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D uring the summer of 
2023, the Eastern Mu-
sic Festival (EMF) fac-

ulty artists voted in favor of 
representation by the Char-
lotte Musicians’ Association 
(American Federation of Mu-
sicians Local 342).

Founded in 1962, EMF is a 
five-week summer music festi-
val for high school and college 
students, located in Greens-
boro, North Carolina. There 
are currently 61 faculty artists 
and approximately 280 stu-
dents. Each week, the faculty teach private lessons, guide 
chamber music rehearsals, coach orchestra sectionals, and 
give masterclasses. In addition to our teaching responsibili-
ties, we also perform on a weekly chamber music series and 
in the faculty orchestra under Music Director Gerard 
Schwarz.

For years, EMF had operated like a union organization 
without actually being one, with previous managements sit-
ting down with the faculty Orchestra Committee each sum-
mer to address concerns and resolve issues. Things changed, 
however, when our current management came into power a 
decade ago; they still met with the OC each summer, but they 
continually failed to address the primary issues for the fac-
ulty such as pay, workload, job security, and housing costs. 
Consequently, those issues remained unchanged or, in some 
cases, grew worse. Faculty artist wages are only $200 more 
than ten years ago, while our workload has increased sub-
stantially. We do not receive any travel stipend to get to EMF 
each summer from our homes around the world, and while 
all staff, counselors, interns, and conductors receive free 
room and board, we do not; the cost of on-campus housing 
for my husband and myself at EMF comes out of our pockets 
and is higher than our mortgage payment at home. 

In 2021, EMF management used pandemic restrictions as 
an excuse to fire fifteen faculty artists with assurances that 
the dismissals were temporary and that these faculty artists 
would be invited back the following year. These faculty 
artists, some of whom had worked at EMF for decades, were 
never invited back, and instead were replaced in the faculty 
orchestra by students and interns. We found it particularly 
disturbing that of the fifteen fired faculty artists, nine were 
women and three were people of color.

Even as faculty numbers have diminished, student enroll-
ment surged, creating higher workloads for those of us who 
remain. Some faculty artists now teach two to three times the 
number of students we did pre-pandemic, and there are no 
longer enough of us to coach all of the student chamber en-
sembles.

We also have no tenure protection. Management refers to 
faculty artists as “seasonal employees” who only work for five 
weeks during the summer, even though we are expected to 
spend considerable time throughout the year making sure 
the festival will run smoothly. We are required to recruit stu-
dents, create student audition requirements, coordinate aux-
iliary instrument acquisitions, plan masterclasses, listen to 
live auditions, evaluate audition recordings, and prepare stu-
dent part assignments—all before the festival begins. In 
2024, more than 800 students auditioned, all of whom were 
evaluated by the faculty. We receive no pay for any such ac-
tivity during the year, nor is there any guarantee we will even 
be asked back for the upcoming summer for which we are ex-
pected to be actively recruiting during the fall.

At the beginning of the summer of 2023, management 
told us that our paychecks would be delayed until we all sub-
mitted new payroll paperwork. Only the faculty artists’ pay 
was impacted; the staff got paid on time. Faculty members 
immediately began to approach the OC about the need to 
unionize, not only to improve our pay and working condi-
tions but also to provide a framework for the entire organiza-
tion to function and communicate better. Over the next few 
weeks, OC members spoke personally with the rest of the fac-
ulty artists to gauge the interest in unionizing, and the re-
sponse was overwhelmingly enthusiastic. The OC met with 
Rochelle Skolnick, Director of the AFM Symphonic Services 
Division, printed authorization cards, and called a faculty 
meeting, during which we discussed the various ways man-
agement had been ignoring and treating us with disrespect 
for the past decade. A majority of the faculty signed autho-
rization cards on the spot, and by the end of the festival, 90% 
had been turned in. 
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Chairperson’s Report
Where We Go From Here
by Keith Carrick

F or the past few weeks, I 
have found myself grap-
pling with mixed emo-

tions over the recent election 
results—profound disappoint-
ment, fear, and, frankly, exhaus-
tion at the thought of the 
challenges ahead.

I won’t use this space to offer 
reassurance. Historically, Re-
publican administrations have 
not been kind to organized labor 
or workers' rights. We don’t 
know what the future holds; 
we’ll need to take each day and 
each issue as it comes, dedicating more of our time to prepare 
for whatever may lie ahead.

The walls of my home in Salt Lake City are adorned with 
medals and memories of family members who have lived in this 
country for generations, raised families here, and served the 
idea of America, even when this nation didn’t always serve 
them. I mention this not to trivialize our current moment or ro-
manticize any period in our history but to affirm my identity as 
an American. I have never been ashamed of that identity and 
won’t disavow it now. Some might say I'm free to leave if I don’t 
like the election results. But this is my home. I don’t like what’s 
happening, and I’m not leaving.

The idea of "America" has always been a noble fiction. In its 
best moments, the idea has been a force for good; in its worst, 
equally destructive and cruel. The America we thought we lived 
in may have changed, and the future is uncertain. Yet the Amer-
ica we want is still worth fighting for, even if that fight some-
times feels futile.

ICSOM cannot fix our political system. We can’t make politi-
cal parties more competitive or empathetic. Our power to pro-
tect vulnerable neighbors or defend democracy is limited. 
While these tasks are essential, they are not tasks ICSOM can 
fulfill.

What we can do—and what we do best—is advocate for and 
defend our colleagues. We have the power to stand together, re-
gardless of what any administration tries to do, and protect 
those we work with every day.

For much of American history, labor rights weren’t protected 
by law. Before 1935, most states did not protect the right to 
strike, and labor actions were often met by employer violence. 
At the Battle of Blair Mountain in 1921, striking coal miners 
were even attacked by the U.S. Army. Today, the National La-
bor Relations Act (NLRA) is our primary legal protection, but 
our rights as workers don’t stem from any law. The rights to re-
spect, dignity, safety, fair pay, and collective bargaining aren’t 
bestowed by any person or government—they are inherent to 
any group that collectively stands up for fair treatment. We 
must summon the courage to stand up for our orchestras, not 
only for ourselves but for the rights of our colleagues.
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When I first served on negotiating committees, nationwide 

protections for same-sex marriage didn’t exist, yet we still 
bargained for rights for same-sex couples in our contracts. We 
must continue to secure good healthcare and protect our 
members' medical privacy. We must also advocate for the vul-
nerable races, genders, and nationalities among our mem-
bers. While we can’t control what happens in the world 
beyond our orchestras, we can influence what happens within 
them. Let’s use that collective power.

Resilience will be our greatest challenge. Over my years in 
orchestras, we’ve weathered wars, the Great Recession, a pan-
demic, political turmoil, and countless labor disputes. It’s ex-
hausting, and it’s okay to temporarily step away to regain your 
strength. We are surrounded by people who will continue the 
work until we’re ready to step back in. That’s a key part of sol-
idarity: knowing that we can rely on each other and that we 
don’t stand alone.

We can’t predict what lies ahead or whether we will ulti-
mately successfully preserve our rights, but there is dignity in 
the struggle. Our best chance is to stay vigilant, stay strong, 
and stick together. 

President’s Report 
The Power of Each Voice
by Nicole Jordan

I n my first Senza Sordino column, I outlined my journey 
to the ICSOM presidency. That journey, if you remember, 
was an unexpected one, borne from my experiences in 

the industry that ranged from little things that didn’t work op-
timally to others that became complete roadblocks. Onstage, 
we come together to turn silence into beautiful sounds. For 
two (or so) hours, we set aside 
our individual selves and the 
myriad experiences that make 
us different to become one or-
ganism (an ensemble) and 
make art—in solidarity, in 
harmony. Week in and week 
out, we change lives through 
the beauty we create. How-
ever, when so many things 
happen offstage that can cre-
ate such pain points for so 
many of us, they affect who is 
visually represented on our 
stages, aurally represented in 
our repertoire, and who we show up as individually in our re-
spective workplaces. 

Before jumping into the deep end of the leadership pool 
and expanding my frame of reference, I found myself frus-
trated with what I was seeing and experiencing in the various 
spaces I have been in. From my beginnings as a music student 
to my present as a gainfully employed musician, that frustra-
tion never seemed to evaporate, only grow —eventually grow-
ing into anger. Whenever I was treated poorly or unfairly, 
experienced untoward or unsavory behavior (and trust me, I 
have got some real doozies, as I am sure you do as well) or 

when I saw others experiencing those things, I always won-
dered who kept allowing these things to happen. When I first 
entered the workplace those questions expanded to the fol-
lowing:

• Why is no one saying or doing anything?
• How is this industry surviving in such chaos and dys-

function?
• Where is the committee/union?
• Where is management and why/how are they allow-

ing this workplace to operate like this?

I felt that I was asking some good questions but wrongly 
assumed that other people were solely responsible for fixing 
the problems they addressed. After all (remember, we are 
thinking like me here), why was it my responsibility to fix it? 
I’ve been placed in these pre-existing environments (school 
by choice, work by necessity). I did not create them. While 
that was absolutely true, in hindsight and looking back on my 
mindset then, I can honestly say that part of me thought it was 
not my place to fix any of it. I mean, who am I after all?

However, I know I am not the only one who feels this way. 
I recognize many of you have felt, and perhaps still do, this 
way as well. “Who am I?” Being a part of an ensemble is fulfill-
ing, but it can feel isolating in some ways. Being one amongst 
many. Second, it is easy to feel as though you are just one 
voice in a sea of them and to assume that no one will care what 
you—a musician/substitute/librarian/non-titled player (in-
sert noun of choice here)—will think. Or, somewhere along 
the way the environment made you feel that your voice does 
not matter. That is far from the truth, though. Each voice, and 
each person matters, especially if we want things to change. 

It is customary to lean on our various orchestra committees 
to move change in our work environments. We elect a select 
few of our colleagues per committee to represent our collec-
tive interests to the best of their ability. And we trust them to 
address any violations, complaints, and grievances as they 
come up. Let’s call and spade a shovel here: committee work 
is arduous work. It takes up long hours, generates endless 
emails and texts, and comes with seemingly never-ending 
problems and challenges. And it is thankless. With the vary-
ing challenges that pop up in our day-to-day work environ-
ments, it can be a lot for those few people who volunteer their 
time to serve in such a capacity. 

But (and take it from someone who serves on many com-
mittees outside of this Presidency), you do not need others to 
vote for you to serve your colleagues and to make a difference. 
Showing up each day and taking part in the day-to-day culture 
of your workplace is equally as important as committee work. 
Committee work is most effective when they truly can repre-
sent all voices and perspectives in the body. Yes, the body will 
not always agree (that is healthy!), but we must create a space 
for everyone to express how they feel. This, in turn, then al-
lows the committee to find the best pathway forward and to 
represent the interests of the collective. 

Participating in the day-to-day culture of our workplaces 
can be challenging, especially when we feel the culture or en-
vironment is not working for us. Sometimes, it feels healthier 
to tap out, step away, and let others deal with it. (I have been 

Power continues on page 7

Jeff Rothman
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Counsel’s Report
Rethinking Overscale, Collectively
by Kevin Case, ICSOM Counsel

I CSOM Chairperson Keith 
Carrick’s address at the 
2024 ICSOM Conference in 

August raised an issue that has 
long flown under the radar in 
our orchestras: the practice of 
individually negotiated over-
scale. Citing the potential for 
bias and inequity, Chairperson 
Carrick called for an end to this 
practice and for orchestras to in-
stead collectively bargain over-
scale for titled positions in their 
CBAs. This is the right move for 
our orchestras.

To be clear: ICSOM is not calling for the end of overscale. 
Far from it. Principals and other titled players have unique 
and additional duties and must be compensated fairly for that 
extra work. Nor is ICSOM advocating for cutting anyone’s cur-
rent overscale—as detailed below, existing contracts can be 
grandfathered. The point is that going forward, overscale 
amounts should be collectively bargained to ensure fairness 
and transparency among members of the orchestra.

It is important to be precise about what we mean when we 
say “individually negotiated” overscale. It does not mean over-
scale rates that are set forth in the CBA for those orchestras 
who have such provisions—25% for principals, 15% for assis-
tant principals, etc.. It means a private agreement that a musi-
cian—usually a titled player, but not always—negotiates with 
management. The agreement provides for more favorable 
terms and conditions of employment than are in the CBA 
alone. Such a private agreement typically contains additional 
compensation (overscale) in the form of either a percentage of 
base wages or a fixed dollar amount, together with other favor-
able terms such as extra time off, solo guarantees, moving ex-
penses (if the musician just won the job), and other perks.

Such agreements are legal in a unionized workplace. The 
Supreme Court in J.I. Case v. NLRB, 321 US 331 (1944) ruled 
that individual contracts may provide for more favorable 
terms than are in the CBA, but no lesser terms. Accordingly, 
even in orchestras where overscale has been bargained into 
the CBA, a musician may enter into a private agreement with 
management for an amount above and beyond the CBA rate, 
unless the CBA expressly prohibits that. For orchestras where 
the CBA is silent with respect to overscale, such a private 
agreement represents the only way a titled player can secure 
additional compensation.

I have personally worked on many of these agreements. I 
have negotiated one-on-one with managers, and I have con-
sulted in the background with musicians who choose to do it 
themselves. But as my practice has focused more and more on 
collective bargaining, I am increasingly uncomfortable with 
these individual contract negotiations. In collective bargain-
ing, I represent the group of musicians as a whole and try to 

secure the best possible terms and conditions for everyone. 
“Bargaining” for one individual is in tension with that goal, es-
pecially because every gain I would be able to obtain for that 
one musician comes at the expense of the group: every dollar 
in overscale means less money for everyone else; every extra 
week of time off in an individual contract usually means that 
other musicians will work harder or receive less time off; and 
so on. For that reason, my policy is to decline all requests 
from individual musicians to negotiate their personal con-
tracts in an orchestra where I bargain for the group as a 
whole. I see that as a textbook conflict of interest.

But aside from that discomfort and the ethical concerns, 
there is a larger issue that must be confronted: individual con-
tract negotiations perpetuate inequality and unfairness, for 
several reasons. First, the outcome of the negotiation is 
largely determined by how much leverage the musician pos-
sesses when they go into that negotiation. That leverage, in 
turn, rests on factors that usually have little to do with the 
musician’s abilities and talent, or the nature of the position.

For a musician who just won a job, their leverage depends 
mostly on where they are coming from, as their current situa-
tion signals to the employer how generous it must be in order 
to incentivize the musician to take the job. If a musician comes 
from a peer orchestra, management may have to offer more 
favorable terms to lure the musician; but if the musician is 
coming from a much smaller orchestra or has just graduated 
from school, management knows the musician is going to ac-
cept the position and there is little incentive to offer much of 
anything. Some musicians also are able to hire an attorney to 
negotiate on their behalf or are skilled at doing it on their own; 
others either do not or cannot, which can put them at a sig-
nificant disadvantage in negotiating. 

The result can be that if Musician A wins the job, is coming 
from a peer orchestra and can hire an attorney, they may end 
up with a much better contract than if Musician B won the ex-
act same job but is coming from a small orchestra and negoti-
ating on their own.

It is easy to see how more improper factors can infect the 
process as well. Race, gender, sexual orientation, gender iden-
tification—all these can play a role when no objective criteria 
are in place. That risk is worse for musicians already in an or-
chestra who are seeking improvements to their individual con-
tract. That is not even a “negotiation” at all—the musician is 
essentially just asking for a raise. That opens the door for all 
sorts of subjective factors that depend largely on the musi-
cian’s personal relationships with management figures: is the 
musician a “troublemaker” who sticks up for their rights under 
the CBA; is the musician super-friendly with the music direc-
tor; is the manager who makes the decision biased (even un-
consciously) on the basis of race or gender; and so on.

Keep in mind that there is no duty to bargain in good faith 
when it comes to individual agreements. That duty exists with 
respect to collective bargaining only. For individual contracts, 
a manager can simply refuse to negotiate at all, make a take-it-
or-leave it offer, withdraw offers previously made—all the 
things they can’t do in a CBA negotiation—with little or no re-
course. The only real leverage an individual musician has is to 
not accept the job or, if they are seeking improvements that 
management is not willing to agree to, leave the orchestra. 

Myra Klarman
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That is usually not an option. It is hard enough to win a job in 
this business as it is, and managements know it.

This can result in dramatic inequities. Players with similar 
principal positions in the same instrument family, for exam-
ple, might have very different contracts. To be fair, most 
managers try to avoid that, especially because when a musi-
cian hears that a colleague is making more money than they 
are, they will often demand the same amount. Of course, 
there is no obligation for management to agree to that. There 
also is little transparency when it comes to overscale 
amounts—in fact, many managers insert confidentiality 
clauses into individual contracts that would prohibit the mu-
sician from telling other musicians how much overscale they 
are getting. (Such clauses violate Section 7 of the National La-
bor Relations Act and are unenforceable, but that does not 
stop employers from trying.) That is why musicians pore over 
the IRS 990 forms to try to discern what principals are mak-
ing, an imperfect endeavor at best.

Third, that lack of transparency regarding compensation is 
increasingly recognized as a problem in all workplaces. Sev-
eral states have now passed laws requiring employers to pro-
vide salary ranges for job openings in the application process. 
In Illinois, for example, beginning January 1, 2025, an em-
ployer with more than 15 employees must provide, in the 
posted job announcement, the expected salary range for the 
position. That means the employer must disclose the lowest 
to the highest amount the employer reasonably believes it 
might pay, as determined by factors including “the actual 
range of others currently holding equivalent positions.” 
Moreover, the employer cannot use open-ended phrases like 
“$40,000 and up” or “up to $60,000.” 

Read literally, that means an ICSOM orchestra in Illinois—
there are three—may no longer be able to advertise a princi-
pal position in the International Musician and simply state 
the base salary. The advertisement should state the highest 
amount of expected, privately-negotiated overscale as well—
and the employer must base that amount at least in part on 
what other “equivalent” principals have in their contracts. 
Similar laws have recently gone into effect in Minnesota, 
Maryland, Massachusetts, California, New York, and Col-
orado (though not all define “pay range” as specifically as Illi-
nois).

In sum, the terms of individual contracts are often based 
not on substantive qualities like the nature of the job or the 
musician’s abilities, but on things like the particular musi-
cian’s current employment situation, their negotiating skills, 
whether they use a lawyer, whether they are well-liked by 
management personnel, and—without a doubt—their race or 
gender. 

For example, there is still a dearth of women in principal 
roles in ICSOM orchestras. This makes little sense, given that 
the overall gender balance is fairly even and no one can seri-
ously argue that women as a rule do not play as well. It is al-
most certainly the result of a bias that holds that women are 
not capable of “leading” as well as men. If that bias exists in 
the hiring process—even unconsciously—it almost certainly 
exists when it is time for a woman to negotiate their contract. 
The pay gap between women and men in the United States is 
already a hurdle; any kind of bias against women being capa-
ble leaders will only exacerbate it. 

Consider the harp. For decades, the only woman in the or-
chestra was the harpist. It is likely no coincidence that they 
often received the lowest amount of overscale in the orches-
tra. Harp is a solo instrument that is quite exposed, requires 
highly advanced skills, and is used more and more frequently 
in contemporary repertoire. But even today, I see harpists 
offered insultingly low overscale compared to other princi-
pals.

In my view, then, the practice of individually-negotiated 
overscale agreements is incompatible with the principles of 
fairness and equity that ICSOM advocates. However, I have 
heard the argument that this practice is widely accepted in 
similar industries like entertainment and sports. That is true. 
Local news reporters, for example, often work under union 
contracts that provide minimum rates; but the anchors and 
sports-desk personalities negotiate more. Sports league CBAs 
provide for minimum salaries, but of course the more suc-
cessful players negotiate exponentially more.

That is because they are “stars.” But is that how we view 
our orchestras—as a handful of “stars” and a cast of support-
ing players who are less worthy? Some managements perpet-
uate that view, to be sure, picking and choosing which 
favored principal players to feature and reward. But is that 
really an orchestra? Is that a union? I say no. 

Further, think of the instances over the past few years in-
volving musicians accused of sexual misconduct. The vast 
majority involved “stars”—concertmasters, conductors, prin-
cipal players. That is no accident. Our once and future presi-
dent even bragged about his ability to commit sexual assault 
with impunity: “When you’re a star, they let you do it. You can 
do anything.” I would venture that the vast majority of musi-
cians in ICSOM orchestras do not subscribe to that attitude. 
So why do we accept it in our orchestras? If we are going to 
confront the issue of sexual misconduct, much of which is 
based on power dynamics, why do we maintain a system that 
accretes power and advantages to certain, favored “star” mu-
sicians?

There is another way. Overscale for titled players can be 
collectively bargained. Many ICSOM orchestras have over-
scale rates in their CBA; a couple take the next step and actu-
ally prohibit any individual agreement that provides for 
larger amounts. That is the alternative to the prevailing prac-
tice of individually negotiated overscale. Orchestras can de-
cide as a group what overscale should be, whether that means 
the same percentage for all principals or more for certain po-
sitions (concertmaster, for example). No one can negotiate 
more than that amount, no matter where they are coming 
from, how much the music director likes them, how much 
they suck up to management, or whether they are a particular 
gender or race. 

The point is that the musicians as a whole, through their 
bargaining representatives, determine what musicians filling 
certain positions should make—and those amounts are not 
based on subjective or improper factors regarding any partic-
ular individual. No longer would prospective titled players 
need to worry about their leverage or their negotiating prow-
ess. Gender, race, and other inappropriate factors would be 
irrelevant. The musicians as a group, in each orchestra, 

Overscale continues on page 7
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Eastern Music Festival continued from page 1

Faculty Artists (left-to-right) bass trombonist Christopher Davis, 
tubist Aaron Tindall, trombonist James Justin Kent, bassist Leonid 
Finkelshteyn (North Carolina Symphony), and clarinetist Natalie 
Hoe (The Florida Orchestra) picket with signs outside Dana 
Auditorium during the Eastern Music Festival season in 2024.

Joy HodgesAt our annual meeting with management at the end of that 
summer the faculty artists arrived together, wearing black 
shirts in solidarity. Before management could speak, the OC 
stood and read a prepared statement announcing our intent 
to unionize, which was met with prolonged applause from 
the entire faculty. Then we all walked out.

One week after the festival ended we were notified that 
management refused to recognize us voluntarily, so we 
would be forced to hold an NLRB election. Over the next sev-
eral months we met with AFM Negotiator and Organizer 
Todd Jelen to learn how management might try to influence 
our vote, so it was not surprising when we began to receive 
emails from board members and Executive Director Chris 
Williams. Ranging in tone from threatening (“It would be un-
fortunate if we could no longer respond to individual needs”) 
to disingenuous (“a ‘yes’ vote could change the familial at-
mosphere of this summer program”), these were obviously 
meant to scare and divide us, and they urged us to vote “No” 
no fewer than nine times in the final three weeks leading up 
to the election. The NLRB election was conducted by mail, 
and the vote count was witnessed by management and the 
OC chair via zoom. The election succeeded overwhelmingly, 
with 90% of the returned votes in favor of unionization.

When negotiations officially began in January, the faculty 
used management’s own operating document as a template 
from which to start bargaining a new CBA, but negotiations 
were bogged down for months by management’s distraction 
tactics and petty arguments about insignificant details. Their 
primary demand was, and remains,  the “flexibility” to cut the 
faculty artists from the current number of 61 to 27, which 

would eliminate more than half the faculty artists’ jobs and 
eliminate the faculty orchestra altogether. It would also de-
stroy the low student-to-faculty ratio that had been the vision 
of EMF’s founder, Sheldon Morgenstern. The very factors 
which have made EMF unique among summer festivals 
would be gone.

As soon as the faculty artists arrived for EMF in June, we 
created a website and social media pages, formed action 
committees, and bought matching red shirts to wear to our 
actions and meetings with management. We greeted and 
leafleted patrons outside the hall before performances, esca-
lating our message each week, and created contact sheets to 
be able to keep in touch with our supporters. We handed out 
hundreds of red buttons with the slogan “Faculty Cuts Im-
pact EMF Students” and held a packed rally and concert at a 
local church to educate the public about our cause.

Management refused to negotiate with the OC at all dur-
ing the festival, and repeatedly sent derogatory and blatantly 
false emails about us to patrons, board, and staff in an effort 
to turn the public against us. Photos of faculty artists were 
noticeably absent from EMF’s marketing materials, social 
media posts, and the faculty/student handbooks, and faculty 
artist photos were removed from their long-standing posi-
tions in the hall lobby. Staff members froze us out, only 
speaking to us when absolutely necessary, if at all. Lead ne-
gotiators from the board and management were witnessed 
withholding applause during faculty performances, and 
management called campus security on faculty members 
who were peacefully holding informational signs outside the 
hall.

When management learned that we were planning an off-
campus rally and concert, they immediately sent a threaten-
ing email to the entire staff, forbidding anyone to assist us in 
any way and to report our activities to them. Then they 
booked an ice cream truck to visit the campus for the stu-
dents shortly before our rally was to begin. The students, Faculty Artists pose outside Dana Auditorium in the summer of 

2023 in their red shirts in a show of solidarity.
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meanwhile, who had been extremely supportive of the fac-
ulty from the beginning, began posting flyers for our rally on 
GroupSpot, EMF’s internal communication app (where staff 
admins promptly deleted them). Each time the admins 
deleted a flyer, students would post another one, and they re-
ferred to the ice cream truck as “The Great Distraction”. On 
the day of the event, the students got their ice cream from the 
truck and enjoyed it on the walk to our rally.

Shortly after the students began wearing our faculty sup-
port buttons, EMF management warned them that “photo-
graphs of students attired improperly will not be published”, 
and students subsequently discovered that EMF was photo-
shopping the students’ own photos to share on social media, 
either by removing the buttons or cropping out students who 
were wearing them altogether. The students openly called 
out the censorship on GroupSpot and posted before and after 
photos on their social media pages to publicly shame EMF. 

At the final faculty orchestra performance of the season, 
we held a five-minute moment of silence on stage in front of 
the audience just prior to the start of the concert. At 7:55 we 
all stopped warming up, put down our instruments and sat in 
silence. When the students in the audience noticed, they 
started to clap and cheer, and then the rest of the audience 
joined in. For the entirety of those five minutes the audience 
cheered and applauded us, and when EMF’s executive direc-
tor, Chris Williams, grabbed a microphone and tried to talk 
he was repeatedly drowned out.

Since EMF ended in July there have been several negotia-
tion sessions with a mediator, but little meaningful progress 
has been made. We continue to fight to keep faculty artist 
numbers at current levels, if not increase them, but manage-
ment continues to insist on drastic cuts, despite a lack of evi-
dence of any financial need for such cuts. They refuse to 

share EMF’s financial information with us, but it is clear that 
some on the board want to eliminate the faculty orchestra. 
EMF does not need short-sighted cuts; it needs leaders who 
have the vision and fundraising skills not only to preserve 
what has made this festival successful for the past 62 years, 
but to enable it to continue to grow and thrive for decades to 
come. 

To learn how you can support the EMF faculty artists, 
please visit our website at: www.emffacultyartists.com, and 
like and follow emffacultyartists on facebook and insta-
gram. 

there and done that, too, so no judgement from me.) Other 
times, it feels healthy to step away and start your own things 
with others you feel care about the same things. (Again, been 
there and done that, too.) But we all still exist in the same 
ecosystem until we either retire or choose a different career 
path. So instead of tapping out, stepping away, starting other 
things, or letting others deal with it, I challenge each of you 
to step in and offer the unique perspectives and voices you 
bring to the table. 

Instead of thinking or assuming someone else should do 
something, recognize that you can be that someone who does 
something. There are tools out there that can help you, and 
we, your ICSOM Governing Board, are here in the trenches 
with and for you. Many hands make for lighter work. 

Power continued from page 3

would decide how lucrative the titled positions need to be in 
order to attract the players they need.

This would necessarily be a long-term project, of course. 
In any orchestra that decides to make this switch, current in-
dividual agreements would need to be grandfathered. It is 
unrealistic to ask any musician to take what could be a sig-
nificant pay cut. (Interestingly, it would be legal, if unwise, 
for the employer and the union to agree to eliminate existing 
overscale agreements: the National Labor Relations Board 
addressed precisely that scenario in the Buffalo Philhar-
monic in 1992, in a decision that makes for interesting read-
ing. Contact me if you would like a copy.)

To be clear, it is the choice of each orchestra’s member-
ship, through its bargaining representatives, as to whether to 
make this switch. ICSOM believes strongly in the ability of 
our orchestra musicians to bargain the terms of employment 
that are best for their orchestras. We are not interested in is-
suing top-down edicts. The reasoning and recommendations 
in this article come out of years of negotiating both collective 
bargaining agreements and individual contracts, and this is 
ultimately a change we need in our orchestras; but reason-
able minds can disagree.

For my part, I will no longer accept clients to negotiate in-
dividual contracts in orchestras. Nor will I consult in the 
background if someone wants to do it on their own. I will an-
swer questions about the process, but I will no longer advo-
cate in this way.

This is not something I do lightly. I will need to turn down 
long-time clients and friends. I hope they will understand, 
but it is their life and their income. Nonetheless, I believe it 
is the right thing to do. And if nothing else, I hope this starts 
the conversation. 

Overscale continued from page 5

Faculty Artists (left-to-right) violinist Dan Skidmore, percussionist 
Alison Chorn, bassist Leonid Finkelshteyn (North Carolina 
Symphony), and violinist Uli Speth pass out buttons to patrons 
during the summer of 2024.
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