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A cinematographer is the author of the moving image, using technical and
artistic expertise to create moving images that tell the story through light,
shadow and composition.
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ACRONYMS AND OCCUPATIONAL
DESCRIPTIONS
CORE CAMERA OCCUPATIONS1
Director of Photography (DOP) / Cinematographer
The director of photography / cinematographer is responsible for the overall look
of the moving image using light, composition and movement. This key creative
leadership role demands advanced artistic and technical expertise.
The DOP / cinematographer works very closely with other key creatives in
establishing a mood and feel of the picture to help tell the story. Whether as a
sole storyteller or as leader of a crew, the cinematographer directs departments
including camera, lighting and grip teams during production in the creation of art.
2nd Unit Director of Photography (2nd Unit DOP) / 2nd Unit Cinematographer
A second unit is a crew tasked with filming shots or sequences of a production,
separate from the main unit. The 2nd unit will often shoot simultaneously with the
other main unit allowing the filming stage of production to be completed faster.
The 2nd Unit DOP / Cinematographer leads the second unit camera crew to
shoot additional scenes, action sequences or visual effects scenes with the aim
to seamlessly cut into main unit footage. The 2nd Unit DOP works independently
with the 2nd unit director once briefed by the main unit DOP and director.
Camera Operator
The camera operator is responsible for controlling the movements of the camera,
both directly and through communication with the dolly grip, focus puller, and
others on the crew. Additionally, a camera operator is expected to collaborate
with the director and DOP to conceive, build, and execute the shots desired for the
production. They work closely with all departments on set to achieve this, from the
cast to the production assistants. Their work has a large impact on a production,
in diverse ways: from framing choices and subtleties of camera movement, to the
effective use of the crew, equipment and time, to helping set the tone on set for the
cast when they arrive.
1st Assistant Cameraperson (Focus Puller / 1st AC)
The 1st assistant cameraperson’s primary responsibility is to keep the picture in
sharp focus, while never actually looking through the camera. With a tape measure
and /or cinetape, a keen eye, very good timing and reflexes, the 1st AC must
keep every frame in focus by relying on distance judgment, anticipation, a lot of
confidence and skill. The 1st AC is also responsible for building and maintaining the
digital or film camera and lenses. In the case of film, they must thread the motion
picture camera with film. As the primary technical lead in the structure of the
camera department, the 1st AC must maintain excellent communication with other
departments and production to resolve any difficulties should they arise.
PHOTO BY JAKOB OWENS ON UNSPLASH
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2nd Assistant Cameraperson (Clapper Loader / 2nd AC)
The 2nd assistant cameraperson is also known as the clapper loader. This person
traditionally loads the film into the camera magazines while in the darkroom,
controls the film inventory and camera reports, and performs the slating on set
using the clapperboard. In the case of digital production, it is their job to manage
all data cards that are loaded and unloaded from camera/s. The 2nd AC works
very closely with and supports the 1st assistant cameraperson. Additional tasks
include liaising between the camera department and other departments, including
the production office, transportation, script supervisor, post- production, as well as
camera rental houses.
Camera Trainee / Camera Attachment
The camera attachment is an entry-level position into a film and television
career for those who aspire to be camera assistants and ultimately, after years
of experience, cinematographers. The camera attachment is on set to learn by
working most closely with the 2nd AC. They frequently help prepare the kit at the
beginning of the job and may be involved with camera and lens tests. They might
mark actors’ positions during rehearsals and keep records, camera logs and other
paperwork ready for the edit.

DIGITAL SUPPORT AND SPECIALIST CAMERA
OCCUPATIONS
Video Split Operator
The video split operator sets up and operates remote & computer-based video
assist devices on feature films and television series requiring multi monitor, multi
camera, or visual effect compositing for directorial review and key crew review.
The video split operator can also provide local and remote streaming of live picture.
Digital Imaging Technician (DIT)
The digital imaging technician (DIT) is responsible for all monitoring, colour
correction and management systems that will be used on set and in how it relates
to post-production. This work may also be used for final colouring directly or
as a reference. The position includes quality control of the monitoring systems
used for viewing by the director, the DOP and all other live viewing systems used
during shooting. A detailed understanding of all colorimetry systems and technical
standards is required, including how live viewing is affected by software and
hardware and environment to ensure the accuracy of the on-set viewing by the
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DOP. DITs directly serve the DOP as a technical reference providing a link between
the set and post-production. It is their responsibility to make certain that the vision
of the DOP on set is accurately conveyed in the post-production workflow.
Data Wrangler
On a shoot using digital cameras, data wranglers transfer raw audio-visual files and
back up data on to memory drives. Data wranglers are responsible for ensuring
data integrity and security, and for transferring the data to the post-production
department keeping a log of who has received what footage and what copies of the
data exist.
Steadicam Operator
The steadicam operator, like the camera operator, manoeuvres the camera to
establish the continuity of composition, but uses a special rig that enables special
fluid moving camera shots for specific scenes. The steadicam is rigged via a vest
strapped onto the camera operator that allows them to move with the action. This
allows the camera to follow the action in tight spots (i.e. an actor running through
a forest, up the stairs, etc.) The rig allows the steadicam operator to run along with
the camera mounted on and it remains steady instead of moving with the operator’s
stride. Steadicam is used for scene specific requirements and may be hired on an
as-needed basis.
Underwater Director of Photography (Underwater DOP)
The underwater director of photography uses a range of skill sets that demand
knowledge of different camera operating, lighting and grip skills to move the
camera through the water with efficiency. The role requires not only a knowledge of
composition, exposure and lighting but also the physical demands of swimming and
scuba diving.
Aerial/Drone Operator
The aerial operator is qualified and equipped to film aboard aerial devices, such as
small airplanes and helicopters. The drone operator is the person responsible for
operating a remote aircraft camera in a professional and safe manner. They oversee
the flight operation and have the final decision on what shot can be achieved based
on weather and physical limitations. A film and television production drone operator
exercises precision flying in order to repeat camera moves for multiple takes. Aerial
and drone operators work directly with the DOP and director to maintain the frame
during a take as well as manage any camera settings and configurations as per the
DOP or DIT.

PHOTO BY BEN COLLINS ON UNSPLASH
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EXECUTIVE SUMMARY
& RECOMMENDATIONS
Film and television content made in Australia is an important site of social and cultural
storytelling that both reflects the world we live in, and shapes it. We come to understand
ourselves, and each other, through the stories we see on our screens large and small. The
Australian film and television production industry is also a major driver of Australia’s creative
economy. The question of who makes the content that Australians see on their screens is thus
a matter of socio-cultural and economic significance.
The production of film and television content is a deeply collaborative process, requiring the
complex coordination of inputs from a wide range of creative professionals. At the centre of
this creative output is the camera department.
Highly skilled, professional cinematographers are key to the historical development and future
growth of healthy and vibrant Australian screen-based industries. At its most basic, you cannot
make screen content without a camera crew. The depth and breadth of the talent pool of film
and television camera professionals is key to Australia’s ability to produce domestic content
that is competitive in global markets, and to draw international production to the Australian
screen service sector. Yet, relatively little attention has been paid in Australia to workforce
development and diversity in the camera profession.
Work in camera is high-performance, requiring a highly specialised skill set, and intense
concentration for extended periods of time. Stress levels at work are high. Job stress
is compounded by a work model that is the definition of precarity: where workers are in
direct competition with each other for work; where networks and reputations are key;
where excessive hours and unpredictable schedules are the norm; and where workers, as
freelancers, are largely excluded from social benefits and employment protections. Investment
capital for film and television production is highly mobile, producing chronic local labour
market instability. The work model is based on short-term employment contracts that result in
considerable employment and income fluctuations for workers from one week/month/year to
the next.
In 2020, the Australian Cinematographers Society commissioned a team of researchers led by
Deakin University to conduct a comprehensive study on workforce development and diversity
for camera professionals working in the Australian film and television industry. A Wider
Lens is an analysis of the major factors which enable and/or constrain career pathways into
cinematography, and the labour market and occupational experiences of camera professionals
working in the Australian film and television production sector.
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THE REPORT
This report draws upon two comprehensive datasets. The first is a database of the
feature films and scripted television series filmed in Australia from 2011 to 2019
inclusive, based on data reported by the industry to Screen Australia. The dataset
includes the names and job titles of 3,034 people working in the key creative roles
of producer, writer, and director, as well as the camera departments for each
of the films.
The second dataset is quantitative and qualitative data from 640 complete responses
to the Australian Cinematographers Society Camera Workforce Survey 2021. The
Survey was co-designed with the ACS project steering committee. The survey asked
questions about camera professionals’ career paths, earnings and income, hiring
processes, professional networks, training and professional development, and any
experiences of workplace bullying, harassment and discrimination in their career as
a member of a camera department.
A Wider Lens is the first comprehensive examination of
the workforce, the work model, and the work culture,
that constitute Australian film and television camera
departments. The study pays particular attention to
how social characteristics, such as gender, age, class,
ethno-cultural identity, sexuality, disability, and caring
responsibilities overlap and interact to shape career
paths and work experiences in the film and television
camera profession. In adopting an intersectional
approach to understanding inequality as a defining
feature of work in camera departments, the report seeks to add to the evidentiary
knowledge base that informs both policy and practice in advancing a world-class,
globally competitive, equitable, diverse, and inclusive screen industry in Australia.

... the first comprehensive examination of
the workforce, the work model, and the work
culture, that constitute Australian film and
television camera departments.

PHOTO BY SUSAN LUMSDON
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WORKFORCE DEMOGRAPHIC PROFILE

80% 18%
MEN

2%

WOMEN

68%

TRANS/GENDER
DIVERSE

8%

AGED 35+

83%
HETEROSEXUAL
/STRAIGHT

IDENTIFY AS A PERSON
WITH A DISABILITY

17%

IDENTIFY AS LGTBIQ+

63% 36% 13% 2%
ANGLO-CELTIC

EUROPEAN

NON-EUROPEAN

INDIGENOUS

2
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Nearly half of all women in the
camera workforce (47%) are
aged under 35, compared to
just 28% of men. Women were
far more likely to say they were
LGBTIQ+ (31%) than men (9%).
Nearly twice as many women
(19%) than men (11%) indicated
they had a non-European/AngloCeltic ethno-cultural identity.
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KEY FINDINGS
IN FOCUS: DIRECTORS OF PHOTOGRAPHY

1

KEY FINDING: There is a serious diversity deficit in the leadership of film
and television camera departments in Australia.
Of the DOPs in the ACS workforce survey data:

14%
NON-EUROPEAN
WOMEN DOPs

2

8%

NON-EUROPEAN
MEN DOPs

0%

INDIGENOUS
WOMEN DOPs

1.7%
INDIGENOUS
MEN DOPs

KEY FINDING: Men consistently progress into decision making, technically
demanding and creatively prestigious roles in camera at much higher rates
than women.
In the feature films and dramatic television series shot in Australia between 2011– 2019:

MEN HELD

91%

of all director of photography
roles

MEN OUTNUMBER WOMEN
BY

10:1

as camera operators, directors
of photography, and 2nd unit
directors of photography

0

WOMEN HELD
ROLES AS
a digital imaging technician
(DIT), steadicam operator or
underwater director
of photography
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KEY FINDING: As budgets grow, the likelihood of a woman director of
photography being attached to a project decreases.
Women directors of photography were most likely to work on low-budget features (21%) and Australian
TV drama (19%). Women were much less likely to work on feature films over $2m (14%). No women
worked in big budget features with budgets of over $10m+ USD

MEN REPRESENT

100%

>>>>>>>>

of the directors of photography
who worked on big-budget
features (10M+ USD)

Gender profile of directors of photography by type of project in the 12 months worked prior to the COVID-19 shutdown

Big Budget Features (USD 10M+)

100%

Feature films over $2m

86%

14%

Feature films under $2m

79%

21%

Australian TV Drama

81%

19%

0%

20%

40%

60%

Gender profile of work as DOP
Men

Women

80%

100%
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KEY FINDING: Directors of photography experience chronic employment, income
and wage insecurity.
In the 12 months prior to COVID-19 shutdown:

56%
57%

46%
40%

OF MEN

OF MEN

AND

AND

OF WOMEN DOPs

report routinely settling for less

worked 90 or fewer paid days

than the rate that they request

on low-to-mid budget feature
films and Australian television
drama

KEY FINDING: There is a serious gender pay gap for directors of photography.
Men earn more than women for working on the same types of projects.
In the 12 months prior
to COVID-19 shutdown:

100%

OF THE DIRECTORS OF PHOTOGRAPHY
who earned $156,000+ from working in low-to-medium
budget features and television drama in Australia

ARE MEN.

26

17
Number of DOPs

5

OF WOMEN DOPs

17

13

13
10

9
4

$1 - $25,999

4

$26,000 $64,999

3

2

$65,000 $77,999

$78,000 $90,999

4
0
$91,000 $103,999

Annual income bracket
Men

8

Women

$104,000 $155,999

$156,000 +
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KEY FINDING: The gender pay gap cannot be explained by women’s lack
of experience or education.

73%

OF WOMEN
had 10+ years experience,
compared to

69% of men

7

95%

OF ALL WOMEN DOPs
have a diploma credential
or higher, compared with

67% of men

KEY FINDING: Men experience substantially longer careers as directors of
photography than women – and thus more earning potential in this key creative
leadership role over the course of their professional lives.
% of DOPs who have worked in low-to-medium
budget features in Australian television drama
for more than 15 years:

53%
MEN

27%
WOMEN

PHOTO COURTESY OF MAIN COURSE FILMS
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KEY FINDING: Women directors of photography ask for less money for working
on the same types of projects as men.
In the 12 months prior to COVID-19 shutdown

>>>>>>>>

47%

OF MEN

requested at least $850 per day to
work on low-to-mid budget feature
films, compared with

34%

9

OF WOMEN

KEY FINDING: Efforts to promote workforce diversity in camera departments
should focus on directors of photography as a key creative leadership role.

A WOMAN IN THE ROLE OF
DIRECTOR OF PHOTOGRAPHY
increases the likelihood of multiple other women
being hired on the camera crew by

15%
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KEY FINDING: There are signs of positive change in the pipeline to leadership.
Between 2011-2019 the representation of women in core camera roles improved
in most occupations, across feature film and television drama combined.
Women’s participation rates in camera departments from 2011-2019, by occupation
50%
45%
% of jobs performed by women

10

40%
35%
30%
25%
20%
15%
10%
5%
0%

2011–13

2014–16

2017–19

Camera Attachment

2nd Asst Camera

1st Asst Camera

Camera Operator

2nd Unit DOP

DOP
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KEY FINDINGS
FLIPPING THE LENS: WORKING CONDITIONS
FOR FILM & TV CAMERA PROFESSIONALS

>>

KEY FINDING: The work model in the film industry is destructive to workforce
wellbeing and threatens sustainability and future growth.

“

No-one in the industry asked me if I was okay. They
never have. They never do. I have two serious mental
illnesses, which I manage well, but I am not in any
position to discuss it with my employers. This industry
is quick to abandon those who need help.

“

11

Of the 640 complete workforce survey responses

60%

60%

OF RESPONDENTS

OF RESPONDENTS

report that work-related stress
negatively impacts their
mental health

report that their average work
schedule does not enable them
to balance their personal and
professional lives

46%

42%

OF RESPONDENTS

OF RESPONDENTS

report that their work schedule
fails to provide them with
sufficient opportunities to
take care of their physical
health

report that they are not
comfortably able to raise
issues about work schedules in
relation to personal or family
responsibilities
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KEY FINDING: Current industry practice actively discourages inclusive growth
and results in considerable talent drain.
The top three reasons given by women who have left the camera profession are:

SOCIAL/HOUSEHOLD
IMPACTS OF WORK

75%

WORK/LIFE INTERFERENCE
AS A PRIMARY CAREGIVER

60%

MENTAL HEALTH IMPACTS
OF WORK

57%

These were followed closely by pursuing a different career outside the film and tv industry, income
insecurity, and discrimination/toxic workplace culture/bullying at 50%.

PHOTO COURTESY OF MAIN COURSE FILMS
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KEY FINDING: Camera professionals routinely experience multiple forms of
discrimination, harassment and bullying when accessing work and doing their jobs.

>>

“

I have heard grips rating all the women on sets bodies,
lighting guys make racist comments about having
to light black men. Camera guys who have said they
prefer to work with men, cause women cry. Blatant
homophobia when there is queer content on screen…it
only takes one offhand comment to remind those of us
in the minorities that we are not welcome.

50%

>>>

OF ALL SURVEY
RESPONDENTS

report personally experiencing
discrimination in the hiring
process

RACISM

“

13

% of respondents from equity-seeking
communities reporting they sometimes/
frequently experience discrimination at work:

SEXISM

89% 75%
WOMEN

GENDER NON-BINARY
/ TRANS

AGEISM

50% 50%

62% 53% 34%

HOMOPHOBIA

DISABILITY

LGBTIQ+

DISABLED

INDIGENOUS

NON-EUROPEAN

41%

AGED 56-64

AGED 65+

36%

AGED 18-24
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>>

15

KEY FINDING: Sexual harassment is a routine feature of work and labour
markets for women in Australian cinematography.

“

An executive producer on a large feature film invited
me to come and stay at his house. I declined. A lead
actor put his hand up my skirt and groped me in a taxi
at a wrap party with no invitation... highly upsetting.
Gaffer stroking my arm and telling me my skin is
soft - I was a camera trainee. A male camera operator
suggesting we sleep together at a wrap party on a
large feature - he was married, I declined and he kept
bringing it up.

“
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KEY FINDING: The majority of camera professionals from equity-seeking
groups fear negative career impacts as a consequence of reporting bullying/
harassment and/or discrimination.
Percentage of respondents who worry that reporting instances of workplace bullying/harassment
and/or discrimination have had, or may have, a negative impact on my career

Indigenous

100%
87%

Persons with a disability

84%

Women

81%

LGBTIQ+
Non-European

72%
63%

Gender non binary/trans
0%

20%

40%

60%
% of cohort

80%

100%
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KEY FINDING: A targeted industry campaign to educate the dominant majority
about discrimination at work is urgently needed.

PERCENTAGE OF RESPONDENTS WHO REPORT
SOMETIMES/FREQUENTLY WITNESSING FORMS OF
DISCRIMINATION AT WORK:

HOMOPHOBIA

SEXISM

28% 54%

55% 91%
MEN

HETEROSEXUAL

WOMEN

RACISM

36% 32% 58%

ANGLO-CELTIC

EUROPEAN

NON-EUROPEAN

DISABILITY

14% 47%

NON-DISABLED

DISABLED

LGBTIQ+
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CONCLUSION
The current moment presents a critically important opportunity that is not to
be missed as the industry continues to evolve. The industry is increasingly
global. There is focused international attention on widespread inequality, and the
representation, diversity and inclusion of equity seeking groups in the telling of
screen stories. A failure to attend to key issues in labour market and workforce
development risks the future potential of this knowledge-intensive, technologically
innovative, and highly globalised sector to continue to add economic, social and
cultural value to Australia.
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RECOMMENDATIONS
& EMERGING
PRACTICE EXAMPLES

Additional and emerging practices examples and resources to inform change
strategies are listed in Appendix A.
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RECOMMENDATIONS: DATA COLLECTION AND ACCOUNTABILITIES

>>
>>
>>

Design and implement a comprehensive industry data strategy for the systematic collection,
analysis, reporting and sharing of diversity data.
Diversity data collection, monitoring and reporting should be a mandatory condition of both
direct and indirect public funding for industry projects and organisations.
Include directors of photography as key creatives in film and television production industry
workforce diversity strategies such as Screen Australia’s Gender Matters.

EMERGING PRACTICE EXAMPLES
The Canada Media Fund Persona-ID self-identification system has been created as part of the CMF’s
Equity and Inclusion strategy to, “to measure and monitor the demographic representation and
participation of all content creators involved in projects submitted to the CMF as well as those
supported by the CMF.”

RECOMMENDATIONS: HIRING FOR INCLUSIVE GROWTH

>>
>>
>>
>>
>>

Prioritise directors of photography as a key pillar of a workforce development and diversity
strategy for Australian film and television industry.
Design and deliver programs for industry power brokers and decision-makers designed to
disrupt exclusionary hiring networks.
Develop a centralised industry talent database specifically dedicated to the discovery of crews
from equity-seeking communities.
Develop a system for the centralised, systematic advertisement of work opportunities for
camera professionals. Adopt best practices in using inclusive language to encourage a diversity
of applicants. Use key selection criteria and an assessment grid to evaluate applications.
Formalise hiring practices based on principles of accountability and transparency.

EMERGING PRACTICE EXAMPLES
Creative Diversity Network UK Diversity in Practice: Crewing Up
Digital Orchard Foundation’s Talent Bar and Equality in Focus training framework, action plan and
resources for film and television crew
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RECOMMENDATIONS: PAY EQUITY

>>
>>
>>

To demonstrate a genuine commitment to redressing pay inequality, key decision-makers,
including broadcasters, producers and financiers should immediately implement pay
transparency on all film and television productions.
To enhance the volume of information available to freelance camera professionals, the ACS
should publish a publicly available standardised rate card for all camera occupations.
Unions, guilds and professional associations like the ACS should support a workforce-led pay
transparency campaign to assist in the accountability of pay transparency practices, and the
quality of information available to freelancers.

EMERGING PRACTICE EXAMPLES
Freelancers in advertising in the UK, and animators globally, have set up public google docs that enable
them to anonymously share their rate information.
#FreelancerPayGap project.
Salty Animators Salary Collection.

RECOMMENDATIONS: DECENT WORK FOR SUSTAINABLE GROWTH

>>

The industry should urgently prioritise the following key recommendations from the UNI Global
Union3 2021 report on working hours in film and tv production:
Overtime must be voluntary, not required on a regular basis, and must always be compensated
at a premium rate.
Work-life balance policies must be implemented to promote better reconciliation of work and
private life and include measures such as flexible working and job-sharing.4

>>

Implementation of the recommendations in the Raising Films Honey, I Hid the Kids!:
Experiences of Parents and Carers in the Australian Screen Industry 2018 report, including
industry-specific childcare funding and provision programs and subsidies; return to work
programs and incentives for carers; subsidised access to industry events and networking
opportunities; and managerial and supervisory training for return-to-work supports and
strategies.

EMERGING PRACTICE EXAMPLES
Take Two job sharing initiative by UK creative industries union BECTU: “This initiative will help address
skills gaps by retaining experienced and talented crew and it will also offer a flexible working option to
those who have commitments outside of the workplace or just want to have a better work-life balance.”

25

A WIDER LENS | RECOMMENDATIONS AND EMERGING PRACTICE EXAMPLES

RECOMMENDATIONS: WORKFORCE SAFETY AND WELLBEING

>>
>>
>>
>>
>>
>>

The industry should immediately action Entertainment Assist’s recommendation to identify
“psychological and psychiatric services who have specialist expertise and knowledge of the
entertainment and creative industries” in the aim of developing readily available and widely
promoted specialised resources and interventions for the industry workforce.5
Compliance with the Australian Screen Industry Code of Practice on discrimination,
harassment, sexual harassment and bullying should be a mandatory, rather than voluntary,
condition of membership for Screen Producers Australia.
Roll out of a high-profile industry-wide anti-bullying and harassment campaign.
Creation of well-supported and highly trained Equity, Diversity and Inclusion on-set
representatives as a core component of workplace health and safety practices.
Creation of a bespoke, independent, well-resourced and confidential sexual harassment
and bullying reporting and support system for the Australian film and television production
industry.
Roll out of a well-funded, long-term, industry-wide anti-oppression, active bystander and
allyship educational program and advocacy network.6

EMERGING PRACTICE EXAMPLES
ACCOUNTABILITY AND LEADERSHIP
Compliance with the Australian Live Performance Industry Code of Practice to Prevent workplace
Discrimination, Harassment, Sexual Harassment and Bullying is mandatory for all members of Live
Performance Australia (LPA).
WORKPLACE TOOLKITS AND RESOURCES
British Film Institute’s workplace guide for the prevention of bullying, harassment and racism in the
screen industries.
INDUSTRIAL EXPERIMENTATION AND INNOVATION
“In 2019, NABET 700-M UNIFOR made history by successfully negotiating the position of an on-set
Women’s Representative in our Collective Agreement, which is the first of its kind, to assist women
with concerns of harassment and violence in the workplace. Further, the Union was able to secure an
additional $1/hour for Members who fulfill the role.”7
“l’Aparté: In Quebec, for a small fee, members of the associations affiliated to Juripop Artistes have
access to low-cost legal services, including representation by a lawyer, in cases of sexual harassment
and other issues. The resource centre – called l’Aparté – offers first assistance to all those in the
cultural industry who have been subject to or witnessed harassment (psychological or sexual) or
violence at work. L’Aparté provides support and directs and accompanies people through the various
stages and redress procedures. Following the success of this service, it was announced in 2019 that it
would be extended to all sectors of the economy.”8
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EMERGING PRACTICE EXAMPLES
All projects with funding from the BFI now receive additional funding support for independent
on-set wellbeing facilitators to “prevent stress and mental health issues arising...implementing the
BFI bullying and harassment guidance and principles, act as a mediator to resolve issues if necessary,
as well as coaching newly promoted crew and those supervising a team for the first time.”

ENDNOTES TO EXECUTIVE SUMMARY
1

Occupational descriptions have been co-written with members of the ACS Project Steering Committee for this report, with original source
material from The International Cinematographers Guild IATSE Local 667 website: https://www.iatse667.com/en/about/ ; The International
Cinematographers Guild IATSE Local 669 website: https://icg669.com/category-overviews/ ; and ScreenSkills UK website (2022): https://
www.screenskills.com/job-profiles

2

The survey used the Australian Human Rights Commission classifications of cultural and ethnic ancestry. This classification system was
selected to enable benchmarking with other AHRC studies. The use of these categories also helps to protect the anonymity of the survey
respondents. This classification system includes four wide categories for ethno-cultural identifications: Indigenous, Anglo-Celtic, European, and
Non-European.
‘Indigenous’ designates those who have an Aboriginal or Torres Strait Islander cultural background.
‘Anglo-Celtic’ describes those cultural backgrounds that are English, Scottish, Welsh and Irish.
‘European’ includes all European backgrounds other than Anglo-Celtic – including North-West European (e.g. German, French, Dutch) and
Southern and Eastern European (e.g. Italian, Greek, Polish).
‘Non-European’ encompasses all other cultural backgrounds, including South-East Asian (e.g. Vietnamese, Malaysian), North-East Asian (e.g.
Chinese, Japanese, Korean), Southern and Central Asian (e.g. Indian, Sri-Lankan, Afghani), Latin American (e.g. Mexican, Colombian), Middle
Eastern and North African (e.g. Egyptian, Turkish), Sub-Saharan African (e.g. Nigerian, Zimbabwean) and Oceanic and Pacific Islander (e.g.
Maori, Tongan).
Respondents were asked to select up to two cultural identities with which they most strongly identify, resulting in percentages that add up to
more than 100.
The research team also recognises the conceptual and political limitations of aggregate categories such as the AHRC system, which obscure
racialisation processes, which are historically specific and shifting. For an excellent discussion of the importance of the concept of race as a
principal organising framework in Australia, see Lentin, A. (2020). Why race still matters. John Wiley & Sons.

3

UNI Global Union is a global union federation with affiliates in 150 countries. UNI MEI is the sectoral body of UNI that represents 140 Media,
Entertainment and Arts union and guild affiliates in over 80 countries.

4

UNI Global Union. (2021). Demanding dignity behind the scenes: ending long hours in the global film and tv industry. November. p21.
https://uniglobalunion.org/news_media/uploads/2021/12/uniglobal_behindthescenes_en_final.pdf

5

Entertainment Assist (2017). The House Standing Committee on Communications and the Arts inquiry into: Factors contributing to the growth
and sustainability of the Australian film and television industry. March 28.
https://www.aph.gov.au/Parliamentary_Business/Committees/House/Communications/AustralianfilmandTV/Submissions

6

For a primer on the distinction between Anti-Oppression and Diversity and Inclusion training, as well as other key terms that address systemic
intersectional inequality, see https://simmons.libguides.com/anti-oppression

7

NABET-700 UNIFOR (2022). About us - Women’s Committee. http://www.nabet700.com/aboutus/womens_committee

8

International Labour Organization. (2020). Policy Brief of sexual harassment in the entertainment industry. November. pg. 26.
https://www.ilo.org/wcmsp5/groups/public/---ed_dialogue/---actrav/documents/publication/wcms_761947.pdf
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