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Italy: AGMA Singers Complaints 
Growing rumors to the effect that 

AGMA members who have been or are 
now in Italy have been meeting with an 
anti-American feeling on the part of 
Italian artists came into the open, when 
a special meeting of the Board of Gov
ernors was held on September 24th. An 
AGMA member, a singer, lodged a com
plaint against the engagement of an 
Italian tenor, Roberto Turini, by the 
New York City Center Opera Company. 

The charges against the tenor were 
that in the Spring of this year he pro
tested against performing with the 
American singer in a performance of 
"Tosca" in Trento, Italy, in which both 
were scheduled to sing. The American 
singer claimed that as a result, her con
tract was broken and she did not appear 
in the performance; she also claimed 
that because of the Italian singer's pro
test, she failed to obtain further ap
pearances in her several months' stay in 
Italy. 

The Board of Governors heard all the 
facts and questioned the witnesses 
closely; it then ruled that the complaint 
against Mr. Turini had not been proven 
beyond a reasonable doubt and there
fore AGMA would have no objections 
to admitting him to membership. The 
official resolution, passed by the Board 
of Governors at this special meeting, 
went on to state: "However, the artist 
(Turini) should be informed that if 
the evidence had been sufficient to prove 
the contention against him, the Board 
of Governors, in protection of its mem
bers, would have denied an application 
for membership and would have in
structed its members not to work with 
Mr. Turini." 

The Board of Governors then in
structed National Executive Secretary 
F aine to write a letter of protest to the 
Sindacati Artisti Lirici, the Italian ar
tists' union, demanding that contracts 
be honored, and insisting that the Sin
dacati make known the action it will 
take to protect American artists appear
ing in Italy. The letter states: "All 
I talian artists who have come to these 

shores to sing or perform in these fields 
(opera, concert, choral and dance per
formances) are members of AGMA and 
are protected by our contracts and rules 
to the same extent as American artists. 
We make no distinctions between mem
bers, irrespective of the country of ori
gin. 

"Recently some of our members who 
have been to Italy and have performed 
or have tried to get engagements have 
come back with stories which, if true, 
AGMA would have to view with great 
alarm. They have told us that there is a 
strong feeling among artists, conductors, 
managers, impresarios and even the pub
lic, against the appearance of American 
artists in Italy. AGMA has promised to 
investigate each of these complaints as 

. they come up and to take strong action 
if the facts are proven and the circum
stances warrant. 

AGMA also informed the Italian ar
tists' union, in this firmly worded letter, 
that contracts in America are honored 
and that AGMA has protected Italian 
artists and collected large sums of 
money for them when they have bona 
fide agreements to appear in perform
ances in the United States. It was pointed 
out to the Sindacati that AGMA is at a 
loss to understand how in Italy, Ameri
can artists can be treated differently 
from the manner in which Italian ar
tists are treated here in the United 
States. 

In requesting word f:rom the Italian 
union as to what it does or proposes to 
do to protect American artists appear
ing in Italy, AGMA's letter concludes: 
"Such a state of affairs in your country 
cannot help but lead to a desire among 
our members to retaliate here in the 
United States. This obviously is not a 
desirable result and is harmful to art 
and to the relations between Italian and 
American artists." 

AGMA will continue to carefully in
vestigate any further complaints of its 
members concerning such ill-treatment 
and will take vigorous action to protect 
its members when appearing in Italy. 

Merger News: 
AFTRA 

In a decision of the International 
Board of the Four A's (the Associated 
Actors and Artistes of America) early 
in September, jurisdiction over live 
television programs was conferred upon 
Television Authority; jurisdiction over 
all actors employed in the motion pic
ture field was given to Screen Actors 
Guild and Screen Extras Guild. 

Thus was resolved a bitter dispute of 
several years' duration; in actual fact, 
each union emerged from the dispute 
with the jurisdiction which had been 
defined in a series of National Labor 
Board Decisions. 

A further decision' of the 4 A's In
ternational Board made possible the 
merging of Television Authority and 
AFRA, the memberships of both or
ganizations having approved such merg
er by the required majority in a refer
endum vote. The new organization is 
known as AFTRA ... American Federa
tion of Television and Radio Artists. 
AFTRA and SAG plan to meet soon to 
resolve other problems in connection 
with the long-considered merger of all 
unions in the entertainment field. 

The merger of TVA and AFRA into 
the new body does not preclude further 
merger. AGMA has received and ac
cepted an invitation from ACTORS 
EQUITY to meet again, to discuss plans 
for merger. 

AGMA members who are not now 
members of either AFRA or TVA can 
join AFTRA by paying dues without 
paying an initiation fee, at any time 
between now and January 1, 1954. 
After that date, anyone joining AFTRA 
will be required to pay both dues and 
initiation fee. In view of this special 
arrangement, which is to be incorporated 
in the Constitution of AFTRA, it is of 
advantage to AGMA members to pay 
at least one-quarter's dues in AFTRA 
at their earliest opportunity and cer
tainly before January 1st of 1954. 

Lawrence Tibbett, President of 
(Continued on page 7) 



Ten Years Ago - and Today 
A comparison of basic contracts in 

effect in 1942 and 1952 indicates sig
nificant gains in the past ten years for 
AGMA members. AGMAZINE, with this 
issue, begins a series of articles analyz
ing the benefits in present contracts so 
that members may study the progress 
made through the years in ballet, opera 
and concert fields. This issue will report 
on the basic ballet contract. 

1942-Unemployment insurance, ben
efits under the New York Disability 
Law and Federal Od Age Insurance 
were not in existence in their applica
tion to the ballet field in this year. 

1952-All of these points are included 
in current contracts. 

1942-Sick leave was not a part of 
ballet contracts 10 years ago. Today 
dancers are protected on this point. 

1942-No penalties were levied for 
travel beyond certain hours; today's 
contract has a protective clause. 

In 1942, sustenance pay was a pit
tance; travel pay was $3.00. 1952 con
tracts provide $8.00 sustenance pay and 
$5.50 travel pay. 

The 1952 contract carries a clause 
which prohibits assignment of con
tracts without the artist's consent; this 
corrected an abuse that created many 
problems ten years ago. 

Non-existent in the 1942 contract was 
any provision for liquidated damages 
in case of unauthorized publicity; the 
current contract provides a minimum of 
$50.00 in this event. 
Minimum Compensation 

Dancers with guaranteed employment 
were paid $41.50 per week in 1942; this 
figure is now double in 1952 contracts. 

Dancers who are also employed as 
aSiiistant stage managers received $15.00 
per week extra compensation in 1942; 
today they are paid $28.00 per week 
additional. 

Extra pay for singing and speaking 
roles was non-existent in 1942. Today, 
dancers who speak roles or sing are 
compensated additionally at the rate of 
$11.00 per week. 

Stage Managers' salaries in 1942 
were $75.00, as were Assistant Stage 
Managers'. The 1952 contract provides 
for $150.00 per week for Stage Man
agers, $100.00 for Assistant Stage Man
agers. 
Rehearsal Compensation 

Salaries for rehearsals for the first 
5 weeks were $20.00 per week in 1942; 
in 1952, dancers receive $45.00 per week 
for this same period. 

Overtime Compensation 
The per-hour rate of overtime com

pensation in 1942 was $1.00; it is 
now $1.60. 
Single Performance Compensation 

In the city of origination, salaries 
were $15.00 in 1942; are $25.00 in 
1952. No provision was included in the 
1942 contract for single performances 
outside the city of origination; fee for 
such performances in 1952 is $32.00. 
Other Gains 

Costume ~tting in 1942 was not com
pensated for; in 1952 this time was paid 
for at the rehearsal time rate. 

Up to $2.00 was the money penalty 
for rehearsing within certain hours 
close to performances; the 1952 penalty 
is up to $4.35. 

Money penalties were not levied for 
closing a performance after 11 :30 P.M. 
The current contract provides for this. 

In 1942 there was no specified time 
for intermission between ballets. The 
1952 contract provides for a 15 minute 
intermission between ballets. 

The 1952 contract provides that there 

be no lay-off without two weeks' notice 
and then only 2 weeks at Christmas and 
1 week at Easter. This protection was 
not in 1942 contracts. 

Current contracts provide that man
agement pays for and supplies shoes, 
costumes, wigs, and facilities for bath 
if body make-up is needed. If there are 
no washing facilities, management must 
pay $1.60 to each dancer. This provision 
was not a part of the contract of 10 
years ago. 

The security deposit required of man
agement in 1942 was $60.00; today the 
deposit is at least one week's payroll. 

Summary 
Wages during the ten-year period 

1942-1952 increased 100%; the cost of 
living for this period increased 58%. 
A net wage gain of 42% to dancers and 
others covered by the basic ballet con
tract has been achieved through this 
period. AGMA is justly proud of the 
gains and benefits it has secured for 
dancers throughout the past ten years 
and its success, against obstacles too 
numerous to list here, is significant. 
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HY NOTES 
by Hyman R. Faine 
National Executive Secretary 

By Faine, in Israel this summer to cement helpful relationship between AGMA aud 
Bistadrut, views the Israeli countryside with Baruch Bagg of the Ministry of Education. 

I have just returned from a most 
stimulating trip to Israel which I visited 
at the invitation of the Cultural Division 
of the Histadrut, the General Federa
tion of Jewish Workers. I was most im
pressed by the courage and spirit and 
vision of the Israeli people in the face 
of great scarcities of material and equip
ment and food. Nevertheless, the vitality 
and strength of the musical and cultural 
life was highly impressive. 

I saw performances of opera and 
plays, heard the Israel Symphony Or
chestra and attended the First Interna
tional Jewish Choir Festival. Despite the 
physical limitations of the concert halls, 
the lack of materials for costumes and 
scenery, and the inadequacy of train
ing and rehearsal, these performances 
were of an extremely high level musical
ly and artistically. All opera is given in 
Hebrew and shows a fine blending of 
the language and the music. With some 
exceptions, the singers were young peo
ple whose artistic careers had only re
cently begun in this country. The opera 
company has thus been both a training 
as well as a "producing" organization. 
Its weakest element is the ballet. While 

the folk material for dancers is varied 
and rich, the training available in 
classical ballet and modern dance has 
as yet been insufficient to produce first
rate dancers. The Israel Symphony Or
chestra is already too well known 
throughout the world to, require any de
tailing in this column. 

Most of the musical and dramatic 
groups in Israel are organized on a non
profit and cooperative basis. The per
formers band together to start their own 
company and agree to share the expenses 
and profits, if any. Additional members 
of the group have to be approved by 
the original founders who continue to 
constitute the governing body and pro
ducing organization. This type of co
operation is common in Israel in all 
fields of endeavor and has produced 
several excellent artistic groups, but it 
has the lim!tation of sometimes creating 
closed circles and a diffusion of respon
sibility. 

Though many of these cultural activi
ties receive partial support from the 
American Fund for Israeli Institutions, 
from the Histadrut and from the Gov
ernment, they must still depend to a 
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great extent on the box office. Israel 
musical and dramatic performances are 
very well attended, are often sold out 
well in advance and repeat performances 
are frequently given in order to accomo
date the large demand. The audience is 
extremely appreciative as well as cultur
ally sophisticated and is distinguished 
by a large proportion of young people. 

Israel can well use large and newer 
concert halls and theatres, technical 
facilities and material for costumes and 
scenery and musical instruments for 
both large and small groups. In addi
tion, there is a great need for teachers 
and instructors to bring to the potential
ly large reservoir of native talent the 
training in the newer methods of produc
tion, performance and technique. The 
United States, which leads the world in 
many of these fields, can be of great 
help by encouraging American artists, 
teachers, directors and instructors to 
come to Israel in larger numbers than 
have heretofore. 

AGMA is at present discussing with 
the Histadrut a program of joint co
operation towards meeting these needs. 
There are many problems involved in 
such a program but the solution would 
result in an enrichment of both Amer
ican and Israel cultural life. 

Library Gift 
Through the generosity of AGMA 

member William Fisher, AGMA's library 
is now enriched with scores and chorus 
parts of operas in the standard reper
toire. These scores and parts are avail
able to members wishing to study or 
review these operas. 26 operas are rep
resented in this most liberal donation 
of Mr. Fisher. The grateful appreciation 
of all AGMA members is most heartily 
extended to him. 

Notice! 
Members are reminded that they 

must notify the AGMA office of any 
change of address. Notices of meetings, 
AGMAzine, special announcements and 
other communications go to members at 
the addresses on file at AGMA's office. 
Mail which is returned to the AGMA 
office because of failure of members to 
record their new addresses with AGMA 
is a waste of time and money! 



AGMA, Equity Tangle on 'Dar lin , Aida' 
With the denial of AGMA's claim to 

jurisdiction over "My Darlin' Aida," 
scheduled for production on Broadway 
this fall, the need for a revision of the 
AGMA-Equity agreement of 1939 is 
more than ever evident. A review of past 
disputes with Equity over jurisdiction 
on opera in English makes it clear that 
the 1939 agreement is of "horse and 
buggy" vintage, and does not take into 
account the inevitable changes which a 
living, vital art such as the musical stage 
undergoes. 

:fhe 1939 agreement, entered into by 
Actors' Equity, Chorus Equity and 
AGMA, gives jurisdiction to AGMA on 
grand opera in English, which is defined 
as follows: "'Opera' is hereby defined 
as drama set to music as distinguished 
from plays in which music is incidental. 
To be considered an 'opera,' the intent 
of the composer must be a dramatico
musical work along classical lines, fol
lowing historical musical foundations." 
The agreement also provides that in case 
of forms of opera created in the future 
and which are different from the type 
set forth above, jurisdiction would be 
determined after conference between the 
three unions concerned. 

"Regina" Decision 
Prompts He-evaluation 

In 1950, AGMA claimed jurisdiction 
over Marc Blitzstein's "Regina," based 
on the fact that this composition be
longed in the operatic field, that the 
work represented the tendency of mod
ern composers in serious music to bring 
their creations to a larger audience and 
possibly to greater financial success. Al
though AGMA lost that decision in the 
4 A's International Board by a slight 
margin to Equity, a resolution was 
passed by the International Board that 
the three unions should appoint com
mittees to re-evaluate the old agreement 
of 1939. AGMA immediately appointed 
such a committee but all proposals of 
AGMA toward the fulfillment of the 
ruling of the 4 A's International Board 
were unacceptable to Equity. Further 
meetings were postponed due to talks 
about merger which, if it were to ma
terialize, would simplify the issue. 

"Die Fledermaus" 

In 1951, AGMA and Equity again 
tangled in a dispute over jurisdiction of 

"Die Fledermaus." AGMA based its 
claim to jurisdiction on what has be
come the traditional practice in hand
ling the jurisdiction of this very work 
during the years since this agreement 
had been drawn up ... a practice which 
had not occasioned any disputes be
tween the unions. 

The pattern was that when a reper
toire opera company had produced "Die 
Fledermaus" during a season, it would 
be covered by the union with which the 
producers had negotiated a basic agree
ment. Thus "Die Fledermaus" had been 
produced by the Cincinnati Summer 
Opera Association two successive sea
sons, under AGMA; the Central City 
Opera House Association had performed 
it in 1949, under AGMA; the Chautau
qua Institution gave the work, under 
AGMA, and the Metropolitan Opera 
Association with whom AGMA has a 
Basic Agreement included it in its 1950 
season. At no time had AGMA received 
any protest from Equity on this pattern, 
nor did AGMA expect any such protest. 

AGMA based its latest claim on the 
Basic Agreement with the "Met" which 
had been in existence since 1938 and 
which has covered all performances of 
that company. 

Agreement for the 1951 performance 
of the Strauss work had been reached 
with the producers, assuring the per
formers wages and working conditions 
equal to or better than those in effect in 
Equity contracts, when Equity challenged 
AGMA's jurisdictional right to the pro
duction. After several meetings of the 
International Board, during which the 
undemocratic use of various threats and 
pressures was unfortunately resorted to 
to influence other unions who are mem
bers of the International Board, the 
motion to give Equity complete jurisdic
tion over "Die Fledermaus" was carried 
53 to 29. 

"Four Saints" 
Makes History 

More recently, in April of this year, 
an unprecedented arrangement was en
tered into with respect to the ANTA pro
duction of "Four Saints in Three Acts." 
AGMA's claim to exclusive jurisdiction 
over this production (the score states on 
its cover: "An opera by Virgil Thomp
son") was challenged by Actors Equity. 
To avoid dispute and to avert the con
flict which might jeopardize the em-
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ployment possibilities of members of 
the individual organizations, AGMA and 
the Equities entered into an agreement 
whereby they held joint jurisdiction and 
administered contracts jointly for this 
production. 

"Aida" Denial 
Sharpens Issue 

With the denial of AGMA's claim to 
jurisdiction over "My Darlin' Aida," 
the pressing need for a basic revision of 
the 1939 AGMA-Equity agreement is 
obvious. The old agreement takes no 
cognizance of the ever-changing pro-

,cesses in the field of composition and 
inspiration by opera creators. AGMA 
must be granted rights under an ever
widening field that follows the pattern 
of our normal jurisdictional horizon. 

It is in the light of these continuing 
challenges of AGMA's jurisdictional 
rights that AGMA has supported all 
plans calling for a merger, -in whole or 
in part, of the 4 A branches. 

Tibbett States 
AGMA Position 

AGMA's traditional position through
out the years of disputes with its sister 
unions over works of the type of "Re
gina," "Die Fledermaus," etcetera, was 
expressed in a statement made in July 
1951 by National Prc:sident Lawrence 
Tibbett and National Executive Secre
tary Hyman R. Faine, at the time AGMA 
withdrew its claims to coverage of "Die 
Fledermaus" : 

"In withdrawing its claim, AGMA by 
no means indicates that its position was 
erroneous but it is our earnest convic
tion that the livelihood of the performers 
employed for the tours and the harmony 
which must prevail among all sister un
ions - allied and united in many ways 
- must transcend the legal claims of 
one such union. If this dispute will have 
demonstrated the need for closer unity 
and cooperation among all the unions 
in the theatrical and entertainment 
fields, we believe, despite our disappoint
ment at the outcome, that the voluntary 
relinquishment both of our legal posi
tion and our traditional jurisdiction in 
the field of opera will ht;lve served a 
good and useful purpose." 

AGMA continues to seek to modify 
the 1939 agreement so that the relation
ship of AGMA and Equity will be more 
in line with the realities of the times. 



8 Points for Concert Artists 

Howard M. Laramy 
Assistant Executive Secretary 

A representative of AGMA was a 
guest speaker at the 32nd Biennial Con
vention of PHI MU ALPHA-SINFO
NIA fraternity held in Cincinnati, Ohio 
July 10, n, 12 and 13th, 1952 at the 
Netherland-Plaza Hotel. On Saturday, 
July 12th, in a panel discussion on "The 
Advancement of the Cause of Music in 
America" the speakers were: Dr. How
ard Hanson, Dr. Earl Moore, Sigmund 
Spaeth, Thor Johnson, Stanley Chapple, 
Don Malin and Howard M. Laramy, As
sistant Executive Secretary of AGMA. 
Mr. Laramy's subject was "Concert 
Artists." 

Over four hundred delegates and 
alumni members of Sinfonia were pres
ent at the meetings held, and also at
tended a performance of "Rigoletto" on 
Friday evening at the Zoo, given by the 
Cincinnati Summer Opera Association. 

On Saturday evening, one of AGMA's 
artists was the soloist - Lydia Ibar
rando, singing arias from "Carmen," 
in which opera she appeared during the 
Cincinnati season, as well as other songs. 
She received a standing ovation at the 
end of her program, and AGMA is 
grateful to her for her contribution to 
the Convention program. 

Howard Laramy's talk was addressed 
to concert artists and highlights of it 
are given here. 

Concert artists comprise that> group 
of musical performers who,. through 

special talents and gifts and a perfected 
technic through training, are qualified 
to perform before the public as the top 
artists in their field. In this high posi
tion, the concert artist must bear the 
responsibility of his high estate, must 
guarantee to continue his development 
as an artist and not to cease his growth 
with the equipment he brings to his 
debut. 

If he happens to be a singer, his most 
priceless equipment is his voice. This is 
a human instrument, subject to all the 
ills that may beset his physical being un
less his technic is dependable. Such a 
technic will function to his mental order, 
even when his physical condition may 
not be up to par. The artist must fortify 
himself with every available means at 
hand to perfect his technic. Should the 
concert artist be equipped in other fields 
of musical expression as an instrumen
talist, violinist, pianist, etc., he must 
also have acquired this same dependable 
technic, even though the medium of re
creation may be a mechanical one. 

The preparation and training of the 
concert artist must of necessity be both 
thorough and extensive. The artist's 
training is never completed. There is 
no graduation or final diploma signi
fying that the artist can stop growing, 
or perfecting his talents. 

Economically, the cost of such artistic 
training is a heavy one,> and financial 
return is not always assured, although 
more and more American artists, born 
and trained in this country, have been 
able to achieve both economic security 
and artistic success on the world scene 
of music. 

In no sense is the career of the mu
sician a "namby-pambly" affair. One of 
the evils in the U.S. is that often paren
tal support is either withdrawn after a 
CErtain age is reached or is not ample 
enough. It is a sad realization to note 
that a musical career is not looked upon 
as the best way to achieve financial 
success. This lack of approval is a seri
ous stumbling block to many a brilliant 
student. Any other profession seems 
more welcome that that of a musician, 
to our average parent. 

In the world's history, it is the ca
reer, wOl,"ks, compositions, life, and the 
exalted inspiration of the artist that 
often places his city, country, or his 
era in the annals of revered and record
ed achievements. 

Now, before progressing further, I 
wish to relate my subject to the organi-
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zation which I represent here today. 
As I am proud to have been a member 
of the brotherhood of Phi Mu Alpha 
I also wish to vocally ascribe and en
dorse the organization wherein brother
hood (and sisterhood) are united for 
the economic good of its family of mem
bers-The American Guild of Musical 
Artists. 

Some sixteen years ago some of the 
leading American artists, among whom 
I list Lawrence Tibbett, J ascha Heifetz 
Efrem Zimbalist, Alma Gluck, Georg; 
Gershwin, Deems Taylor and many 
other artists, saw the need for some or
ganization to protect them and their fel
low artists' interests; The American 
Guild of Musical Artists was organized, 
chartered by the 4A's International 
Board of the A.F.L. and was given 
thereby the right to act as the sole bar
gaining agent to negotiate agreements 
with producers for artists performing 
in the field of opera, concert, ballet, and 
chorus. These courageous artists risked 
their careers and popularity with the 
public at that time to champion this 
cause and formulate the Guild. They 
were steadfast in their aim and since 
that early battle in 1936 the Guild has 
progressed in negotiating agreements 
with producers, managers and manage
::nents, for the economic protection of 
Its members, the American artists en
gaging in the field of musical perform
ance. Not only the Metropolitan Opera 
Company, the City Center, San Fran
cisco Opera Company, New Orleans, 
Central City, Cincinnati Operas, but all 
the recognized managers and manage
ments are organized under AGMA con
ditions. 

The responsibilities of the professional 
concert artist, to advance the cause of 
music in America, are, to my mind, as 
follows: 

1. Be l?roud of your gift, advance it, 
develop It to the highest that it is 
p~ssible and be a truly responsible custo
dIan of this most precious gift given to 
man by God-your talent! 

2. Neyer be satisfied with your pres
ent attamments; be alert to new ideas 
that will advance your career and raise 
your own qualifications as an American 
artist. 

3. Be eager and willing to perform the 
compositions of your fellow Americans 
in order to develop the artistic output 
of our own composers and develop an 
American culture which can take its 

(Continued on next page) 



State Disability Law 
The purpose of this law is to provide 

weekly cash benefits for employees who 
are injured or become sick from causes 
not arising out of or related to their 
employment. 

Employers of four or more people are 
subject to this law. A few employee 
groups, such as government, railroad 
and farm workers, and those working 
for most religious, charitable and edu
cational institutions, are excepted. 

An employee who has become dis
abled due to an off-the-job cause after 
working four weeks for a covered em
ployer may claim disability benefits after 
a waiting period of seven days. In two 
instances a covered employee cannot 
get benefits: if pregnant or if entitled 
to workmen's compensation insurance. 
If an employee changes from covered 
employment to another covered em
ployment, he is protected from the 
first day on the job. However, if 
an employee changes his employment 
to one that is exempt, he loses his pro
tection until he has worked once more 
in covered employment for a period of 
four weeks. Claims for benefits must be 
made within four weeks after the dis
ability occurs. 

To receive benefits an employee must 
be under a doctor's care. The employee 
may select his own physician, but the 
insurance company has the privilege of 
having its doctor examine. The cash 
payments made are one-half the employ
ee's average weekly salary during the 
last eight weeks of employment up to 
a maximum of $30 per week. These 
benefits are payable for tnirteen weeks 
of disability in any 52 week period. Re
member, the benefits provided for by 
this law are only cash payments and 
not medical care. 

If an employee is able to work, or 
if his employer continues to pay his reg
ular weekly salary, no disability bene
fits can be collected. An employee who 
becomes disabled while unemployed, 
receives the same weekly rate of bene
fits as if the disability had occurred 
during employment. However, no em
ployee can draw both unemployment in
surance and disability benefits at the 
same time. 

The administration of this law is in 
the hands of the Workmen's Compensa
tion Board, 80 Centre Street, New York, 
N. Y. c., COrtland 7-9800, and any 
further questions concerning this law 
should be directed to that agency. 

Co-op Opera 
As a result of the highly successful 

initial season of opera in English jointly 
sponsored last year by AGMA and the 
Cooper Union in New York City, with 
the cooperation of other theatrical un
ions, the second season will be inaugur
ated on October 26th. 

These presentations will again be di
rected by Dr. Leopold Sachse and will 
be presented in the Great Hall of Cooper 
Union free to the public. 

The opera series fulfills a two-fold 
purpose in providing opportunities for 
AGMA members to perform in operas 
in which they have not appeared here
tofore and at the same time building a 
greater interest in ... and consequently 
a larger audience for . . . opera in 
America. 

In the absence of any admission 
charge, AGMA members perform with
out compensation. AGMA and Cooper 
Union have set aside a modest sum of 
money to cover incidental expenses. 
Productions are given in costume, with 
piano accompaniment. 

In a letter sent to all AGMA members 
early in September, National Executive 
Secretary Faine pointed out that 13 
singers who performed in the Cooper 
Union series last season found profes
sional engagements with well-known 
opera companies; three singers of this 
group were given leading roles with the 
New York City Opera Company. 

"The original concept of opera - a 
play that is sung rather than spoken -
will be reborn through operatic per
formances in English," says Dr. Sachse, 
"because every syllable of our perform
ers' singing will be understood by our 
audience. The relationship between per
formers and spectators will be an inti
mate one, so that the audience will be
come a live part of the play. These per
formances will be theatrical productions 
and not so-called operas in concert 
form." 

The first opera scheduled for the 1952-
1953 season will be La Boheme. The 
balance of the repertoire under consid
eration will be chosen from the follow
ing works :-Abduction From the Ser
aglio, Rigoletto, Scenes from Boris Go
dounofl', Hansel and Gretel, Don Pas
quale, Tales of Hoffmann. 
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'Concert Artists' 
(Continued from page 5) 

place favorably with those compositions 
produced in other countries. 

4. Be adaptable to the new develop
ments of science which use music and 
the musician as the medium of enter
tainment: radio, television, movies, pho
nograph and other electronic means. 
These old and new inventions need a 
supply of talent and you should fit 
yourself to become a part of the reser
voir from which such talent is selected. 

5. Never lose touch with your audi
ence--your audience is your employer, 
and while you do not necessarily have 
to cater to the lowest level oJ his taste, 
you should always aim to inspire as well 
as entertain him. 

6. Never sell your talent short! You 
are an exponent of the highest form of 
art expression, and you should be justly 
and fairly rewarded for your develop
ment and training. 

7. Be wise in your business dealings 
-only by the most practical approach 
can you make yourself economically 
secure in your profession. 

8. If you are also talented in the 
performance of opera, be a protagonist 
for opera in English! By this means 
only can America develop a love for this 
form of art expression. Every other 
country of the world performs opera in 
its own language. The American artist 
should give his support to its advance
ment. Pro-ducers should also be made 
to realize this as the only proper way 
to make opera universally popular. 

Do not become a musical snob who 
says that opera would sound silly in 
English. If that really is true, then the 
opera must be silly in its original con
cept. Some snobs claim that only the 
music counts, that words are not im
portant. If that is true, then remove the 
scenery, lights, costumes, gestures, move
ment from opera performances. Or let 
the opera singer stand and sing in the 
dark-these methods would give us 
music for music's sake. As for language 
proficiency, just consider the night club 
singer whose well articulated words are 
his stock in trade. He must sell the lyrics 
of his songs or he is out of work. If as 
much time were devoted to proper dic
tion of one's own language by the con
cert and opera singer, there would be 
acceptance of opera in English. 

And with all this advice, I add en
dorsement of the aims of Sinfonia to 
advance the cause of music in America, 
to foster the mutual welfare and 
brotherhood of students of music. 



Managements Under 
AGMA Agreements 

The following companies have nego
tiated Basic Agreements with AGMA for 
the 1951-1952 season. 

AGMA artists may perform only with 
Producers or Associations listed in this 
column. Any violations of this ruling 
will result in disciplinary action by the 
Board of Governors. 

Each AGMA member is advised to 
check with the AGMA office before sign
ing a contract with any producer. 

OPERA 
Atlanta Opera Co. 
Baltimore Civic Opera 
Cafarelli Opera Group 
Central City Opera Assn. 
Chattanooga Civic Opera Assn. 
Chautauqua Institution 
Cincinnati Summer Opera Assn. 
City Center of Music and Drama 
Connecticut Opera Assn. 
Fort Worth Opera Assn. 
Guild Opera Co. 
Hobokon Grand Opera Co. 
Hollywood Bowl Opera Co. 
Los Angeles Conservatory of Music and 

Arts 
Metropolitan Opera Assn. 
J. H. Meyer 
Mobile Opera Guild 
National Grand Opera Co. 
New England Opera House 
New England Opera Theatre 
New Orleans Opera House Assn. 
Nortbwest Grand Opera Assn. 
Opera Guild of Miami 
Pacific Opera Co. 
Philadelphia Civic Guild Opera Co. 
Philadelphia La Scala Opera Co. 
Pittsburgh Opera Co. 
San Francisco Opera Assn. 
Scarsone Opera Co. 
Schiavone Grand Opera Co. 
Shreveport Opera Co. 
University of Utah Theatre 
Chas. L. Wagner Management 

BALLET 
Ana Maria Spanish Ballet 
Bali Ballet 
Ballet Russe de Monte Carlo Concert Co. 
Ballet Russe de Monte Carlo 
Ballet Theatre Foundation 
City Center of Music and Drama 
Jose Greco and his Spanish Ballet 
Hollywood Negro Ballet 
Jacob's Pillow Dance Festival 
Slavenska-Franklin Ballet 
Marina Svetlova Ballet 

CHORUS 
Bach Aria Group 
Choral Art Society 

AFTRA 
(Continued from page 1) 

AGMA, who was Chairman of Tele
vision Authority, is now Co-Chairman 
of the new AFTRA; Chairman of the 
new organization is Knox Manning, by 
virtue of his previous office as President 
of AFRA. 

In passing the resolution which ap
proved the formation of AFTRA, the 
International Board of the 4 A's further 
resolved: "That this Board requests the 
following five branches--Actor's Equity, 
Chorus Equity, AGVA, AGMA and 
AFTRA to sit down and negotiate for 
5, 4, 3, or 2-Branch merger and that 
any other Branch that wishes to partici
pate is invited." 

AGMA, officially in favor of one over~ 
all, one-card union, will continue to try 
to work out the admittedly difficult tech
nical problems leading to merger. 

The Concert Choir 
Concert Theatre - Shaw Chorale 
DePaur Infantry Chorus 
J aroff Male Chorus 
Schola Cantorum 
Fred Waring's Festival of Song 

CONCERT MANAGEMENT 
Jack Adams & Co. 
11 West 42nd St., N.Y.C. 

Laura Arnold 
545 Fifth Avenue, N.Y.C. 

Dick Campbell Concerts, Inc. 
81 East 125th St., N.Y.C. 

Columbia Artists Management, Inc. 
Community Concert Service 
113 West 57th St., N.Y.C. 
Lawrence Evans for CAMI 
Ward French for Community 

Consolidated Concerts Corp. 
30 Rockefeller Plaza, N.Y.C. 
Charles E. Green 
Giorgio D' Andria 
1005 Carnegie Hall 
57th St. and 7th Ave., N.Y.C. 
James A. Davidson Management, Inc. 
113 West 57th St., N.Y.C. 
Wilfrid L. Davis 
62 West 91st Street, N.Y.C. 
De Pace Associates 
1270 Sixth Avenue, N.Y.C. 
Fortune Gallo 
1697 Broadway, N.Y.C. 
General Artists Concert Bureau, Inc. 
1270 Sixth Avenue, N.Y.C. 
Sylvia Hahlo Theatrical Agency 
U3 West 57th St., N.Y.C. 
Dolores Hayward Concert Mgt. 
113 West 57th St., N.Y.C. 
Hans J. Hofman 
55 West 42nd Street, N.Y.C. 
Hurok Attractions, Inc. 
711 Fifth Avenue, N.Y.C. 
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Members Views Asked 
AGMAZINE ... the voice of AGMA 

. . . has been speaking out to members 
through the years, but in the absence 
of any word coming back from you, its 
readers, your magazine begins to feel 
that the conversation is very one-sided! 
Won't you let us know what things you 
would like to see in AGMAzine? . . . 
what features we don't carry that you 
feel would be of genuine interest to all 
members? 

AGMAZINE would also like to know 
whether you would pay the small sum 
of fifty cents a year to be invested in 
bringing out more issues of AGMAzine, 
to underwrite the time and research 
needed to produce a wider variety of 
articles on subjects that are of direct 
importance to your work. Won't you let 
us hear your opinion on this question? 

International Artists Corp. 
420 Madison Ave., N.Y.C. 
Berenece Kazounoff, Inc. 
1776 Broadway, N.Y.C. 
Wladimir Lubarsky 
119 West 57th Street, N.Y.C. 
Ludwig Lustig 
11 West 42nd St., N.Y.C. 
J. H. Meyer 
119 West 57th Street, N.Y.C. 
Wm. Morris Agency, Inc. 
1740 Broadway, N.Y.C. 
National Concert & Artists Corp. 
Civic Concert Service 
711 Fifth Avenue, N.Y.C. 
Marks Levine for NCAC. 
O. Bottorff for Civic 
Emmy Niclas 
Hotel Wellington, N.Y.C. 
David W. Rubin Artists Mgt. 
113 West 57th St., N.Y.C. 
William L. Stein, Inc. 
113 West 57th St., N.Y.C. 

J. J. Vincent 
119 West 57th Street, N.Y.C. 

Charles L. Wagner Management, Inc. 
511 Fifth Avenue, N.Y.C. 

Martin Wagner 
Bank of America Building 
Sunset & Clark Avenues 
Hollywood, California 

WeB Artists & Concert Mgt. 
236 West 55th Street, N.Y.C. 
J. A. Bollew, Director 

Carl Yost 
789 Madison Avenue, N.Y.C. 

SYMPHONY ASSOCIATIONS 
Kansas City Philharmonic 
Little Orchestra Society 
New York Philharmonic 
Robin Hood Dell Co. 
Stadium Concerts 
Symphony Society of San Antonio 



Suspensions 
as of November 1st, 1951 
to as of August lst, 1952 

Josephine Antoine 
Hortense Archer 
Lorraine Ammerman 
Thomas S. Armour 
Shirley S. Bardin 
Albert A. Barnett 
Ted Barnett 
Rodolofo Barragan 
Felice Basso 
Martin Baum 
F. O. Beardsley 
J eanna Belkin 
Larry Bolton 
Charles Booth 
Fred A. Boschetto 
Edward N. Bosco 
Mona Bradford 
Paul E. Brattain 
Arlana Bronne 
Doris Brown 
Robert A. Bulger 
Clark Burroughs 
Miriam Burton 
Inez Campa 
Isabel Campa 
Walter Camryn 
Rosa Canario 
Anne D. Capozzi 
Robert W. Carlson 
Joseph J. Caruso 
Robert L. Carver 

Constance H. B. Case 
Rosamond Chapin 
Bnrton K. Chase 
Robert P. Cohan 
Earl L. Conklin 
Leonora Corona 
Wellmert Cramm 
Luigi Dalle·Moll,> 
Jean P. Deis 
Maria de la Vega 
Lucille Dellano 
Armand DeMasi 
N ancv DeProphetis 
Vittorio DeSantis 
Nino DiSalle 
Mary Donovan 
Katherine Dunham 
Mary Elizabeth Earle 
Frank Estrella 
Arene Evans 
Pasquale Ferrara 
Louis Fiorentino 
George Fisher 
Vera Ford 
C. S. Frischman 
Lillian Gale 
Lasar Galnern 
Chuy Garcia 
Lina Gastoni 
Roger Gerry 
Martha Goebel 

N ana Gollner 
Lee O. Green 
Aurora Gutierrez 
Stephan Harun 
Herman Heller 
Mary L. Henzel 
Lorenza Herrera 
Eloise Hill 
Virginia Hausey 
Lucas Hoving 
Stella Hughes 
Margaret Hunter 
Edmond Hurshell 
Rosalie Isbitz 
Muriel Ives 
Florence M. James 
Joseph James 
Michael Jeffrey 
Howard Jenkins 
Robert Jensen 
Mary C. Jimenez 
Robert J offrey 
Robert Johnson 
Mimi Kellermann 
Robert P. Kidder 
Andrew King 
Philip W. Kinsman 
John LaMonica 
Esther Landi 
Vittorio LaTorre 
William Lefebvre 
Joseph Lewis 
Jose Limon 
Emanuel List 
Faye Livert 
Matthew Lockhart 
Frank E. Lohmeier 

Max Lorenz 
Pat McBride 
Russell B. McIntire 
Serena McKinney 
Cornell H. MacNeil 
Pompelio Malatesta 
Rene A. Marchand 
Anton Marco 
Robert Marsi 
Joseph L. Martin 
Carmen Martinez 
Irene Martinez 
Harry Matlock 
Evelyn Mekelatos 
Eleanor Merz 
Regina Miles 
Marion Miller 
Edgar Mills 
Leo Mirkovic 
Joanna Moberg·Olson 
Wilson Morelli 
Eugene B. Moran 
Walter Mosby 
William Mnrrill 
Greta M. Nelson 
Sven Nilsson 
Evelvn Orlowsky 
Jose A. Palamares 
Jean P alrilli 
Lela D. Peterson 
Helen L. Phillips 
Antonio Politi 
Marie Powers 
Catherine Reed 
Louis Rell;ine 
Lucv Regine 
Carlot a Rincon 

AGMA Unfair List 
Under no circumstances mayan AGMA 
artist perform with these companies. 

London Opera Co., (Celebrity Attrac-

Adams· Williams Corporation 
430 Sixth Avenue, N.Y.C. 
Wilson A. Williams 

Alkahest Celebrity Bureau 
1221 Mortgage Guarantee Bldg. 
Atlanta, Georgia 
S. Russell Bridges 

Belmont Opera Guild 
(Belmont Community Society) 
183rd Street and Arthur A venue 
Bronx, New York 

Cosmopolitan Opera Company 
1332 Walnut Street 
Philadelphia 7, Pa. 
Theodore Feinman 

Boston Grand Opera Company 
160 West 73rd Street 
New York, N. Y. 
Stanford Erwin 

tions, Inc.) 
150 West 46th Street, N.Y.C. 
Vera Crenny 

William Tello 
William Reuterman 
Lawrence Lambert 

Manhattan Opera Co. 
119 West 57th Street, N.Y.C. 
Stanford Erwin 

Manhattan Opera Guild 
1545 Broadway, N.Y.C. 
Benjamin F. Kutcher 

Mascagni Opera Guild 
250 West 91st Street, N.Y.C. 
Josephine La Puma 
National Negro Opera Co. 
5259 So. Wabash Avenue 
Chicago 15, Ill. 
Mrs. Mary C. Dawson 
New Brooklyn Opera Co. 
119 West 57th Street, N.Y.C. 
E. E. Stanford 

AMERICAN GUILD OF MUSICAL ARTISTS 
276 West 43rd Street 
New York 18, N. Y. 
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Jerry Robbins 
Georll;e Roberts 
Ramona Robinson 
Sherri Rosenstein 
Armando Roux 
Helen K. Rupp 
Veronica Salazar 
Paul Sanders 
Bettie Jane Sanderson 
Katherine Sanger 
Margarita Santacana 
Sidney Schlesser 
William C. Schwarz 
Beverlv Shearer 
Jane E. Sheppard 
Dee Sherman 
Arthur F. Silhan 
Roberto Silva 

Fave Elizabeth Smith 
Marie B. Smith 
William C. Smith 
Clara Sperling 
Willard Stark 
LaVerne Story 
Italo Taio 
Joseph Tessmer 
George Tomal 
Morris Travers 
Belle Udell 
Trini Varela 
Julie Wadsworth 
Dorothy Warkinko 
Helen Warner 
Barbara W. Williams 
Judith Yanus 

as of November 1st, 1952 
Sari Barabas 
John Bertone 
Martin Boughan 
Richard Burgess 
Stanlev Carlson 
Sumner A. Crockett 
Charles Danford 
Patricia Denise 
Rosalind Elias 
Helene Ellis 
Charles Erni 
Jeanne Fernandez 
Myriam Ferretti 
Sara FOlI;el 
Jesus M. Gomez 
Suzanne Goode 
Jack Harwood 

Louis Johnson 
Nicholas Kehayas 
Norbert Kraemer 
Nathalie Krassovska 
Frances Lager 
J ames McCleary 
Splendora Merlitti 
Alice Movitz 
John C. Murray 
Frank Nelson 
Maurice Rios 
Eleanor Schade 
Joan L. Smith 
J. A. Thomas 
Lucia Turcano 
Norma S. Whitle 
Jacqueline Williams 

New York Civic Opera Company 
150 West 46th Street, N.Y.C. 
William Reutemann 
New York Operatic Society 
Empire Hotel 
63rd & Broadway, N.Y.C. 
William Feinmann 
Rochester Grand Opera Co. 
745 Penfield Road 
Rochester, N.Y. 
Josephine di Crasto 
Star Opera Company 
317 West 42nd Street, N.Y.C. 
Francis C. Torre 
Harold Todd 
Oklahoma City 
Verdi Grand Opera Co. 
110·42 65th Avenue 
Forest Hills, N.Y. 
Sylvestre Zacearia 
Washington Grand Opera Assn. 
1710 19th Street, N.W. 
Washington, D. C. 
William Webster 
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