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In this issue, we bring you stories and advice from some of the many
members who discussed “Media #evolution—How It Is Evolving and
How Do We Keep Up?” Soloist Jonathan Blalock shares with us 
navigating social media. Chorister Omar Crook talks about podcast-
ing. Stage Manager Jonathan Waterfield talks about how HD broad-
casts at the Metropolitan Opera are planned in such a way that they
require as little extra work as possible for stage management and

other AGMA members. Soloist Buffy Baggott has a fascinating sit-down with SFO’s
Chief Information Officer and Digital Content Manager on audience involvement.

We start this issue with some thoughts about the recent Presidential election, as well as
social media, from our National Executive Director, Len Egert. President Jimmy Odom
turns our attention to the upcoming AGMA elections. Please strongly consider participat-
ing—at the very least, please vote.

Highlighting the Area News section are updates from Chicago, Southern California,
Washington/Baltimore and San Francisco. You will also find many photographs in this
issue from the various Areas.

As I mentioned in the last issue, AGMA is undergoing a significant overhaul to the web-
site. Due to some unforeseen glitches, and the desire to not launch during the period when
dues are due (they are due now, btw), the revised launch target will be early February
2017. The National Office plans to inform us via an email blast and social media a week
before it happens. Keep an eye out in early February for the notification and enjoy the
revised site!

The National Office is always willing to help any AGMA member and direct them to the 
proper place for help, but if you ever feel uncomfortable contacting staff, please know that
your elected leaders are also there for you. In fact, MMRC has created sub-committees
called caucuses, which are designed to make it easy for members to bring their concerns
about the union forward in a confidential way. This committee can then bring the concerns
to AGMA’s Board of Governors for action. Never be afraid to reach out and ask a question
or raise a concern.

In addition to this issue of AGMAzine, do not forget to check out AGMA on the web
(www.musicalartists.org), AGMA on Facebook and AGMA on Twitter
(@AGMusicalArtist). Stay connected to your colleagues; get involved with your union;
consider serving as a delegate in your shop or joining your contract negotiating team.
AGMA grows stronger with your valuable input. As always, we invite you to write an arti-
cle for AGMAzine and include some photographs to go with your article. All submissions
should be sent for consideration to dbaker@musicalartists.org. That being said, we would
like to SEE YOU! We would like photos of AGMA members doing AGMA work—please
share with us rehearsal and backstage photos.

AGMAzine is YOUR magazine. No issue could be possible without contributions
(blurbs/thoughts, articles, and pictures) from YOU, the member. I am grateful that you take
the time to share your stories with us. I must also express my extreme gratitude to
Membership and Member Relations Committee and AGMA’s Denise Baker for their tire-
less work on AGMAzine. All involved are hoping that YOU, the membership, enjoys what
you see. Thank you so much, everyone, for your part in making each issue a reality.  ♦

In This Issue
By Tim Smith, MMRC Chair, AGMA Governor and Chorister
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THE ELECTION

AGMA, throughout its history, has 
not endorsed political candidates because,
among other reasons, we have a 
diverse membership with varying political
affiliations. However, we cannot ignore the
result of this unprecedented presidential

election. While it is too early to fully assess the consequences of
a Donald Trump presidency, there will likely be a significant
impact on labor in general and AGMA in particular.   

If President Trump’s campaign rhetoric is any indication, his
administration may pursue an anti-union, pro-business 
agenda, possibly seeking to abolish many fundamental worker
protections. As examples, laws against discrimination in the
workplace protect our members as do recent court rulings 
guaranteeing marriage equality.  Unions routinely use the 
protections provided by the National Labor Relations Act to
ensure bargaining in good faith, to organize new members, and
to resolve employment disputes. The laws and rules that provide
these protections are interpreted by the courts and enforced by
multiple government agencies including the National Labor
Relations Board. The NLRB currently has two open positions
that will be filled after inauguration. There are numerous other
appointments and positions that will be determined by President
Trump for the Supreme Court, multiple Federal Courts, and the
Secretary of Labor, among others. Filling these vacancies with
anti-union candidates could irreparably alter the protections that
union members currently enjoy. 

Additionally, President Trump has vowed to repeal and replace the
Affordable Care Act. While any modifications are speculative at
this point, many of the draft proposals, if enacted, could result in
millions of people losing health care coverage. AGMA will contin-
ue to seek viable means for affordable health insurance for all of
our members. We will closely monitor any changes in regulations
and new legislation that impact our members.

Finally, we cannot ignore the fact that tax policy—specifically
allowing deductions for non-profit contributions—plays a 
significant part in funding arts organizations such as opera, 
ballet and symphonies. Additionally, there are multiple govern-
ment subsidies on the federal, state, and local levels which 
provide financial benefits to these non-profit organizations.
Many of our employers could face severe budgetary constraints
if the current tax structure is modified to reduce or eliminate
applicable deductions or policy changes that negatively impact
funding for the arts.  

Be assured that AGMA will closely monitor these potential events and
continue to strenuously advocate on your behalf.    

SOCIAL MEDIA

In this issue of AGMAzine we focus on social media. As described by
our contributors, there are myriad ways in which social media is being
used by our members and our signatory companies: marketing, pro-
motion, featuring particular performances, among other things. 

We recognize that members will continue to use social media for var-
ious positive and useful reasons. However, you should be aware of
some cautionary guidelines prior to every post, tweet, or publicly
viewable communication:   

1. Don’t post anything you don’t want your employer to see. A good
rule to apply before posting anything on social media, regardless of the
platform, is to assume your employer and any potential employer will
see it. Think twice before you hit “enter” or “send”.  

2. Don’t violate anyone’s copyright in your post. Be aware of other’s
rights of ownership in their image, voice and design.  Before you post,
ask permission.

3. Don’t violate anyone’s privacy in your post (privacy violations may
include the unauthorized use of anyone’s name or likeness, even their
state of health, injuries, relationships).  If you wouldn’t want someone
else to post that information about you, it’s probably safe to assume
they don’t either. 

4. Don’t publicize proprietary artistic property (i.e. choreo-
graphy, music).

5. Don’t disparage, insult, defame or denigrate anyone in your posts
(see Rule 1).

6. Use caution if you plan to record/post any part of a rehearsal.
Rehearsals are for practice and experimentation; your colleagues prob-
ably don’t want their rehearsals made public. Ask permission before
capturing any material from rehearsals.

While these guidelines are intended to assist you in determining when
you may be infringing on the rights of others, we also want you to be
aware of your rights and how they are protected under the law.  

The National Labor Relations Act protects every worker’s right to
address work-related issues and share information about pay, 
benefits, and working conditions with co-workers on social media.
You have the right to discuss with one or more or your colleagues
ways to improve your working conditions, to raise work-related
complaints directly with your employer or to seek help from your
union. Social media can provide a platform for this protected 
activity. For more information about your social media rights,
see the National Labor Relations Board website at

National Executive Director’s Report
By Len Egert

(continues on page 7)
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In this issue we’re
talking about
social media and
the impact it can
have on our lives
and on our careers.
I suspect that the
vast majority of us
have been spend-
ing a great amount

of time over the last several months fol-
lowing the various aspects of the recent
U.S. election on social media. I am not
going to opine on the increasing length of
the election season or other issues politi-
cal, but I am going to tell you that the next
election is coming up much sooner than
you might hope, although I doubt that it
will receive quite the social media atten-
tion as the last.

Yes, dear colleagues, the AGMA Board of
Governors election is coming up. (And
yes, dear colleagues, I am calling that a
segue.  Clumsy? Perhaps, but it got me to
the topic I want to discuss.)

Let’s start with a quick review of the gov-
erning structure of AGMA. AGMA is a
democratic union and the authority for
setting policy and governing the union
lies with the Board of Governors. For
political purposes, AGMA is divided into
four professional categories and eleven
geographic areas. (For contract negotia-
tions and enforcement and other member
services, the National Executive Director
assigns the appropriate professional staff
person.) The Board consists of 75 or 76
Governors who represent their profes-
sional category from their geographic
area. The number of Governors and their
professional categories is determined by
the percentage of the membership in each
category in each area. The reason that the
number of Governors varies is to accom-
modate any of the eleven areas that might
not have enough members to qualify for a
Board seat otherwise. Governors serve
four year terms, and terms are staggered,
so that half the Governors are elected
every two years. In addition to the Board,
there are eight National Officers who also

serve four year terms. All National
Officers are elected every fourth year.  

In addition to the Board and Officers,
there are also local political structures.
AGMA’s constitution provides for an
Area Chair and an Area Committee in
each area. They help keep Governors and
the professional staff aware of issues in
the area and act as liaisons between local
members and the Board. And members
are also represented by local delegates,
who are elected by the members in each
company (also referred to as each “shop”)
to represent them in the daily dealings
with their employers.

As you see, there are four levels at which
members can participate in the governance
of the union: Delegates, who deal with
daily issues in the workplace by working
with professional staff in their interactions
with employers. The Area Committee,
which deals with larger issues affecting the
geographic Area’s membership. The Board
of Governors, which represents members
from their working categories and geo-
graphic area. The National Officers, who
represent all members.

Now you may be saying, “That’s very nice,
Jimmy. What does it have to do with me?”
I’m glad you asked. While the elected
leadership has the responsibility of repre-
senting you, you have the responsibility of
choosing those leaders. Voting is the way
you make your voice heard. 

We have just one more area to cover in our
whirlwind tour of AGMA’s political struc-
ture. That would be, “What are the require-
ments to become one of AGMA’s elected
leaders and what would I need to do if I
wanted to become more involved?” Not to
put too fine a point on it, but the basic
requirement to become an elected leader is
to have the desire to serve as an elected
leader. At the local level, each shop and
area does things a little differently.  In
some shops, delegates are elected for indi-
vidual productions. In others, they are
elected for a season, or for multiple sea-
sons. In some geographical areas, the Area

Committee and Area Chair are elected at
membership meetings. Other Areas have
different methods of conducting elections.

At the national level, the easiest way to get
your name on the ballot is by petition.
Members who wish to run for a seat on the
Board of Governors or for one of the
National Officers positions can submit a
petition signed by ten active members in
good standing in order to be included on
the ballot.  

“But Jimmy, I don’t know anything about
being a delegate.” Well, here’s a secret: I
do not know of a single person elected to
their first term as a delegate who actually
knew everything—or even anything—
about what they were getting into. But you
don’t have to dive into the deep end at first,
hoping that you’ll be able to figure out
how to swim before you hit bottom. Most
shops have assistant or alternate delegates
who work with a more experienced dele-
gate in order to gain experience before
they take on the full task. AGMA can also
arrange for delegate training sessions for
your shop or area. And you always have
AGMA’s professional staff on whom you
can depend.  

“Okay, but what about being a Governor.
What does that entail?” Being a Governor
also involves a learning curve. There are,
however, some specific requirements under
AGMA’s Constitution for serving as a
Governor. The most important is that you
must attend at least six meetings of the
Board each Board year (June 1-May 31).
Board meetings generally occur once a
month on a Monday afternoon at 3:00 p.m.
ET, and generally last an hour or less. There
are standing committees of the Board that
also generally meet once a month. While
committee membership is encouraged for
Governors, it is not required.  

Petitions for candidacy for the Board 
are due in the National Office by March 1.
If you have any questions about serving 
in AGMA’s elected leadership at any level,
don’t hesitate to contact me at 
president@musicalartists.org.  ♦

FROM THE PRESIDENT JAMES ODOM
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The media, and its impact on our lives (both personal and professional), is now at a point where it simply 
cannot (and should not) be ignored by all of us in the opera and ballet worlds. Due to the initiatives put in place
by General Manager Peter Gelb, the Met is very much at the forefront of what’s going on in both social and
entertainment media. The interesting (and maybe reassuring?) thing is that it actually affects us far less than 
I had suspected it would. Now when I say “us,” I’m talking about Stage Management here, but as we are very
much at the core of the rehearsal and performance process, I would imagine that I speak for most people.

As far as social media is concerned, the Met has a presence on Instagram, Twitter, Facebook and Snapchat. While artists are 
discouraged from taking and posting any photos or videos of the actual rehearsal process, the Met is happy for everyone to share
experiences of the rehearsal and performance environment on their various social platforms, as long as it shows due respect to 
colleagues. The management at the Met regularly posts on its own Twitter account items such as time-lapse videos of scene changes,
or the process of someone having their make-up applied; they post little snippets on Snapchat to increase excitement around
Opening Nights or Hi-Def broadcasts. The Met’s Facebook and Instagram pages are updated with news once or twice a day—all
this in an effort to engage a (younger?) audience, tuned in to all these ways of exchanging information. There are also times when
the Met hands over its Facebook or Twitter accounts to a particular singer, encouraging them to document what they’re going
through “live” over the course of a performance. If you want to delve into what’s going on day-to-day at the Met, social media offers
a useful way in!

As far as the broadcast media is concerned, we have, of course, seen a huge opening up of the Met in terms of both media 
coverage, and also our series of Hi-Definition broadcasts into movie theaters every few weeks throughout the season. In fact, we
now do them so often that they have become pretty much second nature to us, and are planned in such a way as to require as little
extra work as possible. A few cameras are brought in at Final Dress Rehearsal, so that the TV director can get an idea of camera
angles and the general light levels, but then we only have two other occasions when the full complement of cameras is in the
house—a “scratch” performance, and then the actual one being broadcast. This requires a lot of extra work from the electricians, in
terms of load-ins and load-outs, and also the refocusing of lamps specifically for the HD broadcast, but doesn’t really impact stage
management and other AGMA members too much.

To start off with, HD broadcasts were a big deal, but as a company, we have now become used to having TV crews around 
backstage during our Hi-Def broadcasts. It tends to be predominantly at the beginnings and ends of performances and during 
intermissions, otherwise the camera set-ups tend to be in front-of-house positions and not affect us. Singers and staff try to be
aware of where the cameras might be, but the TV crew generally works around us, and unless a specific interview is required, we
continue doing what we would normally do.

As far as Stage Management is concerned, we try to keep things as close to normal as possible. The lighting might change quite a
lot for the HD performances, but our lighting designer tends to make changes within existing cues, so they are warned and given
the same way as they would be at a regular performance. Even if some cues are cut, we simply call them as usual, the lighting board
executes them, but the cues actually do nothing at all. This could be quite an issue for us, as I don’t think that most people have any
idea how much extra work is involved in adding, deleting or simply changing the placement of cues. All the warnings and cue points
are carefully worked into the main cueing score, and changes to this can play havoc with the flow of what we do, and require a huge
amount of re-writing for only a couple of performances—after which, of course, it has to be changed right back again! Thanks to
our resident lighting designer, the system in place at the Met eases this problem considerably.

The one area which usually does require some extra work on the stage management side is the follow-spots. We use A LOT of these
to boost the lighting for the HD broadcasts, and so these sometimes have to be completely re-written, with different (and usually
more!) pick-ups and different colors. It is sometimes worth our while handing these over to another stage manager to deal with, as
the complexity of adding these into a score which is already filled with complicated cueing sequences is simply too much, so this
is one area where we have seen some impact.

Greater coverage in both social and entertainment media is now a given for all of the companies AGMA members work for. We need
our audiences, ALL of them, old and new: the expansion of the media presence of our companies seems vital in their continuing
efforts to thrive and grow those audiences. While still protecting the integrity and work of our members, this expansion really should
be expected and welcomed by all of us.  ♦

Media (R)evolution at the Met
By Jonathan Waterfield, Stage Manager, Metropolitan Opera
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I’ve been a chorister with the LA Opera for
eleven seasons now. I love the camaraderie,
the consistently high level of work we turn
in, the singers, directors, creative team—all
of it. Life in Los Angeles is a lot of things,
too—noisy, big, congested, amazing, beauti-
ful and expensive. Luckily, many of us have

opportunities outside of the typical opera singer’s life. Beside the reg-
ular solo and ensemble gigs, we work in professional choirs, as session
singers for film and television, on pop projects, for live television on
shows like The Oscars, GRAMMYs, “Dancing with the Stars,” and
“The Voice.” Theater venues such as the Hollywood Bowl provide
work in a variety of genres for local singers as well. 

In these various ways I piece together a living, the common denomina-
tor, for me, has always been the people I get to spend my time with.
Artists are interesting—really, really interesting. All of my best friends
are artists of some sort—photographers, producers, film, TV and clas-
sical composers, conductors, actors, directors and performers of all
kinds. My wife is a musician. I’ve become friends with fascinating peo-
ple over the 20+ years since I’ve been singing professionally, and this
is where Los Angeles excels. If you want to meet artists and entertain-
ers, Los Angeles is the place to be. 

Before I go on, I have to say that it’s very easy to forget how extraor-
dinary our lives as artists really are. It can be challenging at times, but
at the end of the day, I get to sing songs for a living—pretty great. That
being said, there is a difference between reality and perception. Our
work seems so exciting, so rarified and even high-brow. Some of that
is true, some of it is artifice, but at the end of the day, we’re all just
people. Even Plácido puts his pants on one leg at a time. I think.

So, here I am, forming great relationships with well-known com-
posers, conductors, directors, administrators and so-on. I get to know
their friends, too, and naturally, the web grows. Then, the idea of a

podcast hit me like a ton of bricks. My aim was to have chats with
folks at the top of their professions to demystify our work, just a little,
and provide insight, share private moments and real-life stories with
audiences from all walks of life. There’s something for everyone. 

I suddenly had an opportunity to educate the public on the ins and outs
of what has always been  mysterious ways of making a living, and it’s
given me the perfect excuse to learn about all sorts of ways to better
myself as a creative person from the very best in the business. Most
importantly, social media afforded me the platform to share it with an
already established audience. So, I started with my closest friends Eric
Whitacre, Marty Schaefer and Rob Istad, and worked my way out to
folks like Jeff Beal, John Powell and James Conlon. So far, nobody has
said no. I mean, who doesn’t want to talk about how brilliant they are?

Living With A Genius with Omar Crook was on its way. 

The podcast has given me another exciting way to earn a living doing
what I love: being with brilliant people and sharing ideas, learning new
things, expanding my own life experience, and sharing it with an ever-
growing body of listeners. I have trouble containing my excitement
when a new connection is formed—when I can get to the nitty-gritty
and come to a deeper understanding of what that person is all about.
Artists are deep thinkers. I think more than any profession, artists are
forced to confront their demons, their reason for being, and their some-
times puzzling, often risky way of living. There isn’t a community of
people I’d rather be a part of, and for that, I am lucky, and I am grateful.
Thanks for listening. The podcast can be found on iTunes and at
www.lwagpod.com.

Omar Crook is a chorister and soloist at the Los Angeles Opera. This,
along with producing and hosting his podcast, “Living With A Genius
with Omar Crook,” is facilitated and made possible by the patience of
his beautiful wife, Amy, his two children, William and Madeleine, and
his dog Samson.  ♦

https://www.nlrb.gov/rights-we-protect/whats-law/employees/
i-am-represented-union/social-media or call your AGMA 
representative or the National Office.

Many companies have implemented policies regarding social media
and the press.  While you should be aware of and follow these policies
where appropriate, if they infringe on your protected rights, or if you
experience retaliation of any kind for exercising those rights, you
should contact us immediately.

However, a word of caution.  Such activity is not protected if you say
things about your employer that are egregiously offensive or know-

ingly and deliberately false, or if you publicly disparage your
employer without relating your complaints to a bona fide labor con-
troversy (back to Rule #1 above).

If you follow these general guidelines, you should be able to steer clear
of trouble. When considering whether or not you should post some-
thing, let common sense be your guide. If something gives you pause,
you should probably refrain from posting. And in all cases do not 
hesitate to call your AGMA representative or the National Office if
you have any questions or concerns.

I wish everyone a happy New Year! ♦

National Executive Director’s Report (continued from page 4)

Behind the Scenes, in Front of the Mic:  Podcasting, Social Media and 
The (Not-So) Secret World of Artists
By Omar Crook, Chorister

©M
arc Royce
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Opera has always been an early adopter of new
technology. Historian Mark Shubin describes
opera companies “getting the jump” on the first
telephone patent, Edison’s Light bulb, commer-
cial radios and more. The first radio transmission
of a complete opera was in 1910: 10 years before
the birth of the first radio station. In the late

1800s, people listened to opera at home via telephone lines, and later
one could use coin-operated machines to listen to a few minutes of
opera. Inventors of moving picture technology (whether film, anima-
tion or television) intended for their systems to deliver opera to a
greater audience. More recently, opera houses are “beaming” their per-
formances live to movie houses around the world in regular and 3D
formats as well as streaming to the internet. With this in mind, I sat
down with Jarrod Bell (Chief Information Officer) and Ted Schaller
(Digital Content Manager) of the San Francisco Opera to discuss how
SF Opera is using the internet and social media to attract and engage
audiences as well as tap the excitement and energy of our artistic com-
munity to keep opera alive.

Buffy Baggott (BB): First Question - Digital Content Manager: what
is that, what do you do? Chief Information Officer: what do you do?
Job descriptions, please!

Jarrod Bell (JB): I’ll let the Web Maestro start. (laughs)

Ted Schaller (TS): (smiling) So, the digital content manager role, col-
loquially known here as the Web Maestro, is a role that was created
about a year ago... a new position…

BB: Did this come out of a previous position you held here? 

TS: Sort of. It expanded my old role in the Marketing Department as
Associate of Web Content and Social Media. Essentially, I was doing
website content for the Marketing Department and was running the
Social Media Team at that time. This role—and correct me, Jarrod, as
you wrote the job description—expanded upon those responsibilities
in that I am now managing the entire site-wide content.

BB: You manage the website content AND the Facebook and
Twitter feeds? 

TS: All of that comes through me, yes. So this, in a very distilled
nutshell, is what the Digital Content Manager does.

BB (to JB): So then do you oversee some or all of this?

JB: I was the instigator that created it. (laughs) So yes. We went
through the big website redesign that launched a year ago. As part of
that, we not only wanted a new website, but also wanted to change the
paradigm of how we manage our content on the web. We used to man-
age content on the old website in a very siloed way: the Marketing

Department had their piece, Education had their piece, Devo had their
piece, etc. So we said, let’s turn this around and look at it through the
prism of the patron. Let’s make sure that what we are doing across all
of these channels—and on the web—is filtered through the view of
what is best for the patron and how to engage with the patron. So we
created the position of Digital Content Manager and Ted has done a
great job of filling that role for us. 

BB: Ted, at the beginning of this season, you came in to speak to the
SF Opera chorus about how we could take part in audience engage-
ment and some of the new communication and media platforms that
were being rolled out, which was a new thing for us. Knowing that
AGMA represents a wide variety of disciplines at our house, how do
you see yourselves working with the different groups who collectively
bring opera to the stage?

JB: Well, it certainly takes a village and there are a lot of moving
pieces. We talked a lot about how we might extend social media to
people who are not normally engaged in social media, such as the
“Open Curtain” experience that we’re going to do tonight. (BB: At
select performances, SF Opera’s curtain is open during intermission
and a member of the staff narrates the live changeover. The narrator
also takes questions live on Twitter.) This has a huge social component
and also allows people in the audience to directly see and engage with
behind-the-scenes activity. We love “Open Curtain”: Ted is going to
be on stage tonight! So that is one example. Of course we also engage
with a lot of the principals when we do “Tweet Seats.” We ask them
to take pictures in the dressing rooms and stuff like that...

BB: So talk to me about the “Tweet Seats” (SF Opera offers free
tickets to specific Final Dress rehearsals in exchange for an opera-
goer to live-post, or “tweet,” about the opera and their experience on
Twitter). I know some people think that it’s the greatest thing ever,
others not so much. I was amazed at the amount of local news cov-
erage we got as a result of the “Tweet Seats.” AND this was before
the show had even opened. Is that what you were looking for?

TS: “The Tweet Seats” are always at Final Dress. We were very
excited that the Tweet Seats at our Summer production of Carmen
were featured on the news and our name recognition was definitely
helped by this. We recruit tweeters through social media and we try
to find people who are very socially active. In this case, it just hit the
right people at the right time and we ended up coming to the attention
of some local TV news organizations. We have actually been doing
“Tweet Seats” for five years now. We had some Tweeters for
Pasquale. I think Nixon in China may have been our first, so it’s been
quite a while that we’ve been running it. This time it got picked up
and it blew our application numbers out of the water because people
were seeing it in the news and we now have a huge turnout for this
new experience. 

BB:Do you choose tweeters based on the numbers of their followers?

#AudienceEngagement/SocialMedia/AGMAArtist
By Buffy Baggott, AGMA Governor and Soloist 
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TS:We have some criteria that we follow. It’s not terribly difficult—
you’re polite online, you’re not publicly saying anything inappropri-
ate, etc. We aim for a following of about one hundred and if you have
some knowledge of opera or theater, then that's wonderful—after that
it’s fair game for anyone. Since we tend to have available seats for
final dress rehearsals, we can offer it as much as people are willing to
come in to tweet for us. 

BB: I thought the “Tweet Seats” were fun because the tweets were
very well done and often hysterically clever. Did you get this idea from
another arts organization? 

TS: This program began before my time at the SF Opera so I don’t
know where the original impetus behind it came from, but it has been
done by many companies. We were doing it in Minnesota when I was
working there in 2012/13. The theater world has used Twitter Seats
with great success: they tweet throughout actual performances and it’s
very intensive and very collaborative. 

BB: So that’s another way in which the audience can become part of
the performance. Cool. New Media, specifically online interactions:
how is that affecting what you do? Do you see a big change over the
last few years? I’ve noticed that our new General Director, Matthew
Shilvock, seems to be very active on social media recently in a wonder-
ful way. I’m one of his Facebook friends, so I see his posts quite a lot. 

JB: It’s interesting because certain mediums have a broader demo-
graphic appeal and use. Matthew’s big thing is not only leveraging
social media to access different demographics but also to find other
avenues to connect such as his e-mailings called, “Backstage with
Matthew.” It’s simply another way for him to encourage inclusiveness
and allow people to feel as if they are part of this intimate thing behind
the scenes. It helps the audience to understand that opera is not only
what you see and hear when the curtain goes up, but that there are all
of these incredibly interesting things that we do to bring this beautiful
art form onto the stage. So yes, these options create challenges: do we
use these channels to bring in additional revenue or do we use them to
get into people’s orbits, allowing them to know that our invitation to
attend is out there? We have this amazing company in San Francisco
that puts on world-class artistic productions and it’s like there just
seems to be a gap between a prospective audience member saying,
“Oh yeah, right, there is San Francisco Opera” and “Oh. Yes, it’s
Friday night—Let’s go to San Francisco Opera.” We feel like social
media is a way for us to bridge that gap.

BB: It looks like you’re producing things specifically for Facebook.
Did I see “A day in the life” video that included one of our artists?

TS: I think you are remembering when we did a couple of “takeovers”
this summer with Brian Jagde and Michael Sumuel for Carmen. We
gave them the SF Opera Instagram handle and told them to run with
it, take pictures about what you do with your day leading up to your
opening night performance. So they ran with it! Again, the big push is
to expose some of the magic behind what happens at the Opera, the
amazing way in which all of this comes together to make that grand

spectacle that you see onstage
when you come to the SF Opera.
So, the whole point behind things
like these takeovers (or like at the
Carmen “Tweet Seat Dress
Rehearsal” and one of our prop-
car’s windows shattered during the
fight scene which everyone tweet-
ed about) is that we are letting our
audience in on an exciting part of
the process. We love the Costume
Shop videos showing how armor is
built, and the Media Department
has a fantastic time lapse video
where we are changing over sets
and showing the amount of people
involved and the vibrancy of
what’s happening in the house
even though on the street side you
just see a great big building. 

BB: And now we have the Wilsey
Center too, so we are taking up an
entire block. 

JB: The consistent feedback that we’ve gotten from newer opera
goers is that they felt that the barrier to entry was high, or that this was
an aloof or stuffy thing, so we feel that using social media creates a
higher degree of intimacy. It is welcoming. We see the Toby Atrium [a
performance venue in the Wilsey Center] as a great example. It’s a
smaller space so we can produce other things there that will be a non-
threatening way to introduce them to Opera.

BB: Dream of the Red Chamber was very, very successful. We know
that we have a large Chinese community here who would of course be
interested, but how do you think you guys fit into that success? Being
a modern opera, I’m not sure anyone predicted that it was going to be
essentially sold out.

TS: From merely a social media perspective, the visuals/videos were
key...  It was so visually arresting to look at and for social media, 
visuals are 90% of the battle.

BB: But we have loads of shows that are stunning that didn’t have the
same response.

JB:The community factor is huge... Part of what we want to tap into
with the new website is that we show our local community that these
are your neighbors: your neighbors are world class artisans who are
taking part in amazing things and I think that for that reason, the
large Chinese community here got very excited about Red Chamber
and the fact that they are part of our operatic community. I think yes,
there was a lot of energy and excitement about it and social media
was a factor. We are curious about the response to doing more local
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Instagram Takeover: One of the posts
from Nadja Michael’s Instagram
Takeover as she prepares for her
opening night performance in San
Francisco Opera’s production of 
The Makropulos Case.

(continues on page 10)
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pieces, commissioning world premieres for the future that are San
Francisco-centric in some way. Would we would get a similar turn
out? Ultimately, the community has to know about it and that’s
where social media comes in.

BB: What about the quick turnaround involved with getting the com-
munication out there? We had tweeters who saw the smashing of the
window and that was exciting, but do you see drawbacks there, too? 

TS: I think we benefit from the expediency of the media that people
are engaging with...  People are spending significantly more time on
Facebook and social media than they are on their personal emails or
engaging with anything else online. “Social” is a free-time sort of
space, so if we are able to offer those “in the moment” pieces of 
content—whether it’s the broken window during our Tweet Seats or a
“Facebook Live” interview with our General Director—people feel
way more engaged with that. It’s a more tangible thing for them to
hold onto. I think the immediacy draws more attention, it draws more
people into our doors and so we benefit from that. There are a lot of
challenges, as you can imagine, given what we do when we are in the
moment while taking pictures and running around—you do have to be
careful, but I think it gives people a better sense of the action and 
genuine personalities involved.

JB: I think the benefits outweigh any downsides. Fortunately, we’ve
been lucky: no downsides so far. The almost improvisational aspect of
what we are doing with social media is a whole ’nother ballgame: this
“can you get it out quick,” approach can make people a little nervous
because it’s not as scripted...

TS:We have tools available to us that allow the authentic, unfiltered
sort of reality of what it is to work, to live, to be part of the San
Francisco Opera community. Things like our Voice Storm (VS) plat-
form (which I came to speak to the chorus about) allows you to be
in these moments. (BB: Voice Storm is a private, employer social
platform built specifically for employees where they can post con-
tent that is vetted and later utilized to amplify their company’s mes-
sage across a variety of social media.) On Voice Storm you can say,
“I love what I do, I can take a photo of what I love to do!” The plat-
form then pushes your post through the appropriate channels in a

quick and expedient manner. It then may be posted onto the com-
pany channels to say, “Hey, look at this. This is a great opportunity to
showcase some home-grown talent that people aren’t often exposed
to!” It is an opportunity for us to broadcast all of our amazing artists.

JB: If you love what you do and you are passionate about what you
do, sharing it with the world is infectious. Our art form and most art
forms need that kind of infectious evangelism and it should not be a
closed-off thing. We should all be celebrating it and I think we’ve got
these great platforms now where we can kind of megaphone it out to
those people who are not in the auditorium and say, “Hey guys, this
really cool thing is happening over here that we pour our hearts and
souls into and we want to share it with you!”

TS: Jarrod is so right on that I could not have said it any better.

JB: Voice Storm is also fun because it has a game-ification part of it
where you get points and we give out awards, so there's another fun
aspect there too.  

BB: I can just see us all in our dressing rooms, missing our call to get
the points... (laughs)

TS: The only thing I would add to that is the fact that the people who
you are talking about—I kind of think of you as the front line people—
people who are in the chorus or stage management, dancers... You are
contributing to what we do in such a massive, massive way that you
guys are some of the most passionate advocates for our art forms. It’s
what you do for a living. The fact that you are here, local to San
Francisco, this makes your voice that much more important. When
you’re able to share with your friends, family and your network—it
may end up that your Bay Area friend’s friend ends up seeing it
through the the mixture of social media magic and they go “Oh, wow,
that does look really cool.” There they are: our target audience. They
are the people we want to have in our seats. 

JB:That’s a big thing for us. Your neighbors need to know that you’re
an amazing artist and part of this amazing organization. When they
come and see your name in the program and then take a picture and
post to social media—that’s the kind of excitement that we want and
it seems like such a small thing but it’s so big, really.

BB: I think we do try to spread the word, but finding a way over
the initial barrier of being afraid of doing something wrong or cyn-
ical about new technologies/platforms can be difficult.

TS: Well, what I think is so beneficial about the Voice Storm platform
is that there is no need for fear there: if you plug something into the
VS platform where there is, say, an Intellectual Property issue or
maybe it’s not right for our social channel—that is going to get filtered
out. We get the necessary approvals for you—there’s somebody
(myself) who is acting as that filter and hopefully make that transac-
tion a lot easier so you guys don’t have to do that part of the footwork
yourself. Just send it to the platform and it takes care of itself. When
you’re taking those photos—granted, any sort of photography should
not interrupt any part of the rehearsal or performance processes—
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SF Opera Voice Storm Feed: An example of SF Opera’s Voice Storm feed.

#AudienceEngagement/SocialMedia/AGMAArtist (continued from page 9)
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when you’re in those moments in the dressing room, in the hallways,
downstairs in the basement areas and you take a photo of that moment
when you realize, “gosh, a few of us are celebrating our 25th anniver-
sary season with the chorus” or something like that—these are amaz-
ing highlights that we would love to know about and be able to share.
In terms of us here in the admin side, we may or may not know, or we
do know and it’s just not getting to the right ears. You guys know. We
want to share those moments because the story is worth it, you know
what I mean? 

BB: Talking about social media platforms, any advice for people 
within our company or any of the big companies regarding posting 
etiquette? For example, do you wait until the show opens before 
posting pictures of costumes backstage? What do you guys prefer?

TS: It really depends, especially when talking about the broader 
industry. [There are] so many different companies: every company has
their own specific restrictions, their own rules about this. For us here
at SFO, and at least as far as my own personal experience goes, I feel
that getting information up in front of performances is only helpful. It
gives people an idea about what they’re going to see. That being said,
you have to be a little wary of any sort of IP issues that surround 
costuming and production because there are lots of those—again, a
great benefit to having a filtering system setup like the one we have
through Voice Storm. Once it is approved, it’s available in VS for you
guys to share as well as for us to share, so it’s a mutually beneficial
thing in that regard.

BB: When I was at a smaller company our director was very worried
about people seeing pre-performance photographs because the set or
costumes weren’t complete or the lighting wasn’t up to speed yet…

TS:Yes—a lot of conductors or directors are of that mindset and we
want to respect their opinions and their creative process so we must all
take that into consideration.

BB: So, what else can our union members do to help the success of
our industry on your end? Should people be actively seeking out you
guys in all of the various opera houses? 

JB:Absolutely. We love that. With principal artists we used to back-
load the social stuff, now we try to front-load it so people know them
before they even get here. If this is about the continuation of our art
form for the next generation, we feel that sharing these kinds of really
cool backstage moments from everyone who is part of the production
is the way to ignite that passion in other people. I think the more coor-
dinated an artist can be with someone like Ted, the better it will be for
all because you eliminate the question marks, everyone is on the same
page, and it’s a coordinated effort.

BB: So seek out the terms “media” or “digital media” and what
should we do then? Send out a quick note?

TS: Yes. The titles to be looking for (because this might be helpful
when traveling to other companies) are things like “digital media,”
“digital content,” “content managers,” or “social media.” Anybody

there would probably be a good
person to talk to, and if you have
questions, they usually fall into the
Marketing Department or the
Communications Department. In
our company it’s the Audience
Engagement Department. These
are the areas you want to look for,
and if you have questions, just go to
the top and filter down; you’ll find
the person you’re looking for. We
are always interested in those peo-
ple who want to take an active role
in evangelizing for our art form.
Reach out to us and we will follow
through and make sure that we can
feature you in some way. As we’ve
been saying, you guys are the front-
line and we really can benefit from
showcasing you.

BB: Is there anything else you’d
like to say in closing?

JB:We kind of hit on my thing: the idea of team effort, being proac-
tive...  You all have such a cool perspective on the production, how it
comes together, how you build it. I think of the number of times I have
taken people on stage, and they look out over the seats in the house
and they see the way the performers see it and they go, “Oh my God,
this is the coolest thing ever.” We think about that and how this is the
way that you see every performance, every rehearsal, from the chorus
to the dancers to the stage managers: you all have this unique perspec-
tive that so few people get, but one that so many people would find
incredibly special, just to be able to have a glimpse into that.

TS: The only thing that I would add to that is perspective is every-
thing, and getting your perspective is what we would love to have
throughout the new media. Our arts organizations have to anchor
themselves in their communities. You are all living and working in the
Greater Bay Area; you guys are our community and you are our
biggest anchor in the community. That is going to be such a driving
force. I think that in order to continue to sustain these types of art
forms, we must sort of lean in on our communities. What we can pro-
vide for our communities (which the companies are obviously doing
already in a variety of ways) through education, community outreach
and other events can also be achieved through social media. It is anoth-
er way where we can really embed ourselves into the surrounding
community and build something special for people to latch onto and
say, “You know what? I’m proud of San Francisco for X,Y and Z—
but also for the San Francisco Opera… and Symphony and Ballet and
all of its arts organizations.

Mark Shubin’s research on opera using innovative media and 
technology throughout history can be found at www.shubincafe.com
OR listen to the NPR interview here: http://www.npr.org/2011/11/06/
142018443/how-opera-helped-create-the-modern-media-world. ♦
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SF Opera Ping Pong tournament: A
backstage Voice Storm post about
our SF Opera Ping-Pong enthusiasts
that was later picked up by San
Francisco Classical Voice. 
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The New York Area meeting
was held on Thursday,
November 10, preceded by
complimentary flu shots provid-
ed by The Actors Fund.

After the meeting was called to
order, elections for the Area chair and vice chair
were held. Louis Perry was elected as chair, and
David Salsbery Fry was elected as vice chair. In
addition, the committee includes Kim Araki, Ruth
Ann Cunningham, Osceola Davis, Jann Jaffe,
Robert Kuehn, Linda Mays, Raymond Menard,
Mark Rehnstrom and Raven Wilkinson.

Following the elections, Mr. Len Egert, AGMA’s
new National Executive Director, was introduced to the Area members. Mr. Egert brought us up to date on the “state of the union”
and his activities since taking office; afterwards, he took questions.

Deborah Allton-Maher, Associate Executive Director, focused her report on the on-going
New York City Opera negotiations, which are progressing well.

Griff Braun, New York Area Dance Executive, spoke of successfully completed dance
negotiations, mentioning the Atlanta Ballet. He pointed out that preparations are already
being made for the upcoming negotiations of the union’s largest opera company, the
Metropolitan Opera, and the largest dance company, New York City Ballet.

Karen Grahn, co-chair, with Mark Rehnstrom and Charles Sprawls, of the Concert
Singers Sub-Committee reported on negotiations and activities with New York concert
signatories. Our thanks to Karen for being the Area
meeting’s official photographer.

Derek Davis, Executive Director of the AGMA
Retirement and Health Funds, spoke at the meeting,
and reassured the members that the funds will be
proactive in getting available information and
advice to members, especially in light of possible

activity related to the Affordable Care Act. Mr. Egert, a fund trustee, joined Mr. Davis in reas-
suring members.

Last, but never least, our thanks go to Gerry Angel and Denise Baker for their work in facil-
itating another smooth and successful meeting. Thanks to other staff for their contributions.

As always, thanks to AGMA for the ever-delicious and plentiful food. And, our annual thank
you to Dr. James Spears and The Actors Fund for helping us to avoid the flu!  ♦

A R E A  N E W S
NNEWEW YYORKORK

New York Area Meeting
By Louis Perry, New York Area Chair, AGMA Recording Secretary and Chorister

Left to right, New York Area Chair and AGMA Recording Secretary Louis Perry, National
Executive Director Len Egert, New York Area Dance Executive Griff Braun and Associate
Executive Director Deborah Allton-Maher 

Dancer Maria Phegan, Dr. James Spears
and his assistant of The Actors Fund
administering a flu shot.  

Newly elected New York Area Vice Chair David
Salsbery Fry and New York Area Chair Louis
Perry
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Los Angeles Opera (LAO) opened its 31st Season with
Verdi’s Macbeth with Plácido Domingo in the title role.
A new production directed by Darko Tresnjak show-
cased witches, maidens, soldiers and demons which
delighted the L.A. audience along with Ekaterina
Semenchuk as a powerful Lady Macbeth, who brought
the house to their feet at every performance.

LAO followed Macbeth with Philip Glass’s Akhnaten, a co-production with
English National Opera. The opera is sung in English, Ancient Egyptian,
Biblical Hebrew and Akkadian. Anthony Roth Costanzo made his LAO
Debut in the title role. LAO is excited with this production and the “buzz
on the street is” that this is a show that is not to be missed!

Los Angeles Master Chorale started rehearsals in October for the 
Fall opening of Lagrime di San Pietro (Tears of St. Peter), composed 
by Orlando di Lasso. It is a staged production under the direction of Peter
Sellers, sung a cappella by 21 singers. This is another production creating
more “buzz in L.A.”

NED in L.A.: Len Egert (the new National Executive Director) recently
attended individual shop meetings with Master Chorale and Los Angeles
Opera. Len met with members and management of both companies, 

engaging in dialogue regarding
local and national issues that
members are experiencing, and
provided a forum for members
to raise their concerns. AGMA
Governors Leanna Brand, Mark
Kelly, Tim Smith,
Leslie Stevens and
Jennifer Wallace also
met with Len and had a
good conversation
about local topics and
how some might be
applied on a National
level.  

San Diego Opera: San
Diego Opera opened
their 2016-17 Season

with Cinderella (La Cenerentola). Rossini composed this opera
with an all male chorus. However, it appears the men of AGMA can
take on the role of women as pictured here (right). The opera
delighted critics and audience members and, from the looks, of it
could change some men too!  ♦

SSOUTHERNOUTHERN CCALIFORNIAALIFORNIA

“30 Somethings”—Do it Again in L.A.

By James Guthrie, Southern California Area Chair

Los Angeles Opera’s ladies of Macbeth: are they witches (above left)
or are they maidens (above right)?

Left to right: Conductor of Los Angeles Master
Chorale Grant Gershon, AGMA National Executive
Director Len Egert and Director Peter Sellars at
Lagrime di San Pietro (Tears of St. Peter) rehearsal

Before and after photos of dancer Lisa Gillespie from LAO’s
Macbeth: a scary beauty?

SDO’s all male chorus, just as Rossini imagined.  
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Each of our Chicago/Midwest Area signatories
kicked off their busy 2016-17 seasons with
some terrific productions and wonderful per-
formances in dance, opera and choral singing. 

The Joffrey Ballet began their season on
October 13 with the classic and timeless Sergei

Prokofiev ballet Romeo and Juliet, choreographed by Krzysztof
Pastor, which led the Chicago Sun-Times to say, “Pastor’s work is a
marvel, and the Joffrey dancers seem to be catapulted to the moon
by it.” December once again found the dancers back on stage at the
Auditorium Theater performing their long anticipated, brand new
production and World Premiere of Christopher Wheeldon’s The
Nutcracker, which ran from December 10 through December 30.
Then, in February, audiences will be treated to Game Changers, a
set of three ballets: INFRA, choreographed by Wayne McGregor
with music by Max Richter; Fool’s Paradise, Christopher
Wheeldon, choreographer, music by Joby Talbot; and Year of the
Rabbit, a Chicago Premiere, choreographed by Justin Peck and
music by Sufjan Stevens.

The Lyric Opera of Chicago began their season on October 1 with
Das Rheingold by Richard Wagner, which began the journey of the
new four-production Ring Cycle from world renowned director,
David Pountney. Eric Owens appeared as Alberich. The Lyric
Chorus was first heard on October 15 in a breathtaking and new to
the Chicago production of Gaetano Donizetti’s Lucia di
Lammermoor, which ran through November 6. The Chorus both
looked and sounded fantastic and the all-star cast each pro-
vided vocally incredible performances, but to this listener’s
ear, the highlight of the opera was the stunning coloratura
and mad scene of Albina Shagimuratova as Lucia.
November and December found the Chorus singing in a new
production and Lyric premiere of Les Troyens by Hector
Berlioz as well as Jules Massenet’s Don Quichotte. On
December 10 and running through January 27, 2017, Lyric
Opera mounted Mozart’s Die Zauberflöte followed in
February by Vincenzo Bellini’s Norma, starring Sondra
Radvanovsky.

The Chicago Symphony Chorus (CSC) has been in negotia-
tions for a new contract since July with the management of the
Chicago Symphony Orchestra Association. We found ourselves in a
challenging situation, but our negotiating committee, of which I am
a part, had reached a tentative agreement on economic terms prior to
our first Chorus appearance of this season, performed Brahms A
German Requiem on November 10, 11 and 12. As of this writing, we
reached a final tentative agreement that keeps our numbers intact so
we do not lose any of our professional choristers and maintains a fair
amount of the gains we made over the past 20 years rather than giv-
ing into numerous cost-cutting concessions. We asked our fellow

members around the country to keep an eye out for more information
regarding our situation, both on the AGMA website 
and online, as our shop has been striving to make our historic,
GRAMMY award-winning and revered Chicago Symphony
Chorus, even more respected, loved, appreciated and heard, in live
concerts, on CDs and downloads. We have begun a grassroots social
media and Chicago media campaign, and ask you, if so inclined, to
go to Facebook, find and “like” I love the Chicago Symphony
Chorus. Also, several members of the CSC performed live on
Chicago’s own WGN morning news, singing “Take Me Out to the
Ballgame,” across from Wrigley Field at Murphy’s Bleachers, in
honor of the World Series-winning Chicago Cubs! December found
the CSC performing in an all-Handel concert from December 1-3

and then sang for the holiday film, It’s a Wonderful Life, on
December 9, 10 and 11. February will bring to Symphony Center’s
stage the CSC singing Prokofiev’s Ivan the Terrible followed in
April, during Holy Week, performances of Fauré’s Requiem.  ♦

[Editor’s note: As of this printing, there are over 2,400 Likes for
the Facebook “I love the Chicago Symphony Chorus” page. This
grassroots social media effort shows how it makes a difference to
support all of our AGMA members during difficult negotiations.
We are all in this together and Solidarity Works!]   

CCHICAGOHICAGO/M/MIDWESTIDWEST
By Cole Seaton, AGMA Governor, MMRC and Chicago Area Committee Member and Chorister

Members of the Chicago Symphony Chorus performed the Hallelujah
Chorus and Take Me Out to the Ballgame, across from Wrigley Field at
Murphy’s Bleachers during the World Series playoffs between the Chicago
Cubs and Cleveland Indians.

Chicago Symphony Chorus rehearsal during contract negotiations. AGMA members showing
their solidarity! Picture taken by Cole Seaton.
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It was a pleasure to welcome AGMA’s new
Executive Director Len Egert to San
Francisco in October to meet with our Area
members. His presence was a welcomed
occasion that came at the end of what few
would deny was a challenging year.

In the Northern California area, AGMA was able to successful-
ly negotiate five contracts: Colorado Ballet, San Francisco
Opera, San Francisco Ballet, San Francisco Symphony Chorus,
and Central City Opera. Details regarding a couple of these
contracts were included in the Summer AGMAzine issue.
Below are some details of what AGMA was able to accomplish
on behalf of the AGMA artists of the San Francisco Symphony
and San Francisco Ballet.

San Francisco Ballet:  Following several hours
of arduous negotiating that began on February
10, 2016, it was mutually agreed to bring in a
Federal Mediator to assist in completing a con-
tract between AGMA and the San Francisco
Ballet (SFB) management. At 1:00 a.m. on the
morning of October 1, 2016, a motivated nego-
tiating team, led by AGMA’s National Dance
Executive Nora Heiber, and SFB’s administra-
tive team, led by General Director Debra
Bernard, were able to come to a five-year agree-
ment that includes the following gains for our
members: compensation increases of 3%, 3%,
2.5%, 2.5% and 3% respectively, with a 0.5% increase to Vacation Pay in the final year of the contract, and significant increases to 
overtime and penalty fees. In addition, dancers have been given off-site access to study videos, and an Artists Strategic Committee has been
implemented as a forum for AGMA Artists to offer the SFB marketing staff feedback on new marketing and/or promotional initiatives and
possible creative concepts used
to promote the Company. 

San Francisco Symphony
Chorus: Earlier that same
week, Nora Heiber, assisted by
a devoted negotiating commit-
tee, negotiated a three-year
agreement with the San
Francisco Symphony manage-
ment that included some of the
following enhancements: com-
pensation increases of  4.24%,
2.39% and 3.78 respectively;
increases in paid leave; new
provisions that will allow for small choral ensemble programs; and premium pay increases for work
scheduled prior to 6:00 p.m. on a weekday, the third and all subsequent calls that occur within a 24-
hour period, any rehearsal or performance call time scheduled to begin earlier than 9:30 a.m., and any
rehearsal for which at least 12 hours have not elapsed between the end of the day’s final rehearsal
and the first call time of the next day.  ♦

SSANAN FFRANCISCORANCISCO
By Nora Heiber, National Dance Executive

National Dance Executive Nora Heiber met
with  San Francisco Symphonymanagement:
Director of Artistic Planning Matthew Spivey
(to her left), Associate Director of Artistic
Planning Richard Lonsdorf (to her right) and
Chorus Manager Jeffrey Jordan (far right).  

In early August, Nora Heiber and New York Area Dance Executive Griff Braun met with Central City
Opera for negotiations.

San Francisco Symphony Chorus after the contract ratification vote

The San Francisco Area Membership meeting was held on October 20.  Seated, front,
left to right: Nora Heiber, Len Egert, Area Chair, Colby Roberts; back: AGMA
Governors Buffy Baggot, Sally Mouzon and Michael Belle
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AGMA reached a four-
year agreement with
Washington National
Opera at 3:00 a.m. on
the morning of August
29 after one of the most
contentious negotiations
since the early 1990’s
and thus eliminated the
need for a labor action.
AGMA was able to
avert the huge conces-
sions in wages, benefits
and work rules from
management and make
meaningful gains for all
members of the collec-
tive bargaining unit.
Over 70 members of
AGMA were present
throughout the negotia-
tions and the added
presence of AFM and
IATSE local presidents
and rank and file
demonstrated that our
solidarity was real and
indeed significant.

In spite of the aggressive proposals and tactics used by man-
agement, AGMA was able to maintain all retirement contribu-
tions for our members and even negotiate wage increases of
7.5% over the term of the agreement. Increases were also real-
ized in per diem rates. The rehire clause regarding choristers
was increased from 90% to 95%, and 100% guarantee of
rehearsal hours on the 30-day schedule was achieved.
Production staff improvements include a 10-hour overnight
break, earlier advancement to level 2 status, better breaks in
five-hour rehearsals, and improved meal break language with
monetary penalties. Finally, the individual Simulcast
Agreement that was previously negotiated annually has been
incorporated into the collective bargaining agreement.

Special thanks to our negotiation chair J Austin Bitner for his
outstanding leadership throughout these negotiations and to
our sub-committee chairs: singers Michael Talley and Vito
Pietanza; production staff members Diane Lin and Cindy
Oxberry; dancers Heidi Kershaw and Lisae Jordan, in addition to our Area Chair Harvey Fort. AGMA staff negotiators were Eleni Kallas
and Gail Lopez-Henriquez. 

SOLIDARITY WORKS!! ♦
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The 3 o’clock club at Washington National Opera (WNO)
negotiations—These members of the negotiating committee stayed until
3:00 a.m. to complete the WNO negotiations: (front, left to right) Patricia
Portillo, Diane Lin (Production Staff sub-committee co-chair), J Austin
Bitner (Negotiating Chair), Gail Lopez-Henriquez (AGMA Special
Counsel), Vito Pietanza (chorus sub-committee co-chair), Denise Gulley,
Katie Katinas, Eleni Kallas, and Joshua Hong; (back row) Lynn Krynicki,
Tim Augustine, Michael Talley (chorus sub-committee co-chair), Harvey
Fort (Washington/Baltimore Area Chair) and Grace Gori. 

WNO 2016 negotiations were attended by over 70 AGMA members including
leaders of AFM and IATSE.

The Washington Ballet 40th Anniversary Celebration under the new Artistic Director
Julie Kent (center, in black gown).

Supreme Court Justice Ruth Bader Ginsburg, as
Duchess of Krakenthorp, in WNO’s opening night
performance of Daughter of the Regiment, along
with principals Lawrence Brownlee, Lisette
Oropresa, Deborah Nansteel, Timothy Bruno, and
the WNO chorus.

Members of The Washington Ballet Joint Committee: Eleni Kallas
(AGMA Mid-Atlantic Representative and National Director of
Organizing and Training), Nicole Graniero (delegate), Sam
Wilson, Ashley Murphy, and Brooklyn Mack (delegate)

WWASHINGTONASHINGTON/B/BALTIMOREALTIMORE
By Eleni Kallas, Mid-Atlantic Representative and National Director of Organizing and Training

©
Scott Suchman

©Theo Kossenas
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Don LeBlanc, solo artist at The Linda and Mitch Hart Institute
for Women Conductors at Dallas Opera, is congratulated by
Bunny Hodges (left) and Helen Dewey Reikofski (right). Don
has solo and chorus contracts at Dallas Opera this season.
Bunny is an AGMA delegate and Helen is an alternate dele-
gate at Dallas Opera.

AGMA’s negotiators met in early September in the National office to review policy, brain-
storm on contractual issues and strategize for the future. Left to right: Western Counsel
John Russum, New York Area Dance Executive Griff Braun, National Dance Executive Nora
Heiber, Associate Executive Director Deborah Allton-Maher, National Executive Director
Len Egert, Special Counsel Gail Lopez-Henriquez, National Director of Organizing and
Training Eleni Kallas, and Midwest Counsel John Ward.  

Pacific Northwest Ballet (PNB) principal dancer Seth Orza
as Drosselmeier, with PNB School student Eden Anan as
Clara in The Nutcracker®, choreographed by George
Balanchine © The George Balanchine Trust. PNB’s produc-
tion features sets and costumes designed by children’s
author and illustrator Ian Falconer (Olivia the Pig) and
ran from November 25 to December 28, 2016. 

PNB soloist Leah Merchant as the
Sugar Plum Fairy, with corps de
ballet dancer Dylan Wald as her
Cavalier.

PNB principal dancer Noelani Pantastico as Dewdrop, with
company dancers in George Balanchine’s The Nutcracker®. 

NNORTHWESTORTHWEST

Pacific Northwest Ballet’s Seasonal Production of George Balanchine’s 
The Nutcracker®

TTEXASEXAS/O/OKLAHOMAKLAHOMA

All three photos above are by ©Angela Sterling.

AGMA’s Negotiators Met With New
National Executive Director in New York

137460 Winter 2017 AGMAzine.qxp_OCT 2005NEW.qxd  1/10/17  3:13 PM  Page 17



Page 18 AGMAzine     Winter 2017

INDEPENDENT AUDITOR’S REPORT
Board of Governors of American Guild of Musical Artists

BUCHBINDER TUNICK & COMPANY LLP

AGMA Audited Financial Statements

American Guild of Musical Artists   

Statements of Financial Position   

December 31, 2015 and 2014

    2015 2014
Assets:
 Cash and cash equivalents:
  Operating accounts $     981,908 $  1,018,785
  Money market funds          36,145         29,659
   Total cash and cash  
   equivalents     1,018,053     1,048,444

      102,716       101,562

  Other assets          30,035                  -

 Investments, at fair value:
  U.S. treasury obligations    11,221,359   10,223,828

 Receivables:
  Dues  277,828 328,574
  Other                353              353
   Total receivables $     278,181 $     328,927

 Other assets:
  Cash - security deposits  97,746 97,800
  Prepaid expenses 26,558 33,035
  Security deposit          48,408         47,784
   Total other assets $     172,712 $     178,619

 Net property assets          15,696         23,158

   Total assets $12,838,752 $11,904,538

    2015 2014
Liabilities:
 Accounts payable and accrued  
   expenses $     798,334 $    818,352
 Security deposits payable          97,802        97,861

   Total liabilities  $     896,136 $    916,213

Commitments and contingencies

Net assets - unrestricted    11,942,616  10,988,325
   Total liabilities  
      and net assets $12,838,752 $11,904,538

Statements of Activities
For the years ended December 31, 2015 and 2014

    2015 2014
Revenue: 
  Membership revenue:
 Working dues $2,568,561 $2,587,340
 Basic dues 629,669 634,115
 Initiation fees 298,453 400,062
 Reinstatement fees       18,501       16,639

   Total membership revenue 3,515,184 3,638,156

 Visa fees 1,114,755 968,250
 Unrealized appreciation (depreciation)  
   in fair value of investments    707 (235)
 Interest 6,101 5,935
 Other        42,557 $    42,823

   Total revenue $4,679,304 $4,654,929

Expenses:
 Program services:
  Member services 2,451,784 2,622,199

    2  
  
            1,265,007

       3,725,013     3,887,206

C       

   
        10,220,602

     

   
        

    2  

      
      
  in net assets to net cash provided  
  by operating activities:
   Depreciation and amortization 13,192 13,417
   Unrealized (appreciation)  
      depreciation in fair value of  
      investments (707) 235
   Changes in operating assets 
      and liabilities:
      (Increase) in other assets  (30,035) -

    2  
      Decrease (increase) in dues  
        receivable 50,746 (62,473)
      Decrease in other receivable - 43,480
      Decrease (increase) in cash  
        - security deposits 54 (42,005)
      Decrease in prepaid expenses 6,477 2,340
      (Increase) in security deposits (683) (143)
      (Decrease) in accounts payable 
        and accrued expenses       (20,018)     (239,114)

       Net cash provided by 
           operating activities       973,317       483,460

 

      (5,730) (16,137)

      
    obligations (32,668,613) (30,672,238)
        30,671,538

    Net cash (used in) 
      investing activities   (1,003,708)       (17,747)

    Net (decrease) increase in  
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         42,557 $    42,823

      

  
     

    2015 2014
 Supporting activities:
  Administrative expenses    1,273,229     1,265,007

   Total expenses   3,725,013     3,887,206

Change in net assets  954,291 767,723

Net assets - unrestricted
 Beginning of year  10,988,325   10,220,602

 End of year $11,942,616 $10,988,325

Statements of Cash Flows
For the years ended December 31, 2015 and 2014

    2015 2014

 Change in net assets $954,291 $767,723
 Adjustments to reconcile change  
  in net assets to net cash provided  
  by operating activities:
   Depreciation and amortization 13,192 13,417
   Unrealized (appreciation)  
      depreciation in fair value of  
      investments (707) 235
   Changes in operating assets 
      and liabilities:
      (Increase) in other assets  (30,035) -

    2015 2014
      Decrease (increase) in dues  
        receivable 50,746 (62,473)
      Decrease in other receivable - 43,480
      Decrease (increase) in cash  
        - security deposits 54 (42,005)
      Decrease in prepaid expenses 6,477 2,340
      (Increase) in security deposits (683) (143)
      (Decrease) in accounts payable 
        and accrued expenses       (20,018)     (239,114)

       Net cash provided by 
           operating activities       973,317       483,460

 

 (Purchase of) property assets  (5,730) (16,137)

 (Purchase of) U.S. treasury  
    obligations (32,668,613) (30,672,238)
 Sale of U.S. treasury obligations 31,671,789  30,671,538

    Net cash (used in) 
      investing activities   (1,003,708)       (17,747)

    Net (decrease) increase in  
      cash and cash equivalents     (30,391) 465,713

 
Cash and cash equivalents: 
   Beginning of year     1,048,444      582,731

   End of year $  1,018,053 $ 1,048,444
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BUCHBINDER TUNICK & COMPANY LLP

AGMA Relief Fund Audited Financials

(continues on page 20)
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AGMA Relief Fund Statements of Financial Position 
September 30, 2015 and 2014 

   ASSETS
    2015 2014
Assets:
 Cash and cash equivalents  $ 269,398  $ 271,016
 Interest and dividends  
     receivable  1,112  1,185

    4,140      4,827
       274,650   277,028
Investments, at fair value:
  U.S. government and governmental  
      agencies obligations 8,029 32,777
  Corporate bonds - 50,586
  Common stocks 354,803  362,581
  Mutual and exchange-traded funds       721,194      666,933
   Total investments    1,084,026    1,112,877
   Total assets $ 1,358,676 $ 1,389,905

LIABILITIES AND NET ASSETS
Liabilities:
 Accounts payable $     34,328 $     29,462

Net assets:
 Unrestricted    1,324,348   1,360,443

     Total liabilities and net assets  $ 1,358,676 $ 1,389,905

AGMA Relief Fund Statements of Activities
For the years ended September 30, 2015 and 2014

 2015 2014
Revenue:
 Contributions:
 Theatre Authority, Inc. $            - $    14,000
 Corporations and foundations 31,000 32,000
 Individuals 50,693 10,199
 Holiday drive 14,290 16,402
 Special events        3,838         2,565
       99,821      75,166
Investment (loss) income:
 Interest and dividends 38,963 31,731
 Unrealized (loss) gain on investments (101,330) 41,102
 Realized net gain on sale of  
   investments      35,656       17,077
   Net investment (loss) income      (26,711)       89,910
   Total revenue      73,110     165,076
Expenses:
 Program services:
 Member assistance 31,859 20,990
 Supporting services:
 General and administrative expenses 73,058 70,942
 Fundraising          4,288         6,125
    Total expenses      109,205       98,057
Change in net assets (36,095) 67,019
Net assets unrestricted:
 Beginning of year   1,360,443  1,293,424
 End of year  $1,324,348 $ 1,360,443

AGMA Relief Fund Audited Financials (continued from page 19)

AGMA Relief Fund Statements of Cash Flows: For the years ended September 30, 2015 and 2014

 2015 2014

 Change in net assets $  (36,095) $ 67,019
 Adjustments to reconcile change in net assets to 
 net cash provided by operating activities:
  Unrealized loss (gain) on investments  101,330 (41,102)
  Realized net (gain) on sale of investments (35,656) (17,077)
  Changes in operating assets and liabilities:
   Decrease in interest and dividends receivable   73 240

   Increase in accounts payable         4,866        3,182
 Net cash provided by operating 
    activities      35,205      12,885

      2015 2014

 Proceeds from redemption and sales of investments 166,410 144,467
 (Purchase of) investments    (203,233)   (158,874)
 Net cash (used in) investing activities      (36,823)     (14,407)
 Net (decrease) increase in cash and  
   cash equivalents    (1,618) (1,522)

Cash and cash equivalents:
 Beginning of year      271,016    272,538

 End of year  $   269,398 $  271,016
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In an era when so many important decisions rely on the all-powerful algorithms of the internet, social media is
an effective tool for broadening what I call our “cyber footprint.”  Years ago one of my colleagues urged me to
create a professional Facebook page and a Twitter account. Initially I balked; it all seemed far too time consum-
ing and egocentric.  Eventually I acquiesced and dove headfirst into the “e-byss,” and I haven’t looked back.
My presence on various internet platforms has increased my visibility and has organically led to more blogs,
podcasts, magazine articles and online features.

Like anything else, social media is whatever you want it to be. You can use it only to talk about yourself and your projects, but don’t
expect that myopic point of view to attract many followers. Ultimately, people will engage with you and buy into your brand if
you’re finding ways to provide value.  Support your favorite singers, directors, designers, dancers and composers. This good karma
will find its way back to you in the most surprising and wonderful ways.

Unfortunately, colleagues are sometimes inconsiderate with these new promotional tools.  It’s always best to ask permission before
posting pictures and especially any content that includes audio and video. It’s fine to check smartphones during a break, but those
pesky machines should never interrupt the flow of rehearsals. Whenever it’s possible, communicate with the company’s PR depart-
ment. I learned the hard way that a seemingly harmless tweet can step on their toes and disrupt their communication strategy.

Always think twice before hitting “send”. Once it’s online, you can never make people un-see it, even after it’s deleted. Be authentic,
keep it positive. and HAVE FUN!  ♦

Electronic Communication and AGMA’s Election 
AGMA is working very diligently to use electronic means for most of our communication with the membership. As we move 
forward into the 2017 Board of Governors election, we will be sending information regarding the election via email in addition
to the regular information you receive through ground mail. 

Please watch your inboxes for updates from information@musicalartists.org. If you need to adjust settings to avoid AGMA emails
from going to your spam folder, please do so. And if you do not have a valid email address on file, please go on line or call the
membership department to add that contact information to your personal file.  

Navigating the E-byss
By Jonathan Blalock, Soloist

AGMA members in good standing are eligible for a number of great discounts. These discounts can be found

on the Members Only section of AGMA’s website under Member Savings.  

Member Savings
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This is a formal notice, required by law, for all mem-

bers, new members, joining members, and all other per-

sons working under, or being hired to work under a col-

lective bargaining agreement between AGMA, the

American Guild of Musical Artists, AFL-CIO, and an

opera, ballet, dance programming, concert, or other

company producing operatic music, dance, concerts, or

other types of productions. This notice covers all such

singers, dancers, stage and production personnel, cho-

reographers, and others rendering services to or

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

companies producing operatic music, dance program-

ming, concerts, or other types of productions.

The following notice and the procedures related there-

to were developed in response to the holdings in a U.S.

Supreme Court case known as Communication Workers

of America v. Beck, relating to the expenditure of dues

income for non-representational purposes.

All persons working under an AGMA collective bar-

gaining 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 members 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 bargaining agreement, have the

legal right to object to supporting certain activities

which are not related to collective bargaining, contract

administration, or grievance adjustment (representa-

tional 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 number of benefits avail-

able 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 partici-

pate 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 calculate 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-representa-

tional activities. These include expenditures such as com-

munity service and charitable contributions; lobbying; leg-

islative efforts and political activities; members-only bene-

fits; and litigation which is not germane to collective bar-

gaining, contract administration or grievance adjustment.

Non-members are legally obligated to pay for expenses

connected with representational activities, which include

negotiations with employers; enforcing collective bargain-

ing agreements; meetings with employer representatives;

member and staff committee meetings concerned with

matters relating to employment practices and/or collective

bargaining provisions; discussion of work-related issues

with employers; handling employees’ work-related prob-

lems through grievance and arbitration procedures, 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, minimum 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 neces-

sary for the improvement of working conditions of all mem-

bers 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-pay-

ers and their right to seek a partial reduction of their dues

and initiation fees has been developed in response to deci-

sions 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 resignation from mem-

bership 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 rep-

resentational 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 accountant’s report veri-

fying 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 rea-

sonably in dispute will be held in escrow pending the

arbitrator’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 rep-

resentational activities 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 calculated 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

Kent Cottam, Chorister
Frank Curtis, Soloist
John Del Carlo, Soloist

Franz Brightbill, Chorister
Johan Botha, Soloist
Elisabeth Carron, Soloist

Christopher Gambol, Chorister
Bette McGee, Chorister
Ann Reid, Chorister

IN MEMORIAM
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2016 Holiday Greetings from Susanne Mentzer

Dear Friends, Colleagues, and Fellow Honorary AGMA Relief Fund Trustees,

I write to ask you to make a donation to the AGMA Relief Fund this year.

As an AGMA member for 36 years, I am fortunate to have had an amazing career. However, I find myself no longer making my 
“living” as a singer. Yes, I still perform, but I cannot say that this sustains my financial stability. I was able to put away some funds for
retirement and subsidize my income with teaching and other projects. My life is comfortable.

Sadly, many AGMA members are not so fortunate. We live in uncertain times. We all know that our living depends on strong bodies and strong minds. Our
careers have demanding hours and no matter how hard we try to take care of ourselves, there is often a time when we suffer injury or illness that sets us back
temporarily or permanently.  

We are in an industry that can often isolate some of us and other times unite us. But, no matter what, we need to think of the one and also the many. We
cannot survive in this world without each other.

Founded in 1945, the AGMA Relief Fund provides a much needed safety net in the form of support, comprehensive social services and temporary financial
assistance, nationally, to members in good standing who are in need. The Actors Fund administers this program on behalf of the AGMA Relief Fund.  

Services include counseling and referrals for personal, family or work-related problems. Available resources include community programs for legal 
services, elder care, entitlement benefits and childcare. Workshops are offered on how to locate affordable housing and on financial education and health
insurance options.  

Financial assistance is available for rent, utilities, mental health and medical care, as well as other basic living expenses. Grants are made case-by-case,
based on need.

I have supported the AGMA Relief fund for many years at holiday time. It is a time to think of others and do something for the greater good of our
community.

Thank you. May you have a safe, peaceful and harmonious season.

Susanne Mentzer

Actors Fund Outreach

AGMA’s Griff Braun, with Patch Schwadron, Senior Career
Counselor of The Actors Fund’s Career Transition For
Dancers, speaking with dancers in Houston.

In Seattle, National Dance Executive Nora Heiber (far right) attended an Actor’s Fund event in
early November with Christopher D. Bloodworth (center), National Director of the Career Center
at The Actors Fund. 

AGMA is partnering with The Actors Fund in an outreach campaign to spread the word about the support and many services available
to dancers, including The Dancers’ Resource, Career Transition for Dancers (now a service of The Actors Fund), and the AGMA
Relief Fund.  As part of that effort, AGMA staff members Griff Braun and Nora Heiber joined representatives from the Actors Fund
for events in Washington, D.C.; Columbus, Ohio; Portland, Oregon; Seattle, Washington; and Houston, Texas.  Titled “A Life in
Dance: Resources for Those on Stage at Every Stage”, these events provide an open forum for discussion of dance as a career, the
challenges involved, and the resources available from The Actors Fund and from AGMA to help meet those challenges.  ♦
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Actors Federal Credit Union                                   (212) 869-8926 in NYC (8:00 p.m. EST)                    https://actorsfcu.com
                                                                                             Outside of NYC:  (800) 2.ACTORS  (800-222-8677)

The Actors Fund                                                                       www.actorsfund.org                                    info@actorsfund.org
New York City                                                                     (212) 221-7300; (800) 221-7303
Chicago                                                                                 (312) 372-0989
Los Angeles                                                                          (323) 933-9244; (888) 825-0911

AGMA Relief Fund - Donations                                             (800) 543-AGMA (2462)                            susan@musicalartists.org
     Intake New York City                                                         (212) 221-7300 ext. 119                              intakeny@actorsfund.org
     Intake Chicago                                                                          (312) 372-0989                                               shaught@actorsfund.org
     Intake Los Angeles                                                              (323) 933-9244 ext. 55                                intakela@actorsfund.org

AGMA Retirement and 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 (Toll free)                           www.asonet.com
                                                                                                    (516) 394-9443 (Outside of the U.S.)

Artists Health Insurance Resource Center - New York City     (917) 281-5975                                              www.ahirc.org
Artists Health Insurance Resource Center - Los Angeles          (855) 491-3357

The Career Center (formerly The Actors Work Program)        www.actorsfund.org/services-and-programs/career-center
New York City:                                                                   (212) 221-7300 ext. 259                              careercentereast@actorsfund.org
Los Angeles:                                                                         (323) 933-9244 ext. 450                              careercenterwest@actorsfund.org

Career Transition For Dancers 
New York City                                                                     (917) 281-5992                                           pschwadron@actorsfund.org
Chicago                                                                               (312) 666-0234                                            mlanghout@actorsfund.org

     Los Angeles                                                                          (323) 933-9244, ext. 454                             skozak@actorsfund.org
                                                                                                    www.actorsfund.org/services-and-programs/career-transition-dancers

Union Privilege/Union Plus                                                     (800) 472-2005; (202) 293-5330                 www.unionplus.org

CONTACT L I S T O F AS S I S TANCE AND MEMBER -ONLY SERV I C E S
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