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AGMA members everywhere are communicating more and
more through social media usage. As a result, AGMA, too, uses
various forms of social media to communicate with its mem-
bers. As new technologies continue to develop and evolve,
AGMA is sure to use the available means to communicate with
its membership.  

How AGMA currently communicates with its members through technology.

*AGMA’s website provides members and visitors alike with audition notices, Area
Meeting details, photos of Area members, and links to resources for career services
and healthcare support.

*AGMA’s website now has pages that only members can sign onto where you can
update your contact information, download collective bargaining agreements, and find
copies of AGMAzine as well as a variety of useful discounts.

**AGMA has a Facebook page featuring many photos and useful links.

**AGMA sends out timely announcements via email.

**AGMA sends out invoices for the yearly Basic Dues via email.

AGMA is constantly making information available and utilizing technology to better
serve its membership. And, AGMA wants to hear from you, too!  So, please use the
suggestion box on the Members Only page to give AGMA your website suggestions,
or contact MMRC@musicalartists.org. E-mail your articles with photos for
AGMAzine to dbaker@musicalartists.org.

Thanks to the Membership and Member Relations Committee for all of the hard work
involved in developing this issue of AGMAzine!  �

AAGGMMAAzziinnee FFooccuusseess  oonn  SSoocciiaall  MMeeddiiaa  aanndd  TTeecchhnnoollooggyy
By Sara Stewart Schumann, 3rd Vice President and Membership and Member Relations

Committee Chair

ON THE COVER: upper left-hand photo: Lyric Opera of Chicago choristers Ken Donovan and John Concepcion-
Wall; upper right-hand photo: left to right, Los Angeles Opera choristers: Francis Lucaric, Jamie Chamberlin, Omar
Crook, Sara Campbell and Rebecca Tomlinson; center photo:  Metropolitan Opera chorister Tim Breese; lower left-
hand photo, Ballet Hispanico Company dancers left to right, front row: Melissa Fernandez, Jessica Alejandra Wyatt,
Lauren Alzamora. Jamal Rashann Callender; second row: Min-Tzu Li, Joshua Peter Winzeler, Kimberly Van Woesik,
Major Nesby; standing: Roberto Lara, Martina Calcagno, Mario Ismael Espinoza and Donald Borror; lower right-
hand photo: Lyric Opera of Chicago choristers AGMA Governor Yvette Smith, Marie Sokolova and Janet Menson-
Reynolds.  Photo above: Los Angeles Opera choristers, left to right, standing: Rob Hovencamp, George Sterne,
Leslie Dennis, Sara Campbell; seated: Tim Smith, Francis Lucaric, Melissa Treinkman, Jamie Chamberlin, Bonnie
Schindler, Omar Crook, Rebecca Tomlinson and Aleta Braxton
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Thomas Edison wrote:

“We shall have no better conditions in
the future if we are satisfied with all those
which we have at present.”

Thomas Edison

This issue of AGMAzine highlights
technology (broadly defined as “the
application of scientific knowledge

for practical purposes” or “a capability given by the prac-
tical application of knowledge”) and its impact upon our
members.

The application of scientific knowledge for practical purposes
is the future. Anticipating the future is, inherently, a job for the
staff of any entity, and AGMA’s professional staff performs that
function on an on-going basis. Now that AGMA operates on a
thoroughly efficient and effective basis, we need to redouble
efforts to foresee the future because of the danger of otherwise
becoming complacent.

Towards that end, some months ago I asked the professional
staff to give me a formal analysis of their thoughts about the
future, particularly about the ways in which AGMA can
remain a meaningful and effective union, within whatever
vision they each had of the future of the opera and dance busi-
ness. Over the past month, I have given both the Executive
Council and the Board of Governors lengthy and detailed
reports about the staff’s vision of AGMA’s future. It’s obvi-
ously impossible, given the space limitations of AGMAzine,
to include the full text of those reports here, but since this
issue is devoted to the role of ever-advancing technology, I
can summarize those that relate to the opportunities and pos-
sibilities created by scientific advances.

Given the diversity of our membership, consisting of both
singers and dancers; full-time, part-time and sporadic
employees; and both staff and freelance employees; gener-
alization is inherently difficult, and the future will likely
impact each group differently. 

The staff’s responses relative to technology essentially fell
into three different categories: First, in order to survive and
prosper as an institution, AGMA must accept the necessity
of becoming more of an actual working partner with
employers to insure the sustainability of the art forms. To a
significant extent, that will require the adaptation of AGMA
contract terms to address the ways in which employers uti-
lize emerging technological capabilities. Second, that there
are things to which AGMA’s membership will need to

adjust, despite their divergence from traditionally desirable
tenets of unionism. Third, AGMA’s relationship with other
unions may need to change in fundamental ways as tech-
nology alters the employment patterns of AGMA members
and those of other unions’ memberships. 

Obviously, in making some of these comments the staff is
aware that my assignment to them was focused on what
AGMA can do, not on what employers must first or also do.
Thus, our comments do not include the associated observa-
tion that it is the fundamental responsibility of the employ-
ers to accept the notion that their unionized employees
have an equal role in assuring acceptable uses of future
capabilities.

The most immediate technology issues, for both opera and
ballet companies and the AGMA members they employ,
involve the potential use of virtual performers, the uncontrol-
lable release of members’ work products on YouTube, Vimeo,
Hulu and Pitchfork, and the impact of technological advances
on the employment of unionized performing artists.

Never heard of Pitchfork? Welcome to the club. Highlighting
the underlying problem that today’s technology is antiquated
tomorrow, Pitchfork didn’t exist until recently, and now is a
major site of work product release.  

The staff believes that the use of virtual performers, 
i.e. virtual chorus or orchestra, to enhance the background
of both opera and dance must be anticipated, but that the
essential live aspect of performances will continue to be the
central draw that creates ticket buyers and patron contribu-
tions. Given the inevitability of such virtual performers, we
recognize that some provisions in our current contracts and
some of our policies seem to effectively limit innovation in
that area.

Likewise, we believe that anticipation of new capabilities is
not sufficient:  For AGMA to remain viable, it should
embrace those capabilities and adapt to them. To steal a
phrase from Star Trek, resistance is futile. Some members
dislike seeing their performances, pirated or otherwise, on
the new media outlets, but those outlets are daily facts of
life throughout the nation and the world. Resistance pits us
against employers, directors, choreographers, designers and
composers who are seeking innovative and creative oppor-
tunities to reach new audiences and expand the art forms. As
a practical matter, our members are simply not going to get
paid for such releases and no union is capable of preventing
such releases. Instead, we need to find ways in which to 
utilize those outlets to help our members’ careers.
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NNaattiioonnaall  EExxeeccuuttiivvee  DDiirreeccttoorr’’ss  RReeppoorrtt
By Alan S. Gordon, National Executive Director
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We can foresee AGMA agreements with opera and
dance companies that anticipate virtual performers
by negotiating fees attached to the number and use
of them, perhaps at the outset a low, substantially
discounted fee based on a minimum per perform-
ance.  While, theoretically, a portion of any total
amount could then be shared among company mem-
bers, to be acceptable to employers, any compensa-
tion structure could not be financially prohibitive if
we want to be a part of the solution.  

We might explore different ways to regulate com-
pensation payable for utilizing virtual performers,
but we need to accept that we cannot prevent such
use. Rather, AGMA can find ways to embrace them
to promote the arts, our members and the organiza-
tions that employ them.   

The concomitant technology issue involves the
way in which new technological possibilities will
affect other unions. In the immediate future it is
possible to accept the notion, for example, that
computer-generated music (that can adapt itself to
the on-going performance) can augment or replace
a live orchestra. Likewise, it is already possible to create
virtual sets that require a computer operator rather than
stagehands. 

The fact that there was no staff unanimity on how best to
anticipate our response to this eventuality reflects the like-
lihood that this may be among the most contentious of
“union solidarity” issues. Traditionally, orchestra unions
and the IATSE (stagehands’ union) have been resistant to
any technology that interferes with the established hiring
patterns of their members. As the potential for replacing or
augmenting instrumentalists and/or stagehands increases,
we can reasonably anticipate problems in their contract
negotiations that may well lead to job actions. Coupled
with that is an apparently increasing likelihood that
employers will attempt to put on performances despite a
strike or lockout of another union. 

Resistance against irresistible technological advance may
well necessitate a choice between traditional union solidarity
vs. AGMA-self-interest.

The possibility that AGMA could take positions in collec-
tive bargaining that benefit AGMA’s own members in indi-
vidual bargaining units even if those positions might be
destructive to other unions’ negotiations is a frightening
reality for our leadership to consider. Another factor relat-
ing to that issue is the long standing historical anomaly, in
both opera and dance, that instrumentalists earn more
money for doing less work than choristers and dancers earn
for doing more work. While it may be realistically impos-
sible to significantly reduce the disparity in wages through

traditional negotiations, by staking out a leadership role in
the acceptance of technological change, AGMA might well
be able to negotiate greater benefits for AGMA’s own
members by adopting futuristic bargaining positions
despite the fact that they would be inherently unacceptable
to other union’s basic philosophical positions. 

We do not mean to suggest, however, that one philosophy
about the future technology is “better” than the other; only
that each presents a distinct and different approach to basic
labor management relations. 

Similarly, in broadly considering the future, we are painfully
aware that some of our thoughts would negatively impact
work opportunities for some of our current members and
members of our sister unions, and we clearly recognize the
inherent difficulty that AGMA’s leadership will face in con-
sidering some of the possibilities. 

The temptation to avoid thinking about a troubling future is
significant when things are running smoothly.  To avoid the
tranquilizing drug of complacency, however, the staff has to
maintain a continuing vigilance and must identify, for lead-
ership and membership consideration, the issues that seem
unavoidable.  As one member of the staff commented:

“The lesson of labor history is that unions which 
successfully adapt to new realities will survive and
flourish. The opposite is painfully true. Unions that
resist innovation have demonstrably become increas-
ingly irrelevant until they perished or were absorbed
by other unions that could adapt.” �

Metropolitan Opera Stage Managers Jonathan Waterfield, Cristobel Langan and Margo
Maier-Moul are at the Met’s console, donated by Beth Glynn, with the brand new, built-in com-
puter that helps them keep up with paperwork on the fly. The photo was taken just before the
October 13, 2012 HD broadcast of L’Elisir d’amore.



I have a confession to make.  Some (perhaps many) of you may not be surprised.

I consider myself to be at least somewhat socially awkward.

I’m not a total lost cause.  I can usually get through a meal without making
major mistakes with the cutlery.  I may have to brush crumbs from my lap, but
I frequently escape the table without staining my clothes.  I am not, strictly
speaking, impolite–or at least not on purpose.

However, I do have a tendency to say things that sounded like complements in
my head, but, when they pass my lips and hang quivering in the air, have managed to morph themselves into poorly framed
statements that are at best ambiguous and at worst insulting.  My inner monologue is often “Don’t talk about yourself.  Nobody
cares about the time you did this.  Stop talking about yourself. SHUT UP!  YOU’RE STILL TALKING ABOUT YOURSELF!
OH FOR THE LOVE OF… CAN YOU NOT SIMPLY LISTEN TO SOMEONE ELSE?” 

You see?  Social awkwardness.  

“Jimmy,” you may ask, “how can someone raised by a woman who makes Melanie Wilkes (the real Southern Belle in Gone With
the Wind) look like a drunken, two-bit, carpetbagger floozy be such a social mess?”  Obviously, I wasn’t paying attention.  Or at
least not enough attention.  Something must have gotten through, since I have enough awareness to realize that there’s a problem.
But not enough.  To this day my mother will often just look at me after one of my egregious errors with pain and disappointment
in her eyes, sigh, and whisper almost to herself, “Oh, Jamie, I don’t know how I managed to raise such a tacky child.”

The fact that I am doing it right now, talking incessantly about myself, is not lost on me.  So I’m going to try and move on now,
although I’m not at all certain that I’m going to be completely successful at removing myself from the conversation.

One should not be surprised that a person who confesses to social awkwardness is not a big fan or practitioner of social media.

I have a Facebook page and what I consider to be a substantial number of Facebook friends.  A certain number of these are friends
that I haven’t seen in literally decades, and it has been good to reestablish contact with them.  I do have “friends” that I’ve con-
nected with on Facebook because of mutual friends or because of professional or other associations.  There are several of those
about whom I actual enjoy reading and with whom I enjoy having the occasional “conversation”.  Most of those are AGMA
members.  I enjoy reading about their performances, what other work their doing, and seeing pictures from backstage and other
activities.  There are even a few whose children (and sometimes pets) I enjoy following.

The downside is that I sometimes find out things–particularly in this election year–that I would have been just as happy not know-
ing, and probably would have never known, because when we talk to someone in person we (usually) filter to avoid offending
them.  When we post, we don’t always think about the entire friends list.  (There are a couple of you who may be reading this
who have made it perfectly clear that you just don’t care if anyone else agrees with you.  I actually enjoy those postings a great
deal.  It’s postings about friends and colleagues that aren’t well thought through that I worry about.)

I believe that there are some upsides to the downside.  First of all, it has made me, at least, stop to think before I hit “send”.
Secondly, it’s teaching me that I don’t always have to add my two cents worth.  Thirdly, I’m realizing that you can’t always take
things at face value.  Someone may have liked an unlikely page because they’re doing “opposition research” or are actually try-
ing to see both sides of an argument so they can make an informed decision.  Fourthly, I’m realizing that just because someone
has been keeping something they knew would upset me to themselves for the last thirty years does not mean we can’t still be
friends.  Fifthly, stop being so thin-skinned and get a grip!

This brings us (finally!) to the point I want to make.  Even though I’m not particularly good at it, and I don’t spend a lot of time
with it, and I don’t actually participate very much with it, social media is influencing my life and changing the way I think about

##@@PPrreezzJJiimmmmyy  ((LLiikkee))  ((SShhaarree))
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Many companies are using social media
to bring in new audiences to their
shows. Most artists who participate in
those productions are more than willing
to take part in posting messages to their
social media sites in order to attract
their friends to a particular production.
This approach doesn’t always give the
results the artist might think, even when
done with the best intentions. 

A member of the San Diego Opera
encountered an issue during last season’s
production of Moby Dick. There was
considerable buzz with the chorus, as
they loved the music and the opportunity
to mount a production that was new to
San Diego. Beyond the complexity of
the music, the stage was very modern
with computer-generated projections.
This, of course, prompted the members
of the chorus to share shots of their
rehearsal stage and the actual production
stage. It is normal for choristers to share
backstage shots of their photos and re-

post stage photos from the San Diego
Opera website. So none of the choristers
felt they were doing anything unusual
when they posted photos taken during
Moby Dick rehearsals. 

The day after the photos were posted, a
chorus member received a private mes-
sage from a member of the San Diego
Opera staff asking him to remove the
photos from his Facebook page. He
was told he could only use approved
photos from the San Diego Opera on
public sites. This same message was
sent to any member who had posted
personal photos. For many of the cho-
risters with years of tenure, this was
the first time they had encountered this
issue and were shocked to have an
issue with photos they had posted. 

While no additional action was taken
against the members who posted 
photos, the whole event left all the cho-
risters wondering how they could abide

by rules on social
media that were not
laid out by the com-
pany. Marketing will
only continue to
grow in social
media, and artists
would like to actively participate 
in helping opera houses grow their 
audiences. Artists understand that nega-
tive publicity is not welcome, but it is
surprising to find out that sometimes
positive publicity isn’t welcome, either.

These types of issues are just one more
reason why AGMA represents us. While
members in this case chose not to contact
AGMA, the union is available to ensure
that we have our rights to free speech
upheld. If you feel that you are being
penalized unfairly regarding your use of
social media, contact your Delegate
and/or the National Office. Your union is
there to support you and answer any
questions you may have. �

SSoocciiaall  MMeeddiiaa’’ss  MMuurrkkyy  WWaatteerrss
By Natalie Mann, AGMA Governor, San Diego Opera Soloist Representative

things.  And if it’s doing that to me–even without a Twitter account–I can’t imagine what it’s doing to people who actually use
and understand the beast.  (I know that I sound like an old fuddy-duddy.  I’m sorry, I can’t help it, that’s who I am.)

At the annual AGMA Leadership Conference last July, there was lengthy discussion on the future of AGMA and in particu-
lar how social media might affect both the industry and the Union.  Most of AGMA’s signatories have jumped on the band-
wagon, doing everything they can to spur interest in performances.  Many are happy to see posts from Artists about upcom-
ing events.  Some, however, are not.

Social media has had an effect on contract negotiations.  When AGMA members working for Joffrey Ballet were locked out
last summer, we created a “Friends of the Joffrey Ballet Dancers” page on Facebook in order to tell our side of the story.
Within hours there were hundreds of “likes” for the page, and I believe that the support shown for the Dancers through that
medium helped us reach a settlement.

Like any tool, social media will only be as effective as the person (or entity) that uses it.  Like any tool, whether it is good or
bad depends on how it is used.

AGMA remains a strong union.  We are extremely stable financially, we have a strong, committed professional staff, and an
involved and careful elected leadership.  But remaining stable is not the same thing as growing and moving forward.  As
AGMA continues to move into the twenty-first century, we will need to look at every possibility in order to remain relevant
and to represent our members to the best of our ability.  Social media will be just one part of that growth.

So I’m doing the Facebook thing.  Now, if I can just start my own meme...  �

President’s Message (continued from page 6)



The ways in which people can use the variety of available social networking sites change on almost
a daily basis. Because our members often use those sites for comments relating to work issues,
employers tend to attempt to limit what their employees can or should say, or not say, on social net-
works, threatening “discipline” for violations of company policy. Because the law is in a state of flux,
it is extremely difficult to give members “legal” advice on ways in which they might protect them-
selves from employer complaints about what they post. It’s somewhat easier to offer practical advice. 

According to federal law, unionized employers may not unilaterally establish social networking policies; rather, such
policies may only be created through collective bargaining with the union. But the National Labor Relation’s Board,
which administers federal labor law, has taken the position that even an agreement between a union and an employer
about social media usage cannot limit employee rights. The Act gives employees the unrestricted right to engage in
“concerted activities,” a phrase which includes discussing work-related matters with their union or their co-workers, and
thus employees may have a legal right to ignore an agreed-upon social networking policy and comment on anything, so
long as it’s directed to their co-workers about a work issue. 

The law about whether or not the language of any particular employer policy violates the Act is not yet clear and has
not been conclusively determined by any court. The Act prohibits an employer from “interfering with, restraining or
coercing” employees in the exercise of their right to engage in concerted activity and any work rule that would “chill”
employees in the exercise of those rights is illegal. The Labor Board’s General Counsel has promulgated a very expan-
sive policy about what constitutes concerted activity; in theory at least, employees are free to communicate almost 
anything related to “wages, hours and terms and conditions of employment” to their co-workers. 

If you are considering posting something about an AGMA production that you are working on, these are some guide-
lines. If any AGMA company for which you work distributes a social network policy to its staff or freelance artists,
please immediately check with AGMA to determine its status. Because the law is nowhere close to being conclusively
settled, and because employers customarily threaten “discipline” for violating such policies, members should use a 
common-sense approach to what they post online.  

Although it may be entirely legal for a member to comment to other members about
an employer’s confidential or proprietary information, or to discuss controversial top-
ics, or to disclose personal information about other employees, or even to be demean-
ing, abusive or inappropriate, it doesn’t require an excess of common sense to realize
that such matters might best be kept off of the internet. In instances where AGMA has
negotiated such policies with employers of our members, we’ve agreed that some
things just seem wrong for members to comment upon. Talking about unannounced
casting or negative comments about a coworker’s artistic ability, for example, hurt an
employer’s ability to sell tickets and remain financially viable.  

A copy of one such negotiated policy follows, to give you a basic idea of what sort of
policy seemed reasonable to negotiate. Please note the few sentences that I’ve itali-
cized. These are not italicized in the original, but I’ve identified them here because,
even though we’ve negotiated them into the policy, they may nonetheless not be 
binding on employees. For example, the Labor Board’s General Counsel has already
taken the position that an employer cannot require employees to notify a management
representative before responding to a press inquiry about an employee’s social media
posting.

The best practical advice, however, is for members to use common sense in what they
post, to refrain from interfering with another employee’s right to personal privacy, and
to call us if they have questions or if they are ever threatened with discipline of any
sort relating to their use of social networking media. 

Page 8 AGMAzine     Fall 2012

MMeemmbbeerrss’’  UUssee  ooff  SSoocciiaall  NNeettwwoorrkkiinngg  MMeeddiiaa
By Alan S. Gordon, National Executive Director

Chorister Tiffany Lake Carmel listens to
opera on her iPod.
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Company X’s Negotiated Social Networking Policy

This policy relates to the use of all forms of online-based social 

networking (OSN) by members of the Company X community 

(e.g., blogging, Facebook, YouTube, Twitter, etc.). 

Company X recognizes and respects the right of employees to use

OSN as a means for sharing experiences, ideas, and opinions with the

public. Company X also has an obligation to protect its intellectual

property, as well as the privacy of its employees, their work for

Company X and Company X’s internal workings. This policy has

been created to address the legal and other ramifications that may

stem from publicly posting material by Company X employees

through OSN. 

General Policy: Unless specifically authorized by a Company offi-

cial, blogging and other OSN activities are not permitted during an

employee’s working time in a manner that interferes with the

employee’s performance of his or her job duties. 

Both on working and non-working time, employees must use rea-

sonable efforts to assure that their OSN communications are not mis-

taken by the public for official Company X communications. Any

reference to Company X (including, but not limited to, Company X

performances and tour information) and Company X employees

publicly posted on the Internet must contain a clear disclaimer indi-

cating that the thoughts and opinions expressed belong to the author

and do not necessarily reflect those of Company X.

At no time may employees of Company X disclose Company X pro-
prietary or confidential information. Examples include information

concerning another worker’s injury or illness, unpublicized perform-

ance schedules or tour plans, unpublicized casting or programming

information, unpublicized fundraising plans, and patron information. 

Unless expressly authorized to do so by Company X senior manage-

ment, employees are not authorized to speak on behalf of the

Company through blogs and other OSN postings. 

Company X may not authorize one bargaining unit member to post

Company X proprietary information without simultaneously author-

izing all other employees

to post the same 

information. 

If an employee 
is contacted by a
reporter or press rep-
resentative regarding
an OSN post he or she
has made relating to
Company X, he or she
must notify a supervi-
sor before responding
to the press inquiry.

Company X’s equal

employment oppor-

tunity policy and its

policies against sex-

ual or other harass-

ment apply fully to

every employee’s

use of the Internet

and OSN. If conduct

is in violation of our

policies and/or is

seen as compromis-

ing the interest of

Company X, Com-

pany X may, among

other things, request that you cease the volatile commentary or

remove the offensive posting. 

Online Social Media Are Public: Employees should remain

aware that although an employee’s day to day use of OSN may

be intended to communicate to peers and others within the

Company X community, these media are open to the public. 

Additionally, in order to protect its interests, Company X
reserves the right to monitor OSN postings that are available 
to the general public or those that are otherwise not privacy-
protected. 

Nothing in this policy shall restrict an employee from reporting

any alleged violations of law or other illegal or inappropriate con-

duct to any federal, state or local governmental agency or to any

labor organization.

Other Provisions: Employees cannot post on OSN the trade-
marks, or logo of Company X. Employees cannot, without the con-
sent of Company X, post on OSN any form of image reproduction,
including without limitation photos, film or video, of other persons
engaged in Company X business, Company events, and of
Company products (except that both employees and the Company

X may post “behind the scenes” photographs with the consent of

the individual in the photo). Company X’s business for the pur-

pose of this policy includes, among other things, all aspects of per-

formances, rehearsals, and class. 

Employees cannot link from an OSN site to Company X’s internal or

external web site, except in cases where the linked content has been

made available by Company X specifically for sharing on OSN or

with the permission of Company X.

Nothing herein shall preclude bargaining unit members from

engaging in OSN discussions concerning their wages, benefits,

other terms and conditions of employment and collective bargain-

ing negotiations, provided that the appropriate disclaimers have

been made and that no statements shall be made directly or indi-
rectly disparaging the quality of a Company X performance. �

Lyric Opera of Chicago choristers Marie Sokolova,
AGMA Governor Yvette Smith and Janet Menson-
Reynolds using their devices during a break.  

Metropolitan Opera choristers David Asch and
Brandon Mayberry check out AGMA’s website.  
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Last fall, a group of 20 Metropolitan Opera regular and extra choristers were once again led valiantly by
Daniel Clark Smith to expedite the auditions at the Met to fill regular and extra chorister positions for the
2011–12 season. The volunteers all donated their precious time off (approximately 30 hours) to help
future Metropolitan Opera AGMA choristers. The process gave 381 auditioners respect, courtesy, com-
passion and physical comfort as they waited to be heard. An audition schedule was enforced so that each
individual’s waiting time was minimal.

John Smith assisted Daniel Clark Smith, whose team also included Jean Braham, Sandra Bush, Laurel Cameron, Nathan
Carlisle, Stephanie Chigas, Catherine Choi, Laura Fries, Brian Griffin, Dan Hoy, Mary Hughes, David Lowe, Dustin Lucas,
Brandon Mayberry, Anne Nonnemacher, Charlotte Philley, Doug Purcell, John Trybus and Elaine Young.

In addition to Chorus Master Maestro Donald Palumbo, AGMA members Kurt Phinney (Chorus Manager), Stephen Paynter
(Assistant Chorus Manager), Belinda Oswald (Chorus Ladies’ Delegate) and Craig Montgomery (Chorus Men’s Delegate)
were observers at all of the auditions.

Steven Losito (Chorus Administrator) organized the screening and scheduling of auditioners over the preceding months.
Thank you to all.

The annual audition notice is posted by mid-summer on the Met’s website (http://metopera
family.org/metopera/auditions/chorus.aspx) and on AGMA’s website.  When you send in your audition materials, remem-
ber to indicate your preferred audition time.  It is crucial not to wait until the actual submission date.  

Visit the AGMA website www.musicalartists.org and click on “Auditions” for all current audition information. �

AA RR EE AA   NN EE WW SS
NNNNEEWWEEWW YYYYOORRKKOORRKK

Met chorister Christian Jeong organized a group of choristers to sing a benefit concert of operatic favorites in Tokyo during the May 2011 Metropolitan
Opera tour to Japan. Shown left to right:  Nathan Carlisle, Scott Dispensa, Jeremy Little, Juhwan Lee, Christian Jeong, Earle Patriarco, Stephanie Chigas,
Catherine Choi, Seunghye Lee and Laura Fries.  Following the Japan earthquake, tsunami and Fukushima atomic plant disasters, Christian’s close friend
Keiko Matsura lead a group of mothers to create a fundraising organization which benefits orphans. The Met choristers pictured donated their time and 
talent to raise nearly $9,000 for the fund while sending a message of hope and compassion.  

MMeettrrooppoolliittaann  OOppeerraa  CChhoorriisstteerrss  HHeellpp  WWiitthh  AAnnnnuuaall  AAuuddiittiioonnss  
By Linda Mays, Chorister and AGMA Governor
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This past June in San Francisco, the first ever
Get in Front Performance benefit for the
Cancer Prevention Institute of California was
held at the Herbst Theater, featuring dancers
from some of the Bay Area’s foremost dance
companies.  James Sofranko and Garen
Scribner, soloist dancers from San Francisco
Ballet (SFB), were the producers and driving
force behind this unprecedented gathering of
Bay Area dance talent.  

This event was a dream come true for the two of us:  one that was born

out of talks in our dressing room at the War Memorial Opera House.

The statistics show that one in every two people will be diagnosed

with cancer in his/her lifetime. Cancer is a disease that has touched

both of our families, and we were compelled to use our talents to make

a difference. Through discussions with Sally Glaser, CEO of the

Cancer Prevention Institute of California (CPIC), based in the Bay

Area, we decided to mount a benefit dance performance to raise funds

for CPIC. CPIC is a research and service organization with which we

strongly connect, speaking directly to our hearts with their mission of

stopping cancer before it starts.  

We began approaching fellow dancers at SFB, including principal

dancers Yuan Yuan Tan and Maria Kochetkova, and soon reached out

to more dancers we knew from other great companies in the Bay Area 

including Alonzo King LINES Ballet, ODC/Dance, Ballet San Jose, 

Smuin Ballet, Zhukov Dance Theatre, Amy

Seiwert’s Imagery, AXIS Dance, and Margaret

Jenkins Dance Company, among others. We

sought permission from all the choreographers

including Helgi Tomasson, Paul Taylor,

Christopher Wheeldon and Alonzo King, and

everyone heartily agreed to donate their per-

formances to the cause. Soon we had an amaz-

ing evening of dance lined up, with thirty-five

dancers from eleven different companies! We enlisted help from other

friends including SFB dancers Sarah Van Patten and Luke Willis to

plan a silent auction and from former SFB dancer Margaret Karl to

plan the after party. We couldn’t have done this alone!  

The Get in Front Performance on June 6 was an amazing represen-

tation of what the Bay Area dance scene has to offer. The perform-

ance was completely sold out and we raised over $100,000 for

CPIC.  We are so proud of the results and pleased to know that we

brought the dance community together, all for an amazing cause,

preventing cancer! We are currently in the process of planning the

second Get in Front Performance, coming in 2013, and we hope to

build on our success joining together excellence in the arts with

excellence in science.

For more info and to make a tax deductible donation to next year's
fundraising effort, please visit getinfront.org/donate and please indi-
cate “GIF2013” in the memo field. �

GGeett  iinn  FFrroonntt  PPeerrffoorrmmaannccee RRaaiisseess  MMoonneeyy  ffoorr  tthhee  CCaanncceerr  PPrreevveennttiioonn
IInnssttiittuuttee  ooff  CCaalliiffoorrnniiaa
By James Sofranko and Garen Scribner, San Francisco Ballet Soloist Dancers

Company names listed below are abbreviated as follows:  MJDC for Margaret Jenkins Dance Company,
SFB for San Francisco Ballet, BSJ for Ballet San Jose, AXIS for AXIS Dance Company, ZDT for Zhukov
Dance Theater, Smuin for Smuin Ballet, ODC for ODC/Dance, LINES for Alonzo King LINES Ballet.
Pictured above, left to right, front row: Margaret Cromwell and Chad Dawson (MJDC); Sonsheree Giles
and Rodney Bell (AXIS); Sarah Van Patten (SFB); Roberto Cisnernos (Imagery); Risa Larson, Kelly Del
Rosario, Chinchin Hsu and Heidi Schweiker (MJDC); standing: Steffany Ferroni (MJDC); Yuan Yuan Tan
and Pierre-Francois Vilanoba (SFB); Martyn Garside (ZDT); Jane Rehm (Smuin); David Lagerqvist
(ZDT); Ryan T. Smith (MJDC); Robin Cornwell, Jonathan Dummar, and Shannon Hurlburt (Smuin); Garen
Scribner (SFB) producer; Dennis Adams and Annie Zivolich (ODC); Matthew Stewart, Maria Kochetkova
Joan Boada (SFB); Meredith Webster (LINES); Frances Chung (SFB); Babatunji Johnson (tinypistol);
James Sofranko (SFB) producer; Maykel Solas (BSJ); and Junna Ige (BSJ)

©
David Allen

©
Quinn W

harton

©
Quinn W

harton
©

Chris Hardy

SSSSAANNAANN FFFFRRAANNCCIISSCCOORRAANNCCIISSCCOO

James Sofranko Garen Scribner

This image was used to promote the event
throughout San Francisco and was also sold at
the silent auction along with other images by
Quinn Wharton.
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Los Angeles Opera (then

Los Angeles Music Center

Opera) gave its first official

performance at the Dorothy

Chandler Pavilion on

October 7, 1986. The pro-

duction was Verdi’s Otello,

directed by Götz Friedrich and starring Plácido

Domingo who, at that time, was serving as an

artistic consultant to the company. The night

was full of drama; Gabriela Benackova was

called upon as a last minute replacement for

Daniela Dessi (who was taken ill in Milan) in

the role of Desdemona and to add to everyone’s

opening night jitters, the house curtain got stuck

about three feet off the ground at the top of the

opera and stayed at that height for about the first

several pages of the opera. Fortunately, the

problem was fixed during the opening chorus,

and all was well on the opera stage when

Plácido entered with a triumphant “Esultate!” I

was privileged to be part of the chorus for that opening produc-

tion—I was 25 years old, just a few years out of college, it was my

first AGMA job and I was appearing on the same stage as Plácido

Domingo and Sherrill Milnes—it was a dream come true for a

wide-eyed novice in this business!

Much has changed in the past 26 years. I am no longer 25 but I am

still a proud member of the LA Opera chorus. I serve regularly as

an AGMA delegate, am a member of the AGMA Board of

Governors and am the current Area Chair of Southern California.

Maestro Domingo is now the General Director of the company

and has just debuted his 140th career role, Francesco Foscari in

Verdi’s I due Foscari, with LA Opera.

I am also happy to report that during the company’s recent 25th

anniversary season there were 11 choristers from that inaugural

season that were still performing with the

company. I mentioned this fact to the head of

the PR Department and he helped to facilitate

this photograph of all the “long time choris-

ters” with Maestro Domingo when he

appeared in the title role of Simon Boccanegra
in February 2012. Two of the choristers in this

photograph retired at the end of the 2011-12

season  so we are now down to nine. I’m hop-

ing to take a similar photograph during the

company’s 30th anniversary season—I won-

der how many of us will still be here then.

Author’s note:  Sadly, one of the newly

retired choristers, Roger Lindbeck, passed

away unexpectedly on October 1, 2012, after

this article was written. Roger was a tremen-

dously generous colleague that will be sorely

missed by all.  �

LLooss  AAnnggeelleess  OOppeerraa  TTuurrnnss  2255
By Jennifer Wallace, Southern California Area Chair, Los Angeles Opera Chorister and AGMA Governor

Los Angeles Opera’s 2012 production of Simon Boccanegra: Plácido Domingo (center); first row:  Christie
Lynn Lawrence, Samela Beasom, Aleta Braxton, Jennifer Wallace; middle row: Charles Lane, Natalie Beck,
Sarah Bloxham, George Sterne; back row:  David Kress, Mark Beasom, David Schnell and Roger Lindbeck 

SSSSOOUUTTHHEERRNNOOUUTTHHEERRNN CCCCAALLIIFFOORRNNIIAAAALLIIFFOORRNNIIAA

Los Angeles Opera gave its first official performance at the Dorothy Chandler Pavilion on 
October 7, 1986.  The production of Otello starred Plácido Domingo.

©
Frederic O

hringer
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The year 2012 has been

a dynamic and notable

year for the Chicago

Midwest signatories.

Our annual meeting,

held in March, was a

great success and had

representation from nearly all Area houses!

AGMA President, Jimmy Odom, chaired the

meeting, and we also welcomed special

guest, Alan Gordon, AGMA’s National

Executive Director.  Area news and events

were discussed by local delegates and a good

time was had by all.

The Lyric Opera of Chicago recently com-

pleted and ratified their new three-year

contract agreement with several positive

gains.  The company also welcomed a new

Chorus Master, Martin Wright, of the

Netherlands Opera and formerly of San

Diego Opera. Their 2012-13 season fea-

tures eight operas and opened with Electra
on October 6.  

The Grant Park Symphony Chorus cele-

brated their 50th Anniversary season this

summer at Millennium Park with two com-

missioned choral works featured in a

Choral Extravaganza concert as well as the

release of an a cappella CD entitled Songs
of Smaller Creatures and other American
Works. They also just ratified a new three-

year contract with the City of Chicago. 

The Chicago Symphony Chorus (CSC)

enjoyed an exceptional 2012 with several

performance opportunities above and

beyond their contracted seasonal works.  In

April, the CSC was invited to perform a spe-

cial concert, Peace Through Music, in honor

of the First Anniversary of the Beatification

of Pope John Paul II. This concert was per-

formed with the Lyric Opera of Chicago

Orchestra and was conducted by Sir Gilbert

Levine. This performance was recorded for

CD and taped for an international television

audience.  Then in May, the CSC was asked

to perform in conjunction with the Chicago

Symphony Orchestra for the soundtrack of

Steven Spielberg’s latest film, Lincoln, due in

theaters this November. The score was com-

posed and conducted by Academy Award

Winner, John Williams. The CSC also

recently returned from New York City the

first week of October where they opened the

Carnegie Hall season with Carl Orff’s

Carmina Burana under Music Director

Riccardo Muti. They opened their regular

Chicago season October 25 with

Beethoven’s Missa solemnis.  �

AGMA President Jimmy Odom presents
“retiring” Midwest Area Representative
Barbara Hillman a Certificate of
Appreciation for her years of service to
AGMA.

Attendees at the annual meeting, left to right:  Judy Pitts, Larry
Pitts, Susan Krout, Elizabeth Gray, Allen Lindsey, AGMA
Governor Cole Seaton and Paul Thompson.

Caroline Moores, AGMA Governor Matt Carroll,
Elise Sandell and Amy Thompson also attended the
annual meeting.  

Lyric Opera of Chicago negotiating group:  left to right, seated: Elise Sandell, Tom
Potter, 1st Vice President and Work Rules and Contracts Committee Chair John
Coleman, Liz Taylor, AGMA Governor Peggy Stenger; standing, first row: Lynn
Lundgren, Stephani Kowallis, AGMA Governor Sherry Veal, Craig Springer, Tom
Sillitti, President Jimmy Odom; second row: AGMA Governor Chuck Coyl, AGMA
Governor Matt Carroll, Tom Hall and Larissa Tanis

CCCCHHIICCAAGGOOHHIICCAAGGOO //MM//MM IIDDWWEESSTTIIDDWWEESSTT
By Cole Seaton, Chicago Symphony Chorus Chorister, Chicago Area Committee member and AGMA Governor

Earlier this October, Chicago Symphony Chorus opened Carnegie Hall’s new
season with three performances.  
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Good News–Money for our Members!!

AGMA is delighted to report that a bequest has been made to the

estate of the Baltimore Opera and that, as a result, AGMA has col-

lected an additional sum of $265,903.02 on behalf of our members.  

You will recall that AGMA asserted a claim against the Company’s

bankrupt estate for pay owing to members under the “pay or play” clause of our contract

for cancelled performances (specifically, for the cancelled December 2008 Winter

Concert, the cancelled 2009 productions of Barber of Seville and Porgy and Bess, and the cancelled 2009-10 season productions of

Rigoletto, Cyrano, The Magic Flute and Carmen). After litigation in bankruptcy court, AGMA was successful in recovering an initial sum

of $149,620.81, which we distributed last year to members like you who were due pay under the “pay or play” clause.  

In mid-October, we distributed the new sum we have received to the same members who received the initial distribution last year, in the

same proportion as each shared in the initial distribution.  Those ARTISTS who

were under contract for those productions should have received a letter in the mail

from AGMA in August.  If you did not receive your letter or have not received

your distribution yet, you may contact Ms. Kallas at AGMADC@comcast.net or

(301) 869-8266.

Washington National Opera and Florida Grand Opera

Renowned AGMA Director Francesca Zambello has been named as the Artistic

Director of Washington National Opera and begins January 2013.  Susan T. Danis

has been appointed the new General Director of Florida Grand Opera and begins

in October 2012.

Negotiations

The Collective Bargaining Agreements for Washington National Opera,

Washington Concert Opera and Florida Grand Opera will be expiring at the end

of the 2012-13 season. It is customary that we form negotiation committees and

begin meeting to discuss wages and working conditions in the fall of the preceding season.............which is NOW!  Please consider step-

ping up to volunteer for one of these committees.  We need singers, dancers and production staff to have representation for all members

of the bargaining unit. If you are interested in participating, please send an email to AGMADC@comcast.net. �

WWWWAASSHHIINNGGTTOONNAASSHHIINNGGTTOONN //BB//BB AALLTTIIMMOORREEAALLTTIIMMOORREE
By Eleni Kallas, National Director of Organizing and Training and Mid-Atlantic Area Representative

Washington National Opera Don Giovanni dancers, left to
right:  Nelson Sitton, Heidi Kershaw, Nancy Flores, Sara
Jerez and Alvaro Palau

Washington Concert Opera performs La Sonnambula, conducted by Artistic Director Antony Walker;
Principal Artists in front, left to right: Madeleine Gray (Teresa), Rene Barbera (Elvino), Eglise Gutiérrez
(Amina), Ben Wager (Count Rodolfo) and Maureen McKay (Lisa)

Rory Schwartz (1992-2012),
AGMA dancer who studied
at The Washington Ballet
and joined AGMA in the
2011-12 season when 
he danced in Nabucco

at Washington National
Opera, passed away in 
a swimming accident in
France this summer.

Washington National Opera’s Nabucco female choristers, kneeling:
Annadaire Ingram, Angela Butler; second row:  Linda Kirk, Ling
Ling He, Samantha McElhaney, Serena Canino; back Row:  Ros
Manier, Kyle Engler, Maria Dolan Barnes, Csilla Boross (Abigalle),
Grace Gori and Adrienne Webster

©
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Sunday, July 22, 2012,

was another GREAT

day to enjoy wonderful

food, drink, desserts

and mostly chatting and

catching up with friends

from Portland Opera at

the Fourth Annual Picnic. Although a bit cold

in the beginning, the day proved to be quite

nice and we all had a lovely time. 

The bake-off contest was, again, a favorite

piece and we couldn't wait for the judging to

finish so we could all taste! Nick Nelson won

for his Apple Crisp, Jennie Spada for her

Drinking Chorus Cake “Brindisi,” Kate

Strohecker for her Lemon Cookies and a spe-

cial prize for Joanna Ceciliani with her Orfeos,

the only entry in the Diva Diet category!  

We had fun with our raffle drawing too.

Tom Skyler and Laura Hassell were the

lucky winners of the “Evenings of

Passion, no regrets in the morning”

bumper stickers; Kate Strohecker and

Chris Harper will be enjoying the morn-

ings after their “Nights of Passion” opera

mugs; while Louise Skyler and “Blue”

Bickford will be spending their nights of

passion in their new purple opera night

shirts. Raoul Bellis-Squires was the BIG

winner with two tickets to the opening

show of the season, Don Giovanni.  We

even sang Happy Birthday to Doris

Osgood, who is married to Gary Osgood,

the backstage door manager. We were

excited they could both join us this year.

NEXT year will be our fifth annual picnic.

Mark your calendars. It is usually the third

week in July. If you made it this year or if

you couldn’t make it, we hope to see you

all next year!  �

Bake-off contest winners Kate Strohecker,
Joanna Ceciliani, Jennie Spade and Nick
Nelson, who each received a set of kitchen
towels for their baking efforts.  

Raffle winners holding their winning items, left to right:  Joanna
Ceciliani, Raoul Bellis-Squires, Chris Harper, “Blue” Bickford,
Louise Skyler, Kate Strohecker, Tom Skyler and Laura Hassell

NNNNOORRTTHHWWEESSTTOORRTTHHWWEESSTT
FFoouurrtthh  AAnnnnuuaall  PPoorrttllaanndd  OOppeerraa  CChhoorruuss  PPiiccnniicc
By Joanna Ceciliani, former Portland Opera Chorister

AGMA’s Annual Leader-

ship Conference was held on

July 21 and 22, 2012 at

AGMA’s National Office.

During this two-day confer-

ence, AGMA’s elected lead-

ership gathered with National

Executive Director Alan Gordon, Director of

Operations Gerry Angel and Membership

Department Supervisor Candace Itow to discuss

AGMA’s immediate past, present and future.

Reports from the Area chairs who were in atten-

dance and from the standing committee chairs,

as well as from Alan Gordon were shared and

discussed as AGMA strategically prepares for a

challenging future. A prominent theme over

these two days of meetings and discussions was

how best to anticipate the impact of ever chang-

ing technologies and social media usage upon

our industry, artistry, and membership. �

AAGGMMAA’’ss  LLeeaaddeerrss  GGaatthheerr  aatt  AAnnnnuuaall  LLeeaaddeerrsshhiipp  CCoonnffeerreennccee
By Sara Stewart Schumann, 3rd Vice President and Membership and Member Relations Committee Chair

Left to right, front row:  Louis Perry, Recording Secretary, Personnel Committee Chair and New York Area
Chair; Jennifer Wallace, Southern California Area Chair; Sara Stewart Schumann, 3rd Vice President and
Membership and Member Relations Committee Chair; Jimmy Odom, AGMA President and Chicago/Midwest
Area Chair; Evelyn Santiago Schulz, Philadelphia Area Chair; Candace Itow, Membership Department
Supervisor; Maren Montalbano, 4th Vice President; back row: Gerry Angel, Director of Operations; Bill
Buchanan, Pittsburgh Area Chair; Gregory Stapp, 2nd Vice President and Administration and Policy
Committee Chair; Harvey Fort, Washington/Baltimore Area Chair; John Coleman, 1st Vice President and
Work Rules and Contracts Committee Chair; George Scott, Northwest Area Chair; and Matt Woodbury,
Texas/Oklahoma Board Member.  Photo taken by Alan Gordon, National Executive Director.
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“A Day in the Life” is an ongoing AGMAzine series to acquaint members with the various categories that AGMA represents. The

next issue will feature “A Day in the Life” of other member categories. If you are interested in contributing, please send your story

to dbaker@musicalartists.org.

My name is Sarah
Wroth and for the
past ten years I have
been a member of
Boston Ballet’s finest
pr ima-corps -de -
ballerinas. Being in

the corps is not always the most lauded
position in the profession. It is not
always page bows and glamour.
However, if you are interested in an
existence fraught with passionate chal-
lenges and a dynamic group of artistic
supporters whose heartbeats literally
keep the company going, then the Corps
de Ballet is the place for you.

Ballet dancers have two different life
schedules.  When it is time to share our
work with the audience in performance
mode, we become somewhat nocturnal.
Class and rehearsals begin at noon and
we are carried home on a post-
performance wave of adrenaline some-
time around 11:00 p.m.  For the purpose
of this entry I will focus on the way I
spend the majority of my dance time,
rehearsing.  When we are in rehearsal
mode, about 25 weeks per season, ballet
dancers are creatures of the day.  We
take class and rehearse from about 10:00
a.m. until 6:30 p.m. every day.  It is six
to eight hours of rigorous work training
for the shows.  

I begin each new rehearsal day in my
apartment with my loving husband, Rob,
and my sweet dog, Butters.  As the alarm
goes off, my body immediately tells me
how hard the morning’s warm up will
be.  I wiggle my ever-crunchy ankles
and roll out of bed to take Butters for a
walk.  Rob’s and my morning is a sym-
phony of shared tasks, feeding the dog,
fixing breakfast and packing lunches. I
attempt to wake up my flexibility while
stretching anything sore under the hot

shower, squeezing in any ballet-body
wake-up possible is essential.

As dancers we look in the mirror about
eight hours every day, so I take an
extra minute every morning to pick out
a leotard/tights combination that
makes me feel like a beautiful artist.
Only recently did I discover that the
more confident I feel, the better my
dancing is.  I have also amassed a col-
lection of brightly colored leotards that
are so “carnival-ly” they always make
my body feel like it is smiling.

I have always loved being one of the
first people to arrive at the studios in the
morning. I think it’s the beautiful, unlit
peacefulness that is such a stark contrast
to the coming physical fury the building
possesses once the dancers arrive.  There
is always a breathtaking view of the
Boston cityscape that adds a bay win-
dow backdrop to the Pilates room where
I begin my pre-class warm up.

Every day begins with a technique class.
Classes are the scales and Etudes of the
ballet world. On rehearsal days we usu-
ally have an hour and a half class begin-
ning at 9:45 a.m. and ending at 11:15
a.m.  We have four members of Artistic
staff that alternate teaching days with our
Artistic Director, Mikko Nissinen.  Each
teacher has a specific teaching style and
seeks to improve different aspects of the
dancers’ technique in the class. 

These daily classes are not simply a
warm up for the day; they are a rigorous
form of our artistic training. Several of
my compadres in the corps agree that
there are some days when class is the
most strenuous, stressful part of the day.
Especially for the Corps de Ballet, class
is the base-line.  Everyone principals,
soloists and corps start at zero with plies.

Anything is possible in this hour and a
half of my day.  I can fly across the floor,
experiment with my turns and coordina-
tion, absorb new knowledge every sec-
ond, and, most wonderfully, dance like
my position has no rank. Class is that
beginning daily reach, for every dancer,
towards self-improvement and that glo-
riously unattainable perfection.

After class, on a rehearsal day, the per-
formance preparation begins. We have
three hours of scheduled rehearsals, a
one-hour lunch break, and then three
more hours of rehearsal to complete our
day.  Many people believe that we spend
hours rehearsing a given ballet and then
perform said show.  In the world of coor-
dinating the schedules of ballet stagers
(former dancers from around the globe,
certified to teach a given ballet), chore-
ographers, Artistic Staff members and
dancers, this predictable schedule of
one-ballet-rehearsed-one-ballet-per-
formed almost never works out.  The
resulting rehearsal schedule is one that
could have me in bare feet rehearsing a
contemporary ballet by Jiri Kilian one
hour and the next, rehearsing the new
Nutcracker being created by Mikko
Nissinen.  Sometimes it makes my brain
hurt a bit, but it sure keeps life interest-
ing.  There are even days when my six
hours of rehearsal are distributed
between four different ballets with four
different styles of dance.

I often find myself learning choreogra-
phy that will not be performed for six or
seven months from the time it’s being
taught.  For example, these last few
weeks of August, we have been learning
all the steps, counts and gestures that
make up Sir Frederick Ashton’s The
Sleeping Beauty. It is a huge ballet of
epic technical proportions.  Even though
it won’t hit the stage until April after I

AA  DDaayy  iinn  tthhee  LLiiffee  ooff  aa  CCoorrppss  ddee  BBaalllleerriinnaa
By Sarah Wroth, Boston Ballet Corps de Ballet Dancer
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have performed almost all of the other
repertoire on my schedule this season, I
find myself practicing my variations
with as much precision and care as if the
show was tomorrow.  I know I must
commit all my corrections to my muscle
memory now so that it will be easier to
ready my dancing for the stage when the
performance gets closer.

Being in the Corps means that usually,
in any given day, there is at least one
BIG GROUP dance rehearsal.  This
means that all of our different artistic
energies combine in one very special
learning environment.  It is the most
successful form of a classroom where
every student feels a responsibility to
the whole to learn at their very highest
level.  We all help each other out too.
Here in Boston, we have one of the most
unique Corps de Ballets in the world.
Each of us is a powerful dancer and
none of us, in the best sense, are satis-

fied to just be in the Corps
each day.  We all seek
challenges and are thirsty
for the most dance experi-
ence possible.  The result-
ing group of artists chal-
lenge each other, bolster
each other up when neces-
sary and hope for the
greater good of the group
both onstage and off.  If I
have a question about a
step or a count, I never
hesitate to ask my friends
a question.  Also, the
faster we all learn, the less
tedious the rehearsal process seems.

After my six to eight hours of 19
Clarendon artistry are complete, I walk
home.  I love the walk home.  It is slow
because my ankles are usually crunchy
and my body is in need of a hot shower.
I usually grab a Slurpee or Fro-yo to add

extra sweetness along the way.  As I
slurp, I look at all the other end-of-day-
ers headed home to dinner.  I hope,
more than anything, that they all get to
live as we Musical Artists do, sharing
our love and talent with the world each
new day.  It sure does make the world a
wonderfully inspiring place. �

©
G

ene Schaivone 

A beautiful Snowflake’s grand jeté in The Nutcracker

I feel so lucky to have the life that I have here in the beautiful city of San Francisco, and a huge part
of that is having my job as a tenured dancer with San Francisco Opera. I have been dancing with SFO
for eight years. Prior to that I danced as a professional ballet dancer with San Francisco Ballet, and
before that with other smaller companies around the country. When I reached my late twenties and was
ready to move along from the rigors, demands, and lifestyle of dancing full-time for a world-class
classical ballet company, I never dreamed that ten years later, approaching my forties, I would be the
mother of two children, and have my workplace and home in the San Francisco Opera House, as I still

continue my dancing career.  

My daily schedule differs so much from production to production, depending on the type of dancing or movement we
are doing and the involvement we have in the opera, that I can’t possibly tell you a “typical” day in the life.  I can say
for certain that the 3-4 week rehearsal process leading up to opening night always starts with a costume fitting and ends
with the final dress rehearsal. In between there is always ballet class to warm up and keep in shape, dancer-only
rehearsals in the ballet studios to learn choreography, staging rehearsals that include principal singers and/or chorus
members and supers, and stage time when it all starts to come together, especially once our fabulous orchestra is added.  

Both being a dancer and being a mother have parallels in being the most challenging of careers (I count the work of
mothering as a career), but also the most rewarding. Both have long hours, hard and often grueling work. Both require
one to give up a certain amount of control over one’s life. As a dancer, your career in a company is in the hands of the
director. As a mom, your children’s needs really dictate your days. The rewards of being a dancer differ from person to
person, but for me it consists of getting to perform regularly and having my job be one in the same with doing what I
love so much.  The main reward of mothering for me is the incredible satisfaction I get from the reciprocal nature of the
closeness, connection, and love I have with my children. Interestingly enough, at the point in time when these two

AA  DDaayy  iinn  tthhee  LLiiffee  ooff  aa  TTeennuurreedd  OOppeerraa  DDaanncceerr::    TThhee  GGiifftt  tthhaatt  KKeeeeppss  oonn  GGiivviinngg
By Brook Broughton, Principal Dancer, San Francisco Opera

(continues on page 18)
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careers of mine intersected, a strong contrast between them has become increasingly
obvious to me:  my job with the opera is a perfect antidote to the aforementioned chal-

lenges of being a mom.  Now, with this
added perspective, I feel even luckier to
have my tenured position.    

One really can’t be an actively involved
mother of multiple children and continue
dancing this long in any ballet job other
than opera. I have been able to be a mostly
full-time mom for the past 8 1/2 years, all
the while delicately balancing my dance
career on a seasonal basis.  While we
dancers always welcome more work
weeks, and of course hope for more from
SFO in the future, working seasonally
part-time has served me well as a mother, leaving me available to be with
my children the bulk of the year. When I am into my working weeks, life
is extremely hectic, but the hours being what they are (mostly afternoons
and evenings) complement my husband’s job as a schoolteacher well, so
our childcare needs have been minimal, and one or the other of us is with
our children most of the time, a true gift in this fast-paced day and age.  The
work of mothering is so hard, and so under-recognized and under-valued in
our society, that in contrast I truly welcome going to a paid union job and
earning money when the time comes around each spring and fall. Also,
when you’re a stay-at-home mom, there is no ten-minute break every hour,
I can guarantee that!   

After a long day’s work at home with the kids doing school drop-offs and
pick-ups, afternoons spent helping with homework, playing, preparing
food, and doing all those other typical and often menial-feeling domestic

chores, all the while answering to incessant kids’ needs, when I eventually pull into the opera parking lot, arriving to
perform in the evening, I breathe a sigh of relief, because now begins the time of day when it is all about me, and just
me. There is no one else I have to worry about, fuss over, and answer to, except myself.  Upon arriving, after taking
warm-up ballet class, which automatically incorporates exercise into my day, I get to sit in a chair and have my hair and
make-up done. A dresser gets ME dressed. And when it comes to getting onstage, I get to do what I have done for so
long, (for 3/4 of my life), that it comes to me like second nature. As a dancer, I always know my counts and music any-
way, but at the opera, what with the scale of the productions and the number of people involved, a stage manager even
tells me when to go onstage! How I appreciate those hours at work when all I have to worry about is myself and what
I need to do once I’m on stage!!!   

While the work of motherhood can be at times draining, unglamorous, and always unpaid, in contrast, the work of a per-
forming dancer at the opera is so different. I am shining in light out there, looking beautiful, dressed in my “princess”
dress in Rigoletto, or perhaps in my point shoes and Red Army outfit in Nixon in China, portraying an important his-
torical event. In Turandot, it was my turquoise “buffoon” outfit and my twirly yellow ribbon on a stick as I danced in
the Emperor’s procession. There is an audience watching me and enjoying what I add to the opera staging.  I am mov-
ing my body gracefully onstage to incredible music being made within feet of me, sometimes inches! (As dancers, we
are often very close to the principal singers, whether it is interacting with them, or simply being placed on stage right
next to them.) At the end of the night, there is the applause, which is always a good feeling to take in. Even though the
rewards are invaluable, no one applauds me at home when I drop into bed after a long day of parenting.   

My tenured opera dancer position is the gift that keeps on giving in so many more ways than I have written about, but
what I want to stress, and my co-workers can attest to this as I speak of it often, is that when I arrive at my paid job, it
is my time for me. I do it well, take it seriously, and appreciate it immensely.  �

AA  DDaayy  iinn  tthhee  LLiiffee  ooff  aa  TTeennuurreedd  DDaanncceerr  (continued from page 17)

The beautiful “princess” dress from Rigoletto

The Red Army costume from Nixon in

China
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It’s a Wednesday, 9:00 a.m. in the third
week of rehearsals at Santa Fe Opera. I am
here with four amazing dancers (Lisa
Gillespie, Miquel Edison, Heidi Kershaw
and Scott Weber). We are working on cho-
reography for two new productions,
Maometto Secondo and King Roger. We

start by opening the barn doors to our rehearsal hall and taking
in the gorgeous Santa Fe Opera grounds and sky, I never quite
get over just how beautiful it is here.  

We start with a 45-minute barre. This is a casual thing, led by
the dance captain that allows us to work into our day gently.
The altitude, dryness and heat have taken
some getting used to but we’re all feeling
much better this week. 

For the first rehearsal hour the dancers and I
walk over to director David Alden’s
Maometto rehearsal where we are working
to refine a martial arts dance that is done in
conjunction with the male chorus. The stage
managers hand the dancers their “show
shoes”—custom boots that we have ordered
months in advance. This opera has been
quite intense for us since the stage is to be
raked and the dancers are working with bo
staffs, portraying ninjas. They rehearse with
their faces covered, revealing only their
eyes—this will take some getting used to.
Fight choreographer Jonathan Ryder has
been instrumental in teaching us martial arts
moves to combine with the choreography.
We have also had a few chances to try out
some of the tumbling and moves on the raked stage to be sure
of our safety.  

After our time with the director we return to what I have been
calling the dancer club house and continue to work on our “fight
dance.” Since we’re working with six foot staffs, every move
has to be carefully routined and the dancers laugh that now they
will be able to add martial arts to their special skills list.  

One o’clock brings a lunch meeting with Director Lee Blakely
for next season’s production of Grande Duchesse. I am so glad
that Lee happens also to be here this summer so I can get the
skinny on next year’s design. Because we are a year away, I
am able to be a part of the design process, as this is to be a
large dance show. 

After lunch we meet back for a rehearsal with some of our
King Roger costumes. Designer Anne Hould-Ward and
Costume Shop Manager David Burke along with a cadre of
drapers and dressers get the dancers in costume and we start to
figure out exactly how they will manage to “dance out” of
most of their clothes in a particularly wild bacchanal scene.
Director Stephen Wadsworth has been extremely specific in
his instructions to me that he doesn’t want it to look like a strip
number, and clothing must seem to disappear. What a luxury
to have the designer and her staff there to help us choreograph
the way that the garments will melt away. We also learn as we
work that the girls are having trouble breathing in their corsets
so adjustments are made. Somewhere in all this the director

visits us and takes a look at where we are, giving the dancers
acting notes and helping them make the movement feel like a
natural extension of his staging. 

In all my years creating movement in opera I have learned
that the best choreography and direction is when you can’t
tell where the director leaves off and the choreographer
begins. Towards this end, Stephen and I have met several
times well before rehearsals started in New York to lay out
our plans. 

By five o’clock we are wiped out and the dancers head to the
pool (yes, there is a pool!) while I meet with Stephen to finalize
our plans on Act Three choreography, which we will stage
tomorrow…  �

AA  DDaayy  iinn  tthhee  LLiiffee  ooff  aann  OOppeerraa  CChhoorreeooggrraapphheerr
By Peggy Hickey 

Do you have an interesting “A Day in the Life” story? Send it to dbaker@musicalartists.org and it might end up in AGMAzine.

After giving notes, Peggy and the Los Angeles Opera choristers in costume for this season's production of
Don Giovanni paused for a group photo.  
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EEuunniiccee  AAllbbeerrttss,,  SSoollooiisstt,,
AAnntthhoonnyy  AAssaarroo,,  CChhoorriisstteerr
MMoonnttyy  CCaarrtteerr,,  CChhoorriisstteerr
LLiillii  CChhooookkaassiiaann,,  SSoollooiisstt
RRiicchhaarrdd  CCrraagguunn,,  DDaanncceerr
DDoonnaalldd  DDoorrrr,,  CChhoorriisstteerr
HHuuggoo  FFiioorraattoo,,  CCoonndduuccttoorr
DDiieettrriicchh  FFiisscchheerr--DDiieesskkaauu,,  

SSoollooiisstt
TTiiffffaannyy  GGlleennnn,,  DDaanncceerr

GGhhiittaa  HHaaggeerr,,  SSttaaggee  DDiirreeccttoorr
WWhhiitt  KKeelllloogggg,,  PPiiaanniisstt**
CChhaarrlleess  KKuueessttnneerr,,  CChhoorriisstteerr
TThhoommaass  ((GGeerraarrdd))  LLaannddoonn,,  

SSoollooiisstt
MMoosscceellyynnee  LLaarrkkiinn,,  DDaanncceerr
EEvveellyynn  LLeeaarr,,  SSoollooiisstt
RRooggeerr  LLiinnddbbeecckk,,  CChhoorriisstteerr
VViioollaa  MMaaiioorrccaa  VVaazzqquueezz,,  

DDaanncceerr  

WWiilllliiaamm  MMccCCoouurrtt,,  SSttaaggee  
MMaannaaggeerr

FFrreedd  MMoooorree,,  CChhoorriisstteerr
YYvvoonnnnee  MMoouunnsseeyy,,  DDaanncceerr
MMaarrttiinn  PPaakklleeddiinnaazz,,  

CCoossttuummee  DDeessiiggnneerr
AAlleexx  RRuuggggiieerrii,,  CChhoorriisstteerr
RRoorryy  SScchhwwaarrttzz,,  DDaanncceerr
LLuuiiggii  VVeelllluuccccii,,  SSoollooiisstt
DDoonn  WWhhiittssiitttt,,  CChhoorriisstteerr

IINN  MMEEMMOORRIIAAMM

This is a formal notice, required by law,  for all members, new

members, joining members, and all other persons working under, or

being hired to work under a collective bargaining agreement

between AGMA, the American Guild of Musical Artists, AFL-CIO,

and an opera, ballet, dance programming, concert, or other com-

pany producing operatic music, dance, concerts, or other types of

productions. This notice covers all such singers, dancers, stage and

production personnel, choreographers, and others rendering serv-

ices to or employed by such opera, ballet, dance, concert, or other

companies producing operatic music, dance programming, con-

certs, or other types of productions.

The following notice and the procedures related thereto were

developed in response to the holdings in a U.S. Supreme Court

case known as Communication Workers of America v. Beck, relat-

ing to the expenditure of dues income for non-representational

purposes.

All persons working under an AGMA collective bargaining

agreement containing a union security clause are required, as a

condition of employment, to pay dues and initiation fees to AGMA.

Employees have the right to decide whether they wish to be mem-

bers of AGMA.  Employees who decide not to join AGMA remain

obligated, under the union security clause, to pay an agency fee to

AGMA equal to regular AGMA dues.

Employees who are not members of AGMA, but who pay dues

to AGMA pursuant to a union security clause of a collective bar-

gaining agreement, have the legal right to object to supporting cer-

tain activities which are not related to collective bargaining, contract

administration, or grievance adjustment (representational activities)

and may obtain a reduction in their dues and initiation fee.

Employees who choose not to become AGMA members

and object to paying full dues should be aware that by electing

not to become full members, they forfeit the right to enjoy a num-

ber of benefits available to members only.  Among the benefits

available only to full AGMA members are the AGMA Relief Fund;

Union Privilege, insurance, health, and loan benefits; the right to

attend and participate in Union meetings; the right to run for

Union office and to nominate and vote for candidates for Union

office; the right to participate in contract ratification and strike

votes; the right to participate in development and formulation of

Union policies; and the right to participate in the formulation of

Union collective bargaining demands. 

Audited financial statements are prepared for AGMA which cal-

culate the percentage of expenditures made for representational

and non-representational activities. While the exact amount varies

slightly each year, approximately 99% of the expenditures each

year are for representational activities. Non-members may object to

payment of that portion of AGMA dues which are spent on non-rep-

resentational activities. These include expenditures such as com-

munity service and charitable contributions; lobbying; legislative

efforts and political activities; members-only benefits; and litigation

which is not germane to collective bargaining, contract administra-

tion or grievance adjustment. Non-members are legally obligated to

pay for expenses connected with representational activities, which

include negotiations with employers; enforcing collective bargaining

agreements; meetings with employer representatives; member and

staff committee meetings concerned with matters relating to

employment practices and/or collective bargaining provisions; dis-

cussion of work-related issues with employers; handling employ-

ees’ work-related problems through grievance and arbitration pro-

cedures, before administrative agencies or in informal meetings;

and union administration, litigation, publications, and professional

services relating to any of the above.

We believe that without the concerted political activity of the

union movement, the great social legislation of this century such as

the Social Security Act, the Family and Medical Leave Act, mini-

mum wage laws and the Occupational Safety and Health Act would

never have become law.  This remains truer than ever today.  In our

opinion, community service, legislative activity, lobbying, political

activities, and litigation related to broader issues of concern to

Union members as citizens are critically necessary for the improve-

ment of working conditions of all members we represent.  It is for

this reason that we believe that it is essential for AGMA to support

such activities which benefit all working people in the United States.

You have the right to decide whether to be a part of this

important effort.

AGMA’s procedure regarding non-member dues-payers and

their right to seek a partial reduction of their dues and initiation fees

has been developed in response to decisions of the United States

Supreme Court.

Pursuant to AGMA’s procedure, there is an annual period for

a non-member to indicate an objection to AGMA’s expenditures.

Objections filed within thirty days of your receipt of this notice will

be effective immediately.  If you choose to object at a later time,

an objection may be filed in the thirty days following your resigna-

tion from membership or in the objection period.  The objection

period is from December 1 through December 31.  Non-members

who express their objection within that period will have their dues

(and, if applicable, initiation fees) reduced for the 12 months

beginning January 1 and running through December 31.  AGMA

estimates that any such reduction will be less than 1% of total

dues and fees otherwise due.

The AGMA objection procedure works as follows:

Dues and initiation fees payable by objectors will be based on

AGMA’s expenditures for those activities it undertakes to advance

the employment-related interests of the employees it represents,

described above as representational activities.  Non-members who

object to payment of full dues will receive an explanation of the

basis for their reduced dues/fees.  That explanation will include a list

of the major categories of expenditures for activities deemed to be

both “representational” and “non-representational,” and an accoun-

tant’s report verifying the breakdown of these “representational” and

“non-representational” expenditures.  Objectors have the option of

challenging AGMA’s verified calculation of the reduced dues/fees

before an impartial arbitrator appointed by the American Arbitration

Association, and a portion of the objector’s dues/fees reflecting

sums reasonably in dispute will be held in escrow pending the arbi-

trator’s decision.  Details concerning the arbitration process will be

provided to any objectors who challenge the dues/fees.  

Non-members who have objected to payment of full dues will

be required to pay that percentage spent on representational activ-

ities and will have their dues reduced by the amount spent on non-

representational activities.  They will not receive any members-only

benefits or privileges.

Objections should be directed to the AGMA Membership

Department Supervisor, 1430 Broadway, New York, New York

10018. All objections must contain the objector’s current home or

mailing address. The reduced dues/fees of objectors will be calcu-

lated and reflected in the dues/fees bills. Individuals desiring to

retain “objector” status must renew their objections during each

annual objection period.  �

AGMA Procedure on Dues Objections

**IInnddiiccaatteess  aa  ddiissttiinngguuiisshheedd  iinnddiivviidduuaall  iinn  aa  rreellaatteedd  pprrooffeessssiioonn
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During the Union Plus Scholarship Program’s 20th anniversary year, more than 5,600 applications representative of all 50
states were received from union members and their families. The president of Union Privilege, which is the organization that
provides the Union Plus benefits, Leslie Tolf, says, “With rising tuitions, the Union Plus Scholarship program can make all
the difference in enabling union members and their families to further their education.”  Union Plus awarded $150,000 in
scholarships to 129 students representing 44 different unions in 2012.  This included two winners representing the American
Guild of Musical Artists (AGMA).  

Meet the 2012 AGMA Honorees

Madelaine Matej of Mill Valley, CA, who has been an AGMA member since 2008, has been awarded a
$1,000 scholarship. 

Madelaine is a singer who has performed professionally since she was a young girl. These days this excel-
lent student is taking time off from the stage to obtain a degree in vocal performance, but she’s keeping her
union membership active and proudly paying her dues each year. Madelaine is grateful for the way AGMA
protected her rights as a child performer, and also for the way her father’s union, the International
Federation of Professional and Technical Engineers, stood up to protect her family’s pension and health
care. “I want to support my union’s work,” she says. 

Alexander Ritter of New York, NY, who joined AGMA in 1992, has been awarded a $1,000 scholarship. 

It was injuries sustained during a long and successful dance career that helped rekindle Alexander’s child-
hood interest in medicine. It was his experience as an AGMA member that helped show him the value of
union representation, medical benefits and teamwork. “I am very proud to have been a part of this union
and grateful for all of those who struggled before me to organize and fight for better working conditions,”
he says. Upon achieving his medical degree, Alexander looks forward to specializing in pediatrics or
maternal health. 

Congratulations to this year’s AGMA honorees!

Madelaine Matej

Alexander Ritter

AAGGMMAA  MMeemmbbeerrss  AAwwaarrddeedd  UUnniioonn  PPlluuss  SScchhoollaarrsshhiippss

Celebrating 20 Years of the Union Plus Scholarship Program

LLeeaarrnn  MMoorree  AAbboouutt  tthhee  UUnniioonn  PPlluuss  SScchhoollaarrsshhiipp  PPrrooggrraamm

Union Plus Scholarship awards are granted to students attending a two-year college, four-year college, graduate school or a
recognized technical or trade school.  Recipients are selected based on academic ability, social awareness, financial need and

appreciation of labor.

UUnniioonn  PPlluuss  OOffffeerrss  EEvveenn  MMoorree  BBeenneeffiittss

In addition to the Union Plus Scholarships, the following benefits help union families afford higher education:

National Labor College Scholarships help union mem-
bers and leaders complete their degrees with an affordable
and flexible online program. 

Visit UnionPlus.org/Education for applications and
benefit eligibility.

Discounts on college and graduate school test prepara-
tion courses from The Princeton Review. Discounts of
up to 15 to 60 percent include classroom, online and pri-
vate tutoring for the SAT®, ACT®, GMAT®, LSAT®,

GRE® and MCAT® as well as college affordability and
admissions online courses.

Visit UnionPlus.org/CollegePrep or call 1-888-243-7737.

Other Union Plus programs include mortgages, insur-
ance protection and money-saving offers on flowers, car
rentals and AT&T wireless service. 

Union members can visit UnionPlus.org for more 
information.  �



DONATION FORM — Please send to:

Susan Davison, c/o AGMA Relief Fund; 1430 Broadway, 14th Floor, New York, NY 10018; 

Phone:  (800) 543-2462; Fax:  (212) 262-9088; E-mail:  susan@musicalartists.org

Make checks payable to the AGMA Relief Fund
My contribution to the AGMA Relief Fund is (contributions $25 and over may be charged to your Visa or MasterCard):

$500 ______ $100 ______ $50 ______ $25 ______ $15 ______ Other ______

Card #:  __ __ __ __ - __ __ __ __ - __ __ __ __ - __ __ __ __  Exp. Date:  __ __ / __ __   Bank V Code:  __ __ __ (last 3 digits on
back of card)

Name: ______________________________________________________________________________________________

Address: ______________________________________________________________________________________________

E-mail: ____________________________________

In memory of: ___________________________________ In honor of: _____________________________________________

Name of person to receive acknowledgment letter: _______________________________________________________________

Address: ______________________________________________________________________________________________

______________________________________________________________________________________________

Check this box if you do not want to be listed in AGMA publications

AAGGMMAA  RReelliieeff  FFuunndd
Your commemorative donation turns into a unique gift

for colleagues, clients, teachers, coaches, doctors, con-
ductors, secret santas, friends, relatives, etc.

Our technology combined with your sentiments and
creative imaginations make the possibilities boundless.

Using your photographs (digital images preferred) 
or one of our examples, we can customize calendars,
certificates, cards, and gift enclosures.

* Holidays
*Year-end giving
* Anniversaries
* Births
* Bequests
* Birthdays

* Openings
* Tributes
* Planned Giving
* Business/Professional 

gifts

Place holiday orders early to avoid the rush.



2012 Holiday Message from Sam Ramey

Dear Friends, Colleagues and Fellow Trustees,

Life is full of surprises, both good and bad. Our stage characters

rely on dragon slayers and fairy godmothers to help us through the

tough times. Our members need us. The AGMA Relief Fund pro-

vides us and those colleagues depending on us the “magic wand”

to supply emergency assistance to weather hardships that interrupt

or threaten to destroy even the most fully established career.

I know we are all bombarded by solicitations from other very

worthy causes, especially at this time of year, but this is the only cause which specif-

ically prioritizes our own colleagues and friends. I find it gratifying to know that we

can be the “dragon slayer” when tragedy threatens one of us.

Founded in 1945, by a compassionate group of world renowned performers, the 

Relief Fund has continuously provided a safety net for our AGMA members in need.

When our colleagues seek help, they are welcomed by a professional social worker

and given a confidential evaluation that determines how the Relief Fund can best

advocate for them in the areas of financial aid, medical care, education and social

services. The Relief Fund is also part of a huge network of extended services. Please

join me in continuing the founders’ visionary legacy by creating your own individual

legacy of loyal support for our Relief Fund through donations, planned giving and gift

giving throughout the year.

Through my association with the Relief Fund, I have discovered how easy, fun and

satisfying it can be to donate to the Relief Fund while giving personalized gifts, cards

or acknowledgements to friends, family, business associates, and colleagues. I can use

photos, graphics, calendars, magnets, or any design that suits the occasion, the recip-

ient and my own creative whim.

A donation of any amount sends the message that our members in need are held in

high esteem on and off stage!

I wish you all a joyous holiday season and a rewarding 2013, filled with only good

surprises!

Sam Ramey

M I S S I O N S T A T E M E N T

The American Guild of Musical Artists (AGMA) Emergency Relief Fund is a not-for-profit organization, wholly

dependent upon contributions, whose mission is to provide funds and member services for classical performing artists

of opera, concert and dance, and the stage managers, directors and choreographers of opera and dance, when accidents,

illness or other traumatic events threaten their careers, health or future, and to do so with compassion and the 

preservation of dignity.
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INDEPENDENT AUDITOR’S REPORT

Board of Governors
American Guild of Musical Artists

We have audited the accompanying statements of financial position of American Guild of Musical Artists (the “Guild”) as of December 31, 2011 and
2010, and the related statements of activities and cash flows for the years then ended. These financial statements are the responsibility of the Guild’s
management. Our responsibility is to express an opinion on these financial statements based on our audits.

We conducted our audits in accordance with auditing standards generally accepted in the United States of America. Those standards require that
we plan and perform the audit to obtain reasonable assurance about whether the financial statements are free of material misstatement. An audit
includes examining, on a test basis, evidence supporting the amounts and disclosures in the financial statements. An audit also includes assessing
the accounting principles used and significant estimates made by management, as well as evaluating the overall financial statement presentation. We
believe that our audits provide a reasonable basis for our opinion. 

In our opinion, the financial statements referred to above present fairly, in all material respects, the financial position of American Guild of Musical
Artists as of December 31, 2011 and 2010, and the changes in its net assets and its cash flows for the years then ended in conformity with account-
ing principles generally accepted in the United States of America. 

BUCHBINDER TUNICK & COMPANY LLP

AAGGMMAA  AAuuddiitteedd  FFiinnaanncciiaall  SSttaatteemmeennttss

American Guild of Musical Artists

Statements of Financial Position 

December 31, 2011 and 2010

2011 2010

Assets:

Cash and cash equivalents:

Operating accounts $529,164 $766,065

Money market funds    17,338    14,155

Total cash and cash equivalents  546,502   780,220

Certificates of deposit    98,673    148,903

Investments, at fair value:

U.S. treasury obligations 8,322,503 7,543,054

Receivables:

Dues 347,082 388,374

Other         2,137           192

Total receivables     349,219 388,566

Other assets:

Cash - security deposits 97,318 97,170

Prepaid expenses 25,945 28,283

Security deposit       44,762 44,123

Total other assets     168,025 169,576

Net property assets       33,854 38,236

Total assets $9,518,776 $9,068,555

Liabilities and net assets:

Accounts payable and accrued 

expenses $  942,170 $  915,890

Security deposits payable      97,498     97,351

Total liabilities  1,039,668 1,013,241

Commitments and contingencies

Net assets - unrestricted   8,479,108 8,055,314

Total liabilities and 
and net assets $9,518,776 $9,068,555

Statements of Activities

For the years ended 

December 31, 2011 and 2010

2011 2010

Revenue:

Working dues $2,383,889 $2,645,402

Basic dues 587,382 619,787

Initiation fees 275,986 309,989

Reinstatement fees 61,537 55,894

Total membership revenue 3,308,794 3,631,072

Visa fees 698,175 660,805

Unrealized (depreciation) 

appreciation in fair value of 

investments (700) 307

Interest 11,953 27,129

Other 43,116 47,516

Total revenue   4,061,338   4,366,829

Expenses:

Program services:

Member services 2,253,880 2,090,716

Supporting activities:

Administrative expenses   1,383,664  1,357,097

Total expenses   3,637,544  3,447,813

Change in net assets 423,794 919,016

Net assets - unrestricted

Beginning of year   8,055,314   7,136,298

End of year $8,479,108 $8,055,314

Statements of Cash Flows

For the years ended December 31, 2011 and 2010

2011 2010

Cash flows from operating activities:

Change in net assets $423,794 $919,016
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2011 2010

Adjustments to reconcile change 

in net assets to net cash provided 

by operating activities:

Depreciation and amortization 17,448 17,614

Unrealized depreciation 

(appreciation) in fair value 

of investments 700 (307)

Changes in operating assets 

and liabilities:

Decrease (increase) in dues 

receivable 41,292 (83,963)

(Increase) decrease in other 

receivable (1,945) 753

(Increase) in cash - security

deposits (148) (134)

Decrease in prepaid expenses 2,338 2,859

(Increase) in security deposit (639) (43,723)

Increase in accounts payable 

and accrued expenses 26,280 141,157

2011 2010

Increase (decrease) in 

security deposit payable        147   (16,707)

Net cash provided by 

operating activities  509,267   936,565

Cash flows from investing activities:

Purchase of property assets (13,066) (3,367)

Purchase of certificates of deposit (1,367) (4,513)

Sale of certificates of deposit 51,597 600,052

Purchase of U.S. treasury 

obligations (25,596,830) (22,636,608)

Sale of U.S. treasury obligations 24,816,681   15,093,860

Net cash (used in) 

investing activities     (742,985)    (6,950,576)

Net (decrease) in cash 

and cash equivalents (233,718) (6,014,011)

Cash and cash equivalents: 

Beginning of year 780,220 6,794,231

End of year $    546,502 $    780,220

INDEPENDENT AUDITOR'S REPORT

To the Board of Trustees of AGMA Relief Fund 

We have audited the accompanying statements of financial position of
AGMA Relief Fund (the "Fund") as of September 30, 2011 and 2010, and
the related statements of activities, functional expenses and cash flows
for the years then ended. These financial statements are the responsibil-
ity of the Fund's management. Our responsibility is to express an opin-
ion on these financial statements based on our audits. 

We conducted our audits in accordance with auditing standards gener-
ally accepted in the United States of America. Those standards require
that we plan and perform the audit to obtain reasonable assurance about
whether the financial statements are free of material misstatement. An
audit includes examining, on a test basis, evidence supporting the
amounts and disclosures in the financial statements. An audit also
includes assessing the accounting principles used and significant esti-
mates made by management, as well as evaluating the overall financial
statement presentation. We believe that our audits provide a reasonable
basis for our opinion. 

In our opinion, the financial statements referred to above present fairly,
in all material respects, the financial position of AGMA Relief Fund as of
September 30, 2011 and 2010, and the changes in its net assets and its
cash flows for the years then ended in conformity with accounting princi-
ples generally accepted in the United States of America. 

Our audits were conducted for the purpose of forming an opinion on the
financial statements as a whole. Such information is the responsibility of
management and was derived from and relates directly to the underlying
accounting and other records used to prepare the financial statments.
The information has been subjected to the auditing procedures applied in
the audits of the financial statements and certain additional procedures,
including comparing and reconciling such information directly to the
underlying accounting and other records used to prepare the financial
statements or the financial statements themselves, and other additional
procedures in accordance with auditing standards generally accepted in
the United States of America.  In our opinion, the information is fairly stat-
ed in all material aspects in relation to the financial statements as a whole. 

BUCHBINDER TUNICK & COMPANY LLP

AAGGMMAA RReelliieeff  FFuunndd  AAuuddiitteedd  FFiinnaanncciiaallss

AGMA Relief Fund Statements of Financial Position 

September 30, 2011 and 2010

ASSETS 2011 2010

Assets:

Cash and cash equivalents $ 284,065 $ 236,230

Contributions receivable 3,208 3,208

Interest and dividends 

receivable 1,834 2,145

Due from affliate 2,628 1,057

291,735 242,640

Investments, at fair value:

U.S. government and governmental 

agency obligations                              32,900 31,641

Corporate bonds                                   262,627 262,872

Common stock 197,030 214,813 

Mutual and exchange-traded funds 302,024 319,676

Total investments 794,581 829,002

Total assets $ 1,086,316 $ 1,071,642

LIABILITIES AND NET ASSETS

Liabilities:

Accounts payable $ 28,632 $ 26,908

Net assets:

Unrestricted 1,057,684 1,038,975

Temporarily restricted - 5,759

Total net assets 1,057,684 1,044,734

Total liabilities and net assets $ 1,086,316 $  1,071,642
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2011 2010

Cash flows from operating activities:

Change in net assets $  12,950 $  162,706

Adj. to reconcile change in net assets to net cash

provided by operating activities:

Unrealized depreciation (appreciation) 

in fair value of investments 20,443 (24,341)

Realized loss (gain) on sale of investments 705 (6,378)

Changes in operating assets and liabilities:

Decrease in contributions receivable - 9,685

Decrease in interest and dividends receivable 311 646

(Increase) in dues from affiliate (1,571) (9)

Increase (decrease) in accounts payable    1,724        (4,390)

Cash flows from operating activities (continued)
2011 2010

Net cash provided by operating activities   34,562 137,919

Cash flows from investing activities:

Proceeds from redemption and sales of investments 189,826 480,514

Purchase of investments  (176,553)   (557,361)

Net cash provided by (used in) investing 

activities 13,273 (76,847)

Net increase in cash and cash equivalents 47,835 61,072

Cash and cash equivalents:

Beginning of year 236,230 175,158

End of year $ 284,065 $ 236,230

Statements of Cash Flows: For the years ended September 30, 2011 and 2010

Statements of Activities:  For the years ended September 30, 2011 and 2010

                          2011                                                 2010                           

Temporarily Temporarily

Unrestricted Restricted Total Unrestricted Restricted Total

Revenue:

Contributions:

Theatre Authority, Inc. $ 26,250 $ 5,250 $ 31,500 $ 21,875 $ 7,875 $ 29,750

Corporations and foundations 25,000 - 25,000 138,875 - 138,875

Individuals 22,027 - 22,027 11,800 - 11,800

Holiday drive 19,149 - 19,149 17,719 - 17,719

Special events 9,019 - 9,019 7,171 - 7,171

Other 212 - 212 114 - 114

Net assets released from restriction:

Satisfaction of purpose restriction 11,009   (11,009)               -       7,875     (7,875)  -

112,666     (5,759) 106,907 205,429              -     205,429

Investment income:

Interest and dividends 24,597 - 24,597 22,244 - 22,244

Unrealized net (depreciation) 

appreciation in fair value of 

investments (20,443) - (20,443) 24,341 - 24,341

Realized net (loss) gain on sale 

of investments         (705)  -          (705)    6,378  -    6,378

Net investment income        3,449  -         3,449   52,963  -   52,963

Total revenue     116,115    (5,759)     110,356     258,392  -     258,392

Expenses:

Program services:

Member assistance 29,603 - 29,603 29,459 - 29,459

Supporting services:

General and administrative 

expenses 63,576 - 63,576 63,708 - 63,708

Fund-raising 4,227             - 4,227 2,519            - 2,519

Total expenses 97,406             -      97,406   95,686            -   95,686

Change in net assets 18,709 (5,759) 12,950 162,706 - 162,706

Net assets:

Beginning of year  1,038,975       5,759 1,044,734 876,269   5,759   882,028

End of year $ 1,057,684 $            - $ 1,057,684 $ 1,038,975 $    5,759 $ 1,044,734
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WWho Iho I nspirnspired ed YYou?ou?

“Climb every mountain, ford every stream, follow every rainbow, till you find your
dream!” This was the piece of music that my dear mother gave to me when I was 
14 years old and just starting into this MAGNIFICENT world of music!  She said,
“Let not only these words of this powerful song be a beacon in your career, but 

also in your life!”

Needless to say, it was my mother’s words of wisdom through music that has inspired me all of 
these years and will continue to do so until I have found all of my dreams!

Marianne Cornetti, International Opera Singer

WWho Iho I nspirnspired ed YYou?ou?

“How can you sing what you sing and listen to what you listen to?” My mother has
been asking me this question my entire life. I like variety, and the diversity inherent in
the human voice never ceases to amaze me. It is a miraculously pliable and remarkably
expressive instrument. Personally, singing classical music evolved while I listened to
alternative, gothic and industrial rock (the moodier and the darker the better).

Performing operatic repertoire is predominantly how I make my living, but that by no means limits the
things which inspire me and the work I do. What I love about the “grand” nature of opera is that it lends

itself to elaborate productions; thick orchestrations; lush, demanding vocals; and portraying the full
gamut of emotions. To be immersed in a larger-than-life environment, while interacting with countless

artists and many genres, is consistently challenging and inspiring. The nature of this collaborative process
reveals what fuels one artist’s passion while stirring my own. 

When I’m off the stage, I gravitate to similar forms of surreal extremity. I find inspiration in well-crafted
video games, television and feature films. Admittedly, these examples are merely alternative forms of epic
storytelling. And potentially, like opera, they can be driven by a wealth of complex characters, plot-twists,

striking visuals and intriguing music, all intricately woven together by teams of uniquely talented individuals.

In the past I dabbled in stage combat and costuming, but more recently I have been writing fantasy
literature and composing.  Each of these skills has influenced and continues to nurture me as an artist.
Sometimes I’ve found inspiration to be as simple and unsolicited as catching up with a friend over
coffee. So at the risk of sounding cliché, the motivational factors contributing to my artistic “whole”

could very well be endless.

I continue to sing because that is who I am. And if you catch me in my car headed to or from all
this excitement, I will be blissfully screaming my heart and soul out with Nine Inch Nails. I did say,

“the darker the better.”

Tiffany Carmel Lake, San Diego Opera Chorister 
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Actors Federal Credit Union (212) 869-8926 (open until 8 p.m. EST) www.actorsfcu.com

The Actors Fund www.actorsfund.org
The Actors Fund - East Coast (212) 221-7300 (800) 221-7303 seligson@actorsfund.org
The Actors Fund - Midwest (312) 372-0989 (800) 221-7303 dtowne@actorsfund.org
The Actors Fund - West Coast (323) 933-9244 (800) 221-7303 intakela@actorsfund.org

The Actors Work Program (www.actorsfund.org/services/Sideline_Work_and_New_Careers/Actors_Work_Program)
The Actors Work Program - New York (212) 354-5480 blevinso@actorsfund.org
The Actors Work Program - Chicago (312) 372-0989 dtowne@actorsfund.org
The Actors Work Program - Los Angeles (323) 933-9244, ext. 50 ltrotter@actorsfund.org

AGMA Relief Fund - Donations (800) 543-AGMA (2462) susan@musicalartists.org
AGMA Relief Fund - Intake East (212) 221-7300 or (800) 221-7303
AGMA Relief Fund - Intake Midwest (312) 372-0989 or (800) 221-7303
AGMA Relief Fund - Intake West (323) 933-9244 or (800) 221-7303

AGMA Retirement & Health (Plan A, AGMA www.agmaretirement-health.org
Retirement Plan and AGMA Health Plan) (212) 765-3664 agmaretirement_health@yahoo.com

AGMA Health Plan B (“Administrative Services Only”) (866) 263-1185 www.asonet.com

Artists’ Health Insurance Resource Center - NY (212) 221-7300, ext. 165 www.ahirc.org
Artists’ Health Insurance Resource Center - LA (323) 933-9244, ext. 32 AHIRC@actorsfund.org

Career Transition for Dancers - New York (212) 764-0172 info@careertransition.org
Career Transition for Dancers - Los Angeles (323) 549-6660 info-la@careertransition.org
Career Transition for Dancers - Outside of NY and LA (800) 581-CTFD (2833) www.careertransition.org

TEIGIT (The Entertainment Industry Group www.teigit.com
Insurance Trust) (800) 886-7504 teigit@teigit.com

Union Privilege/Union Plus (800) 452-9425 (202) 293-5330 www.unionplus.org

C O N T A C T L I S T O F A S S I S T A N C E A N D M E M B E R - O N LY S E R V I C E S


