 183 116 63.39% 113 81 5.16% 71.68%
asststant Production 105 58 55.24% 49 35 2.23% 71.43%
Script Supervisor 83 76 91.57% 80 71 4.52% 88.75%
Loca
1892 1152 238 200
NY
Costume Designer - . o o
TV/Theatrical 1 0 0.00% 67 60 5.21% 89.55%
Assistant Costume Designer 3 0 0.00% 60 48 4.17% 80.00%
Senior Costume Sketch Artist 0 0 0.00% 17 10 0.87% 58.82%
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