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MARC BLITZSTEIN: PIANO MUSIC, 1918–63
by Leonard J. Lehrman

Born on 2 March 1905 in Philadelphia, Marc Blitzstein attended the University
of Pennsylvania and the Curtis Institute. His teachers included Rosario Scalero,
Alexander Siloti, Nadia Boulanger in France and Arnold Schoenberg in Berlin.
Although never a member of any music faculty, he lectured at Brandeis University, to
the west of Boston, in 1950 and 1962 and taught playwriting at Bennington College
in Vermont in 1962–63. A highly esteemed composer, lecturer, critic (especially
for Modern Music) and translator (particularly of Brecht), he was also a masterful
pianist, winning gold medals at the Philadelphia Music Academy in 1921–22 and
performing concerti by Saint-Säens with the Philadelphia Philharmonic Society
Orchestra in 1922 and Liszt with the Philadelphia Orchestra in 1926. He wrote
extensively for the piano, including many works that have never been publicly
performed, and most of which have never been recorded – until now. This album
is, indeed, the first devoted entirely to Blitzstein’s works for piano solo, including
the notorious Sonata, the slightly scandalous, lid-slamming Percussion Music for the
Piano, the Innocent Psalm – for the Bernstein baby, Bourgeois at Play, excerpts from
the ballets Svarga, Cain and The Guests (a collaboration with Jerome Robbins) and a
number of occasional pieces, some of which were recycled and/or developed in other
works. A few of the selections have not been heard since their premieres, in 1927–47.
Many of them seem to have had no previous public performance at all.
The five opening pieces, all written when the composer was in his teens, may
be classified as borderline juvenilia, but contain enough sparkle and originality to
merit their being heard by a wider public. Each is complete, with its own integrity,
and would fit in well on many a programme of salon pieces. The Barcarolle entitled
Waterfall 1 , composed in March 1918, is in G flat major with rolling quavers (eighth
4

notes) in the bass; the manuscript is labelled ‘op. 4 no. 1’.1 It is also performable as a solo
song, with a vocal range from D flat up to B flat. The text, which could be sung (but
never has been, to date), is of unknown authorship, but is probably by the composer:
Silver stream tinkling down the rocks
splashing rain mingling with the brook.
Bubbles bursting ’round the gleaming reeds.
Fragrant blossoms heavy with rain
Birds have dwelt in the foliage of trees
Fawns have bathed in the cool of the stream
Gazing at such beauty
Musing of another
Sounds ne’er heard save wooing thrushes
& the sparkling plash of sprinkling waters,
Would thou wert here.

The Prelude in C minor (1922) 2 was the first of nine preludes, but the other eight
have been lost. A Lento in 68, it has strong Neapolitan hints of Phrygian mode, sequencing
enharmonically through E major, with the tonic chord heard for the first time only at bar
8 (of 42), and an ending in C major. Valse 3 , composed in April 1923, only sixteen bars
long, is in G minor, with chromatic sequences ending on G major.
There were originally four Children’s Dances, including a ‘Danse Basse’ and a ‘Danse
Haute’ which have been lost. Of the two which survive, the first, ‘Pavane’ 4 , was later
included in a 1928 list of Blitzstein’s compositions as ‘op. 2 no. 1’. It was premiered by
Charles Naegele, at Aeolian Hall in New York City, in January 1927. Blitzstein thought
well enough of it to score it for orchestra, using double winds, four horns, harp and 21
strings – a version which has never been played. In spite of its F minor key-signature, the
The first three Blitzstein works that precede it included a lost song; a Fire Dance for violin and piano, re-used six years later as
incidental music; and the fragment of a Piano Sonata (also known as Sonatina) in F minor. Half a dozen other early short piano
pieces are quite playable, and have been recorded for archival purposes (by a sight-reading pianist), but most are rather fragmentary
and they are not as integral or satisfying as those chosen here.
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Pavane – a Larghetto in 44 – is really in Phrygian mode. Depending on the (unspecified)
tempo, the 68 Rondo 5 , in F sharp major, could be quite virtuosic.
‘Belly-Ache (A “Blues”)’ 6 is the most distinctive movement from Svarga (1925),
the first of Blitzstein’s six ballet suites, though there were also long ballet sequences in
his (unperformed) opera Parabola and Circula and the musicals Goloopchik, Reuben
Reuben and Juno. Svarga, which seems never to have received any previous performance
or recording, in whole or in part, derived its story from the mythology of Hindu gods
and goddesses in ancient India, a culture Blitzstein had studied at the University of
Pennsylvania. The piano version of this jazzy movement, a 32 Moderato segueing to
a 44 Allegro, all in F sharp Lydian mode, may have been inspired by George Gershwin’s
1924 Rhapsody in Blue. In 1927, at the École Normale de Musique in Paris, Blitzstein
performed the four-hand piano accompaniment, with his teacher Nadia Boulanger, of a
similarly India-inspired opéra-ballet, Padmâvatî by Albert Roussel.
Blitzstein’s other ballets include Blessings of the Bath (1926), Megalopolis (1927), JiggSaw (1928), Cain (1930) and The Guests, none of which has ever been produced, except
the last, in 1949, and in that instance the choreography has regrettably been lost. A ‘Belly
Dance’ that appeared in each of the first three of these found its way into the underscore
of Professor Mamie’s speech in the College Scene of the ‘play in music’ The Cradle Will
Rock (1936), and other passages became travelling music in that show and I’ve Got the
Tune (1937). Appropriating music from earlier, unperformed works, into later, relatively
successful ones, was a technique Blitzstein used repeatedly.
Blitzstein’s brashest and most daring pieces for piano solo were his one-movement
Piano Sonata (1927–28) 27 , characterised by sudden silences (anticipating piano
works of John Cage and Morton Feldman) and his three-movement Piano Percussion
Music, also known as Percussion Music for the Piano (1928–29). In the final movement
of the latter he made use of the sound of opening and slamming the lid shut, probably
inspired by, in Blitzstein’s own words, ‘the closing of the piano, as though putting
the final stamp on all piano music to come’2 in Hans Heinz Stuckenschmidt’s Piano
2
Notes to an unpublished lecture, No. 8, on ‘The Modern Movement in Music’ (1928–29), cited in Eric A. Gordon, Mark the Music:
The Life and Work of Marc Blitzstein, St Martins Press, New York, 1989, p. 27.
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Sonata, which Blitzstein heard performed in Berlin on 2 May 1927. Both Blitzstein
works were premiered by the composer in concerts sponsored by the New York
League of Composers and ensured his reputation as an enfant terrible, alongside other
such ‘bad boys’ as George Antheil (1900–59). The music itself is fairly straightforward,
alternating modality and polytonality, with numerous quartal and quintal harmonies
and frequent changes of metre. The movements of Percussion Music were composed
in sequence, and given subtitles drawn from drum terminology: ‘Toccata: Flam’, dated
3 June 1928 7 , ‘Air: Drag’, from February 1929 8 and ‘Rondo: Paradiddle’, dated
12 March 1929 9 .
The 1930 Scherzo 10 is a piano transcription, rebarred and slightly simplified,
of the middle section of Blitzstein’s Romantic Piece for Orchestra (some three to four
minutes of the sixteen-to-eighteen-minute duration of the piece), written earlier
that year and dedicated to the composer’s wife, Eva Goldbeck (1901–36), and never
played by any orchestra. Goldbeck assessed the Romantic Piece perceptively as ‘the
last soaring of youth above maturity; it is inhuman, abstract in that way, but already
individual’.3 But the Scherzo hardly soars at all, alternating between quartal scales and
diatonic arpeggios, in quasi-academic satire. The sardonic subtitle Bourgeois at Play
was obviously an attempt to find an ideological subtext for the left-wing audience at a
New York Composers’ Collective concert, where Blitzstein premiered it on 22 March
1935, the only time the work was ever performed, until his centenary, 70 years later.4
It seems, however, to have interested the composer-pianist Norman Cazden (1914–
80) enough for him to have borrowed the only extant copy of the score, along with
the score of Blitzstein’s Piano Concerto, which Cazden premiered at the Composers’
Forum Laboratory in New York City on 15 April 1936, with Blitzstein playing the

3
Letter to Cecil Goldbeck, 30 November 1930, cited in Howard Pollack, Marc Blitzstein: His Life, His Work, His World, Oxford
University Press, Oxford and New York, 2012, p. 81.
4
In 2009, recordings by Sarah Cahill of the Sonata, Percussion Music and Bourgeois at Play were released on the label Other Minds
(om-1017-2), along with Blitzstein’s Italian Quartet and Serenade for String Quartet, played by the Del Sol String Quartet. This
recording actually predates hers, although it waited over a decade to be released.
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orchestral part from the full score. Cazden later passed both scores over to the Blitzstein
Archive in Madison, Wisconsin.5
Excerpts from the ballet Cain, influenced by Ernest Bloch and also dedicated to
Eva Goldbeck, were premiered by Blitzstein on the radio in 1933 and at Town Hall in
New York in 1935. The polytonal 44 + 68 music depicting the innocent Abel 11 was later
used to characterise the equally innocent Itzak, the mentally challenged son in Idiots
First, Blitzstein’s opera based on the eponymous short story by Bernard Malamud. In
the ‘Dance of Noema’ 13 , the composer may have been thinking of Eva’s mother, Lina
Abarbanell (1879–1963), who was the first Hansel in Humperdinck’s Hansel and Gretel at
the Metropolitan Opera in 1906: the melody recalls a tune from that work. The first seven
movements of Cain take place in Eden, climaxing with the death of Abel; movements
8–10 take place in Henoch, the city of Cain, who is slain in movement 11 (two further
movements follow). The dancer Benjamin Zemach played the title role in a private
performance, and Leopold Stokowski read through one-third of the piece with
orchestra, but despite praise from Henry Brant, Alfredo Casella, Aaron Copland
and Alexander Smallens, there has never been a public performance, except of a few
piano excerpts, by Blitzstein himself in 1935–36 and most recently by the pianist
Michael Fennelly with the baritone Peter Clark, at the American Composers Alliance’s
Festival of American Music at the Leonard Nimoy Theatre of Symphony Space in New
York on 7 June 2008. On 27 June 1941 Charles Glenn wrote in The People’s World: ‘The
theme of the ballet was that men are the sons of Cain and not the sons of Adam’, and he
quoted Blitzstein: ‘It was cruel and tragic.... All men were murderers bearing the Mark of
Cain. Brrr’.
The largely bitonal suite called Piano Solo was premiered by the composer on
5 February 1934 at the Mellon Galleries in Philadelphia and then never heard again,
except for the one movement in my performances and on this recording. In March 1934
5
Michael Barrett and the Brooklyn Philharmonic conducted by Lukas Foss gave the Piano Concerto its orchestral premiere on
26 January 1986; their recording of it was released on CRI in 1988 (cd 554). It left Eric A. Gordon, Blitzstein’s first biographer,
longing for ‘a major concert pianist’ to ‘rediscover’ the work (‘Marc Blitzstein at 100: A Renewal of Interest in a Dark Time’, Jewish
Currents, Vol. 59, No. 1, January–February 2005, p. 29).
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the League of Composers apparently considered programming, but then rejected, the
suite, which was praised by Eva Goldbeck, who described it as ‘a counterpoint of themes
having no relation to each other’,6 although not by Copland, who found it ‘harsh and
repellent’.7 Of the four movements, the ornamental second, Cantabile 14 , is the most
lyrical and satisfying, and the least ‘inaccessible’, to use Howard Pollack’s description of
the work as a whole.8
The march, Le Monde Libre (‘The Free World’) 15 , was a transcription of a FrenchResistance tune, one of the few fragments that survive from Blitzstein’s work on the
wartime film, The True Glory. The first known public performance of the piano piece was
by Bennett Lerner in New York in 1989. The only known copy of the music, in the New
York Public Library, was published by Chappell in London in 1944 and thus deemed
subject to copyright restrictions, and so I had to hand-copy it in order to perform and
record it. It is in an unabashed E flat major.
Except for the aborted 1945 Soviet-American friendship musical, Goloopchik,
which contained some lovely music premiered by Blitzstein with the renowned mezzosoprano Muriel Smith (1923–85),9 Blitzstein’s sole collaboration with the choreographer
Jerome Robbins (1918–98) went through numerous drafts and various versions as well
as a series of titles – Show, Theater Piece, Show Window, Show Model, June Bride and
Incident – before settling on The Guests.
Excerpts from early versions of the piano score were performed by Ray Lev at
Carnegie Hall in 1947 and the following year in Cleveland by Blitzstein, who also
recorded some of them on 78s for the Concert Hall label. The suite recorded here
was constructed from various different versions, including two movements edited by
Pollack, op. cit., p. 142, quoting Eva Goldbeck, Journals, 20 August 1933. ‘Abstruse’ was another word Pollack used to describe the
work, in his notes to the 2009 Other Minds album.
Ibid., p. 142, quoting Aaron Copland, himself quoted in Eva Goldbeck, Journals, 16 March 1934.
8
Ibid., p. 142. The other movements of this ten-minute suite are marked Con brio, Scherzoso and Vivace.
9
Recorded by them on Concert Hall chc 24, and by Helene Williams and me on Premier PRCD 1005, and recently performed by
us in concerts in Minsk, Vitebsk, Moscow and Boston, all posted on YouTube (a search on Goloopchik will bring them up). Muriel
Smith is best remembered for her 1943 performance of the title role in the Broadway show, Carmen Jones, Oscar Hammerstein’s
adaptation of the Bizet opera, with an African-American cast.
6
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Bennet Lerner, a reduction of a four-hand score by me,10 and an unperformed scene of
melodrama with an actor and an actress speaking lines over the music:
she: Hollywood and Vine
he: Crossroads of the world – And also Heartbreak Street
she: The Columnists called us Two lonely stars.
Crazy in love Drifting apart The old old story
To the Beach club then, with other men.
he: And I’d step dripping from the sea.
she: A god!
he: A Goddess!
she: or wearing my model number twenty-three sixteen in ochre yellow
Shopping perhaps. Avoiding autograph seekers – Suddenly –
Stop short – nod cold – turn in flight
he: wearing my model number twenty three seventeen – russet brown
sitting in a parked car suddenly my knuckles at the wheel showed white.
she: At some cheeseburger drive-in with friends
he: at the Mocambo – with a girl I couldn’t stand
she: Sipping cocktails on someone’s lawn.
he: Time and again, Into my life – and gone.
she: One day, on the set, in the same picture,
he: And there, in front of the cameras and the lights,
both: we did a love scene.
she: And I knew
he: And me too
she: He was really
My Sylvester Cosgrove11
All the time.
10
A big thank-you to Michael Boriskin, for first playing the original through with me at the Aaron Copland House in Peekskill,
NY, on 5 August 2004.
11
Sylvester Cosgrove seems to have been the name of a mysterious FBI agent in the 1920s. What he is doing in this dialogue, though,
seems itself to be a bit of a mystery.
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The plot of the piece concerns two groups and the prejudices that divide them. It
began as an explicit criticism of intolerance and the way minorities were treated in the
workplace, but gradually it became more and more abstract. In many ways it was a
precursor to Robbins’ most famous collaboration, with Leonard Bernstein on West Side
Story. With the orchestra conducted by Leon Barzin, The Guests was performed by the
New York City Ballet troupe, starring Maria Tallchief, and with Nicholas Magallanes and
Robbins himself alternating in the lead role of the Host. ‘I am also anxious’, Blitzstein
told an interviewer for The New York Star, ‘to learn if the music can stand by itself in
a suite for concert which I have planned for it.’12 That plan was never realised – until
my performances of 2005. Sadly, Blitzstein and Robbins never worked together again
after Robbins named names before the House Un-American Activities Committee on
5 May 1953. Reviews of both the music and the choreography were numerous but
mixed, though when Robbins himself danced it, the critics John Martin and Walter
Terry called the work ‘taut and brilliant’ and ‘eloquent and choreographically stunning’;
and the gorgeous Pas de deux was especially highly praised as ‘a miracle of beauty’.13
Robbins’ biographer Greg Lawrence relates that
Tallchief remembered Robbins asking her about the ballet near the end of his life... ‘I said,
“Oh, Jerry, I’m really sorry. I remember some of the variations, but I really don’t remember
it.” I thought later he was very disappointed that I hadn’t remembered.’14

The ballet suite, as I’ve constructed it, starts with a Prelude 16 that begins with a
floating Andante theme, piano and poco rubato, in G flat major, with parallel thirds
approaching each other in contrary motion, a texture which will return later, in the final
Pas de deux, in A flat major. As the curtain rises, a ‘Pomposo’ marcato theme, marked
Giusto, takes over, forte, then fortissimo, with a subito piano coda modulating to E flat
major. The 34 Dance which follows 17 is in G flat major again, with blue notes and a
middle section in C major. The alla breve ‘Parade’ 18 is in B flat major, with sideslips to
Issue dated 17 January 1949.
13
Review quotes from, respectively, John Martin, The New York Times, 26 November 1949; Walter Terry, New York Herald Tribune,
26 November 1949; and Walter Terry, New York Herald Tribune, 21 January 1949.
14
Dances with Demons: The Life of Jerome Robbins, Putnam, New York, 2001, p. 140.
12
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G Mixolydian and a Poco Meno, Quasi Maestoso middle section in F, which in turn leads
back to the tonic, B flat major, although the key-signature of a single flat remains in place.
Variation II 19 , a cantabile Allegretto in 68, begins and ends, with chromatic diversions, in
A flat major. Variation I, which follows II in my re-ordering for the Suite 20 , is a march,
with some displacements (marked ‘boldly’), in E flat major. The melodrama scene
‘Hollywood & Vine’ 21 , originally called ‘Variation II’, is marked Andante lusingando
(‘coaxing’ or ‘caressing’), with numerous changes of tempo and rubati, beginning with a
dominant-ninth chord on B flat, then a florid interlude of arpeggios on major-seventh
chords, and a repeat of the opening harmonies, resolving to E flat major. Finally comes
the climactic Pas de deux 22 , in A flat major, Andante, with a middle section that begins
in C major, Adagio, then con moto, then Adagio again, modulating to D flat major and
back to C, before returning in the last four bars to the opening A flat major, cadencing
on a major seventh chord.
There are four family pieces on this album. The first, Innocent Psalm – for the Bernstein
baby 23 , was written to honour the birth of Leonard Bernstein’s first child, his daughter
Jamie, whose godfather Blitzstein became.15 Its first known public performances were
given by me in New York: on the piano at Rockville Centre Public Library on 16 May
1999; on the organ at Christ Church Babylon on 1 May 2005; and again on the organ at
Stephen Wise Free Synagogue in Manhattan on 23 June 2005, at the annual meeting of
the National Committee to Reopen the Rosenberg Case, honouring the birth of Julian
Meeropol Ambrose, Ethel and Julius Rosenberg’s first great-grandchild. The association
was significant, as Blitzstein’s sister, Josephine Davis, had told me that her brother had
been thinking of the Rosenbergs while writing his opera for the Met, Sacco and Vanzetti.
The melody of this short piano piece is in C major with hints of minor modes, ending
on C, but with a final harmony of A minor. It includes the intervals of the descending
sixth followed by descending second, a melodic trope Bernstein acknowledged having
learned and borrowed from Blitzstein’s ‘Lullaby’ in No for an Answer, used in many
15
Lara Downes performed and recorded this piece in 2017–18 on her album For Lenny (Sony Classical 84284011251), but the
present performance was the first to be recorded.
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Bernstein works (for example, the second, third and fourth notes of the melody that
begins ‘Tonight’ in West Side Story).
The next two works were wedding marches for the marriages of Blitzstein’s two
nephews, Christopher (‘Kit’) and Stephen Davis. Kit’s, a Slow March 24 , modulates
from C major to A major and back, dwelling there for an extra bar; a foreshortened
coda balances the asymmetry. It includes a quote from ‘The Alcotts’ movement of
Ives’ Concord Sonata, based on a quote from Beethoven’s Fifth Symphony. Stephen’s
Wedding Piece 25 , a slightly Celtic march in D major, hinting slightly at Lydian mode,
with asymmetrical phrase-structure, was later integrated into the incidental music for
A Midsummer Night’s Dream.
The last family piece is Lied 26 – ‘a portrait of Ben Cooper, contemplating his two
women’, namely, his wife, Brenda Lewis (1921–2017), and their daughter. Brenda created
the soprano role of Birdie in Blitzstein’s Regina and later became most famous in the title
role, as well as the (mezzo-soprano) title role in Jack Beeson’s Lizzie Borden. She also
hosted Marc at her home in Connecticut during his last months – before he left for a
working vacation in Martinique, where he was murdered, in a gay-bashing robbery, on
22 January 1964. She became a kind of a midwife to his last opera, Sacco and Vanzetti,
the premiere production of which she helped bring about at The White Barn Theatre
in August 2001, telling everyone that “Everything Marc ever wrote was just preparation
for Sacco and Vanzetti’.16 This 25-bar piano piece in song form, but with asymmetrical
phrase structure, has as its tonic a C major seventh chord, but the melody is lyrical
and ranges only an octave. It was the last instrumental work Blitzstein completed and
became part of my completion of Sacco and Vanzetti, characterising the defendants’
defence counsel, Fred Moore, who offended the judge in the case by casually wearing
sandals to court.
The Sonata of 1927–28 – which Blitzstein premiered on 12 February 1928 at a League
of Composers concert in New York – he later (on 15 April 1936) called ‘in a sense,
16
Brenda Lewis’ words about the importance of Sacco in Blitzstein’s œuvre were spoken to me personally at a performance of Regina
by the Bronx Opera on 9 January 2000.
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my Opus 1’.17 The work 27 is in eight short sections, unlinked by transitions but rather
separated by silences, in order, Blitzstein would often say, ‘to eliminate the possibilities
of padding’. Applauded by Henry Cowell in 1933 as Blitzstein’s ‘contribution to music’,
‘not in new sounds but in sudden pauses’,18 the Sonata had numerous performances,
eliciting strong reactions, favourable and adverse, especially to the noisy, glissandofilled concluding section. In October 1940 he told The New York Sun: ‘I’m not at all
ashamed of ’ it, ‘because it said what I wanted to say’19 – but in June of the following
year The People’s World quoted him in less assertive tone: ‘People didn’t know what it
was about. It left them uncomfortable as hell. Me too’.20 Tonally, the free-flowing work
begins ambiguously but ends unambiguously in a major mode of F, with a minor mode
on D in the middle. There was only one more performance of it during Blitzstein’s
lifetime, on an all-Blitzstein concert at Tanglewood, on 25 July 1958, in which it was
the only instrumental work. And in fact it has become Blitzstein’s most performed work
without words. I have played the piece on a number of occasions (at Harvard’s Dunster
House in December 1970; Gardiner Museum, Boston, 26 December 1970; Künstlerhaus
Bethanien, West Berlin, 6 January 1985; Grusin Hall, American Music Centre, Boulder,
Colorado, 20 October 2005; Bryant Library, Roslyn, New York, 2 November 2005;
Queens College, City University of New York, Flushing, NY, 4 November 2005,); and
other pianists who have performed it include Daniel Lazarus (Paris, 22 May 1928), Keith
Corelli (Boston and Montreal, February and May 1929), Beveridge Webster (Carnegie
Recital Hall, 14 February 1980), Leo Marcus (Los Angeles, 6 March 2005), Sarah Cahill
(2005) and John Jansson (date unknown, London).

Notes to Composers’ Forum Laboratory concert, New York City, 15 April 1936.
Henry Cowell, ‘Trends in American Music’ (1933), republished in Henry Cowell (ed.), American Composers on American Music:
A Symposium, Ungar, New York, 1962, p. 6.
19
William G. King, ‘Music and Musicians’, The New York Sun, 19 October 1940.
20
Charles Glenn, ‘Meet Marc Blitzstein, People’s Composer’, People’s World, 27 June 1941.
17
18
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Leonard Lehrman was born in Kansas but grew up
in Roslyn, New York and has been a resident of Valley
Stream, New York, since 1999. He worked with Leonard
Bernstein, who called him ‘Marc Blitzstein’s dybbuk’.
His teachers included Lenore Anhalt, Nadia Boulanger,
David Del Tredici, John Eaton, Donald Erb, Lukas Foss,
Boris Goldovsky, the Guarneri Quartet, Olga Heifetz,
Karel Husa, the Schoenberg students Earl Kim and Leon
Kirchner, Tibor Kozma, Jean-Jacques Painchaud, Robert
Palmer, the Boulanger student Elie Siegmeister (who
first introduced him to Blitzstein’s work and later called
Lehrman ‘my continuator’), Kyriena Siloti (daughter of
Alexander Siloti), Wolfgang Vacano, and Erik Werba.
He taught theory and piano at Cornell (1973 and
1976–77), wrote the Musical Theatre course syllabus for
State University of New York at Geneseo (1977), served
as Artist-in-Residence (with Helene Williams) at the
Halifax Summer Opera Workshop (2012), and offered
the first course, ever, in Jewish Opera at Hebrew Union College-Jewish Institute of Religion
in New York (2014). The composer of twelve operas and 220 other works that have been heard
on every continent save (to date!) Antarctica, and author of 64 translations from French,
German, Russian, Hebrew, Yiddish and Ladino, he has a B.A. from Harvard, an M.F.A. and a
D.M.A. from Cornell University, and an M.S.L.S. from Long Island University, with additional
study at the Fontainebleau Conservatoire Américain, École Normale de Musique in Paris (on
a French government grant), Salzburg Mozarteum and Indiana University, which gave him,
by audition, the equivalencies of a B.M. in Piano and M.M. in conducting. Founder of the
Composer/Performer Roundtable of the Music Library Association, since 1995 he has been a
Reference Librarian at Oyster Bay-East Norwich Public Library, which will be honouring him
on his 70th birthday, 20 August 2019, with a concert ‘Celebrating Two Leonards’ (Lehrman and
Bernstein). His 1975 M.F.A. thesis was an analysis and completion of Blitzstein’s Idiots First, the
Bel Canto Opera New York production of which won the 1978 Off-Broadway Opera Award for
‘most important event of the season’; the Center for Contemporary Opera gave the orchestral
premiere in 1992. In his adaptation and revival of Blitzstein’s 1937 autobiographical song play
15

I’ve Got the Tune at Harvard in 1970, Lehrman directed and played the role of the composer,
Mr. Musiker – which Blitzstein had himself taken – to the acclaim of Leonard Bernstein;
and in New York in 2005, on stage and on recording. He was Assistant Chorus Master and
Assistant Conductor of the Metropolitan Opera in 1977–78, and edited the three-volume
Marc Blitzstein Songbook for Boosey & Hawkes (1999–2003). In 1983 he became the first Jew
to conduct Fiddler on the Roof in Berlin, where he founded the Jüdischer Musiktheaterverein
Berlin. In 1988 he founded and still directs The Metropolitan Philharmonic Chorus, which
will premiere Blitzstein’s 1934 Children’s Cantata in 2019. He has over a dozen recordings to
his credit, on Albany, Capstone, Opus One, Original Cast, Premier and Ravello, and over 3,000
videos with c. 450,000 views on YouTube. In conjunction with the 2005 Blitzstein Centennial,
he catalogued all 128 of Blitzstein’s works for the 645-page Marc Blitzstein: A Bio-Bibliography
(Praeger, Westport, Conn./London, 2005) and adapted or completed twenty of them, including
the operas Idiots First (which the composer Ned Rorem called ‘Marc’s best work’) and Sacco
and Vanzetti, which Blitzstein himself said would be his magnum opus, and which received rave
reviews from all critics who attended its premiere in August 2001, at the White Barn Theatre in
Westport, Connecticut, but which still awaits its orchestral premiere.
http://ljlehrman.artists-in-residence.com
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Helene Williams co-founded the Bronx Opera Company
and has performed and recorded on five continents,
since 1987 with Leonard Lehrman (whom she married
in the Stephen Wise Synagogue on 14 July 2002, and
with whom she has performed over 625 times), more
music by Marc Blitzstein than any other living soprano.
Her albums include A Blitzstein Cabaret on Premier and
The Marc Blitzstein Songbook and The Marc Blitzstein
Centennial Concert CD on Original Cast. Her Blitzstein
roles have included Beetzie in I’ve Got the Tune, Ruchel
in Idiots First, Mrs Johnson and Mary Donovan in Sacco
and Vanzetti; she has sung excerpts from The Cradle Will
Rock, No for an Answer, Goloopchik, Reuben Reuben and
Juno and Weill’s Threepenny Opera, and given the first
performances and made the first recordings of many
individual Blitzstein songs, among them ‘Displaced’,
‘Song’ (a setting of Rupert Brooke), ‘War Song’ (Dorothy
Parker), ‘Few Little English’, ‘Lovely to get back to love’, ‘Quiet Girl’ and ‘Send for the Militia’.
http://www.courtstreetmusic.org/HWLLbio.html and https://de.wikipedia.org/wiki/
Helene_Williams
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