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From the Editor

) this issue, The Glenn Gould
Foundation begins publication
of a twice-yearly joumal devot-
ed 1o the Canadian planist,

broadcaster, writer, and composer Glenn
Goudd (1932-1982). GlenmnGodd will serve as a
forum for writings by and about Gould, as a
trove of illustrative material, and as a dearing-
house for Gould-related information of every
kind. We aim to appeal 1o both lay readers
and professional musicians—to Gould fans and
Gould scholars—by offering interesting new
perspectives on Gould and on subjects of relat-
ed interest, in a formuat that is attractive and
approachable but that also meets demanding
schotarly and ediorial standards. We will func-
tion s a source of current Gould news, but
also as 2 kind of book in progress, as a reposi-
tory of primary sources and critical writings
that should prove 10 be of permanent value 10
future Gould studies.

Ouir first priority will be to disseminate
Gould's own work, primarily written work that
has never before been published or has not
been posthumously collected, along with wri-
ings that have been published only in transls-
tion, our intention being to continuously aug-
ment the existing published collections of
Gould's writings (The Glenn Gould Reader,
Glemn Gowld: Selected Letters, and 5o on), For
most of our material, we will draw on the
resources of the principal centre for primary
sources reluting 10 Gould's 1fe and work: The
Glenn Gould Papers, housed in the Music
Division of the National Library of Canada in
Ontawa. The wiitings we ane considering for
publication include essays, articles, programme
notes, lectures, liner notes, letters, and inter-
views (many of which were scripted by Gould
alone). Among these sources are some of
Gould's most significant statements: the 1959
wievised interview Ar Home with Glevin Gould,
the anticle “Forgery and Imitation in the Creative
Process.” from the: cady 1960x; the 1964 kectures
on the histoery of the ptano sonat; the scripted
interviews published with recordings of works by
Bach and Wagner but never repringed; and much
mone. We will also publish, from time 10 tiene,
incomplete or unpolished defts of writings,
where they contain enough material wonhy of
dissemination.

Wirikings insendex for spoken presenta-
tion-—that is, scripts for radio, tedevision, and
fim—will be ancther major source for antices n

GlennGoudd. Redaively like such material has
been published before, though among Gould's
muny broadeasts i a weakh of commentary on
which 1o deas. This body of work contains
much noteworthy' material nox otherwise avail-
able, induding discussions of many composess
and performers, and thoughes on such varied
m:mmnmmﬁ;m+
sation, spoets, music criticism, “acoustic choreog-
raphy,” and Japanese literature.

We plan o feature some of Gould's original
musical writings, 100, dmwing for Bustrations on
the rich resources of the National Liwary, A pub-
lished edition of Gould's completed compositions
and armangements, from B. Schot's Sthne of
Mainz, has already begun 1o appearn, we intend
not 10 duplicate Schott’s effors but 1o supplement
them, by publishing (for example) Excsimiles and
sketches of some of Goudd's works. We will also
publish some of the sketches and drafts for musi-
cal projects that Gould never completed. The
onginal and borrowed music that be arranged for
films will also fumish some illustrations, as will
the annotated musical scores in which he recond-
ed analyses, performance markings, and editing
anl miking mstructions. Our use of facsimile
reprochctions from the National Libeary will
extend beyond music por s 10 indude concen
programmes, memonanda, diaries, promotional
rmaterials, working pupers, juvenilia, and many
other archival documents than provide new
insights into Gould's life and fertile creative mind.

In addition 1o disseminuting peimary
sources, GlermGoudd will serve as a continuing
forum for research, analysis, interpectation, reflec-
thon, and debate on aspects of Gould's e and
work. The existing secondary Beransre on him is
alreadly vist, and our intention is not 10 neprint o
rehash & but mther 10 encourage new critical
work from many points of view. We will feature
conference Jecrures, articles, book chapters, the
ses, and other writings of high quality that 1o dase
have never been published (or published in
English), we will also commission new rescasch
and writing especially for GlrmGould, and of
counse we look forward o direct replies 1w writ-
ings that appear in these pages. We hope, in
shor, 1o ke A plice at the centre of future
Gould studies. Moreover, we will encourage art-
dles that are nex (or not exclisively) concemed
with Gould but that touch on issues important o
him, or relevant to the study of his work: record-
mance, sesthetics, ethics, Goukd's historcal and
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cubtural miieu, and so on. We intend also 10 pub-
lish some of the works of an—piceces of nusic,
poems, cancons—that have, over the years, been
inspired by or dedicated 10 him. But we will be
seeking points of view that ane critical as wedl as
admiring: GlamGoudd is not intended as a fan
magazine. Of course, given the natuge of this jour
ral, it goes without saying dot we take Gould
senously as an anist and thinker, but we do not
see our furktion as smply 10 advocite on his
betalf. He was so controversial a figure that we
wondd lose credibility ¥ we peesented only flatier
ing. superficial, or whitewashed views of him.

We intend, moreover, 1o keep up 1o date
with the burgeoning Gould literatune and with
the peoliferation of Goukd events around the
workl We will commission reviews of new
books, recondings, and films, and will inform our
readers of forthcoming conferences, lectures, film
tions, refeases of books, necordings, and video-
tapes, and so on. We plan to constantly upchate
the Gould bebliography, and 1o publish addenda
and comections 10 the existing Goudd tiesuture as
they become known 10 us. We will inchuck infor-
mution on the activitics of The Glenn Gould
and will commission overseas reponts that reveal
something of Gould's extrcedinary insernational
appeal.

We are grateful for the support and encour-
agement that we have received, from individoals
and institutions alike, in the months leading up 10
the kaunching of this jourmal, and we ane confi-
dent that GlevmGoudd will reach an eager,
feedback from our readers, and will giadly con-
sicher redevant unsolicied contributions, whether
they be full-dength anticles, neviews, reports, ketters
10 the editor, or merely snippets of infoemation o
commentary. With the enthusiastic support and
participation of our readiers added to the ample
resources already at our disposal, GlrmGondd
should prove to be a major contribution to the
study and appreciation of one of Canada’s most
important cubural figures.

We dedicate this premiére isue of GlennGould
1o the memory of Farokh Mebran (1936-1995),
on bebalf of bis son, Hooman Mebran, and bis
uncle, Masud Mobwan. Farrokb Mebran, a groat
admirer of Glevn Gould, expressed kvert interest
in jotning the newdy formed Friends of Glenm
Gondld society and receiving this publication;
sadly, be did not live to see these profects come
1o fruition. We gratefully aclmouwledge the gon-
emus financial support that the Mehran family
bas contributed in bis name.




A Consideration

of

Anton Webern

By GLENN GoOouLbD

This essay, one of Gould’s earest significant writings, is published here for the first time in
m(umhmm.u'camwmmnshm
Monsaingeon's edition of Gould’s writings, Contrepoint & 1a ligne: Ecrits (Tome i) (Paris: Fayard.
MMWG«MWW'smmmmmmc&cm
and television broadcasts, he made no studio recordings of it. and discussed Webem rolatively
ravely in his broadcasts, interviews, and pubiished writings. This essay thus offers an important

addendum to the Gould oeuvre,

The essay was originally printed as programme notes for a concert given by Gould and seven
mummwammrmwmemxmmmma
New Muslc Associates, 8 short-ived company, devoted to the performance of modem music, that
he had formed with his friend the young Robert Fulford. As Fulford recails, Gould had the notes read
aloud - twice - by CBC announcer Frank Herbert, who admitted that he had no idea what they were
about. The concert featured Schoenberg's song cycle Das Buch der hangenden Garlen (The Book of
the Hanging Garden), Opus 15; Berg’s Sonata, Opus 1; and three works by Wobem: the Five
Movements for string quartet, Opus 5, the Quartet for claninet, tenor saxophone, volin, and piano,
Opus 22, and the Variations for piano, Opus 27. (A pagie from the original programme is reproduced
on page 7.) In 1954, Schoenberg hadt been dead only three years, Webem only nine, and their
music was scarcely known in North America. But Gould, just twentyone years old, had already
acquired a national reputation as & champion of modem music.

Our source for this essay is Gould's fourpage typescript, heid in the National Library of
Canada, Music Division, The Glenn Gould Papers. (The typescript is in Box 1, File 2; the original pro-
munmshwu.nnxs.uo.i.;mmmwmmmm
mmmw.mummmrww«n'smmwm
site path”), that wore as characteristic of Gould’s early prose as were his intellectual curfosity and

enthusiasm. Notes are editorial.

names of Schoenberg, Berg
and Webem are so frequently
linked as a trinity that the casual
listener might presuppose a basis
for stylistic identity among the masters of
the modemn Viennese school. It is true that
a certain spiritual affinity emanated from
their common culture and that the teacher-
student relationship stimulated a unity of
purpose based upon a shared concept of
musical evolution. In fact, this concept pro-
vided the impetus for the creative activity of
these men in so fiar as each sought 1o con-
struct his work as a logical development of
the conditions which constinuted his her-

ftage. But the growing experience of musi-

4

cal consciousness of the composers Caused
each 10 emphasize particular aspects of the
traditional edements of an, reactivating and
channeling them in a counse consistent with
the dictates of his own genius. One has
only to compare any of the works of
Schoenberg, Berg and Webem written at
the same period, to recognize that we are
dealing with musical personalities, intensely
complex and fundamentally distinct. Rather
than attempt 1o trace the course of each of
these personalities in these necessarily limit-
ed notes, | have confined myself 10 a few
remarks about the most controversial and
most easily misunderstood of this trio,
Anton Webern,

There is common 1O Most musicians
who have come under the influence of the
Schoenbergoan [sid universe an approach
roward music, classic as well as contempo-
rary, which attempts through analysis, 1o
reduce all sound forms to the lowest possi-
ble denominator. That is, 1o search for
motivic units which in some way contort
and evolve themselves, and which thus can
be considered embryonic onganisms which
formulate the totality of the structure, The
development of this philosophy coincided
with the decline of tonality in the nine-
teenth century, and in fact, constituted a
replacement of the architectural functions of
the decaying harmonic language. When one
considers that during the first decade of
Schoenberg's work, his increasing use of
chromatic resources steadily dissolved the
bulwarks of tonality, and the precipitous
collapse of triad harmony threatened an
unregulated state of chaos, it is not surpris-
ing that the development of the detailed
minutae [sid of the motivic complexes on a
two-dimensional level became part and par-
cel of an amistic credo.

Webemn's approach to the problem of
unifying the musical idea reveals an impec-
cable conscience. Even in his earliest
works, he seems almost reluctant 1o write a
single note which Is not an indispensable
participant in the totality, and which, one
might almost say, cannot justify itself by an
intellecrual explanation of its presence.
Obviously, the ovenll dimensions of such
music must display a brevity consistent with
their intemal compactness. Schoenberg
once remarked that Webem has the gift of
reducing a novel 1o a sigh. Possibly this
extreme condensation within the formal
mould of his structures has been the great-
est stumbling-block to most listeners. No
matter how radical may be the stylistic
divergences of Berg or Schoenberg, their
architectural designs, (the time element in
their music) may, with few exceptions, be
classed among the predertermined [sid pat-
tems of rococco [sfd and early romantic art.
Webem allows his materials (o create their
own formal structures, It i significant that
during the years following the cessation of
the tonal impulse in their music and prede-
ceding [sid the amangement of the laws
goveming the new atonal resources into the
welve-tone technique, that is 1908-1924,
when Berg produced such works as his
epic, “Wozzeck™, Webem was content to
experiment with this new world of sound
in such a cautious manner that, until the
maost discriminating intellect of twentieth
century music had been satisfied with the
sureness of his craftmanship [sid, he wrote
only a series of works for various chamber
combinations, many of which lasted but a
few seconds, and none more than 1 cou-
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ple of minutes. That one informed critic
should have labeled a master with such
incdlominitable Isid integrity and honesty, a
“parsimonious composer” shows the
regrettable lack of understanding awarded
Webern throughout his life.

The string quartet pieces of Opus 5
are one of his first essays in atonal writing.
Though nothing could display a less extro-
vert emotionalism, there is a strikingly sen-
sual quality manifest not only in the treat-
ment of the strings themselves, but also in
the manner by which Webemn frequently
isolates an individual tone or shornt inter-
val-group, and, by altermating dynamic lev-
els and instrumental timbres, succeeds in
immobilizing a particular pitch level
wround which the oblique shapes of his
half-counterpoints seek to fulfill their evo-
lutionary destinies. It seems 1o me that the
expressionistic qualities of this music such
us the above mentioned isolated tone pro-
cedure - (Klangfarbanmelodie) [sid carries
to its zenith the very essence of the
romantic ideal of emotional intensity in art
Personally, 1 can never hear the mystical,
opiated quality of the brief fourth move-
ment without recalling one or other of the

parallels Webern's, began his essays in
ahstraction in this same year [1909). Almost
more than any other music this work sym-
bolizes, for me, the instability of its period,
the close of an epoch, and the over-lap-
ping of ideals from a new era

Two decades separate these pieces
from the Saxophone Quartet, Opus 22.
Those decades witnessed a most decisive
step in the evolution of the musical lan-
guage - a step which was the outcome of
many years of experimentation for which
the composers of the Viennese school
were largely responsible. The formulation
of the laws of the twelve-tone technique
was a logical, though one would hesitate
10 say permanent, solution toward the
problem of disclipining [sfcd the resources
of atonality. Its prime manifestation is the
principle of the tone row, a sort of super
motive which is considered not as a theme
but rather as an embryonic complex within
which are contained the various interval
groups from whose consecutive movement
mejodically, and conjunct subdivision har-
manically, is assembled the composition at
hand. The results of this coercive and arbi-
trary procedure are off-set by the endless
number of possibilities from which the
principles of perpetual variation can draw.
Though it woukd be a waste of time to
defend the work of some adherents to the
twelvetone system who have proven
themselves inextricably ensnared by the
faral fascination for mathematical wizardry,

the fact remains that the essential idea s a
grand one. Attached to the thought of the
oneness of the musical conception is an
aura of quite romantic evocation, allying
itself with the preordained viston of the
work of ant on which much argument was
spent in Schopenhauer’s Germany.
However, putting idealism aside it
must be admitted that the twelvetone
technique has produced in its more
extreme examples an end result which
resists comparison with the traditional
genre of romantic ant. And it is precisely in
the consideration of the extreme divergen-
cies [sid as exhibited in the works of
Webem that we are forced to re-examine
our own methods of musical evaluation.
Of the three pre-eminent masters of mod-
em Viennese music, Webemn stands alone
in that he seems to have been bom to the
system, to have lacked his natural element
until he adopted it, and to have estab-
lished its devices as the rhetoric at the
base of his musical consciousness,
Webemn began 10 use the twelve-tone
technique consistently after 1925 and, sub-
sequently the solidity and assurance which
were absent in many of the works of his
transitionul period, are felt in the more
forceful and extended treatment of his
ideas. The Saxophone Quartet is one of
the longer of his early twelve-tone works
(it lasts almost eight minutes). The first
movement is temary in shape and canonic
in texture. It opens with a five-bar intro-
duction which lays bare the interval prop-
erties of his row in four three-tone groups
which are echoed in inverted canon by a
row tmansposed down two semi-tones, The
canon is rhythmically altered to display
subtle relationships between these two

Cay c"l"l“f’f' ?* e
J..:..x.? o.j;‘_.a;_m ".,._*ﬂ_,

1OWs;
Without reproducing the score it
would be impossible to describe the inge-
nuity of this wonderfully placid prologue.
Whereas in the opening of most of
Schoenberg's twelve-tone works, that com-
poser makes his original row forms into a
recognizable melody, in most cases harmo-
nized by the subdivision of its tones veni-
cally, and plunges us precipitously into the
composition proper with as orthodox a
beginning as anything of Mozart or Spohr.
Webemn's course pursues the oppaosite
path. He detaches each significant factor in
his row presentation, isolating it by a
pause, as organically chythmic and as
expressively variable as the sound pattern.
The use of silence as the frame of sound
is, of course, as old as music itself. But
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Webem's utilization of it, not as punctui-
tion, but as an integral part of the phrase
gives to his melodic deliniation {sid] the
effect of a diagram in altemating patches
of black and white. Compared 10 the virile
symphonism of Schoenberg the fragility of
Webem's texiure may seem almost puerile
but those who are willing to adjust them-
selves 1o the plane of receptive sensitivity
which Webern's musical thoughts demand,
will fincl his works the product of the per-
fect raconteur, who possesses the sense of
mystery which stimulates the telling of his
narrative, And thus, in this wonderful
opening of the “Saxophone Quarntet”, he
carefully prepares us for the adventure in
variation which constitutes the work.

The main theme of the fint move-
ment, if one can stll speak of themes in
this music, has been described by Rene
Liebowitz [sic] as a “cantus firmus for the
saxophone”, around which other instru-
ments weave i lovely embroidery in the
form of a two-part canon in contrary
motion.’ The centre section of the move-
ment is 4 canonic development of the
motives from the introduction. The range
and dynamic ingensity are increased by
enlarging some intervals an octave, and the
development takes the form of a mirror
episode proceeding retrogressively (e, in
retrograde] from its axis. The reprise of the
cantus firmus, this time distributed among
saxophone, clarinet and violin marks the
assigned both parts of the canon. Finally,
five: measures of epilogue which present ret-
rogressively the two row transpositions of
the introduction bring the movement 1o a
close. This andante has the shape of an arc,
whose zenith is anained with the insertion
of the mirmor image (Spiegelbiki) a1 the
point when the span between the linear
patterns has reached its apex, exacly five
octaves separating the highest and lowest
tones of the entire movement.

While the first movement is notable for
the severnity of its outline, the second derives
its effect from the spontancity of its devel-
opment. This is one of Webem's most
extended movements and it is very difficult
1o apply 1o its one hundred and ninety-two
measures the designation of any precon-
ceived mould associated with tonality. It can
only be described by o detailed analysis of
the row technigue which demonstrates the
Jogic and significance of each section, as it
evolves in perpetual varation. This move-
ment, in fact, is one of the most conspicy-
ous successes of Webem's twelve-tone peri-
o, a testament to the unfailing inugination
which characterizes his use of the tone row
technique. Moreover, the structural pliancy
and hucidity which resulis bears witness




that Webern is the rare example of a com-
poser who has made the twelve-tone sys-
tem serve to magnify the philosophy of
aesthetics which all great artists compreehend
—that sorcery lies within the very idea of
creation.

If 1 have a reservation about the
“Saxophooe Quanet”, it is, that T have
always found it difficult 16 reconcile myself
10 s two movements beloaging to the same
work. While cach reveals the undeniable
stamp of Webem's greatness, there is a dis-
unity of mood between them which is
accentuated by the diverse treatment of the
tone row, Much the same may be sud for
the otherwise magnificent two-movement
Symphony, Opus 21. But no such objection
can be mised in considering the succeeding
series of twelve-tone works, such as the
Concerto for Nine Instruments [Opus 24] and
the Piano Varations. Unfortunately,

I luve not been able 1o become acquainted
with the two cantatas for chonus and orches-
tra [Opus 29 and Opus 311 which Webem
produced during the war years and which
culminated his creative activities. Admitting
this limitation of perspective, | feel that the
Prano Varations, Opus 27 display, with the
highest degree of refinement, those charac-
teristics which we have already ascribed to
Webem's musical development.

The tithe, “Variations” seems almost ludi-
crous and redundant in view of the twelve-
tone ideology, One cannot, of course, relate
a twelvetone work with this ttle, either o
the ground base [sid variation principle of
the baroque, or the theme and melodic-clab-
orative varation type of the rococco Isid. To
be sure, in the second movement of his
Symphony. (also entitled “Vartations™)
Webemn maintains a cheardy marked division
hetween his theme and its succeeding varl-
ants, although the varfations constitute an
elaboration of structural edements within the
theme itself and are quite athematic in char-
acter. In Opus 27 however, even this bamicer
of definition has been removed. The work is
in three movements, each of which places
specific values on cemain associations withen
the row forms, the initial presentation of
which constitutes the ‘theme”. Webem ks,
however, remakably exact about one detail,
The number of measures which are alloted
Isicl 1o theme and variants are maintained
intact. Thus, the temury fisst movement con-
sists of three sections of eighteen measures
each, the second movement's row presenta-
tion takes five and onc-half bars and is fol-
lowed by three variants of exactly that pro-
portion, while the third movement's sixty-six
measures are divided into a theme and five
variations each of cleven bars,

The firt movement utilizes the
Spiegelbild principle which was described in
the “Saxophone Quartet.” But bere it

6

serves nof as a centre of gravity for the
movement as 2 whole, but as the guiding
principle within each segment. A mirror
image Is insented at the centre of cach
phrase causing the consequent portion 1o
recapitulate retrogressively the antecedent.
Webemn's use of the row in this movement
is governed by this principle, for in the
antecedent portions of cach phrse, tones
one 1o six are accompanicd by tones
twelve to seven; thus with the mimor
image causing the consequent reflection,
the entire phrase will consist of one row
in its original form, accompanied by its
retrogressive version. The character of the
movement is also governed by this princi-
ple which brings each sentence close 10
the point of immobility, and a casuil and
leisurely expression is the result,

The second movement is a strict
canon in contrary motion which is so
devised that between the four pairs of
row transpositions which are employed,

various patterns of relationship are
established, and revealed by an effect of
shading so novel that it must be ranked
among the most important of Webern's
contributions to instrumental technique.
In this movement he makes use of only
three dynamic levels, piano, forte and
fortissimo, with no intermediary crescen-
di or diminuendi. He arranges his terse
rhythmic figurations so that the relation-
ships within the row forms are displayed
by the alternation of these plateaus of
volume, |

The-final movement is more extend-
ed and consists of a “theme™ and five
varlations which are recognizable by a
gradual transition of mood, rather than
by any too obvious boundary, The
“theme” is almost monodic. There is, in
fact, only one vertical coincidence in its
eleven measures though several harmon-
ic combinations are produced by sus-
pension. Such a remarkable economical
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rows and motivic cells (Natioaal Library of Canada, Musk Division, The Glenn Gould Papers (Scores, Box

48, Fike 12))
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NEW MUSIC ASSOCIATES
present
SCHOENBERG - BERG - WEBERN

A program of music by Arnold Schoenberg and his two most duunguulud
pupils, Alban Berg and Anton Webern

I
ANTON WEBERN: Five Movements for String Quartet, Opus 5.(1909)
Heftig Bewegt
Sehr Langsan
Sehr Bewegt
Sehr Langsan
In Zarter Bewegung

Morry Kernerman, Victor Feldbrill, violins; Eugene Hudson, viola;
Donald Whitton, cello.

ARNOLD SCHOENBERG: Das Buch der Hangenden Garten, Opus 15 (1908)
(The Story of the Hanging Gardens-~~15 songs to poems by Stefan George)
Roma Butler, mezzo-soprano; Glenn Gould, piano.
INTERMISSION
I
ANTON WEBERN: Variations for Piano, Opus 27 (1936)
Glenn Gould, piano.

ANTON WEBERN: Quartet for tenor saxophone, clarinet, violin and piano,
Opus 22 (1930)

Sehr Massig
Sehr Schwungvoll

Morris Weinzweig, tenor; Ezra Sohabas, clarinet; Morry
Kernerman, violin; Glenn Gould, piano.

(Because this work is, on first hearing, difficult, it will be played twice).
ALBAN BERG: Sonata in One Movement, Opus 1 (1908) *
Glenn Gould, piano
* This work has been recorded by Mr. Gould for Hallmark Records.

Arnold Schoenberg's Variations for Organ, announced as part of this program,
have regrettably been cancelled,

A page from the original programme for Gould's concert of 9 ) y 19%4 (National Library of Canada,
Music Division, The Glenn Gould Papers (Box 44, File 16, No. 15 1)),

GlennGould Volume 1 (Fall 1995)
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The Glenn Gould Foundation

invites nominations for

THE GLENN GOULD PRIZE 1996

Created by the Glenn Gould Foundation, the Glenn Gould Prize is intended as a tribute by the
people of Canada to the life and work of Glenn Gould. The prize is awarded to an individual
who is recognized internationally for exceptional contributions to music and its communication,
through the use of any communications technologics.

Awarded every three years, the prize consists of C$50,000 and an original work by a Canadian
artist. In addition, the Laureate has the privilege of selecting an exceptionally talented young
person from anywhere in the world to receive the Ciry of Toronto - Glenn Gould Protégé Prize
in Music and Communication.

The prize is administered by the Canada Council, an agency which provides grants and services
to professional Canadian artists and arts organizations.

The Laurcate is selected by an international jury. Individuals from any country are cligible.
Individuals may come from a broad range of fields, including musical creation or performance,
film, video, television, radio and recordings, music-theatre, and writing. Individuals may not
put forward their own nomination. They must be nominated by three specialists in the field of
the nominee or in a related field. Nominations must be submitted directly to the Canada Council
by 30 November 1995.

The Glenn Gould Prize was first awarded in 1987 to R. Murray Schafer, and subsequently to
Lord Menuhin in 1990 and to Oscar Peterson in 1993,

Information: The Glenn Gould Prize, The Canada Council
P.O. Box 1047, Ottawa, Canada, KIP SV8
Telephone: (613) 5664310
Fax: (613) 566-4418.
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n the fall of 1954, the twenty-two-year-

old Gould wrate a pair of idiosyncratic

cadenzas for the fisst and third move-

ments of Beethoven's Piano Concento
No. 1 in C Major, Opus 15. When he
recorded the concerto in 1958, with
Viadimir Golschmann conducting the
Columbia Symphony Orchestra, he wrote, in
his liner notes: “In writing these cadenzas |
had in mind a4 contrapuntal potpourr of
matives which was possible only in an
idiom considerably more chromuatic than
that of early Beethoven. Thus the cadenza
to the first movement twmed out 1o be a
rather Regerian fugue, while that to the last
movement became a rhapsody bailt 1o span
the gap between the fermata six-four [chord]
and the subdued re-entrance of the orches-
tra in B major. Both, in other words, effect
an organic balance with the work, thereby
of course denying the original purpose of
cadenza writing as a virtuosic display.” (See
The Glenn Gowld Reader, edited and with an
introcduction by Tim Page (Toronto: Lester &
Orpen Dennys, 1984). 690 The cadenzas
were published in New York in 1958 by
Barger & Barclay; they have long been out
of print, but are due to be reprinted in the
near future.

As the sketch page reproduced oppo-
site shows, Goukd also contemplated writing
his own cadenza for the first movement of

Becthoven's Prano Concerto No. 3 in €
Minor, Opus 37. The sketch s dated “Aug
5/56," by which time he had pedformed the
concerto often in public. (He recorded it
with Leonard Bemstein conducting the
Columbia Symphony Orchestra, in 1959.) At
the 1op of the page, he joted down some
of the principal themes and motives of the
movement; at the bottom, he sketched the
beginning of a cadenza, which opens with a
recollection of the piano’s first entrance in
the movement. The fugal texture and chro-
maticism of the sketch show him tuming
again 10 the musical vocabulary of the carli-
er cadenzas. The sketch breaks off suddenty
after just cleven measures, and at the very
end of the page, suggesting thart it may have
continued on pages that are now lost
Moreover, the Roman numeral *1" on stave
6, which obviously refers to the fint move-
ment, might be taken to suggest that Gould
contemplated writing his own cadenzas for
the other movements, 100,

Though he never finished this cadenza,
Gould did make some important alterations
10 Beethoven's first-movement cadenza
when he played the C Minor concento, First,
he cut the first two measures, beginning
immediately with the imitative treatment of
the main theme that follows, More signifi-
cant is the scalar passage for the right hand
alone near the end of the cadenza. (See the

10

. Gould’s Sketch for a Cadenza

musical examples below.) In a draft of an
undated letter (ca, 19717) in the National
Library of Canada, Music Division, The
Glenn Gould Papers (Box A2, File 47, No.
20; 1), Gould notes in this case his “disinchi-
nation to see the right-hand chromatic scale
g0 unoccupied [when it] seems to me 1o cry
out for a 6-4 chord.” In providing that 6-4
chord, he rewrote the cadential trill, but also
gave the passage greater significance by
incorporating the principal theme of the
movement in the bass. He further sought to
make the passage “more cogent” by antic-
pating, in the bass beneath the nll, the tim-
pani strokes—the repeated fourth C-G—that
are heard when the orchestra reénters after
the cadenza. (These revisions appear in
Gould's 1959 recording, bat also in the two
carlier preserved performances that huve
been commercially released: a CBC radio
broadcast from 21 Febnuary 1955, with
Heinz Unger conducting the CBC
Symphony, and a live performance in Berlin
from 26 May 1957, with Herbert von Kamjan
conducting the Berdin Phitharmonic.) This
example is chamcteristic of Gould's tendlen-
¢y 10 “correct” works in performance, wher-
ever possible, according 1o his own stan-
dards of structural integration

Our source for this sketch page is the
National Library of Canada, Music Division,
The Glenn Gould Papers (Box 28, File 16: 1)

Lukitor
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for Beethoven’s Piano Concerto No. 3
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Broadcast Commentary:
Sviatoslav
Richter

By Guxy Goulp

Gouid’s admiration for the great Russian
planist Sviatosiav Richter (b. 1915) may seem sur
prising at first, ghven Richter's reputation as a
powerful virtuoso and a champion of the sors of
Romantic, Impressionistic, and modem repertore
that Gould always avoided. Yet, from at jeast the
time of their first meeting in Moscow in 1957, dur
ing Gowld's famous Russian tour, the two puamists
formed a mutual admiration sociéty. Richter spoke
in glowing terms of Gould's playing. and Gould
called Richier a “miracie” and a “genius” in his
1965 articlo “The CBC, CamersWise.” (See The
Gienn Gould Reader, odited and with an introduc-
tion by Tim Page (Toronto: Lester & Orpen Dennys,
1984): 399402.) In fact, according to Buno
Monsaingeon (who wias a friend of both), Gould,
around the time of his second recording of Bach's
Goldberg Variations, even offeved (o produce
recordings for Richier, regardiess of repestoire,
Just to ensure that Richter got recordings with the
audhio guaity that they deserved and that, in
Gould's view, they had generally lacked. (See
Monsaingeon's recollections in the Bulletin of the
Glenn Gould Society 5 (March 1886); 30.31.) But
Gould refused to leave Noth Amevica, and Richier
refused (o go 1o North America, and a ymar later
Gould wars dead.

This shovt essay, deted “5th May 78," was
written as broadcast comynentary for the CBC
7 May 1978; it is published here for the first time
in English, (It appears in French translation in the
third volume of Monsaingeon's edition of Gould's
writings, Non, jo ne SUis pas du tout LN excen
rique (Pavis: Fayard, 1686): 138139.)

Our source for both the essay and the photo
graph is the National Lidrary of Canada, Music
Division, The Glenn Gould Papers, Gould's three-
page typescript, tithed simply “Sviatosiav Richter,
is in Box 14, Fle 18; the photograph is no. NL
12947, Notes are editonial,
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3 ¥
Gould and Richier backstage in Moscow, 1947
(photograph by E. Ivano).

have always believed that it is possible

10 divide musical performers into two

categories—ihose who seek to exploit

the instruments they use, and those
who do not In the fisst category—if we can
believe the history books—one could find a
place for such legendary chanicters as Lisa
and Paganini, as well as any number of
allegedly demonic virtuosi of more recent
vintage.  That category belongs to musicians
who are determined 10 make us aware of
their relationship to their instrument, whatev-
er it happens 1o be; they allow that relation
ship to become the focus of attention, The
second category, on the other hand, includes
musicians who try 1o bypass the whole
question of the performing mechanism, to
create the illusion, at any rate, of o direct
link between themselves and a particular
musical score and who, therefore, help the
listener 1o achieve a sense of involvement,
not with the performance per se, but, rather,
with the music itself. And 1 think that, in our
titne, there Is no better example of that sec-
ond kind of musician than Svisoslay Richser

1 said 2 moment ago that what & creat-
ed by this type of performer & essentially an
lusion—and, of course, it & because it is
never passible for any musician to ignore
the mechanical vicissitudes of his instrument;
st what is possible—and for this we have
the evidence of ansts like Richter—is 10
achieve such o perfea lason (sid with the
instrument that the mechanical process
involved becomes all bot invisible—otally ot
the service of the musical structure—and that
the performer, and consequently, the listener
is then able 1o ignare all superficial ques-
tlons of viruosity or mstrumental display and
concentrate instead on the spintual qualitics
inherent in the music kself.

it's an ‘illusion’ in anather way in that
it's obwiously never possible for a performer
1o recreate Beethoven's Beethoven or
Mozarnt's Mozart and, in fact, musical life

would be rather boring if one could do that:
it woukld mean that there would be one opti-
mum performance which would be duplicat-
ed again ancl again. What Sviatoskav Richter
does, in fact, is insert, between the listener
and the composer, his own enormously
powerful personality as a kind of conduit—
and, as he does this, we gain the Impression
that we're discovering the work anew, and
very often from quite a different perspective
than that to which we're accustomed.

The first time 1 Bicard him play was ot
the Moscow Conservitory in May 1957, and
he opened his program with the kst of
Schubert’s sonatas—the Sonata in B flat
major. It’s a very long Sonata—one of the
longest ever written, in fact—and Richter
played it at what I belicve to be the slowest
tempo I've ever heard—thercby making it a
good deal longer, needless 10 say. 1 think, at
this paint, it's appropeiate o confess two
things: the finst is that, heretical though it
may be, 1am not really addicted 10 most of
Schubert’s music. 1 find myself usually
unable 10 come 1o terms with the repetitive
structures involved, anxd 1 find that | get very
restless and squinm a great deal when | have
to sit through one of the Jonger Schuben
essays, The second pant of my confession is
that 1 do not asually 2o to concerts—I prefer
to o my listening via recorcdings in the sechs
sion of my home where no visual distraction
of any kind can intrude on the listening
process, | confess all of this because, when |
first heard Sviatoslay Richier play (GG sings
opening phruse) the opening phirse of that
Sonata, wnd play it, moreover, at the slowes
tempo possible, 1 decided that | was in for a
very restiess hour, indeed, and that 1 woukd
be doing a great deal of squinning.

Well, what happened, in fact, was that,
for the next hour, 1 was in a state that [ can
only compare 0 a hypnotic trance. All of my
prejuctices about Schubert's repetitive struc-
tres were forgotten; musical details which |
had previously considencd 10 be omamental
were given the appearance of onganic cle-
ments—in fact, 1 can remember many of
those details to this day. It scemed 1o me that
1 wais witnessing 2 union of two supposedly
irreconcilable qualities—intense analytical cal-
cubation revealed through o spontanesty
equivalent 10 nprovisation—and 1 realized,
at that moment, as 1 have on many subse
quent occasions while listening 1o Richier's
recordings, that 1 was in the presence of one
of the mast posverful communicators the
word of music has produced in our time.
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Imported labels from all over the world

GLENN GOULD at ATELIER GRIGORIAN
The Sony Classical Glenn Gould Edition on CD and VHS/LASER VIDEO is always in stock,
All of the Sony Classical CD's are specially priced.
We also carry the early broadcast recordings on the CBC label

Also the following books:
Glenn Gould—Music and Mind Glenn Gould—Selected Letters Glenn Gould—A Life and Variations
We also stock a great selection of books on music as well as the New Grove Dictionary of Music and Musicians (20 volumes)

ORDER BY MAIL, PHONE (416) 922-6477 or FAX (416) 922-4879
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L'ATELIER GRIGORIAN Town Square, 210 Lakeshore Road East, Oakville, Ontario, Canada L6J 1HS Tel: (905) 338-2360
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Excerpt from
Gould’s piano
reduction of
Richard
Strauss’s

Metamorphosen

G““.;"L,“ n.ifu-x h..;:»,:i',':nj S I I ‘p*.l ‘P 4 l‘ 45}' ,F;-I'
Wi yown, bt ¢ Glenr . } t # b+
Gould Papers in the Natlonal & ‘F
Library of Canada also holds his .‘% 44 ‘ ‘

r

piano reductions, made near the end of
his Iife, of two late works by Richard
Strauss that he greatly admired: the Oboe

Concerto and Metamorphosen, CThe formes %
is held in Box 28, File 6; the latter is in F )
Box 28, File 9.) These are not polished ~ l

transcriptions, but merely dralt reductions ?&‘

That for the Oboe Concerto, at fifty-eigin o hb
PAges, s con |'-§|"|‘ that for
Metamorphosen, though it goes on fos
twenty-five pages, s not. (The reproduction
shows the fint page of Metamonpbosen

The manuscript lor the Oboe Conceno is

dated “Feb 23/827: the dmalt of

Metamorphosen is undated, but is assigned
10 August of 1982 iess than two montins
before Gould’s death-—by the National

Library. (t & written in the same hand and
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Photograg ild by V. Tony Hauser (Toronto from o 6°x6° hand-comed himed-edition platinug

print. This portrait apy
in Hauser's Legendary Artisis tolio, a limited on of prints for sale indivicoally (available November |
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Interview:

BY MARTIN

MEYER

In the last few years of his e, Gould gave a handful of important, wide-ranging interviews.
This one oviginally appeared in translation in the German classical music and audio magazine
FonoForum, June 1981: 20.27. Ghven that Gould refers several times fo future recording projects
that In fact coincide with or predate 1981, the interview may have been conducted some months or
oven yours before it was pubiished. The version presented here does not exactly reproduce Gould's
mm:nbwmamm.wwm.olwwamnm
version. We have not had access to the original English text (it is not among The Glenn Gould
Papers in the National Library of Canada), though we have tried to suggest Gould’s speaking style
as much as possible. We have included Meyer’s brief introduction, but not the photographs that
accompanied the original interview, the discography that appeared at the end of it. or Meyer's
review of recent Gould rocordings on pages 5657 of the same issue. Noles are editorial.

kenn Gould seldom appeans in public, anticubssed 25 | did Rosalyn Tureck.” Wit she did |
and the pamst also discourges visioes 100 wanked 10 do, and had done peivascly for mysc
mexting him for conversition in So | headed for 2 direct confrontation with the

his Toeontn home. For these sonts of
intervicws, the medi-consaious Gould chooses the

tefephone. On the idephone one can chat with han
for hours, and be peoves 10 be & sporganeocs coo-

Romuntic tradition. i's also possible that 1 ook this
posttion because as a child 1 played the oggin, and
myy fing recital was an ongan concert. And the prob-
e of articulation on the ongn were, for me, also

versition partner eager 10 make cootact. This form of  important when playing the pano.
communication ako confiems Gould's belief that one
kemes moee interesting thinggs over the telephone, Fovolorne: Sunddy there’s more o
without distrctions, tan when one sés cye-to<ye st kegato and pedal?
Opposie cne’s panner.

The following interview thus ook phice GOULD: Quite the contrary.
between Toronto and New York The ptano can be used in a

varity of ways. | wanted

Fonolorm: Mr. Goukd whess you first made your each indivichaal note 1o be

mcark 1 1955 teith yosr recording of Bach s Goldberg
Varianions, suddendy one soemied 10 undersiand afresh
the polypbony of this msic. Did you yosasedf vwkor-
stand your trterprotasion as a challenge 1o the
Rowsaneic trachition?

heand precisedy. | recall that
when | was fificen the fine
tpe recordens appeared on the market in America
I was one of the fint to own such a machne. At
that time: | played a ot of Scarbati; wockiy he boees
me greatly, but as 3 wenager [ played almost s
much Scarkanti as Bach. Now, 1 made a few recond
ings for myself, and the nesull came near 1o the
sound of the Moog synthesizer. | siw that music dad
not have 10 be tied together with, pedal and legato

GOULD: Indheexd. 1 peoetved my peanestic training n
the 19405 from reachers who didn like my style of
playing the plano, and who were influenced by per-
formers Bike, for cxample, Edwin Fescher, They
believed that # 2 pedal was avaiable it should be
el 1 clicint Bke that—above all not in Hach, When
T was about fourteen, | had 1o some extent abieady
formubated my waty of performing Bach. Among pes-
foemers at that time there was oaly coe panist who

FomoFora: Now, affer your first econdings, there
twere critkcs twho meintadved thet youer shle was sin-
Py a provocation

Example 1: The opening meassres from the Predude i E-fEan Min
Book One of Bach's Well Tempernd Clarier

mmnamwmmmweam His article “Das Sprechklavier:
Glenn Gould und die Dekonstruktion” appeared in the special Gowld issue of the Swiss cultur
al magazine du, No, 4 (April 1990): 5861, 96, 101-102,

“ .. the inner

GOULD: Completedy false. There were times when |
wanted to push the posshilities of the instrument ©©
their limits, but T pever did that ust 10 provoke: rec-
tions. When 1 recorded the fiet pant of Bach's Wl
Tempersd Clacsor, | cune eventually fin 1962] to the
Predude and Fugue in E-flat Minor, 1 had never
played the piece before, above all because s a yp-
ical student picce, and 1 always choose works that
nobody el plays. In the studio | was somewhot ot
it Joss s 10 how the: prelude shoukd be amticukated
[See Bxample 1] We made several conventional
takes. Then 1 deaded 10 pluck the predude 3s on a
guiar and 1 draw out every possible muance. This
woukd also crease 2 grest enough contrast with the
dramatic fugne. So & came o pass.

Fonolomun: And wibal does this examiple show?

GOULD:; It shows how often the right kst conmes
only in the studho, In any case, it seems that 1 <ill

have no idea how | should interpeet 2 work
before a recording session. And the results are
often surprising. Moreover, my relationship to
the picces | record is different from that of o
touring concert panist. In particular, the works 1
performed during the period of my public con-
cents | found unsaisfactory when recorded. You
bose much of the freshness when you have o
petform a piece over and over. My relationship
10 music today is very spevific, in the sense that
I really begin to leam the works 1 record only
about four weeks before 2 sudio dute, 50 1 leam
very quickly. The last two weeks | concentrate
on analyzing the work, then comes the recond-
ing. and then | forget everything. This is funda-
mentally different from someone wanting to cap-
TUre i COnCert experience on revord”
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movement of music ...”

Fonokorum: Different 50 whbar extent®

GOULD: For stanters from the perspective of sound.
My recorchngs might for some Iistenens be 100 dose
10 the nstrumental souece, bot that's deliberate,
becase 1 want to show as much as possible the
inner movement of the music. In Europe espectally
recording & done more discreedy; e mirophone
s in the background, with a great sense of space, of
hall. This gives a lovely sound, but & reminds the
lisener and the peformer of a concent stuation,
andl has a somewhat buming effect. This sound
does not have the immediacy and anabytical
apecach 10 the work, which 1 peefer,

FomoFonem: Was it Bach whbo led you to the
Viesmese schook—Schoenibrg, Alfxan Berg—or i
the macdern frderest already exte alongside

GOULD: An intevesting question. Maybe not Bach
directly, but as far back as | can remember | was
Excinated by music with 3 strong contrapuntal
streak, Bach, naturally, for the beeadth of his body
of work: abo Swedlinck. In any case, at thincen |
was already dewn 10 music that was worked out
contrapuntally. At the same time, | had, then as
now, obyections to most of the music of the nine-
teenth century—for example, Chopin, whom |
never play and have never pliyed, excepx during
my cady studies, Thes type of B canio music for
plano does not interest me. Stll, a5 a child 1 loved
bie Wagner, Purcly emationally, there is for me a
gap that keads from 1750—the death of Bach—10
1860—the birth of Trisan.

FomoForms: Where does that ke Boethooon?

GOULD: Zanghter! 1 dont really know. To be hon
est, Beethoven is a composer who has always great-
ly interested me, but in the cise of Beethoven |
have moee respect than Jove. As a child [ dismised
modern, post-Wagneran music. The find composer
of the twentieth century who fascinated me s a fif-
scen-year-okd was Hindemath. | heard o performance
of Mathis der Mader and was overwhedmed. | began
studying all the plano music by Hindemith 1 could
find. From there followed a logical progression 1o

GlennGould Volume 1 (Fall 1995)

the: Viennese school, and at age soeen 1 oocupied
myself with Schoenberg's peino concento and his
prno preces, So it coukd be said that all music thar
asracts me has 1 do with Eneur developments, and
even with Boethoven the contrapuntal complexities
nterest me the most—as in the “Hammeskbavier™
fugue.

Fonolonm: B you baee al) performed mussc that
canent be consichored contragpenial. I'm thinkang of
Schuencn, of Brabms, and aboce all. natradly, of
Mozerr's peceno soneaters, all of wivich you beew mconiod.

GOULD: There does seem to be a conmdiction.
Firt, | have to say that | am nondimately fored of eardy
Maozan; | befieve that the cardy sonatas are under-
rated, the bite somatus over-rted. For me, Mozast lost
something the moment be begmn composing for the
stage—mamedy, the stvie of Card Philipp Emanued

Hach. In Koche 283 you can sl find the greaest
combining of left- and Aght-hand voiees, while in the
bee sorutss the voice lkeading is much kess seoure.

Fonofomunt: I cory cose, in your Mozart recordings
pursectly

GOULD: Yex, | even force them. The moment 1 sce a
passage that smedls of Inversion, 1 stress the contrs-
purtad texture, which the music might not even really
have, To be sure, the early sonatas don't need o be
foroed very much in this respect, since the foontes-
puntall dements are peesent. Thar's why I'm happier
with my recordings of eady sonatas than with those
of the ke somatas. Now, Beethoven. | think that in
his carly sonutas 3 similar quudity of differentiation of
voices s apparers—and which 1 have also wied 10
bring cut in my reconding of the theee Opus 2
soratas fmade between 1974 and 19794, Becthoven's
detal-work in rebason 10 vosce keading cemtainly
retreats in the: midkdle period, and | can think of no
moee tinsome work than the “Appxssionats”

Fonodornme: Now, you bey, accondingly, alo poleni-
cally diswcaed the “Appaasonata” fin porformance) as
¥ & wone @ limestone i, Must we then iake your
nuading as a demonstration of Bocthooen's wekneses®

GOULD: That's right. | believe that the finst theme of
ihe opening movement is not sufficently worked

Example 2: The prinopal and secoextary themes from the fint move-
merd of Bocthoven's “Appassionata® Soaata in F Minor, Opus 57
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ot 3 devedopesk: the secondry theme in A-ie
Mujor, which redates 10 & by invenson, sppeans much
100 quickly. Bee Example 2] You notce in many per-
formmances thut the beginning is phiyed rebnely
quickly, but the seconchiry theme: & very dewnout
My thought, then, was 30 choose: a fimly controied
tempo that woukd ke abwious how the [firg] theme
ant seconchury themme tike up 4 single dea, By the
way, | ke the “Waldsein” Sonata even less, and so a
complete reconing of a8 thitytwo somitss is out of
the quesion, since 1 ally don know how o tackde
1 It is the Boethoven of the Violin Concero and the
Filih Symphony the | don' ke the composer of the
Edghth, however, | ademsiee very much

Ronoborume: B the 19505 you offervd. in wrms of

e, v fcroeily dlvivese frserprdtation of the ks
throe sonasas. Do you sl sand by this reconding?

GOULD: That was the second recording for
Cotumb [19560—alter the Goldbery Varutoas. ye
alwarys really liked it Tocky | woukd probably
change 2 few things hue nothing funckimental. Opas
109, especully the vanation movement. &s 2 high-
point i Boethoven'’s wodk. When the sonat is
phiyed on stage—d dont know why-—s g i
always kst Once | gve 2 locture on 2 hanmonk:
development in the fing movement” These scemed
10 me 10 he one spot lthe interiection of C Mage in
mn. 6162} whese Beethoven willfully broke dwoogh
the principles of ool order But for thet very reason
the throe kst sonatas shoukd not smply be plived in
a convertional way, They contain o many peophxe
sles—articputions even of ke Brckne—tot these
processes must be mode audibie. My options in
tempo and dyreamics, for which many critics have
upbaickd me, wene intended 10 demonstze prociss
Iy these facs.

Fonolorunt So, freedon in the sovice of an aonalytcal
encherstearsling?

GOULD: Nt jus thet, | think mesic that &, so w0
speak, on the highest phine has 2 wonderfully impeo-
visaory quality, which & sinplified & for example.
you stick subbomly 1© coe tempo.

Fomodona Your tepd sdentify your plnying 1o a
Kol chegree. What frgaortarnsce do you gl B oo
intepretation?

GOULD: For me the choke of tempo s one of the
kst considentions in the performunce of 4 work,
When | go into the sudio, 1 have made cenain pre-
eral tompi with which the dancier of the work oing:
ouslty comebaes. For Rommantic musk: | peeder, without
heing dogmatic, slower tempt. Take for example the
Arx [marked Ackagid from Bach's G Mapor Tocoata,

s

Example 3: The principal and secondary themes from the fiest movement of

Beabmw” Mano Comoeno Now 1 8 1 Mesoe, Opus 15

BWY 916. In the sudio lin 1979 1 tred out various
termpi till 1 firally deciced on 2 very sow, broad
tempo. It ouy sound suicidal, bt often | ondy know
what tempo T ke in the stucbo. And sometinses |
even do a second version, Generally & coukd be
saidd tha | suboedinuse the tempo 1o the other
aspexts of 2 given nterpretation. it must then accoed
with the other foms | choose. Behind evenything,
resturally, the ruke i naximum ity

Fonolorsim: Now, there are socondisgs—1 thrink of
Bevthooort s fifth plano concento fibe “Emperor), of
Mogart’s C Magor sonata, K. 330—which are per
Jarmund trs flest cond shoew vorssons. And i the case of
Brabwns” D Minor concerto, there was ooen @ prixic
disprate with Bervstetnt over your sow tewgo

GOULD: Remember our discussion of the
“Appassionata.” What 1 wontexd 10 achieve with
Beahims was exactly the same: 0 find 2 tempo stroc-
ture that woukd muke evident the thematic consis-
tency of the fin and thind movements. The hynical
seconckiry theme of the firt movement wis sup-
posed to grow out of the principal theme without

an astistic miardando. [See Example 3 In this way |
also wanted 10 undercut the ik of & struggle
between solo instrument and onchestrny; genenally
T incined 10 edimimate: thes competitiveness n per-
formance. Brahms' 1) Minor concento, and
Becthoven's E-fln .\hhurlﬂr'ﬂmﬂ?e
eminently symphaonies with “ohbligato plano.”

Fowdonons: And the (1966 rconding of e
Beethoven concerto uwh Sobonsly

GOULD: _ cune shout 3 folions. | mes with Sokosskl
about fve chvs before the reconting, 1okl ham & dd
ot ey b e whether we pliyed the concesso very
fast or very sow, But what | did not want wis a con-
venional pedfonmance. Personally, 1 tended sowand the
show vension, Sickowski oo, and so we plived the Efla
Majoe concenn very broacdly. The recoriing with Anced
was intended for sekevision cody, Now, the sudio in
Toeorso had a very bad acousic for symphonic masic,
50 1 proposed the fast verion: the decsion was thes of
a sechaical nasee. It shows that | can affer all be com-

plesely peagrmatic, now and then. [Zauglted

: : — 1.‘;.-,“
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Rmolvnn: Tureig now o a well-bnotn sulgect
vcarnedy yosur decisson &0 stof concentizing in pubitc
cowr't yose bodieve thar the stage can also froe up cone
atiee eneryies’

GOULD: Fir. | have 1o say that | was not affected
by concen experiences a5 a chik!. The stage firg
became impostant 10 me when 1 was about nine-
teen, which i really very kite. In other words, | was
not Yehudk Menuhin, As a teerager | give a few
concerts a year, but they weve all kxal events, So
the sage never becme emotonally important in
my e, When [ was twenty, | began touring, and |
hated it, hated & very much. At tweney-five | predicr
exd than T woukd be fintshed with # by age thiny. In
the end | was thitty-iwo, | did it when [ was ina

financially strong position 1 say good-bye.

Fonokorum; So maver a sponkanecs ragport with the
pablic?

GOULD: Of counse, whsat | once said doesnt apply
10 the whole public: that ooe sits in the hall and wais
for something 10 happen. But many concent-goers,
who ane not so knowdedaeable about music, foane-
B o s response, and that ivittes me. A per-
former, who comveys 2 message, wans i be able 1o
eckon with 3 person. Peron-o-person contx s not
possible i a concet hall. Above all, 2 ghen musical
conception s kst by the time & reaches the man o
the thisd bakony. And so, when | begin o make
soconds, 1 was really lappy 10 see how | coukd muke
4 musical Srocnsee tnspaent. In concert, on the
other band, there & no “uke tvo”

Fomolorums: From that developed your speciol pload-
trg oo bodyalf of neconds?

GOULD: Yes. 1 hocame a messionary and wanted 10
show that concent fife was an inspisition of the
devil. Recently 1 spoke again with Menulsin on this
subjoct. He is 3 good friend, but our views ase far
apart; be evidently has a more consenatihve view.
For ham the hasic musical experience i 1o be
fuciged by what happens in concert. Now, & i #
major assumnpton of perfomuance peictice that 3
woek shoukd be plyed theough from fist note to
lns. Pamadoxically, the vocabukiry of the concent hall
is abso used for interpectation in the sudio—he
long Bne,” sty, which even younger musiceans like
Danied Barenbom advocne. Or, Lazar Bemuon once
wanted 10 pliy through Beethoven's Sonat fin E-flat
Majord Opus 31/N0. 3 without cuss, in Columbia’s
New York sudos. A seroll mistake occumed in the
bt neasures of the Menoesio. The prochacer asked
Bermun 1o heefly repet these mesuncs. Berman,
on the other hand, wanged (0 repeat ot keast the
whole Menucao,
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Fonlimam: An extrome example.

GOULD: Geantedd. But T want 10 show with it what
misuncentandings hold sway over the mediom.
Many musicans believe that they peoduce an sural
unity when they phiy evenything from beginning 1o
endd The fing thing you have to leam in stuchio peo-
duction s that & & an entirely different medium, 2s
cifferent from the: concent hall as filn from theatee,
Three years ago | made an interesting experiment”
1 made 2 tpe containing mussk from William Byed
to Schoenberg, 1 knew where | had spiced each
segment. | invited cighteen people and divided
them into three groups: six mussciins, six sochai-
cians, six liymen. The candicees were able o lis
ten 10 the tape up to three times and then had 10
say where the splices wese. The musicians did the
Wors—one per cent right answens—ihe technicans
somewhat better—three per cent—and the: kiymen,
who did not know how 10 read music, the best

Fonolonm: But ion ) there a cevtain affinity with
comcers-bell sposstaneity in your ot krowsng el
showtly before the reconding session wiich tempo you
el choose®

GOULD: Yes, 1o a degree, when 1, ke the concent
planis, leave certain possibilities open. But no,
snce on stage you don't ave a second dunce.
When

I recorded Bach's Gokdberg Varations, | did not
begin with the Aria but with the firt variation. Then
I recorded all of the variations with the excepeion of
theme 2t the end fthe Arda da capdl, That was 2
week's work. Then | tried] to find two interpeeta-
tions of the theme, one for the beginning, the other
for the end. The beginnang was not 1o disclose the
devedopments which follow in the variations, wits to
sound s ssmple and Srightforwand as possible, |
needed twenty-one takes to get what 1 had in mind.
That woukd never be possibie on stage. And above
all you can't phy in the sequences 1 did with the
Gokdberg Varations—that is, for practically every
mezsarre of the music having 10 prepare the come
sponding emotional readiness. That is never poss-
ble when you play from front 1o back. Natusally, |
assume that you have an kka of the work in your
head, an ideal unity. But then you can also record
the: thintcenth variation without gomg through the
fint twelve. The totaliy muet e in your head.

FonoForm: Now' o o fow practical guestions. Wil
Jou be recondding some of the worls of Bach that you
Dare ill ok ot reconded. such as the Chromatic
Fankasy and Fuguae? And further: what about music
of thy sineteenth contury? Theve are, afier all, the
rocords with swords by Schumann, Brabmis, and
Wagner.

GOULD: | have 1o confess that I've always
been bored by the Chromatic Fantasy and
Fugue. But we'll record i, as well as some
senaller pieces by Bach.” As 1o Wagner: had he
composed for the piano, | would play all of
his works, since 1 am a grest Wagnerite. And
what | deplore even more is that Richard
Strauss, except in his early period, did pot
write for the piano. | have played the Burieshe
mnyum"lum:l.lamnmfudddx
Romantic music of the fisst half of the nine-
wenth century: Schuminn, Chopin naturally.
Mendedssohn is the exception. | love his sym-
phoaies and ortonios, and perhaps one day |
may record the Variations sérieuses.”

FonoFonim: But you recorded Schumann's
E-flat Mafor piano quartet fin 1968/

GOULD: Yes. I wanted for once in my fife to
phay 2 work by Schumann. Whether you believe i
Or Nk, not once in my studens days did | play a
single work by Schumann. | admit that this &s not 3
very good neson . As 10 Beahms; there ane plins
with Columber 10 make af keast a second record of

m ‘mld

Fonolorume: The Pogeanind Variations? The Havdd
Varkations?

GOULD: | don't like them very much. | played
lnlaqtbansﬁxbl.hlﬂrydmim
me.

Fonobonam: Tell s abost your recordtngs [from the
19708 of exotic prwdifections: Gricg, Bizet, Sitwdieis,

GOULD: In the case of Bizet's Vanlations chwomia-
tiques, 1 dont understnd why they ane mot per-
formed more ofien—especally in Furope. With
Sibeiius, 1 was fascinated above all by the fact that
Sibxefis was ot very inserested in writing plano
music, but with the Sortines was practically the
only conposer of his generation to show that you
can produce peno works without orchestral
cffects—ocaave doublngs, andd <0 on. Structumilly
the Sorutines are as transparent as Haydn's sonatas,
They are not great music; but often it is amusing to
discover such 1exts for onesell. Another discovery
wiss the: orginal version of Hindemith’s fsong cydke]
D Marierloben. | was not mupeessed with the sec-
ond version of 1948, and comsickered it fortunate
when the original version resurfaced in
America. | performed the first version in public
in 1962 and recorded it 1976-1977), and 1 be-



lieve it is anc of the highpoints of music of
our century: contrapuntally transparent and
wonderfully integrated.

FonoForum: Still one mone question: do you lis-
ton 4o records of other planists?

GOULD: Yes, | do. I've always found it strange
when pianists answer this question with “Yes,
sametimes 1 listen 1o Rachmaninoff ..."
[Lasghterd By comparison, | listen to pianists
older generation I'm impeessed only by Arthur
Schnabel. | also admire the way [Alexis]
Weissenberg masters Chopin's E Minor concer-
10; also, Mantha Asgerich's interpretation of
Liszr's B Minor sonata is outstanding. [Alfred)
Brendel's Mozart concertos ...

FonoForum: One last question, It concerns
recording plams.

GOULD: | have many of them. Bach,
Beethoven; and in the next few years 1 would
like to record some of the late Haydn

-

Tror Gould's comments on his debt 1o Tureck, see
also Jonathan Cott, Coneersanions with Glewn Gould
(Boston: Listhe, Brown and Company, 1984) 62-65,
and Elyse Mach, Greawr Pianiss Spoak for
Themupedows, introduction by Sie Georg Solt (New
York Dodd, Mead & Company, 1980) 103-104

2Gould divussed his approach 10 recoeding works
in more detall, with special reference 10 his 1982
recondings of pieces by Beahms, 18 his last pob-
lished interview, in David Dubual, Reflections from
the Keyboard The World of the Congertr Planist
(New York: Semmit Books, 1984) 180183

30mn the “Appassionata” Sonata, see also Gould's
liner notes for his 1970 recoeding of three
Beethoven sonats, reprimted (n The Glenn Gowld
Rowdor, edited and with an introduction by Tim
Page (Tocontor Lester & Orpen Dennys, 1984) 51-
53 Gould notes that both magor themes in the first
movement dr¢ based on arpeggrated triads; this is
the “single idea™ he mentions bejow.

Gould refers here 10 3 palr of lectures that he
gave, on the history of the paano sonata, in the
cardy months of 1964, at Hunter College in New
York and #t the Gardner Museum in Boston. The
Jectunes amounted 0 3 survey of formal and tonal
peocedures in the Barogque, Classical, snd Romaeniic
petiods, and the fiest movement of Beethoven's
Opus 109 served as one example that be discossed
in detall. The Glenn Gould Papers in the National
Libwary of Canada contain numerous drafts for these
lectures, and for the spoken commentary for
Gould's CBC television recital of 3 June 1964, in
which he also played and discussed Opus 109,
Gould also briefly refots 1o his analysis of Opus 109
in the secand of his televised conversations with
Humphrey Buston (BRC, 19601, in the liner notes
for huis 1956 recording of the last three Beethoven
sonatan, tepanted in The Glenen Gowld Reader: 54-
57; and in Coet: $1.52
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SSee Gould's discussions of the Beahms and
Beethoven concertos in The Glenn Gould Rewder:
T0-72 and 260-272, respectively. He also discusses
his inverpretation of the “Emperar” Concerta in the
second of his televised conversations with
Humphirey Banon (BBC, 1966), With the first move-
mend of the Beahnw conceno, as in the
“Appassionata” movement, Gould again perceived a
ek bip by iny betwern the two principal
themes, which are also both based on arpeggiated
triads. The phrase “symphony with obibdigaio piano”
is, incidentally, boerowed from Brahma

8Gould refers here to 2 leethoven Bicentennial
concert made for CHC seleviston on 9 December
1970, with Karel Ancerl conducting the Toronto
Symphony. Gould petformed in this coacen on M-
mlly 4 few hours’ notice, substituting for the indis-
posed Artuzo Beoedetti Michelangell. In spite of the
faster tempo of this pedormance, Gould could do
listhe else but reproduce. almost exactly, most of the
imterpretive ideas and nuances from his 1966
recording. (The 1970 performance wan relcased in
1990 on Music & Ans CD 649; &t is abso available on
CD in Sony Classical's Glenn Gould Edaion (SMK
52 657) and on videotape and laserdisc in Volume
XII (Bptlogme) of Sony Classical’s Glenn Gould
Collection ) The story of Goould's last-minute substi-
tation for Machelangedi is recounted = Oto
Friedrch, Glennt Gonld: A Life and Vartations (New
York: Random House, 19890 212-214, In this same
television recital, Gould also played Becthoven's
Six Variations on an Oviginal Theme in F Major,
Opus 34, and the Bagaselle in E-fla Major, Opus
126/No. §; these performances have also been pub-
lished by Sory Classical.

TGoald perhaps refers here 10 a lilmed Giscussion
that appeared in Menuhin's television series The
Music of Man. A published transcript of the discus-
ston appears in Yehuds Menuhin and Curtis W,
Davis, The Music of Man (Toromto; Methuen, 1979
290-295

BThe experiment 10 which Gould refers is the sub-
ject of his 1975 anxle “The Geass is Always
Groener in the Outtakes: An Experiment in
Listeming,” repristed in The Glenn Gowdd Reader,
357-368

YGoudd performed the Chromatic Fantasy (bt not
the fugue) in Bouno Momsaingeon's 1979 film The
Question of Mmstrument, ihe first pan of thedr series
Glenn Gould Plays Bach. Gould did make 2 studo
recording of the Chromatic Fantasy and Fogue in
October 1979, bot it bas not yet been relexsed.
Throughout the kate 1570s and early 19808, Goold
occasionally recorded isolated works by Bach that
were Jedl for an “Ralian Bach®™ album that was
never completed. These works include vanows pre-
fudes, fugues, fantasias, varlations, and concenos,
inchuding 2 new performance of the lalian
Concernto. (The unfinished “Malian Bach” album will
be rebeased in a2 future volume of Sony Classecal’s
Glenn Gould Edetion. )

10Gould recorded Strauss’s Five Piano Pleces, Opus
5. 0 1979; after this interview was published, and
just weeks before his death, he made his Last studso
recording, of Strauss's Plano Sonata in IS Minor,
Opus 5. His Strauss albam wis released postho.
moaisly, andd is currently available in Sony
Classical’s Glenn Gould Bdition (SM2X 52 657)
Two Goold performances of the Surieky have
been published: # live recosding made (n Baltimoee
oo S January 1962 (released in 1989 on Music &
Arts CD 297, and 2 1967 CBC elevision perfor-
mance (released In 1991 on Music & Ans CD 678,
and now available on CD, videotape, and serdisc
in Sony Classical's Glenn Gould Fdition and
Collection)

NGousd played the Variariony sériewses oocasional-
ly i concer, in his youth and as a professional. s
Jeast as Late an 1956, He played an excerpt from the
work in bis 6 February 1961 CHC sclevision recual
The Subgect s Beethoven, but never recorded it

12Goukds recording of ten Intermerzzos by Bralims
was released in 1961 In the first half of 1982 after
this interview was published, he recorded Beahma'
Ballades, Opus 10, and Rhapsodlies, Opas 79, The
recording was releasod posthumously, and i cus-
rently available in Sony Clissical’s Glenn Gould
Edition (SM2K 52 651)

Gould may have studied these two imajoe works,
bat there s no evidence that he ever performed
them in public

Hamong the works that Gould reconded sround
the tine of this interview and subsequently, besides
those Bach works already mentioned, were
Beethoven's Sonatas in Aflar Major, Opus 20, and
in E-flar Major, Opus 27/No, | (hoth released
posthumousty ); two movements from Beethoven's
Soaata in B-fla Majoe, Opas 22 (not yet released),
and two movements from Boethoven's Pano
Conceno No. 2 in B-Nat Major, with hinself con-
ducting the Hamilion Fhilharmonic and pianist Joa
Khiboooff (not yet redeased). Gould recorded the six
lasa sonatas of Haydn in 1990 and 1981
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Editing
Glenn
Gould

BYy CArRL MoORrREy

This article Is & revised version of a short

for Publication,* delivered by Movey at &
Speaker’s Forum at The Glenn Gould
Conferenco, held in Toronto 23-27 September
1992 (o celebrate the tenth anniversary of
Gould's death. Some of the pieces discussed
in this articte can be heard on the CD Glenn
Gould: The Composer, released in 1992 by
Sony Classical (SK 47 184), The first volume of
Movey's edition of Gowld's compositions, which
includes the Five Short Piano Pleces and the
Two Pieces for Plano, has recently been puts
fished (Glenn Gould, Klavierstiicke (Mainz: B.
Schott's Sohne, 1995), 19 pp.).

n 1992 1 was asked by Neil Crory, a
music producer with the Canadian
Broadcasting Corporation, 10 write 4
note on “Gould the Composer™ for the
programme book of the concert series tht
was 1o inaugurate the Glenn Gould Studio
in the CBC's new Broadcasting Centre in
Toronto. Among the works to be played
were Gould's Two Picces for Piano, his
Five Shont Plano Pieces, and his Sonata for
Bassoon and Pano, Beciuse these works
had never been published, 1 examined
Gould’s manuscripts, from which the per-
formances were being prepared, and saw
that there were some problems in determin-
ing with cerainty some details of his musi-
cal texts. Working with the pedformers
(Patricia Parr, plano, and Michael Sweency,

Carl Morey is Director of the Institute for
Canadian Music and occupies the Jean
A. Chalmers Chair in Canadian Music in
the Faculty of Music at the Universily of
Toronto. He is editing Gould's composi-
tions for publication by B. Schott's
Séhne in Mainz.

GlennGould Volume 1 (Fall 1995)

bassoon), I became the unafficial editor of
the performing versions of the music, and
subsequently B. Schott’s Sohne engaged me
to prepare these and other Gould works for
publication.

We tend to think that an editor’s job is
to see that the details of the composer's
manuscript are accurately tansferred to the
printex] page, while forgetting that frequent-
ly the editor’s first jobr is to determine with
accuracy exactly what those details are—Is
it a-natural or b-natural?, Is that a note or a
smudge?, and so on. It may not be easy 10
accept that notation n & composer's own
hand contains anything but the truth, but
the fact is that the truth is often ohscure
and sometimes hidden. The classic example
is the manuscripts of Beethoven, which are
sometimes literally illegible and which yield
up the compaser’s intentions only afier the
maost carcful editorial intervention. Glenn
Gould's nunuscripts do not present ortho-
graphic difficultics on the scale of
Beethoven's, but there are some serious
problems 1o be addressed in amiving at an
accurate text of his music, in determining
what he really intended as opposisd 10 what
he write down. Trying to second-guess
genius is an intimicting task, and the
results are often open to dispute; yet,
gendus is often careless, and the task of ver-
ifying intentions must be faced. Whart fol-
lows is an outline of the kinds of problems
that | found in Goukd's manuscripts, and of
some of the solutions that I decided upon.

About 1948 or 1949, Gould's piano
teacher, Alberto Guerrero, introduced him
10 the plano music of Amold Schoenberg,
He was a swift convent, Gould had com-
posed a few pieces previously, but in the
pericdd 1949-1952, when he was becoming,
as he Liter described himself, “a valiam
defender of twelvetone music and of its
leading exponents,” he wrote the piano
pleces and the bassoon sonata, and began
a string trio that he never finishexd, all
exemplifying his dedication to Schoenberg's
twelve-tone method as well as to the mas-
ter’s freely chromatic pre-serial style.” The
Two Pieces for Plano represent o scrupa-
lous application of serial technique, while
the Five Shoa Plano Pieces and the bas-
soon somata are composed in an atonal
style with some serial application. Despite
the strong influence of Schoenberg, Gould's
music Is not merely emulative in manner,
although there are similarities in idea and
sonority between the opening phrses of
the first of Schoenberg's Drei Klavierstiicke,
Opus 11, and the first of Gould's Two
Pieces. (The Opus 11 pieces are, of course,
not serial, while Gould's are.)

The Two Pieces, composer in 1951 or
1951-1952, contain 2 number of question-
able pitches.” Gould's musical handwriting

is not difficult to read, but it is somewhat
amateunish, and his intentions are not
always clear. The existing source appears
to be a fair copy, no doube derived from
sketches or a draft now lost. A number of
problems arise because e was ematic in
his application of accidentals. Sometimes
an accidental continues 1o apply to repeti-
tion at the same pitch level within a mea-
sure; sometimes it applies only to the note
to which it is amtached; and sometimes it is
doubtful whether an accidental applies o
all notes of the same pitch class, regardiess
of octave position, within 2 measure. The
Two Pieces are based on a single twelves
note set by means of which virually all of
the pitch material, both melodic and har-
monic, s organized. Because the applica-
tion of the set and some of its forms Is so
regular, it i possible in almost every case
of uncertainty in the manuscript to deter-
mine the comect pitch from the ordering of
the set

The end of the first section of the first
piece (mm. 47-48) illustrates one of the
problems. (See Example 1.) In m. 47 in the
manuscript, the last chord in the left hand
is notated with both a sharp and a natural
sign, so that there is no doubt but that the
ambitus of the chord &s & major seventh, In

~
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the same measure, the first chord in the Jeft
hand bas no cawtionary accidental for the
lower B, which at least raises the possibility
that & is also B-flat; however, the version of
the set in use at this point confirms that the
lowest note is B-natural, In m, 48 in the
manuscript, there is no accidental before
the Jowest F. While musical sense alone
might argue that this is a simple repetition
of a chord and that the Fshamp from the
previous mesisure should be retained, this
reading s indeed confirmed by considers-
tion of the sonarities that arise from the sot.
In the second plece there is a clear
melodic sequence (right hand, mm. 8-10)
that presents the set 0-1-2-3-45-6-7. There
are then, in m. 11, two chords which, if
application of the set is 10 be continued,
must employ the pitch groups 8-9-10 and
11-0-1, and the phrase continues with
chords that use the pitch groups 2-3-4 and
5-6-7. However, in the first of the chords in
m. 11, Gould has clcarly written 3 G-natural
(or, more precisely, a G with no acciden-
tal). This would muke the pitch grouping of
the chord 5-89, which simply makes no
sense in this context. The questionable
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Excerpt from the first page of the final ok copy of Gould's Sonata for Bassoon and Mano
(National Library of Canada, Music Divislon, The Glenn Gould Papers (Box 24, File 8)).

pitch must be G-sharp in order 10 preserve
the orderly presentation of the set, and |
did not hesitate 10 add that missing sharp
to the G. It might be argued that Gould
departed from strict application of the set
because he wanted a panticular sonority, in
which case an abstract musical considera-
tion must be balanced against a rigid tech-

Example 2

nical procedure. Here it seems to me clear
the Gould simply emed in not adding the
shurp sign, probably in the process of copy-
ing from a sketch that has not survived.

Regrettably, reference to the set is not
persuasive in every case. What does
appear to be a conscious departure from
strict seriul application appears earlier in
the first of the Two Pleces, wt mm. 23 and
25. (See Example 2) The left-hand chords
are three-note aggregates that appear (o
derive from the prime form of the set. In a
consistent application of the set, the pitch-
es A-sharp and G-sharp in m. 23 would
appear only with C-sharp, not with D as
notated. The situation is more ambiguoas
on the third beat of m. 25, If the three-
note grouping is 10 conform to the basic
ordering of the set, then the chord should
be C-natural-F-sharp-B; there should be no
C-sharp. The ambiguity arises because the
final pote of the set ks C-sharp, and so
Gould might have derived the chord from
the set ordering 11-0-1, rather than 0-1-2.

2

Whatever the technical questions here, the
clarity of the notation cannot be

notes of m. 5 and the beginning of m. 6 at
A pivace tempo. Oddly enough, the same
reading appears in the sketch for this
picce, which would seem to confirm the
final version, but a comparison with the
right-hand passage in mm. 2-3 offers a
solution. (See Exampie 4.) From the
sequence in m. 2, it can be argued that the
E-sharp-E-natural in m. 5 should be F-
sharp-F-natural, which makes the passage
lay more easily under the fingers.

The text for the Sonata for Bassoon
and Piano poses the trickiest problems.
There dre three versions extant: a com-
plete version in ink, with a formal title
page; a complete version in pencil in 4
munuscript exercise book, with the move-
ments in the order 11, I, Il; and a pencil
sketch of all of the first movement and the
second movement up o the fugue.’ (See
the reproduction of the first page of the
ink copy on this page.) The problems arise
in 2 number of places in which there are
pitch variants between two versions, and it
is not always clear that the final ink ver-
sion offers necessarily the most authorita-
tive text, A pitch might be flattened in the

denied and a musical choice
must prevail over a technical
device. “Wrong® though D and
C-sharp may be, | decided that
they should be retained.

The Five Short Piano Pieces are less
problematic but do present some similar
difficultics. In this case there exists a set of
extensive (albeit incomplete) sketches, so
that there is a reference against which to
test some questionable notations in the
final manuscript.” And there are, of course,
internal musical considerations that offer
solutions. The first two pieces are orga-
nized serially, so that some uncenainties
can be solved by deduction from the set.
(See the reproduction of the manuscript of
the first piece on page 23.) There is an

instance in the canon of the third piece in
which a comrective accidental appears in
the second and third voices but not in the
first; obviously, however, in a canon, the
phrase should be the same in all pans and
the missing accidental can be confidently
restored. In the fourth piece, a rapid two-
part invention, there are two places in the
figuration that are very difficult and awk-
ward without an adjusting accidental. One
such passage occurs in the left hand at
mm. 5-6. (Sec Example 3.) It is asking a
great deal of a pranist to play the last two

sketch and the pencil version but not in
the ink copy, or be Mlawened in the sketch
and the ink copy but not in the pencil ver-
sion. There are several cases in which a
note head could be interpreted as being
cither on a line or in a space. In some
cases, the musical context provides an
answer—where, for example, a repeated
phrase is the Key to comecting an efror in
one presentation of that phrase. In some
instances, however, it must be admined
that no technical reason can be discovered
for differences between the ink and earlier
versions, and in a couple of puzzing
instances the performers at the 1992 con-
cent were forced to rely on
instinct. In the final analysis,
authority must be given to the
ink copy, if only because Gould
himself, when he played the
sonata with Nicholas Kilburn a1 the Royal
Conservatory of Music in Toronto on 4
Janury 1951, presumably played from it
Seill, a careful examination of all of the
sources raises some doulxs.
Indications of phrasing or anticulation
have conventionally been the details that
have received the most attention from edi-
tors, Gould was not much help to either
editor or perfformer. The first of the Two
Pieces contains one ritardando marking
near the beginning, and one a empo
marking near the end, but no other indica-
tions of any kind appear in cither piece,



not even basic tempo markings. There s a
brief note appended 1o cach of the Five
Short Piano Pieces that gives some indication
of the mood and tempo of each piece, but
the only dynamic markings are in the thind
piece: mezzo fore in the first measure, and
JSortissimo in the last. The bassoon sonata is
not much more cdeardy notated dynamically,
and has the complications mentioned above
of contradictory or unrepeated indications
(few though they are) among the: three ver-
sions. Phrase markings are rare in all of
these works. Gould's note for the second of
the Five Short Piano Pieces tells the player
that the piece “is 10 be played delicaely and
with very carefid phrasing.” He underlined
“careful phrasing.” yet the piece contains
only a single phrase marking, although the
sketch for this piece, intriguingly, contains
relatively extensive phrasing indications,
none of which appear in the final version. In
keeping with a playing technique that was
marked by extraordinary clasity, it is amicula-
tion markings that are by far the most com-

bassoon sonata and the Five Shoa Plano
Pieces in January 1951, there is no evidence
that he contemplated further performances
of them—ox, in the case of the Two Pieces
for Piano, any pedformances at all. Perhaps
he thought of these pieces primarily as
extended exercises in composition, and so
did not undertake the sort of careful revision
that his String Quanet received before it was
published. Nevertheless, these early compo-
sitions—an aspect of Gould's creative legacy
that is finally emerging after forty-five
years—provide further insight into a remark-
able musical mind

e quoted phrase i tken from the opening of
Gould's Boer notes for the 1960 Colmnbia rocoeding of
his String Quantet, Opas 1 (composed 195519551 These
notes are reprinted in The Gl Gowld Reswder. odited
and wih an introducuon by Tim Page (Tosoeno: Lester
& Orpen Denoys, 1994 227234

Ihe anly sounce foe the Two Pieces Sor Plaoo
Goukd's avtograph masscript in the National Libeary of
Canada, Mosk: Diveson, The Glenn Gould Papens (Box

e
.
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The first of Gould's Five Short Plano Pleces (Natlonal Library of
Canada, Music Division, The Glenn Gould Papers (Box 24, File 2)).

mon performuance indicitions in Gould's
music. Staccato dots abound, but so do
wedge-shaped marks that presumably inds-
cate a particularly sharp amack, although
these sometimes appear under a phrase
marking. which seems contradictory.

These are the main kinds of problems
I have encountered in prepaning a perfor-
mance edition of Gould's musical works.
The degree of cundlessness in his manu-
SCripts may seem surpeising in someone
whose performances were always so immac-
ulate in terms of attention to detail. But
Gould was still young and was not an expe-
rienced composer, and centainly was not an
experienced copyist (which is a skill in
itself). Moreover, although he performed the
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24, File 9. The musical examplos i this anicle sec
taken from this unedited sowrce. A repeoduction of the
first page of the ounuscrgt (mumn 1-24) appean in the
Natiooul Libwary's Descriptive Cataldogue of The Glenn
Gowkd Pogery, edited by Ruth Pincoe and] Stephen C
Wills (Ontawa: Natiooad Libwary of Canada, 1992
Volume | 52

Mbe manuscrgk of the final verion of the Five Shon
Prano Preces s held o fhe Natsooal Libesry of Canada,
Music Devislon, The Glenn Gould Papens (Box 24, File
23 Vanous sketches sppear in Box 28, Pile 10 (1 few
measures of No. 4x Box 28 File 11 and Box 30, File 8
The muskcal examples are taken from the final verson

These manmscripts are all in the National Libvary of
Canada, Music Divisson, The Glena Gould Papens: Box
24, Fie K Gink version), Box 24, File 7 {complcte pencll
verson), and Box 24, File 10 Gncomplete peacil
shetch)
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Jacques Hétu, one of Canada’s most dis-
tinguished and most performed com-
posers, has, since 1979, taught at
I'Université du Québec & Montréal, where
he is currently Director of the Department
of Music. His most recent major works
inciude his Fourth Symphony and concer-
tos for guitar and trombone.
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This article—one of the most interest-
ing critical responses to a Gould interpre-
tation, and one with a particular authori-
ty—originally appeared in the book Glenn
Gould, pluriel, edited by Ghyslaine Guertin
(Verdun, Québec: Louise Courteau,
éditrice, 1988): 15-22, and appears here
for the first time in English. Glenn Gouid,
pluriel collects the proceedings of the first
colloquium to have been devoted exclu-
sively to Gould, held 13-15 October 1987
at I'Université du Québec & Montréal,
Hétu's contribution to the colfoquium was
this response to Gould's 1967 recording
of his Variations pour piano (composed
1964), one of three works that Gould
recorded for the album Canadian Music in
the 20th Century, which honoured the
Canadian centennial. (The recording is cur-
rently available in Sony Classical’s Glenn
Gould Edition (SMK 52 677).) In the origi
nal lecture, Hétu contrasted recorded
excerpts from Gould's recording with “cor-
rect” renderings of the same excerpts per-
formed by “Pianist X —obviously Hétu
himself.

The text presented here, translated by
Raynald Desmeules, corresponds to the
published articie, and does not include the
question-and-answer period that followed
Hétu's lecture. Musical examples are
© 1970 by Berandol Music Limited, and
are reproduced with their permission,
Notes are editorial,

know that at a very early

age Gould had decided o

be primarily a composer

We recall that at the begin-
ning of his career he wrote: *1 would like,
before 1 tum seventy, to have produced a
certain number of good recordings, 10
have composed some chamber music, two
or three symphonies, and an opera.™
Glenn Gould had a very good knowledge
of the techniques of analysis and also pos-
sessed a remarkable gift as a composer
something rare these days among perform-
ers .. and even among composers!

Glenn Gould's taste in music was very
selective and often very panticular, like a
composer’s! Gould preferred records to
concerts: recording is solitary work, and
composing is also solitary work. To con-
ceive a radio or television program, or
conceive a recording, as he did, with such
a structuring of the sound montage, is a
process akin to composition.

Of course, Glenn Gould's genius
expressed itself chicfly in perfformance, but
he also dreamed of being a composer,
Might | go as far as saying that, in some of

his performances, he actually wok the
place of the composes? Is it fair to say that
this super-performer sometimes 1ok over
the music of others and transformed it
sometimes by disfiguring it, sometimes by
transfiguring i€ In the final analysis, wht
was the value of a musical text for Glenn
Gould, a text which he often approached
as a “pre-text” for a formidable sound con-
struction in which his own musical uni-
verse, nourished by that of the composer,
reached out and imposed itself on the lis-
tener with an imefutable logic? A per-
former’s fogic or a composer’s logic?
Personally, 1 have often thought that
Gould might have been a frustrated com-
poser who, consciously or not, channeled
a great deal of his creative energy inlo the
often very mannered performances that wee
Twenty vears after having suffered a
violent shock on hearing Glenn Gould's
performance of my own Variations pour
piano, 1 feel sufficiently recovered 10 pro-
vide you todlay with an analysis of this
performance. 1 must first remind you of
this sentence, which Gould wrote in 1956:
“Nothing that can be said conceming my
perdformances or my compaositions affects
me, but the least criticism of my writings
hurts me.” May Gould rest in peace, for
Indeed, the brief analysis of my work that
he wrote in the liner notes for his recoed-
ing of Canadian music is admirably accu-
rate, both at the level of the elements of
the structure and at the level of the overall
form. All the same, what happened in
Gould's mind when he came to perform
these Variations Is there a relationship
between this subtle perception of the work
thant the analyst demonstrates and the musi-
cal transposition, at times so distant from
the score, that the performer delivens? Now,
I have always admitted that this perfor-
mance possessed its own logic, adminedly a
very Gouldian logic but oae which, pam-
doxically, could be traced in pan to the
analysis itsell. 1 should point out that this is
only a theory, since | never met Glenn
Goukl But first, here is an excerpt from
Gould’s text concemning my Varianions
“After an introduction which serves in licu
of theme and in which the row material is
set out via some accented treble octaves,
cach of the four variations becomes ocou-
pied with an increasingly dense and/or
decreasingly literal utilization of the row.”
In other words, Gould notices that the
initial muterial is treated more and more
freely by the composer ... and this s pre-
cisely what he does as performer: he takes
more and more liberty, moves fanther and
farther away from the score, as the work
unfolds. Tuming to the score, a first dis-
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mysterious chiaroscuro. The
metronome marking for this
Vivace, J = 144, has become
= 200, but this tempo is logical
in light of the frantic character
adopted by the performer.
Vartation I, marked
Adagio, is based on opposi-
tions of registen: & succession of
heavy and slow chords siowly
emerges in layers, in opposition
10 a group of rapid high notes, in
the manner of a glockenspiel, all
awash in pedall (See Example 2)
Now, we know of Gould's aver-
sion to excessive use of the
pedal, this being one of the rea-
sons he invoked for shunning the
warks of Chopin or Debussy. It is

turhing sign appears in the timing of the
piece: the Variations have an average
duration of 8 minutes 45 seconds; Gould's
version lasts 11 minutes 19 seconds.
Ovenll, he modifies some tempos consid-
erbly, changes legatos (o staccuo, planas
1o forte and vice versa, he clarifies certain
foggy passages, muddies certain others
thit are normally clear, and so on, a little
like the negative of a photo compared
with the true image. So, you say, are there
grounds for questioning the writing of the
work in order to justify the perfformer’s
variants? But Gould wrote: “Héw's flair for
the instrument is unmistakable, Everything
works and sounds and lies rewardingly
beneath the fingers. Yet, the impressive
thing about these Varations is that ... they
are held ogether by a sure sense of the
purely musical values inherent in their
material.” S0 it's not the composer’s fault!

What happens when you listen to the
work score in hand? The first two pages,
the Introduction, are played with force,
conviction, and absolute respect for every-
thing that & written in the score. It should
be noted that [ write down absolutely
everything in my pino scores, even pedal
markings. (See Example 1.)

Variation 1, marked Vivace, is a canon
at the octave, or more precisely at the
double octave, ar a distance of one eighth
note. Gould is obviously very indlined to
emphasize this counterpoint and to sculpt
the “warring accents” inherent in this type
of writing. He does this with an irresistible
sense of thythm in & joyous sonorous
flight that seldom descends below a forte
dynamic. But the score is marked pranisst-
mo and legato, only one passage is
marked fortissimo, the rest unfolding in a

doubdless this phobia about mud-
died harmonies that caused him to
change the “orchestration” of this
passage: the glockenspiel has
become a xylophone! Gould, faithful o his
tastes and to his convictions, could not but
counterict the impressionistic aspect of this

page.
Variation 11 is a short fugue marked
Andante, at , = 60, which is transformed by
Gould into a Lento assad, at ) = 60, exaaly
twice as slow. (See Example 3.) The chamc-
ter of the music is thus radically changed:
the singing counterpoint of the three voices
gives way 10 a climate of immobility, highly
contemplative, and actually very close 1o the
atmosphere that he had created in the twen-
ty-fifth of the Goldberg Variations, in his
first recording. Such a slow tempo has nec-
essary repercussions on the possibilities of
the piano in erms of duration of sound: the
central part of this variation &s a stretio form-

W Volume 1 (Fall 1995)

Example 4

ing a crescendo and culminating in 2 triple-
forte, in which the harmonies are supported
by a low C-sharp octave, held for six beats.
(See Example 4.) The tempao adopeed by
Gould rendered this. passage unworkable
with the nuances marked in the score, so he
inverted everything: this culminating point.
marked fortisimo-crescendo-triple-forte, has
become fortissimo- decrescendo-plano ... It's
very logical, very musical, and very beauti-
ful, but ..}

The fourth and ast variation §s a toc-
cata that listle by linke restores the original
clements of the Introduction. Gould does
the same, with hallucinating virtuosity, but
while suppressing the pedal indications in
several places, and, curiously, muddying
certiin passages, once again, by a play of
inverted dymamics: piano for a secondary
element and forte for the principal element
becomes forte for the secondary element
and piano for the principal element ...
again, that idea of the negative of the photot
However, the last two pages of the work,
like the first two, conform entirely to the
inchications in the score, After having visited
the composer’s house and moved some of
the furniture around, the performer now
exits across the threshold as politely and
correctly as when he amived!

In conclusion, | hope that I have been
able to demonstrate in this article that
Gould remained faithful o his aesthetic
principles regarding music in general and
the piano in particular. Other pieces could
have served as examples, but | was in a
better position to speak of this one. In
fact, I have only testified to what we
already know: that Glenn Gould was no
aordinary performer, that Glenn Gould was
not content 1o execute a score, and that,
through the music of others, he communi-
cated imperiously his own musical uni-
verse, because, in the final analysis, Glenn
Gould was a true creator.

Mhis remuark appeears i Jock Carmlls phweo-osay, 1 dont
think I's 3¢ all ecoentric,” says Glorm Goukd,” in Wink-ensd

Volume: 6 Number 27 (1956). it chies the ver-
sion of it in the thind vohame of o Moonssdegeon's
French odison of Gould's writings, Mo, se mo siels paax ol
ot i exeriirige (Pans: Fayaml, 1996 IR
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AGud's Siner noses for his album Canvadian Micc i o
200l Centvary are vepeinted i The Clenm Goudd Readr,
exined and with an introducscn by Tin Page (Tosonto
Lester & Ovpen Denoys, 198541 204207, the quoted sen
e appean on X7
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Miscellanea

A Glenn Gould film festival, to be
held 18 November 1995 at the Dolby
Studios in San Francisco, is currently
being organized by Dr, Peter Ostwald,
Director of the Health Program for
Performing Artists at the University of
California at San Francisco, and Ruth Felt,
President of San Francisco Performances,
Inc,, with the codperation of The Glenn
Gould Foundation. The day-long event
will feature some of Gould’s films, and
some of his television programmes for the
CBC and BBC; it will also include presen-
tations and discussions on Gould as both
man and artist,

Dr. Ostwald, who was for many
years a friend (and occasional chamber-
music partner) of Gould's, is the author
of books on Schumann and Nijinsky,
and has a special interest in the physi-
ology and psychology of performing
artists - in particular, in the relationship
between emotional processes and musi-

cal creativity. For further information
on this event, contact San Francisco
Performances, Inc., at (415) 398-6449.

I'he Avondale Press writes to
inform us that they are the publishers
of the sheet music for Canadian com-
poser Barbara Pentland’s piano piece
Shadows/Ombres, composed in 1964,
Gould recorded this piece in 1967,
though the recording was released only
posthumously, on the 1992 CD Glenn
Gould Plays Contemporary Music, part of
Sony Classical’s Glenn Gould Edition
(SMK 52 677). The sheet music is avail-
able for $4 (Canadian) postpaid, from:

The Avondale Press
3490 St. Andrews Ave,,
N. Vancouver, B.C.
V7N 179 CANADA

Personals

The following personal notices have been
placed by founding members of
the Friends of Glerm Gould society,

I'm a Glenn Gould fan in Sweden
who is looking for kindred spirits in
Scandanavia. Please write to Jorgen
Lundmark, Skonsbergsvigen 7, S-856 41
Sundsvall, Sweden.

If you have information on obtaining
the live recording, with Bernstein, of the
Brahms Piano Concerto No. 1, please
send e-mail to lanyi@world.std.com. The
Melodram release is out of print

From the editor: The tape of Gould's 6
April 1962 concert performance of Brahms’
Piano Concerto No, 1 in D Minor, Opus 15,
with Leonard Bemstein conducting the New
York Phillharmoric, was first released on LP
inn 1987 by the New York Philharmonic
Saciety, as part of their two-record set
Historic Brahms. At least two pirate CD
releases of this performance subsequently
appeared - Melodram MEL 18002 (Italy,
1987) and Music & Arts CD 682 (USA.,
1991) - both of which are no longer in print.
To date, the recording has not appeared as
part of Sony Classical’s contirmeing Glenm
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Gould Edition. In 1989, on CD 297, Music
& Arts released a recording of a different
Gould concert performance of the Brahms
concerto, this one from 9 Octolxr 1962 with
Peter H. Adler conducting the Baltimore
Symiphony Orchestra. The interpretation in
this latter performanice is considerably more
conventional than that in the notorious per-
formances with Bermnstein,

1 urge upon all mankind to go out
and look for Gould’s original LPs. There
we experience truly profound joy, which
we get less from manipulated sound on
CDs. Ken Akimoto, Menlo Park,
California, US.A.

“Transformation of the Spirit.” How
has Mr. Gould helped you or inspired you
to help others? Why do you want to
remember him? K. Wills, Box 412,
Dresden, Ontario, NOP 1M0, Canada.

Memorabilia of Glenn Gould in the
form of autographs, letters, books, etc.
required for purchase by music teacher.
Please contact G. M. Brown, 41 Harold
Road, Sutton, Surrey, SM1 4HZ, England.

Please help! Looking for LPs: CBC
transcriptions 120, 142; CBC radio trilo-
gy; CBC video ldea of North; Gould
Society Bulletins 1, 2, 5, 10, ).
Benckhuysen, 6269 Sundwon Cr.,
Gloucester, Ontario, K1C 166, Canada

Let’s have another international con-
ference focussing on the ideas and music
of Glenn Gould! W. R. Mobley, Hoboken,
New Jersey, USA.

“This book is of permanent value,
central—as music is, as Glenn Gould is"
(Saturday Night magazine). Geoffrey
Payzant’s bestselling biography, Glenn
Gould, Music & Mind. Available in book-
stores everywhere from Key Porter Books.

Young-Won Park, pianist and cotrdi-
nator of “Tribute to Glenn Gould as
Composer”™ (November 1994), presents
“Tribute to Leonard Bemstein as
Composer,” 12 January 1996, 800 p.m.,
Redpath Hall, McGill University, Montreal,
Quebee, Canada. Free admission.

f'o all Friends of Glenn Gould: Happy
Gouldiana! 1 invite anyone wishing to
correspond re Gould, music, etc. to please
write me: James Carter, 45 Olive Ave.,
Skerra Madre, California, 91024, US.A

Celebrate the first multimedia pianist
in the information age! Motoki Yamazaki,
North York, Ontario, Canada.

I'm a female Japanese piano teacher.
I was fascinated with Glenn's Goldberg
Variations and would like to share my
enthusiasm for Glenn with someone!
Yoshiko Matsuzaki, 3-306 Akanabe Nose,
Gifu City 500, Japan.

Discovering Glenn Gould was discov-
ering music all over again! Nola Houston,
P.O. Box 420001, San Diego, California,
92142, USA

Enhance your enjoyment of music
while boosting daily energy and stamina,
as | did. Details: Stephen Truelove, 865
Glendale Ave,, Ashland, Oregon, USA
(503) 488-5696.

Congratulations to all involved in
The Glenn Gould Foundation and honour
to my father, Dr. William C. Jenkins of W.
Sacramento, California, whose personal
Trinity Is Bach, the Goldberg Variations,
and Glenn Gould. Colleen |, Huckabee.

Researcher and writer available with
four years’ experience working with The
Glenn Gould Papers at the National
Library of Canada. Contact Valerie Verity,
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RR. #1, P.O. Box 10, Chute 3 Blondeau,
Ontario, KOP 180, Canada.

Gould lives! Larry Moriarty,
Rochester, New York —twenty-one CDs
and growing!

Serait-il possible de trouver parmi les
adhérents, une personne parfaitement
bilingue avec qui je puisse partager des
propos et des idées autour du musicien et
de la personalité de Glenn Gould? (Si vous
désirez saisir cette occasion, veulllez com-
muniquer avec ke burcau Glenn-Gould
pour plus d'information.)

Student hoping to begin a collection
of Gould memorabilia would welcome
any contributions from anyone anywhere
in the world. Please contact Ibrahim
Khider, 3242 Aubrey Road, Mississauga,
Ontario, LSL SC8, Canada. Thank-you.

Searching for 1955 LP of Goldberg
Variations. Maximum US.S$25, including
postage. Dr. A, Venzo, Dipartimento
Chimica-Fisica, Via Loredan 2, 35131 Padova,
Italy. E-mail: venzo@pdchfichfi.unipd.it.

In the spirit of the Gould documentaries,
Barry Truax announces a new CD, Sorty of
Songs, featuring text/soundscape-based music,
available (CANS24, US.520) from Cambridge
Street Publishing, 4346 Cambridge Street,
Burnaby, B.C,, V5C 1H4, Canada.

Wanted: Richard Strauss, Bourgeois
Hero (1979); Charge of the Light Brigade;
Gould interviewed by Mclean (1956),
Viets (1957), Thomson (1958), Rich
(1959), Moore (1965), and Trebek (1966);
and Radio as Music (TV, 1975). V. Delattre,
103 r, Valenciennes, Bernissart, 7320
Belgium.

Toronto production company Organ
Alternatives, inspired by Gould's interest
in communication and change in the arts,
salutes the journal and the man (himself a
fine organist), and welcomes inquiries
from those who share a similar vision for
the King of Instruments. Contact
Christopher Dawes, 65 Church St.,
Toronto, Ontario, MSC 2E9, Canada.
Telephone: (416) 369-9920, Fax: (416)
360-5206. E-mail: orgalté@the-wire.com.

What person do we have to thank for
putting Glenn/Bach aboard the
Voyageur? Why didn't Glenn record more
Scriabin? Just curious! B, Crandall, 3120
Borge St, Oakton, VA 22124, USA.

The Gilerm Gowdid Fosorndation: welcomes fnpiniries about
dealicatings fistsre ivseies of this journal in horowr of shi-
wickuals or for special occasions. For move bforrmation,
plestse contect us at the akiress givers on page 30
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Friends of

Glenn Gould

The Friends of Glenn Gould, founded

in 1995, is a society for those who not only

share an interest in Gould's artistic accom-
plishments and visionary ideas, but who
also wish information about special events,
new publications, audio and video releases,
and so on, Friends will receive the twice-
yearly journal GlennGould, among other
benefits, and will have the opportunity to
receive rare Gould iterms not otherwise
available to the public. Friends will also
support The Glenn Gould Foundation's on-
Loing efforts to promote public awareness
of Gould's work and kieas.

For information on becoming a Friend
of Glenn Gould, please contact John A.
Miller, Administrator of The Glerm Gould
Foundation, at the address given on page 30.

The following is a list of Founding
Friends whose names were received prior to
23 August 1995, the deadline for inclusion
in this issue. All members who join the
Friends of Glenn Gould society in its first
year—that is, before 25 September 1996
will be permanently designated as
Founding Friends. Future issues of
GlennGould will list new Founding
Friends and other members as their mem-
berships arrive,

Founding Patrons

(Major dorors whose support is particularly

directed to the creation of the Friends of
Glenmn Gould society and/or to the publish-
ing of this journal)

The Estate of Glenn Gould
The M. M. Webb Foundation
I'he SOCAN Foundation
Sony Classical Canada

Special Issue Donors
(Major donors for this particular issue of
GlennGould)

The family of the late Farrokh Mehran
(New York, New York, US.A)
Chemical Banking Corporation
(New York, New York, US.A)

Fortissimo Friend
(Contributions of $1,000 or mare)

Marisa Rajardi
(Palermo, Italy)
John B. Lawson
(Toronto, Ontarlo, Canada)
Junichi Miyazawa
(Tokyo, Japan)
Jeffrey ). Smyth
(Toronto, Ontario, Canada)
Sun Life Assurance Company of Canada
(Toronto, Ontario)
Honoh Suzuki
(Fukuoka, Japan)
Kathleen Wills
(Dresden, Ontario, Canada)
Makl Yoshioka
{Japan)
Catherine Zanelli
(Genoa, Italy)

Forte Friends
(Contributions of $500 to $999)

The Marvin Gelber Foundation

(Toronto, Ontario, Canada)
C. Warren Goldring

(Willowdale, Ontarto, Canada)
Chisa Hasegawa

(Redlands, California, US.A.)
Graeme McDonald

(Banff, Alberta, Canada)
Stephen Posen

(Toronto, Ontario, Canada)
Harold Redekopp

(Toronto, Ontario, Canada)
Rebecca Rutkowskl

(Gardena, California, US.A)
Viekoslava Schadel

(Augsburg, Germany)
Sheryl A. Teed

(Toronto, Ontario, Canada)

Mezzo Forte Friends
(Contributions of $250 to $499)

M. Joan Chalmers, O.C.
(Toronto, Ontario, Canada)

Rhona M. Cockburn
(Somerset, U.K.)

Dr. H. D. Kogelnik
(Unter Oberndorf, Austria)



Marianne Leplay

(Toulon, France)
Anne-Marie Merlo

(Villenave-D'ornon, France)
Peter Ostwald, M.D.

(San Francisco, California, US.A.)
Sue Davidson Polanyi

(Toronto, Ontario, Canada)
John P. L. Roberts, C.M.

(Outremont, Quebec, Canada)
Ray Roberts

(Pickering, Ontario, Canada)
Vincent Toveil

(Toronto, Ontarlo, Canada)
Miecko Yamada

(Tokyo, Japan)
Motoki Yamazaki

(North York, Ontario, Canada)

Piano Friends

(Contributions of $50 to $249)
Anonymous: Brooklyn, New York,
US.A;; Buffalo, New York, US.A;
Gloucester, Ontario, Canada; Toronto,
Ontario, Canada

{3); Vancouver, B.C., Canada;
Washington, D.C,, US.A.
Ken Akimoto

(Menlo Park, California, US.A.)
Andrea Alexander

(Toronto, Ontario, Canada)
Cary Aminoff

(Riverdale, New York, US.A)
Jane Atkins

(Toronto, Ontario, Canada)
Kevin Bazzana

(Victoria, B.C., Canada)
Karl Berry

(Plymouth, Massachusetts, US.A.)
Jurgen Bock

(Shortens, Germany)
Stacey A. Bowers

(Hurley, New York, US.A.)
Gillian M. Brown, L.LLC.M.

(Surrey, UK)
Lawrence O. Brown

(Larchmont, New York, US.A.)
Eberhard Buehler

{Chapel Hill, North Carolina, US.A.)
James Carter

(Sierra Madre, California, US.A.)
Beverly Crandall

(Oakton, Virginia, US.A.)
J. S. Curtis

(Fonthill, Ontario, Canada)
Christopher Dawes

(Toronto, Ontarlo, Canada)
Donald Dean

(Leeds, UK,
Vincent Delattre

(Bernissart, Belgium)

Jeffrey Dods

(Toronto, Ontario, Canada)
Lisa Emberson

(Ottawa, Ontario, Canada)
Loie Fallis

(Toronto, Ontario, Canada)
Hanna Finkelstein

(Los Angeles, California, US.A.)
Julia Foster

(Toronto, Ontario, Canada)
Robert Fulford

(Toronto, Ontario, Canada)
Sheilagh Geer

(Pine Falls, Manitoba, Canada)
Malca Gillson

(Toronto, Ontario, Canada)
Peter Glenister

(Halifax, Nova Scotia, Canada)
Prof. Haral Golomb

(Tel-Aviv, Israel)
Peter Gross

(Kendall, Australia)
Linda Gutterman

(Arlington, Virginia, US.A.)
Karen Hamre

(New York, New York, US.A)
Friedrich Harrer

(Salzburg, Austria)
Greg Hartley

(Ottawa, Ontario, Canada)
Takayoshi Higuchi

(Kanagawa, Japan)
Nola Houston

(San Diego, California, US.A.)
Robert J. Howard

(Orillia, Ontario, Canada)
Dr. William C. Jenkins

(West Sacramento, California, US.A.)
Helmut Kallmann

(Nepean, Ontario, Canada)
Richard Karmel

(Hampstead, Quebec, Canada)
William Kastanotis

(Toms River, New Jersey, US.A)
Mitsuo Kawamura

(Tokyo, Japan)
Gerardo Kleinburg

(Mexico City, Mexico)
Gabriel Lanyi

(Claremont, California, US.A))
I-Yin Sandy Lee

(Pasadena, California, US.A)
Michael Linsey

(Cambridge, U.K.)
Jorgen Lundmark

(Sundsvall, Sweden)
Deborah MacCallum

(Toronto, Ontario, Canada)
Karl Machat, Jr.

(Toronto, Ontario, Canada)
John Macpherson

(Middlesex, U.K.)

Nicole Martin

(Barcelonnette, France)
Hiroki Matsubara

(Nagova, Japan)
Atsuko Matsuoka

(Toronto, Ontario, Canada)
Yashiko Matsuzaki

(Gifu City, Japan)
Boyd McDonald

(Kitchener, Ontario, Canada)
Antonio F. Méndez-Vigata

(Coahulla, mexico)
John A, Miller

(Toronto, Ontarlo, Canada)
David Mirvish

(Toronto, Ontario, Canada)
Seiko Miura

(Yokohama City, Japan)
W. R. Mobley

(Hoboken, New Jersey, US.A.)
Philip G. Moores

(Verona, New Jersey, US.A.)
Larry Moriarty

(Rochester, New York, US.A.)
David Moughalian

(Philadelphia, Pennsylvania, US.A)
Ron Myrik

(New York, New York, USA)
Ronald R. Napier

(North Vancouver, B.C., Canada)
Jacqueline Nichols

(Ridgefield, Connecticut, US.A.)
Donald Paterson

(Thunder Bay, Ontario, Canada)
Jechnich Patrizio

(Rome, Italy)
Alex Pauk

(Toronto, Ontario, Canada)
Michael de Pencier

(Toronto, Ontario, Canada)
Gerhard Peper

(Haarlem, The Netherlands)
Lola Rasminsky

(Toronto, Ontario, Canada)
John Reid

(Calgary, Alberta, Canada)
Rhombus Media

(Toronto, Ontario, Canada)
Jac Rubenstein

(New York, New York, US.A)
William J. Ruotolo

(Warwick, Rhode Island, US.A.)
Roger M. Saydack

(Eugene, Oregon, US.A)
Leonora Shelsey

(New York, New York, US.A)
Edward Sienkiewicz

(Ottawa, Ontario, Canada)
John Sorenson

(Toronto, Ontario, Canada)
Paul Steel

(Washington, D.C,, US.A.)
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Joel Stein

(Braintree, Massachusetts, US.A.)
Donald Stuart, R.C.A.

(Barrie, Ontario, Canada)
Jean-Luc Switalski

(Perenchies, France)
Barry Truax

(Burnaby, B.C., Canada)
Stephen Truelove

(Ashland, Oregon, U.S.A.)
Evelyne Unterberger

(Gleisdorf, Austria)
Dan Vaiser

(Dallas, Texas, US.A)
Chris Van Dusen

(Highland Park, Texas, US.A.)
Dr. Alfonso Venzo

(Padova, Italy)
Valerie Verity

(Chute & Blondeau, Ontario, Canada)
Patricia Wardrop

(Toronto, Ontario, Canada)
Kiyoko Watanabe

(New York, New York, US.A.)
James Willey

(Geneseo, New York, US.A))
Jane and Ed Zeidler

(Toronto, Ontario, Canada)

Student and Senior Friends
(Contributions of $25)

Carol Ann Alcher

{New York, New York, US.A)
Paolo Aroma

(Treviso, Italy)
Catherine Bennett

(Vancouver, B.C,, Canada)
Stan B. Channing

(Toronto, Ontario, Canada)
Inkie Chung

(Seoul, South Korea)
Paul Forman

(Winter Park, Florida, USA)
Roberta Garabello

(Torino, Italy)
Ur Golomb

(Tel-Aviv, Israel)
Frederick Gordts

(Kortrijk, Belgium)
Oskar Gramann

(Toronto, Ontario, Canada)
Stephanie Hermes

(Disseldorf, Germany)
Catherine Jenkins

(Ottawa, Ontario, Canada)
Jonathan Kenna

(Oakville, Ontarlo, Canada)

Ibrahim Khider

(Mississauga, Ontario, Canada)
Christy Leung

(Vancouver, B.C., Canada)
Marasso Lorenzo

(London, U.K.)
Hisayoshi Matsul

(Chiba City, Japan)
Young-Won Park

(Pointe-Claire, Quebec, Canada)
Solon Pierce

(New York, New York, US.A)
Laurie Romero

(Toronto, Ontario, Canada)
Elisa Roney

(Mississauga, Ontarlo, Canada)
Jimmy SeiTang

(San Marino, California, US.A.)
Bernadette Socha

(Schenectady, New York, US.A.)
Jarmo Valikangs

(Helsinki, Finland)
Tim Virdy

(Den Haag, The Netherlands)
Mary Jo Watts

(New Brunswick, New Jersey, US.A.)
Veronica Xavier

(Irvine, California, US.A.)

from you.

our Historic Register.

We're creating a beautiful book, an Historic Register,
listing our former students from across Canada as
part of a permanent display on the history of the
Conservatory. Contact us and we'll make you part of

Join former students Glenn Gould, Lois Marshall,
Teresa Stratas and Jon Vickers. Call 1-800-709-0888

You're about to become
famous!

If you've ever taken a class, lesson or exam through
The Royal Conservatory of Music, we want to hear

OF

ROYAL
ONSERVATORY

Owsn Mot Wamt

Ihstntuw oy Cohm s

THE

USIC

today and take your place in music history.

The Roya Conservatony of MUSC I8 an ndegondet non-groft
orpangaton serving Caradans since 1888
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