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CBC Records releases
Gould Recording! ez

This historical and artistically significant live concert performance has the teenage
Gould playing BEETHOVEN’s Piano Concertos Nos. 1 and 2, The recording is restored

and digitally mastered from two 1951 CBC Radio broadcasts from Toronto's Massey
Hall. Sir Ernest MacMillan conducts the Toronto Symphony Orchestra.

As o honus track. CBC Records offers a second performance, also from 1951, of the
Finale of Beethoyen's Piano Concerto No. 2 that Gould performed on the CBC Radio
programme, Startime. The STARTIME ORCHESTRA is conducted by PAUL SCHERMAN.

International Distributors... AUSTRALIA: The Classic Distribution Pty. Ltd. CANADA:
Universal Music Group Canada DENMARK: Oh Musik FRANCE: ILD UK: Kingdom
Records Limited JAPAN: Denon-Nippon-Columbia Co. Ltd. GERMANY, AUSTRIA,
SWITZERLAND POOL: Musikvertrieb GmbH HONG KONG & SINGAPORE: Shun Cheong
Record Co. NETHERLANDS: De Klemtoon US: Allegro Corp. TAIWAN: Chi-Lin Records
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ORDER FROM:

CBC Records

P.0. Box 500, Station A
Toronto, Ontario
Canada, MsW 1E6

Tel: (416) 205.3498
Fax: (416) 205.2376

5 Email: cbcrecords@toronto.cbe.ca
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to:Toronto. We hope you will enjoy the ideas, the music,
the camaraderie, and above all, the spirit of Glenn Gould,

which brings us together in the city he always called home.

Glenn Could Gathering
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GLENN GOULD AT THE STRAQH

195 3-

ide trip

Brandon Flowers is a freelance writer

in Stratford, Ontario



1953

Tumol'ﬁ.‘whkh)m will find
nowhere acknowledped s & musical scasce
in Stratford bibllophilia) provided for me, at
amy rate, what arc still the most vivid impees-
sions of masic at Stratfoed. Several of us
Jocal types (1 calll to mind names soch as
[operatic bass] Jan Rubes, [and folk singer]
Ed McCundy) gave no less than fifieen con-
cents in the flapping tent which Skip Manley
bravely ratsed over Tamya Molseiwitsch's
superb stape snd we asiempted o eolertain &
handfid of Shakespeare-stuffed celebrants
cach afternoon at four. (1 recall ut one violn
recital, the audience consissed of 45 caper
patroas of whom 30 beloaped 10 the party of
the Hon. Viscent Massey, then Governoe-
Genenal.) Those concents, nosctheless, weee
one of the minor mizackes of Seratfoed and,
spite of Jeaky dressing rooms, a prevailing
husmidity to which cven | respoaded by play-
ng in sturt sleeves, a miserable imstrument
and po organization whatsocver, there was
already the intimation that music somehow
belonged 10 this theatre 30d could, perhaps,
Brow s 3 very special way

So wrote Gould in 1962, in
"Reminiscence and Prediction,” of the
tentative beginnings of music at the
Stratford Festival,

Stratford, Ontario, is a city of about
thirty thousand people, located 143 km
west of Toronto, and 52 km northeast of
London, settled since the 1830s and
incorporated in 1886. Stratford was a
largely industrial town with no history
as a cultural centre when, in 1951, a
local businessman named Tom Patterson
formed a committee to explore the idea
of creating an annual drama festival,
focussed on the plays of Shakespeare
but more generlly intended “to pro-
mote interest in, and the study of, the
arts generally and literature, drama, and
music in particular.” The idea quickly
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became a reality: within & year, the
British director Tyrone Guthrie was
brought in 1o serve as artistic director,
and in July 1953 the Stratford Festival
was officially launched. That first six-
week season was held in a specially
constructed tent theatre seating just over
eleven hundred, and featured two works
by Shakespeare: Richard 11, starring the
renowned British actor Alec Guiness,
and All's Well That Ends Well. (With a
production of OQedipus Rex in 1954, the
Festival began including works by other
playwrights, 100.) Before long, the
Festival would eamn an international rep-
utation, and would become one of
Canada's most important cultural
venues, a reputation it maintains to this
day.

From the very beginning, there was
music at the Stratford Festival, though
initially it served as a mere adjunct to the
theatrical season-background music for
plays, plus a little extra entertainment for
the tourists. The Canadian composer
Louis Applebaum, in addition to wniting
and conducting incidental music for both
Shakespeare productions, organized a
concert series for the 1953 season, and
he would continue to guide musical
events at Stratford until 1960,
Applebaum realized that a summer
music series could capitalize on the inter-
national audience already drawn to
Stratford by the theatrical productions: as
he recalled years later, "Here was an
opportunity to show what Canada can do
musically.” Only in its third year, 1955,
did the Festival acknowledge an official
season of music, but from the very first
season Applebaum’s enthusiasm, and his
desire to showcase the best Canadian
musicians, made for a nch musical life at
Stratford. Soon the Festival was attract-
ing some of the most famous musicians
in the world, and soon there were people
travelling to Stratford more for the music
than the theatre, Within a few years, the
Festival would become one
of the most prestigious and creatively

adventurous events in Canadian music.
Glenn Gould was a fixture of the
Stratford music scene from that first,
unofficial season, when he was just
twenty years old. He had been a profes-
sional pianist since the age of fifteen,
but he was still an up-and-coming artist:
he had played only a few times outside
Toronto, never outside Canada, and he
was relatively overshadowed by
Stratford's visiting Shakespearean stars,
and by more celebrated colleagues like
the soprano Lois Marshall, The 1953
music season, which already featured
many notable Canadian musicians,
included sixteen concerts, held every
afternoon between 4:15 and 5:15 p.m.
According to a Festival pamphlet listing
musical events for the summer, Gould
performed in three of these concerts.




31 July 1953
Featival Theatre, Stratjord

THE FESTIVALTRIO
(Glenn Gould, pianc,
Albert Pratz, violin.

and Lasac Mamort, calio)

* Beethoven: Plano Trio in D Major,
Opus. 70/No. 1 ("Ghost™)
* Brahms: Plano Trlo in € Minoe, Opus 101

Applcbaum. perhaps thinking that the
rebellious young pianist would benefit
from interaction with musical mentors,
brought him together with two col-
leagues to form The Festival Trio-and
50, in a chamber-music setting, Gould
made his Stratford débat. The program
for this concert announced:

The Festival Trio is making its first public
appearance anywhere at this Festival
Coacent. Created in homour of the Stratford
Shakespearean Festival, the Trio brings
together three of Canada’s focemonst imstru-
mentalists. ... The Festival is hoooured and
pleased w be able t lasunch this Trio which
will undoubtedly make an smportant contri-
bution to Canadian chamber music.

(In the end, though it apparently played
several radio engagements, the Trio
never gave another concert.) Gould's
recollections of that first Stratford
appearance focussed more on the
weather than the music. In a CBC radio
documentary on the Strutford Festival,
broadcast in the series CBC Tuesday
Night on 11 June 1968, he recalled that
a big thunderstorm raged during the
performance: "No one could really hear
the concert that was being given, but it
was a splendid afternoon of chamber
music.” But Gould may have been fudg-
ing the truth for the sake of the story:
other sources recall that it was, in fact,
his 4 August solo recital that suffered
from inclement weather,

The violinist Albert Pratz, incidentally,
had played with Gould before. In 1951,

when Gould was eighteen or nineteen,
the two had joined forces 10 record short
violin-piano works by Prokofiey,
Shostakovich, and Taneyev for the
Canadian label Hallmark. These record-
ings were coupled with Gould's fisst pre-
served performance of Berg's Sonata,
Opus 1, and released in 1953 as Gould's
very first commercial release; Hallmark
RS3. Programs for the 1953 Stratford
scason noted that Hallmark albums,
including Gould's, could be auditioned
and purchased at a booth just west of the
theatre entrance. (The Hallmark record-
ings have reappeared, on unauthorized
LPs and CDs, since Gould's death.) In
March of 1954, Gould and Pratz per-
formed Beethoven's G-major violin
sonata, Opus 96, on CBC radio.

4 August 1953
Faatival Theatre, Stratjord

Glann Gould, piane

* Bach: Three-part Sinfonias in E, A, and D Minor
* Bach: Partita No, 5 in G Major
* Beethoven: Plano Sonata in E Major, Opus 109
* Bery: Plano Sonata, Opus 1

That first chamber-music concert
made clear that Gould intended to use
the Stratford Festival as an opportunity
10 explore repertoire that did not figure
in his usual concerts, For his first solo
recital at Stratford, he offered a program
typical of his early concerts (he would
play all of these pieces in his New York
début in 1955, for example). Still, it was
a program highly unusual for its day: it
emphasized Baroque and twenticth-cen-
tury music, and its only concession 10
the intervening century-and-a-half was a
late Beethoven sonati. One of
Beethoven's popular nicknamed
sonatas-"Moonlight,” "Waldstein,”

" Appassionata”“~would have been a
more conventional choice, and of course
conspicuously absent here was any of
the carly-Romantic music considered (o
be the core of the professional pianist's

repertoire, Clearly, from his earliest pro-
fessional concerts-in Stratford as every-
where else-Gould was staking claim to
his own musical termitory.

14 August 1953

Featival Theatrs, Stratjord
Glann Gould, piana

* Program of works by Bach, Beethoven,
and Motawetz (o details available)

Though the concerts of that first
Stratford season are now considered
legendary, wish-1'd-been-there events, at
the time the public was less than eager.
The plays were better attended: as the
actor Lucian Dezzarian recalled, *1 was
astonished to see all the dignitaries, the
jet-setters, and the theatre-going
entourage that poured into Stratford
from Toronto, Montreal, New York to
line up for tickets. Opening night was
completely sold out ... There wasn't
even a seat 1o be had behind the may
pole!” But attendance at the concerts
was poor enough that Applebaum vent-
ed his frustration about it to the local
press. John Pettigrew and Jamie
Portman, in the first volume of their
book Stratford: The First Thirty Years,
published in Toronto in 1985, write of
those first concerts:

There were several late-afternoot: Concerts
and bour-ong recitals, but foc a variety of rea-
»ons they wers not seccessful. There was cer-
tainly nothing wroeg with the quality of the
artists oc with the coe-dollar admission or
with the enthusiasm of the press notices; but
the likex of Jan Rubes, [plamist] John
Newmark, Glesm Gould, and Lois Marshall
brochiares were Lise and madoquate, the tent
wis acoustically uawaitod 00 mussc, the weath-
er was generally very hot, snd on one occa:
w00 Glenn Gould's plano was unable to com-
pete with a huge storm. The langest andience
was the firsi-the 150 who tuened up 10 hear
Jan Rubes, sccoempanied by Sohn Newmark.
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The 1954 music season remains a
mystery. The Stratford Festival Archives
and various published sources say little
about music at Stratford in 1954, The
Encyclopedia of Music in Canada, for
example, says that besides a single con-
cert by the Elizabethan Singers of
Stratford, there wis no music that sum-
mer. Gould himself, in "Reminiscence
and Prediction,” wrote: "Only 1954 was
missed and that dve as much to the
elaborate preparations being made for
1955 as to the not-inconsiderable per-
plexity of those of us who gave concerts
here in 1953."

Yet, various sources-first-hand testi-
mony, Gould biographies and reference
books, CBC records-make it clear that
Gould certainly played at least once at
Stratford in 1954, in a chamber-music
concert with violinist Alexander
Schneider, formerly of the Budapest
String Quartet, and the Canadian cellist
Zara Nelsova, a former child prodigy.
In fact, it is from this same concert that
we have one of very few surviving
recordings of Gould playing at
Stratford, as well as his only known
telecast from Stratford, We also have
some mather colourful recollections
from his chamber-music colleagues,
For such a poorly documented music
season, this was a particularly well doc-
umented concert.

18 July 1954

Fastival Theatrs, Stratjord

Glesn Gosld, pilano,
with Alexander Schneider, viclin,
and Zaras Naleova, cello

* Works by Bach and Brahms (no details available)
* Beethoven: Allegreito in B-flat Major,
for piano trio, WoO 39
* Beethoven: Pano Trio in D Major,
Opus. 70/No. 1 (*Ghost™)
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According to Schncider and Nelsova,
the concert was to feature works by
Bach, Beethoven, and Brahms, with
Gould accompanying Schoeider in sev-
eral picces, then Nelsova joining in for
trios-presumably, only the two
Beethoven works of which recordings
survive. The two Beethoven recordings
were released by CBC Records in 1997,
on PSCD 2013. According to the liner
notes, the two trio performances came
“from Stratford" and were “carried by
three channels (Toronto, Ottawa, and
Montreal) on the newly arrived CBC
television network"—presumably live.
(Other published sources suggest that
they were also carried over CBC radio
simultancously) CBC television was
then still in its infancy, and as Gould
was already one of their few classical-
music stars, they were eager to capital-
ize on his growing celebrity, In any
event, if Gould did join Schoeider alone
in works by Bach and Brahms, record-
ings have not survived; apparently, only
the trios were broadcast and recorded.
From Nelsova's recollections, it is clear
that this was a concert event, yet the
surviving CBC recordings conspicuous-
ly lack coughing. applause, or any other
evidence that they were recorded before
an audience; they simply don't sound
like concent recordings from the 1950s.
More mystery from the 1954 season ...

Nelsova had warm recollections of
Gould, though she also acknowledged
that there was some tension in their trio,
These remarks are drawn from the CBC
Records liner potes and Peter Ostwald's
biography Glenn Gould: The Ecstasy
and Tragedy of Genius!

He was 30 young and o cager to play. He
had some stranpe ideas sbout Bocthoven but
we talked him out of most of them, . We
rehearsed im the moming, and his face had 2
yelkow complexion, a really sickly codoss.
Otrviously he wasat ready for the day yet,
which for Glenn starsed in the afiemoca. He
told s he'd been up all night reading Tolstoy,

that be had 10 read every classic be could get
s hamds on. ... There were many disagroe-
menes and arguments from the beginning.
We'd start rehearsing in the morming, in blaz-
ing heat well up in the B0s. Gienn appeared
wearing a heavy overcoat, mulfler, gloves, and
hat. Sasha [Schecider] immedisely objected
when Giean kept his plano soare closod and
10dd Sasha he was used 10 playing everythuag
from memory. Sasha and | were planning 10
play with our parts open ia front of us.

According to Ostwald, Schneider was
bothered by Gould's arrogance in mat-
ters of interpretation: the young pianist
had decided in advance how the
"Ghost" Trio should go and refused to
budge. Nelsova recalled the following
exchange:

Schneider: How many times have
you actually performed this piece?
Gould: This will be the first time.
Schneider: Well, I've played the
trio at least four hundred to five
hundred times.

Gould: My position has always
been that quality is more important
than quantity.

The string players sided with each
other, and Gould was forced to conform
10 a more conventional interpretation,
“As for using the score,” Nelsova
added, "Gould brought it with him into
the concert hall and sat on it."
Schoeider, for his part, called Gould "a
very strange guy,” but acknowledged
that "he played very well,” adding that
he had never before encounted a pianist
who knew the violin repertoire by heart.
Gould was twenty-one in 1954, and it
was just two years before that he broken
off his piano lessons with Alberto
Guerrero, Ostwald has a psychological
explanation for the conflicts with
Schneider and Nelsova: now a young
adult, Gould was determined to forge
his own creative identity, and no longer
wanted to take advice from older col
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leagues. And throughout his years at
Stratford, indeed, he would increasingly
seek to impose his own will and ideas
onto his colleagues, particularly once he
had become an internationally famous
performer and one of the Festival's
Directors of Music.

Schneider was obviously forgiving. In
fact, it was, indirectly, to Schneider that
Gould owed one of the tuming-points in
his carcer. On 10 January 1955, six
months after playing with Gould st
Stratford, Schneider was talking to
David Oppenbeim, then director of the
Masterworks Division of Columbia
Records, and he alerted Oppenheim to
Gould's New York début recital the next
day at Town Hall. He said that Gould
“was, alas, a little crazy, but had a
remarkable, hypnotic effect at the
piano,” and that Columbia should sign
him up. Intrigued, Oppenheim went 1o
the concert-and the rest, as they say, is
history. He was so impressed that, in an
unprecedented move, he offered Gould
an exclusive recording contract the next
day, and Gould stayed with Columbia
for the rest of his life.

1955

@ hatever the merits of the 1953 and
1954 seasons, it was the series of con-
certs that ran from 9 July through 6
August 1955 that was designated the
“inaugural season of music” at the
Stratford Festival. Now the music season
had achieved official, permanent status.
With temperatures reaching 105 degrees
Fahrenheit, the heat wave that summer
was simply too scorching for afternoon
concerts in the tent, so they were moved
to the Casino, a barn-like building that
originally served as a badminton hall,
The Casino, which seated 950, was later
renamed the Festival Concert Hall, and
is now known as Stratford's Third Stage,

Louis Applebaum still ran the music sea-

son by himself: he had an impressive

new title, Director of Music, but no staff.

He had too small a budget to pay musi-
cians top dollar, but he enticed them by
offering almost unlimited creative free-

dom-something Gould, for one, appreci-

ated, and exploited,

For the first concert in the Festival
Concert Hall, one patron suggested an
ingenious solution to the heat problem:

using electric fans 1o blow air over bath-

tubs filled with ice, making them act as
natural air-conditioners. But after two
trucks had delivered the fans and ice,
the climate, ironically, grew more
southerly than northerly: the hall was
bathed in high humidity~ideal, perhaps,
for sipping iced tea in swim-trunks, but
not for this well-groomed audience. In
Stratford: The First Thirty Years,
Applebaum recalls the atmosphere in
the hall that night:

By the time a thousand guests had assem-
bled 10 hear Purcell’s and Brigen's odes to
St. Cocilia and a specially commissioned
Somg of Welcome by Healey Willan, wet air
had blown so effectively throughost the hot
auditoriem that alnsost enboarable tropical
humidity had been created.

The Ovchestra, the Festuval Singers,
and the four distinguished soloists some
how got throsgh the programme, and the
long-suffering audience stayed loyally
through the unforgettable evening-some
in their scats but many outside on the
adjacent hillock listening through open
doors and windows.

Summers are always hot and humid in
Stratford, but that didn't stop Gould
from living up to his own publicity:
every season there were fresh sightings
of Gould walking around town in the
sweltering heat, dressed in his usual
regalin-coat, scarf, gloves, cap, and so
on. Gould overdressed became a
strange, lovable, and predictable fixture
on the Stratford scene.
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12 July 1955

Featival Concert Hall, Stratjord

Glenn Gauld, pianc,
with Steve 32"". viokin,
and the Hart Mouae Orcheatra,

conducted by Bogd Neel

* Mozart: Divertimento in D Major, K. 33473200
* Beethoven: Pano Concerto No. 2
in B-Nat Major, Opus 39
* Godirey Ridout: Twe Erudes, for string orchestra
* Schubert: Symphoery No. § in B-Rat Major, D, 485

(Gould's program notes for this con-
cert consisted of a short essay on the
Beethoven concerto, which will be
reprinted in the Spring 2000 issue of
GlennGould.)

The Caribbean climate did not return
when Gould performed at three in the
afternoon on 12 July, in the third con-
cert of the 1955 season. (Open windows
let in some refreshing cool breezes.) He
was playing, for the first time, a newly
acquired Steinway piano, and he spoke
about it to Lloyd Bradshaw of the
Stratford Beacon-Herald. “It was
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delightful for a Beethoven concerto with
a Mozartian orchestra,” he said. "1
enjoyed playing it in the new hall.” He
was by now a musician of international
renown: he had made his American
début in January, and had recorded the
Goldberg Vanations for Columbia
Masterworks just a month before he
came to Stratford (the record would
come out early in 1956),

For his "official™ Stratford début,
Gould received tremendous accolades
from both public and press. John
Kraglund, of The Globe and Mail
(Toronto), wrote:

In the demonic intensity of Mr. Gouald's per-
foemmance of the cadenza st the end of the firwt
movement there was a dramatic fervour wiich
communicaed itself 1o the orchestra and lis-
sences alike us nothing had beea able to do
before. And that insperation held in the slower,
more romantic socond movement, to establish
& moee even balance betwoen cechesira and
sokaist in the rich choral theme.

w [Mr. Gould infused the finale] with 2 dri-
ving mtensity which we have little hope of
hearing matched by asy of his contempo-
raries. Small wonder that cheers from all
parts of the large sudionce were added 10 the
long and thunderous ovation accorded him.

Other reviews consistently praised his

no less consistently, concern over his on-
sage o bl b, 31~
ing, anm-waving, time-beating. J. Burke
Martin, in the London Free Press, felt that
"an admirable performance was marred
by Gould's excessive mannerisms at the
piano.” But most, in the end, were forgiv-
ing. seeing his behaviour as an unavoid-
able price for high-calibee playing.

Bradshaw, mt once thrilled and amused,
spoke for several critics when he wrote
that Gould "is so completely absorbed in
the expression of his art that one mast for-
give him his one fault, an intensely emo-
tional display of gestures at the piuno.”
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29 July 1955
Featival Concers Hall, Stretjord

Glenn Gould, piano,
with Lois Maraball, sopranc
(accompanied by Weldon Kilbern, plasc,

and Bernard Tramaine, cliriset)

* Bach: Goldberg Variations
* Mozart: *Parto, parto,” from Lo clemenra o Tito
* Schubert: "Dir Hirt auf dem Felsen,” 0. 965
* Ravel: Shéhérarade
* Gerald Finzk: Dies naralis, Opus 8,
cantata for high voice

(Gould's program notes for this con-
cent consisted of a shorter version of the
liner notes for his first Columbia record-
ing of the Goldberg Variations, released
less than a year later; these liner notes
are reprinted in The Glenn Gould
Reader, pages 22-28.)

A fer this evening recital, which
began at 8:45 p.m., the critics were once
again full of praise for Gould's perfor-
mance, full of comment and concern
about his platform mannerisms. and,
ultimately, willing to forgive the latter
because of the former. (So it would
remain with the critics throughout his
concert years, especially in North
America.) John Kraglund, in The Globe
and Mail, expressed the cntical consen-
sus when he wrote that

it was Mr. Gould's concepe of the whole
that made the performance [of the Goldberg
Varistions] a triumph of interpretation.

The planist became the mystic poet.

No longer were we embarrassed by stage
mannerisms, frequently Labelled distract-
ing, for we, like him, became past of the
music, Nor did it marter that this interpee-
tation did not agree entirely with others
we have heard.

The theory that Bach’s music is cold and
dry was dealt a severe blow by the alive-
ness, warmth, and excitement of a perfor-
mance that verged, at times, on the roman-
tic. All of these charscieristics were on an

emotional rather than a physical plane and
seldom allowed to imterfere with the strict
musical strecture-the evenness of scales,
rhythmic clarity, the separateness of the
voices in the elaborate contrapuntal
designs, and [the] smoothness of phrasing,

n other words, Me. Gould gave 1o the
Goldberg Variations an inerpretation that
alternated sweetness and fire, in varied
degrees, while keeping entirely within the
framework of the music rather than mokding
the music 10 fit it

Jacob Siskind, in the Montreal Star,
found Gould's interpretation "fit to
compare with those by a Landowska,
a Kirkpatrick, or a Tureck.” But the
critics were no less effusive about
the performances of the young
(though already famous) Lois
Marshall, with whom Gould would
later perform on CBC radio and tele-
vision, (See the Fall 1997 issue of
GlennGould, pages 29-30, for more
on Gould and Marshall.)

The 1955 Stratford music season
was noteworthy for many things
besides Glenn Gould: it included, for
instance, a legendary production, still
remembered by Stratford veterans, of
Stravinsky's Histoire du soldat, in
which Alexander Schneider appeared
as the wandering violinist, and the
great French mime Marcel Marcean
made his North American début (it
opened 11 July and had four perfor-
mances). Unfortunately, despite the
superlatives thrown around by the
critics, the inaugural season of music,
like the earlier warm-up season two
years before, bombed at the box
office, failing to attract adequate audi-
ences. The twenty-two musical events
attracted a total of fourteen thousand
people, representing an average of just
sixty-two percent-less than two-
thirds-of the Festival Concert Hall's
seating capacity.



1956

I its second official season of music,
the Stratford Festival made a noticeable
leap forward in terms of quality, vanety,
and novelty, revealing the spirit of
adventure that so endeared it to Gould,
Half of the 1956 concerts were devoted
to jazz, including & famous concert of
the Oscar Peterson Trio that was record-
ed for the Verve label. The classical
concerts included piano recitals by
Claudio Arrau and Rudolf Serkin,
piano-duet and vocal recitals, and a
variety of chamber, orchestral, and

choral music, with works drawn from
the Renaissance through the twentieth
century, including several specially
commissioned new works. A production
of Britten's chamber opera The Rape of
Lucretia, featuring the Canadian tenor
Jon Vickers, ran for six performances.

Gould's celebrity had grown in the
busy year since his last visit to
Stratford. His recording of the Goldberg
Variations had eamed cnitical acclaim
and become a bestseller, and be had

begun making regular concert tours of
Canada and the United States. With the
exception of a trip to Stratford, he took
the whole summer of 1956 off. He gave
only one concert at the Festival that
summer, on the evening of 9 July, but it
was a tour de force. He dazzled his
audience with his versatility, appeanng
in the quadruple roles of pianist, con-

(Excerpts from Gould's program notes
for this concert will be published in the
Spring 2000 issue of GlennGould.)

Dcspilc the challenging program, the
concert was sold out, and the cnitics, by
and large, were impressed by Gould's
virtuosity and versatility as a musician,
despite the usual carping about his man-

ductor, composer, and writer. He offered nerisms, (Mary Mason, in the Hamilton

a program of sixteenth- and twentieth-
century music, not one piece of which
was o staple of concert programs in the
1950s. The program included the world
premigre of his own String Quartet,
Opus 1, completed the previous year
after more than two years of work.

9 July 1956

Featival Concert Mall, Stratjord

Glann Gould, piano,
with Bethany Beardules, soprano, Hyman

Goodman, violis,

Stave Stanyk, vialin, Jack Nielsan, vicls,

and Rowland Pack, celle

* Sweelinck: "Frrwilliam* Fantasia in G
* Xronek: Plano Sonata No, 3, Opus 92/No.s
* Gould: String Guartet, Opes 1
* Sthoenberg: Ode 10 Nopoleon, Dpus 41
for reciter, plano, and string quarnet

* Berg: Plano Sonata, Opus 1

Spectator; reported that Gould provided
improvised vocal accompaniment,
"sometimes in a4 monotonous hum, some-
times in a pleasing baritone.”) Word of
the event reached as far as New York.
Ross Parmenter wrote a glowing review
in The New York Times: "On paper it

GLENN GOULD

PLANIST

el

-k e

Nogramns

looked awful,” he wrote of the unusual
program, “But it urned out to be an
absorbing evening, largely because Mr.
Gould is as gifted as a musical thinker as
he is as a pianist.” He called Gould the
“hero of the occasion,” even singling out
his "first-class program notes.”

Gould received critical praise for clar-
ity of counterpoint, polish, and quiet
composure in the Sweelinck fantasia,
and he was especially admired for his
ability to communicate difficult twenti-
eth-century music with passion, lyri-
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cism, and tonal besuty, To the Krenek
sonata, wrote Mason, "Gould brought a
tremendous subtlety of phrasing, and of
tone. It was undoubtedly played as it
must be played for the fullest enjoyment
to be extracted from it. For o lesser
pianist, it could be a Waterloo,”
Gould's one-movement String Quartet
was widely admired: it was called "a
moving and impressive work”
(Parmenter), "a work of vast maturity
and clear-cut musical understanding™
(George Kidd, The Telegram), "a power-
ful, melodious work™ (Marcus Adencey,
Toronto Daily Star), and an "outstand-
ing" new piece (Lenore Crawford,
London Free Press). Most were
impressed by the quartet’s convoluted
counterpoint and motivic development,
even if the work sometimes verged on
verbosity: most were pleasantly surprised
by its Romantic character, which was not
expected from this lover of Sweelinck
and Krenek. ("Perhaps,” wrote Adency,
“Glenn Gould says too much in his
unbroken melodious stream. but it's nice
to think that our most gifted musician
could err on the side of self-expression.”)
John Kraglund, in The Globe and Mail,
offered one dissenting view:

There were some lovely moments in the over-
ly-long work. [1f ram about kalf an howr.] Our
impression was that Mr. Gould had bogun
with a limited, excellent idea, then had pro-
ceeded to get caried away with possibilities
of mathemnatical development. What he had o
say woelld have sounded muoch moee impres-
sive if it hadd been able t boast of breviey

Maost were agreed, however, that the
work received an excellent first perfor-
mance by the four string players, though
a year later Gould remarked that at
Stratford the quartet had been played
“not very well.” (He added, "I can play
the whole thing on the piano, except
that, in a few spots, | need another
piano player to handle the cello part. It's
so exhausting, though, that I have to go
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to bed for two days after | do it.")

In the second half of the program,
Gould returned to the piano, to play the
Berg sonata and lead a performance of
Schoenberg's Ode to Napoleon. Only
the Ode, though dramatically played,
was generally regarded as a disappoint-
ment, for reasons that had nothing to do
with musicianship. According to the
press reports, soprano Bethany
Beardslee was placed behind the piano
and string quartet, and as a result her
rendering of Schoenberg’s Sprechgesang
(i.e., "speech-song”) was almost inaudi-
ble throughout, despite a hastily set-up
amplifying system. To make matters
worse, s Kidd noted, "The more she
attempted 1o project her voice, the loud-
er the quartet became,” Of Gould's con-
ducting, Jim Curtis, a Friend from
Fonthill, Ontario. wrote in his diary that
“every motion he made, though perhaps
a bit ludicrous out of context, gave life
and meaning to the music, It would
have left me cold and puzzied other-
wise. He almost became visibly identi-
fied with every phrase and contour.”

The next day, Gould sat for an inter-
view with Wendy Michener of the
Stratford Beacon-Herald. She painted
an endearing portrait of the twenty-
three-year-old pianist: "[He had] a
slight, loose-jointed build with straight
brown hair which he abandons to the
wind and the fates. Dressed in a rain-
coat and carrying the beret which is
almost a trade-mark. he appeared very
relaxed the moming after the perfor-
mance,” With the premigre of his String
Quartet behind him, he spoke of his
desire to be a composer. "An ideal
amangement would be if [ were able to
play my limit of twenty-five concerts a

year all in two or three months and have

the rest of my time for composing,” he
said, but realized that there were practi-
cal problems with such a scheme: "I'd
like to be a composer, but I don't see
how I could eam a living at it."

Michener reported that, at the time,
Gould was considering composing 4n
octet, as well as an opera to be based a
short story by Kafka-undoubtedly “The
Metamorphosis,” which, on a later occa-
sion, he said he was contemplating as
the subject for a television opera.

Artistically rich and provocative, the
1956 Stratford music season was yet
again a financial failure. The New York-
based magazine Musical America, in its
September 1956 issue, called the summer
“an experiment in survival,” adding that
even the adventurous programming and
“top-quality” performances “failed to keep
the festival out of the red.” (Only the
Britten opera and the Gould concert drew
capacity sudiences.) According to Musical
America, Louis Applebaum, in a radio
broadcast in the middle of the season,

ssalyred the problems that remain umsolved:
Sumfoed lacks bodh the Inving accommodations
ad other summner resor facilities needed o
1o the district. Plays which run a week can
thrive on ransient audiences, wheroas concerts
requize 2 substantially new audience for cach
cvening of the week.

This writer subscribes 10 the penenl view,
expressed by those who have supported the
masical events, that practically nothing more
than has been dooe can be added % the itnagi-
mative seope. expert planming. and sound man-
agement of Mz Applebaum and bis colleagues.
Tt remuaden 10 be seen whether inlerests ancil-
lacy 10 the festival will be able 1o ovescome the
peographical hundicap by providing a fuller
range of amenitics and vacation inferests.

m4960

From 1957 to 1959, Gould made no
appearances at the Stratford Festival.-
(One Stratford business document, how-
ever, shows him being tentatively con



sidered for an appearance in the 1959
scason, at a fee of two thousand dol-
lars.) In July 1958, he bypassed
Stratford in order to give three concerts
in Vancouver-a solo recital, a concerto,
and a mixed all-Bach program-us part
of the first Vancouver International
Festival, but most of those three sum-
mers he spent giving concerts around
Europe, where his reputation had spread
since the release of his first Columbia
recordings. But after a concert in
Lucerne in August 1959, Gould, who
hated air travel, decided to make no
more overseas tours, and to confine his
concert activities 1o North Amenca. And
$0, in the summer of 1960, he duly
retumed to the Stratford Festival

As it tumed out, it was a good time
for him to return, for in the intervening
years the zeal for musical experiment
had grown at Stratford, and the Festival
would prove receptive 10 Gould's ideas
about programming and repertoire
During his sabbatical, the Festival had
offered musical events of increasing
stature; there were more jazz concerts,
with artists like Count Basie, and Duke
Ellington; the English Opera Group
performed Britten's The Turn of the
Screw in 1957; there were productions
of The Beggar’s Opera, in 1958, and
Orpheus in the Underworld, in 1959
Stratford documents from the late
1950s, including Applebaum’s lengthy
"Proposal for Music at Stratford,”
reveal a desire to make the summer
music festival more than just a miscel-
lany of conventional concerts with
revolving personnel, to make it a real
community of musicians who would
come together for an extended period
of time in order to develop their skills,
do innovative creative work, and put on
carefully planned concerts. The real
twming-point came in 1959, when
Applebaum organized the first annual
six-week Orchestra Workshop. Made
up of two-dozen instrumentalists from

around the country and the U.S,, it was

the only such workshop in Canada
founded for the benefit of professional
musicians, and in Applebaum’s words it
was intended “to provide a healthy base
on which to build plans for many years,
involving as it does a permanent nucle-
us of artists.” The Workshop musicians
honed their skills through masterclasses
and interaction with outstanding visit
ing performers, and made up a National
Festival Orchestra that stayed together
through the whole music season.
Through this very successful scheme,
Applebaum found a formula that pro-
vided a permanent core of resident
musicians around which the whole
summer season could be built. It was
this, for example, that allowed annual
productions of Gilbert and Sullivan

operettas 1o begin in 1960

When Gould returned that year, he fit
comfortably into this new arangement.
He was appointed as one of three
artists-in-residence, along with two
American performers who would
remain close colleagues for years: vio
linist Oscar Shumsky and cellist
Leonard Rose. All three were in resi-
dence through most of the scason, per-
mithng & more l'r:,:;mllx‘d senes of con-
certs, some of which (as would become
standard with Gould) were thematically
unified by composer or subject, All
three were closely involved in the
Workshop, t0o; Gould, apparently, was
particularly eager to participate in a
series of sessions devoted to perfor-
mance practices in twentieth-century
music. With the National Festival

Orchestra and three renowned soloists

D Mujor, for tl 1 1960 Bach ¢




in residence for the summer, the 1960
season was perhaps the most fruitful
and interesting 10 date. Gould, to be
sure, looked forward to summers at
Stratford as times for both relaxation
and artistic growth, to try adventurous
programs that transcended the repertory,
settings, and manners of conventional
concert life-a life he hated but had to
endure for most of each year. As he
wrote in “Reminiscence and
Prediction,” the aim at Stratford was "to
build a musical secason in which the par-
ticipants would come and stay awhile,
would dare to try new things, and, per-
haps, because of Stratford, would think
a bit, would Jeave & little larger than
they came.” In the 1968 CBC radio doc-
umentary on the Stratford Festival,
Gould noted that there was still no "rec-
ognizably Stratfordian™ profile to the
music season, that it did not have "its
own particular summer cult,” like
Marlboro or Tanglewood, but that was
10 its very advantage: it was constantly
open to change and experiment,

A letter from Louis Applebaum to
Gould’s manager, Walter Homburger,
dated 29 October 1959, suggests that
Gould might have returned to Stratford
in a rather unexpected setting,
Apparently, Gould suggested to
Applebaum that he play in two Sunday
concerts-"one of them in duet with Van
Cliburn"! Clibum was then one of the
hottest names in classical music, having
won the Tehaikovsky Competition in
Moscow a year before. That win, at the
height of the Cold War, brought him
instant fame around the world, and a
hero's welcome back home in the
United States. Gould had played in
Russia the year before Clibumn, and the
thought of the two in concert together in
1960 must have been irresistible.
Applebaum knew that Gould and
Cliburn would be his biggest stars, wor-
thy of framing the season, so “if the
duet concert is the last one,” he wrote,

58 GlensGeuld

"then Glen[n]'s other appearance should
be the first one.” But nothing more was
said of this idea, and though Gould and
Cliburn admired each other, it is hard 10
imagine these two highly individual,
temperamentally opposed performers on
the same piano bench.

Cliburn or no Cliburm, Gould made a
splashy retumn to Stratford with an inter-
esting all-Bach program that announced
his desire to break away from the
restrictions of his usual concert life.
That first concert benefitted from sever-
al other recent changes. Stratford now
had a new, larger Festival Theatre, seat-
ing nearly 2,300, and in 1960, after two
seasons in the smaller Avon Theatre, the
music season was moved into the new
theatre, Moreover, recent amendments
to the Lord's Day Act meant that it was
now permissible to hold concerts on
Sunday. The all-Bach concert was the

first of three Sunday-afternoon Festival
Theatre concerts that season.
CONCERT

Bach Concert, 24 July 1960

Faatival Thastre, Stratlord

" and conductor,
aith Qucar Shamaly, viodin, Leansrd Rose, cello,
Dirk Yeetbasa, Mote, and the Nasions!

Featival Orchustra

* Bach: Violin Concerto in € Major
* Boch: Clavier Cancerto No. 1 in D Minor
* Bach: Suite No. 3 in € Major,
for unaccompanied calio
* Bach: Brandenburg Concerto No. § in D Major

Gould's adventurousness at Stratford
was clear from the first notes he played
at the piano, for it was at this concen
that he introduced the “harpsi-piano,” an
instrument of his own concoction that he
would use in several concerts and broad-
casts in the carly 1960s. The “harpsi-
piano” was a medium-size Steinway
grand with small metal plates inserted
into the hammers, which caused the
instrument to produce a clicking, metal-
lic sound intended to imitate the sonority
of the harpsichord without sacrificing
the piano’s dynamic capabilities. The
"harpsi-piano” was not universally wel-
comed. John Beckwith, writing in the
Toronto Daily Star. called it "a great
intermission talking point,” adding:

Personally, | found 1t a mild annoyance.
Whatever usefulness the device may have in
underlining Back's rhythems, and in conjuring
historical associations, is cosmeractod by 2
notable destruction of the instrument's
cantablle woe.

Using a smaller-than-concert-size piano
for Bach makes seone. If other "harpsichond-
like™ effects are desired, the harpaichond, for
heaven's sake, exists,

Nevertheless, thanks to Gould's star
power, the concert was sold out. The
critics, for the most part, hailed his
return to Stratford-Beckwith, for exam-
ple, noting that he was now “performing
as well [as] or better than ever,” and sin-
gling out his "flawlessly realized" inter-
pretation of the D-minor concerto, John
Kraglund, in The Globe and Mail, wrote
that "Glenn Gould stole top honours™ at
this concert, that “there is probably no
one who plays Bach with more commu-
nicative artistry than this superlative
young musician”; he praised Gould as



both pianist and conductor, especially
his “fantastic interpretation of the pow-
erful cadenza” in the first movement of
the Brandenburg. Kraglund was more
tolerant of the "harpsi-piano,” 100, for

providing a happeer blend with the strimgs,
more balanced volume than is attamable with a
regular harpsichord, and hisering the pianist
not the least in matters of interpretation.

While the instrument did not allow him o
wax romantic, as he has been known to do,
neither &d it peevent his communicating the
emotional seatiments of Back's musac with
an imtensity that seems to escape other great
Bach performers.

The audience, Kraglund added, "went
wild,” giving countless standing ova-
tions and refusing to let the performers
leave.

Glenn Gould was back.

He didn't stay for the whole summer,
however: he spent the last week of July
and the beginning of August in
Vancouver, once again, giving three
more concerts for the Vancouver
International Festival: a two-concerto
evening (Beethoven Fourth, Mozart C-
minor), a Beethoven-Berg solo recital,
and (shades of his Stratford program-
ming) & mixed all-Schoenberg program.

But he was back in Stratford by 6
August, when the Festival welcomed
sixty-two composers from twenty
countries (plus a team of thirteen inter-
preters from New York) to the
International Conference of
Composers, directed by Applebaum
and co-sponsored by a variety of major
Canadian musical institutions. The
Conference, which ran during the last
week of the Festival, featured panel
discussions and concerts of new music,
and offered a rare opportunity for
Western composers to exchange ideas
with their counterparts in the Soviet
Union and its satellites: it also brought
an international sudience to perform-

ances of Canadian music, (An account
of the Conference, edited by Beckwith
and Udo Kasemets, was published in
1961 as The Modern Composer and
His World.) 1t was one of the most
exciting and important weeks in the
history of music at Stratford, and one
that Gould recalled fondly.

On 26 July, Gould made a brief
appearance (about five minutes) in an
hour-long CBC television special on the
Stratford Festival, taped sometime
before the 24 July Bach concert. Seated
at the piano, he played-with & mischie-
vous smirk-the famous love theme from
Tchaikovsky's Romeo and Juliet, then
engaged in & brief conversation with
Louis Applebaum. He praised the
Conference and the new music it intro-
duced to Canadian sudiences; obviously
thinking back to his own String Quartet,
he called himself "a proud colleague™ of
the visiting composers. For him as for
everyone at Stratford, the contnibution
of Soviet composers caused special
excitement. In the same televised con-
versation, Gould praised the new
Festival Theatre, whose intimate three-
sided stage brought the performers in
¢lose contact with the audience; it
“"brings out the ham in me,” he said.
Referring to his Bach concert, he said
that he was planning to surround the
piano with the strings-something he
always liked to do in Barogue concer-
10s. The segment ended with a brief
view of Gould and Shumsky rehearsing
the finale of Beethoven's C-minor violin
sonata for their all-Beethoven chamber-
music concert, held on a Sunday after-
noon the day before the official opening
of the Conference.

Beethoven Concert, 7 August 1960

Featival Theatrs, Stretjord

Glenn Gould, piaso,
with Oucar Shumaky, violin.

and Leonard Roue, cello

* Beethoven: Violin Sonata in C Minor,
Opus 30/No. 2
* Seethoven: Cello Sonata in A Major, Opus 69
* Beethoven: Plano Trio in D Majoe,
Opus 70/No. 1 ("Ghost”)

The three artists-in-residence reunited
for another sold-out concert-sold out
weeks in advance, in fact, and according
to The Globe and Mail more than a
thousand people seeking tickets had 1o
be turned away. (Jim Curtis noted in his
diary that he had to stand in line for two
and a half hours to get a ticket, and then
had to be content with a poor seat, with
a view only of Gould’s feet and knees!)
Once again, the concert was tumul-
tously received by the audience, with a
prolonged standing ovation; once again,
the reviews were, for the most part,
excellent: “Stratford Ensemble a
Display of Greatness," gushed The
Globe and Mail.

But there were a few dissenting voic-
es, 100, and the dissent was aimed
squarely at Gould. Lenore Crawford, in
the London Free Press, noted sarcasti-
cally that Gould's vocalizing drowned
out his playing: Rose, she claimed,
"could not hear the piano [when Gould)
hummed in a deep, masculine voice
during the scherzo.” John Beckwith, in
the Toronto Daily Star, while full of
praise, also noted that "Mr. Gould's
improvised added parts for bantone
voice and conductor (both performed by
himself) did little to aid the difficult
illusion of equality with his partners”;
moreover, he added, "the slow move-
ments of both [sonatas] brought a
slightly sickly tone, excessively quiet
and marred by the unpecessary addition
of broken piano chords, in ‘morceau de
salon’ vein." And Eric McLean, in the
Montreal Star, though he called Gould
"a great pianist and a great interpreter”
as a soloist, suggested that his
“unshakeable self-confidence” tended to
overwhelm his partners’ playing in the
two sonatas: "I became more and more
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convinced as the concert progressed that
Messrs, Shumsky and Rose were playing
this music Gould's way, not because they
believe in it, but simply to save the per-
formance.” Such things are subjective,
however: John Kraglund, in The Globe
and Mail, wrote of the sonata perfor-
mances: “1 could only marvel that two
musicians had been able 10 reach such
complete agreement about matters of
interpretation, dynamics, and tonal shad-
ing.” Where everyone agreed was that
the "Ghost” Trio was the highlight of the
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cvening. It "came off best,” McLean sug-

gested, "possibly because the two string
players felt themselves in a better posi-

tion 1o hold their own against the Gould
personality when together.”

We needn't take the critics” word for
it, however: this is another rare Gould
concert at Stratford of which a record-
ing-albeit an unauthorized one-was
made. The fine Gould-Rose perfor-
mance of the Opus 69 cello sonata, and
the exciting performance of the "Ghost”
Trio, were both broadcast in the CBC

radio senes Stratford Music Festival,
and it is undoubtedly an off-the-air
recording of these two performances
that Melodram, an Italian pirate label,
released on CD in 1988, on MEL
18007, (The CD cover mistakenly iden-
tifies the date of the performances as
1962.) On the CD, the two Stratford
performances are coupled with an
October 1958 recording of Beethoven's
Opus 110 piano sonata, which Gould
made in Stockholm for Swedish radio.
Why the Gould-Shumsky performance
of the C-minor violin sonata is not on
the CD is mystery. Was it not recorded?
Was it not broadcast? Why not?

1961

In "Reminiscence and Prediction,”
Gould wrote affectionately of "the peri-
odic resignations™ of Louis Applebaum,
"which became, for those of us who
worked for him, his most predictable
and lovable quality.” But Applebaum
did retire for good from administrative
duties at the Stratford Festival after the
1960 scason. When Gould, Shumsky,
and Rose returned to the Festival in
1961, it was with a new official title;
Directors of Music, It is difficult to
imagine Gould as an administrator,
dealing with quotidian matters like bud-
gets and contracts, scheduling and ticket
sales, finding new music and new per-
formers, attending planning meetings,
dealing with the press and the Women's
Committee, Yet, as surviving correspon-
dence and other sources show, that is
precisely what he did, along with con-
tinuing to organize and perform in con-
certs, and participate in the Orchestra
Workshop, Gould's willingness to make
an uncharacteristic foray into adminis-
tration was surely the ultimate sign of
his special affection for the Stratford
Festival. He was putting his money



where his mouth was: no longer merely
advocating “the Stratford experiment,”
be was committing himself to making it
a reality. He would remain one of the
Directors until the very end of his con-
cert life-indeed, for one full summer
beyond.

The 1961 season included five
Sunday-afternoon concerts each devoted
to a different composer. Gould was
active in planning all five concerts, and
performed in three of them, In the first,
he tackled some important new cham-

ber-music repertoire.

Brahms Concert, 16 July 1961
Featival Thestre, Steatjord

Glenn Gould, piano,
with Oacar Shomaky, violia,
and Leonard Roas, cello

* Brahms: Cello Sonata in E Minos, Opus 38
* Brahms: Violin Sonata in G Major, Opus 78
* Brahms: Plano Trio in € Minos, Opus 101

This concert followed what was
becoming a familiar pattern with Gould's
appearances o Stratford. Once more, it
was sold out well in advance. Once more,
the audience was ecstatic. Once more, the
critics had praise for the quality of the
performances slong with a few com-
plaints directed st Gould. More than one
critic noted the lop-sided nature of
Gould's chamber-music collaborations,
John Kraglund, for instance, in a Globe
and Mail review headed “Gould
Overpowers His Colleagues.” wrote: "Mr.
Gould's greatness as 4 solo performer is
undisputed. | must confess | am less
enthusiastic about him as an easemble
player, for he tends to dominate the per-
formance without full consideration for
the composer or the other performers.”
More specifically, be noted "Mr. Gould's
efforts to drown out both the piano and
the cello with his stamping feet,” and his
"tendency to force the pace” in the finale
of the cello sonata. As in the 1960 all-
Beethoven concert, the ensemble was at

its best in the trio, in which setting Gould
could not so easily dominate.

And once more, Gould's platform
mannerisms tried the patience of even
the most forgiving critics. In a review in
The Telegram (Toronto), headed “Please
Mr. Gould: Less Noise,” George Kidd
praised and chided in equal measure:

It is doubfial if the remaining Swaday coo-
corts at Satfond will surpass the opening ooe
This was music of a high calibee, played

by a w0 of magnificent soloists. .

The combimation [of Gould, Shamsky, and
Rose] was an exciting one and the sadience
greeted its beasty with applaunse that ceased
only when the lights were tarmed on, ...

Mr. Gould was in bis wsual splendid
form, compiete with his glass of water, his
folding chair, and a left arm that tended too
often to conduct,

He was also in his ussal voice, and clooded
the last moment of the trio with nokses that
spoiled much of the beauty that had been
heard carlier.

These notses are no longer amasing.
Neither are they necessary.

Richard Strauss Concert, 23 July 1961

Featival Theatre, Stratjord

Glean Gould, plana and commentator. wizh
gtlen Faull, scprano, Oucar Shumaky, viclin,

and Victor Braun, bass-baritone

* Strauss: Four Ueder:

*Heimliche Aufforderung,” Opus 27/No. 3
*Freundliche Vision.” Opus 48/No, 1
*Sthiechtes Wetthe" Opus 69/No. 5,

and *Cacille,” Opus 27/N0. 2
* Strauss: Violin Sonata in Eflat Major, Opus 18
* Sirauss: Final scene from Capriccio

@ith this concert, Gould expanded his
sphere of activity to include the role of
on-stage commentator; his lecture-
recitals would prove to be among his
most challenging-and controversial
~appearances at the Stratford Festival.
This particular lecture-recital, moreover,
was one of the first shots in Gould's
one-man campaign to champion the
music of Richard Strauss, whose reputa-
tion at this time-this was the heyday of
serialism and avant-garde experimental-
ism-was very much in decline, Nothing
could have been less fashionable in the
late 1950s and carly 1960s than a pas-
sion for Strauss, (Gould found this out
when he brought out his Straussian
String Quartet, Opus 1, in the mid-
1950s.) He would go on to champion
Strauss in other concerts, in published
articles, in CBC radio and television
programs, including a "contrapuntal
radio documentary” in 1979, and in
recordings and broadcasts of rare
Strauss repertoire like Enoch Arden, the
Burleske, the Violin Sonata, and the
carly piano pieces. But already at
Stratford, in 1961, according to John
Beckwith's review in the Toronto Daily
Star, he was declaring Strauss to be the
“greatest man of music of this century,”
and arguing that "none has been so
much maligned by the younger genera-
tion since Bach."

Despite the unfashionable program
and the intense afternoon heat, the
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Strauss concert was sold out. George
Kidd. in The Telegram. set the scene:

After deploring the fact that the Festival
had negleciad ham for cight yean, giving
preference o such people as Alex [uc)
Guiness, Mr. Gould began to discuss Richard
Strauss, whose works filled the program

The informsal chatter of this yoang musi-
clan, his continual movements across the
famous stage and his mosical illustrations all
helped 10 make the afternoon a relaxing

affuir, if not completely satisfying

According to Lenore Crawford, in the
London Free Press, Gould tested his
own singing voice while making a point
about Strauss as an opera composer:
"Miss Faull sang one of Chrysothemis’s
anas from Elektra, with the pranist sup-
plying accompaniment and also one line
sung by Elektra herself (who thus
dropped from a soprano to what Gould
himself called 'a raspy baritone’).” As he
joked on stage, “the budget could not
afford another singer.”

The reviews of the concert, by and
large, had more praise for the perfor-
mances than for Gould's commentary
(Kidd found it "coy and forced™), and
they reveal that Gould once again
sought to dominate the proceedings
(of the Violin Sonata, Kidd wrote that
"Mr. Gould proved that he is not an
accompanist”). Moreover, the reviews
give telling evidence of the controver-
sies surrounding Strauss’s music-par-
ticularly his carly and late works—at
this time. Beckwith wrote that the
carly Violin Sonata "is tedious work
whose sole virtue is its indiscriminate
bulldozing continuity, his sheer ability
1o go on and on. Of themes it knows
not, save for a ludicrously overstated
one in the finale which 1o Mr, Gould
has a ‘patrician’ air ... jingoistic would
have been my own adjective.” But
Mollie Graham, in the Srratford
Beacon-Herald, heard “beautiful
melodies™ in the Gould-Shumsky
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The Stratford Festival's three Directors of Music: left 1o right, cellist Leonard Rose,
x

violinist Oscar Shumsky, and Gould. (Photograph reproduced from the 1961 Stratford

Festival souvenir booklet. )

duet, and argued in favour of the
work: "the fact that the Sonata in E-
flat Major is not ‘top-drawer Strauss,’
as Gould pointed out, does not lessen
its appeal to the senses, written as it
was at the height of the Romantic
period, when Strauss was a young
man of twenty-one.”

The second half of the concert was
devoted to Strauss’s operas, and like the
first half it opened with a Gould lecture
{Incidentally, no copy of the text of
Gould’s commentary seems to have sur-
vived.) Ellen Faull sang the final scene
from Strauss's last opera, Capriccio,
with Gould accompanying in his own
piano arrangement: Victor Braun, a
member of the Pirates of Penzance cast
that season, took the small role of the
Haushofmeister, Audience and cnitics
alike seemed taken with the music,
and the novelty of it: a long extract
from an obscure late Strauss opera,
arranged for piano, was hardly stan-
dard concert fare in 1961, at Stratford
or anywhere else. Indeed, the experi-
mental nature of the concert was gen-
crally appreciated. Gould himself
seemed pleased with the concert, and
with Faull's performance. As Kidd
reported, he "surprised his audience by
kissing her, He also shook hands sev-
eral times with the other performers.”

Bach Concert, 13 August 1961

Faatival Theatre, Stratjord
ean Gould, ™ TPAL~Piane " and condector,
oith Loie an““, ASDTANG,

Leonard Roae, cello,

Ya Bernardi, piano
and the Mational Featival rcheatra
* Bach: Brandenburyg Concerto No. 3 in G Major
* Bach: Clavier Concerto No. 7 in G Minor

* Bach: Viola da Gamba Sonata No. 2 in D Major
* Bach:; Cantata No, §1, jauchzer Gott in ollen

Longen

Gould remained box-office gold
through his later Stratford seasons,
George Kidd, in The Telegram, wrote
thit he was fortunate 1o have secured a
ticket in advance on this occasion:
"Unlike the poor turn-out for the 1953
season, ticket hopefuls lined up outside
#t the Festival Theatre as early as 7:00
a.m. looking for any returmed tickets for
the sell-out Bach concert. More than
250 were turned away from this perfor-
mance ..."

One of the orchestral musicians on
this occasion was the violist Stanley
Solomon, formerly the principal violist
for the Toronto Symphony Orchestra,
for which he played for forty-two years,
and a member of the National Festival
Orchestra for eight seasons. In an infor-



mal interview, he recalled working with
Gould at Stratford:

He always had on a sice shirt and 2 nice jack-
e, Befoee {Owchestra] Workshop sessions could
begin, Gould would semive lme and fully
dressed even on the hottest days. We were
wearing short sleeves and shosts, and he came
into the Nomman school wearning his npmacole:
an overcoat, pants, a sweater, a long-sloeved
shire, 3 hat, 2 scarf, and gloves, and then pro-
cooded 10 close all the windows, His chair had
oot arived yet xad be played everything from
memory while sitting on his bosiom on the
flooc. He was our coach, We were all profes-
siooals and he would jost suggest different
tempi or certsin phrasing. The time just flew by.

Once again Gould revived his "harpsi-
piano,” in both solo and accompaniment
found detractors as well as defenders.
(Mollie Graham, for instance, writing in
the Stratford Beacon-Herald, found the
instrument "an admirable substitute™ for
the continuo harpsichord in the
Brandenburg Concerto.) And once aguin
Gould used the opportunity of a Stratford
concert with colleagues to try out new
things, here exploring the sort of orches-
tral, chamber, and vocal music that did
not fit into his regular concert season,
The highlight of the concert was Bach's
joyous Cantata No. 51, the title of which
can be translated "Shout joyfully to God
in all lands,” and in which the bnght
clangour of the “harpsi-piano” may well
have been appropriate. Gould conducted
from the keyboard. Regrettably, however,
according 10 some reviews, the sheer
weight of sound produced by the solo
piano” all but obscured the voice of the
solo soprano, Lois Marshall. Not so for
John Beckwith, however, who wrote, in
the Toronto Daily Star; that Marshall, “"on
the stage's upper platform, volleyed the
resoundding phrases of Bach's Cantata No.
51 back and forth,” and noted her “impec-

cability of phrasing. articulation of runs,

and her characteristic conveyance of
wonder.” Beckwith continued:

The cantata performance had beilliance, a
thythmic €lan and ease Jess nocable in other
parts of the all-Bach program, and mamy
miceties of Bachian detadl 50 delight the ear.
The assured trumpet solos of Robert Oades
were one of its main strengths. Mr Gould's
own role, a not-averly-obtrusive cee. includ-
ed. however, some extremely apt intentitial
right-hand improvisations which kept the
style and mation of things well in ocder.

But Beckwith once more had his doubts
about the "harpsi-piano,” which "needs 1o
decide whether it wants to be a piano or a
harpsichord (and which meanwhile seems
1o tone down and inhibit Mr. Gould's
cantabile playing, in stretches like the
Andante of the G-minor concerto ...)."

Gould's "harpsi-piano” performances
at Stratford seem not to have been
recorded, but he can be seen and heard
using the instrument, for both solos and
continuo, in his 1962 CBC television
special Glenn Gould on Bach. In this
program, he describes the noisy instru-
ment as not quite a piano and not quite
a harpsichord: "it's a neurotic piano that
thinks it's a harpsichord.” The program
includes an excerpt from The Arr of
Fugue, the Brandenburg Concerto No. 5
in D Major, and the moving Cantata No.
54, Widerstehe doch der Siinde, with
countertenor Russell Oberlin and Gould
conducting from the keyboard. These
performances offer an excellent portrait
of the controversial "harpsi-piano,” and
all are available on videotape and
laserdisc in Sony Classical’s Glenn
Gould Collection, Vols. 5 and 8.

1962

The three Directors of Music returned
in 1962 for a season that would prove to

be one of Gould's busiest at Stratford. In
addition to leading, once again, the six-
week workshop for the musicians of the
National Festival Orchestra, the
Directors organized & series of themati-
cally unified Saturday and Sunday con-
certs, some devoted 1o the music of a
single composer. Gould played and lec-
tured in several of these concerts, wrote
program notes, and contributed his arti-
cle "Reminiscence and Prediction” to
the Festival's souvenir booklet.

The first concert of the season was
devoted to Bach, whose music remained
a touchstone for Gould, notwithstanding
his explorations of later music. Lenore
Crawford, of the London Free Press,
was privileged to overhear two of the

Directors discussing this very subject:

“Playing Bach could be compared to pro-
ducing Shakespeare,” Mr. Shumnsky said.
“There is a reference frame, as in
Shakespease”s plays, which leaves perform-
ers a freedom of choice.”

"You seem 10 be able 10 do 50 mech moee
with Bach's music than with other com-
poseny’ muwic,” added Mr. Gould.

“No maner what you might do to
Beethoven's masic, it would still come out
Beethoven. It would be like trying to change
Jack Paar.” he concluded.

Bach Concert, 8 July 1962
Featival Theatrs, Stratjord

Gleen Gould, "harpai-pisno,” with
Oucar Shemaky, violin, Lacmard Roaw, cello,
and membara of the Natiooal Festival Orchastrs

(Robert Althen, [Hute.
Stanley Wood, English hom,
Nicholaa Kitbuern, basscos,

and nNr'A‘lﬁ Strob, viola)

* Bach: Selections from the Musical Offering:
Ricerrar ¢ 3 vod, for keyboand; Trio Sonata;
and Ricercor 0 6 vocl, armanged for chamber ervsemble
* Bach: Partita No. 2 in D Minor,
for unaccompanied violin
* Bach: Seven Contrapuncti from The Art of
Fugue, arranged for chamber ensembie
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A with carlier Bach concerts at
Stratford, the familiar pattem emerged
once more: an enthusiastic capacity audi-
ence; a program thit was clearly
"Gould's show,” dominated by his per-
sonality despite outstanding perfor-
mances by the other musicians (notably
Shumsky in the Partita); the controversial
"harpsi-piano”; high praise from the crit-
ics for what, by all accounts, were bril-
liant performances; and quibbles about

some of Gould's musical decisions and
on-stage behaviour. This time there was a
new controversy, too-what George Kidd,
in The Telegram, called "one of the most
dramatic moments in the history of
music at the Stratford Festival,” Before
the final performance of the evening,
Gould gave a speech in which he criti-
cized the custom of automatic applause
at concerts, which he considered particu-

like The Art of Fugue. (In a diary entry
about this concert, Jim Curtis quoted
him, on stage, referring to applause as
"an easily induced mob reaction, indicat-
ing nothing but momentary hysteria.”)
Gould requested that the audience refrain
from such "insincere” expressions of
approval at the end of the performance,
and to emphasize his point he had the
lights dimmed 1o black during the final
phrases of the last fugue.

With one or two exceptions, the star-
tled audience took Gould's suggestion
and remained in a rather embarrassed
silence at the end. Many, however, were
not amused by Gould's tactic, especially
as the performances fully merited
acclaim; Kidd felt that “the audience
was cheated of paying a deserved trib-
ute.” The whole concent provoked Udo
Kasemets, in the Toromio Daily Star, 1o
extended invective that merits quotation
at length, for the light it sheds on the
controversies aroused by some of
Gould's experiments a1 Stratford:

For years | used 1o stand up for Glemn
Goulid whenever an argument arose about
his extra-musical antics om the plafore.

| maintained that 25 long as be delivers his
masical goods with authenticity sad insight.
it matters very linde how much he sways,
sings, groans, crooches, sloeches, and sips
water while playing.

1 also believed that some day the
pampered wonder-boy would grow up
and concentrate oa straight and honest
music-making.

Time bas proved my wrong. Glean Gould
has changed indeed, but the change has been
for worse.

Take for example yesterdary's opening concen
of the Seraeford music season. On theoe counts
did Glenn Gould manage %o spoil the concert
whach, by rights, shookd have been ooe of the
most exciting Bach peograms of all imes.

He imsissed on wsing his insemsitive, crude-
sounding, nerve-bothering “tack plano” &%
solo and contineo instrument. He neady
ruined the performances of his fellow-musi-




clams. And be pulled a cruel joke ... by asking
the sndicnce 10 abatain from clapping at the
comclusion of the comcent. And guess what?
Obediently the audience titterad, coughed
nervously, and walked. mildly amused, oot of
the theatre.

If Glesas Gould really wanted to do sway with
spplause, if he honestly desired 10 create an
stmosphere of reverence mround Bach's last,
unfintshed composition, The Art of Fugwe. &
note in the printed program would have sufficed.

But that is not what Gould wants. He wants
pew gumes. And, just for kicks, why not
games with sudience participation?

Not only ¢8d Glenn Gould make fools of
the listeners, he also put his colleagoes isto
2a embarrassing light.

Just prior to Gleon Goeld's call 1o ban
applause, the audicnce had given a standing
ovatioa to violisist Oscar Shamsky for his
excellent delivery of Bach's D-minor solo
Partita,

Was this, as Gould put it, “mob hysteria™?
Or an “ugly noise™ Or a “clever manipula-
tion” on the performer”s pan (o raise the
"decibel count of applause™!

1 woold rather like 1o think that it was a
beart-felt tnbute 10 a0 hooest and humble
musician ..

Another point where Gould erred against his
fellow performens was in the Trio Socata from
the Musdcal Offering. Here the aggressive, pen-
etrating sound of his prepared prano formed a
most unwelcome background 1o the smooth,
flowing lines of the violin and flue ...

Even children tire after a while of thesr
toys. | wish that Glenn Gould would discand
his latest plaything, the tack plano, and return
1o the concert grand which he used 10 play so
well in his Goldberg Variations days. And if
his purely musical contributions 10 concerts
remain as fecbie as they were yesierday, he
might as well include booteg in his baa of
public expression,

Gould put his personal stamp on the
next concert at Stratford, though he did
not perform. “The Schoenberg
Heritage," given in the Festival Theatre
on Friday, 13 July, and repeated on

Sunday, 15 July, featured Schoenberg's
Verklarte Nacht, Opus 4, for string sex-
tet; Webern's Five Pieces for String
Quartet, Opus 5; and Lukas Foss's Time
Cycle, a work in several movements
played as an accompaniment to dancing,
and scored for soprano with a small
ensemble that is called upon to impro-
vise. The Lukas Foss Ensemble
appeared, with the composer himself at
the piano, along with soprano Grace-
Lynne Martin, Shumsky, members of the
National Festival Orchestra, and soloists
of the National Ballet Company of
Canada. (Gould was a big fan of Foss's
music, incidentally.) The theatre was
only half-full-typical for such an unusual
program of contemporary music, and
fairly common (according to press
reports) for concerts in which Gould,
Stratford's biggest resident star, did not
perform. Gould did attend the concert,
however, and contributed extensive notes
to the program. (These notes are pub-
lished for the first time in The Art of
Glenn Gould, John P. L. Roberts’ new
edition of previously uncollected Gould
writings, published in the fall of 1999 by
Malcolm Lester Books, in Toronto.)

When Gould next performed at
Stratford, two weeks later, it was in
another theme concert devoted to anoth-
er of his favourite composers,

“Hindemith-The Early Years"
29 July 1962

Faatival Theatre, Stratjord

Glesn Gould, plarc,
with Lots Maradull, Aoprano,
Lecoard Rose, zello,

and John Horton, marrator

* Hingemith: Sonata, Opas 25/No. 3,
for unaccompanied cello
* Mindemith: Das Marfenleben, Opus 27
(original versian, 1922-3)
* Windemith: Plano Sonata No. 3

(Gould's program notes for this con-

cert consisted of a long essay on
Hindemith's style and development,
which will be reprinted in the Spring
2000 issve of GlennGould.)

I(wasachullcnﬁng program for its
day: as George Kidd, in The Telegram,
noted, "This was certainly not music for
everyone, and under lesser hands it
could have been a dismal failure, But
to make it an exciting and compelling
evening.” The concert was a triumph
particularly for Lois Marshall, who sang
Hindemith's difficult Das Marienieben,
a cycle of fifteen songs lasting some
fifty minutes, (Gould always preferred
the original version of the cycle to the
tidier, though less ecstatic, revision of
1948.) Gould organized the perfor-
mance in an interesting way-as a "the-
atrical occasion,” with actor John
Horton reading the original Rilke poems
(in Lister Sinclair's English translation)
before each song.

Udo Kasemets, in the Toronro Daily
Star;, had none of the reservations that
marked his stinging review of the Bach
concert: he reported that the perfor-
mance "made an immense impact™ on
the audience, and noted that "as an
ensemble player Mr. Gould behaved
beyond reproach.” There was only one
mistake in the program, he felt: Das
Marienleben, not the sonata, should
have ended the concert. "No one, not
even Gould, could top the impact of the
song cycle.” Perhaps Gould intended the
Third Sonata to serve as a lighter finale,
after the sublime heights of the song
cycle. Regardless, John Kraglund, of
The Globe and Mail, reported that the
sonata was a triumph: "Mr. Gould, of
course, mastered it with his usual
artistry, then looked a trifle embarrassed
over the thunder of applause and bravos
that greeted him."

But for Gould himself, it was clearly
the song cycle that proved most satisfy-
ing. In fact, in 1971, years after his
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retirement from concerts, he sought to
recreate the Stratford Marienleben per-
formance, with Marshall and Horton,
for a CBC radio broadcast and (minus
the poems) for a subsequent CBC tran-
scription disc. Unpublished letters in the
National Library of Canada show Gould
attempting to set up session dates for
this project, first for November 1971,
then, when these conflicted with
Marshall's schedule, for May 1972. But
for reasons that are not clear, the project
was dropped. Gould weat on to perform
Das Marienleben with Roxolana
Roslak-for CBC television, in 1975,
and for CBS Masterworks, in 1977,

Mendelssohn Concert, 5 August 1962

Fratival Theatew, Stratjord

Glenn Gould, piano,
ith Qacar Shumaky, viclin,
Leonsrd Roue, cello,
Leopold Simoneay, tanar, and
membera of the National Featival Orcheatrs

* Mendelssohn: Octet in £-flat Major,
for strings, Opus 20
* Mendelssohn: Seven Lisder:

“Die Liebende schreibt,* Opus 86/No. 3;
*Frihlingsiied,” Opus 30a/No. 1
€5 weiss und 13t es doch helnes,*
Opus 99/ No. &

“Newve Liebe.” Opus 19a/No. 4;
"Herbstlied,” Opus B4/No. 2;
*ltalien,” Opus 8/No, 3[by Fanny Mendeissohn];
and *Wanderlied,* Opus 57/No. 6
* Mendetssohn: Plana Trio in D Minor,
Opus 49/80. 1

For the second time in 1962, the
Festival Theatre was sold out, and many
ticket-seekers had 10 be tumed away:
Mendelssohn's music, like Bach's,
proved to be a better draw than Gould's
programs of twentieth-century music,
The repertoire was unusual for Gould,
and his performances revealed a streak of
came as a pleasant surprise for the andi-
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ence, so used to his passion for esoteric
music. Yet, Gould always loved
Mendelssohn's music-at least, everything
but his solo-piano music, which he had
nonetheless played as a youngster. This
concert was one of his first public dis-
plays of affection for Mendelssohn. But
though it was just around this time that
he was making his first Columbia record-
ings of Romantic music-Brahms and
Strauss~he never got around to making a
studio recording of Mendelssohn.

There was general agreement as to the
high quality of all of the performances,
and though his musical behaviour was
impeccable, Gould still managed to
introduce # minor note of mayhem into
story in The Telegrans:

For years I've been waiting for Glean
Gould's incvitable glass of water o spill over
the shining keyboard, and it finally hap-
pened. Now he can toss aside this personality
#2g. which was never very funny anyway.

The accidest happenad in the opening sec-
toas of the Trio in D Mincr ... Bet the planist
continged with the movement. When it fin-
ished he and his page-tumer began wiping the
keys,

The sudience tittered and Mr, Goald
smiled. Then be held up the empty glass. The
mood was shattered by the clowning bet it
was picked up again as the trio staned oo the
second movement.

Leopold Simoneau, whom Gould
accompanied in a group of Mendelssohn
Lieder, was forced to sing through an
unspecified “throat ailment.”
Unfortunately, Gould could no longer
share his drink, though Simoneau
acquitted himself well in the end.

Of the Trio, Kidd remarked yet again on
Gould's tendency 1o overwhelm his col-
leagues, and Udo Kasemets, in the
Toronto Daily Star, wrote that Gould
“insisted on tempi and articulation that left
the two string players in a slightly con-
fused state.™ But John Kraglund, in 7he

Globe and Mail, hailed the trio perform-
ance as "a powerfully romantic interpreta-
tion," despite its sentimentality, and Kidd
agreed it was "often a brilliant reading,
Kasermnets's review, incidentally, is reveal-
ing about the state of Mendelssohn's repu-
tation, and the state of Canadian culture,
at this time. He complained that the all-
Mendelssohn program was unworthy of
the talents of these performers, that
reviving such “sentimental gems of the
past”~"schmaltzy™ and unsophisticated
music that “never challenges the intel-
lect"~was akin to "leafing through grand-
father’s diaries or opening the lid of
grandmother’s treasure trunk.” Morcover,
noting that "Mendelssohn occupies a
very special place in Anglo-Saxon
hearts,” that his music has been "1 main-
stay of English repertory” for genera-
tions, Kasemets considered an all-
Mendelssohn program like this one to be
“reviving the spirit of artistic colonialism
that still has a frightening grip on our
country and population.”

"Panorama of Music of the 20's"
10 August 1962

Featival Theatre, Stratiord

Glenn Gould. pisnc and commentator,
with loss Kombrink, aoprana,
Marek Jabloaski, pianc,

Lea Foli, viclin, John Hortan, narratos,
and membera of the Naticoal Festival
Orcheatra,
conducted by Victor di Ballo

* Stravinsky: Les cng dolgts
* Stravinskyr Rag-time
* Stravinsky: Suire d'aprés thémes, frogments et
pidces de Giambattista Pergoles!, for violin and
plano, arranged from Puicinelfa)
* Walton: Fogode, Suite No. 1
* Ruggles: Angels
* Schoenberg: Sulte, Opus 25
* Berg: Der Wein

(A typescript of Gould's commentary -
for this concert will be published, in
the Spring 2000 issue of GlennGould.)



Guuld withheld details of the program

until the day of the concert, though he
did tease the press by releasing in
advance his unusual title: "Panorama of
Music of the 20’s.” Smiffing intrigue, the
press sharks began to circle early. On 23
June, Blumk Kirby, in the Toronto Daily
Star, wrote: "The inventive Mr, Gould,
who likes nothing better than to surpnise
and stimulate an audience, won't say
what he'll be playing, or who clse wall
take part.” It would prove to be one of
his strangest public appearances, and the
most controversial event of his long
tenure at Stratford-outdoing even the
applause-banning incident of a month
earlier. In his "Panorama,” Gould
allowed the classical concert 1o degener

ate inMo comic theatre

Joyce Goodman set the scene in her

review for the Momtreal Star

Glenn Gould strode out betwoen the pallars

of the Stratford Shakespearcan theatre stage
yesterday im baggy beige plus-foun, knee
high olive-groem socks ad 2 black cloth
cap. He straddied a chals, cupped his head in
his hands, and sald: "You &dn eapect
music, did you? ... My name s Plummet
The audience-close o a full house

Loghad, Bat befoce (he ghiermoon was over

they were walking ost om Mre. Gould

In the first half, Gould did not play.
Instead, he served as commentator and
master of ceremonies, delivering lengthy
and pointed remarks on musical currents

in the turbulent 1920s. According to Jim

Curtis, who wrote about the concert in
his diary, "Glenn's idea was (0 present
the significant musical activity of the
1920s (Schoenberg, Berg) against the
sterile nonsense that the era inspired,” to
which end he expressed some negative
views about neo-Classical works by
Stravinsky, Hindemith, and Walton, With
these works, he left the performing
duties to others—"partly because I'm lazy
and partly because I'm proud,” be said,
according to Goodman. But immediately
there were problems, Gould's untrained
voice did not penetrate far into the the
atre, and much of the avdience quickly
grew frustrated: Gould's costume and
on-stage antics can only have grated
on the nerves of those who could

not understand what he was saying



Glenn Gould Studio has made its mark on
the Toronto music scene. Home to
CBC Radio's flagship live concert
series On Stage, Glenn Gould Studio
features performances in six concert
series that range from Classics to
Orchestras to Celebration to jazz.
With only 340 seats, you'll be
“closer than you've ever been™ to
great artists and events,

Glenn Gould Studio is also a superb
recording facility offering the

sound isolation, state-of-the-art
recording facilities, and acoustics
that are ideal for classical and jazz
recordings.

We invite you to experience the
pleasure of great performances
live, recorded for CD, or broadcast
on CBC Radio — from Glenn Gould
Studio.

» Located in the Canadian Broadcasting
Home of The Glenn Gould Centre, 250 Front St. West, Toronto.

Gathering September, 1999 Box Office: (416) 205-5555
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Even those who could hear and under-
stand were put off by some of his nega-
tive comments, and by his verbosity and
pomposity. A reporter for the Saskaroon
Star-Phoenix, in a review entitled "Seen
But Scarcely Heard: Gould One-Man
Show Drives Crowd Away,” wrote: "If it
had been five minutes [of talk], it might
have been clever, but fifteen or twenty
minutes seemed to be a bit more than
the audience could take.”

To make matters worse, Gould forced
his colleagues to share in the shenani-
gans. He had Marek Jablonski and Lea
Foli wear cream-coloured flannels and
straw boater hats, and to make a point
about the "robotic” quality of much neo-
Classical music he induced them to play
works by Stravinsky, and a little of
Hindemith's Swite "/922," in an ostenta-
tiously mechanical fashion. During the
performance of Rag-time, Gould
sprawled across the closed piano lid,
produced a bottle from his pocket, and
took a drink, remarking to the audience,
"Purely medicinal!™-while the musi-
cians soldiered on. Few were amused by
Gould's comedy stylings. "Jackie

Gleason could have got a laugh with
that one,” wrote George Kidd in The
Telegram. "There was music and there

was clowning, but Mr. Gould is 100 fine
an artist to waste his time on such stu-
pid gimmicks. Let's leave them to Victor
Borge, who does them so much better.”
Udo Kasemets, in the Toronto Daily
Star, decried Gould's "infantile actions”
in the first half, which he considered
"insultingly unfair” 1o the audience and
to his fellow-performers.

1f Glenn Gould thinks »0, he is welcome to call
Stravinsky's childrens pieces the “stupidest tid-
by, writien” ot for human beings but foe
robots.” But his behavior is downnight uncthical
when be suages a performance of one of these
picces (with the participants dressed in chown
clothes and he Mmsel lying oo his stomach on
the plano) which ks carried out not 2 2 truthful

representation of Stravineky's meic, but as

GOULD ON APPLAUSE, ON THE STRATFORD CRITICS,
AND ON HIS “PANARAMA OF MUSIC OF THE 20’s":

Ail’l.y" N ,“4’-&Av'| /1"'\"." L [M;’l ‘l:."‘s’”'-."'f' INIAY wWien in !ll."l“ 'v'lnln““l nudien
s & July 1962 Bach concert to withhold their applause ar the end of The Ant of Fuzoe
He discissed the incidens i iy imterview later gt vear with a reporter from the Toronto
newspaper The Globe and Mail, published i The Globe Magazine, ! December 1962, payes

f1-1 the relevant excerpt follonvs, For more an this silect, see Gowld'y article Let's Ban

\."r,’ anse!” published in the Febrwary 1902 issue of Musical Amenca ..A‘-."Iw'l.'i'u' in The

Glenn Gould Reader pnages 245250 It was nmdoubredly wrinne this article that mspired
Cooieled 1o et s ddeas abwuer appNause mro peoctioe ar Stratford a few months lores

[ BETTY LEE: ) e elomination of ncerts wourld of cowtrse elininate the ymprlanise yeme b
1oy s ety Diiddee't vour axk anr atedienee il i ¢ pplod at Strattond thus sear

[ GLENN GOULD: ) Yo, | did. Then 1 asked them 1o write and tell me what they thought of the
idea. Welll | recerved about sixty letters. One was quite abusive. The others averaged out like
the Nixon-Kennedy ¢lection result, | Hty-two percent favourned a reverenti I strvosphere inth
concert hall. The others were m favour of applins

k"' ,,‘. YL CRMAYILY, '.v",",._‘l'( o 1 .

Pwo reasons. One is that hink when people come 1o hear a performer, they automatically pu
themselves in the hands of the anists 1o provide them with 2 satisfyving musical expenence, Th
performer should therefore be allowed to dictate his acoustical surroundimgs. Personally, | feel
that the rame of sound dunng o concert should be one ol silence

Scecondiy, oas 1 sind betore. | am rebelhous about the instituton of the concen-of the mob
which sits i judgement. Some artists seem 10 place 100 moch reliange on the sweily mass
resporse of the moment, I we must have a public response o afl. | feel it should be much less

SAVIEIRE Thain ot s ooy

Diesn't applanse tell your o an awdience feels alset your perfornmands
Applause tells me nothing. Like any other artist, 1 can alwayvs pull ofl a feW musical tncks
at the end of o performance and the deg ount will avtomatically 20 up 1en points

Don 't vou care thar your awdience mighy feel frisercied of ot didn 1 apyond i performcnee

OF course | care, But, you know, when people g0 mnto & church to hear a Bach cuntata, they
feel the performance wouldd be ruined by applause. Yet that very same might they might go i
e same performance in a concert hall and foel frustrated if they didn't pound their hand

together. The concert-eoer merely has 1o be conditioned
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n imerpretation of Gould's “robot”™ idea

Before the first half was over, people
began to walk out-one by one at first,
then whole rows at a time. As Kasemets
reported, Gould's antics made the andi-
ence "embarrassed and restless,” induc-
ing some "impatient rhythmic applause.”
The walk-outs clearly rattled Gould,
who regretted that these listeners were
“pained” by the music. He even made an
apology to the weary crowd, but it fell
on deaf cars. Goodman recorded this
uncomfortable confrontation:

Suddenly & masculine vosced boomed from
the bakcoay, "We still can”t bear you™ (A
feminine voice had lodged the sane com-
platat dening the fiest half of the program. )

Me Gould apologized sad sald, “I'm tieed.”

“So are we,” answered the voice.

Even after Gould retired through a trap-
door in the stage, audience members

continued to leave, His fellow-perform-
ers grew flustered. Duning the perfor-

mance of Fagade, actor John Horton,
obviously distracted by the walk-outs,
forgot his lines; he was forced 1o pick
up his script and ask the orchestra to
start over aguin, Fagade was "admirably
done,” Curtis recalled, "but there was
just oo much of it. and hordes of peo-
ple headed for the exits.”

Just as the last notes of Fagade died
away, Gould reappearcd through the
trapdoor wrapped in another accessory
of the 19205, a huge raccoon coat, and
bearing a sign that announced intermis-
ston. Over lemonade on the lawns out-
side the theatre, the audience—what
emained of it-was buzzing over Gould's
antics. Kasemets reported that many
people who remained in the audience
through the first half "simply did not
return after the intermission,” though
some others who had fled the Gould
circus decided to return for the second
half, which promased 1o be antic-
free—just music, briefly introduced




by Gould. He even changed into formal
attire for the second half. Though
Kasemets reported that some people did
walk out in the second half, too, proba-
bly due to the atonal repertoire, the
remaining avdience members clearly
demonstrated which aspect of Glenn
Gould they liked best. They gave him a
thunderous ovation after he finished
playing Schoenberg's Suite, Opus 25,
which he had introduced as “one of the
most beautiful works I know."
(Kasemets called the performance “one
of the most glorious readings of this
score ever heard.") Then Gould intro-
duced Berg's concert aria Der Wein, and
accompanied soprano llona Kombrink
in it. And with that, the "Panorama of
Music of the 20's,” certainly the most
notorious of Gould's experiments at the
Stratford Festival, ended without further
incident.

Ina pre-season interview with Blaik
Kirby, published 6 July 1963 in the
Toronto Daily Star, Gould-perhaps
putting a brave face on the previous sea-
son's "Panorama” debacle-expressed his
admiration for the pioneer attitude of
music at Stratford:

“The Stratford Music Festival™ sald Glenn
Gould, mpping out & Goldberg Variation on the
odge of his desk, "is an adventure for us,” [and
he sets the “adventare™ example at Stratford by
playing mostly works that are sew 10 him. This
year he'll do only ome that bn't

Keeping Stratford’s music “advesturous” is
Gould's way of luring both musicians and ands-
ence 10 drive 100 miles from Toronto for the six
Sunday-afternoon and three Friday-afternoon
Coaces

Each coacert has 3 theme, which is generally

carmied over into the adjoining Saturday-morning

chamber-manic sessson, It's the chamber music

and the chance 10 work with other soted musi

cians which appeals to the players

The adventures planned for the 1963

season included a wide range of reper-

toire, much of it from the twentieth cen-

tury, and featured chamber-music con-
certs devoted solely 1o the music of
Barték (4 August) and Schubert (11
August), as well as Renaissance

Baroque, and newly commissioned

choral music conducted by Elmer Iscler,

leading a Festival Choral Workshop
with singers from the Stratford area
The National Youth Orchestra, consist-
ing of about ninety musicians with an
average age of seventeen, also .1[7;\.\:!\'\|

at Stratford that season. After a perfor-

mance of Brahms's First Symphony, on
20 July, Gould publicly praised the
young players, and his words were
recorded by Jamie Portman of the

Calgary Herald

You've provided us with one of the finest afler
poons of music to be heard hercabouts in a long
fong time. | hope you keep that special quality of

yours., For if you should

ever stay sogether, you
could probably become the greatest symphoay ever
sssemmbled This is the best reading of the

Brabims Fust Symphony 1 have ever heard. God

bless you

Incidentally, Leonard Rose, still one of
the Directors of Music, did not play
Stratford in 1963: he was away on an

extended tour of Europe
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Bach Concert, 7 July 1963
Faatival Theatre, Stratjord

Gleas Goold, harpaichord,
with Oacar Shumaky, violin,
Caralyn Staajord, mexxo-aoprano,
Robert Aithen and Nickolaa Fiore, [utea,
and membera o} the National Featival Orchestrs
(sith Mario Berrardi, harpaichoed)

* Bach: Viotin Sonata No. 1 in 8 Minor
* Bach; Cantata No. 170, Vergnigte Rutr’,
belietrte Seeleniist
* Bach: Clavier Concerto No, & in F Major,
for harpsichord and two flutes,
after the Brandenburg Concerto No, 4 In G Major
* Bach: Violin Concerto in A Minor

Fﬁhbﬁu&nﬁy—nﬁumeon-
~cert of the 1963 season, another mixed
all-Bach program, Gould played a
Wittmayer harpsichord, provided by
 the harpsichordist Kenneth Gilbert, of
Montreal, (He would use a Wittmayer
again years later in his recording of
harpsichord suites by Handel, and in
his CBC television performances on
the harpsichord.) Gone at last was the
controversial "harpsi-piano,” yet still
the critics were not mollified: now they
complained of the inability of the harp-
sichord to compete with the overpow-
ering sonority of an ensemble of mod-
ern string instruments, even though the
Wittmayer had been fitted with an
electronic amplifier. "Stick To The
Piano, Mr. Gould,” ran the blunt head-
line of one review. Lenore Crawford,
of the London Free Press, asked: "Why
doesn’t Gould return to the piano?
Obviously he does not understand the
action of a harpsichord and is yet a stu-
dent ot playing it, instead of the great
artist he is on the piano.” Jim Curtis
attended the concert, and confided to
his diary that the concert “was not a
success: more odd gimmicks perpetrat-
ed by Gould to obscure the music's line
and call attention to himself.” And
once again, there were complaints that
the soprano could not adequately be
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heard. But the program, at least, was
an adventurous one for Gould: another
solo cantata new to his repertoire,
which he led from the keyboard: a vio-
lin sonata that he would eventually
record, more than a decade later; and
the Clavier Concerto No, 6, Bach’s
own adaptation of one of his
Brandenburg Concertos, and the one
Bach concerto Gould never got around
to recording, despite plans to do so. He
did not appear in the closing violin
concerto, for which Mario Bernardi
played continuo; indeed, Eric McLean,
in the Montreal Star. wrote that "the
best part of the concert was the one
item in which Gould was not
involved.” But the concert had been
sold out months in advance.

Gould was intimately involved with a
Festival concert on 21 July devoted to

the music of Schoenberg and Strauss,
though he did not perform.
(Predictably, attendance was down.)
The program began with Shirley
Verrett singing the "Song of the Wood
Dove” from Schoenberg's Gurrelieder,
in the composer’s own 1922 chamber
version, followed by one of
Schoenberg's first twelve-tone works:
the Serenade, Opus 24. The second
half was given over to Strauss's suite
from his incidental music for
Moligre's Le bourgeois gentilhomme.
Gould once again contributed some
interesting program notes, explaining
the reasoning behind his juxtaposition
of two composers who seem mutually
exclusive. Both composers, of course,
were among his own favourites, and
the program was partly intended to .
make the case that one can have a pas-
sion for the “revolutionary”



Schoenberg without having to dismiss

the "reactionary” Strauss. The notes
ended with the nnging claim that all
concerns about musical progress and
fashion-"all the jockeying for position’
so typical of the avant-garde in the late
50s and early 60s—-would disappear by
the twenty-first century, and that revo-
lutionanes and reactionanes alike
would assume their rightful places in
the pantheon, judged on the quality of
their music rather than its “progressive
ness.” And he was nght: as we enter
the twenty-first century, we can
observe that Strauss's reputation, 1n
particular, has been rehabilitated pre-
cisely along the lines Gould suggested
three decades earlier. (The Schoenberg
Strauss notes, incidentally, are pub-
lished for the first time in John P. L
Roberts’ new collection The Art of

Glenn Gould.)

Russian Concert, 28 July 1963

This fourth concert of the Festival
season, held once more on a Sunday
afternoon, in front of a near-capacity

audience, featured a two-hour program

covering about a hundred years of
Russian chamber music. It is unfortu-
nate that no recording of the concert has
surfaced, for the program (like the all-
Brahms program of 1961, and others)
was given over 1o works that Gould
never recorded, and apparently never
performed again, His extensive program
notes do survive-fortunately, for he
never wrote sbout these pieces again,
cither. (The notes are published for the
first time in The Art of Glenn Gould.)

The critics, once again, complained
that Gould overwhelmed his chamber
music partners. Of Glinka's Trio pathé-
tigue, E. H. Lampard, in the St
Catharines Standard, wrote that "Mr
Gould chose to play his part so vigor-
ously that the delicate tone of the two
woodwind instruments was nearly lost
Indeed, at times it was hard to hear them
at all. What | could make out of it was
lovely with excellent playing, but Mr
Gould destroyed the ensemble feeling,
leaving not much else.” Ralph Thomas,
in the Toronto Daily Star, concurred that
Gould tended 10 cow his colleagues: "At
times, it secemed as if Gould had sudden
Iy found hidden within the work a plno
sonata that could be heard on its own;
and away he would go, apparcntly for-
getting about the other two players who
were bravely struggling (o put across
their share of the work.'

But in Musorgsky's Songs and
Dances of Death, according to Lenore
Crawford of the London Free Press,
Gould became "the perfect planist
accenting the vocal line, giving to the
performance as a whole the greatness
of his musical ideas, and keeping his
mouth absolutely closed.” As he
backed off as an accompanist, the crit-
ics stepped up their regard. Lampard,
too, praised his restraint in the
Musorgsky: "Mr. Gould at the piano
curbed his own voice in this case and
gave fine support. The audience marred
the performance by insisting in

applauding after each song, thus



destroying the continuity and the feel-

ing, Surely Mr. Gould could have dealt
with this by merely keeping his hands

on the keyboard or indicating in some

way that applause should be kept until

the end.” The avdience had applauded

each movement of the Trio pathétigue,
too, but perhaps, after the Art of Fugue
controversy of 1962, Gould was reluc-
tant to hush the audience!

After the intermission, a string quar-
tet made up of National Festival
Orchestra musicians led by Shumsky
performed Tehaikovsky's First String
Quartet, of which the popular second
movement, based on a Russian folk
song, was, according to Thomas, the
“hit of the afternoon.” Gould and
Shumsky then brought the concert 1o a
close with Prokofiev's violin-piano
arrangement of his Opus 94 flute
sonata. The affinity between the two
performers was obvious, and now there
were no problems of balance: as Ted
Miller noted in the Guelph Grardian,
Shumsky was one of the few musicians
who "could compete with Glenn Gould
volume-wise in a very loud rendition of
Prokofiev's Sonata ..."
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As it turned out, the Russian concert-
featuring perhaps the most uncharacter-
istic repertoire of any of his Stratford
appearances-was Gould's last public
concert at the Festival. He was supposed
10 have performed once more in 1963,

in a Lieder recital with soprano Phyllis **

Curtin on the afternoon of Friday, 9
August, in the Festival Theatre. (Lois
Marshall had been the Directors’ first
choice for this concert, but when other
engagements prevented her from accept-
ing she was replaced by Curtin.) The
program was to have included six songs
from the Elizabethan composer John
Dowland's Third Book of Airs (accom-
panied by lutenist Hans Kohlund);
Schoenberg's Das Buch der hingenden
Giirten; four songs by Mozart ("Das Lied
der Trennung,” K. 519, "Als Luise die
Briefe,” K. 520, "Abendempfindung,” K.
523, and "An Chloe,” K. 524); and
Strauss’s Four Last Songs, presumably
in Gould's own piano arrangement of
the orchestral accompaniments.
Programs for the concert were printed,
with Gould contributing lengthy pro-
gram notes, and ticket sales promised an
audience of about eleven hundred-one
of the largest ever for a Friday-after-
noon concert. But the day before the
concert, Gould came down with the flu,
and at the last minute Curtin's regular
accompanist, Ryan Edwards, flew in
from New York to replace him. Ralph
Thomas called the concert "a sloppy
replacement” for the intended program,
the performances “shaky.” The oniginal
program of this Lieder recital, along
with Gould's program notes, will be
published in the Spring 2000 issue of
GlennGould, in celebration of The
Concert That Never Was

With the hastily revised Lieder recital,
the music season of the 1963 Stratford
Festival came to an anticlimactic end.
And for the first time, Gould left town
without committing himself to any
future seasons at Stratford. Clearly, in

his own mind, his days as a concen
artist were numbered.

A it tuned out, Gould did retum in
1964, for his final season as one of the
Festival's Directors of Music, But he did
not perform. His 1963-64 concert sea-
son had come to an end on 10 Apnl,
with a recital in Los Angeles, after
which he would not commit 10 any
more public concerts. John Kraglund,
like many others at the time, was opti-
mistic that Gould was not gone for
good. On 6 July 1964, in The Globe and
Mail, he wrote that Gould "is taking a
sort of sabbatical this summer.” There
are signs that Gould himself was not
sure that he had retired permanently: he
spoke of still playing on special occa-
sions, or of being willing to play certain
picces (like the Schoenberg concerto),
and there is evidence that he still con-
sidered giving occasional concerts in the
mid-1960s. But these plans came to
nothing: Gould's retirement was perma-
nent. From the 1964 season the
Stratford Festival had to contend with-
out its brightest musical star, The loss
was keenly felt: press reports from 1964
show that without Gould, the opening
Bach concert, while still featuring fine
performances, failed to attract the usual
capacity audience. After eight seasons
of programs both adventurous and con-
troversial, performances both brilliant
and bizarre, audiences both ecstatic and
rebellious, eight seasons of high drama
and low comedy, profound music-mak-
ing and slapstick antics, a tenure that
formed one of the most colourful and
creatively rewarding chapters of his
(and Stratford’s) early life, Glenn Gould
left the Stratford Festival-and public
life-behind, forever.
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Cowld's beloved cousin and confidant Jessie Greig, she & thinking. He w moreover, & explore the fascinating ten

Young, "You've captured Glenn. He's here sion between the introvert and the extrovert in Gould-between

In a recent interview with the Canadian Press, Youny said thar the monk™ and the ham who had a penchant for awfid “lamp
he ways inspired by the two Goldberg recovdings, and the sy shade™ hamour. His ultimate aim was to find the drama in the
Iry of a career spanned by these recondings: "1 where the imterplay of Gol § wdeas, Dut e stressed that it wasn t neces-
idea for the play came from, listerung 10 those recordings, the sary (o know Gould's work 1o appreciate the play, which allows
yourng guy, the oid guy. " He noted that, whale he wrode man the spectator to “fall into hix world.” Writing the play brin
drafts of Glenn, the material did not really take shape wntil Young close to Gould. "I know him the way | know good
rehearsals began for the first production, and actors began 1o friends,” he sald, “"He was a very wise, special person, He

bir various aspects of Gould-a process Youne described axs cowld be a visitor'<vou know what | mean

\ native of Oakville, Ontario, Young spent exactly one day

weird. "The play is complex without being complicated,™ he

I wanted to do justice 1o the complexity of his intellectual life in law hefore fleeing to become a writer: he has since
Speaking to The Globe and Mail, in Toromro, the day produced a f body of ariginal work-poems, plavs, novels
after the Stratford opening. Young added that Glean, like screenplays, children'’s books—and hay worked as a publisher
other of his plavs, deals with the meaning of ecstasy-"a and editor. His other plays include Fire and Love 1s Strange,
central preoccupation of mine.™ He admits to an almost bath written with Pawl Ledowx, and Inexpressible Island
religious connection with Gowld: "I've comé 1o seem hin His many screenplavs include The Suspect, Spinit Rider,
as a holy man. And he's our / man, owr Budi ! find id Swann, which had its premiére at the 1996 Toronto Fiim
him endlessly fascinating Fextival. He @y currently working on an IMAX 3.D movie
Young made some of these N ¢ two weeky later, on 5 July about the human brain, and on a play entitled Clout, abowt
when he discuxsed his play on the CBC Radio | newsmagazine a per barov. He lives in Toronto
program This Momuing. He called Gowld "one of the greatest With Young's permissi we reprint here the notes he con
artists that the country has ever prodduced,” and sald he was rributed to the 1999 Stratford Festival house program, and to

drawn 10 the "pancramic” and “expansive” qualities of Gould's the new edition of Glenn




“GLENN: A LIFE BETWEEN THE NOTES"

P’a'-right'a notes by David Joung
(with thanks 1o R. H. Thomson)

This play offers a glimpse into a mystery. The musical
genius of Glenn Gould gave voice not only to great music,
but also to the silence and space contained within that music.
Gould began and ended his recording carcer with Bach's
Goldberg Variations. Sit down with either of his renderings
and you will become aware of not only the perpetually evolv-
ing contrapuntal “space” between the lines of music, but also
the space between his crystalline rendering of each note in
cach linc. Even in passages of great speed there is an impossi-
ble evocation of intangible air.

For Glenn Gould, the ant of counterpoint became the articula-
tion of the inconceivable-the awareness of the time-space struc-
tures that are "beyond.” In that interior architecture of silence lie
veiled dimensions and structures which draw us into the mystic,
the mystenious, the sacred. The sweet ache of loss and longing,
the pain of separatencss, that permeates much of Gould's play-
ing is a call 1o each of us to live more deeply. The emotion he
summons lives in the space between the notes of the music he
played, just as Gould lived "between the notes™ of our quotidian

“GLENN PLAYS PRODIGY'S
LIFE IN FOUR KEYS"

rector Richard Rose oo

in explainin 1]

world. This is a play about the silence between the notes, about
"the unheard music™ that empowered Glenn Gould's life.

The play is a musical score which parallels the structure of
the Goldberg Vanations. We have a quartet of characters repre-
senting the eras of Gould's life: The Prodigy, The Performer,
The Perfectionist, and The Puritan. The various "Gouldian
aspects” relate not only as independent characters in a drama,
but also in counterpoint to one another. They play independent
parts, but they are deeply entwined. Usually an actor in a play
1akes responsibility for a single character, an #spect of a scene's
dynamic, one thread in the overall structure of the drama. In
Glenn the actor’s responsibility is much broader, The characters
are brothers who share a common body, handing causality off
in relay fashion across the gulf of time. There is unheard dia-
logue between the "Goulds,” much as there is unheard music
between the entwining voices in the Goldberg Vanations,

The twenty-fifth variation is the ganglion, the central station
for the sacred celebration of inconsolable longing that perme-
ated Gould's life.

I encourage you to expect no more from the play’s culmina-
tion than you might from the culmination of the Goldbergs
themselves—a path through time, accompanied by a meditation
on theme and variation which, in the final Aria, retumns us to
the beginning, to the mystery.
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The Stor"

Reflecting on his second recording of Bach's Goldberg
Variations, the renowned Canadian classical pianist Glenn
Gould (represented in this final phase of his life and carcer as
The Puritan) recalls how he felt as a young man (The Prodigy)
approaching the same piece three decades earlier. The
vignettes that follow—-Gould as a sensitive child at his family’s
cottage on Lake Simcoe; Gould as an awkward newcomer to
New York: Gould as a world-renowned concert pianist (The
Performer)-trace the arc of a life and carcer as tortured as it
was brilliant. We witness Gould's growing dread of the "blood
sport” of public performance, his insistence that ant should not
be a gladiatorial spectacle, but a love affair, conducted in pri-
vate. This, combined with his interest in technology as the
mediator between humanity and the acsthetic experience,
leads Gould the Perfectionist into the recording studio, where
he hopes to achieve the transcendental significance that has
eluded him in live performance. The musical genius's search
for perfection in art, however, reflects an even more poignant
quest for unity, coherence, and structure in his own life, .

PLAYWRIGHT'S NOTE
by David foung

This is a difficult play to convey in book form because the
time-space conventions of naturalistic theatre are put o
strange tests on almost every page. The central conceit s that
we are inside Glenn Gould's head, and that anything is possi-
ble. Each character can invoke time-space shifts, or be subject-
ed to time-space shifts invoked by others, A few clanfying
comments 1o case the reader’s journey:

Ihe Goldbery Vartations: Gould began and ended his record-
ing career with Bach's Goldberg Variations. The play follows
the voicing, structure, and mood of Bach's score. For example,
if a vaniation is an arabesque with two voices, there are two
characters in the scene; if the variation is a canon, then the two
characters play a game of chase, The notion of contrapuntal
voicing, and parallel action, is central to the dramatic structure
throughout. The goal is harmonic, rather than melodic, unity.
The "ground bass" mentioned in the stage directions refers to
the thirty-two-note progression established in the opening ania.

Each variation features recorded music culled from Glenn Gould's
life in the studio. His early and late recordings of the Goldberg

"GOULD'S GENIUS AT

WORK IN GLENN"

MS Hme ouil soem

omotonnl | resenve to the wordd

T CTLIICNY

rourld's Bife and carcer

1 some sublime com
K. it works

I Gould Nk

15 and the Thwaed vessed

There are occasi

v 1992 prodix ose allows perfonmumces |

AnUCT, MXOIe OPCrK sofy, Torcine s 30 lissen u

I you wal

TCPreSCnts
]’lini!».'h 1 nts 2
nhabit the stag | Rating: four out of fiwv
John Coulbourm

OO0

that Goukd's

"FESTIVAL'S GLENN STRIKES

CHORD-GLENN IS BALANCED,

INTELLIGENT PORTRAYAL OF
ARTIST'S LIFE"




Variations receive prominent coverage, but the score draws liberally
from his entire oenvre. In some cases the recorded material is sam-
pled with computer technology-a musical phrase looped, phased,
compressed, or clongased to highlight some aspect of Gould's tech-
nicue or the harmonic dimensions of the music itself.

At no time does an actor sit at the keyboard and pretend to
play one of Glenn Gould's recorded performances.

Entrances and Exits: In most cases entrances and exits indicat-
ed in the stage directions refer to characters entering and leaving
lit playing arcas. The characters rarely leave the stage entirely.

Furniture and Props: There are a number of chairs on stage:
Gould’s famous piano chair, a swivel chair in the recording
studio, a plain chair which serves multiple functions, and a
recliner at the family cottage in Uptergrove, At a couple of key
moments a hanging piano harp drops into the action from
above. There is a recording console with a telephone. All other
props are carried on and off by the cast. Less is more.

Other Dramatis Personae: "Jessie” refers to Jessie Greig,
Glenn Gould's cousin and lifelong soul-mate. Jessie never

appears on stage in person.

challeneing md T

From time 1o time the four chamacters assume the guise of the
alter-egos Glenn Gould developed in his humorous writings, viz.
Theodore Slutz and Wolfgang von Krankmeister. At other times
they play real people like Herbert von Karajan, or invented char-
acters like Mr. Ramsay or Lamry Lewman. The convention here
is one of gamesmanship and blatant role-playing. At no time
does the andience lose sight of the Gould-behind-the-mask.

At its premigre in Toronto the play was performed in the round.
« 14 May 1977,
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David Prosser, the Stratford Festival's Director of Literary
Services, contributed an interesting article about Glenn to a
recent issue of Fanfares, a quarterly newletter published for
Festival members. With his permission, we reprint here a few
edited excerpis from that article, which draws on his own

interview with David Young.

“"GLENN: A LIFE FOR FOUR VOICES"

b‘ David Prosser

A Young has adopted an unusual, multi-faceted technique
in his approach to Gould as a subject for drama. Like Frangois
Girard's unrelated 1993 film Thirty-two Short Films About
Glenn Gowld (which wove together archival footage and docu-
mentary-style interviews with dramatized scenes starring former
Festival actor Colm Feore), Glenn creates its portrait as Gould
created his recordings: through collage and juxtaposition.

Glenn calls for its title character to be portrayed by four dif-
ferent actors, cach representing a different chronological phase
of Gould's life. The Prodigy is Gould between the ages of six
and nineteen, The Performer between nineteen and thirty-one,
and The Perfectionist between thirty-one and fifty, with The
Purnitan representing him in the very last days of his life.

But the four actors do not simply succeed each other on
stage in chronological order. for besides different eras of
Gould's life they also represent different aspects of his psyche.
Mr. Young defines The Prodigy as "innocent genius caught at
a defining moment of self-consciousness on the threshold of
the larger world. The Performer in the extrovert, the virtuoso
who commanded the world stage with his perfect marriage of
feeling and intellect. The Perfectionist is the introvert, the
master game-player who retreated from public life into the
ntricate design of his own speculations. The Puritan is the
philosopher-king attempting a dialogue with himself on the
deepest possible level.”

In a structure that suggests Gould's own spiritual search for
unity and coherence, all four versions of Gould interact with
cach other as the play moves back and forth in time, using the
same compositional techniques that Gould pioneered in his
radio documentanes in order to create what Mr. Young calls
"new constellations of self.”

There is a fifth performer, says Mr. Young: the sound technolo-
gy that enables carefully edited and shaped selections from
Gould's recordings to permeate the play. The Goldberg
Variations, with which Gould began and ended his career, pro-
vides "a template for the dramatic action,” with the structure of
the play-which is written in "vaniations™ rather than scenes-fol-
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lowing that of Bach's musical text. The result is an extraordi-
nary piece of theatre, one that seeks to explore the mysteries
not only of an individual genius but of the art that inspired him.
"Our overall objective,” says Mr. Young, "is to illuminate the
exterior and interior journeys of Glenn Gould's remarkable life
and make him accessible to a large non-musical audience.”

Geoffrey Payzant, the author of Glenn Gould, Music and
Mind, first published in 1978, contributed the Foreword to the
original 1992 edition of Glenn. In it he noted the thematic and
structural connections between the play and Gould's thought
especially counterpoim-Gould's “remarkable capacity for sort
ing and controlling a mulripicity of concurrent mental process-
¢x. " In recondings like those of Bach or Gibbons, wrote
Pavzane, "he gave each voice' in the music a distinctive char-
acter, while never permitting any of them o assert themselves
to the detriment of the ensemble or of the structure —precisely
whar David Young does in Glenn. Because Payzamt's Forewond
was not reprinted in the new edition of Glenn, we felt thar we

should guote some extended excerpis from it here
FOREWORD TO GLENN

by Geolfrey Payzant

# [V _/\

"MUSICAL FOOTPRINTS" WAy
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For most of his working life, Glenn Gould's habitat was the
sound studio: darkness, mysterious apparatus, a few harsh utility
lights, blinking monitors. Such is the setting of the play Glenn.
The treatment of characters in the play is equally felicitous,
Gould was a complex person, indeed, he was a blithely multiple
person, as witness those of his writings in which he featured him-
self in vanoas roles. ... There are only four characters, but there
ure many voices in the play, just as there were in its namesake.

Like most of Gould's recordings and writings, the play is
busy, with its interlocking themes and multiple levels, each
distinct but none dominant, and with its diregard for chronolo-
gy. Time is stretched, squeezed, interrupted, reversed, lapped,
and bent, all in ways familiar to musicians. In this respect the
play resembles Gould's so-called "contrapuntal radio docu-
mentanies,” audiotape collages the making of which was for
ten years his main artistic endeavour, ...

I predict that David Young's play Glenn, like Gould's docu-
mentaries, will find little favour with people who see nothing
wrong with the idea of naming a concert hall or a piano com-
petition after Glenn Gould. Such people have missed the point
of Gould's entire achicvement.

Glenn is neither a dehightful and relaxing entertainment nor,
in its published form, an "easy read.” In my opinion, it is some-
thing much better: a faithful and worthy evocation of its subject. »
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REFLECTIONS OF A MUSICAL GENIDS

lenn Gould played the piano like no one else before or since. He

was also a wonderful, often controversial communicator of the
artistry of music and musicians, For The Art of Glenn Gould, John
Roberts has selected several interviews that have long been out of
print, a variety of Gould's scripts for the CBC, and other new materi-
al. Here is Gould on Bach, Beethoven, and Bruckner; on the pianists
Sviatoslav Richter, Alexis Weissenberg, and Bill Evans; and on the cre-
ative process, music in the electronic age, and the importance of
ecstasy in music.

Like his brilliant piano playing, the literary Gould will continue to
challenge and inspire us. The Art of Glenn Gould is an indispensable

collection for all who love the music and genius of Glenn Gould.
distnibuted in Canada by

400 pp * 1-894121-28-7 » $26.95 paper *» Malcolm Lester Books

\f
. RAINCOAST BOOKS
MALECOLMN LESTES BOO D WWwW. raincoasr. com
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FIRST ANNOUNCEMENT FOR MEMBERS

ADVANCE COPIES NOW AVAILABLE OF THE

CBC RADIO Documentaries on CASALS and STOKOWSKI produced by GLENN GOULD

STOKOWSKI

Radio GLENN GOULD producer

Y. ,}_‘7‘«'

GLENN GOULD producer
A4

-~

(PO, NI N T NeY GAS Pumant s e JDNEPIANE COALA TN

@ ACHC Radio Documentary (s Gould s it 0 the utinguiied @ A CBC Radio Documantiary Cune Goulds s o
MO CASALS LEOPOLD STORDWSX

These compact discs are available in limited numbers and for sale only to Members of the Friends of Glenn Gould.
S30.00 (Canadian funds) per disc, including shipping. Write, fax, or e-mail us now.




Umberto Rocchino, a Friend in
Naples, ltaly, writes with some interest-
ing information supplementing Damjana
Bratuz's article "Presence of Glenn
Gould: The Italian Perspective,” pub-
lished in our Spring 1999 issue. In the
editorial introduction to that article, we
claimed that Gould played only twice in
Italy in November 1958, in Florence
and Rome, and we added, parenthetical-
Iy: "A letter Gould wrote to Leonard
Bemnstein on 29 August indicates that he
was scheduled to play in Turin, too, but
this concert was apparently cancelled.”
We said “apparently” because neither
we nor Dr. Bratuz could find any evi-
dence, in Canada or Italy, that Gould
ever played in Turin-no program, no
reviews, no business records, no photos.

We spoke 100 soon. Mr. Rocchino has
discovered articles in Turin-based publi-
cations that point unequivocally to a
Gould solo recital in that city, including
reviews in the major newspaper La
Nuova Stampa [The new press] and in
the February 1959 issue of the monthly
periodical Musica d'Oggi [Music of
today]. Mr. Rocchino kindly offered us
a translation of the review from Musica
d'Oggi, which he sees as evidence of
how contemporary Italian critics were
able to look past Gould's eccentricities
to his musical distinction-the very point
Dr. Bratuz made at the beginning of her
article. Here is the review, which was
written by Iginio Fuga:

Among the many famous plaaists who
have appeared recently m the Conservatory,
ooe of thetn-still unknown bere-particalarly
aroused our interest: the young Canadian
Glenn Gould. Excege for the comvoluted
Visriationy {actually the Suite, Opus 25] by
Schoesberg, his program was limised 10 the
music of the sixicenth and cightoenth cen-
tarkes; still, he proved to be a prasist who
wins muade of music, We listened 10 2 Toccata
by Sweelinck [actually the “Fitewilliam™
Fantasia), and & sonats by Mazan (K. 330)
(28 well as the above-mentioned Schoeshery).

His manner of playing. sechnically speaking,
is one of the most disorderly and improper
weo have ever seca; be sits on a chair about
fifty centimetres from the ground [Le., twen-
ty inches, though in fact Goold usually st
about six inches Jower thas that]: he moves
his right arm constantly and nervously
through the entire performance, as though he
wanted (0 shoo somevne sway: his fimpers
are quite stretchod oot his finperwork i
very penanal and enusual; he makes really
unairactive movements in oeder 10 play
lepaio. Yet, be is able to create sounds with
colours and inflections so surprising that
they become umrcal; and the musical dis-
coarse, always wrapped up in an appropriate
Balo of poctry and molded from the most
suitable expressions, breathes with surpeising
naturainess, In those scores, every sign of
proved to be oot only a remarkable and
charming pianist, but, above all, an excep-
tioeal anist.

Gould himself was aware of this
review, incidentally. According to Mr.
Rocchino, it was reprinted in the
February 1979 issue of the Italian mag-
wzine Musica, and after it appeared
Gould telephoned the editor, Umberto
Masini, to thank him; Masini recalls
that the two talked for some two hours
on that occasion. We don't know for
sure, but we would speculate that Gould
reviewed by someone named "Fuga,”
which is Italian for "fugue.”

The internal evidence of the two
reviews proves that they refer to a
recital in Turin, and are not merely
another city’s reports on the solo recital
in Florence. (Rome is out of the ques-
tion, too: there he played only a concer-
to-the Beethoven Second.) Both
reviews refer to Gould's appearing at
"the Conservatory,” which cannot have
meant Florence, where he played for the
Amici della musica, at the Teatro della
Pergolo. Incidentally, the review in La
Nuova Stampa makes clear that Gould

played the Goldberg Variations in Turin,
as he had in Florence, though the work
is inexplicably omitted from Fuga's
review. The cntic for La Nuova Stampa,
identified only by the initials "a. d. ¢.."
notes that the Goldberg Variations had
not been heard at the Conservatory
since Wanda Landowska played them
there, He goes on to describe Gould as a
"passionate” as well as “nervous” per-
former, and, like Fuga, documents his
familiar platform mannerisms, In
Mozart's K. 330, "a. d. ¢.” finds Gould's
tone a little dull, but also agile, robust,
and capable of a rare degree of delicacy;
he compares it to the sound of a fortepi-
ano, Finally, he reports that the audi-
ence thanked Gould with great applause
and cheering-and, apparently, with none
of the hissing that the Schoenberg had
brought him in Florence!

The date of the Turin recital was cer-
tainly 17 November-that is, between
Florence and Rome. (The letter to
Bemnstein refers to “Florence, Turin, and
Rome™~in that order.) The review in La
Nuova Stampa, presumably published
the next day, is dated 18 November;
moreover, unpublished correspondence
among the Gould papers in the National
Library of Canada lends credence 1o the
17 November date. One letter from
Gould's manager, Walter Homburger,
dated 23 September 1958, shows that
Gould was scheduled to fly from Turin
to Rome the moming of 18 November;
other letters show that he had hotel
reservations in Florence for 13-16
November, and in Rome for 18-21
November, leaving 17 November unac-
counted for. We doubt he spent that
night sleeping in a park; surely he was
in another hotel, in Turin,

Still, all of this evidence only proves
that Gould was supposed 1o have played
in Turin; it was not until we received
the two reviews that we had any evi-
dence that he actually did play. We are
grateful to Umberto Rocchino for set-
ting the record straight.

Volema 5/Number 1 - Fell trey 83




E$U866939{I\X/

We recently received a new book:
Musical Prodigies: Perilous Journeys,
Remarkable Lives, by Claude Kenneson,
published in April by Amadeus Press in
Portland, Oregon. Kenneson is a cellist
and professor emeritus at the University
of Alberta, in Edmonton, and he has
previously written books about the cello
as well as a study of the friendship
between Székely and Barték.

Musical Prodigies is a substantial
study (almost four hundred pages) of
forty-four musicians from Mozan forward,
with an emphasis on prodigies of the
twentieth century-Menuhin, Barber,
Maazel, and many more, including
Canadians like Zara Nelsova, who
played with Gould at the Stratford
Festival, and the most recent winner
of the Glenn Gould Prize, Yo-Yo Ma.
Kenneson, as a cello teacher, has nurtured
a number of prodigies himself, and
brings first-hand knowledge to the book.
He deals generally with the psychology
and development of the child prodigy,
particularly in an introductory "Reader’s
Guide," but for the maost part the book
tells the stories of many individual
prodigies-stories by tums astonishing,
sad, brilliant, turbulent. Always, the
emphasis is on family life, early teachers,
peer relationships, and the struggle to
find a mature musical identity.

Gould appears, along with Martha

84 GlensGoold

Argenich, Daniel Barenboim, and Van
Clibumn, in Chapter Seven, “Midcentury
Keyboard Masters.” (Clibum, incidentally,
contributes 4 brief Foreword to the
book.) The section entitled “Glenn,”
pages 160-167, offers nothing new to the
published record: it briefly reviews the
familiar story of Gould's life and work,
with an emphasis on the early manifes-
tations of both his musical talent and his
eccentricity. But Gould is just one smuall
pant of a detailed, well-researched acoount of
some of the most gifted musicians in history.
Musical Prodigies sells in hardcover
for $29.95 (U.S.). ISBN 1-57467-046-8.
For more information about the book,
contact the publisher, Amadeus Press,
in care of Timber Press, Inc., 133 S.W.
Second Avenue, Suite 450, Portland,
Oregon, 97204-3527, U.S.A. Telephone:
(503) 227-2878, or (800) 327-5680.
Fax: (503) 227-3070. E-mail: publici-
ty @amadeuspress.com. Web site:
www.amadeuspress.com.

In our premidre issue, in the fall of
1995, we included a previously unpub-
lished essay Gould wrote in 1978 about
the great Russian pianist Sviatoslay
Richter, whom he greatly admired. (The
essay, incidentally, is reprinted in John
P. L. Roberts’ new collection The Art of
Glenn Gould.) In the Miscellanea sec-
tion of our Spring 1998 issue, we had
more (o say about Gould and Richter,
including, sadly, acknowledging the
latter’s death the previous August,
Recently, we had cause once more to
think about the relationship between
these two great artists,

First, thanks to some information
from Bruno Monsaingeon, who was a
colleague of both pianists, we are finally
able 10 clear up some confusion that has
persisted since we first published Gould's
Richter essay. We had assumed that it
had been written for a 1978 CBC radio
broadcast; this proved false, but we

could find no more information on the
matter. According to Monsaingeon,
however, Gould wrote the essay as a
contribution to a Russian television
program on Richter. Apparently, the
Russians approached Gould for an
interview, and when he tumed them
down they asked Monsaingeon to
intervene. Monsaingeon did, and Gould

* finally agreed to deliver a shot monologue

on camera, to which end he wrote his
short essay in May of 1978. The
Russians hired a Canadian crew to film
the Gould segment, which was duly
inserted into their Richter production,
Confirmation of this anecdote can be
found in Monsaingeon's recent two-and-
a-half-hour film, Richter l'insoumis, an
outstanding documentary that features
rare archival footage as well as Richter's
only comprehensive interview, conducted
in the last years of his life. The film has
been shown at festivals and on television
in Europe and North America, and has
received many international awards,
(It is now available on video in English,
as Richter: The Enigma, from Wamer
Music Vision/NVC Arts, in both
England and North America; it is also
available in a multilingual DVD format.)
In the film, Gould is shown delivering
precisely the essay we published in
1995, but with an amusing twist: the
Russian producers in 1978 had dubbed
Gould's voice into Russian and thrown
away the original voice track, so
Monsaingeon was forced to redub
Gould in English using an actor’s voice!
Monsaingeon produced a book as a
kind of companion to the film: Richter:
Ecrits, comversations (Paris: Van de
Velde/Actes Sud/Arte Editions, 1998).
It includes Richter’s own detailed remi-
niscences about his life and work, and
extensive excerpts from his diaries, with
his thoughts about music and musicians.
Given the great mutual admiration
between Richter and Gould, it is inter-
esting to read some tart comments from
Richter’s pen on some of Gould's



recordings. He finds Gould's Bach, for
example, "a little too brilliant and exte-
rior,” emphasizing the "pianistic ele-
ment” at the expense of the "profundity
and severity”™ of the music, and he
complains that Gould drops many
repeats—"which means that he doesn't
love [the music] enough.” For Richter,
in short, Gould's Bach was too much
Gould and not enough Bach.

Gould's 1978 essay included recollections
of his 1957 tour of Russia. when he first
heard Richter play live; specifically, he
recalled Richter's notoriously spacious
interpretation of Schubert’s last sonata,
in B-flat major, which mesmenized him,
even though he usually had no patience
for such reperioire. Recently, we were
able 1o confinm Gould's memories of
that performance in the best possible
way: by listening to it ourselves, We
had the good fortune to acquire a cassette
copy of Richter's 9 May 1957 recital-the
very recital Gould attended while he was
between engagements in Moscow—from
the Friends of Sviatoslav Richter, a soci-
ety founded in England in 1987 and cur-
rently based in Cologne, Germany. The
Moscow performance of the sonata is
just as Gould remembered it, with a very
slow first movement clocking in at well
over twenty minutes, In later years, after
Richter began appearing in the West, the
Schubert B-flat would be one of his most
characteristic and controversial interpreta-
tions; in fact, some of his perfor-
mances of it were considerably slower
than the one Gould heard.

The Friends of Sviatoslav Richter, by
the way, publishes regular newsletters,
compiles valuable readers, discographies,
and concertographies, and relcases its
own CDs, cassettes, and videotapes.

For details about the Friends, contact its
director (and co-founder) Falk Schwarz,
Robert-Seuffert-Str. 1, D-50959,
Cologne, Germany. Telephone and

fax: (49) (221) 465-858.

Speaking of Gould and Russia, here is
a tidbit from the 5 June 1999 issue of
the National Post, one of two nationally
circulated newspapers published in
Toronto. In an article entitled
"Baryshnikov's Defining Moment.” the
great Russian-born dancer looked back,
twenty-five years later, ot his defection
to the West in June 1974, after a perfor-
mance with a touring Soviet ballet
troupe at Toronto's O'Keefe Centre. On
the subject of why he chose to defect in
Canuda, Baryshnikov wrote:

And Canada? What did 1 know sbout
Canada? 1 have to be honest. | knew precise-
ty three things: Canada had great hockey
teams, it grew & lot of great whest, because
the bread we ate every winter was thanks 0
Casadian wheat, and Canada was where
Glenn Gould lived and worked. That was the
extent of my knowledge of Canada.

Hockey, wheat, Glenn Gould-
O Canada!

Personals

The following personal notices have
been placed by members of the Friends
of Glenn Gould society.

M. Stegemann’s liner notes for GG's
recording of the Liszt transcription of
Beethoven's Pastoral Symphony (which
I find 10 be one of GG's greatest perfor-
mances) states that “there are signs that
[in 1968] he was then toying with the
idea of gradually recording the other
cight symphonies in Liszt's transcriptions.”
The only other recording which has been
issued is the Fifth, Is there any evidence
(fragmentary or otherwise) that GG
performed additional symphonies or tran-
scriptions? Daniel Baldwin, 150 West End
Avenue, New York, NY, 10023, USA.

Editor’s note: According 1o John P. L.
Roberts, in editorial commentary in his
new collection The Arnt of Glenn Gould,

Gould had planned, in the late 19605,

to record all nine symphonies for
Columbia~including Liszt's four-hand
version of the Ninth, for which he would
have used overdubbing. But he recorded
only the Fifth (in 1967) and the first
maovement of the Pastoral (in 1968)
before abandoning the project. (He
abandoned several other major reconding
projects around this time, too-a
Scriabin-sonata cycle, a Scarlatti albwm,
a C. P. E Bach album. ) Besides these two
studio recordings, and the 1968 CBC
radio performance of the complete
Pastoral-all of them available in Sony
Classical's Glenn Gould Edition-we
know of no preserved performances by
Gould, complete or fragmentary, of
Beethoven symphoniey in Liszt's tran-
scriptions, In the 1969 CBC relevision
program Telescope: Vanations on Glenn
Gould, there is brief footage of him playing
the Pastoral in Eaton Auditorium, but
this was presumably filmed during the
taping sessions for the 1968 CBC
broadcast. (You can see this segment in
Sony Classical's Glenn Gould Collection,
Vol. 5.) In the Whar Might Have Been
department: we know that Gould's
Javourite Beethoven symphonies, the
Second and Eighth, as well as several
Beethoven overtures, were among the
orchestral works he was planning to
conduct at the end of his life.

Friends, if you are interested in swap-
ping, selling, or buying GG stuff, such
as vinyl, published articles, etc., contact
Justus Benckhuysen, 6269 Sundown
Crescent, Gloucester, Ontario, K1C
1C6, Canada. Telephone: (613) 837-
2883.

The Glenn Gould Foundation wel-
comes inquiries abowut dedicating isswes
of this journal in honour of individuals
or special occasions. For more informa-
tion, please contact John A. Miller,
Executive Director of the Foundation,
art the address given on page XN
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The following is a list of all Friends of Glenn Gould in good standing as of I July, 1999.

< Dencdes o Founding Friend

N
Marisa Bagan& (Maly)
+ Clarkce Chalmens (Canada)
: E A "Benry” Flowen (USA)
Cliffoed mad Vieginia Hoch (USA)
» John B. Lawwon (Canada)
. Rebecca Ruthowaki (USA)
Tukanon Sugiysma (Japan)
. Catherine Zanelh (haly)

Forte
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“Glenn Gould ot the Stratford Festival, 1953-1964,"
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VOLUME 5 / NUMBER 1 (SPRING 1999)

"Presence of Glenn Gould: The Italian Perspective,” by Damjana Bratuz,
with reviews of Gould's concerts in ltaly (1958), 3-15.

“Glenn Gould and Jazz,” by James G, Shell, 16-21,
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Festival production, 75-81.
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The intermationally accluimed Canadian Panid, the
lnte Glenn Gowld, knowrn for bis interpreintions of
Lhich, s> sbe.owerer of 2 )ameber Cb-grands.. Me
Gonld's cladme 10 bis tecBRician was. “The aclion is
the best fn the workd: don't change unytbing

Glenn Goulds shie of performunce demiended

tnstrament that gave bim intimacy, clarity and

sobviebtnesy. Since Mr Gowkd & dest-on Ociobor 4,

1982, benls planos are now In Canodie. The (nsirn
ment wive f' be wsedd for the latest ncondings is non
one of the resident planos awl Koy Thooeson Hall
Toromlo, Canadagarne of the most prestigions con
cert balls in North dmerica
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EXCITING NEW RELEASES
TO BE ADDED TO ANY

GLENN GOULD COLLECTION

GLENN GOULD AT THE CINEMA

. The first compilation of Gould recordings
featured in movie soundtracks.

\ ™ ' Including music Gould himself chose for
x the soundtracks of "Slaughterhouse Five"

| AUGHTERHOUSE FIVE and "The Wars", plus selections heard in

THE TERMINAL MAN "Thirty-Two Short Films About Glenn Gould."

and
12 Short Fllms
about

Glenn Gould at the Cinema SK 66532

GLENN GOULD PLAYS BACH
ORIGINAL JACKET COLLECTION

12 CD limited edition deluxe box-set.

Celebrates the great Columbia and (BS
Masterworks recordings.

Each CD recreates the arrangement of
repertoire on the original LP.

Complete with 'follow-along' musical
score to Contrapunctus 1-9.

Glenn Gould Plays Bach SX12K 64226

www.glenngould.com



