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From May of 2020 through November of 2022, two primary members (Matthew Jaeger 
& Kevin E. West) of the grass roots entity, Unionworking, lead a group of tremendously 
dedicated working SAG-AFTRA members: Michelle C. Bonilla, Charlie Bodin, Natalia 
Castellanos, Jaclyn Chantel, Nicole Cyrille, Ben Dukes, Katrina Sherwood, Miki Yamashita, 
(and others who have come and gone throughout) to create this “study guide.”  

 
Our mission: “Increase the national attendance, engagement, and knowledge regarding 
our Theatrical Contract, theatrical negotiations and the W&W process.” 
 
For 30 months we have taken our collective experiences as working actors, members 
serving on committees, from our negotiation history, and compiled this document. It is 
in no way intended to be viewed as 100% comprehensive or right in its leanings, but 
rather as a ‘CliffNotes’ guide to the CBA (Theatrical Contract) and the W&W process.  
The W&W’s, or Wages and Working Conditions, are the time when members are 
invited to come and tell staff and leadership what they think the Union’s priorities 
should be in the respective upcoming negotiation. 
 
The 2014 SAG-AFTRA TV/Theatrical C.B.A. (Collective Bargaining Agreement), plus 
the 2020 & 2017 M.O.A.s (Memoranda of Agreement) plus the 2014 TVA (Television 
Agreement) totals more than 1300 pages. This document is only 45 pages and we urge 
you to read, engage and use this as you listen or participate with the W&W’s in your 
local. And, please share/forward via email to your entire SAG-AFTRA network of peers. 
 

“We are the union”  

https://unionworking.com/
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We encourage SAG-AFTRA members nationwide to attend the W&W virtual meetings 
being held in your respective local. The most significant contribution you can make, for 
yourself and our union, is to learn a bit more and have a better understanding of our 
work contracts. Below, we have created a short list of topics we think you are most 
likely to hear discussed at your local W&Ws. The 24 items below should, in no way, be 
viewed as right, wrong, or in any order of priority.  They’re merely common 
negotiation items from the past which can assist you in being better prepared to 
engage during the W&W process. A better working knowledge of these covenants can 
assist your career as a working actor. 
 
 

Contract Reference Links 
 

2020 TV and Theatrical MOA - 2017 TV and Theatrical MOA 
 

2014 CBA (Basic Agreement) - 2014 Television Agreement 
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Theatrical W&W 2023 
Contract Issue Examples 

 
 
Contract Key Code: CBA (Collective Bargaining Agreement), MOA (Memorandum of 
Agreement), TVA (Television Agreement) 
 
1-Residuals: SVOD (Subscription video on demand)/AVOD (Ad video on demand) 

(aka, MODIFICATIONS TO NEW MEDIA STREAMING PROVISIONS) 
Location: 2020 MOA (Section 9), CBA Section 5.2, & 
2014 TV Agreement (Section 18, 18.1 and 20.1) 

 
2-Base Pension & Health Contributions & P&H Pension Caps: 

Location: 2014 CBA (Section 34) (Last pension cap raise was in 2005) 
 
3-Self-Tape: Guidelines + Audition payment enforcement or re-draft covenant 

Location: 2014 CBA (Schedule A - Section 15) & (Schedule B - Section 19) 
 
4-C.O.L.A. (Cost of living adjustment) Actual net scale increase 

Location: (Unlisted) This is a transcendent ‘pay raise’ across all union wages! 
 
5-Violations – Penalties: (On-camera Principal and Background Performers) 

Location: Transcendent. See the attached charts. (Some are 20+ years stagnant) 
 
6-Advanced Payment of Residuals: 

(Further limitation + non-commission enforcement) 
Location: 2014 TVA (Section 18 (d)) 
 

7-Television Residuals & Major Role Minimums: 
Location: (Residuals) 2014 CBA (Section 5.2) & TVA (Sections 18, 18.1, 20.1) 
Location: (Major Role) 2014 TVA (Section 2 (c) 

 
8-Audio Description: (Currently not part of our CBA. but can be negotiated.) 

 
9-Stunt Coordinator: Fixed Residuals on TV/HBSVOD Programs 

(Fixed residuals for each day worked.) 
Location: 2014 TVA Section 18(i) 

 
10-Translation, Foreign Language: Auditions - Dubbing 

Location: 2014 CBA Sections 52 & 57 
 
11-Background: Remove $75 late payment cap + Inadequate cancellation notice. 

Addtl.: Flagrant abuse of placing BG ‘on avail’ then releasing them late on the same day. 
Location: 2014 CBA, Schedule X1, sections 46 (a) + 27 (d) 
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12-Stunts: Residuals for all Stunt Professionals Who Contributed to Work that Appears in Final 
Product (Residual inclusion w/o being seen in final product per the DGA/WGA, (ie) riggers, 
fight coordinators, stunt doubles, safety, pre-vising, rehearsing, uncovered stunt 
coordinators, etc.) Location: 2014 CBA Section 5.2 A 

 

13-Language Removal: ‘At producer’s sole discretion’ & ‘Freely Bargained’ (et al.) 
Location: (Appears throughout the CBA) 

 

14-Options: Options & Exclusivity (Options improvements) 
Location: 2014 TV Agreement Section 24 

 

15-SVOD Licensing: Decrease the 20-year license term (Per current Netflix agreement) 
Location: Sideletters 21 & 22 

 

16-Indexing Fees & Money Breaks: (At least 15 current covenants) 
(Indexing = auto-annual static percentage increase) 
Location: Transcendent throughout CBA & TVA  

 

17-Exec. Prod. P&H contributions circumvention: (Review/revise) 
Location: 2014 TV Agreement (Section 14) 

 

18-Enforcement, Persons with Disability: (Plus, stand-alone exclusion from diversity groups) 
Location: 2014 CBA Sideletter 26 & Section 26 (a)(7) 

 

19-Claims Enforcement: 
(Applicable to any covenant throughout all of our agreements when a claim is filed.) 
Location: Transcendent throughout CBA, MOA & TVA  

 

20-Stunt Coordinator: Eliminate Flat Rate (Location: 2014 CBA Schedule K-III) 
(If not achieved, then) Increase TV Flat Rate to Theatrical Flat Rate 
Location: 2014 TVA Section 2 & 2014 CBA Schedule K-III 

 

21-Definition (Casting operating during regular business hours): 
(Per audition turn-around times) 
Location: 2014 C.B.A. Sec 47A 

 

22-Exhibit G: Codify Electronic Sign-in (time) sheets 
Location: https://www.sagaftra.org/files/Production_Time_Report_Exhibit_G_6_14.pdf 

 

23-Death/Dismemberment: Value of a Life: 
(SAG-AFTRA member’s lives are insured for significantly less than other entertainment unions.) 
Location: 2014 C.B.A. Section 23 (Air Travel/Flight Ins.) 

 

24-Theatrical Motion Pix-Supplemental Markets of Exhibition:  
(Additional stipulations and clarity per the definition of a “Bona fide Theatrical release” plus 
an increase in the 1% late fee’s which has little to no impact.) 
Location: 2014 C.B.A. Section 5(D), 5.2 (D, 2c) & 5(E)(2) 
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Study Guide/FAQ 

All questions and answers are in order as they appear in the Codified Basic Agreement (CBA), with a 
small amount from the TV Agreement (TVA) at the end.  This guide is meant as a simple resource to 
answer some common questions that members may have regarding the CBA and TVA with the 
Producers, or Alliance of Motion Picture and Television Producers (AMPTP), especially during Wages and 
Working Conditions (W&W’s) – the meeting process where members give input on what they think the 
union should prioritize in the relevant upcoming negotiation. 
 

 

KEY CODE 
 
  BOLDED Text: Guide/Contract Header  Non-Bolded: Contract category/sub-sections 
  BLUE BOLD: Questions per section  RED BOLD: Answer to question 
  RED BOLD w/Italics: Question notes  “In quotes”: Contract text directly related to question 
 

All questions were created by the “Workbench” participants and the majority of the answers 
were provided by the SAG-AFTRA contract staff, as well as a few top SAG-AFTRA members. 

 
 

CBA/TVA Study Guide Formatting 
 

Schedule/Section 
 

1. Numbered Section/Title 
A. Lettered Paragraph/Section 

(1) Numbered Subsection/Subparagraph 
(a) Lettered Subsection/Subparagraph 

(i) Roman Numeral Subsection/Subparagraph 
“Quoted text related to question.” 

 

Question pertaining to this section? 
 Answer to question. 
 Notes regarding answer. 

 

Okay, let’s get started… 
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General Contract Questions: 

Why does the contract say 2014?  Where’s the most recent contract? What are the MOAs? 

Contracts are “codified” into a comprehensive document every 2-3 
negotiations to save on both time and money.  In between, MOAs, or 
“Memorandums of Agreement” are created during negotiations that lay out 
the changes negotiated to the CBA, or “Codified Basic Agreement” and the 
TVA, or “Television Agreement.”  Every 3-4 negotiations, all the MOAs are 
added to the current CBA/TVA to create the new official document. 

Is there a glossary to clarify terms in the contract? 

No, there is no glossary, but there is an index in both the physical and the 
PDF versions.  It is found on pages 9-16 of the PDF document (ix-xvi in the 
physical book).  

Section 1 - General Provisions 

1. Recognition and Scope of Agreement 

A. “Background actors are not considered "performers."  

Why is it necessary to deem background, “not performers.”  

Because the territorial jurisdiction is different for background actors than it is 
for performers. 

"The Union is also recognized by Producer as the exclusive bargaining agent for 
background actors covered by the terms of this Agreement and employed in the 
production of motion pictures in the motion picture industry in the Hawaii, Las Vegas, 
Los Angeles, New York, San Diego, San Francisco and Sacramento Zones, as defined 
in Schedule X, Part I and Schedule X, Part II.” 

Why was all cities coverage non-mandatory for background? 

  This remains a negotiation issue. 

2. Union Security 

B. “Each Producer shall give the Union full opportunity to check performance by such 
Producer of its agreement under this Section including access to sets, but the Union's 
checking shall be done in such a manner as not to interfere with production.  The 
Union agrees that it will accept as a member of the Union any performer the Producer 
wishes to employ…” 

This reads as if you can indeed hire an “expelled” member. 

*Reference the Taft-Hartley decision of 1947 – and is that the basis for the fine? 
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Generally speaking, the union can't dictate who a producer can or can't hire, 
but can assess penalties based on things like union security, production 
staff, and preference of employment. 

5. Television Exhibition of Theatrical Motions Pictures, The Principles Photography of Which 
Commenced After October 6, 1980 

Has any such covenant ever been retroactively altered forward? Theatrical Motion 
Pictures, Principal Photography from 1/31/60-7/21/80) can be moved over to FREE 
television w/o compensation. 

Yes, but it is rare and usually only covers a use going forward.  For example, 
when residuals for productions moving to new media were negotiated, those 
residuals became applicable to productions going back decades (1971 for 
theatrical and 1952 for television) but covered new media use going forward, 
rather than achieving some sort of retroactive payment for the period of time 
between the first new media use and the point at which residuals were 
negotiated.  Section 4 states that residuals are due for moving to free 
television for theatrical motion pictures that had principal photography 
between 1/31/1960 - 7/21/1980.  But you have to look back at the original 
agreements for the definition of Distributor's gross, percentage due, pro rata 
split, etc. 

D. Application to Pictures Initially Released Theatrically  

“The provisions of this Section 5 regarding additional compensation for free television 
exhibition apply only to a theatrical motion picture which is exhibited on free television after 
it has had a bona fide theatrical release.” 

Did COVID alter what is the definition of a “bona fide release?”  How has Scarlett 
Johansen’s lawsuit affected that? 

The language you are referring to regarding television residuals being due if a 
theatrical motion picture does not have a bona fide theatrical release is only 
applicable if the picture has its initial release to Free Television.   

Black Widow did have a theatrical release, despite being impacted by the 
Covid shutdowns. 

E.  

2. Syndication and Foreign Telecasting  

“in the event Producer fails to pay such additional compensation within ten (10) days from 
the date of a notice in writing to Producer from the Union, a late payment penalty shall 
accrue at the rate of one percent (1%) per month from the date of delinquency.” 

1% late fee seems small. Why no change? 
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Changing the late payment penalties applicable to residuals would require 
making and achieving that proposal at negotiations.    

FYI - In 2021 the union collected approximately $1.4 million in late pay for 
theatrical motion pictures 

3.  

(a) “Time and Method of Payments “To motion pictures produced by Qualified 
Residual Payors, Qualified Distributors and Qualified Buyers, and motion 
pictures, the residuals for which are guaranteed or assumed by a Qualified 
Residual Payor, Qualified Distributor or Qualified Buyer. These motion pictures 
shall continue to be subject to the rules on payment of liquidated damages set 
forth in the 1995 Agreement;” 

How do we define Qualified” as it pertains to Payors, Distributors, etc? 

The union has a list of Qualified Distributors. It has been largely unchanged 
for many years, but occasionally a company gets added or removed. 

How often does SAG-AFTRA actually refuse/decline to categorize an entity as a “Qualified 

Distributor/Buyer” and push those monies due back to the Producer?  

When we sign a project, the signatory team evaluates what financial 
assurances we need - this can be things like a lien, a security deposit, a 
guaranty agreement, an assumption agreement, etc. When a company has 
QD/QRP status, they can use that status to modify the amount/type of 
financial assurances that we need - what that means precisely can vary a bit 
based on the specifics of the project.  There aren't a lot of companies with 
these statuses - in order to get that status they generally have to have a track 
record of good payment as well as allowing us transparency into some of 
their financials and go through an evaluation process. Essentially they are 
well established companies where we can have more confidence that if 
something goes unpaid, they will be able to step in and take care of it. 

F. Effect of Performer’s Individual Contract 

When an actor's residuals are used as part of their profit sharing agreement in their 
personal contract, what happens to the share of residuals that would have gone to them if 
they did not have a profit sharing agreement?  Is it still eaten up or is it returned to the 
pool for time/salary units to be divided amongst the non-profit sharing actors? 

 Residuals due to performers are not changed by a profit 
participation.  Therefore, there is nothing to "return to the pool" and residuals due 
to one performer cannot get dispersed to other performers.  What that language is 
saying is that if a performer is entitled to both residuals and a gross participation, 
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 then that deal can be structured so that the participation does not have to be 
exclusive of, or on top of, residuals that have to be paid to that individual.  In other 
words, there is no prohibition against residuals showing up as a line-item credit for 
a gross participant.  But residuals due to that person cannot be diminished or 
somehow paid to other performers.  And whether that kind of crediting ultimately is 
allowed depends completely on how the participation is negotiated. 
 

I. Favored Union Clause 

Does this only apply here or across the board? 

Only this section. 

• 5.2 Supplemental Markets Exhibition of Theatrical Motions Pictures, The Principles 
Photography of Which Commenced After October 6, 1980 

B.  

(1) Time Units and (2) Salary Units 

“No more than five (5) time units may be credited to any performer” and (c) “No more than 
ten (10) salary units may be credited to any performer.” 

Why is there a cap at 5 time units and 10 salary units?  Why is there a cap on units at all? 

There are 5-time units and 10 salary units, not 5 and 5.  The reason is to 
create a manageable range of residuals amounts to individuals in the 
cast.  So, performers who work longer and earn more on a picture get greater 
residuals.  But that range is still limited to ensure that performers (celebrity 
stars) who work months on a picture and earn salaries upwards of tens of 
millions of dollars don't end up with such a large share of the residuals that 
checks cannot even be issued to other performers.  As it stands, the lead 
performers working 5 weeks or more and earning at least 10 weeks' salary 
have a share that is 37.5 times greater than a scale 1-day performer and 7.5 
times greater than a scale one week performer.  Without any cap at all the 
stars would have shares that were 100s if not 1000s of times greater than 
those in the rest of the cast.  Weekly performers could end up with pennies 
and day players could end up with nothing. 

D. Definition of Supplemental Markets  

Is streaming considered part of this definition for Film?   

Streaming is not included in the definition of cassettes or pay television and 
is therefore not part of "Supplemental Markets."   

Streaming (new media) of motion pictures is in Sideletter 22 (CBA) and 
Sideletter I (TVA) "Exhibition of Motion Pictures Transmitted Via New Media.” 
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(2) 
 

a)  
b)  

 
“the subscriber pays for the motion picture or motion pictures selected (except that a 
motion picture or motion pictures selected for which only a token charge is made shall not 
be considered pay television);” 

What is a “token charge” vs. a “major charge”? 

Probably the best way to explain the difference between a "token charge" vs a 
"major charge" is the difference between what is considered to be basic cable 
channels vs premium pay channels.  Your basic cable "packages" of 
channels translate to a token charge per channel, as opposed to the 
additional separate fee to access a specific premium pay channel, e.g. HBO, 
Showtime, STARZ. 

E. Definition of Distributor's Gross Receipts  

(3)  

(a)  

“If the Producer is the Distributor or the Distributor is owned by or affiliated with the 
Producer, the "Distributor's gross receipts" derived from the distribution of such picture by 
"cassettes" shall be twenty percent (20%) of the worldwide wholesale receipts derived by 
the Distributor.  

Explain the reason for only using 20% of gross receipts if the Distributor is also the 
Producer? 

The 20% thing was based on an assumption that in the days of video tape the 
manufacture of the cassette was 80% of the cost. That continued into the era 
a DVD's... where costs were dramatically less... To where we are now... with 
ZERO manufacturing costs... but still the same formula.  Changing the 
formula requires making the proposal at negotiations, which did happen in 
the past, and then achieving that gain, which did not happen.  And there are 
still costs associated with the manufacturer, distribution and shipping of DVD 
sales.  There are also costs associated with electronic sell-thru (EST) units, 
and the formula has been improved somewhat for EST. 

The difference is between Distributor's gross receipts being based on 20% of 
the wholesale unit price vs on 100% of the revenue being shared with the 
unaffiliated Producer.  In the case of the former, regardless of what revenue 
actually makes its way from, for example, Warner Home Video to Warner Bros 
Pictures or from Buena Vista Home Entertainment to Walt Disney Pictures, 
the Distributor's gross receipts are simply tied to wholesale revenue.  And as 
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 mentioned, back when the formula was first negotiated the agreement was 
that 20% of the wholesale unit price would be the definition of 
Distributor'sgross receipts.  The studios' argument being, 80% of the 
wholesale price was the cost of getting units (Beta, VHS and laser disks at the 
time) into the marketplace.  And the 20% of wholesale being 
Distributor's gross receipts has not changed since then.  Conversely, for the 
latter, when there is no direct corporate relationship between the Producer 
and the Distributor, then Distributor's gross receipts are tied to 100% of 
whatever the Producer has been able to negotiate.  So, if the unaffiliated 
Producer managed to negotiate for 20% of wholesale, the result (Distributor's 
gross receipts) would be the same as the affiliated studio Producer.  But if the 
unaffiliated Producer managed to negotiate a better (or worse) 
participation/revenue share, then the Distributor's gross receipts would be 
larger (or smaller) as a reflection of that deal. 

(4)  

d)  

“Frozen Currency” 

How exactly do we define frozen currency? (There is some concern of using specious 
reasons to call it frozen in an attempt to delay payment in order to utilize that money for 
other things) 

If a company is able to utilize the money, then it is not frozen. 

(6) “Such allocations shall be for the purpose of determining payments due 
hereunder, shall be made in good faith and, if so made, shall be binding and 
conclusive for purposes of this Agreement. If the Union contends that such 
allocation has not been made in good faith, then such claim shall be submitted 
to arbitration under Section 9 hereof.” 

How often have we made continued deals with folks who show ‘bad faith’ in the past?  

If by “bad faith,” you mean bad payment history, the union accounts for 

that when dealing with that during the signatory process in which the union 
may request additional protective documents or monetary deposits in order 
to protect residuals. 

Is this ‘sort of’ where all of our DO NOT WORK notices arise, or is that more in just pure 

TV/Modified contracts acts of “Bad faith? 

Not exactly. DNW notices are typically issued during the signatory process 
as opposed to in connection with unpaid residuals. 

G. Reporting 
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“An inadvertent failure to comply with the reporting provisions of this Section 5 shall not 
constitute a default by Producer hereunder, provided said failure is cured promptly after 
notice thereof from SAG-AFTRA is received by Producer.  Producer hereby authorizes 
television stations to make available to representatives of the Union their station logs to 
verify the station plays of theatrical motion pictures. Regarding a possible system of coding 
product which appears on television, a joint Producer-Union Committee will be established 
to consider any workable system when it is available, and such committee shall investigate 
and make recommendations, which will be given consideration by the Producers.”   

Is there currently a committee, or has there been? 

 I'm not certain whether there has ever been a member committee specifically 
tasked with this type of coding.  But it has been taken up by various member 
committees, including the TV/TH Negotiating committee.  The challenge is that to 
date there isn't a universally accepted standard coding system that is used on a 
global basis, which is really what is needed.  A number of years ago it was 
believed that ISAN might become that standard, and the companies agreed at 
negotiations to provide the ISAN numbers any time they are used.  That system 
didn't ultimately come into really wide use. 

• 5.3 Copyright Royalty Tribunal 

How was this Tribunal created? Who is still in it? Is it active? How are judges vetted? 

This is administered by the US Copyright office and the US Library of 
Congress. This tribunal used to collect royalties for distribution of projects on 
certain cable transmissions (of movies and television) as well as records and 
jukeboxes. It no longer operates and any disputes regarding payments are 
now governed by copyright arbitration royalty panels. 

So who handles the oversight for monies to get counted or not for motion picture > FREE 
TV? 

Audits are generally where any errors/omissions related to these monies 
are addressed. 

Note: 5.3 clarifies the inclusion of those funds in the reporting of Distributor's 
gross receipts.  

6. Responsibility for Payment 

A. Distributor’s Assumption Agreement 

Given the changes in media a distribution since the last update, are we running into any 
issues with this document? 

  I'm not aware of any issues with this document. 
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“To the extent that Producer has executed a security agreement and financing statement in SAG-
AFTRA's favor in the Picture and related collateral as defined in the SAG-AFTRA – Producer 
Security Agreement ("SAG-AFTRA Sec Interest"), Distributor agrees and acknowledges that 

Distributor's rights in the Picture acquired pursuant to the Distribution Agreement (to the extent 
those rights are included in the collateral covered by the Security Agreement) are subject and 

subordinate to the SAG-AFTRA Security Interest.” 
 

What if the Producer folds and the Distributor continues? Who checks or knows this? 

The language you are referring to is in a form that distributors sign. When 
they sign that form, they are acknowledging that their interest is subordinate 
to the unions. 

In the Distributors Agreement check box list, why does it say: In perpetuity (i.e., for the 
period of copyright and any renewals thereof) - does that supersede built in time frames in 
the CBA? 

The typical definition of perpetuity is “forever” but the way it works in 

distribution agreements, rights can’t exceed the copyright term.  This is how 
perpetuity is understood in the licensing/distribution world as it intersects 
with copyright law. 

• Territory section:  

Based on the first two options of Domestic and Foreign, what is, OTHER?  

Typically distribution rights are granted in US or Foreign, but there are 
circumstances where a distributor could have less than all of one of those 
two options - for example, just certain foreign countries/territories. 

How often do we need to seek “Injunctive Relief” annually as a general rule? 

As a general rule, we don’t seek injunctive relief very often because it has 
a very high legal standard and takes a long time. 

“An inadvertent failure on the part of any such Distributor to comply with any of the 
reporting provisions of this subsection A. shall in no event constitute a default by the 
Producer or such Distributor or a breach of this Agreement, provided that such failure is 
cured promptly after notice in writing thereof from SAG-AFTRA.” 

Why did we allow language such as ‘inadvertent does not equal a default on the 
Producers/Distributors part’, and how do we determine intent? 

When this language came in, there was concern that the producers 
wouldn’t have the reporting that we needed and the goal was not to punish 
them for a mistake or error that wasn’t intentional. The goal is to resolve the 
problem before it ends up in arbitration. 
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“If any "Qualified Distributor" assumes in perpetuity under the Distributor's Assumption 
Agreement the obligation to pay the Residuals…” 

The typical definition of perpetuity is “forever” but the way it works in distribution 
agreements, rights can’t exceed the copyright term. Does this term restart when a picture 
gets sold to a new distributor? 

Each distribution agreement and Distributor’s Assumption Agreement 
(DAA) will carry its own term.  DAA's are generally applicable for the same 
time period during which the Distributor has distribution rights, whether that 
be perpetuity or some limited term. 
 

B. Buyer’s Assumption Agreement 

*Note that Buyer’s Assumption Agreements are very rare, and if the 
"buyer" isn't someone with a known track record with us, we often exercise 
our rights to disapprove of the buyer. 

“Any inadvertent failure on the part of the Buyer to comply with any of the reporting 
provisions of this subsection B. shall in no event constitute a default by the Producer or 
such Buyer or a breach of this Agreement, provided that such failure is cured promptly 
after notice in writing thereof from SAG-AFTRA." 

Why does the agreement continually have associated language such as: “cured promptly” 

yet we have language specifically related to (21) days in here as well? 

The 21 days is specific only to delivery of a BAA. Otherwise, cured 
promptly means a reasonable time. These timelines are typically based on the 
possible ramifications and ability to rectify at a later date. 

“In the event a Qualified Buyer, after notice and a reasonable opportunity to cure, 
generally fails to report and/or pay Residuals when they are due or generally fails to pay 
obligations to creditors when they become due or in the event a petition is filed under the 
Bankruptcy Code by or against a Qualified Buyer, SAG-AFTRA shall have the right to 
terminate the buyer's Qualified Buyer status.” 

Do Qualified Buyer’s, Producers or Distributors commonly file for bankruptcy? 

On the indie side, it does happen. On the Qualified Distributor Qualified 
Residual Payor side, it is significantly less frequent. 

C. Distributor’s Liability 

It seems as if no one is ultimately responsible for Foreign payments or monies: How do we 
track or know what the actual truth of monies owed per Foreign distribution? Seems to 

contractually read, as though it would be pretty easy for a “Shell or LLC” entity to exist 

and then “disappear” w/o distributing monies. 
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Foreign payments are extremely difficult to track down simply because 
unless a studio is exhibiting a project in foreign markets, pictures can be 
distributed on a territory-by-territory basis by foreign distributors that are 
difficult to pursue without turning to the legal system of the foreign 
country.This is why it is important to get a signatory producer or distributor 
to sign our paperwork and be responsible for the foreign residuals whenever 
possible. 

• 6.1 Residuals Audits 

How often does SAG-AFTRA perform ‘random audits’ on Studio/Network books and do the 
‘Tri-Guild’ audits still exist? If not, why were they terminated and at whose request or 
behest? 

The Tri-Guild Audit still exists and is continually auditing studios and 
networks. 

What is the auditing process, what are the ratings given and how often are there followups 
to subpar ratings? 

The union auditing a company does not result in a "rating" as would be the 
case when an accounting firm audits a company for tax or other 
governmental regulation purposes. Where there are findings of underreported 
residuals, those delinquencies are settled along with applicable late pay 
similarly to other claims. 

Why do we not handle this with an algorithm or software?  

Companies, payroll houses and the union do have various software programs 
that do all of those things. Without those programs there is no way that 
reporting would happen each quarter for the tens of thousands of pictures 
generating significant revenue from active worldwide distribution for 
hundreds of thousands of individuals receiving residuals who have worked 
under our contracts over many decades, or that we could pursue the 
residuals enforcement that we do. But all of those processes cannot just be 
entirely automated. And most of our largest claims in recent years have been 
a result of the union catching minor programming errors in a company's 
software that resulted in major problems when that error impacted many 
pictures. Additionally, there are some steps along the way where it would 
impossible for anyone other than the studio to have the appropriate data 
(and/or the union after the studio provides it) to do the calculation - for 
example, an individual could calculate their own time/salary units, but 
couldn't do it for the entire cast, so wouldn't be able to figure out their share 
of the residuals pool even if they did somehow know the applicable gross 
receipts. 

Do we have any communication with other unions on how calculations of this sort (and 
really all the residual calculations) are monitored? 
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Each union has a duty of confidentiality that we must be respectful of, but 
there is cooperation as well.  The Tri-Guild audit program is a perfect 
exampleof that. Sharing information that we can and coordinating efforts 
happens on a regular basis. 

9. Arbitration 

E.  

“Any dispute described in Section B. or C. above shall be arbitrable only if the amount in 
controversy on a per performer, per project, per dispute basis is $250,000 or less… There 
shall be no monetary limit on the amount in controversy in connection with disputes over 
residuals under Section D. above.”  

Why is the limit of arbitration under $250,000, and is that limit often reached on a "per 
performer, per project, per dispute basis”? 

In some cases when the dispute exceeds this threshold, it can be in the 
performer's interest to have avenues to resolution outside of arbitration (such 
as suing in regular court).  

Also, why is there a carveout for residuals?  

In the case of residuals, we are pursuing amounts that are a minimum term 
of the collective bargaining agreement. And those amounts, because of how 
the formulas operate, are a function of the success of the picture and size of 
the cast, rather than being a product of an individual negotiation. Therefore, 
there is an interest for both the Producer and the Union to not have to go to 
court in order to arbitrate claims brought by the union to enforce those 
minimum terms. Placing any limit would amount to the union not being able 
to pursue residuals for certain performers, even as we were able to arbitrate 
for the majority of the cast. That bifurcation would be extremely problematic 
(nonsensical) for all parties. The costs and public information associated with 
going to court over delinquent residuals on their highest grossing pictures is 
not something the Producers would want! 

F. Procedure 
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1)  

Do we have any communication with other unions on how calculations of this sort (and 
really all the residual calculations) are monitored? 

 

Each union has a duty of confidentiality that we must be respectful of, but 
there is cooperation as well.  The Tri-Guild audit program is a perfect example 
of that. Sharing information that we can and coordinating efforts happens on 
a regular basis. 

"Claims for the upgrade of background actors shall be filed not later than three (3) months 
after the occurrence of the facts on which the claim is based." 

 
This seems like a very short window for a claim to be filed, especially if a project isn't 
released until well after that window closes. How exactly do we define "occurrence of the 
facts on which the claim is based."?  

In part, this is the nature of bargaining as the parties will have an interest 
in having different circumstances handled differently. In this case, the studios 
likely pushed for this in negotiations because they wanted to make sure that 
these claims came up during the time period in which they would have access 
to information to evaluate the claim appropriately, such as dailies. 

If new facts become known does that restart the clock? 

This would be very fact specific. In cases related to background upgrade 
claims, the facts occur on the work date. 

Other areas mention "has had a reasonable opportunity to become aware of the 
occurrence." - why the difference? 

The nature of the upgrade claim is that there shouldn’t need to be more 
time. Essentially, if the background actor spoke a line, they should file the 
claim. As opposed to principal claims where a performer may not become 
aware that they have an actionable claim until a later point. 

11.  AGREEMENT AND SCHEDULES INCORPORATED IN PERFORMER'S CONTRACT – 
WAIVERS  

Why are waivers mentioned in the title? 

Because section 11.C. speaks to waivers and the fact that performers can’t 
waive collectively bargained obligations without the union’s consent. 
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C.  

“Producer agrees that no waiver by any performer of any term of this Agreement, including 
the appropriate Schedule, shall be requested of the performer or effective unless the 
consent of the Union is first had and obtained.” 

How many staff people do we currently have in LA to grant waivers?  

It depends on the nature of the waiver - for example, residuals related 
waivers only come from Jennifer Gaudry. Initial comp/working conditions 
waivers would generally only come from Olga Rodriguez-Aguirre, Beth 
Millman, or Jessica Johnson. In some circumstances, waivers related to 
specific areas may come from the National Directors of the appropriate 
department (think Stunts or Background or Voiceover). 

Can staff grant a waiver without committee approval if a precedent hasn't been 
established? 

There are certain types of waivers that committees have empowered staff 
to grant when certain conditions are present, but anything beyond the scope 
of those pre-established waivers is taken to the appropriate committee. 

14. PREFERENCE OF EMPLOYMENT 

A.  

(2)  

“A "qualified professional performer," for the purpose of this Section, is a person who has 
had prior employment as a motion picture performer at least once during the period of 
three (3) years prior to the date of the proposed employment.” 

Why did we set up 3 years as the definition of a "qualified performer" - what was the 
thinking behind that? 

To the best of our knowledge, this is just a matter of bargaining and where 
the parties landed in negotiations as there has to be some standard and this 
is where the agreement was made. It likely also connected to the term of the 
contract traditionally being three years.  

You could request bargaining history research via Staff (as opposed to 
Member-led) Governance Committee if you’d like to dig in more on this topic. 

B.  

Does the verbiage "freelance performer" possibly open up any loopholes for the AMPTP 
since technically we are W-2 employees while we are working for them, especially in the 
new ecosystem of Freelance Workers with Uber, etc? 
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This is always worth keeping an eye on, but generally speaking labor/employment law 
supports the classification of individuals hired pursuant to collective bargaining agreements 

as employees. 

E.  

“It is expressly understood and agreed that nothing in this Section contained shall alter or 
modify Producer's exclusive right to cast any and all performers performing services for 
Producer.” 

This section seems to negate much of the rest of Section 14. How much of 14 can we 
enforce under current labor laws? How do we even have the information to go about 
making a claim? 

By law, we can’t dictate who a producer hires. Section 14 sets out when we 
can, however, assess a monetary penalty based on who was hired or if the 
producer fails to provide the appropriate information on who they hired (cast 
clearance).  

*Penalties under Section 14 have to be carefully evaluated in right to work 
states.* 

 

15. APPLICATION TO EXISTING CONTRACTS 

This section seems to directly contradict section 11.A. Does 11.A. apply to Schedule 
designation while 15 applies to wages? 

Section 15 means that if you worked on a production on June 30, 2014 and 
July 1, 2014, your wages go up for the July 1, 2014 work because it is under 
the new agreement. There are some exceptions to this as specific provisions 

will sometimes say (for example) “for contracts entered into on or after July 1, 

2014”. 

16. CONTRACTS DELIVERED ON SET 

Does the definition of "set" as it pertains to contract delivery include your trailer or 
holding area? 

I’ve never encountered this, but think that is a defensible position. 

19. FURNISHING REPORTS  

B.  

“Producer shall furnish to the Union reports indicating the compensation paid, up to a 
maximum of $500,000, to performers covered hereunder." 

Why up to 500K? Dues caps control this? 
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At the time, this was well in excess of the P&H caps, dues caps, and ERISA 
reporting limits though we don’t have direct insight into how they landed at 
the $500,000. 

20. DRESSING ROOMS AND OTHER FACILITIES 

A. a 

(1)  

“Producer shall provide dressing room and toilet facilities which are clean, in repair and 
accessible in studios and on locations.” 

How do we enforce that dressing rooms and trailers are "accessible"? There's a feeling 
that, especially on location, this is not being enforced for people who are not completely 
able-bodied. 

Typically, we are contacted by performers and wherever possible, we will 
send a field rep to assess the situation. Additionally, legal requirements (such 
as ADA) would come into play. 

(4)  

“The foregoing provisions shall not apply to Schedule H nor to Schedule K performers.” 

Why are stunts performers excluded from the seat requirements? 

Through bargaining, producers have attempted to distinguish stunt 
performers and coordinators based on the nature of the work and address 
them separately in 21.B. Having said that, if there is an issue on set where 
stunt performers/coordinators don’t have chairs and need them, we could 

address this under the “consideration of type and location of work” language 

- just let us know. 

C.   

“Such dressing rooms shall be provided with adequate locks and Producer shall provide 
facilities for checking normal personal belongings.” 

Actors are guaranteed a room that locks but not a key to that lock. That would seem to 
require that the lock never be used while the actor is out, which eliminated the security of 
the lock. Is there a provision we are missing?  

In LA, it's rarely, if ever locked while we go to set, and the "check-in" option is rarely 
offered. 
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Producers designate “Locations Department” mostly to co-ordinate 
dressing rooms. They in turn have keys which we are entitled to.  This can be 
a matter of members being proactive and asking for a copy, typically through 
the 2nd AD’s, whether on set or on location.   

This sounds like an enforcement issue. We haven’t encountered this issue, 
but please have performers reach out when this happens and let’s approach it 
that way. 

“In the event compliance with the foregoing is not feasible because of space, physical 
or legal limitations or location practicalities, the matter shall be discussed with the Union. 
Waivers shall not be unreasonably withheld under such circumstances” 

Under what criteria is a Waiver granted for the accessibility requirements in dressing 
rooms? 

We don’t get a lot of waiver requests in this area, and when we do, it is 
usually for a location that doesn’t have room for enough dressing rooms so 
the request is to increase the allowable number of performers per room. I 
can’t think of an example where a waiver would have related to accessibility. 

How do we prevent it from being a way to get around the ADA? 

ADA would govern regardless. 

“Whenever a performer is required by Producer to make a change of wardrobe on the 
set, Producer shall provide suitable facilities affording privacy for such purpose. A private 
canvas dressing room will be deemed a "suitable facility" for this purpose.” 

What would be the floor for a “suitable facility”? 

The lowest of ‘changing areas’ they can have are those plastic or canvas 
wrap arounds that shield the performer from being viewed by others as they 
are changing. 

 
22. REUSE OF PHOTOGRAPHY OR SOUND TRACK  

B.  

“the performer shall be entitled to damages for such unauthorized use, equivalent to three 
(3) times the amount originally paid the performer for the number of days of work covered 
by the material used.” 

Triple damages (3x’s) but Stunts are excluded? 

Yes, stunts are excluded as the producer's do not have an obligation to 
negotiate nor obtain consent from stunt performers in reused stunt clips. This 
was something that the stunt community gave up in trade to obtain coverage 
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 of stunt coordinators back in 1994. Producer need only make payment of the 
current day performer minimum or payment as otherwise called for within 
Section 22. 

“If the Producer is unable to find the performer, it shall notify SAG-AFTRA, and if SAG-
AFTRA is unable to find the performer within a reasonable time, the Producer may use the 
photography or sound track without penalty.” 

What is a “reasonable time”?  30 days? 

No, 30 days is short of what the CBA already allows for time of payment to a 
stunt performer who's identifiable stunt clips are reused. The last paragraph 
of Section 22.F.(4) states that payments shall be made within sixty (60) 
business days from the exhibition of the permitted reuse. It also provides for 
damages of an additional day rate payment if producer fails to make a timely 
reuse payment. 

C.  

How often is this an issue? 

I have not seen the "submit to the board" route used in my time here. 
However, that if more of a function of the fact that stunts clip reuse does not 
carry the burden of having to negotiate with the stunt performer for the 
contemplated reuse. So this may be an instance where Entertainment 
Contract may have a different and more in-depth answer.  

F.  

(3)  

“With respect to any stunt which was photographed but not used in the motion picture for 
which it was made, the Producer may use such stunt once in another theatrical motion 
picture without limitation or additional compensation.” 

Is there risk of abuse in this? 
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Is there a risk here? Perhaps. But more to the point, it would be impossible to 
rule out the possibility of a "risk" here with any degree of certainty. However, 
that any concern of risk has to be taken with the understanding that the 
possibilities of this scenario coming up being rare. Not to mention that the 
SAG-AFTRA stunt community is one of the more vigilant and interconnected 
group of performers within the Union. They, generally, know when their clips 
are used, not used or reused and they tend to talk about it amongst 
themselves with frequency. So yes, there is a potential for risk but that I 
believe it is blunted and mitigated to a degree, coupled with the rather rare 
nature of this scenario.  

(4)  

(e)  

Clarity and Usage platform? 

To provide some clarity and examples of usage platforms (or contemplated 
usage platforms) for this, we must consider when the language was entered 
into the CBA as well as the explosion of possibilities that may now fall into 
this section. The original intent seems to have been geared toward video 
game crossovers with popular theatrical/TV productions. However, in my time 
administering these provisions as applicable to stunt performers, I have seen 
more of the following circumstance than anything else. This would be the 
rather recent (within the last 20 years or so) proliferation of theatrical/TV 
production themed slot machines. Fast & Furious Slot Machines and Sons of 
Anarchy Slot Machines are good examples of this. A description of the SOA 
Slot Machine states "The game has video from the show that plays along with 
clips of the main characters riding their bikes and doing donuts across the 
screen".      

“if a stunt sequence is intercut with live action as part of a scene which includes footage on 
a television screen, movie theater screen or other similar viewing device.” 

Can you clarify what situation is covered by this? 

New movie (the reuser) has a scene where the characters are in a movie 

theater watching the “old” movie (the reused from production). The scene in 

the new movie shows a car chase on the big screen, cuts to the audience with 
bated breath, then back to the big screen when the cars crash, then back to 

the audience gasping. The car chase and car crash may all be one “clip” even 

though the scene cut to the audience during it. Here’s a terrible example, but 

it is fun, so I’m including it anyway - assume for a minute that “Angels with 

Filthy Souls” was a real movie. Assume further that Ralph Foody’s character 
was a stunt performer. Then watch: 

https://www.youtube.com/watch?v=6IPcIdC10WQ 
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G.  

Are the stunt reps involved in this assessment? 

Producers who intend to reuse stunt footage have been rather proactive in 
reaching out to the Stunt Department to, not only ascertain if a given clip is a 
"stunt" or not but also to obtain assistance in identifying and contacting stunt 
performers within contemplated reused footage. So yes, there has been some 
involvement by reps within the Stunt Department on this topic. 

H.    

How do we define "individual voiceover”? 

It’s not certain that we’ve ever had to define this and the broadness gives 
us some wiggle room. Though one can safely say it isn’t a case where there is 
group voiceover where you can’t distinguish between voices - like walla walla. 
It also clarifies that reuse isn’t just about likeness, it includes audio too. 

23.  AIR TRAVEL AND FLIGHT INSURANCE  

A.  

“Producer shall provide accidental death and dismemberment insurance in a principal sum 
not less than $100,000.00 to the performer or the performer's designated beneficiary when 
performer is required to travel by plane at the request of Producer, or $250,000.00 when 
performer is required to travel by helicopter at the request of Producer.” 

Has this ever been brought up to raise the amount? (last raised in 1980) 

Not to our knowledge, but there’s also not a record of any issues. This is 
likely an area where we would need examples to have the best chance of 
prevailing at making a change in negotiations.  

24. INDEPENDENT PRODUCTION 

Can you clarify how this is used? 

Independent productions don’t sign this literal agreement. They sign an 
independent adherence letter to this agreement, which slightly modifies this 
agreement. So this section means that if an AMPTP authorizer company isn't 
producing the film, the film will sign an independent agreement. 

25. SCREEN CREDITS  

A.  

"All such credits shall be in a readily readable color, size and speed." 

-22- 



 

 

 

Does this apply to TV and streaming airings as well? (Not original works for TV and 
streaming, but airings of theatrical releases on TV and streaming). 

There is nothing saying otherwise, so probably. 

C. Billing 

(7)  

Correction of Prints - This section seems very outdated given digital tech and the ease 
with which one can make changes. Can you explain how it is applied in the modern era? 

Disputes over screen credit are often resolved without arbitration. In some 
cases, the producer just pays the liquidated damage. In some cases, where 
technology permits, they make the change. Sometimes, they’ll do both (or pay 
the liquidated damage and then agree to make changes to any future versions 
they release). The bigger issue with changing credits is that sometimes the 
project has already gone to a distributor and the producer does not have the 
ability to mandate that the distributor make the change. 

 

26.  POLICY OF NON-DISCRIMINATION AND DIVERSITY  

A. Policy 

(6)  

(c)  

“In order to encourage the implementation of the policies expressed in this Section, the 
AMPTP has agreed to meet with representatives of SAG-AFTRA to discuss the casting of 
performers when members of classes protected by applicable federal and state anti- 
discrimination laws are substantially underrepresented. " 

What is the mechanism that triggers this meeting?  

This is typically triggered by a letter to the producer from the union. 

28. INJURIES TO PERSONS OR PROPERTY DURING PERFORMANCE; SAFETY  

A. Injuries 

(1)  

“In the event legal action is taken against the performer, either jointly with the Producer or 
alone, the Producer shall, at its own cost and expense and without undue delay, provide 
the defense of the performer in all such litigations.” 

 
-23- 



 

 

 

Did we spend bargaining capital codifying language that is already law? Do the producers 
NOT know how to handle? 

While there may be relevant law that may speak to a producer's obligation to 
indemnify and save a performer harmless from liability for actions performer 
during the course of their engagement, that would still require a legal process 
outside of the scope of our CBA/TVA and grievance process. Having this 
language in Section 28.A. adds one more layer of protection for our members 
within the confines of the CBA. As far as the concerns of bargaining capital 
spent here, this section goes back to, at least, 1977. So it is almost 50 years 
that it has been part of the CBA so I am not sure of how immediate the 
concern is regard the expenditure of bargaining capital here.  

31.  PRODUCTION TIME REPORTS, LATE PAYMENTS, OVERWITHHOLDING AND 
PAYROLL AND UNEMPLOYMENT INSURANCE INFORMATION  

B. Late Payments 

(3)  

“If there is a dispute over the amount due the performer, and Producer pays the 
undisputed amount on time, or if there is a bona fide dispute as to the Producer's liability 
therefor, there will be no late payment charge during the pendency of the dispute.” 

How often does a dispute happen?   

For residuals: If you mean a bona fide dispute that would toll late pay, not that 
often.  And when it does happen the dispute is often around adding a single 
performer to a cast list.  But there have been instances of true contract 
interpretation disputes on occasion. 

C. Overwithholding  

Does this allow producer to choose Deduction? Doesn’t this violate Code of Federal 
Regulations Section 31.3402 (L)(4) -1(c)?  

No - both 31.C.(1) and (2) allow the performer to make the request.  

34. PENSION AND HEALTH PLANS 

A.  

(2) Theatrical Term Contract 

When would this be used? 

The reason you can't think of how this works in real life is 
because Schedule E really hasn't been used recently. It is essentially the 
studio system. It provides for a performer to be hired for a period of time to 
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work on multiple pictures, on an exclusive basis, and paid a weekly fee. 

Section 34A.(2) sets out how you divvy up that weekly rate amongst the 
pictures worked on in that period of time for purposes of the P&H ceilings.  

So it would be something like (and totally making this up because I have 
no recent examples to share!), Studio guarantees Performer 40 weeks of pay 
over a 52 week period at a rate of $5500/week. Performer's contract doesn't 
limit the number of films to be worked on in that period and ends up working 
on 4 films during that time. Total salary paid that year would be $220,000, but 
that would be allocated as $55,000 per film. 

If the performer's individual employment contract contains a restriction on 
the number of theatrical pictures, he may do in the period to which the 
restriction applies, then his total compensation for such period divided by 
that number determines his gross compensation per picture. If there is no 
limitation on the number of pictures the performer may be required to do in 
the current contract term, then his total compensation for such term divided 
by the number of pictures in which he actually performed determines his 
gross compensation per picture. If, on the expiration of any contract term, the 
performer is engaged in performing services in a picture and the Producer 
does not extend such current contract term, but exercises an option for the 
succeeding term and completes the production of such picture during such 
succeeding term, then, for the purpose of computing gross compensation 
paid to the performer for such picture, all gross compensation paid to the 
performer during the period such services are rendered in the completion of 
such picture shall be deemed to have been paid the performer during such 
contract term, and such picture shall be deemed to have been completed 
during such current contract term. 

B.  
Currently, the National Executive Director (NED) is a trustee, is that a custom or a rule? 

Not a rule. Just a custom because the lead negotiator for management is a 
trustee. So, it would make sense that the lead negotiator on our side would be 
a trustee as well. There may be rules at the union level.  

Regarding Union trustees: Are there any written OR unwritten rules about the makeup of 
the board as far as numbers staff trustees vs. members trustees? 

Nothing in the plan agreement that requires a certain number of staff vs. 
members. There are no rules that govern that. (20 Union Members and 
Staff/20 Producers make up board of trustees on The Health side).  They 
(health trustees), informally, try to break up representation from across the 
country to have a geographic representation on the board. (i.e. Atl., NY, LA) 

"The number of Trustees to be allocated to the respective employer associations shall 
be subject to review every three (3) years following the establishment of the Plans. At such 
times, the Trustees to be allocated to each employer association for the ensuing three (3) 
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 year period shall be determined in accordance with the proportion which the total 
cumulative contributions to the Plans for the preceding three (3) year period, made by the 
members of each such employer association, bear to the total contribution to the Plans 
made by members of all such employer associations during such period.” 

How are the AMPTP trustees reallocated every three years?  In other words, what body 
controls that? 

The pension plan trust agreement requires a review of contributions by the 
Joint Policy Committee (JPC - commercials) and AMPTP every three years to 
determine the number of seats held by each employer group. Two 
associations that represent management: JPC & AMPTP, they are allowed a 
certain number of trustees and every 3 years they are allowed allocation of 
these people, within their own bodies, but it is up to them. It also depends on 
the contributions either of the two bodies above contribute to the plan. 
However, union has nothing to do with this decision. And, by the same token, 
management doesn’t have any say in who the unions puts up (adds or takes 
away) for their board of trustees.  

H.  
"Each Producer shall furnish the Trustees, upon request, with the required information 
pertaining to the names, job classification, Social Security numbers and wage information 
for all persons covered by this Agreement, together with such information as may be 
reasonably required for the proper and efficient administration of the Pension and Health 
Plans. Upon the written request of SAG-AFTRA to the Producer, such information shall be 
made available to SAG-AFTRA.” 

How is this information requested and furnished?  On a regular basis or at meetings? 

The files are sent daily by different producers. Producers produce this 
information as part of the earnings files that they send to the Plans for 
processing contributions. (Health) Plan staff would request it if needed. There 
is nothing in the trust agreement that sites it in the calendar. But, information 
comes in on a continuing basis. We get a total number (broad number of the 

wages – covering the whole). The Trustee s do not request this information 

nor are they furnished with specific details of specific people. That s an 

administrative thing that plan (not union) staff would handle.  

How often do the trustees meet, and, pre-pandemic, in person or could people Zoom in? 

The trustees meet three to four times per year as a board, based on necessity 
(logistics of management and union getting together). They also meet dozens 
of other times during the year at the committee level. Unlike union meetings, 
their meetings are densely packed and very efficient. No pontificating and 
they don’t waste a lot of time. So, when they get together, they get the work 
done. They did go to Zoom during the pandemic but hoped to get in person 
meetings going again in August. Unsure if that was successful.  Smaller 
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committee meetings are set as needed, are random, unless they may have a 
certain issue to deal with. 

38.  SEPARATE AGREEMENT AS TO EACH PRODUCER  

Separate agreement for each producer. Does this matter or can it be more efficient? 

No, it wouldn't make sense to have one studio liable for the productions of 
another.  

41. RULES OF CONSTRUCTION  

C.  

Do we know what/how many portions of the contract are/have been illegal and where? 

This type of language is boilerplate language in most contracts and rarely 
implicated. Having said that, to our knowledge, there aren’t any or we would 
have already sought to have them struck. 

Who watches this? 

Our legal department along with outside counsel track a variety of labor 
related legal issues - an example would be that we are often readdressing the 
sick pay provisions each bargaining cycle due to changes in law - but no 
there isn’t someone dedicated specifically to combing the agreements for 
illegal clauses. 

43. NUDITY 

C.  

“No still photography of nudity or sex acts will be authorized by the Producer to be made 
without the prior written consent of the performer.” 

How early is consent offered or REQUIRED? 
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48 hrs for working but NONE for auditions. 

*It was established in the last negotiation that the term “sex acts” is always 
implied, and explicit or actual sexual acts is not allowed by our CBA. -  the 
MOA language is as follows: “During the 2020 negotiations, the parties 
confirmed that the provisions of the Codified Basic Agreement do not permit 
and have never permitted a Producer to request that a performer engage in 
real sex acts.” 

“During the negotiations for the 2020 SAG-AFTRA Codified Basic Agreement and 2020 SAG-

AFTRA Television Agreement (collectively, “SAG-AFTRA Agreements”), the parties discussed 

the process for casting background actors when nudity and/or sex acts
1 

will be required for the 
engagement and the importance of notifying a background actor of any such nudity and/or sex 
acts prior to booking.” 

Found on pg. 27 of 2020 MOA -seems to put off the responsibility on the BG 
agencies/companies, no? 

Correct. Background casting book the background actors on behalf of casting 
and are responsible for providing the specifics in regards to the call, e.g. 
nudity. Of course, production must provide the details to background casting 
so they can inform the background actor. 

45. VIDEOTAPE  

There is no other media listed.  Why has this not been updated? 

Originally the CBA covered productions captured on film.  This section just 
extends the same terms to productions captured on videotape.  There has 
never been any concern or dispute over whether our terms also extended to 
productions captured digitally.  

46.  VERIFICATION - CODING  

Can you elaborate on the use of the ISAN code, and if there is a committee on the union 
regarding it?  

At the time when this language was negotiated there was the anticipation that 
ISAN would be widely adopted and useful for purposes of identifying pictures, 
even when there were different versions or aka/foreign language titles.  That 
widespread adoption was never realized.  But companies do provide the ISAN 
number when one exists for a picture. 

47. CASTING 

A.  
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“Casting which is done outside the studio shall be conducted on a business-like basis, with 
regular business hours and telephone service.” 

How does this section apply to self tapes and turnaround times for those?  

This clause would pre-date the idea of self taping, but self tapes are part of 
an ongoing discussion.  Subject to further discussion in self-tape workgroup. 

How do we define "business hours”? 

At the time this language came in, it was approximately 9-5. There has 
been some deviation as things as evolved, but it certainly wouldn’t be the 
middle of the night. 

What is the definition of "business-like basis”? 

The intention is to exclude things like casting couches and private 
residences. In recent years, we’ve sought to be more specific about these 
circumstances as well. 

B.  

“At least once per month, Producer will send a casting director, if one is then engaged, to 
the showcases jointly sponsored by the Union and Casting Society of America. Such 
casting director may instead expend a comparable amount of time holding general 
interviews.” 

Do you know when these showcases ended? 

We were unable to get that information 

What was the original intention of this when negotiated? 

It was a way to help performers get jobs. Other unions have the “hiring 
hall” concept, so this was a similar intention to provide opportunities. 

48. FAVORED NATIONS CLAUSE  

“If, during the term of this Agreement, any union through its collective bargaining 
agreement negotiated with the Alliance of Motion Picture & Television Producers obtains a 
"Cost of Living Escalation Clause" with respect to minimum rates, then, in such event, the 
Union will be entitled to the benefits of such clause commencing with the third year of this 
collective bargaining agreement.” 

Is there anyone else who has a "Cost of Living Escalation Clause”? 

Most of the unions have similar language. This makes it a very expensive 
issue for the AMPTP, so it would be very unlikely that they would agree to 
anything that would trigger this across the unions. 
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50. EMPLOYMENT OF MINORS  

There are many places where the contract seems to have weaker protections than, or 
redundant protections to, California labor law. Given that CA has the majority of 
production, why is that? 

In a way, CA law sets the standards with respect to minors employed in 
the entertainment industry. This helps ensure that minors from other states 
have a similar level of protection. A lot of production takes place outside of 
CA. 

Are there areas of this section that have not kept up with current Federal labor law (i.e., are 
irrelevant)? 

Not to our knowledge. 

52. TRANSLATION  

"Performer may not be required to translate another performer's dialogue into any language other 
than that in which a script is written. However, performer may bargain separately for such non-
covered services." 

Among our group, this was a massively violated section - do we pursue many claims 
surrounding this? 

Most of the inquiries I’ve received on this topic relate to auditions which 
aren't directly addressed by this section. I’m not aware of many claims on this 
provision and really, it isn’t the type of provision that a grievance resolves - 
this is one of those provisions that is more valuable to the performer to use to 
assert their rights prior to providing the translation services as opposed to 
after. Since there isn’t a liquidated damage here, we can attempt to grieve for 
market value for translation services, but “in the moment” resolution is 
generally more successful. It is very helpful to us to have examples of this in 
negotiations though, so please encourage reporting on this topic. 

II.  Section 2 - Exhibits 

Exhibit B - Casting Data Report 

Who collects and has access to this?  

Equity and Inclusion Department 

Why did we begin collecting this info? 

People in underrepresented groups wanted to collect “data” from producers on hiring 
practices. However, in recent times, thinking has shifted on this as many people are 
uncomfortable sharing this sort of personal information. It had good intentions, but in 
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 practice it hasn’t quite worked as planned. 

How can they ask race and gender when technically it's illegal to ask that regarding 
employment? 

This is precisely one of the reasons that this document has not had as much practical 
success as originally envisioned. 

 

III. Section 3 - Sideletters 

General question: How are "dead" (resolved or obsolete) side letters removed?  

It is typically addressed in drafting/negotiations. We have had limited 
success in this area - when we try to remove something as obsolete, the 
producers respond with wanting to remove other items that are still relevant. 

1. SIDELETTER 3 

What happened to the National Safety Board for stunts and were representatives and their 
respective numbers ever determined? 

To our knowledge, some meetings may have occurred, but it eventually 
fizzled out. This was part of the motivation for the 2020 language on stunt 
coordinator qualifications. 

2. SIDELETTER 4 

What did this end up creating? 

To our knowledge, there wasn’t a specific agreement negotiated, but this 
helped manage the mixed jurisdiction issue of TV productions for SAG and 
AFTRA and identify problematic issues. 

3. SIDELETTER 9 

What is meant by "encroach" and "expand" in this paragraph 

Those terms were used to indicate that the changes to Schedule A did not 
change the scope of jurisdiction of SAG. It didn’t encroach - meaning it didn’t 
diminish existing jurisdiction- nor did it expand - meaning increase existing 
jurisdiction. 

4. SIDELETTER 10 

How useful is this Sideletter today: does it cover DVD’s and/or streaming? 
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It covers DVD, not streaming.  The issues address in this Sideletter are pretty 
well settled at this point. 
 

5. SIDELETTER 11 

To clarify: Rehearsal does NOT trigger consecutive employment? 

Correct, but the rehearsal period must be consecutive within itself. (See, 
for example, Schedule A, Section 21.E.(4)) 

Can you elaborate on how this sideletter came to be? 

Sideletters like this usually result from the two parties making competing 
proposals in a bargaining cycle, not reaching agreement, and then deciding to 
reserve positions. 

How has the union decided on rehearsal since 1992 (what is the common practice)? 

Rehearsals are generally paid at the same rate as principal; however, 
dancers in particular have a different scale rate for rehearsals. 

6. SIDELETTER 12 

Hasn't this been resolved?  If so, why is it still here? 

Yes, it has been resolved; however, the sideletter provides value in 
circumstances where there is question as to the “independent” status of a 
producer and whether they are entitled to certain lower budget contracts. 

7.  SIDELETTER 14 

Is this sideletter obsolete?  

The sideletter provides value as bargaining history, for example, where it 
speaks to evaluating the specific circumstances. It also gives context to the 
reuse language contained in the main agreement. 

8.  SIDELETTER 20 

“This will confirm the agreement reached in the 2005 negotiations to refer the issue of 
performers and background actors who are required to work in and around tobacco smoke 
to the Industry wide Labor-Management Safety Committee.” 

So all BG performers who are not protected around smoke, have to file a claim outside 
SAG-AFTRA? 

Background actors who work in unprofessional conditions or in smoke 
without appropriate pay should contact the Union for assistance. 
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9. SIDELETTER 21 
 
E. High Budget” Derivative and Original Dramatic New Media Productions Made for Initial 

Exhibition on a Subscription Video-On-Demand Consumer Pay Platform  

4. Other Terms and Conditions  

(e)  

(i)  

“Producer may credit amounts in excess of 65% of the minimum, but not to exceed the 
minimum, against any other compensation otherwise due to a series or term contract 
performer…” 

How common is it for TV vs Theatrical? Is it more commonly applied towards higher 
compensation earners, or lower compensation? (this is relative to the minimum 
allowances to be even allowed in the limitation of crediting) 

The scenarios in which this is permitted in theatrical are far fewer than in TV, 
so we see it more often in TV. I don't have the data to say who it more 
frequently applies to, but anecdotally I think it varies by studio/production. 
Some use it for everyone, some use it just for highly paid, etc.  

VI. 2020 MOA  

Would residuals, per Exhibition, be unpaid if a strike occurs? Or does a strike affect us? 
And if this contract is suspended does Producer have a right to Exhibit? 

A work stoppage does not impact exhibition rights or the residuals terms 
applicable to those productions completed prior to a strike that would be 
getting exhibited. 

Entire side letter; what has been lost with the concept of allowing “Freely Bargained” 
programs under certain thresholds? 

Keep in mind that freely bargained only applies to "other than HB SVOD." And 
establishing clear jurisdiction/coverage in 2008-09 was a gain, despite having 
limited terms immediately applicable.  In part this is a pattern bargaining 
consideration. 

10. SIDELETTER 22 

7. If the Consumer Pays 

Year instituted? Subject to Cost of Living Adjustments (COLA) or no in ’14, ’17, ’20? 

Pictures that had initial release on or after 7/1/2008 for legacy AFTRA and 
June 10, 2009 for legacy SAG TV/TH.  Residuals formulas are never subject to 
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 COLA.  However, if the Distributor's gross/prices/sales of EST units 
increases, residuals will reflect those increases. 

B.  

What is the lifespan or decline of Electronic Sell Through (EST)? 

EST sales tend to be highest for a given picture/episode when first available, 
but that can vary.  Unclear why there is a reference to syndication here 

2. If the Consumer Does Not Pay 

A. Television Motion’s Pictures 

(1) Free Streaming Windows  

(b) Initial Exhibition Free Streaming Windows  

(i) Library Product 

Does this language allow, say, Disney, to create a FREE TV network, advertising, and have 
endless distribution and revenue w/o ever paying anyone a dime? 

The references to library product in Sideletter 22 state the residuals due for 
new media exhibition of older theatrical and television pictures/episodes.  
Removing the language would remove those obligations unless they were 
simultaneously replaced with different obligations.   

(c) Broadcast Television Rerun Free Streaming Windows 

“The Producer shall be entitled to a free streaming window for any television motion picture 
produced for initial exhibition on broadcast television, …, of seven (7) consecutive days for 
each rerun of the television motion picture on broadcast television…” 

Could we move this window? 

The streaming must be contiguous to, not specifically ahead or after, the 
television exhibition 

Do you know why the AMTPT wanted a 7-day free window during a broadcast rerun?  

Because broadcasters began demanding it as part of their license. As the 
market became more fragmented and live ratings declined, broadcasters were 
demanding streaming rights without paying anything additional for the 
license, and ratings started first using Live +3 to include DVR viewing, but 
that then became Live +7. 

(2) Availability on an MVPD AVOD Service During Free Streaming Windows. 
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Can you tell us how the union defines MVPD AVOD (Multi-Video Programming Distributor 
Ad-Supported Video on Demand) and if that differs from the popular definition?   

By "popular definition" it sounds like you mean AVOD as ad-supported/free to 
the consumer internet streaming.  MVPD AVOD means that a cable/satellite 
subscriber does not have to pay anything extra for the on-demand availability 
of a basic cable channel.  All you have to do is authenticate your cable 
subscription provider.  As an example, you have to pay basic cable 
subscriber fees in order to be able to watch TNT, but cable subscribers do not 
have to pay additional fees in order to watch TNT on demand through their 
MVPD provider. So, because subscriber fees are paying for access to TNT the 
cable channel, not specifically for TNT on demand, that is MVPD AVOD. 

When did the 7/24 day model come into play along with MPVD? 

7/24 for single pictures and first 7 episodes of a series was 2008/09.  The 7 
days for Seasons 1 and 2 was 2014.  The MVPD language was 7/1/2014 

4. Section 4 - Schedules 

I. SCHEDULE A 

6.  

For "Major Role Provisions" not applying to HBSVOD, we know provisions don't always 
mean pay, so does it mean Major Role doesn't apply to HBSVOD at all or are there 
some exceptions? 

Major Role (in its entirety) only applies to Network Primetime TV and the 
second season or later of Pay TV. Having said that, many productions still 
use the term "top of show" on SVOD. In these SVOD cases, "top of show" is 
defined as whatever production wants it to be as there aren't any contractual 
requirements beyond not going below scale. So while "top of show" 
is often synonymous with "major role performer", circumstances like this 
make it so that it isn't always.  

15. AUDITIONS, TESTS 

B.  

“If the performer is not given employment in the picture, the performer shall receive one-
half (1⁄2) day of pay.” 

Does this entitle actors to be paid for auditions if not cast? 

The short version is that yes, that provision does apply to auditions. The 
tricky part though is how the CBA defines audition versus interview. A good 
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 deal of what would be colloquially called an audition is really what the 

CBA refers to as an interview.  - “If the performer reads or speaks lines which 
he has not been given to learn outside the studio, without photography or 
sound recording, the same shall not constitute an audition or test, but shall 
constitute an "interview," and the provisions of Section 14 hereof shall apply 
thereto.” 

Historically, performers have not been inclined to bring this type of claim 
to the union to file because they don't want to discourage producers from 
giving them the opportunity to audition - we’ve been told that claims in this 
area were most commonly filed by performers when there were multiple call 
backs and the process becomes onerous. 

II. SCHEDULE B 

15. WORK TIME 

A.  

Has the term ‘freelance performer” been used in “Right-To-Work” states to screw us? 

This is always worth keeping an eye on, but generally speaking 
labor/employment law supports the classification of individuals hired 
pursuant to collective bargaining agreements as employees. 

27. WORK ON HOLIDAYS, OR HOLIDAYS AND SIX (6) OR SEVEN (7) DAYS IN A 
WORKWEEK 

B. c 

Do you feel examples and further explanation of drop/pickups are necessary? 

Our opinion is that it isn't worth bargaining capital to get more examples into 
the contract, but that we could create and provide members with more 
examples if desired.   

Yes, even added samples must be bargained. 

III. SCHEDULE D 

How often is this used? 

It really isn’t used anymore - in fact, no one is sure when it was last used. 
Same with Schedule E. 

D is supposed to be for multiple pictures for the same employer in a single 
year - but not necessarily at the same time. Occasionally, a company will 
inquire about it. 
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NOT AN OFFICIAL UNION DOCUMENT 

 

This is a Study Guide created by SAG-AFTRA Members for Members, through the grass roots 

organization Unionworking. Errors and omissions are inadvertent and to be expected. C’mon, a bunch 

of actors made this. 

For corrections or additions, please contact UWWorkbench@gmail.com 
 
 

IV. SCHEDULE E 

How often is Schedule E used? 

Schedule E really hasn't been used recently. It is essentially the studio 
system. It provides for a performer to be hired for a period of time to work on 
multiple pictures, on an exclusive basis, and paid a weekly fee. 

V. SCHEDULE H-1 

9.  

F.  

TVA - “The foregoing schedule shall be applicable on a per picture basis. When several 
violations occur in a single incident, for example, if six (6) persons are involved in one 
incident, if each were entitled to damages, each would be entitled to $275.00 only." 

CBA - “The foregoing Schedule shall be applicable on a per picture basis. When several 
violations occur in a single incident - for example, if six (6) persons are involved in one 
incident - if each were entitled to damages, each would be entitled to $250.00 only.” 

In the Television Agreement, there is $275 liquidated damages, but in the CBA(H part 1, 
Section 9, F) the same paragraph has liquidated damages set at $250. - Is there a reason 
for the difference? 

It seems that the difference came about in the early 1980s (either 1980 or 
1983). Prior to this time, the amounts had been the same in both the CBA and 
TV Agreements. The difference in amounts was due to either a proposal or it 
was a drafting error, raising it in the TVA but not the CBA. Our source is 
almost certain it was due to a proposal brought by the Union that either just 
addressed the TVA portion of this or was negotiated down to only affect the 
TVA. But again, check the bargaining history to see if there was indeed a 
proposal made in either 1980 or 1983. Lack of a proposal may be indicative of 
a draft error. 
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VI. SCHEDULE H 4 

6. ADDITIONAL STUNT WORK 

B. Changes Required During Performance 

How often is this used? 

Schedule H, Part IV isn't used very often. It is the stunt performer 
equivalent to Schedule E.  

VII. SCHEDULE I 

3.  

B.  

Schedule I - does it only apply if actually flying or taxiing? If so, why the bump in 3.B? 

Schedule I is only applicable to the engagement of pilots when an aircraft is 
piloted on-camera and either actually flying, taxiing or when the propellers are 
engaged without movement of the aircraft itself. The "bump" in 3.B. is to 
compensate for the difference of when the aircraft does not otherwise move 
either in "studio" or out on "location". The final sentence of Section 3 speaks 
to this by stating "The word "location" as used herein, shall mean any airport 
or air field where flying may actually be performed."  

7. COMMERCIAL AIRLINERS, MILITARY AIRCRAFT, ETC. - WAIVERS  

Section 7, what is a stand by check? 

A "stand by" check is, essentially, a hold day payment. It is payment for the 
day so the pilot holds themselves open and available for a call to work 
without necessarily working that particular day. 

Television Agreement: 

66. CASTING 

(b) “Producer will not delegate to any licensee the right to approve the hiring or firing of 
the following performers:” 

What does this mean? - And could you give an example of what a violation could look 
like? 

Often distributors or networks have approval rights over the hiring of "key 
elements" which can include series regulars. 
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79. MOVING PHOTOGRAPHY OR SOUND TRACK TO DIFFERENT EPISODE 

“A performer who is engaged for an episode of a series whose performance is moved to 
another episode need not be paid additional compensation, provided that the episode into 
which the performance is moved is in the same season as the original episode for which 

the performer was engaged and provided that the performer s performance is entirely 

removed from the original episode and is moved into not more than one other episode.” 

How does this work for Bonus episodes” or Holiday Specials”? 

I haven't seen this come up, but if it did, I think it would come down to how 
the special was signed. Sometimes these are signed as standalone specials, 
in which case I'd argue that it isn't the same season. However, sometimes 
these specials are treated the same as other episodes in the season, which 
would make it harder to challenge. We could also look to factors like whether 
it exhibited in the same manner as other episodes (timeslot, platform, etc.). 
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Violations/Penalties

Years since 

last modified

Negotiations

past

Minimum at 

agreement year

Percentage of 
Scale Minimum 

when agreed upon
Current % of 


Scale ($1,082)
Current 

Amount

Amount adjusted 

for inflation as to

 when codified

Meal Penalty 62 20 $100.00
25.0%

35.0%

50.0%

2.3%

3.2%

4.6%

$25.00 (1st 1/2hr)

$35.00 (2nd 1/2hr)


$50.00 (each further 1/2hr)

$239.51

$335.51

$479.02


Meal Penalty 58 9* $27.31
27.5%

36.6%

45.8%

4.0%

5.3%

6.7%

$7.50 (1st 1/2hr)

$10.00 (2nd 1/2hr)


$12.50 (each further 1/2hr)

$68.54

$91.38


$114.23


Same as SA BG: 

IATSE, but after 4 mp’s rate 
increases to $25 per 1/2hr.


Teamsters:

$10 (1st 1/2hr)

$12.50 (2nd 1/2hr)

$15 (each further 1/2hr)

Section 7 violation

re: Stunt performers 
hired as BG for 
hazardous work

52 9* $32.65 658.5%

1,072.0%

115.0%

187.2%

$215.00 (1st violation)

$350.00 (each succeeding 

violation)

$1,569.11

$2,554.37


Production Time 
Report 48 15 $172.50 159.4% 25.4% $275.00 $1,580.41

Section 2 violation 
liquidated damages 
re:Non-union 
performers

45 16 $225.00 222.2% 46.2% $500.00 $2,338.55

Section 2 violation 
liquidated damages 
re:Non-union 
performers

39 9* $83.00 525.3% 233.2% $436.00 $1,240.70

Rest Period 42 13 $259.00 347.5%/

366.8%

83.2%/

87.8%

$900.00/

$950.00


*see Money Breaks

$3,095.84/

$3,267.83


DGA: 9 hour rest period. 1/8th 
day’s pay each half hour invaded 
for 1st hour; then the 1/4 day’s pay 
for the invaded 9th plus additional 
1 day’s pay for each 12 hour 
period, or part thereof, worked 
until 9 consecutive hours off.


IATSE: 1 1/2 rate each invaded 
hour 

Not getting consent 
of performer for 
stunts in advance 
of photography

42 13 $259.00 347.5% 83.0% $900.00 $3,095.84

Preference of 
Employment 24 7 $576.00

86.8%

104.2%

138.9%

46.2%

55.5%

73.9%

$500.00 (day player)

$600.00 (3-day player)


$800.00 (freelance player)

$869.44

$1,043.32 

$1,391.10

Production Staff 24 7 $576.00
86.8%


104.2%

138.9%

46.2%

55.5%

73.9%

$500.00 (day player)

$600.00 (3-day player)


$800.00 (freelance player)

$869.44

$1,043.32 

$1,391.10

Late Payments

Late Payment on: Years since 

last modified

Negotiations

past

Minimum at 

agreement year

Percentage of Scale 
Minimum when 

agreed upon
Current % of 


Scale ($1,082)
Current 

Amount

Amount adjusted 

for inflation as to 

when codified

Residuals/Reuse 

Late Payments 39 12 $328.00 n/a n/a

1% per month,

not to exceed 

100% of the 
amount owed

n/a WGA: 1.5% per month on reruns and 
foreign telecasts.

Initial Compensation

BG under X.1

39 ($3)

30 ($75 max) 9* $83.00


$65.00
3.6%


115.4%
1.6%


40.1%
$3.00/day, 


max $75
$8.54


max $151.48

Initial Compensation

BG under X.2 39 9* $99.00 3.0% 1.6% $3.00/day, 


no max $8.54

Initial Compensation

INITIAL FEES

48 (amount)

39 ($ cap)

15 (amount)

12 ($ cap)

$172.50

$328.00

5.8%

61.0% 0.9% $10.00/day, 


max $200 $57.47
DGA: 10% per annum up to 30 days. 
Written notice is given, then 18% per 
annum.

WGA: n/a;  “HOT LINE” procedure.

If not paid by deadline

FURTHER FEES 45 16 $225.00 1.1% 0.2% $2.50/day, 


no max $11.69

LEGEND

On Camera Principal 
(OCP)

Background 
Performer (BG)

Dancers

For (9*), SEG was absorbed by SAG in 1992. 

Therefore the furthest negotiation back under 

SAG/SAG-AFTRA’s control was 9 negotiations 

prior to 2020(1992).

1



Other

Years since 

last modified

Negotiations

past

Minimum at 

agreement year

Percentage of Scale 
Minimum when 

agreed upon

Current % of 

Scale 


($1,082/$187)
Current 

Amount

Amount adjusted 

for inflation as to 

when codified

Special Ability Bump 39 9* $83.00 12.0% 5.3% $10.00 $28.46
Interview dress 
clothes 39 9* $83.00 10.8% 4.8% $9.00 $25.61

Body makeup, 

Hair Goods 8 2 $152.00 12.5% 10.2% $19.00 $22.75

Wet, Snow, Smoke 
Work 38 9* $87.00 16.1% 7.5% $14.00 $38.19

Hazard Pay (Dancers) 11 3 $825.00
12.1%


or

15.2%

9.2%

or


11.6%

$100 per day 

or


$125 (if only 1 day)

$125.99

or


$157.49

Allowances/Usage during production

Years since 

last modified

Negotiations

past

Scale amount 
when codified

Percentage of Scale 
when codified

Current % of 

Scale 

($1,082/$187)
Current 

Amount

Amount adjusted 

for inflation as to 

when codified

Police Uniform (BG) 21 6 $105.00 (X.1)

$111.00 (X.2)

34.3%

32.4% 19.3% $36.00 $57.62

Pets (BG) 38 9* $65.00 (X.1)

$99.00 (X.2)

35.4%

23.2% 12.3% $23.00 $62.75

Camera (BG) 38 9* $87.00 6.3% 2.9% $5.50 $15.00
Luggage (BG) 38 9* $87.00 6.3% 2.9% $5.50 $15.00
Golf Clubs/bag (BG) 38 9* $87.00 13.8% 6.4% $12.00 $32.74
Tennis Racquet (BG) 38 9* $87.00 6.3% 2.9% $5.50 $15.00
Skis (BG) 38 9* $87.00 13.8% 6.4% $12.00 $32.74
Binoculars or Opera 
Glasses (BG) 38 9* $87.00 6.3% 2.9% $5.50 $15.00

Large portable radios 
(BG) 38 9* $87.00 6.3% 2.9% $5.50 $15.00

Skates (BG) 38 9* $87.00 6.3% 2.9% $5.50 $15.00
Skateboard (BG) 38 9* $87.00 6.3% 2.9% $5.50 $15.00
Automobile (BG) 8 2 $152.00 24.7% 20.1% $37.50 $44.90

Mototcycle (BG) 30 9 $65.00 (X.1)

$99.00 (X.2)

57.7%

37.9% 20.1% $37.50 $75.74

Police Motorcycle 
(BG) 38 9* $87.00 42.2% 26.7% $50.00 $142.28

Moped (BG) 38 9* $87.00 17.2% 8.0% $15.00 $42.68
Trailer (BG) 38 9* $87.00 21.8% 10.2% $19.00 $54.07
Bicycle (BG) 38 9* $87.00 13.8% 6.4% $12.00 $32.74

All other Wardrobe 
(BG) 30 9

$65.00 (X.1)


$99.00 (X.2)

13.8%

9.0%


9.6%

6.3%

4.8%


3.3%

$9.00 

(1st change)


$6.25 (each 
additional change)

$18.18


$12.62


Formal Attire (BG) 30 9
$65.00 (X.1)


$99.00 (X.2)
27.7%

18.2% 9.6% $18.00 $36.35

Formal Attire (OCP) 8 2 $880.00 2.0% 1.7% $18.00 $21.55
All other Wardrobe 
(OCP) 8 2 $880.00 1.4% 1.1% $12.00 $14.37

Dancer’s shoes 8 2 $880.00 1.3% 1.1% $11.50 $13.77
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Vehicle Mileage
Years since 


last modified
Negotiations


past
Price per gallon when 

codified*

(National average)

Price per gallon 
today 


(National average)
Current 

Amount

Amount adjusted 

for inflation as to 

when codified

Location within the LA 
Studio Zone

(not at studio) (OCP)

42 13 $1.22 $3.67 $0.30 mile $1.03
Same as:

Teamsters, IATSE.


n/a: DGA, WGA

Location OUTSIDE the 
Studio Zone

(not at studio) (OCP)

39 12 $1.23 $3.67 $0.30 mile $0.85 See above

within the Secondary 
Studio Zone (OCP) 5 2 $2.47 $3.67 $4.50 per day $5.25 See above

Location within the LA 
Studio Zone

(not at studio) (BG)

39 9* $1.22 $3.67 $0.30 mile $0.85 See above

Location OUTSIDE the 
Studio Zone

(not at studio (BG)

39 9* $1.23 $3.67 $0.30 mile $0.85 See above

within the Secondary 
Studio Zone (BG) 5 2 $2.47 $3.67 $4.50 per day $5.25 See above

* Source: U.S. Bureau of Labor Statistics, Average Price: Gasoline, 

* All Types (Cost per Gallon/3.785 Liters) in U.S. City Average, 

* retrieved from FRED, Federal Reserve Bank of St. Louis, April 12, 2022

As of July 2022, IRS standard milage rate for business travel $0.625 per mile.

Travel and Insurance
Years since 


last modified
Negotiations


past
Minimum at 


agreement year
Percentage of 

Scale Minimum 
when agreed upon

Current % of 

Scale ($1,082)

Current 

Amount

Amount adjusted 

for inflation as to 

when codified

Per Diem (OCP) 23 7 $596.00 10.1% 5.5% $60/day $102.08 IATSE: $51(+$55 day living allowance)

Travel Allowance 
(film) (OCP) 24 7 $576.00 13.0% 6.9% $75/day $130.42

Idle day

(TV) (OCP) 5 1 $956.00 10.5% 9.2% $100/day


2 day max $116.59

Flight pay (TV) 
(OCP) 5 1 $956.00 52.3% 46.2% $500 $582.96

Death and 
Dismemberment 
insurance (OCP)

42 13 n/a n/a n/a

$100,000 

(plane)


$200,000

(helicopter)

$343,982.23


$687,964.46


DGA: $200k ANY travel except     

air. $250k airplane, $350k helicopter 
and underwater work

WGA: same as DGA 

(not underwater)

IATSE: $200k ANY travel.

Teamsters: $100k ANY travel

Death and 
Dismemberment 
insurance (BG)

39 9* n/a n/a n/a $100,000 

(any air travel) $201,968.22 See above

Liability 
Insurance of the 
Performer (OCP)

48 16 n/a n/a n/a

$1,000,000 (injury or 
death of 1 person)


$2,000,000 (injury or 
death 2+ people)


$250,000 

(property damage)

$5,746,963


$11,493,927


$1,436,740


DGA: $2MM (1 person), 

$4MM (2+ persons), 

$500k(property damage

Liability 
Insurance of the 
Performer (BG)


(**Only while 
driving)

48 16 n/a n/a n/a Same as above ^ Same as above ^ See above
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Sch A 9A OT ceiling for calculations 2x the day performer minimum 2001

16.A (2) Fittings, wardrobe tests, Make-up 
tests (Fittings prior to work) $1,400 2020

16.B (2) (b) Fittings, wardrobe tests, Make-up 
tests (Tests prior to work) $1,200 2015

22 Night Work premium pay 

(if applicable) $1,200 1998

23A 7th day worked 2x the day performer minimum 2001

23B 6th day worked 2x the day performer minimum 2001

25A Weather Permitting Call (no WPC) $750 2001

25B Weather Permitting Call (1/2 pay 
upon cancellation) $750 2001

28 (A) 1 prepaid looping day $5,000 1995

36 Use of “double” provisions, 

at or above: $1,300 2001

Sch B 9F 6th or 7th day worked $950 1980

Sch C 9B (3) (a) (i) Work on 7th day $1,500 2015

9B (3) (a) (ii) Work on 6th day $500 2015

9C (3) (a) Overnight location work on 7th day $1,000 2015

9F Recall on 6th or 7th day in workweek $1,000 2015

9H Premium pay ceiling $1,500 2015

13A OT daily factor ceiling $5,150 for TV

$6,350 for Theatrical 2017

13A Weekly OT Money Break weekly OT = Schedule Break - 

Sch D 3 (3) Sch B section 42 application ceiling $10,000 1952

Money Breaks:
Section found Summary Money Break Year of last 

change

All 
Schedules Rest Period Violation $900 for day performers


$950 weekly performers 1980

Money Breaks FYI

These are Money Breaks, not Schedule Breaks.

The Money Breaks described here are made in an attempt to have 

a list for the discussion of renegotiation. For full context of the 

money breaks, please read the sections sourced in either the CBA

 or the Television Agreement or the MOAs.  
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Section found Summary Money Break Year of last 
change

Sch F 3B (2) (i) (1) Studio workweek: 7th day worked $1,000/$3,500 2015

3B (2) (i) (2) Studio workweek: 6th day worked $500, $1,000, $1,500 2015

3C (2) 7th day worked:

(Overnight location) $1,000/$2,000 2015

4B (1) (i) 7th day worked: 

inc a holiday that is NOT on the 6th 
or 7th day. 

$1,000/$3,500 2015

4B (1) (ii) 7th day worked:

inc a holiday that is on the 6th day. $1,000/$3,000 2015

4B (1) (iii) 6th day worked:

inc a holiday that is NOT the 6th day. $1,000 2015

4B (1) (iv) 6th day worked:

inc a holiday that is on the 6th day. $1,000 2015

4C (1) (i) Overnight location: 

7th day worked $1,000 2015

4C (1) (i) Premium for work on a holiday $1,000 2015

4C (1) (iii) Overnight location: 

work 7 days in workweek 

inc a holiday that is on the 7th day. 

$1,000 2015

5A OT application range 

(Television single picture only)

more than $32,000 

but less than $50,000 1998

5B (2) (A) Studio workweek: 7 days worked

(Single TV ep paid $32k-$50k) $1,500 2015

Studio workweek: 6 days worked

(Single TV ep paid $32k-$50k) $500 2015

5C (2) Overnight location: 7th day worked

(Single TV ep paid less than $50k) $1,000 2015

5E Recall on 6th or 7th day in workweek

(Single TV ep paid less than $50k) $1,000 2015

8C OT daily factor ceiling 

(Television only)

$100 straight time

$200 double time 2000

20 Travel on 7th day in workweek or 
holiday (deal performers guaranteed 
over $50,000) $950

1980 (for $950)


1960 (for 
$50,000)

Sch H.1 8A Overtime ceiling for calculations 2x the day performer minimum 2001

Sch H.2 3B Premium pay ceiling $950 1992

Sch H.3 2B Premium pay ceiling $950 1992

Section found Summary Money Break Year of last 
change

Sch K.1 6A Overtime ceiling for calculations 2x the day performer minimum 2001

18A 6th day worked maximum daily $1,200 (6th day) 1998

18B 7th day worked maximum daily $1,200 (7th day) 1998

20A Weather Permitting Call (no WPC) $750 2001

20B Weather Permitting Call (1/2 pay 
upon cancellation) $750 2001

Sch K.2 3B Premium pay ceiling $950 1992

8F Recall on 6th or 7th day in workweek $950 1995
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*Note: There is one more 
chart on the final page.

Regardless of your actor 
income, your location in 
the U.S., your knowledge 
of the W&W process
prior to this document, we 
sincerely hope you
have found it useful.

Please read, review, and 
reference this while you 
attend your local W&W
meetings and process 
wherever that may be.

Also, we hope that you will 
FORWARD this to
every union actor you 
know all across this U.S.
as our sole desire is to 
have a more educated 
union and have more 
union members engaged in 
the process of our contract 
negotiations.

        'We are the Union'

Money Breaks - contd.



Television Agreement Money Breaks

Section found Summary Money Break Year of last change

3 (h) OT for 3-day performers Performers earning $3,150+, 
double-time is figured off $3,150

2018

14 (a) Work time and span break $12,000 or more per ep 2001

18 (d) (2) Advance Payment Residuals Break $8,000 wk/or per ep(1/2 hr)

$11,000 wk/or ep (1 hr+)

2011

18 (d) (3) Advance Payment Residuals Break - 
OTHER (syndication, non-prime-time 
network, theatrical and foreign)

$9,500 wk/or per ep 2018

19 (d) (2) Advance Payment Residuals 
Theatrical (doesn’t include day or 
term contract performer) 

$9,500 wk/or per ep 2018

23 (a) (2) (a) Series Performers:

Commercial Exclusivity Break

(no exclusivity may be granted)

$12,500 or less wk/or per ep(1/2 hr)

$17,500 or less wk/or per ep(1 hr+)

pre 1986

Series Performers:

Commercial Exclusivity Break

(may grant on-camera only)

between $12,500 - $15,000(1/2 hr)

 and $17,500 - $20,000(1 hr+)

pre 1986

Series Performers:

Commercial Exclusivity Break

(may grant on and off camera)

$15,000 or more wk/or per ep(1/2hr)

$20,000 or more wk/or per ep(1hr+)

pre 1986

23 (a) (2) (b) Series Performers:

Commercial Exclusivity may be 
granted when guaranteed less than 
13 episodes if guaranteed:

$130,000 or more (1/2hr)

$195,000 or more (1hr+)

1980

23 (a) (3) Series Performers:

May bargain freely re:Exclusivity if 
guaranteed between:


(*too many stipulations to list here)


2x weekly min wk/or per ep - 
$15,000 wk/or per ep (1/2hr)


2x weekly min wk/or per ep - 
$20,000 wk/or per ep (1hr+)

pre 1986

23 (a) (4) Series Performers:

May bargain freely re:Exclusivity if 
guaranteed:

$15,000 or more wk/or per ep(1/2hr)

$20,000 or more wk/or per ep(1hr+)

pre 1986

24 (a) Option limitations ceiling 

(Pilot and initial season)

$10,000 for the pilot, 

$10,000 wk/or per ep

2018

24 (b) (1) Option limitations ceiling 

(Subsequent contract years)

$10,000 wk/or per ep 2018

24 (b) (3) Option limitations ceiling UNLESS 
worked a min of 6 episodes.

(Subsequent contract years)

$10,000 wk/or per ep 2018

25 (a) OT for day performers 2 times the day performer minimum 2005

25 (b) OT for 3-day performers Performers earning $3,150+, 
double-time rate is figured 


off $3,150

2018

35 (d) Trailer money break $3,250 or more per week 2011
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