





the space, placing the last practical details
that make the street feel lived in rather than
staged. Two different shows. Two different
tones. The same rhythm.

On set, “back to one” is the call that sends
actors to their first marks so a scene can
be run again. Everything and everyone re-
sets and you go again. Procedural television
operates on that same principle. Every epi-
sode, no matter how big a swing creatively,
eventually returns to its starting mark. The
perm sets remain. The characters remain.
The world resets, even as it evolves. For
Local 44 members on It's Always Sunny in
Philadelphia and NCIS: Origins, that reset
is not metaphorical. It's structural. Both are
always prepping the next episode while fin-
ishing the current one and wrapping the
one before. Both are always going

back to one.

Setting the Pace

If you want to understand procedural televi-
sion from a Local 44 perspective, you don't
start with the actors or the scripts. You
start with the calendar. On NCIS: Origins,
that calendar runs on an eight-day episode
shooting schedule. On It's Always Sunny in
Philadelphia, it's four. In both cases, once
the train leaves the station, it doesn’t stop.
For NCIS: Origins second season, Hardy

and Set Decorator Lisa Bazadona are nev-
er working on just one hour of television at
a time. “We're always working on two epi-
sodes at the same time,” Hardy explains.
“Always. That's the baseline.”

Sunny operates differently in tone but not
in intensity. Their four-day episodes broken
into two-episode blocks. The show shoots
fast, and it shoots big. “The showrunners
think of us as a little show,” Maya says, but
the scale has grown considerably in recent
seasons. Major builds, more time on loca-
tion, and a lot of visual effects, all on a com-
edy schedule that allows very little drift.

From the outside, these two productions
look wildly different. One is a period crime
drama with legacy canon to protect. The
other is an 18-season comedy institution
built around five characters who, famously,
never learn anything. But structurally, both
are procedural machines. Each episode re-
sets, takes the audience back to one. And
each week, Local 44 crews are responsible
for making those resets feel effortless.

They are not, in fact, effortless.
Prep: Meetings, Scouts, Moving Targets

On NCIS: Origins, the process usually be-
gins with an outline and then a script that
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Propmakers Department:

From left to right: Patrick Reyes, Isaac Sandoval (Labor Foreman), Steve Broussard (Construction Coordinator), Daryl Whiting ,Cam-
eron Laslovich, Dagoberto Sanchez, Daniel Lahman, John Holliday, and Chris Jones

may arrive alarmingly close to the first con-
cept meeting. From there, the departments
move quickly: concept meeting, art depart-
ment meetings with the director, tech scouts,
production meetings, and continuous budget
updates.

Construction Coordinator Steve Broussard
describes the experience as fundamentally
different from serialized streaming shows,
where you often know the arc of the season
in advance. In procedural work, each episode
introduces new story problems. Writers are
doing their job of building surprises and esca-
lating stakes, and construction has to trans-
late that into something achievable in days,
not months. Working alongside construction
foreman Cameron Laslovich, the construc-
tion team regularly turns around new builds
in just a matter of days.

“You can do anything if you have enough
money,” Broussard says plainly. The implica-
tion being: you rarely do.

On Sunny, the meetings look familiar; concept
meeting, art and set dec meeting, tech scout,
production meeting; but the tempo feels dif-
ferent because of the four-day shoot. There's
less margin for recalibration. The scripts are
often prepped as far in advance as possible
because the execution window is so tight.

Maya describes the prep phase as intense
precisely because it needs to be. The show-
runners Rob McElhenney, Charlie Day, Glenn
Howerton are both writers and actors, so the
time with them in meetings is finite. Depart-
ments arrive overprepared, questions orga-
nized, visual references ready. There isn't
room for vagueness.
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Both productions share a common rhythm:
prep is happening while shooting is hap-
pening. There is no clean break between
episodes. On NCIS, you might be finishing
lab work on Stage 7 while budgeting the
next crime scene and scouting a gas sta-
tion location. On Sunny, while one block
shoots, the next block’s locations may still
be unresolved. It's layered work. The cur-
rent episode never exists alone.

Building the Swing, Protecting the Base
The defining tension of procedural televi-
sion is that it demands constant change
while preserving a strong baseline.

On Sunny, that baseline is Paddy’'s Pub
and the gang themselves. The characters
don’t fundamentally evolve, that's part of
the show’'s DNA, and the pub must feel
consistent season after season. But the se-
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NCIS Crew:

Crew That Sticks Together
From left to right: Colby Giovacchini, Hugo Ramirez,
Ricky Bartlett, Darren Hardy, and James Hardy

ries has grown more ambitious in scale. Bach-
elor mansions. Irish castles built from scratch.
Homeless encampments from a bare sidewalk.

Leadman Jesse Harris describes the workload
as one of the mostaggressive he's experienced.
On any given day, he might have a prep crew
out in the city picking up rentals or starting
builds for an upcoming episode, a dress crew
on site with the main unit as production shoots,
and a wrap crew driving all over town returning
trucks and closing out the previous location.
That dress crew frequently includes longtime
set dressers like Eric Eigenbrodt, JP Gutierrez,
Stephen Pietropaolo, and Steven Pulsford, who
rotate between stage work and location builds
throughout the block. He coordinates these
moving parts while also fielding vendor calls
and attending seemingly countless production
meetings.

Front L - R Colby Giovacchini. Ricky Bartlett, Susanna Boney, James Hardy, Lisa Bazadona, Steve Broussard, Isaac Sandoval

Middle L - R Dave Sliwa, Daniel Lahman, Dagoberto Sanchez, Hugo Ramirez, Oscar abel, Sonny Martinez, Hector Cabral, Patrick Reyes, Daryl Whiting
Back Row L- R Darren Hardy, Nick Ellis, Alberto Martinez,Chris Dery, Vinny Martinez, Cameron Laslovich, Elan Jerzy, John Holliday
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Jesse’s description of the job is deceptively
simple: facilitate. Make sure Maya has what
she needs. Make sure the best people are on
the right trucks. Make sure no one is standing
around but also that no one is being pushed
past the limit.

On NCIS: Origins, the baseline is different but
just as crucial. The show is set in the early
1990s and functions as a prequel to a fran-
chise that has been on the air for more than
two decades. Accuracy matters, be it histor-
ical, military, or investigative. Every set re-
quires period-correct finishes and aging that
reads subtly, not theatrically.

Era-specific details like phones, file folders,

and computer monitors that look right for
1992 become a never-ending game of prop
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hide and seek. Buyer Danny Diamond spend
much of their time combing prop houses
and surplus warehouses for items that read
correctly for the late 80s and early 90s. Ba-
zadona talked about how she’s sent trucks
up and down the length of Southern Califor-
nia to find a couple of working fax machines.
Draper Darren Hardy explained how each set
requires sourcing fabric that feels lived-in but
not freshly updated, because no one redeco-
rates every year.

Like Sunny, the work is layered. While a loca-
tion team dresses a crime scene off lot, an-
other crew is roughing in the next swing set
back at the stage. Budgets are recalculated
as scripts shift. Trucks are loading in and
loading out simultaneously. And because the
show lives inside an established franchise

Front L - R: James Hardy, Lisa Bazadona, Colby Giovacchini
Middle L - R: Nick Ellis, Dave Sliwa, Oscar Abel, Elan Jerzy, Bailey Kuss
Back Row L - R: Darren Hardy, Ricky Bartlett, Hugo Ramirez
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world, there’s little margin for visual missteps.
Fans will notice if something feels wrong.

In both cases, Local 44’s work lives in that bal-
ance: reinvent enough to serve the story, pre-
serve enough to make the reset feel natural.

When the Plan Shifts
No production runs without friction.

On NCIS: Origins, one episode required build-
ing a muddy construction site pond for a
weapons discovery. After scouting and prep
were complete, asbestos was discovered at
the original location. Production had to pivot.
The new site lacked the debris that made the
first location visually convincing. The solu-
tion? Truck in massive quantities of specialty
rubble and foam concrete. Labor increased.
Budgets shifted. The schedule did not.

On Sunny, Maya notes that sometimes scenes
are reordered within a block, requiring depart-
ments to reprioritize builds quickly. With only
four shoot days, there's no week-long cush-
ion to absorb that shift, no dramatic blowups
or production shutdowns. Instead, a solution
is found because it must be, usually through
some combination of labor, coordination, and
budget adjustment. And above all, communi-
cation. Harris talks about “working the room”
constantly. He wants to know what every de-
partment is doing, where they'll be, what they

need. He hates gray areas. “Gray areas create
risk, and risk costs time.” Procedural television
doesn’t reward silence. Through all of this, the
difference between stress and collapse often
comes down to crew cohesion.

Hardy talks about building an NCIS: Origins
team that wants to be there not just to do the
work, but that shows up for each other. He and
Lisa try and prioritize the lives of their crew
both off set and on, accommodating doctor’s
appointments and kids' school plays whenev-
er possible. Long-running procedurals allow
that kind of continuity. You're not assembling
a brand-new crew for six episodes and dis-
solving. You're building relationships that last
years.

On Sunny, its long run has allowed for a lega-
cy to grow within the set walls. A set dresser
told the story of a few headshots tacked up on
Paddy’s bar walls. The casual viewer would
never notice these photos; they exist as part
of the lived in bric-a-brac of a well-loved dive
bar, but they hold a much deeper meaning.
These headshots belong to background ac-
tors from the show who passed away after all
these years, a quiet sign of respect for a com-
edy that has kept some of its crew employed
for nearly twenty years. Procedural sets accu-
mulate history. They just do it quietly.
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The Comfort of a Rerun

For awhile, it seemed like the procedural might
be fading. Studios chased the “eight-hour mov-
ie.” Episode orders shrank. Seasons stretched
farther apart. Prestige storytelling leaned to-
ward limited runs and high-concept arcs.

But audiences kept returning to comfort
shows, rewatching familiar worlds where char-
acters felt dependable and the sets felt like a
second home. Years after it left the air, Suits
exploded in streaming. Abbott Elementary be-
came a broadcast hit. And The Pitt, a straight
down the middle medical procedural, beat out
bigger, more expensive serialized streaming
shows on both the Globes and Emmy stages.
There is clearly still a voracious appetite for a
weekly TV rhythm.

For Local 44, that appetite matters. Procedur-
als mean longer seasons, returning crews, and
sets that live beyond a single drop. They create
space for crews to grow together — not just
professionally, but personally. That continuity
builds trust. It builds shorthand. It builds a kind
of family.

Back to One

As the full crew shifts from stage to backlot on
Sunny, the New York street Maya and her team
have dressed no longer looks like a blank can-
vas. It looks lived in.

On the NCIS: Origins stage, the lab lights dim
for the night, evidence laid out for tomorrow’s
scene, a crime that will be solved before the
week is out.

Next week, there will be another. New location.
New build. New problem. And then, just as reli-
ably, back to the standing sets. Back to the first
mark. Back to one.
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CONGRATULATIONS

TO THE ACADEMY AWARDS
NOMINEES OF LOCAL 44

MARTY SUPREME
SET DECORATOR - ADAM WILLIS

ONE BATTLE AFTER
ANOTHER

SET DECORATOR - ANTHONY CARLINO

OSCARS

CONGRATULATMONS

TO THE LOCAL 44 NOMINEES OF THE CHILDREN AND
FAMILY EMMY AWARDS FOR OUTSTANDING ART
DIRECTION/SET DECORATION/SCENIC DESI%

Wizards Beyond Waverly Place
“Everything_is Not What It Seems” ST

Set Decorator Amy Feldman

Star Wars: Skeleton Crew
“You Have a Lot to Learn About Pirates”

Set Decorator Gene Serdena

NEWS REEL

TO THE SDSA AWARDS NOMINEES
OF LOCAL 44

CONTEMPORARY FEATURE FILM

Meg Everest - Jay Kelly

Anthony Carlino - One Battle After Another

PERIOD FEATURE FILM

Adam Willis - Marty Supreme

FANTASY OR SCIENCE FICTION
EEATURE FILM

Rosemary Brzmdcnburg - Superman

COMEDY OR MUSICAL FEATURE FILM

Brandi Kalish - Freakier Friday

Congratulations to all the ADG

Award Winners of Local 44

MULTI-CAMERA SERIES

MID-CENTURY MODERN
Set Decorator Peter Gurski

CONTEMPORARY FEATURE
FILM

ONE BATTLE AFTER ANOTHER
Set Decorator Anthony
Carlino

ONE HOUR PERIOD
SINGLE-CAMERA SERIES

PALM ROYALE
Set Decorator Ellen Reede

TELEVISION MOVIE OR
LIMITED SERIES

MONSTER: THE ED GEIN STORY
Set Decorator Melissa Licht
HALF HOUR

SINGLE-CAMERA SERIES

THE STUDIO
Set Decorator Claire Kaufman

SHORT FORMAT & MUSIC
VIDEOS

APPLE - SOMEDAY BY SPIKE
JONZE
Set Decorator Piper Riley
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L a b 0 ' “Only a fool would try to deprive working

men and working women of their right to
join the union of their choice”

~Dwight D. Eisenh
1 01 ® Working Knowledge for wight D. Eisenhower
@ Knowledgable Workers \. >y )

Your right to organize is federally protected.

~\

Section 7 of the National Labor Relations Act (NLRA) of 1935, guarantees employees “the right to self-organization, to
form, join or assist labor organizations...” Section 8 of the NLRA makes it an unfair labor practice (ULP) for an employ-
er to interfere with or restrain these rights. For those that are already a part of a union, why is this important to know?

1. As a union member on a union set, it is illegal to fire, discipline you for your aoffili-
ation, or otherwise inhibit you from your union rights, such as seeking representation,
wearing union t-shirts, or talking about the union at the workplace.

2. lt is illegal for a non-union production to ask you for your union status. It is also ille-
gal for them to not hire you on the basis that you are a union member.

3. If you are working on a non-union show and the crew wants to unionize, your right to
collectively bargain is federally protected. It is illegal for a production to threaten em-
ployees for wanting to collectively bargain, or attempt to bribe you during an organizing
campaign or to coerce you to vote against unionizing. Examples of this may be promis-
ing benefits if you “vote no” or threatening to close the workplace or lower wages.

Your right to work on a unionized set, or to organize a non-union set, is incredibly important. For individuals, it preserves
the future of these freedoms. Use it or lose it. For Local 44, when you call in a show to attempt to get a union contract (flip the
show),itnotonlyimproves our union’s strength within theindustrybutalso continuesto enshrine the right to organize. A flip
means you receive healthcare and pension contributions and may mean the difference of securing a vested year for yourself.
A flip means you've continued to display to productions that these organizing rights matter and are not to be interfered with.

While IATSE Political Committee is hard at work lobbying for legislation that continues to protect labor rights such as

this, your Local 44 Business Representatives are here if you want to exercise your rights to organize. Call us and we will
work with you and walk you through the process on what would be needed to flip a show. The sooner we are aware the
more likely we are to flip it!

To do your part to support IATSE in

it's advocacy of labor rights, consid- = - IATSE PAC

era one-time or recurring donation
to the IATSE PAC.

Political Action Committee Of
The International Alliance Of Theatrical Stage Employees

Visit: iatse.net/take-action
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ATTENTION
PROPERTY MASTERS

2026
FILM & TELEVISION

PROPERTY DEPARTMENT RECOMMENDED KIT RATES

Check your email for the updated 2026 Property Department Recommended Kit Rate Sheet and supporting materials.

While the industry and Los Angeles has felt budgets tighten, we are encouraged to see several Property Masters
using these resources to achieve higher kit and trailer rates on film and television projects including those with
Warner Brothers, HBO, Disney, Universal, Fox and Netflix.

Compared to our industry peers, Property Masters are underpaid for our kit rentals, and we want to change that.

The Committee put in extensive work surveying members, strategizing and shaping a campaign to improve rates. If
you have feedback to share on your own experience negotiating your rental rates, please email
theresalcorvino@gmail.com - we'd love to hear from you.

Prop Shop Recap

LOCAL 44 MEMBERS GATHERED AT FULL SCALE
EFFECTS FOR A PROP SHOP PRESENTATION LED
BY JOE MARTINEZ AND DAVE PETERSON. THE
SESSION HIGHLIGHTED THE PROP SHOP'S
RELATIONSHIP WITH SPECIAL EFFECTS AND
SHOWCASED THE SKILLS, TOOLS, AND TECHNICAL
EXPERTISE OF PROP SHOP CARD MEMBERS.

THE PRESENTATION EMPHASIZED THE PROP
SHOP’S DUAL ROLE AS A STANDALONE CRAFT
AND CROSS-CRAFT RESOURCE. ATTENDEES
GAINED INSIGHT INTO HOW MEMBERS SUPPORT
CONSTRUCTION, SPECIAL EFFECTS, PROP
MASTERS, PROPERTY, AND SET DECORATION
THROUGH COMPLEX FABRICATION, MODIFICATION,
AND PROBLEM-SOLVING UNDER TIGHT
PRODUCTION SCHEDULES.

SPECIAL FOCUS WAS PLACED ON THE SKILLS
REQUIRED TO DESIGN AND BUILD TECHNICAL.
ONE-OF-A-KIND PIECES FOR FILM AND
TELEVISION. THE EVENT WAS WELL ATTENDED
AND RECEIVED POSITIVE FEEDBACK,
UNDERSCORING THE IMPORTANCE OF CONTINUED
EDUCATION AND COLLABORATION WITHIN LOCAL
44. ADDITIONAL PRESENTATIONS ARE PLANNED
FOR THE COMING YEAR, INCLUDING A SESSION
FOR THE DECORATORS STEERING COMMITTEE.
DATES WILL BE ANNOUNCED SOOM.

PROPERTY

MASTER

STEERING
CONMMITTEE

COMMITTEE

PROP MAKER

STEERING CoOMMITTEE

Represenning
Prop Shop & PropMakers

PropMaker News

PROP MAKER NEWS IS DEDICATED TO
STRENGTHENING PROP MAKER PARTICIPATION
WITHIN LOCAL 4% AND HIGHLIGHTING THE
SPECIALIZED SKILLS, WORK PRACTICES, AND
CHALLENGES UNIQUE TO DUR CRAFT. THIS
COLUMN SERVES AS A FORUM FOR SHARING
KNOWLEDGE ABOUT TECHNIQUES, MATERIALS,
TOOLS, AND EVOLVING STANDARDS, WHILE
ADDRESSING PROP MAKER-SPECIFIC WORKPLACGE
ISSUES, SAFETY CONCERNS, JURISDICTIONAL
QUESTIONS, AND INDUSTRY TRENOS.

OUR GOAL IS TO ENCOURAGE ENGABEMENT AND
INFORMED DIALDGUE AMONG PROP MAKERS,
WHILE KEEPING THE BROADER MEMBERSHIP
AWARE OF THE VITAL CONTRIBUTIONS THIS
CLASSIFICATIDON BRINGS TO EVERY PRODUCTION.
THE PROP MAKER STEERING COMMITTEE INTENDS
FOR THIS SPACE TO IDENTIFY AND ELEVATE
ISSUES THAT ARE OFTEN DISCUSSED INFORMALLY
BUT RARELY BROUGHT FORWARD IN A
STRUCTURED WAY.

BY DOCUMENTING CONCERNS AND PRESENTING
THEM CLEARLY TO CODRDINATORS AND
DEPARTMENT HEADS, WE AIM TO ENSURE PROP
MAKERS HAVE A STRONG. DRGANIZED VOICE
WITHIN THE UNIDN, IT'S TIME FOR PROP MAKERS
TO STEP FORWARD AND STAND EQUALLY
ALONGSIDE EVERY DEPARTMENT WE SUPPORT.
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"SKILLS TRAINING
OPPORTUNITIES

ONLINE AND IN-PERSON

Local 44, in partnership with Eido/LAAFA, and Contract
Services, offers a variety of free skills training
opportunities for members to take advantage of.

Education For current courses and to apply:
www.eido-ed.com/local-44

Linkedin Learning
FREE SUBSCRIPTION

20,000+ online Expert Desktop or
courses instructors mobile device
Personalized course Learning Paths from
recommendations the IATSE & IATSE TTF

www.iatsetrainingtrust.org/lil
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IATSE Local 44
12021 Riverside Drive
North Hollywood, CA 91607
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