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O NEPEBOAAX TEKCTOB AAS TIEHUS
C PYCCKOTI O f13blIKA HA AHTAUNCKUA

Jleonapo Jlepman (p. 1949) — B mpomnuiom
CBOOOAHBIN KPUTHK HBIO-HOPKCKON MY3BIKaJIbHOMN
razetsl «The New Music Connoisseur» («3HaTOK
HOBOHM MY3BIKW»), 3aMECTHTENb pPEAaKkTopa Xyp-
Hana «Opera Today» («Omepa ceromnsy), 3aMe-
CTUTENb XopMeilicTtepa MeTponoauTeH-0nepsl,
OCHOBaresab EBpeicKOro My3bIKaJIBHOIO TeaTpa B
Bepnune u ¢punapmonudeckoro xopa B MeTporo-
nuteH. OH gBIAETCS aBTOPOM 223 My3BIKaIBHBIX
npousBeacHUH, BKiIodas 11 omep (4 U3 HUX OCHO-
BaHbl Ha TPOM3BEJIEHUSAX PYCCKON JUTEPaTyphl),
7 MIO3UKIIOB, 71 MHCTpyMEHTAJIbHOE COYMHEHHUE,
90 XOpOBBIX MPOU3BEACHUN U 255 pOMAHCOB IS
rojoca. 3aHUMAasACh MEPEeBOJAMHU, OH OCYIIECTBHII
64 mepeBoma ¢ QpaHITy3CKOTO, HEMEIKOTO, JIPEB-
HEEBPENHCKOT0, UINII M, B 0COOEHHOCTH, PyCCKOTO
(tTaxke 18 amanrarmuii). Crenenp OakajaBpa HC-
KyCCTB MM IIOJIy4eHa B [ apBapiCKOM yHHMBEpCH-
tere (1971), crenens maructpa (1975) u crenens
nokropa (1977) — B KoprenbckoMm (110 KOMITO3H-
LIMN), @ TAaK)KE CTENEeHb MarucTpa o OubInoTedHO-
My MacTepcTBy — B YHuBepcurere JIoHr Aiannga
(1995). Kpome Toro, JIeonapa Jiepman oOyuancs B
Queensborough Community College (Kuuc6opo
KOMBIOHUTH KOJUIEK) AMEpPHUKAHCKON KOHCEpBa-
topun ®onTenono, mapmkckoir Ecole Normale de
Musique (HopmanbHas mkoxa My3bIKn) 1 YHUBEP-
curete wrtara Uuaunansl. [Ipenonasan B Kopuenb-
CKOM YHHBEpCHUTETe, OMHIaip CTEHT KoJIemKe
(Empire State College) u Xubpy 10HBOH KOJUIE-
xe (Hebrew Union) npu College-Jewish Institute
of Religion (EBpeiicknii MHCTHTYT pelWruu) B
Heto-Mopke. Bpan ypoku KOMIO3MIMH y Diu
3urmaiicrepa u Jleonapna bepucraitna. C 1995
rojia 3aHMUMaeT MOCT IIaBHOro OudnoTekaps [ly-
Oonnunon oubnuoreku Oyster Bay-East Norwich
(wrrar Hero-Hopk); ¢ 2014 rona — My3bIKaIbHbIil
JUPEKTOP U KOMIIO3UTOP-pe3uAcHT JIroTepaHCckoil
uepksu Xpucra B Poyszeiine (mrrar Heio-Fopk),
a Tak)Ke MY3BIKAIBHBIN AUPEKTOP MPA3THECTB MIPU
MerpononuteH-cuHarore B MaHX3TTeHe.
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Jleonapn Jlepman ObIT caMBIM MIIAIITUM Je-
jJeratoM Ha MexIyHapOAHOM  MY3bIKaJIbHOM
koHrpecce B Mockse (1971) u cambIM cTapmum
neneratoM Ha MOCKOBCKOM MOJIOIEKHOM KOH-
rpecce (1985). Bmecte ¢ xeHoil, meBumeit Xe-
neH Bunbsamc, onn namm oxono 600 KoHIIEpTOB Ha
4 xoHTHHEHTax, 3amucanmu 6onee 1900 Bumeopo-
TMKOB Ha Youtube, KOTOpbIe MpocMOTpen Oolee
150000 monp3oBareneii. Ceifyac OHU TOTOBATCS K
BeicTymieHUI0 11 wrons 2016 roma B 3ame myses
«l'octunas Bmanucnasa [omyOGka» B MuHCKe C
KOHIIEPTHON IpOTrpamMMOM, BKJIIOYAIOUIEH COYH-
Henus bimicraitna, Meepomossi, 3urmaiictepa,
Hapromenkckoro, bop3osoit, Cronnmckoro, Cu-
HaKoBoM, PoBHepa, Mannmennbayma u Jlepmana,
a Takke 3anucu My3biku Jlepmana st GUPMBI
Parma Records ¢ Cankr-IleTepOyprckum rocymap-
CTBEHHBIM OPKECTPOM IIOJ yIpaBiieHHMeM Bruaau-
mupa Jlannge (uroab 2016 roga) (cm. caitt: http://
ljlehrman.artists-in-residence.com).

HenaBuo yuienmas u3 »ku3Hu math Jleonap-
na Jlepmana Owmumu P. Jlepmam (01.03.1923—
13.01.2015), ¢ xoTOpOil OH MHOTO COTPYAHHYAI
MO TIEPEeBOIYECKON paboTe, TOBOPHIIA HA PYyCCKOM
sI3bIKe Kak Ha poxHoM. OHa Obuia yaéusiM (B 1947
rojly Hammcajga Marucrepckyio padory o [lym-
KHHE B COBETCKOM KPpUTHUKE I10[] PYKOBOACTBOM
Pomana flkoGcona), mpemogaBareneM U MepeBo-
yuneid. Bo Bpemst Bropoii MupoBoil BOWHBI je-
nana nepeBonsl st Comomona Mwuxodica M ero
Opranu3anuu MOMOIIN PYCCKUM K€PTBAM BOWHBI
B HoBoit Aurmnu (1943). Ero mepeBenena kuura
Haransu bapanckoit «A Week Like Any Other
Week» («Henens, nogoOHas 1000 Apyroit Heme-
Jiey), onyOJiMKoBaHHas B )KypHalie «Massachusetts
Review» (ampens 1974), a Taxke kaura Jmutpust
Harumkuna «Folktales of the Amur» («Haponu-
HBIEC CKa3Ku AMYpay), OITyOJMKOBAaHHAS M3/1aTCIIb-
ctBoM Abrams (1980). [TyOnukyemas HUXKe CTaThs
HOCBSIICHA €€ ITaMsITH.

I-p Aumon Posnep
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WRITING (& PRODUCING) SINGING TRANSLATIONS,
FROM RUSSIAN TO ENGLISH

“Singing translations are essentially obsolete
today in the age of supertitles,” remarked Music
Professor Joel Mandelbaum, introducing a guest
lecture by Princeton Professor Caryl Emerson
Nov. 18, 2015. “But,” he went on, “it was a very
important art form, and what I discovered at the
dress rehearsal [of Dargomyzhsky’s Rusalka in
English] on Saturday [Nov. 14] is that it should
still be [considered] an important art form, because
hearing singers sing their emotions in a language
that I understand means more even than reading
it in some accurate way while they’re singing in a
language that I don’t understand.”

That, in essence, is why the writing of singing
translations to be sung in the native language of
the audience has been and still is something worth
striving for. Some of the most moving opera
performances I have seen had been translated for
the local audience: Madame Butterfly in English
(Indiana, Aug. 1975), La bohéme in French at the
Opéra Comique (Paris, Nov. 1971), Lohengrinas
in Lithuanian (Vilnius, Oct. 1971). And a few
companies like the 47-year-old Bronx Opera
consistently perform all operas in English, no
matter what their original language.

On the other hand, some works, like Fugene
Onegin do not translate well into English. I had
the pleasure of staging the beginning of Act II of
Boris Godunov at the 1971 Boris Goldovsky Opera
Workshop, in his English translation, and of then
debating with him how one could possibly translate
into English “f mo6mo Bac* which becomes “1 sto-
oo Te0s1” at the end of Lensky’s Act I aria sung to
Olga. “Very simple,” insisted Mr. G: “I adore you!”
followed by “I’m in love with you!” Yes, of course,
it scans the rhythm of the music perfectly, but the
meaning, the polite transforming into the familiar,
as in Pushkin’s poem “Ter u BbL"“ is completely
gone - lost.

The case for singing in the vernacular is
strengthened by the fact that most singers perform
better in their own native language. Mozart and
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Wolf-Ferrari knew this, and authorized versions
of their comic operas in both Italian and German.
Berlin Komische Oper productions of works
like Massenet’s Don Quichotte and Offenbach’s
Contes d’Hoffinann were tremendously effective in
German. The Berlin Staatsoper’s Katia Kabanovna
and Theater des Westens’ Mann von La Mancha
were, however, disasters: The former featured
Czech singers with such highly-accented German
they might as well have been singing in the original
Czech; and the latter employed a translation so
hideous in sound that all delicacy was destroyed,
with lines like “Why do you do the things you do?”
rendered as “Was er fuer solche sachen macht?”’!

Russian is particularly difficult for non-Russian
speakers, unused to the enormous differences
between stressed and unstressed vowels, and
dependent on transliterations which often do not
adequately indicate stresses within words. (Many
also make no distinction between m and »I or o
and oy.) The first recording of Stravinsky’s Mavra,
conducted by the non-Russian-speaking Robert
Craft, made a butchery of the score, with the
performers singing all the syllables nearly equally,
as if they were French rather than Russian. As Caryl
Emerson has put it: “most non-Russians who sing in
Russian haven’t a clue what they’re singing about,”
with “intonation and accent all weirdly misplaced.”
Of course if the translation is not good, it only makes
things worse. But ifitis good, “then the psyche of the
performer too is the beneficiary. Because translation
is not only words. It is emotional impact, trajectory,
rhythm, intelligent texture.” As an example, she
cites my mother’s and my translation of the Miller’s
opening aria in Dargomyzhsky’s Rusalka: “some
liberties in meaning, perhaps, but absolute fidelity
to the rhythm and emotion of this carefree demonic
spirit selling his daughter’s love for trinkets.”

My own interest in translation dates back to
1966, when a penpal of mine in Leningrad sent me
a recording of Eduard Kolmanovsky’s setting of
Yevgeni Yevtushenko’s poem, “XoTaT 1m pycckue
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BoitHbI?” This was a very meaningful song to me,
growing up during the Cold War, in a progressive
US family of Russian Jewish descent that wanted
so much to live in peace with Russia, where we had
so many friends and relatives. Columbia University
Forum published Mario Pei’s translation of it which
was very moving, but strayed far from the original
imagery: The emotional climax of the penultimate
stanza was particularly vitiated: “Ask of our
mothers, old and gray; Ask of my wife, who prays
each day...” No, no, no! This is a Soviet poem.
There’s no prayer in the original. More accurately:
“Ask of the women in our life. Ask of our mothers,
ask my wife!” The meeting of US and USSR troops
on the Elbe (the 40™ anniversary of which I later
joyfully participated in at Torgau in the GDR in
1985) was also eliminated by Pei, substituting some
irrelevant line about New York and Paris, asleep.
And most importantly, many of the rhythms of
Pei’s words did not fit the music, which perhaps he
did not know. The words “under” and “Russians”
cannot be stressed on the second syllable. So I felt
I had to write a singing translation, and managed
to get it published in my high school newspaper.
I don’t know if anyone ever sang it — songs of US-
USSR peace and friendship were not very popular
in the US in those days — but I had the pleasure of
presenting a copy of the publication to Yevtushenko
himself years later when I attended a lecture he
gave at Queens College, Oct. 13, 2004. He seemed
surprised, but gracious, and certainly not displeased.
My next adventure in the creation of singing
translation came in 1970. [ was a junior at Harvard,
wrestling with the desire to create something classic
of lasting value (as opposed to ephemeral pop),
in conflict with the anger displayed in the streets
everywhere, over the brutalities of race, class, and
war, and the indifference of most of the elite to the
sufferings of the powerless. Drawing on reading
I’d done for a class I’d taken as a freshman in
Russian Literature of the Soviet Period, I found my
answer in Vladimir Mayakovsky’s 11-part poem,
“JIro0mro, specifically the fourth section, “Moii
Yuupepcurer* (“My University”). In setting
the Russian text to music, I simultaneously wrote
an English text to go with it, varying the rhythm,
though not the contour, of the melody, occasionally
to accommodate extra syllables. “Ckionsiere uyn-
Ho. Hy m cxuonstiite!” does not really translate,
literally, into comprehensible English, which has no
declensions, so “declining” would not mean anything
(except rejection!) to an English-speaking listener. I
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substituted: “You study so well, you do. Well, so
go study!” adding an extra note for the penultimate
syllable in the first sentence, and syncopating the
penultimate syllable in the second sentence. “SI3bik
TpaMBaiickuii* became “songs of trolley cars”; puns
were made on “building stories” and “weathercock
fighters.” The setting was virtually complete, with a
few judicious cuts, like references to Dobroliubov
and Barbarossa. Half-rhymes became off-rhymes:
“I with my audience of only a building/Outside
all the towers see what tomorrow will bring.” And
the bitterness came through, especially toward
academics “worthlessly rattling like ivory copper”
as “they’d chatter on about each other....”

Designed to be performed in Russian or English,
it was performed in both languages, one after the
other, in two performances in quick succession: May
1, 1970 at Harvard’s Dunster House by baritone
Rip Keller and two days later at a Massachusetts
Federation of Music Clubs concert at Boston
University by bass-baritone Gregory Sandow (who
later became quite a well-known music critic), each
accompanied by the composer. Recordings of the
performances were broadcast over Harvard Radio
WHRB and, in March 1979, over Pacifica Radio
WBAI in New York. I sang the work myself, from
the piano, at a lecture in Sergey Slonimsky’s class at
the Leningrad Conservatoire in October 1971, and
again at the Moscow Youth Festival in August 1985.
In between, Viennese bass Walter Fink performed
it with me at a May 1982 concert sponsored by the
Gesellschaft fuer Musiktheater at the Hochschule
fuer Musik in Vienna.

The New York premiere came April 30, 1993 at
Lehman College, as part ofa Mayakovsky Centennial
celebration with star participants Yevgeny
Yevtushenko and Professor Patricia Thompson, who
revealed herself to be Mayakovsky’s and Lily Brik’s
daughter, born of their affair in Paris. The NY Times
characterized my music as “neat, spare, retiring in
tone, rigorously contrapuntal, removed from the
push and pull of tonal language,” noting that the
African American singer “Charles Samuel Brown
sang it pleasantly in both Russian and English. The
composer played the piano.” An orchestral version
of the work will be recorded in July 2016 by the
State Symphony Orchestra of St. Petersburg under
Vladimir Lande for Parma Recordings. A bass
soloist has not yet been designated.

In the summer of 1970 I studied German for the
first time and then translated and directed the US
premiere of Bertolt Brecht’s Days of the Commune,
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on the eve of the March 1971 centennial of the Paris
Commune. Massachusetts Review published my
translation, which led to many other translations
from the German, and also the magazine’s publishing
my mother’s Natalya Baranskaya translation.

In the spring of 1973 I took a Russian Music
course at Cornell taught jointly by the distinguished
musicologist William Austin (whom I’d actually
met in Leningrad in 1971) and the distinguished
Russian literature scholar George Gibian. I managed
to enlist them and two of their graduate assistants
in performing the first English singing translation
which 1 wrote of Musorgsky’s 1863 setting of
Act I of Gogol’s Kenumvoa (The Marriage, or
Getting Married). We did it in class, at Barnes
Hall, as readers’ theatre (books in hand) melodrama
— speaking the words over the piano, rather than
singing them. Gibian played the lead, Podkolyossin,
Austin his friend Kotchkaryov; Jerry Amaldev,
a student from India, was the servant Stepan; and
the matchmaker Fyokla Ivanovna was played by
none other than Laurel E. Fay (later famous for her
Shostakovich research and biography). The piece is
fairly dry recitative, a kind of warm-up for Boris
Godunov inspired by the secco style of Musorgsky’s
mentor, the composer Alexander Dargomyzhsky,
who actually played Kotchkaryov (and hand
copied out his whole part!) opposite Musorgsky’s
Podkolyossin at the work’s first reading. Whatever
monotony might have resulted in somnolence on the
part of the class of over 200 was abruptly dispelled
when Gibian purposefully smashed a small hand
mirror that splintered all over the stage, waking
everybody up!

Austin was so enthusiastic about the translation,
he put me in touch with Alexander Tcherepnine (Jan.
21, 1899-Sep. 29, 1977), one of three composers
who continued the setting of Gogol’s play, which
Musorgsky had given up on after the first act.
Tcherepnine met with me in New York the year he
died, and pleaded with me to translate his 1934-35
completion of the work which, he explained, was
in only 2 acts — he had condensed the Gogol, the
way Ippolitov-Ivanov had not — because he wanted
it to be only half his and half Musorgsky’s. | saw
a production of it in Oberhausen, West Germany
in 1983, in a German translation that Universal
published back in the 1930s (as Die Heirat), which
was quite entertaining. My mother wrote out a
literal English translation of Tcherepnine’s Act II.
I will complete the singing translation, when and if
a production in English transpires. Tcherepnine also
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gave me the score of his first opera in Russian, OI-
Ol, from 1930, based on a 1924-25 play by Leonid
Andreyev, which also looks interesting and worth
pursuing... .

In 1979, the Bel Canto Opera Company in New
York, which had the previous year produced the NY
City premiere of my first two operas based on stories
by Bernard Malamud, Idiots First (the completion of
a work begun but left unfinished by Marc Blitzstein
(1905-1964)) and Karla, commissioned me (and my
mother, who however declined credit) to translate the
first great Russian opera, Mikhail Glinka’s 2Ku3zns
3a yaps about a folk hero named Ivan Sussanin who
gave his “Life for the Tsar.” The process was fun, but
a bit of an obstacle course. No score of the original
was available: only the Soviet version, from which
all mention of the tsar had been removed and the
opera retitled /van Sussanin. (Instead the off-stage
entity being protected and sacrificed for became
Minin, a general.) Stravinsky loved this opera, in
which his father Feodor had sung the leading role,
but was horrified at the Bolshevik bowdlerization.
We decided, for our production, to put the tsar back
into the opera. But how, with no score? We found a
copy of the old libretto, as well as an edition (in the
old orthography) with lyrics and a piano reduction
—no vocal lines — and then proceeded to extrapolate
(guess, really) which lines of Russian text originally
belonged to which vocal lines in the Soviet edition.
I then wrote the translation of the pre-Soviet version
into the Soviet score.

Another problem was that the company was
so small and the opera so big: only 4 principals,
but choruses of both Russians and Poles, and a
duration of 4-5 hours. “How to differentiate the
two nationalities?” the director was asked by radio
interviewer Bob Sherman. “Well, the Poles have
more dignity,” she ventured. And although that
seemed sort of like trying to make a virtue out of
necessity, it worked pretty well. As for the length
problem, every possible cut was taken, and then
some more. In fact even the great tenor aria in the
last act had to be sacrificed. As consolation, the
tenor got to sing the piece on the radio, even if not
in the opera itself. In 2012, tenor Gregory Mercer
performed that aria in our English translation,
posted here: <https://youtu.be/z6k62gRmUF8§>.

The next collaboration my mother and I un-
dertook, again with the Bel Canto Opera in mind,
was the second (and best) opera by Russia’s second
great opera composer, Alexander Dargomyzhsky,
Rusalka), a work known to every student at Moscow
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Conservatory, but almost totally unknown in the
West, having been performed in the US in Russian
in only one production, with Feodor Chaliapin as
the Miller, in New York and San Francisco in 1922.
Based on Pushkin’s eponymous tragic scenes, the
libretto uses the two rhymed sections (both women’s
choruses: the guests teasing the Matchmaker at the
wedding and the mermaids at the Dniepr River)
and rhymes most of the rest of Pushkin’s unrhymed
blank verse, leaving a few sections unrhymed as
recitative. Finding rhymes that fit the music and
sounded natural was the greatest challenge. My
mother and I worked on it from 1984 to 1986, and
dedicated it to the memory of my father’s brother
Edgar H. Lehrman, a Russian literature scholar,
teacher, translator (of Gorchakov and Turgeniev),
annotator (of Tolstoy, Dostoyevsky and Chekhov),
and editor (of Vladimir Seduro’s The Byelorussian
Theater and Drama), who died of a brain tumor at
age 60, July 24, 1986.

We were hoping the Bel Canto Opera Company
would do our Rusalka, but they opted instead
for Emanuel Chabrier’s L Etoile, which they
commissioned me to translate and direct in 1988, and
folded not too long afterward. We then turned our
hopes to the aforementioned Bronx Opera Company.
But the only Russian opera they had ever performed
was Shebalin’s completion of Musorgsky’s Fair at
Sorochintsi, and they too proved more interested in
Chabrier, commissioning a translation from me of
his Incomplete Education in 2006.

A 1989 Naturist Opera Workshop at Domaine
de Belezy in Provence, France, included three
Mermaid Operas: excerpts from the Rusalkas of
both Dargomyzhsky and Dvorak, and the complete
Mermaid in Lock No. 7 by Elie Siegmeister and
Edward Mabley. The entirely nude Mermaids’
Chorus and Water Ballet proved a favorite that
would be repeated at subsequent workshops in
1990, 1992, 1994 and 1996. In 2012 Benjamin
Spierman performed the Miller’s opening aria
for the first time anywhere in English. After my
mother passed away during heart surgery Jan. 13%,
2015, a group of us decided it was time to perform
the work, in her memory, and on Nov. 22", we did.
The website we set up for the production at has
links to concert excerpts, introductions, a lecture,
reviews, the interview Zhanna Agalovka did with
us for Russia Channel One, and the entire opera, in
23 segments.

There were several challenges in producing
the work. We were blessed with five fine soloists,
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all of whom had sung leads with Bronx Opera,
and a devoted chorus of 16 who worked tirelessly.
Finding a singer for the role of the Princess proved
most difficult, as it was too low even for most
mezzos. Dargomyzhsky had cast her as an alto,
to contrast with the Miller’s Daughter, a soprano,
whom he named Natasha, who drowns and becomes
the Mermaid, Rusalka. The role of her confidante
is also strange: In Pushkin’s original she is Mawmka,
the Nurse, as in Onegin. But Dargomyzhsky needed
a soprano for the ensembles with the Princess, so he
made her younger and gave her the name Olga. But
the superstitions she voices definitely stem from the
character of the older Pushkin original!

As in the Bel Canto production of the Glinka,
another challenge was how to cut the 4-act work.
Valery Gergiev’s Maryinsky Theater production
honoring Dargomyzhsky’s bicentennial in 2014 ran
3 hours and 45 minutes. Russian videos condense it
down to 90 minutes total. We wanted something in
between. So we cut all the ballets (the circle dance,
the gypsies, the mermaids...) and much of the
choral and ensemble music as well. Rusalka’s final
vengeance aria was trimmed, as was the Princess’s
Act III aria, which she did however get to sing
complete at preview concerts the previous month.
The Prince’s Aria, uncut, proved to be a highlight of
the show. Modern sensibility seems to feel more for
his remorse than the women’s jealousy, grief, and
desire for revenge.

The biggest challenge of all was how to end the
opera. We weren’t using projections or lighting in
our concert version, so dissolving all in a vortex
or whirlpool of special effects was not an option.
Many hours were spent puzzling over the fact that
Pushkin had left the ending open, stopping after the
Prince’s questioning the Rusalochka: “Ortkyna Tbl,
MIPENEeCTHOE AUTA?»

Dargomyzhsky’s ending, enacting the scene
only predicted in the Pushkin, is still controversial
with some scholars arguing that the poet actually
meant for the Prince to return to the Princess,
the way Tatyana returns to her Prince at the end
of Onegin. One could have ended the piece as
Toscanini ended the first performance of Puccini’s
Turandot, without Alfano’s ending, saying: “And
here the composer laid down his pen.” And here
Pushkin laid down his pen! It reminded me of the
time when the Metropolitan Opera was reviving its
first production of Boris Godunov in Russian (I was
coaching & conducting the chorus) and Florence
Quivar cancelled as Marina. For days we were
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going around singing (to a tune from The Sound of
Music) “How do you solve the problem of Marina?”
Cancelling the Polish Act altogether and just doing
Musorgsky’s original version was even (half)
entertained. Eventually Mignon Dunn took the role
and saved the day, so the foreshortened option fell
out of consideration. And we really didn’t want to
foreshorten Rusalka either.

So we came up with something that I believe
has not been tried before. Rusalka mounted a
pedestal behind the chorus and sang out with a high
C on the final choral C major chord, then descended
downstage where mermaids fluffed blue and green
fabric simulating baroque theater-like waves. The
Prince reached out to embrace her, but she placed
kisses on her hands which she then placed on his
eyes as he sank below the waves. As their daughter,
Rusalochka, ran to her and embraced her, Rusalka
watched the demise of the man who had meant so
much to her, but betrayed her, and held tight to all
that remained of him. If you have time to watch only
one scene of this opera, watch this one, at <https://
youtu.be/zZRLEDS3WXM4>.

Marriage, A Life for the Tsar and Rusalka
are the three major classic Russian operas I have
translated. But other works of Russian literature
have also spurred my imagination. In 1975, my
Uncle Edgar showed me a play he had translated,
Ternovyi Kust, by David lakovlevich Aizman
(1869-1922) that he had discovered in the Slavic
Room at the New York Public Library, which he
thought would make a terrific opera. It would,
but was even more ambitious than Days of the
Commune and I was not ready, yet, for another
work that size. Of smaller scope was Aizman’s
novella, Yema Kpacosuyrxux (The Krasovitsky
Couple) which I thought I could handle. Like the
works of Aizman’s friend and admirer, Maxim
Gorky, it exposed the hypocrisy and callousness
of the rich toward the poor, reminding one of
Gorky’s paraphrase of Chekhov’s outlook:
“Look, people, how badly you live, and treat one
another.” It also dealt with an orphanage adoption
crisis, reminiscent of so many headlines then
concerning Vietnamese orphans. I decided to turn
the work into a libretto, and then an opera. My
uncle helped by providing numerous alternative
translations of numerous expressions in the text,
for me to draw on in developing the characters.
He also wrote the words of the final lullaby, sung
by the poor Ukrainian maid, as she comes to terms
with the little Jewish girl whose care is given
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her, having lost her own child to starvation. The
unnamed orphanage supervisor I gave the name of
Lyuba Borisovna, after my second cousin, Lyuba
Borisovna Glukhovskaya. I met her in Leningrad
when she was 12, who later became a music
teacher, married, and emigrated to Israel with
her husband, and I understand (from Facebook)
is now not only a mother but a grandmother, but
with whom I have unfortunately not been able
to re-establish direct communication. The work
was produced by the Ithaca Opera Association in
1976 and was one of the first operas broadcast on
cable TV in 1977. Videos of it were shown in the
U.S., Germany, Switzerland, and at the Union of
Composers during the Moscow Youth Festival in
1985. Translated into German, it was performed
complete in Berlin in May 1984. Excerpts have
also been translated into and performed in French
and in Russian. The website <tinyurl./LJL-Sima>
includes synopsis, production photos, and links to
videos of excerpts and the whole opera on video.

In 1977, 1 was inspired by a Carnegie Hall
performance by Galina Vishnevskaya to write her
a song cycle based on classic Russian poems by
Afanasy Fet, Ivan Krylov and Gavriil Derzhavin,
each with an image of a bird. I called it “Songs of
Birds” (Ilecnu nmuu) and presented it to her at a
reception at the Russian Tea Room. Though she
never sang it, a number of others have, mostly in
English, sometimes in Russian. The first piece can
be done with English horn, or clarinet, or piano. The
second with piano or a combination of instruments
(oboe, horn, viola, harpsichord + flute). The third
is a cappella. All three are to be recorded by Parma
in St. Petersburg in July. I sang the Krylov at the
1985 Moscow Youth Conference and on a number
of other occasions, including here: <https://youtu.
be/OHRNBM7e2A0>. The Derzhavin, a cappella,
is posted in two languages, here:<https://youtu.be/
gAukQAY-MMc> and < https://youtu.be/Wi8G3Ith_
UA>.

Another a cappella setting I wrote to a short
poem by Alexander Blok, “Benediction,” again in
Russian or in English, premiered at Cornell in 1977.
It too will be recorded in St. Petersburg in July,
along with settings I wrote of poems by Velemir
Khlebnikov (“S u Poccus™ for his 1986 centennial);
the contemporary American poet from Belarus,
Galina Leybovich (“Untitled” [2015]); and Pushkin
— posted here: <https://youtu.be/7MkOnKSkPgM>.
The Khlebnikov was first performed, in Russian,
at the “Majakowski Galerie” in West Berlin,
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Nov. 22, 1985. I shall never forget the lecture there
that evening, in Russian, by Prof. Yuri Alexeyew, on
the importance of learning Russian, for among other
reasons in order to study “the Marxist classics.”
(This to a German audience!)

Also to be mentioned, and I hope some day to
see performed in Russia, are the one-act operas
The Family Man, after Mikhail Sholokhov’s Ce-
Mmetinwiil yenosek, and two based on works of Anton
Chekhov: The Birthday of the Bank, based on
FO6unei and The Wooing based on Meoseow. The
Sholokhov opera was written for Ronald Edwards,
who performed it in New York in January 1984,
June 1985 and September 1999. The great tenor
George Shirley (the first African American tenor
to sing at the Metropolitan Opera) performed it
in Berlin (1985) in a German translation which
I learned later was faulty. Musicologist/critic/
translator Peter Zacher helped me write a new
German translation, which Ronald Edwards
premiered in Dresden (July 1996). Unfortunately
the recording of that performance was stolen (along
with 8 of 9 valises) in Leipzig shortly thereafter.
But the website <tinyurl.com/LJL-FamilyMan>
includes production photos and links to a complete
performance (in 4 segments) which was shown
complete at the Union of Composers during the
1985 Moscow Youth Festival, attended by Andrei
Eshpai, Sofia Gubaidulina, and others. Elie
Siegmeister called this piece my “best work,” as
it confronted and conquered the problem of setting
prose (addressed and mastered by Dargomyzhsky
and Musorgsky in the past) by incorporating 20
different Russian, Ukrainian and Cossack folk
melodies as contrapuntal background and subtext.

My first Chekhov opera, The Birthday of
the Bank, commissioned and workshopped by
the Lake George Opera Festival in 1988, was a
literal setting (again in the spirit of Dargomyzhsky
and Musorgsky) of Chekhov’s play fObuneu in
Russian. I then wrote an English translation of the
play, different from any of the dozen or so already
out there, to go with the music I had written
to Chekhov’s original text. This necessitated
numerous liberties, of course. My favorite
example has always been “4l Hu4ero He moHuMa”
which hardly scans or registers meaningfully as
“I understand nothing” or “I don’t understand
anything,” but resonates similarly to the original
Russian as “I simply can’t make head or tail of
it,” with just a small additional grace note for
the extra penultimate syllable. My favorite spot
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in the text is the quotation from Gremin’s Aria to
Onegin, which in some productions I’ve had the
whole chorus sing along to. Production history and
photos and links to a composite from a number of
performances given in 1998—1999 may be found at
<tinyurl.com/LJL-BirthdayOfBank>.

My second Chekhov opera, The Wooing, is
based on a libretto that I inherited, so to speak,
from my teacher Elie Siegmeister (1909—1991).
It was written for him by Abel Meeropol (1903—
1986), but their collaboration broke off when
Abel and his wife Anne adopted the orphaned
sons of Julius & Ethel Rosenberg, and harassment
by the FBI and American fascists ruptured their
relationships with many former friends. Elie tried
to reconcile with Abel years later, but by then his
collaborator on numerous songs (including “John
Reed”) and one opera (Darlin’ Corie) was too far
gone with Alzheimer’s. On his deathbed, though,
Elie said to me: “I don’t want to call you my
disciple, as I don’t believe in doctrine, but you’re
my ‘continuator,”” thus giving me a title for my
planned autobiography: The Continuator. “1 know
when I die,” he continued, “if I leave something
unfinished, you’ll finish it.” The Wooing, an
adaptation of Chekhov that takes place in New
England in 1910, based on Abel Meeropol’s very
first draft (of several) was completed, performed
and recorded in time for the 2003 celebration of
Abel’s centennial. The 2012 revival is posted on
YouTube. Links are best accessed here: <tinyurl.
com/LJL-TheWooing>.

I do hope the reader will enjoy watching
and listening to at least some of the examples to
which I have provided background here. Writing
and producing translations are part of what Boris
Goldovsky called “bringing opera to life.” Though
rarely the most lucrative part, they are often among
the most satisfying.

Lehrman’s late mother, Emily R. Lehrman
(Mar. 1, 1923 — Jan. 13, 2015), with whom he often
collaborated, was a native Russian speaker, scholar
(writing her 1947 Columbia M.A. thesis under
Roman Jakobson on Pushkin in Soviet Criticism),
teacher, and translator in her own right (for Solomon
Mikhoels for Russian War Relief throughout New
England in 1943; of Natalya Baranskaya’s A Week
Like Any Other Week, Massachusetts Review, 15:4,
1974; and of Dmitri Nagishkin’s Folktales of the
Amur, Abrams, 1980). This article is dedicated to
her memory.
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Eng. tr. by Mario Pei,

Columbia University Forum,v. 9 no. 1, Winter 1966,
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Opera; superseded by production(s) in German —

see  <http://www.opera.lt/en/performances/opera/
lohengrin>
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Writing (& Producing) Singing Translations,
from Russian to English

The author traces the origins of his interest in translating Russian literature into English, so that musical settings of
the original words can be sung in both languages, beginning in 1966 with Kolmanovsky’s 1961 setting of an anti-
war poem by Yevtushenko, moving through Lehrman’s own 1970 setting of a poem from 1922 by Mayakovsky,
and including operas by Musorgsky, Glinka and Dargomyzhsky in their first performances in English, along with
Lehrman’s own operas inspired by Aizman, Sholokhov and Chekhov, and his original settings of poems by Blok, Fet,
Krylov, Derzhavin, Khlebnikov, Pushkin, and Galina Leybovich.

Keywords: English translation, Russian opera, Musorgsky, Glinka, Dargomyzhsky, Chekhov, Sholokhov,
Yevtushenko, Mayakovsky, Kolmanovsky, Caryl Emerson, Joel Mandelbaum, Rusalka, William Austin, George
Gibian, Laurel E. Fay, Elie Siegmeister, Abel Meeropol, Julius & Ethel Rosenberg, John Reed

O nepeBoAax TEKCTOB AAS MeHUS
C PYCCKOTO $13blKa Ha QaHIAMHMCKMHA

ABTOp paccka3bpIBaeT O TOM, KaK y HETO BO3HHK MHTEPEC K MEPEBOIY PYCCKOH JTHTEpaTypbl Ha aHTIUHCKUHA S3BIK
JUIA TOTO, 9TOOBI BOKAJIbHAs MYy3bIKa, HANFICAHHAS Ha PYCCKHE TEKCTHI, MOIJIa OBITh MCIIONHEHA Ha 00OMX S3BIKax.
PaccmarpuBaemble aBTOPOM TEKCTHI M HAMCAHHAS HAa HUX MY3BIKa BKIIOYAIOT B c€0s aHTHBOCHHOE CTHXOTBOPEHHUE
E. EBrymenko, nmonoxenHoe Ha My3bIKy J. KomvanosckuMm B 1961 romy u nepeBenéHHOE Ha aHIIIMICKUNA aBTOPOM B
1966 rony; counnenne camoro Jleonapna Jlepmana, Hanmcanaoe B 1970 roxy Ha ctuxu B. Masxosckoro 1922 ropa.
Croma Taxoke oTHOCSTCS onepsl M. Mycoprckoro, M. I'muaku n A. JIaproMbpDKCKOTO B MX TIEPBBIX WCHOTHEHUSIX HA
AHTJIMICKOM sI3bIKe, onepbl Jlepmana Ha TekcThl JlaBuna Aiismana, Muxanna [llonoxoBa u AnTona UexoBa, a Takxke
€ro BOKaJbHAas My3bIka Ha cTuxu Anekcanapa broka, Apanacus @era, MBana Kprutosa, ['aBpunna [Jlepxasuna, Be-
nemupa XneOHukoBa, Anekcanapa [lymkuna n Iannasr JleiitboBuy.

KiroueBsble c10Ba: aHIMHCKUN [EpEBOJ, pycckas onepa, Mycoprckuill, Imunka, lapromeikckuii, Yexos, lomo-
xoB, EBTymenko, MaskoBckuii, Kommanosckuii, Kapun Omepcon, [[xo3n Mangensbaym, onepa «Pycankay, Bumbsam
Octun, xopmk ['nbnan, Jlopen E. ®ait, Dnu 3urmaiictep, Dii6en Meeponons, [xymnyc u Otens Pozenbepr, Jxon
Pun.
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