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Introduction
International Federation of Musicians (FIM) President John Smith; Vice-President Ray Hair; Quebec Musicians
Guild President Luc Fortin; FIM General Secretary Benoit Machuel, who so graciously helped to make my visit
possible; distinguished delegates; managers; and magnificent musical artists, I am deeply honored to be here
with you.
This 4th International Orchestra Conference in the stunning city of Montreal is a tribute to the wisdom, vision, and
resolve of this organization and your leadership.
It’s hard to imagine a more important moment for the creators of symphonic music and opera to come together
around the future place of your organizations within our societies: to exchange information about financing,
developing audiences, digital media, and government support; and to work collaboratively, with administrators, to
find solutions to these challenges. I am convinced that neither labor nor management can solve these problems
on their own. We must work together.
I also want to commend you on the Oslo Call adopted at the 3rd International Orchestra Conference. It says, in
critical part, that “support for symphony and opera music, which are a precious and fragile part of our cultural
heritage, is a prime responsibility of national, regional and local governments.” This statement could not be more
prescient, especially in places like the US, where once again, federal support for the arts is gravely threatened.
Finally, I offer special greetings to the Canadian officials and delegates here today. Thank you for not building a
wall to keep out all the Americans who are trying to flee to Canada … yet!
I think you know that many Americans want to move to Canada not just because of our current political
“situation.” And, not even because we are all smitten with your charming young Prime Minister Justin Trudeau.
It’s because of your country’s steadfast moral character and compass, and your long-standing commitment to
workers’ rights.
In 2015, Canada’s Supreme Court reaffirmed the constitutional right to collective bargaining. And, your highest
court also ruled that the “right to strike is an essential part of a meaningful collective bargaining process.” In the
United States, it took the death of a Supreme Court justice last year to keep our Court from further decimating
collective bargaining rights for public sector workers. Next year they will have the votes to do so, and before
long, we can expect Right to Work (for Less) to be the law of the land.
Bargaining Challenges in the New Economy
I have spent my entire career dealing with workplace conflict –-most of it as an advocate for American workers -and more recently, as a neutral, trying to help labor and management resolve disputes and create the kind of
relationships that allow both companies and workers to succeed.
First, as Deputy Director of the Federal Mediation and Conciliation Service (FMCS), I worked internationally, with
the ILO, and with the mediation agencies of many of your countries, on the fundamental issues of freedom of
association and collective bargaining. And I tried to help developing market economies create meaningful conflict
resolution systems in places like Bangladesh, Burma, Vietnam, Morocco, Swaziland, China, and Latin America.

Later, as President Obama’s appointed FMCS Director, I worked to bring our government’s mediation agency into
the 21st century to better help labor and management meet the challenges of the transitioning economy.
Challenges driven by familiar issues like globalization and technology; others driven by changes in the very
nature of work and who is considered an “employee” entitled to workplace protections.
I don’t need to tell you that in the U.S. and around the world, precarious work, casualization, and contracting out
are serious issues and the focus of major policy debates and a great deal of litigation.
We had a significant breakthrough last year, when one of our federal courts held that the musicians in a small,
symphony orchestra were employees, not independent contractors, and thus entitled to all the protections that
come with employee status.
The determination of employee status often comes down to how much control an employer has over a worker. In
this ruling, the court said that in an orchestra “the conductor exercises virtually dictatorial control over the manner
in which the musicians play.” Of course, I know this broad statement does not apply to your Canadian
countryman and current IOC Ambassador, the magnificent Maestro Yannick Nezet-Seguin!
We’re also seeing dramatic changes that some are calling the “digital revolution 2.0” or the “4th Industrial
Revolution.” Experts say it will result in the restructuring of every business, every job, every sector of society. No
company and no job will be immune from disruption.
Artificial intelligence, robotics, nanotechnology, self-driving vehicles, and algorithms are already here. All
highlighting the simple truth that “humans are entering a new era of profound, exponentially increasing possibility
and risk.”
Now, I know that possibility, risk, and uncertainty are nothing new to those of you in this room. While some
workers are experiencing low wage, contracted out, and gig labor for the first time, as professional musicians, this
has always been your reality. And, it’s not getting any easier.
Possibility, risk, disruption -- and a lot more labor disputes -– is exactly what we’ve been experiencing in the U.S.
Across every industry and sector of the economy. And, especially in our orchestras and operas.
Which is why, at this critical moment of economic transition, during my term as Director, FMCS rededicated itself
to lifting good labor management relationships and collective bargaining as the best and maybe the only way to
make this new economy work for everyone.
We did this across industries and occupations, but when it came to symphony orchestras and operas, we went
further: we created a special “swat team” of about 10 key mediators with specialized expertise and training in
your unique issues. They keep track of all developments in the world of symphony orchestras and operas and
apply the best practices and lessons learned from past negotiations.
And, this is what I would like to share with you in the remainder of my remarks. But first, let me start with a wellknown labor-management success story from the manufacturing sector. I think you’ll see where I’m going.
Lessons from the Ford/UAW Partnership
At the turn of the 21st century, Ford Motor Company was near collapse. Ford products had declined in quality
and the Japanese automakers were “eating their lunch.” The Company and its largest union, the UAW, were
locked in a traditional, adversarial bargaining relationship, with each side determined to get a bigger slice of the
pie, a litigious, time-consuming grievance culture, and a complete lack of trust and respect.
But there was one silver lining in this crisis. Both sides were blessed with visionary leaders who understood that
you should never let a good crisis go to waste! They knew that their survival depended on an entirely new
approach to bargaining and their relationship, and they had the guts to do it. The new approach had 5 key
elements:
(1) UAW and Ford moved from a traditional positional/distributive form of bargaining to one based on interests
and problem-solving;
(2) Ford made a commitment to absolute transparency. Core company financial and operating information was
shared regularly, not just during formal bargaining. This alleviated much of the mistrust that was created in the
past by routine company claims of confidentiality;
(3) The parties recognized that social media would play an outsize role in their bargaining and that both sides
needed to educate all their stakeholders and manage the message to the extent possible. They also recognized

the need to manage the expectations of their constituents – perhaps the most critical element of ANY successful
negotiation;
(4) Senior corporate executives, at the highest level of the Company (not just Human Resources or Labor
Relations), became fully engaged in the negotiations, communicating openly, sharing the intricacies of the
business, and, in the process, showing respect and garnering trust among the workforce;
(5) Finally, the parties agreed to ongoing engagement throughout the term of the collective bargaining
agreement, to address issues as they arose, and not to let them fester until the next round of negotiations.
What were the results? Nothing short of miraculous. The Company saw tremendous growth and profitability.
Ford was the only Big Three auto company to weather the Great Recession without a government bailout. And, a
vastly improved labor-management relationship and problem-solving process allowed the parties to address
difficult wage and benefit issues in more recent negotiations.
One more thing. The success of this new relationship and bargaining model reinforced a continuing commitment
to training and relationship development. Nearly a full year before the most recent round of bargaining, when
expectations on both sides were sky high and completely unrealistic, Ford and the UAW jointly asked FMCS to
deliver specialized training to the entire joint bargaining committee, which was comprised of 150 people.
The UAW, Ford and FMCS worked intensely and collaboratively for many months to design a program that met
the specific needs of these parties. No “off the shelf” training materials! Ultimately, a comprehensive 5-module
training program was developed and delivered. The five modules were those that the parties agreed were the
critical skills needed for successful negotiations: building trust and respect; collaborative behavior and problem
solving; listening skills; techniques for jointly collecting facts and data; and managing social media.
How did it end? Well, the 2015 negotiations were not easy, but I have no doubt that the successful outcome was
made possible by years of improved relations and the commitment to refresher training prior to the beginning of
bargaining.
Symphony Orchestra and Opera Bargaining
So, now, let’s “compare and contrast” the UAW-Ford story with recent experiences in the world of symphony and
opera music. Just to recap, what were the conditions at Ford that led it to the brink of bankruptcy? Huge
financial losses, a traditional adversarial bargaining relationship, rigid adherence to positions, reliance on
grievances and litigation, and a lot of finger pointing and mistrust. And, what turned it around? A complete shift
in the labor-management relationship, with a focus on communications and joint problem-solving. I think you’ll
see some striking similarities in your world.
Let’s start with the Metropolitan Opera in August 2014. What was the climate for those negotiations?
Continuing financial losses and overdependence on the endowment; demands for significant concessions;
complete mistrust of the company’s financial claims; and what some might characterize as an “unhelpful”
communications strategy.
What ultimately prevented a threatened lockout and made a deal possible? Many things, but the key
breakthrough came when an independent financial analyst both sides trusted was retained. This led to a
commitment to “equality of sacrifice,” an equal share of any gains, and other compromises. Several labormanagement committees, including an Efficiency Task Force, were created. It is still too early to gauge the
impact of these committees on the next round of negotiations in 2018, but I have been encouraged by the fact
that the parties have been meeting regularly and talking to one another well in advance of the expiration of the
current contract.
Now let’s look at the Atlanta Symphony Orchestra and the disaster that was unfolding just after Met
negotiations concluded in 2014. Management had just locked out the musicians for the second time in two years!
It was demanding complete discretion to determine the size of the orchestra, arousing deep concerns among
musicians about the future of what was, until that point, a world-class orchestra. The musicians also feared that
Atlanta’s umbrella arts organization, the Woodruff Arts Center (WAC), was spending far too much on
administrative costs and syphoning off funds that should have been going to the orchestra. Sound familiar?
What turned this stalemate around? Many things, including mediation. But perhaps, most importantly, the
Chairman of the Woodruff Arts Center, for the first time, came to the table, sat across from and really listened to
the musicians. In the end, he made a commitment to the principle of equality of sacrifice. Management then

agreed to maintain a fixed complement and to grow the orchestra. Importantly, management and musicians
jointly agreed to work together to grow the orchestra’s endowment and to use that money to fund additional
musicians.
What’s the latest news from Atlanta? Relationship training is ongoing; the symphony is running surpluses;
musicians (who went 9 weeks without pay) received 22% of the surplus; and the $25 million goal for the ASO
Musicians’ Endowment Campaign was reached in record time, assuring that the orchestra would grow from 77 to
88 players at the end of the four-year collective bargaining agreement.
The Utah Symphony/Utah Opera is another good example of the parties turning a crisis into an opportunity.
The Company had been facing financial challenges since 2007, when musicians were forced to give huge givebacks. In 2015, there was fear that the negotiations would be extremely contentious, but there was also a real
desire on both sides to avoid it. Management and labor agreed to a program of FMCS relationship development
and collective bargaining training.
After completing the training and beginning to build back trust, the parties agreed to engage in a “hybrid”
bargaining process, not strictly interest-based, but with an understanding that there would be no “absolutes” or
“must-haves” which is the norm for traditional, positional bargaining. Notably, they also engaged in intense
preparation, spending more than year researching industry standards and exploring options. They established
clear ground rules and goals; mediators and lawyers were only at the table when necessary; and, perhaps most
importantly, the parties committed to a thorough discussion and understanding of each side’s viewpoint and a
sincere willingness to listen.
What was the result? The parties completed negotiations three months early, reaching an agreement they both
described as balanced and reflecting positive gains for both sides.
The Minnesota Orchestra has the unhappy distinction of weathering one of the longest and most contentious
labor disputes in the history of orchestral music. Musicians were locked out for sixteen months, and it would be
hard to identify a more toxic labor-management relationship. But, by all accounts, this sad chapter in the
orchestra’s history is well in the past. The parties achieved a new collective bargaining agreement twenty-one
(21) months in advance of the expiration of the existing agreement. The new CEO is viewed by musicians as a
partner, whose honesty and actions have inspired trust where previously there had been none. And, there is no
question that the orchestra’s remarkably successful trip to Cuba provided an important and necessary opportunity
for healing, bonding, and recovery from the institutional trauma they had all experienced.
The Chicago Symphony Orchestra is another success story in a climate of uneasy donors, management
upheavals, and relentless propaganda about the demise of classical music. According to all reports, the key
elements of the successful outcome of the last negotiations were: hiring a health care consultant to analyze
experience, costs, benefits, and administrative fees; tasking a CSO Members Committee to monitor health care
costs over a multiyear period, which was then able to demonstrate that new costs had not increased nearly as
much as management projected; a Music Director, Riccardo Muti, who was a vocal advocate for value and
integrity of CSO and who aggressively countered all the negative doom and gloom about classical music; and,
finally, the assistance of a Federal mediator.
You’ll forgive me if I quote from an article in ICSOM’s publication Senza Sordino about FMCS Commissioner
Javier Ramirez’s invaluable help. “He sensed how the small differences in each side’s proposals masked a deep
philosophical schism, not just between employer and employees, but in understanding this art form and how to
nurture and sustain it. This showed remarkable sensitivity and intelligence. As an example of our tax dollars at
work, we say “Bravo!”
Finally, the South Bend Symphony is a regional orchestra that achieved great success by changing its
bargaining model. The parties had engaged in traditional bargaining for many years, but after the 2008 economic
crisis, they concluded that a better approach was needed. They decided that as a non-profit, with multiple
stakeholders (musicians, boards, staff, patrons, maestro), they needed a more collaborative, interest-based
approach to bargaining. They wanted everyone to tell the story of the interest behind a position, to be open about
issues, interests, and options.
In the end, they worked with FMCS and decided to adopt a new, FMCS-pioneered approach to bargaining called
Affinity Economic Bargaining. The FMCS Affinity Model challenges conventional wisdom about distributive (zerosum) versus integrative (maximizing resources) negotiations. Using flip charts, post-it notes, and other visual

aids, this approach has everyone on their feet, identifying issues, clarifying interests, and constructing a Zone of
Possible Agreement (ZOPA). All parties to the negotiations, across generations, experiences, and backgrounds
become intensely engaged in this problem-solving approach.
The Affinity Approach once again produced magic! As has been the case across the country and in a wide
variety of industries, labor and management at the South Bend Symphony were able to reach an agreement on
the most difficult economic items in a matter of hours! I encourage you to go to www.fmcs.gov and search the
FMCS YouTube channel for an excellent video about these negotiations. Be sure to watch the look of
amazement on the faces of both sides at how quickly they had come to agreement!
A Good Labor-Management Relationship – the PORT in Any Storm
I hope you will agree that these “crises to opportunity” stories contain some common themes and best practices.
Is there more work to do? Absolutely! Just look at what happened on September 30, 2016, which has come to
be known as Black Friday.
The Pittsburgh Symphony Orchestra’s musicians began a 55-day strike over management demands for a 15%
pay cut and pension freeze. It took an outside financial consultant and two federal mediators to help the parties
reach an agreement which reduced the pay cut by half and restored base pay in the 5th year of the agreement.
In Philadelphia, musicians walked out for 48-hours causing the cancellation of the Symphony’s annual gala,
which was already underway! And, in Ft. Worth, musicians began a three and half month strike, refusing to
accept any further pay cuts after giving up 13.5% in the previous two rounds of bargaining. The final deal involved
no pay cuts and an agreement to establish labor-management committees and to jointly participate in training.
These setbacks and the success stories previously mentioned make the case that the problems facing labor and
management in all sectors of our economies, particularly in the world of symphonic music and opera, are
extremely challenging and will be for the foreseeable future.
What’s the solution? There is not one simple answer. But from the perspective of a former federal mediator and
agency head, I am convinced that improving your labor-management relationship is the starting point. And, what
is a good labor-management relationship? Think of it as a PORT in a storm, a safe harbor that allows you to
manage the inevitable crises you will confront. Your PORT is comprised of four (4) key elements: (1) a Problemsolving mindset; (2) Open communications; (3) Respect; and (4) Trust and Transparency.
This is where I encourage you to begin. And, if you need help, don’t hesitate to call on your government
mediation agencies for training and facilitation or utilize the services of a private facilitator. It is often hard to
make these kinds of fundamental changes without help.
Thank you for inviting me to participate in this important conference. And, thank you for the enormous
contribution each one of you makes to the beauty and moral compass of our societies.
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I would like to present the experience of two orchestras that underwent significant processes of change in their
management and the experience of a social project for young musicians in Brazil. The two orchestras I am
referring to are experiencing a process of empowering musicians and they prove that the applied changes make
possible the adaptation to a diverse society.
In different contexts, times and for different reasons, the National Symphony Orchestra and the Petrobrás
Symphony Orchestra revolutionized its administration. The first, by reformulating its status by setting up a major
transformation. The new document assures musicians decision-making power in the artistic and administrative
areas. In a short time they rescued the orchestra from ostracism, placing it in the cultural agenda, renewed their
audience and rescued their main mission: to promote Brazilian music.
In the second case, the musicians overturned the structure by driving away inefficient and corrupt people from the
management. The musicians themselves took the lead and today, structured as an association, they develop with
praise their activities. In addition to the traditional season, they develop very creative and accessible educational
projects, even having a series specifically aimed at parents with their babies. They adopted modern, bold and
irreverent advertising strategies and nowadays they are consolidated as a great orchestra with a very faithful and
constantly expanding audience.
But not everything is perfect. We are experiencing a dreadful politic/economic and social crisis in Brazil. The
political powers, together, orchestrate the collapse of labor rights and a moral crisis plagues the country.
As always, culture is the first to feel the damage and an orchestra is an easy target given its complexity and the
high costs of it. Some orchestras have already been extinguished. Others, in order not to follow the same path,
seek alternatives such as agreements to reduce wages or try to reorganize into another type of structure that
does not depend directly on public resources.
We are also responsible for the picture of deterioration in which we find ourselves. Our symphonic structures are
outdated, we need to review our meaning and responsibility. We must gain space for action in the management
and guarantee an effective participation in the decisions or we will not survive; this is already clear, and it is
gratifying to see this flag finally hovering among the musicians.
The audience also reacts, fulfilling a very important role in expressing concern for the preservation of a public
good and seeking to guarantee their right of access to culture. The narrowing of the relationship between an
orchestra and its audience fortifies the public value of an orchestra, expressed by a strong sense of belonging
and pride. It reveals a strong identification with an institution that is present in a community writing together its
history.
In our country today, civil society plays the very important and questionable role of filling the historical gap in the
lack of musical education in the school curriculum and of minimizing the effects of the social discrepancy. Many
social projects that use music as a tool to promote social inclusion have been transforming regions and giving
new meaning to the lives of underprivileged communities. Some of these projects, given the seriousness with
which they deal with music education, nowadays have high quality orchestras that present themselves directly to
the local community and dialogue with the crowd in a language previously unknown, with great receptivity.
A good example is the Instituto Baccarelli, founded in 1996 in the largest and most violent favela (slam) in São
Paulo, called Heliópolis, is a music school that serves thousands of children and has several musical groups,
including a large symphony orchestra. In presentations inside and outside the community, these groups hold
more than 100 presentations a year, reaching more than 50,000 people. Among the students, many are already
in the job market both inside and outside the country, but the social reach of this school goes well beyond the
professional insertion of musicians, as well noted by the journalist and music critic João Luiz Sampaio:

“a work tuned with the transformation the Brazilian musical scene is going through, reaching a broader perception
of classical music and the understanding that "making music" as an instrument of citizenship does not only mean
to offer a career path for young students. It means the opportunity to envision a musical life less ruled by isolation
and more attentive to dialogue with society.”
Like all art, music integrates the permanent process of mutation of a society, a process in which the
characteristics and peculiarities of a community, a region and a nation are sedimented at the same time as they
renew themselves. The identity of a nation thus constituted also has the fundamental property of strengthening its
sovereignty. When an orchestra fulfills this role, there is no doubt of its public value, its educational, cultural and
social contribution.
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Title: The public value of orchestras
My personal view on this topic is obvious. As a musician I strongly believe that orchestras have a very high value
for the public. How should it be any different? Musicians grow up practicing very hard to master an instrument.
Afterwards they spend most of their time with many other likeminded people making music in orchestras. And if
making and creating music is so important to us – it has to be important for everyone else, hasn't it?
I am sure everyone in this room, at this conference, agrees with me on this. And we have very good arguments to
substantiate our point of view. A lot of those arguments we will be be hearing on stage later on I suppose.
But maybe we should step aside for a moment in order to see the other side – to consider the other point of view.
And maybe we should ask ourself the following two questions:
1. Who? Who thinks we are valuable? Should't we look towards our audience in order to find out what they think
about us and our value for society? Instead of asking ourself that question? And what about those people who
pay our salary – who fund orchestras? If they value what we do, what we create – won't they continue to finance
orchestras?
2. When? This question is equally important. We believe that what we do is of great value to the public. But is this
value consistent? I don't think so. Our value to the public is undergoing massive changes. We have to ask
ourself: are we still up-to-date? Are orchestras still relevant?
Orchestras are – we are – one of many cultural offers. The people may choose to buy a ticket to listen to a
symphony. But they can also choose to go to the movies, to an art gallery or to see a play on stage – the list goes
on and on. Society is changing rapidly. Which means that in order to survive – orchestras will also have to
change. If we as musicians want to stay relevant we will have to start mirroring society.
One more example to underline the importance of music, the importance of orchestras in specific: In my country –
in Germany – it has shown, that music can play a very important role when talking about the integration of
refugees. Music is an international language – everyone understands music. Therefore we should use that
power.
I believe that a diverse society needs a wide range of cultural offerings – the two are different sides of the same
medal.
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Self-Governing Orchestras in the UK
In London, England, there are four symphony orchestras that operate a different business model to the normal
employment model seen in most other orchestras in the UK and throughout the world. The London Symphony,
London Philharmonic, Royal Philharmonic and Philharmonia orchestras are self-governing.
The self-governing orchestra is a company with limited liability and is a registered charity.
The orchestra is managed by a Board of Directors made up of the Orchestra Committee of the Board, usually
between seven and nine orchestra members, plus the Managing Director and up to five external directors. The
Chairman and Vice Chairman of the Board are always members of the orchestra. The members of the Orchestra
Committee of the Board are elected by their colleagues to serve for a set period of time.
A musician accepting a post in a self-governing orchestra has to purchase a share in the company and so
become a shareholder of the orchestra. As shareholders, the musicians are entitled to vote for their musician
colleagues to become members of the Board or to stand for election themselves.
Unlike their salaried colleagues in employed orchestras, the musicians in self-governing orchestras are paid as if
they were self-employed freelances and receive a fee each time they play, rather than a salary. The musicians
have to commit to a minimum agreed amount of work – usually between 60% and 80% - of the 500 to 600 work
sessions offered to them. Being in London, there is always a large pool of accomplished musicians to act as
deputies when core members of the orchestra are absent.
This system allows sufficient flexibility for members to be able to plan their performing lives in ways that enable
them to fulfil their creative potential while remaining members of the orchestra. A well-planned system that
permits members to select varying amounts of work, means the orchestras can attract the highest-quality
musicians in London, for whom orchestra membership would previously have meant abandoning chamber music
careers and other high-quality, artistically fulfilling endeavours. This system provides players with great flexibility
while controlling the cost to the organisation.
So, the artistic and financial policies of these orchestra are, at least in theory, controlled by the players and
executed by professional managers. The Board Committees of players hire and fire, consult on repertoire and
guest artists, and on the selection of the principal conductor. When the system is working well, say players and
managers, it works very well. When it is not working well, that is another story.
Ernest Fleischmann, who was famously executive director of the Los Angeles Philharmonic for three decades,
managed the LSO from 1959 to 1967, and the experience left him with negative feelings about orchestral selfgovernment. ''I had responsibility without authority,'' he said. ''I was employed by the players, but I had to manage
them. Managing an orchestra is a 16-hour-a-day, seven-day-a-week job. You can't do that and play an instrument
in a great orchestra. It's like asking a patient in the hospital to be the doctor.''
On the other hand, Sally Maitliss in her 1997 paper entitled Decision Making in British Symphony Orchestras,
writes: “The player directors in the London self-governing orchestra considered themselves responsible for the
major artistic and financial decisions the orchestra made, and did not take their positions lightly. However, most
were very open about their lack of understanding of accounting and other financial material discussed in board
and management committee meetings. They saw the managing director and external members as critical
decision makers in these matters.
The managing director was influential in a self-governed orchestra. Although “employed by the players,” which
was factually correct, the MD was not driven solely by their instructions. Being knowledgeable, he or she took
responsibility for decisions concerning conductors and repertoire, and for income-generating activities, including
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long-term strategic initiatives whilst maintaining a close working relationship with the orchestra chairman, whose
understanding of this side of the business was also considerable.”
In her 2001 thesis entitled Models of self-governance and workplace democracy: a comparison of select
orchestras in Germany, the US and UK, Erin Lehman identifies a number of "traps" or difficulties that must be
dealt with in order to attain a truly functional and sustainable level of self-governance including the need for
widespread trust and technical knowledge and the ability to handle internal power struggles and conduct peer
reviews.
In arguing the other side of the issue, the author discusses the advantages of self-governing systems including a
sense of "ownership" throughout the organisation (not just in the executive offices or the board room), less mental
stress for musicians, a sense of common purpose that "we are all on the same team, pulling in the same
direction”, everyone shares in the success or failure of the group, more participation in decision making and less
hierarchy and increased player job satisfaction.
There are some downsides for the musicians. If the members of the orchestra believe that a colleague’s playing
capability has declined that player can be removed from the orchestra, have their share refunded and be put out
on the street without the legal protections that an employed musician benefits from. Also, musicians normally
must retire at age 65 whether or not they wish to. There are exceptions to this. Maurice Murphy whose playing is
immortalized in the opening bars of the Star Wars theme tune, remained Principal Trumpet in the LSO until the
age of 73.
A former player Chairman of the LSO sums it up: “This process (of self-government), applied over many years
now, has given the individual members of the orchestra a sense of being part of creating their own future, a stake
in their own destiny. It means that the orchestra has an incredible ability to move with the exterior forces affecting
it, whilst still keeping its eye firmly on its artistic goals. It is flexible but never loses sight of its first principles,
quality and innovation in everything it does.”
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The first thing I heard from every orchestra executive that I spoke to while researching this topic is “this is a tough
business”. I do not think any stakeholders in our field would disagree with that statement. Boards have a
monumental onus of raising whatever money is needed to keep an organization successful after the earned
income is spent. Managers must find best business practices for their markets in an ever-increasingly competitive
environment for consumers’ arts and entertainment dollars. We musicians have the never-ending task of
perfecting our art in a more competitive and global artistic world. Looking at all these challenges is enough to
make me rethink why we are all doing this. But of course, there is an easy answer there. We all love this art form
and believe in the power of this music.
That shared goal of presenting powerful and inspiring experiences is the common thread that seems to tie
together successful orchestras at this moment. I think it is manifest most in successful organizations internally by
flexibility and good communications. At heart, we are all still local organizations with unique constituencies so I do
not think there is one magic lever that can be pulled to ensure success, but there are a lot of great ideas out there
and a lot of different tactics that are working. It is a matter of decisive, confident leaders finding just the right mix
and honesty from all parties about what is possible to find those unique solutions. I will look forward to hearing
from my colleagues in other countries and in other types of markets as to their most successful practices. What I
can offer is my perspective on larger orchestras in the United States.
The last several years have seen a number of historic orchestral labour disputes in the United States. Lockouts of
not just weeks but many, many months have tested musicians across the country. But looking at the orchestras
that have made it through to the other side reveals great hope. Atlanta, Detroit, and Minnesota are each in eras of
new growth and record support in their communities. What grew from those awful times were new pathways of
communication, often in new managers and executives who could look at the whole picture with a fresh
perspective and start to unravel old knots of contention. There is also renewed interest in substantial
collaborating from the musicians to work with those managers.
At the National Symphony we have direct experience with that trend right now. We are in a period of transition
both between Music Directors and also Executive Directors. While we had no complaints and were in fact quite
proud of our former Executive Director, Rita Shapiro, and our outgoing Music Director, Christoph Eschenbach, we
have taken the opportunity of exploring new relationships to break down just about every aspect of our
relationships and build up strengths. We have the added complication of forging ties not just within the NSO but
also between us and the Kennedy Center. Our Interim Executive Director, Elizabeth Warshawer, has been not
just a breath of fresh air but a tornado of ideas. The theme she has emphasized is “let’s get in the same room
and talk”. It’s amazing how well that has worked. Such a simple idea. Of course talking doesn’t accomplish much
if there is no action derived by it, so we have been very careful to clearly define what actionable items are and the
deadlines and goals surrounding each. It is not business as usual, but a never-ending series of fascinating
puzzles to solve, with each puzzle being a different project, opportunity, or area of governance. I think seeing the
rapidly-evolving world we all live in as a sea of opportunity is much more effective than seeing new things as a
never-ending series of road blocks.
The most interesting of these puzzles has been the balancing of artistic imperatives versus financial ones. That
seems to me to be the whole trick and the least quantifiable one, since finding the best mix is entirely dependent
on each individual organization’s market. It is also the area where there is the most room for disagreement even
between the orchestra members. In my orchestra, some of my colleagues would rather take leave without pay
than play some of our pops programs. Some of us quite like those same concerts. Our management maintains
that pops programming is not just a way to pay bills, but part of our mission. It is a constantly evolving
conversation and many differences are solved only lead to the next ones that crop up. But at least the

conversations are being had, and I see that across the country as most orchestras struggle to find this same
balance.
The biggest subcategory in this concept of art vs. entertainment, both in DC and across the country, is the
general concert experience. Everyone’s most valuable commodity is time. What will make our patrons’ time most
enthusiastically spent? No one contends that the music isn’t great. But better parking situations, nicer ushers,
better food or drinks before and after the concert, more ways to share the experience with the patrons’ social
circles, these are all important factors to how concertgoers look back on their experience and then decide to
come be with us again. The LA Phil is often cited as a leading example of creating a wonderful overall experience
with their beautiful Disney Hall.
The LA Philharmonic is also a leading example of one aspect of many successful organizations’ business
models, an outside revenue stream. For the Phil, the Hollywood bowl generates just a whole bunch of income,
which in turn subsidizes less lucrative programming. Other orchestras, like the Boston Symphony, have large
endowments that serve a similar purpose. Being less reliant on ticket sales and annual fund-raising is a huge
relief and allows for more flexibility and experimentation, which can then (ideally) lead to increases in ticket sales
and donations. A good spiral.
Which brings us back again to the underlying goal for all stakeholders, being able to share our art with as many
people as possible in the most transformative version that we can.
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Bamberg in Bavaria is a perfect jewel of a city in the very heart of Europe. A UNESCO World Heritage city, in its
1,000-year history Bamberg has produced stunning architecture, a Holy Roman Emperor, a Pope… and a worldclass orchestra. Admired for its characteristic deep, rich yet brilliant sound, the Bamberg Symphony thrills
audiences all over the world from the US to Japan, performing both the great classical repertoire and cuttingedge modern and contemporary music. Truly an extraordinary orchestra from an extraordinary city.
We should look back into the history to understand our structure: Founded in 1946, the orchestra is based in a
city of just 70.000 inhabitants, with nearly 10% of the population subscribing to our concerts. The orchestra has
roots in Prague, as the majority of the players who founded Bamberg Symphony in post-war Germany, had been
members of the German Philharmonic Orchestra in Prague, which used to perform in the German opera house
already during the times of Zemlinsky, George Szell, and Gustav Mahler! The legacy roots back to the 18th
century when Mozart’s Don Giovanni was premiered at the opera in Prague.
So – 230 years of history but nevertheless also a young orchestra. And in its 70 years, the Bamberg Symphony
has become not only the musical hub of the entire region but it has been one of Germany's most-travelled
orchestras, the first to tour abroad after the war, notching up over 7,000 concerts in more than 500 cities and over
60 countries worldwide, and is now cultural ambassador for Bavaria and all of Germany.
The orchestra had been run as a Registered Association for more than 50 years, until a change in the subsidies’
structure has given the chance also to change the structure of the organization. Since 2004, we work as a
Foundation of Public Law, created by a law issued by the Bavarian parliament, in which also the percentage of
public funding has been defined. Due to this law, the State Government of Bavaria is obliged to pay 80,5% of our
total subsidies, the city of Bamberg 12,3%, the regional government in Franconia 6,2% and the District 1%. Every
year, the State Government would announce an annual quota to increase the subsidies based on the general
inflation rate. All those public funding helps us to guarantee the salaries of the players – 109 musicians in
unlimited year-round contracts plus 10 persons in the management, and the concert season in Bamberg. We
need to find extra money for special projects, for international tours with deficits, and for our orchestral academy
which consists of 10 players in a 2 year-Stipendium.
The total annual budget is ca. 17M Euros, of which 75% are public funding.
This system is working very well – but it does so because there are some special details to guarantee the
success: the political situation, the budgetary freedom, and the legal structure.
First of all, the political situation. Bamberg is a quite wealthy city not in the center of Bavaria, and there is a
political will to sustain a certain amount of public and cultural life outside Munich. In our case, the ministry of
Culture has created a fund which supports the State Opera in Munich, the Wagner Festival in Bayreuth, and
Bamberg Symphony. Those three cultural lighthouses have been politically safe from any major budget cuts
during the last decades, and we hope this will continue.
Second, an important issue for us is that, despite of the public foundation structure, we are enjoying the liberty of
budgetary freedom within the frames of the annual financial plan. If I spend less money on salaries than
expected, e.g. because of some vacant positions within the orchestra, I’m allowed to use this money to invest in
projects, touring, marketing etc. – a very important way to cope with the budget in our case.
Third, the legal structure of the orchestra. The public donors – State, Regional, District and City Government –
are represented in the board of the Foundation – I report to them directly and they would permit the annual
budget. My official position as an Intendant – which I’d translate to Artistic and Executive Director – allows me to
take responsibility on both sides. I’m not only responsible for the artistic success of the orchestra, but also for the
budget, as Chairman of the Foundation. So: artistic and economic freedom within the limits of the organization.
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Apart from this freedom, we have created a series of institutional participation also for the orchestra. Everybody
here will know that you cannot run an orchestra while taking lonesome decisions without involving the players.
So, there are several groups within the orchestra whom I consult regularly: the 5-person orchestra committee
mainly for artistic reasons, the 6-person HR committee for any problems in Human Resources, the chamber
music committee for our chamber series, the educational committee for a lot of events that we would do regularly
within the community, and recently also a 15-person commission who helped me in our search for the new Music
Director.
I believe the trustful and open-minded participation of the players in those different fields of the management help
us to keep a common and creative discussion which is generally based upon everybody’s understanding to look
for the best solutions for the development of the orchestra.
Goals for the future are to maintain the international touring business which tends to be more and more
expensive, and to strengthen the brand identity of our orchestra in those international markets. However, this is a
wonderful job, and a great challenge which I’m enjoying year for year.
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I. Business Model
A. What is a business model?
i. Why do we exist?
ii. Who do we exist for?
iii. What is the core economic driver?
B. The orchestra is a business!
i. This isn’t bad (once got dissed from a musician yelling at me that I was treating this as a
business)
ii. While we’re not “for profit”, we still have investors, those who patronize us by attending our
performances, and donate to us to support our programming.
ii. While we all like to focus on the fact that we make beautiful symphonic music every day, the
truth of the matter is that we can play Beethoven all day long, it’s not until we connect that
music to an audience that we actually fulfill our mission.
II. So what does that mean? Three examples:
A. Washington Bach Consort
i. Motivated by economic disaster
II. Great art, poorly marketed
iii. Replicated materials to the product onstage (brochures, programs)
iv. Moved to high-profile venues (Kennedy Center, Music Center at Strathmore)
v. Generated patron and sponsor support; moved from at $400K / year with $40K deficits to
$1.1M with $50 surpluses
B. Orchestra Iowa
i. Motivated by natural disaster
ii. Changed name; became regional orchestra; Iowa City
iii. Restored theater, created Opus, School of Music
iv. Opera, Ballet
v. Moved from $1.1M/year with $50K deficit to $5M with $50K surpluses.
C. Jacksonville Symphony
I. Motivated by a cultural awakening
ii. Artistic excellence, community engagement, financial sustainability
iii. New programs (Sym60, Symphonic Night @ Movies, Community Concerts, Dailey’s Place)
iv. Vision 2020 Campaign
v. Entering my third year, but we’ve raised $25M in two years, have increased attendance from
160K to 220K in this time.
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III. Common Threads
A. Innovation – if newspapers think they exist to sell a printed paper, then they will go out of business quickly. If
they understand they are in the business of delivering content, and are adaptable to how they do that, then they
will succeed. I remind my Symphony that we are a cultural service organization. Music is the product but
engaging the community in symphonic music is the business. We can play a Beethoven symphony all day long,
but until we put an audience in front of that symphony, we have not fulfilled our mission. It’s all about the patrons,
and more importantly, the patron experience.
B. Education – This is key. Remember volunteer board members rarely comprehend what musicians really do or
how orchestra administrations really work. How many of us have heard board members look at salaries and
wonder why we’re paying that for a 20-hour work week. Administrators might come to the orchestra
from
other fields. They may not understand the nomenclature. It’s a performance, not a show, it’s a
rehearsal, not
practice. And Musicians often graduate with little knowledge of what it actually takes to keep the orchestra afloat.
I think of the orchestra as a cultural ecosystem with board, musicians and staff working to create synergy. When
everyone understands each other’s roles, knows where we’re going and takes ownership of that success, good
things happen. Transparency and openness is key. I always include musicians on all board committees, and
include three opportunities each year where board, musicians and staff can come together.
C. Motivation – No one wants to fund a sinking ship. I’ve never sought funds under the guise that failure to donate
would result in the loss of the symphony. And that includes in 2008 when a natural disaster came very close
putting us out of business. Instead, I like to remind everyone that we’re vital to our communities. The impact we
have on the quality of life, our economic impact, our engagement in the community with educational and cultural
partners is boundless. If we focus on exciting, important and impactful music; if we focus on not whether our
Beethoven 5 is better than this other orchestra’s Beethoven 5, but instead, really focus on what our communities
need from us; if we focus on proving to our constituencies that we are good stewards of their investments; we will
be successful.
IV. Closing
I wish I could tell you all that there is a silver bullet, magic potion, or secret ingredient that I can pass along to you
that will make your organization’s successful.
The truth is, the key to a successful organization is a combination of many things.
We must be adaptable. We must deliver exciting, important and impactful art. We must be excellent cultural
citizens. We must be financially prudent. We must be patron focused.
We must work together. Board, Musicians, Staff, to create a cultural ecosystem that will thrive.

2

4th INTERNATIONAL ORCHESTRA CONFERENCE, MONTREAL, 11-14 MAY 2017
Panel 3 – Mark Bruwell

Digital Technology and Australian Orchestras
Slide 1 (Intro)
My name is Mark Bruwel, I’m an oboist with the Opera Australia Orchestra, and I’m delighted to be here as one of
five musicians from Australia representing the Symphony Orchestra Musicians Association, or SOMA.
Slide 2 (Map)
This slide shows you all the full time orchestras in Australia and New Zealand and where we are all based. We
currently have about 550 members of SOMA.
There are vast distances between the capital cities of Australia so the explosion of digital technology and social
media has provided great opportunities for orchestras to broaden their audiences both in providing music and
music education.
10 years ago print media was a dominant force in Australian society. It was also one of the main platforms for
Orchestras to publicise themselves via news articles, features or advertising.
But the advent of social media and new broadcasting platforms has seen a rapid decline in print media’s
dominance. Smaller editorial teams and fewer full time arts writers have rendered print media as a source of
publicity for orchestras almost obsolete.
Orchestras are notoriously conservative beasts so I think it is quite remarkable how quickly and extensively
Australian orchestras have adapted. The odd financial crisis is also a great mother of invention!
Slide 3 (Table)
This slide shows the variety and extent of use of social media and digital technology. Webpages, Facebook,
Twitter, Instagram are now all standard.
Backstage also sees extensive use of programmes such as ArtsVision and Opas for orchestral planning and
resource management, and Tessitura for customer service and ticketing.
Interestingly 14 million Australians use Facebook, only 2.5 million use Twitter.
Here are some examples of Australian orchestras use of Webpages, Facebook and Twitter.
Slides 4 (Examples of Webpages, Facebook and Twitter)
The rise of social media has also seen the demise of the 24 hour news cycle, replaced by a voracious appetite for
constant news. Blogging has led some Orchestras to start creating their own news to feed this monster.
The Adelaide Symphony’s blog provides vital content for its Facebook page and Twitter feed. The Sydney
Symphony’s ‘Backstage News’ provides very useful value adding to its audience’s concert experience.
This is of course is not the only Digital technology being used.
Video Conferencing, Virtual Reality and Projections are three I will highlight today.
Slide 5 (Opera Australia Orchestra)
Many Orchestral musicians teach, it supplements our incomes but most importantly it passes our craft onto the
next generation. We teach at home or perhaps a local school or Conservatorium. With Video Conferencing we
can go anywhere in the country.
This is a student I gave 3 lessons to in regional New South Wales before she joined 40 other regional students in
Sydney for a 3 day Orchestra camp and concert at the Sydney Opera House. An amazing experience for us all.

1

Slide 6 and 7 (Australian Chamber Orchestra)
This is taking video conferencing to the next level – virtual reality. The Australian Chamber Orchestra’s ‘ACO
Virtual’ programme allows students to play with the Orchestra while being in a different city.
Slide 8 (Adelaide Symphony Orchestra)
Amazing isn’t it. Adelaide Symphony’s Director of Marketing and Development writes…
‘We wanted to explore how the universality of the art form could be translated into a new medium. So we
embarked on a pilot project with Jumpgate VR to see what could happen.
Over a very short time frame, just a few months, we did a pilot project which was filmed on 6 May 2015 during
the Classics Unwrapped 1 concert.
The filming was easy – they set up a dinner plate with about 20 go pro cameras and took an audio feed that was
set up for the broadcast. When we saw the footage translated into VR, we were all literally blown away – as were
the player group.
As we wanted to share the project with as many people as possible, and get their reaction, we worked with our
Principal Partner Santos to have an activation in the foyer of their building in June – approximately 100 people a
day came through.
Then in October some of the content was part of a specially curated VR series at the Adelaide Film Festival.
Then, in 2016, we translated the footage into a Youtube 360 degree clip.’
Adelaide Symphony is still exploring how to take this technology from being a gimmick to producing meaning for
their audiences. More on this in the upcoming section on Opportunities and Challenges.
Let’s have a look at a couple of Projection examples.
Slide 9 and 10 (Orchestra Victoria)
This project was done in 2009 and was one of the first of its kind. Orchestra Victoria performed in a regional town,
Bendigo, and transmitted it live by satellite to another regional town, Shepparton, and also to a live site in the
middle of the city of Melbourne. Some 5000 people attended in Bendigo.
Slide 11 (Sydney Symphony Orchestra)
In 2015 the Sydney Symphony Orchestra collaborated with the Vienna Tourist Board to present ‘Visions of
Vienna’ – a concert inside the Sydney Opera House that was projected live onto the sails of the Opera House. It
was also broadcast live on YouTube. To date it has had some 30k views.
It also cost $300k to stage – which brings me to the last part of this presentation,
Opportunities and Challenges.
I took on this presentation because I realized I knew really very little about where our Orchestras and their
audiences are at with Digital technology and Social Media.
I am amazed at where things are at and genuinely excited by where it is all going.
Slide 12 (Adelaide Symphony Orchestra)
So, is this a gimmick or will we be able to provide deeper engagement and enrichment by using it long term.
The cost, reliability and, interestingly, constant advances in Digital technology make planning, budgeting and
delivering performances quite a process - not something to be undertaken lightly. Increasingly Orchestras are
having to employ someone to run the Social Media side of things.
Our art form is under pressure from Government belt tightening and a gradual reduction in Music Education,
particularly in schools. To help address this, as performers, I believe we can no longer see out jobs as just
playing our instruments. Educating our society and passing our craft onto the next generation is vital. Digital
technology provides a major opportunity to do this.
Lastly, audiences increasingly want an event and a stronger connection with performers. Hardware such as
Virtual Reality and Projection technology can provide the event, social media the connection.
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We have to engage with Digital technology and by doing so I am convinced this will make music making a richer
experience for both performers and our audience – and secure our future.
Thank you for the opportunity to present to you.
I look forward to the panel discussion and talking with you further.
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Je vais m’adresser à vous dans les deux langues officielles de mon pays. Je suis honorée d’être parmi vous
aujourd’hui, ça me touche d’avoir été invitée par les musiciens pour discuter avec vous.
Before answering the question at hand, it is important to have a good look at the elephant in the room, and that is
governance, good governance. It is also important to understand the prerequisite questions of transparency, ethics,
accountability and responsibility.
Let us first define Governance as it pertains to not-for-profit organisations such as orchestras. The issue of
governance has been front row centre of all those concerned, around the world, for the last 15 years or so. It found
its source in the Enron scandal and collapse. It’s the story of how a darling of Wall street1 went from America’s
most innovative company in 1995 to complete demise and even prosecution of its executives in 2002. It forced
countries starting with the United States2 to adopt new regulations in the fields of accountability (and accounting),
ethics, transparency and ultimate responsibility of Board members. Governance crises happen on our Boards
often… I’ve been through it once or twice and I’m sure it has happened to you also… otherwise we wouldn’t be
discussing this topic this morning.
Les quatre mots-clés donc : imputabilité, éthique, transparence et responsabilité.
Personnellement, je pense que les musiciens ne devraient pas être membres des conseils d’administration. Voici
pourquoi.
Si en tant que musicien, vous siégez ou voulez siéger au conseil d’administration de votre orchestre, vous devez
savoir clairement sur qui repose l’imputabilité des décisions qui sont ou ne sont pas prises et des gestes qui sont
posés Un membre de conseil est personnellement imputable de la santé financière et du bien-être de l’Orchestre,
c’est-à-dire son personnel, ses musiciens, et il est aussi imputable envers le public, les abonnés, les donateurs et
les paliers de gouvernements subventionneurs.
Pour ce qui est de l’éthique, chaque Conseil d’administration doit avoir une politique sur l’éthique que chaque
membre doit signer. Cette politique couvre la confidentialité des dossiers et des délibérations.
La transparence est une condition sine qua non à l’établissement d’une relation de confiance entre les membres
du conseil ainsi qu’avec les diverses parties prenantes y compris la communauté.
Responsibility is the overarching engagement of Board members. I am not familiar with all the laws, as in Canada
for example, there are 14 jurisdictions and at least 11 laws covering not-for-profit organisations. But be it clear that
Board members are personally responsible should things go wrong. Which is why Boards pay some fairly hefty
amounts for a liability insurance.
En résumé, le mandat d’un conseil d’administration en 2017 ne se limite plus à la défense des actionnaires et des
[administrateurs]…, encore moins à la simple vérification des colonnes de chiffres et des calculs. [Le conseil
d’administration] doit aussi être « le gardien de la réputation » de l’entreprise… il doit agir comme fiduciaire des
relations avec « les parties prenantes » [que sont les employés, les musiciens, les donateurs, les abonnés et les
subventionneurs Pour ce faire, les administrateurs doivent…avoir l’indépendance nécessaire pour porter un
jugement objectif sur la direction et ses opérations.3
Enron Scandal: The Fall of a Wall Street Darling. 2016. http://www.investopedia.com/updates/enron-scandal-summary/ page consulted
2017.04.30
1

2

Sarbanes-Oxley Act, 2002

La Presse, François Cardinal (2017). Les gardiens de la réputation de Bombardier dans http://plus.lapresse.ca/screens/d2bb557c-d3c0478e-8c62-b7a41247e1f0%7C_0.html page consultée le 11 mai 2017
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Ce qui nous amène à l’épineuse question de la représentation des employés, ou des musiciens, sur les conseils
d’administration. C’est un débat de gouvernance qui ne cesse de s’inviter dans les discussions comme en fait foi
la rencontre de ce matin. On doit donc parler ici de l’indépendance des administrateurs. La loi Canadienne stipule
qu’un membre [de conseil d’administration] se qualifie comme [indépendant] s’il n’a pas, de manière directe ou
indirecte, de relations ou d’intérêts, par exemple de nature financière, commerciale, professionnelle ou
philanthropique, susceptibles de nuire à la qualité de ses décisions eu égard aux intérêts de la société 4. C’est on
ne peut plus clair.
À la lumière de ces constats, les employés, c’est-à-dire les musiciens, sont des parties prenantes de l’entreprise
qu’est l’Orchestre, ils n’ont pas l’indépendance requise ou recommandée. Les musiciens pas plus que tout autre
employé ne peuvent être juge et partie. Et les musiciens ne peuvent pas être leur propre fiduciaire. Il y a des
syndicats pour ce bout de problématique.
Canadian standard-setting organisations5 have given strict advice as it pertains to good governance and having
employees on the Board. And a decision rendered by the Supreme Court of the State of Delaware 6 this past which
strictly defines the notion of independence of Board administrators, brings us to suggest that musicians should not
be members of the Board of their Orchestra.
All this being said, musicians should definitely be invited to Board meetings and should participate on Board
committees. And not just on artistic committees. I am not a musician but I know one thing, musicians can count, so
why not sit on the audit committee, they should sit on the strategic planning committee and even the governance
committee. I don’t believe in pigeon-holing people according to skills: you’re an accountant, you sit on a finance
committee, you’re a musician you sit on the artistic committee, I prefer working with the intelligence and the interests
of people, whatever the horizons may be.
Lastly, this whole question begs another one, as to why Boards hesitate to bring employees to the Board, in some
cases even the CEO. The answer to that is wide-open, but be it safe to say that people in situations of control (or
should I say on a power trip…) and who do not rightly know what goes on in the Orchestra on a daily basis because
it’s not their job, don’t like to have at the table, other people who know more than they do…
I’ll leave it at that.

Imagine Canada (2013). Programme de normes d'Imagine Canada, Exposé de position : Question concernant les employés qui siègent
aux conseils d'administration. http://sourceosbl.ca/sites/default/files/resources/files/programme-de-normes-employe-ca.pdf page consultée
le 2 mai 2017
4

Imagine Canada (2013). Programme de normes d'Imagine Canada, exposé de position : Question concernant les employés qui siègent
aux conseils d'administration.
5

Institut de la gouvernance des organismes privés et publics (2017). L’indépendance des administrateurs: la Cour suprême du Delaware
change la donne. https://igopp.org/lindependance-des-administrateurs-et-le-delaware/ page consultée le 10 mai 2017.
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FOURTH INTERNATIONAL CONFERENCE OF ORCHESTRAS
International Federation of Musicians – FIM – 2017
Presence of the UTM
The document I am going to read has been prepared by Mr. Luis Carlos Amador, member
of the Music Workers Union (UTM) and violist in the National Symphony Orchestra of
Costa Rica (OSN), and by myself, Jonatan Albuja, Secretary of the Directive Board of the
UTM.
It is important to mention that Luis Carlos Amador, who I am standing in for today, is the
OSN´s representative, and cannot be here because the Orchestra denied him permission.
Coincidentally, I am in Montreal since the 23rd of april on a Creation Residency, as
composer of La Bicicleta Theater Company, and due to this can be present today and
represent a small country of 5 million inhabitants and 51,000 square kilometers, located
in the center of our great American Continent, between Panama (to the south) and
Nicaragua (to the north), and between the Pacific and Atlantic Oceans.
We are a country proud of not having an army, investing instead in education and culture.
Introduction
The present report offers a historical context and describes the OSN´s work in the areas
of divulgation, education and programming in Costa Rica.
History
The National Symphony Orchestra (OSN) is a state Orchestra, founded in 1940; it then
belonged to the Ministry of Education.
In 1971 due to a re-organization it becomes part of the recently created Ministry of
Culture, Youth and Sports. Musicians are hired, salary conditions improve, and the
assigned budget, which until then had been minimum, also improves substantially.
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Part of the reorganization involves the creation of the National Symphony Orchestra´s
Juvenile Program in 1972, a music school that since then forms instrumentalists
beginning at the age of six.
Currently this program is known as the National Music Institute, teaching all the
instruments that conform a symphony orchestra. Besides, the students receive formation
in theory, solfeggio, history, harmony, counterpoint and chamber ensembles.
It also has a special program of teaching string instruments for children, and a program
of piano lessons for senior citizens.
Divulgation
Costa Rica´s OSN is the largest and oldest orchestra in the country; in its 76 years it´s
contribution to Costa Rica´s musical development is undeniable.
Throughout the decades, it has propitiated and set the bases for the divulgation of
orchestral music.
Year after year, it offers an Official Season (12 concerts), a Season of Didactic Concerts
(13), a programming of Cultural Extension (7), and a Special Season that offers opera, the
bi-annual contest of young soloists, the Symphonic Summer and finally the Christmas
Concerts.
This programming adds up to a total of 74 annual presentations, half of which are free.
The concerts of the “Official Season” take place in the National Theater, the country´s
main venue, that seats a little over 800 people. These concerts are open to the public that
pays admission.
Education
The educational component fomented by the OSN concentrates on the information
printed on the hand programs given during the Official Season, with the purpose of
illustrating and educating the public through descriptions and reviews of the soloists and
composers they will be hearing. Besides, in the Cultural Extension Concerts and the
Didactic Concerts (for schools), there are explanations regarding the particularities of an
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ensemble of this nature, and occasionally the presentation of compositions with didactic
content.
Programming
The programming is chosen by a Technical Committee, conformed by the OSN´s Chief
Conductor, the Concertmaster, and a representative of each instrument family of the
orchestra. The final decision is made by the Chief Conductor, and the opinions of the
other members of the committee are not binding.
Conclusion
The OSN´s labor of educating audiences and of divulgation can be measured in the impact
it demonstrates in the assistance to concerts, both in theaters and in the visits to
provinces.
It is evident that the Cultural Extension concerts have the greatest impact: these generate
interest in provincial audiences to continue listening to orchestral music. Paradoxically,
the concerts referred to as “Didactic” don´t generate the same response; the motivation
that could be generated by listening to a live symphony orchestra doesn´t manage to
dissipate the stereotypes regarding the world of orchestral music.
There are reasons to believe that to a large degree this is due to the chosen programming
and the lack of a more strategic and long-term coordination.
Finally, the democratization of access to orchestral music involves various dilemmas, and
it´s a challenge that the labor union is willing to face along with the musicians.
Montreal, may 2017
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4ta CONFERENCIA INTERNACIONAL DE ORQUESTAS
Federación Internacional de Músicos – FIM – 2017
Presencia de la UTM
El documento que voy a leer, ha sido preparado por el señor Luis Carlos Amador, miembro
de la Unión de Trabajadores de la Música (UTM) y violista de la Orquesta Sinfónica
Nacional de Costa Rica (OSN) y mi persona, Jonatan Albuja, secretario de la Junta
Directiva de la UTM.
Es importante mencionarles que quien estaría el día de hoy aquí, es el representante de la
OSN, quien no pudo venir ya que la Orquesta le denegó el permiso para asistir.
Casualmente, yo me encuentro en Montreal desde el pasado 23 de abril realizando una
Residencia de Creación, como compositor de la Compañía de teatro La Bicicleta y gracias
a ello, puedo hacerme presente y representar a un pequeño país de 5 millones de habitantes
y 51.000 km², ubicado en el centro de este nuestro gran Continente Americano entre
Panamá (al Sur) y Nicaragua (al Norte), bordeado por el mar Pací>co y el Atlántico.
Somos un país orgulloso de no poseer ejército y en vez de ello, invertimos en educación y
cultura.
Introducción
La presente ponencia, ofrece un acercamiento histórico y detalla la labor de la OSN en las
áreas de divulgación, educación y programación en Costa Rica.
Historia
La Orquesta Sinfónica Nacional (OSN) es una Orquesta estatal, fundada en el año 1940,
adscrita en ese entonces al Ministerio de Educación.
En el año 1971 se realiza una reorganización y pasa a ser parte del recién creado
Ministerio de Cultura, Juventud y Deportes, se contratan músicos, se mejoran las
condiciones salariales y el presupuesto asignado, que hasta en ese entonces era mínimo,
logra mejorar sustancialmente.
Parte de la reorganización, es también la creación en el año 1972 del Programa Juvenil de
la Orquesta Sinfónica Nacional, una escuela de música, que se encargará desde entonces de
formar instrumentistas a partir de los 6 años de edad.
Actualmente este programa es conocido como el Instituto Nacional de la Música, en el cual
se enseñan todos los instrumentos que conforman una orquesta sinfónica. Paralelamente los

estudiantes reciben formación en teoría, solfeo, historia, armonía, contrapunto y música de
cámara.
Cuenta además con un programa especial de enseñanza de las cuerdas dirigido a los niños y posee un
programa de enseñanza del piano para las personas de la tercera edad.
Divulgación
La OSN de Costa Rica es la orquesta más grande y de mayor tradición en el país, en sus 76
años es indudable su aporte al desarrollo musical costarricense.
A lo largo de las décadas, ha propiciado y ha sentado las bases en la divulgación de la
música para orquesta.
Año tras año, ofrece una Temporada O>cial (12 conciertos), una temporada de Conciertos
Didácticos (13) una programación de Extensión Cultural (7) y una Temporada Especial que
ofrece: Ópera, el concurso bianual de jóvenes solistas, el Verano Sinfónico y >nalmente
los Conciertos de Navidad.
Esta programación, suma un total de 74 presentaciones anuales de las cuales la mitad son
gratuitas.
Los conciertos dentro del Teatro Nacional, la principal sala del país que cuenta con un poco
más de 800 butacas, es la sede de la “Temporada O>cial”. Estos conciertos son abiertos al
público quienes pagan una entrada.
Educación
El componente educativo que fomenta la OSN está concentrado en la información que se
difunde en los programas de mano de la Temporada O>cial, los cuales pretenden ilustrar
y educar al público mediante las notas al programa y las reseñas de los solistas y
compositores que serán escuchados, además, en los conciertos de Extensión Cultural y en
los Conciertos Didácticos (escolares), se incluyen explicaciones que permiten conocer las
particularidades de un ensamble de esta naturaleza y ocasionalmente se incluyen obras con
contenido didáctico.
Programación
La programación la decide una Comisión Técnica, conformada por el Director Titular de la
OSN, el concertino, y un representante de cada familia de la orquesta. La decisión >nal la
toma el Director titular y las opiniones de los otros miembros de la comisión, no son
vinculantes.
Conclusión
La labor en educación de públicos y en divulgación que cumple la OSN, se puede medir en
el impacto que esta tiene en la asistencia a los conciertos tanto en teatros como en las
visitas que realiza a las provincias.

Se puede constatar que los conciertos de Extensión Cultural son los que tienen mayor
impacto, estos generan interés en el público de provincias por continuar escuchando
música de orquesta. Paradójicamente los conciertos llamados Didácticos no tiene la misma
repercusión, la motivación que podría generar escuchar una orquesta sinfónica en vivo no
logra disipar los estereotipos hacia el mundo de la música para orquesta.
Hay razones para creer que en gran medida se debe a la programación escogida y a la falta
de una coordinación más estratégica y pensada a largo plazo.
Finalmente, democratizar el acceso a la música para orquesta plantea varios dilemas y es un
reto que el sindicato está dispuesto a enfrentar junto a los músicos.
Montreal, mayo 2017

4th INTERNATIONAL ORCHESTRA CONFERENCE, MONTREAL, 11-14 MAY 2017
Panel 7 – Sergio Navatta

Aspectos prácticos de la divulgación y la educación.
En la actualidad, el abanico de actividades que desempeñan la mayoría de las orquestas es cada vez más
variada. Si bien los músicos entienden la necesidad de llegar a un público más amplio posible, para poder
mantener un buen equilibrio entre vida personal y profesional, conviene plantearse también hasta dónde llegan
sus obligaciones.
Participaron en este panel: Jonatan Albuja – UTM (Costa Rica), Sergio Navatta – Secretario General AUDEM
(Uruguay), Shinji Kagawa – Delegado MUJ (Japón) y Meredith Snow – Presidente, ICSOM (USA) Moderador
Robert Fraser – Presidente, OCSM (Canadá).
Sobre este punto los panelistas se refirieron, por una parte, a los programas didácticos de las orquestas y por
otro, a las políticas culturales de formación de públicos y de convocatoria a las salas de conciertos. En lo que
respecta a mi intervención, presenté una breve historia del quehacer sinfónico de nuestro país,
fundamentalmente sobre el proceso de la Orquesta Filarmónica de Montevideo, sin dejar de mencionar la
función educativa y de introducción a la música sinfónica que realiza la Banda Sinfónica de Montevideo, con
programas didácticos y con presentaciones en las escuelas.
Se presentó un corto video de dos minutos, mostrando una panorámica de la actividad de la OFM con sus
distintos programas, desde la música clásica a la música popular.
Luego plantea definir el objetivo en cuanto a las orquestas sinfónicas, si se busca la permanencia de las
conformaciones orquestales sinfónicas con música clásica, entendida ésta como música original sinfónica de
todos los tiempos, o también incursionar en otros géneros musicales con orquestaciones sinfónicas.
En este sentido, la OFM ha llevado adelante ambas cosas, fundamentalmente con nuestras raíces folklóricas,
hasta el rock nacional. Ha sido un proceso de acercamiento de la orquesta a un público no habitual a los
conciertos sinfónicos y especialmente a gente joven. Y esto ha dado resultado, lo cual es bastante lógico, pero
también se ha movilizado a miles de personas a conciertos al aire libre con música “clásica”, desde hace muchos
años.
Sabemos que el público joven busca la relación con el interprete, más que obras y compositores admirados y
estos programas populares logran captar la atención de jóvenes, pero la pregunta que se puso sobre la mesa
fue, si este acercamiento con programas de música no original para sinfónica, de géneros tradicionales y
populares, ayuda a que los jóvenes se incorporen a las salas de conciertos a escuchar música “clásica”.
En el video se observa conciertos fuera de las salas habituales y al aire libre en temporadas de verano, donde
en estos últimos se congregan miles de personas. Pero también, en estos conciertos no solo se ofrece música
“ligera” o “popular”, sino que dentro de un mismo programa se selecciona música sinfónica original, con raíces
folklóricas, con autores nacionales, de la región y del exterior también. Por ejemplo, este último verano, que son
las imágenes que se ven al aire libre sobre la costa de Montevideo, una de las obras más aplaudidas fue el
“Malambo” de Ginastera, (compositor argentino) , junto a otras obras que incluyen la “murga”, que pertenece a
nuestro carnaval, como también “La suite según Figari” de J. Lamarque Pons, que se trata de una suite sobre los
cuadros de unos de los pintores uruguayos más importantes cuya temática se basó en la tradición de la cultura
afro inserta en nuestro país, a manera de Cuadros de una exposición de Musorgsky.
Estos programas han popularizado a la Orquesta Sinfónica, se ha hecho conocer y han atraído a un público
numeroso que sigue y apoya a la Orquesta, lo cual ayuda a su permanencia, legitimando su existencia. Por otro
lado, no podemos dejar de mencionar, que la temporada de ópera se realiza a sala llena, algo que se encuentra
bastante arraigado en nuestro público.

Sobre este punto el moderador preguntó si no debería haber límites a la incursión en otros programas de índole
más popular. Y en esto también estuvimos de acuerdo, y así se viene realizando. Se debe regular, vía
reglamentación las diferentes temporadas y conciertos ordinarios y extraordinarios, con temporada principal de
música clásica, temporada de ópera, temporada de verano y conciertos extraordinarios, que son puntuales, con
programas de música popular.
Dos aspectos que se consideró relevantes en la exposición: a) Contenidos b) Difusión (“marketing”, imponer
“marca”).
La elección de los contenidos y de cómo se presentan resulta fundamental para atraer al público, pero no menor
es el proceso de producción y difusión, explicitándose la misión institucional que posicione una orquesta
sinfónica determinada como “marca”. Por último, son válidas diferentes formas de acercamiento al público,
manejando esto dos aspectos mencionados, pero siempre respetándose los derechos y obligaciones que les
corresponden a las partes, especialmente los derechos laborales y de propiedad intelectual de los músicos.
Conclusiones:
a.
Hace muchos años que las actividades educativas y los intentos de llegar a todo tipo de públicos forman
parte del día a día de las orquestas. A veces, se enfrentan también a expectativas de índole social. Si bien todas
estas tareas suelen tener motivos legítimos, no deberían interferir con la misión principal de la orquesta.
b.
Cualquier actividad que no conlleve directamente una actuación, debería estar sujeta a remuneración y
llevarse a cabo únicamente de manera voluntaria.

4th INTERNATIONAL ORCHESTRA CONFERENCE, MONTREAL, 11-14 MAY 2017
Panel 8 – Dan Gottfried

In most Israeli orchestras’ collective agreements, a specific clause regulating the income from broadcasts and
recordings (In recordings I include also video recordings) is included.
A distinction is made between noncommercial and commercial recordings, where the first type do not entitle the
orchestra musicians to additional remuneration while the second do.
Recordings made for archive use or for the orchestra's promotion are considered noncommercial.
Commercial broadcasts are considered those for which the orchestra management receives a payment and
commercial recordings are those which are used for market sale in any format.( CD’s or Electronic Sound or
video files, including paid for streaming services )
As to my experience from the Israeli scene, from time to time disputes arise on the question if a specific
broadcast or recording should be considered a commercial one or not. These have the potential of growing to
open war between the musicians and the management. An accepted practice to avoid these dispute is by
including in the Collective Agreement a clause according to which a specific yearly payment that is added to the
musicians’ salaries for allowing the management unlimited broadcasts and recordings of all types during
rehearsals and concerts for the year.
In the Israeli Radio Symphony Orchestra the practice is that as the main purpose of the orchestra is to serve the
purpose of free broadcasts to the public, there is no extra payment for broadcasts.
However if a CD is made for sale, the musicians are entitled either to a fixed amount of extra payment or to a
share of the gross proceeds.
In a situation where a recording was made originally for noncommercial use, such as for the orchestras’ own
archive, is turned later on into a commercial one, the musicians are to be notified and are remunerated in an
amount agreed upon according to the type of the commercial use.
Only a small number of world famous orchestras such as the Berlin Philharmonic Orchestra and the likes, are
able to offer a viable paid for service for those who are interested to watch and listen to their concerts on HD
format on TV screens or portable devices.
The thousands of other orchestras, May they be as good as they are, are not able to generate sufficient income
from such services.
Thus, musicians of most orchestras, are not able to receive any additional income where the orchestra is not able
to generate income and there is no money to share.
The general public around the world has a free access to YouTube, Spotify and the like and people are able to
listen and watch an unlimited and ever growing orchestral repertoire for free. Though the sound and visual
qualities of the materials might be low, it is evident that most ordinary people are happy to do with this as long as
no payment is involved.
Unfortunately, I am not able to see any change in this situation in the foreseeable future.
For the time being the main benefit that the orchestras – and hence the musicians - can generate from
broadcasts of their concerts, lies in the public relations field and mostly in enhancing the general public's interest
in concerts and fighting against the trend of decline in the interest in symphony orchestras and the aging of the
orchestras public.
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Recorded broadcasts and rights of musicians – panel contribution by Nanna Klingsholm, Danish
Musicians Union
One starting point is that Orchestra musicians are perceived differently
When speaking of musician’s rights in recorded broadcast, it is important to remember that orchestra musicians
to some extend are perceived and treated differently from freelancers – generally speaking. The main reason for
this is the fact that the orchestras in Denmark are publically funded and therefore the permanently employed
musician’s salary is paid by public funding – thus leaving an expectation that the results of their work, for instance
in the form of recordings, should be available on more accommodative terms than otherwise common in the
commercial market.
In addition, the current political desire to cut budgets of orchestras, makes it important to be cautious when we
put a price on the rights of orchestra musicians and enter agreements that restrict the employer in his use of
recordings.
This delicate situation should be dealt with carefully.
Recordings of orchestras have economic value
Having said that, we of course think that recordings and broadcasts of orchestras have economic value where all
parts should benefit economically. Therefore, we have to find the right balance in a number of areas – and they
may be different from one orchestra to another. I will mention some of the things that we in Danish Musicians
Union consider important.
No compromises on artistic and technical quality
One of the basic conditions, when talking about recorded broadcasts and its use, is that relevant representatives
of the orchestras must approve the artistic and technical quality of the concrete recordings. Unfortunately, we
have examples from the past about no quality control which tell their own story.
Assume the employer has the best interest of the orchestra in mind
Having artistic and technical quality secured, we listen – with an open mind - to the wishes and needs of the
employer. Otherwise we risk being accused of abusing musician’s rights - and furthermore we risk the demand
for the introduction of work for hire doctrine – which we have avoided so far. And by the way, seems to have been
avoided a few days ago in our neighboring country, Norway.
The wishes vary from the different orchestras – for instance The Royal Opera wishes to record and broadcast
from rehearsals and we ́re currently discussing the terms for doing so. Another example is from one of our
military orchestras – here the employer is The Royal Danish Family and they wished to put a march played by the
The Royal Queens Guard on The Royal Family homepage – the site has already more than 100.000 clicks per
month and it brings awareness to this military and royal orchestra.
Union must secure an even level in payments
Being a nation-wide union, we are obliged to see to that the level of salaries and the level of transfers of rights do
not differ too much from orchestra to orchestra. In the Danish Musicians Union, we always make sure that both
permanently and temporarily employed musicians are paid properly for recorded broadcasts.
But it does get harder to negotiate proper payment as the orchestras budgets are very tight – and we do need to
be more modest in our demands. Other times we just need to be creative.

For instance – in the example I mentioned earlier, with The Queens Guard, the musicians did not demand
payment as they found that the clicks on the homepage was worth more than the payment in question.
Remuneration from “last window out” is a win/win
Some of the interesting initiatives we have seen recently, include live transmissions of opera and ballet from The
Royal Danish Theater to cinema theaters out in the country. But also traditional radio- and tv- broadcasts are
ways to reach the public who were not able to be at the concert.
The Danish musician’s union is able to send remuneration back to the musicians without any economic
consequences for the orchestras. This is due to the fact that the orchestral management accepts a limited
transfer of the musicians rights, so that the musicians maintain the rights for remuneration, for instance, with
retransmission, start-over, catch-up etc. We regard this a win/win situation with the employers.
Sometimes musicians get remuneration paid by third parties – normally this is when an orchestra make a coproduction.
Published phonograms – those being published physically or electronically – h is another good source of
supplementary income for orchestral musicians. Also they are important for orchestras as “business cards”.
Individual or collective remuneration
In some of the Danish orchestras, the musicians let their remuneration flow into a fund administered by
themselves collectively. This has the
advantage of exempting the remuneration from income tax, and the funds are used for collective projects and
honorary legacies.
EBU
My final words concern the EBU agreement that FIM is a part of, which limit our musicians, particularly the radio
orchestras. Actually, I think we should help orchestra managements avoid giving away EBU broadcasts and
rebroadcasts to public broadcasters when dealing with radiobroadcasts. Free EBU broadcasts cannibalize on the
system of public performance of published phonograms under Rome art 12.
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The role of trade unions in safeguarding the future of the orchestra
New winds are blowing through the Netherlands, a country feted for its musical diversity and vigorous orchestral
sector. In the Dutch experience, orchestras have traveled a long and winding path: from an impressive number of
regional, municipal and national ‘players’ pre-millennium to drastic cutbacks and reorganizations since 2013.
Reframing has been the name of the game as stakeholders seek to find the ‘big fix’ for financial woes while taking
into account the needs of increasingly vulnerable orchestral musicians.
The paradigm of the orchestra as a source for lifelong employment faces fundamental challenges and these
changes have shown their impact on the collective bargaining narrative.
The Dutch experience reflects worldwide trends in orchestral employment:
•
•
•
•
•

Increase in irregular employment
Increase in number of self-employed/self-unemployed
Diminishing benefits under CBAs
Ongoing employment contracts decreasing, term contracts increasing
Marked increase in self-employed musicians vs. contracted musicians

A Downward Spiral?
Like workers elsewhere in ‘precarious sectors’, orchestral musicians are worried about their salaries, their job
futures. Interviews within the sector point to fears that bargaining and future CBAs are reactive to diminishing
economic resources, a scenario in which shrinking subsidies = diminished security.
Conceptually speaking, have orchestral musicians become a tradable commodity? As CBAs are whittled down
from solid 100% contracts to ‘something much less’ have we entered into a new era?
To refresh our memories, tradable commodities are goods that can be exchanged for other goods of the same
type. Economists evaluate tradables in terms of inputs, in non-musical sectors as a quantifiable part of a chain of
production. What are the reasons for trends that might conform to the demands of bureaucrats and policy-makers
while ignoring the signals from overworked musicians?
According to several Dutch managers, the last decade has brought about a reversion in terms of thinking about
musicians as ‘players’ who are not hard-working members of the work force, musicians as members of ‘the poor
artists club’ who after all, love their work to such an extent that they will work for free.1
Bolstered by expert reports2 observing that ‘there is no envisioned scarcity of musicians’ and more importantly,
‘low paid work’ has not had an impact on the growing number of musicians who compete for that work, orchestra
manager are pushing for ways to lower operating costs. This leads the sector down a slippery slope when both
practice and CBA proposals reflect changes in compensation, planning and other conditions of employment.
Short-term artistic planning and the fear of losing the support of municipal and in many cases national subsidies
not to speak of political good will has led to an impasse between the demands of unions and employees and the
‘so-called’ needs of managers to streamline their organizations and cut costs. While much has been made of the
significant role played by Works Councils, there are serious issues that need to be addressed in order to ensure
that the true worker participation is honored at the workplace.3

The Dutch artist-economist Hans Abbing’s Why are Artist’s Poor? (2002) provides details on this line of thinking along with provocative
arguments on the negative impact of state subsidies.
2 Naar nieuwe prestatiemodellen voor orkesten: Eindrapport over het orkesten-onderzoek voor het ministerie van OCW, Berenschot 2011
3 Royal Concertgebouw (RCO) is the notable exception with its special system of employee participation.
1

1

All to often, the perceived need for management to embrace efficiency principals irrespective of the needs of
employees has exacerbated tension since austerity plans came into effect post 2013.
The fact that 30% of the budget for orchestral funding in the Netherlands was cut in 2013 and subsidies are
shrinking adds increasing pressure to the bargaining process. Simply put, there is much less leeway for collective
bargaining to benefit the employees. When orchestras fight for their very survival and have to contend with 50%90% contracts for 100% work, it is well nigh impossible to successfully bargain for better work conditions, salary
increases, HRM initiatives, furloughs etc.,
A partial list of issues that Dutch orchestral musicians face:
• Increase in work load
• Deterioration in employment conditions
• Increased performance pressure
• Increased ‘flexibility’ in contracts on the employers’ side but not on the musicians’ side
• Less bargaining room as politicians rely on expert reports (Berenschot and others) and other professional
assessment reports for information on such essential issues as the importance of music, the necessity for
orchestras in urban and/or regional centers; comparisons to other sectors in the arts
• False comparisons to other countries (orchestral musicians accept lower compensation and less employment
benefits in the UK than in NL, this type of reasoning is often destructive for orchestras attempting to negotiate a
more employee-favorable contract.
• The lack of solidarity between orchestras: each orchestra seems to be fighting its own battle for
funding/recognition, little solidarity trickles down from ‘the top’
• The need to define the parameters of ‘self employment’ and ‘bogus self employment’ along the lines of recent
court rulings with the view to further protect the ‘freelance’ sector(see Case C-413/13 FNV Kunsten Informatie en
Media v. Staat der Nederlanden [2015]
• Political ‘loss of ground’ when state subsidies are transferred to municipal decision makers and subsidies,
how to find a message that will make the orchestra important to these new ‘stakeholders’
• The need to deal with political rhetoric: ‘why should we give state support to music when we do not have
enough funds for schools/social services etc.’
Post 2013-2014 mergers/reorganization facts and figures
Several orchestras have undergone cutbacks in employment for the full complement of players. As the examples
cited below highlight, musicians under contract are now receiving ‘partial contracts for full-time work’. The Dutch
Ballet Orchestra (Het Ballet Orkest) has witnessed another variation on the mergers/reorganization theme: a
combination of part-time contracts and personnel cuts. It is fair to note that maximum scope CBAs are losing out
to part-time contracts in the orchestral sector.
Examples:
Dutch orchestras with less than 100% contracts
Het Gelders Orkest (Arnhem Philharmonic)

60%

Philharmoniezuidnederland

70%

Orkest van het Oosten

70%

Het Ballet Orkest

70%

Rotterdam Philharmonic Orchestra (since 2016,
new contracted players)

90%

Metropole Orchestra

50%

Rotterdam Philharmonic Orchestra (RPhO): No cutbacks in terms of number of employees, no compulsory
part-time functions created. However, openings in the orchestral complement filled through auditions have set a
new trend: new players entering the orchestra are offered 90% contracts in place of the customary 100%
contracts offered in the past.
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The Hague Philharmonic (Residentie Orkest): 70% employment contracts as a result of state and municipal
subsidy cuts. A small reduction in the complement also took place as a result of cutbacks in recent years.
South Netherlands Philharmonic (Philharmoniezuidnederland) (PZN): After the dramatic culture cuts
announced in 2012, the Brabant Symphony and the Limburg Symphony orchestras lost their subsidies. The PZN
is an orchestra formed through a merger between the two ‘southern’ orchestras that netted job loss and a
decrease in the total complement. The orchestras travel between two ‘home’ cities: Eindhoven and Maastricht, 90
kilometers apart. The travel time for musicians in PZN is extremely taxing and time consuming, more research to
follow how cost-effective this merger has been!
Orkest van het Oosten: Pre-2013 100% contracts but following near-bankruptcy and loss of subsidies (national
and local) employment contracts are set at 70% for all musicians.
Arnhem Philharmonic Orchestra (HGO): 60% employment contracts for all musicians
NB: The two aforementioned orchestras (OvhO and HGO) are moving forward on a fusion to take place by 2018
with all the inherent risks of further reduction in terms of complement.
North Netherlands Orchestra (NNO): The complement works 100%. There have been no official cuts or
reorganization process, however an increase in the number of part-time jobs since 2015 has been observed.
Netherlands Philharmonic Orchestra (NedPhO): The complement works 100%, however there is an increase
in the number of part-time contracts offered in the past several years. Musicians complain of a marked increase
in work stress following the introduction of personal portfolios.
Dutch Ballet Orchestra (Het Ballet Orkest): A substantial reduction in the size of the work force. Musicians
remaining under contract are employed under 70% contracts.
SOM Dutch Broadcasting Corporation Musical Entities:
- Two orchestras, the Radio Chamber Philharmonic and the Radio Symphony Orchestra were disbanded as a
result of two rounds of cutbacks, 2006 and 2013 causing a significant reduction in the size of the work force. RKF
and RSO disbanded, a loss of two orchestras. 103 fulltime employees and 35 part-time employees lost their jobs
as a result of the 2013 reorganization/merger. Many employees were offered part-time contracts to replace their
100% contracts in an effort to 'save their jobs'.
- RFO: The Radio Philharmonic Orchestra, the sole post-reorganization Dutch radio orchestra consists of more
part-time contracted musicians than pre-reorganization as a result of cutbacks. At present, there is no reduction
in place with regard to pay-for-work as in Het Ballet Orkest, Orkest van het Oosten and Het Gelders Orkest.
Metropole Ochestra: The pop and jazz orchestra formerly funded by the Dutch Broadcasting Corporation, part of
the same musical constellation as RSO, RKF, RSO and the GOK has undergone a complete change becoming
an independent entity in 2012. All positions are now 50% (half-time) positions: orchestra members who had
employment contracts over and above 50% are contracted at the 50% level. The orchestra received a special
EUR 3 million ‘extra’ stimulating subsidy from the Minister of Education, Culture and Science taking the Council
for Culture’s advice into account.
The Royal Concertgebouw Orchestra (RCO): 100% employment contracts governed by a ‘special’ CBA.
Although a few members of the RCO work part-time under part-time contracts, these contracts have been
mutually agreed upon thus totally unrelated to forced part-time employment.
Light at the end of the tunnel?
FNV Media and Culture is working towards a fair and reasonable distribution of work and free time for orchestral
musicians. Another goal is to include all categories of orchestral musicians in CBAs granting wide contractual
protections for substitute players.
In its recent sector-wide CBA proposals the FNV encourages stakeholders with an emphasis on management to
reexamine the work load and the increase in contracted work hours in relation to pay.
1.
2.
3.
4.
5.

Solidify orchestral musicians’ earning power (income)
Guarantee adequate income security
Move forward on HRM initiatives to facilitate education/re-education
Encourage sustainable employability initiatives
Increase protection and benefits for the self-employed
3

6. Reinforce social dialogue
Sustainable employability
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.

Introduction of partial ‘retirement’ 80 work days-90 paid-100 pension formulas starting at age 57
Second career training and ongoing permanent education plan
Creation of a level playing field for substitute and contracted players
Introduction of fixed indemnity regulations (forfait): introduction of a basic fee for a minimum individual
practice period set at 30 minutes a day. Hourly ‘forfait’ hours: 2/3 collective activities such as
concerts/recordings/other performances and 1/3 fixed indemnity for preparation
Add one week for post-holiday preparation before the season starts
Personnel, planning procedures, compensation
No overzealous planning: Works Councils must be consulted long in advance for input and advice
concerning season planning; ‘overwork’ hours need to be assessed
Overtime needs stringent regulation
Transition compensation must be revisited
Leave room for individual musicians to pursue other endeavors

Recent FNV sector plan HRM initiatives have netted improvements with regard to retraining programs, job
mobility and the creation of a HRM infrastructure that answers specifically to the needs of musicians.
Just last week (21 April 2017) the Social and Economic Council (SER) the government’s principal advisory body
on policy issues and the Culture Council presented their white paper, The value of passion: strengthening the
labor market in the cultural and creative sectors to Jet Bussemaker, Minister of Education, Culture and Schience.
With its aim “to promote the sector, improve income security, promote education and strengthen the consultation
process between employers, trade unions and other stakeholders in the collective bargaining process,” the
initiative paves the way to palpable improvements within the sector as extra funding follows.
As Dutch orchestras face the future, the importance of concerted effort, intensified and open dialogue that
includes all stakeholders is more important than ever before.
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To answer the panel question, I would consider a simple question: why should a gifted musician today decide to
become an orchestral musician? After all, we know the effort that goes into becoming a professional musician,
how many hours over decades were spent training, not to mention the economic and moral investment we as well
as our families have undertaken.
Of course, getting a tenured position in a top orchestra ensures a fantastic musical experience, not to mention
financial stability and job security. With such advantages, one can understand why performers may aspire to join
a major symphony or opera orchestra.
On the other hand, there are clear disadvantages in being a professional orchestral musician today. Constantly
diminishing funding, limited career advancements and difficulties with the artistic direction regarding artistic issues
not tied to the work schedule brings dissatisfaction, and it is often the case that talented musicians decide to open
themselves up to new, less stressful musical experiences after a couple years working in an orchestra.
I believe a way to make the job of orchestral musician more attractive would be to aim for more cooperation
between musicians and artistic direction with regards to a few key issues. After all, quality of the product is the
only keyword that keeps musical institutions alive nowadays, which means a bad conductor, inadequate casts on
stage, or a faulty artistic programming have the power to jeopardize the future of an institution.
An example of this issue occurs in Italy, where it has recently become an all too common trend for opera houses
to invest in famous stage directors, while at the same time not hiring equally competent conductors and/or
singers, in an attempt to balance production expenses. It is a decision that progressively shifts the audience’s
focus from listening to viewing, which works well with today’s audiences, who are used to being fed images and
are less able to judge the overall quality of the musical performance. This, let me call it the cine television
approach, goes hand in hand with a decrease in the educational role that music institution should have toward
their current audiences and new generations, and is a major issue especially for public supported institutions.
More to the point, this approach can have a negative impact on the quality of the music, and therefore on the
reputation of the institutions.
I would propose that to counter this problem, unions should try to introduce deeper discussions on artistic matters
amongst the many other arguments discussed during the renewal of collective bargaining agreements, by giving
the workplace committees inside the orchestras a wider role in assessing artistic issues.
This would on the one hand reduce the feeling among musicians of total lack of control of their workplace, and on
the other give management access to a wealth of knowledge on the impact of higher-level decisions on the
quality of performance. Musicians are certainly aware of the impact of a poor artistic decision, as they live and
fight against these issues every day. After all, what would happen if we stopped using our expertise to save a bad
conductor and played exactly as we are conducted? Musicians deserve to have their experience in facing these
problems taken into consideration by management.
Another possibility would be to move towards implementing the typical musical approach of conductor-less
chamber groups even for large orchestras during the set-up of a new production, where requests from the
musicians themselves to stop a rehearsal in order to address a quality problem or to suggest an interpretative
idea would be accepted, and seen as normal.
Of course, there are key differences between these two types of ensemble, and this possibility would involve
many difficulties with the current production rates of symphony orchestras, but it could be a new frontier to give
back to musicians the missing role they deserve in making music together, in order to reach and maintain even
higher standards of excellence and consequently to continue attracting new generations of talented musicians.
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Sujet du panel 9 : « rôle du syndicat dans la sauvegarde de l’orchestre ».
Chers collègues,
Nous sommes tous ici persuadés que la justification de notre existence réside dans la beauté des sons que nous
produisons.
Pour nous musiciens, le seul critère de viabilité d’un orchestre, la meilleure protection contre toutes les menaces
devraient être son excellence artistique et donc le niveau artistique de ses musiciens. Pour parvenir à maintenir
ce niveau qualitatif, nos syndicats devraient donc s’attacher à gagner des conditions de rémunération et de
travail satisfaisantes afin que l’attractivité de l’orchestre lui permette d’avoir les meilleurs musiciens.
Un tel présupposé apparaît comme une évidence et pourtant il pourrait nous conduire à développer une sorte de
théorie darwinienne de la sélection naturelle orchestrale qui affirmerait que seules les meilleures formations
seraient vouées à survivre alors qu’à l’inverse les orchestres médiocres composés de musiciens médiocres
auraient vocation à disparaître.
Cette conception très élitiste m’évoque une blague que m’a contée il y a quelques jours Philippe Gautier le
nouveau secrétaire général du SNAM :
« Dieu avait le blues. Il se disait, j’ai vraiment tout raté… J’ai créé les inondations et les tremblements de terre,
les guerres, les épidémies, et même un jour je créerai Donald Trump… Il faudrait que je me rattrape.
Après plusieurs siècles de réflexion, il eut une idée de génie : Dieu créa le musicien d’orchestre. Un être qui par
son talent procure du plaisir, qui crée de la beauté, qui est au service des autres et qui travaille dans un esprit
collectif…
Alors voyant cela, le Diable fut saisi d’effroi… Il fallait rapidement trouver une parade devant cette création si
parfaite. Il fallait créer un être égoïste, sans talent, insupportable, médiocre et détestable. Il eût lui aussi une idée
de génie : il créa le COLLEGUE du musicien d’orchestre. »
Je pense en effet que nous sommes tous le « mauvais musicien » de quelqu’un. Il en est de même pour
l’appréciation que l’on porte sur les autres orchestres que le nôtre. Il se trouvera toujours un critique ou un expert
pour considérer qu’un orchestre n’a pas le niveau suffisant.
Et pourtant, est ce que l’Orchestre de l’Opéra de Rome, l’Orchestre National de Belgique, l’Orchestre de BadenBaden/Fribourg, est ce que les orchestres hollandais sinistrés étaient des mauvais orchestres, est-ce qu’ils
méritaient de disparaître ? Est-ce que les syndicats n’avaient pas fait assez pour avoir de meilleurs musiciens ?
Bien sûr que non. Nous voyons bien que présenter la problématique de la pérennité des orchestres sous l’angle
seulement esthétique nous conduit vers un piège mortel qui nous amènerait à nous jauger les uns les autres en
nous demandant qui sera le prochain sur la liste.
C’est un piège car à ma connaissance, jamais des raisons objectives artistiques n’ont été à l’origine des crises
qu’ont connues nos formations orchestrales. Nous le savons tous, lorsqu’on demande à des soi-disant experts de
poser un jugement qualitatif sur le travail d’un orchestre, c’est que précédemment des plans de réduction de
financements étaient déjà envisagés par des décideurs politiques ou économiques pour des raisons purement
comptables en dehors de toute considération musicale.
Selon ces gestionnaires purs, les orchestres permanents sont trop coûteux. Et donc, leur viabilité passe par une
diminution des subventions et une hausse de leur autofinancement.
Il y a là un vrai paradoxe car si on les écoutait, si on admettait l’idée que les orchestres coûtent trop cher, en tant
que responsables syndicaux soucieux de la pérennité de nos orchestres, nous devrions donc accepter une

réduction générale des effectifs, une charge de travail supérieure, des salaires bas, des normes de protection
juridiques minimales, le renoncement à nos droits de propriété intellectuelle…
Or beaucoup d’exemples nous montrent que ces sacrifices ne garantiraient absolument pas la survie de nos
orchestres en difficulté. En France, c’est globalement l’inverse que l’on observe. Ce sont majoritairement les
orchestres qui ont les pires conditions de travail, qui ont des conditions de rémunération et de travail les moins
favorables qui font l’objet de menaces de leurs financeurs. Non pas parce que ces mauvaises conditions font fuir
les bons musiciens, non pas parce que ces orchestres sont composés de musiciens médiocres, mais parce que
la détérioration progressive de leur activité et de leur statut social est la conséquence désastreuse du manque
d’intérêt des élus ou des financeurs pour leur développement. C’est l’abandon progressif de toute ambition
culturelle de ces élus ou de ces financeurs qui conduisent à une détérioration progressive, à la fois des résultats
artistiques et des conditions d’emploi des musiciens. Et c’est bien, plus que leur coût, cet abandon, cette
indifférence de plus en plus fréquente qui est à l’origine des crises que traversent certains orchestres.
Alors face à de telles situations, quel rôle peuvent jouer les organisations syndicales ?
Parce que nous sommes passionnés et parfois fiers de ce que nous faisons, nous sommes persuadés que la
seule évocation du nom de Mozart ou Beethoven comme un mantra ou une incantation va nous protéger des
mauvais coups.
Ce n’est plus vrai.
En France nous sommes de plus en plus souvent confrontés à des responsables qui considèrent que le maintien
de nos institutions est incompatible avec la crise budgétaire de ces dernières années.
Nous ne nous privons pas de leur rappeler que pendant la seconde guerre mondiale, alors que le pays était en
ruine, aucun orchestre symphonique n’a été supprimé.
La raison en est simple : c’est que les responsables politiques, les élites, les classes dirigeantes avaient un
attachement à la musique classique car elle représentait un élément identitaire de classe, un patrimoine commun
dans lequel ils se reconnaissaient et auxquels ils étaient attachés.
Aujourd’hui ces temps sont révolus. Nous venons de passer une période électorale en France. Aucun des
candidats n’a porté la question culturelle au cœur de son programme. Si l’on en croit même certains spécialistes
en communication, le seul fait de se prévaloir d’un goût pour les arts, ne serait pas favorable à l’image des
candidats. Au point que lors de cette campagne des présidentielles françaises, les prétendants ont
soigneusement évité de se montrer aux côtés d’artistes reconnus.
Il y a là une tendance des populistes à dénigrer les formes les plus abouties de nos activités artistiques qui est
extrêmement inquiétante. Mais pourtant, pour ceux qui prétendent parler en son nom, la voix du peuple peut
parfois réserver des surprises…
Je voudrais vous raconter une anecdote :
La Ville d’Avignon possède un orchestre dont le financement a été plusieurs fois remis en cause au point que
l’orchestre était menacé de disparition. À plusieurs reprises notre syndicat s’est mobilisé aux côtés des musiciens
pour éviter le pire. Nous avons organisé des concerts de soutien avec des musiciens des autres orchestres
français, nous avons fait pression sur les élus de la région et sur l’État et à chaque fois, en créant un rapport de
force, en faisant appel au public, nous avons pu sauver cet orchestre.
La Maire d’Avignon décida de commander un questionnaire-sondage adressé aux Avignonnais, soit 28 000
foyers questionnés par une boîte vocale par téléphone.
Ce sondage coûta 390 000 € pour la ville.
Sur les 13 questions posées, la question n° 10 concernait le coût de l’Opéra et de l’orchestre. C’était la seule
faisant apparaître un chiffre :
« la Ville consacre chaque année plus de 7 millions d’euros pour le fonctionnement de son opéra et de son
orchestre. Cette somme vous paraît-elle :
-

Nécessaire car l’Opéra et l’Orchestre participent au rayonnement de la ville.

Justifié, mais trop élevé, il serait plus judicieux de trouver une solution pour limiter le coût tout en
gardant un opéra de qualité.

-

Injustifié.

Malgré le caractère très orienté d’un questionnaire qui était destiné à trouver une caution démocratique à la
destruction de l’orchestre, seulement 10,5 % des personnes interrogées ont considéré que l’engagement de la
Ville était injustifié.
Les 2 premières réponses ont reçu à elles deux 76,5 % d’opinions favorables.
Pour cette élue, ces 76,5 % d’électeurs potentiels transformaient brusquement la survie de cet orchestre en
enjeu politique. À partir de ce moment-là, cette élue d’Avignon n’a plus jamais proféré de menaces à l’encontre
de l’Orchestre et on la voyait même régulièrement assister à ses concerts…
Oui nous pouvons organiser des mobilisations pour sauver des orchestres menacés. Le SNAM s’est trouvé
confronté au cours des dernières décennies à des situations dramatiques.
Nous nous sommes mobilisés lorsque le ministère de la Culture a remis en cause le modèle des orchestres
permanents en considérant que nous avions un fonctionnement archaïque.
C’est ainsi que le 21 mai 1995, 1 000 artistes, soit la moitié des musiciens des orchestres français s’est retrouvée
sur la même scène pour jouer ensemble dans un concert manifeste appelé le Concert des Mille.
Le 15 novembre 2004 ce fut aussi un Concert de soutien à l’Orchestre de Chambre National de Toulouse qui
permit de le sauver.
Le 16 octobre 2008, nous avons organisé un Concert de soutien pour l’Orchestre d’Avignon
Le 13 décembre 2010 nous avons organisé un Colloque à Metz en invitant les élus pour évoquer avec eux
l’avenir de l’orchestre de cette ville.
Et l’année dernière, seule une grève de plusieurs semaines aura permis de maintenir les 2 orchestres de Radio
France.
Ces interventions, ces actions ont permis de conserver la totalité des orchestres français au cours des 30
dernières années.
Il n’y a pas de recette miracle et nous ne sommes pas certains de pouvoir ainsi endiguer longtemps la
dégradation des politiques culturelles de nos gouvernants devant les nouveaux dirigeants qui ont été portés à la
tête de nos états. Mais de ces expériences, nous avons tiré quelques enseignements.
Devant ces menaces, que doivent faire les syndicats ?
En premier lieu convaincre les musiciens des orchestres de leur rôle et de leur capacité collective à prendre leur
destin en mains.
Dans le domaine artistique nous devons plaider pour
-

la diversité des répertoires proposés par l’orchestre

-

l’Intervention des musiciens dans le choix des chefs permanent et invités

-

Exercer un droit de regard sur la gestion

-

Être exigeant concernant la communication et l’image de l’orchestre en direction des publics

-

Maintenir un lien constant avec les financeurs, faire un travail de pédagogie et de lobbying avec les élus

Mais il faut aussi travailler la relation qui lie les orchestres, pas seulement aux décideurs mais à l’ensemble des
citoyens.
Au-delà de la défense esthétique des répertoires que nous portons, il nous faut davantage réfléchir à notre place
dans notre société, à notre apport en termes économiques, en termes de lien social (convaincre nos dirigeants
d’orienter nos activités vers des publics plus larges, mener des actions pédagogiques, avoir une politique tarifaire
permettant au plus grand nombre de ceux qui paient des impôts à bénéficier des prestations de LEUR orchestre).
Il faut tout faire pour installer nos orchestres dans la vie collective de nos cités. Créer un rapport affectif entre nos
orchestres et les citoyens qui, en payant des impôts, nous permettent d’exercer nos métiers.
Cette relation organique entre les structures orchestrales et les territoires où ils sont implantés nous permet
évidemment de prendre appui sur le soutien du public quand tout va bien, mais aussi, le cas échéant, de le

solliciter lorsque le devenir de l’orchestre sera en jeu. Ce lien se nourrit de plusieurs impératifs que nous devrions
défendre :
L’ancrage territorial : dans un objectif de démocratisation, nos orchestres doivent développer leurs
activités sur toute la diversité des territoires et des populations et ne pas se contenter des populations
bourgeoises des centres-villes.
La permanence de l’emploi : beaucoup de responsables financiers rêvent de voir une forme
d’ubérisation des orchestres avec le développement de contrats précaires. Or c’est bien la permanence qui nous
permet de travailler à la pérennité de nos missions
En résumé : ne pas rester dans notre petit cercle de mélomanes et d’artistes en pensant que la seule force de
notre musique fera perdurer nos institutions.
Travailler avec les autres organisations syndicales, les milieux associatifs, les organismes d’insertion des
personnes socialement défavorisées, les décideurs économiques et les élus pour les convaincre que les
orchestres représentent des outils de lien social, ayant lorsqu’ils existent, des effets directs économiques et
sociaux dans une cité ou une région.
Cette dimension citoyenne de l’orchestre et de la culture en général est un enjeu décisif
En France, en Hongrie, en Autriche, en Hollande, en Pologne mais aussi en Angleterre, aux USA, et dans
beaucoup d’autres pays du monde des forces politiques manipulant des vieux démons racistes et xénophobes
trouvent de plus en plus de soutien auprès des populations déboussolées par l’absence de perspective
d’amélioration de leur quotidien. L’indifférence de nombreux états devant le drame des migrants, l’élection de
Trump, la montée des mouvements populistes ou même néofascistes comme dans mon pays, doivent nous
interpeller.
On pourrait considérer que je m’éloigne du sujet. Je crois au contraire qu’on est au cœur du sujet de cette table
ronde.
Si on admet que nos activités ne produiront jamais de bénéfice financier, on ne peut espérer maintenir nos
orchestres vivants que si nous affirmons encore et toujours que la pérennité d'une culture exigeante - et non pas
élitiste – passe par la prise en compte de l’intérêt général plutôt que par des logiques comptables à courte vue.
Cela suppose de défendre une société basée sur la solidarité et l’existence d’un service public de la culture dont
nous avons rappelé qu’il rapportera finalement toujours plus à la collectivité qu’il ne coûte.
Parce que nous faisons appel à la sensibilité, parce que nos répertoires demandent une éducation de nos publics
dès le plus jeune âge, nous devons résolument combattre les visions inégalitaires que portent les forces
politiques rétrogrades qui souhaitent diminuer tous les budgets publics consacrés à l’éducation et la culture.
Parce que la musique et les arts ne peuvent se concevoir que dans une vision humaniste et émancipatrice, nous
ne pouvons rester indifférents aux dérives racistes et xénophobes.
Parce que nous sommes attachés à nos orchestres et que nous ne nous résignerons pas à les voir disparaître,
nos organisations syndicales doivent dépasser les seuls débats centrés sur nos nombrils symphoniques et
s’engager résolument pour éviter que ne se propagent encore davantage ces cancers idéologiques.
C’est la raison pour laquelle, le SNAM-CGT vous propose d’adopter dans le cadre des déclarations finales de
cette conférence, une résolution affirmant clairement notre volonté commune de nous opposer aux dérives
populistes et xénophobes qui caractérisent les orientations prises par un nombre croissant d’états et de partis
politiques à travers le monde, car elles représentent une menace mortelle sur nos valeurs de solidarité et
d’ouverture aux autres qui fondent la noblesse de nos métiers.
Je vous remercie.

