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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 a bonus track. CBC Records offers a second performance, also from 1951, of the
Finale of Beethoven'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: Arts Distribution CANADA: Universal
Music Group Canada FRANCE: ILD UK: Kingdom Records Limited HONG KONG,
TAIWAN, NORTH AND SOUTH KOREA, AND CHINA: Silkroads Music Company
Limited ITALY: White & Black NETHERLANDS: De Klemtoon US: Allegro Corp.
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and students of the

Newly discovered documents from the archives of Canada’s Department of External Affairs (1955-7)

Gould undertook a two-week tour of
Moscow and Leningrad——his very first
trip overseas—in carly May of 1957, ata

time when Western artists  rarely
appeared in the Soviet Union, (This was
barely four years after the death of
Stalin, and a year before Van Clibum’s
Tchaikovsky

surprisingly, the

triumph at the first
Competition.) Not
Russian tour has been much discussed in
the Gould literature; we ourselves pub
lished Sofia Moshevich's detailed article
“Glenn Gould and the Russians,” along
with reviews, photos, and documents, in
our Fall 1997 issue—t0 which we refer
our readers for background information
on the subject. Recordings of some ol
Gould's performances in Russian have
appeared since his death, from Harmonia
Mundi/lLe Chant du
Classical, and other labels. And a docu-

Monde, Sony

mentary film on Gould in Russia is cur-
rently in preparation (see Miscellanea for
more information). But the Russian tour
itself has been amply documented at the
expense of the extensive preparations

The cover photograph for this issue shows a silhouette of

Gould onstage during one of his recitals in Russia, May

1957, (Photograph by E. Ivano.)
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that preceded the wur, and which, it ums
out, are almost as fascinating as the tour
itself, for arranging an appearance by a
Western artist in the Soviet Union was &t
that time a long and complicated process
fraught with unexpected artistic, logisti-
cal, financial, political, and diplomatic
problems, That part of the story has never
been examined in depth—auntil now.,
Gould’s Russian tour required detaled
negotiations with the Canadian federal
government’s Department of External
Affairs, or D.EA. (today renamed the
Department of Foreign  Affairs and
International Trade), and these negotia-
tions are documented in departmental let-
ters, memoranda, telegrams, and related
material. (The archives of the D.EA. are
currently housed as RG [Record Group)
25 at the National Archives of Canada, in
Ottawa. The documents related to Gould's
Russtan tour, all of them onginally unclas-
sified or classified only at & low level, may
be found in Box 7271, File 10417-S-40.)
A few years ago, Robert Desjarding, a
Friend who is with the Department of

Foreign Affairs and International Trade,
thought of scounng the departmental
archives for matenal on the Russian tour,
assuming that the preparations must have
left a significant paper trail. He passed the
wea on to the Semior Departmental
Historian, Hector Mackenzie, who under
took the rescarch and discovered a cache
of documents, which Desjardins then
brought to our attention

A preliminary account of the Russian
tour based on these documents was pub-
lished under the heading “From the
Archives™ in Bout de papier, the quarter
ly magazine of the Professional
Association of Foreign Service Officers
(1672, Summer 1999, pages 36-8). That
account consisted of an introduction by
Mackenzie followed by a long memoran-
dum, dated 21 May 1957, by John Fast
VWith the Department’s permission, we
reprint both of these items here, at the
beginning and end of the present article
In between, we offer extended quotations
from other documents never published

before, and summunies of sull others,

This issue of GlennGould is sponsored by a donor from

Japan who wishes to be acknowledged only as “Woody,”

and we thank him for his generous financial support



supplying our own narrative where
necessary to connect them. The resulting
wccount offers many new details about
the preparations for Gould's tour, about
the concerts themselves and the events
surrounding them, and about the Russian
response to Gould. We have illustrated
the article with photographs and facsimiles
drawn from the material in the DEA,
files and from the Gould papers in the
Music Division of the National Library
of Canada.

GLENN GOULD IN RUSSIA
AN INTRODUCTION

BY HECTOR MACKENZIE

Glenn Gould (1932-1982) was unques-
tionably one of Canada’s most gifted and
renowned musicians. Before Gould
wmed his back on touring, his piano
recitals and concerts consolidated the
worldwide reputation for brilliance and
individuality which his early recordings
had established. Gould's first European
tour was armanged by Toronto impresario
Walter Homburger with the codperation
of the Department of External Affairs,
which displayed an interest in a nascent
form of cultural diplomacy, but which
had no funds for the purpose. The high-
lights of the tour were performances in
Moscow and Leningrad. Apparently, the
Soviet Ministry of Culture was so uncer-
tain about the appeal of this Canadian
visitor that it packed the hall for the first
concert by distributing complimentary
tickets. From the enthusiastic response to
Gould's appearances, it became obvious
that this tactful (or tactical) generosity
had been unnecessary.

The departmental file on Glenn
Gould’s European tour reveals a growing
appreciation of the potential value of
such recitals and concerts as antidotes to
the usuval clichés about Canada and
Canadians. As well, demonstrations of
cultural achicvement and international
distinction were seen as useful instruments
in the multi-faceted Cold War. That
broader political context almost scuttled
the tour. The suppression of the

Hungarian uprising prompted a chill in
the West's dealings with the Soviet
Union and its allies. Only after the
D.E.A. received clarification from the
State Department that the American
authorities would not bar Gould from
entry into the United States as a result of
his travel behind the Iron Curtain did the
pathbreaking journey begin.

The Canadian Embassy in Moscow
struggled to devote scarce roubles to
hospitality to honour Gould, with head-
quarters unhelpful and the Ambassador,
David Johnson, more generous.
However, the Embassy was able to make
available the singular services of an
attaché, Captain (retired) John Fast, as
translator. Fast had joined the D.EA. in
December 1956 and he had been prompely
posted 1o Moscow. Fast’s brief entry in
the Department’s biographical register
indicated that he was born in Neu-
Halbstadt, Russia, and that he had been
educated by “private schooling, including
music.” Those who knew Fast later in
Ottawa, where for a time he was in
charge of the departmental archives for
the Historical Division, recalled that he
was both interested and well-informed
about music and history. The memoran-
dum [of 21 May 1957] reproduced below
demonstrates Fast's talents as a reporter
and it offers a unique glimpse of a
remarkable moment during Gould's tour.

In late 1955 Gould was just beginning
to tour outside Canada, and had made
his first Columbia recording only that
summer, but he already felt confident
enough to tour overseas. Hix manager,
Walter Homburger, first broached the
subject of a Russian tour in a letter,
dated 27 December 1955, to Lester B.
Pearson, then Secretary of State for
External Affairs (and later Prime
Minister of Canada):

You are no doubt aware that plans have
been completed for a Canadian concert
tour of Russian musicians in March of
1956. Just recently some of these
musicians, [the pianist] Mr. [Emil]
Gilels and [the violinist] Mr. [David]
Oistrakh, have appeared with great
success in the United States,

1 was wondering why sach tours could
not be reciprocated. While | am the

* impresario for most major musical

events in Toronto I am at the same time
the exclusive manager of GLENN
GOULD. From the enclosed reviews you
will readily see that Mr. Gould is recog-
nized as the greatest pianist that Canada
has ever produced and that the American
critics also have already hailed him as
one of the great pianists today. His first
Columbia  record—the  mammoth
Goldberg Variations by J. S. Bach—will
be released the beginning of January.

1 would appreciate your advising me at
your carliest convenience whether your
Department might wish 1o propose such
a tour in Russia or whether you might
think it advisable that I contact the
Russian Embassy directly. Of course if
there should be any objection 1o this idea
1 would not give it a second thought.

Mr. Gould would be available in late
April and May or next fall, I am sure that
members of the Ottawa Philharmonic or
the Ottawa critics would back my con-
tention that he is one of the great pianists
today and that—artistically speaking—
Canada could do no better and would, in
fact, be very proud.

In response to Homburger's letter, on
30 December, R. A. D. Ford of the
D.EA's European Division sent a mem-
orandum to the Information Division,
and it reminds us that at this time Gould
was hardly a household name, even in
Canada; internationally, he was still
unknown. Ford wrote, in part:

1 think that it is desirable for us to
encourage the odd concert artist from
Canada to play in the Soviet union
though we should try to ensure that noth-
ing less than our very best go. They will



not  stack up
against such musi-
cians as Gilels and
Oistrakh but if they
can put on a
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respectable  per-
formance and par-
ticularly if they can
play a bit of i
Canadian music | 0./()
think their visits }/r/
would have some

value, 1 am afraid

that I just do not ~ — -
know whether Glenn Gould can be
included among the foremost Canadian
musicians though of course his manager
refers 1o him as such. If you think be is
good enough 1 think you might suggest
10 Homburger that he get in touch with
the Russian Embassy direct [sic] and
keep us informed of his plans.

The D.EA's doubts abowt Gould's
musicianship were soon dispelled, how-
ever. In a memorandum dated 5 January
1956, A. J. Andrew of the Information
Division noted, “From all accounts
Glenn Gould would be a worthy repre-
sentative and we need have no reserva-
tions about his performance.” It was at
Just this time that Gould's recording of
the Goldberg Variations was released to
immediate and imternational acclaim.

Homburger's original letter to Pearson
received a reply on 9 January from Jules
Léger, Under-Secretary of State for
External Affairs. He expressed enthusi-
asm for the proposed towur, offered his
support, and referred Homburger to the
Soviet Organization for Cultural
Relations with Foreign Couniries
(VOKS) and to the Canadian and
Russian embassies, Homburger's reply
to Léger. dated 20 January, reads:

I was most delighted to sce your
Department support my idea of a sug-
gested tour of the Soviet Union by Mr.
Gould. I most certainly feel thut the visit
of Soviet artists over here should not
become a one sided propaganda affair
and that when we have something special

to offer—as in the
way of Gould—we
should certainly try
10 capitalize on it

The United States
press notices  for
Gould’s first disk for
Columbia Records
should be out shortly
and from the
advance information
I have received they
should be nothing
short of sensational.
Life, Time, Newsweck,
etc. are all interested
in a story. | believe
that Gould could
casily become the
foremost  cultural
ambassador Canada
has ever had.

From this point on,
Homburger was in
regular comtact with
all of the officials

and institutions necessary to the
the Soviet
Embassy, and he kept them up o
date by supplying copies of
reviews of the Goldberg recond-
ing and other evidence of
Gould's rapidly growing reputa-
tion, including a request for a

tour, including
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guest appearance, received 27

January

1956, from the
Philharmonic. (Herbert von Karajan, the
Philharmonic's conductor, heard the

Goldberg recording almost as soon as it
was released, and was apparently aston-
ished by it.) In a letter to Léger dated 28

Berlin
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January, Homburger closed by saying.
“1 hope, Sir, that Glenn Gould's name
will be synonymous with Canada in the
same manner as Paderewski’s used to
be with Poland, Dame Myra Hess with
England and [Maurice] Chevalier with
France.” On 15 March, he forwarded o

copy of the 12 March 1956 issue of

Life, which included a major photo-
essay on Gould, and commented, "I
believe that this is the most valuable
publicity that a Canadian has ever
received by such a publication and
should further enhance Mr. Gould's
international reputation.”

As interest in Gould quickly blossomed
internasionally, the idea of an overseas
ftour encompassing other countries
besides Russia seemed increasingly
attractive, and the D.EA. offered the
services of its missions in other countries
in publicizing and otherwise assisting
such a tour. Homburger, the D.EA., and
Russian officials kepr in touch through

correspondence and telephone calls, and

6 SlesnSoabd

by the summer of 1956 the Soviet gov-

ernment had agreed to Gould's appear-
ing in Russia the following May, to play
three concerts each in Moscow in
Leningrad, The negotiations now turned
fo more practical matters—io the logis-
tics of the tour.

Moreover, with plans for a Russian tour
now set, all sides went on to discuss the
further possibility of Gould's appearing in
other Eastern Ewropean countries around
the same time. In a memorandum dated 28
August, writtenn the day after a meeting

with Hombxorger, R. A. D. Ford wrote:

Mr. Homburger asked if | had any other
suggestion about his European tour. |
said that Mr. Gould obviously needed no
assistance from the government with
regard to his tour of Western Europe, |
suggested, however, that he might con-
sider visits to Prague and Warsaw on the
way back from Russia, as | thought this
would be a useful thing to do from the
point of view of contacts with the
Satellites [ie., the nations within the
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Soviet orbit]. Mr. Homburger at once got
in touch with the Czechoslovak Minister,
who was enthusiastic and promised to
wire Prague. The reaction of the Polish
Chargé d'Affaires was less positive,
probably because of language difficul-
ties. I promised Mr. Homburger the full
cooperation of our missions in Eastern
Europe if the tour should take place

Soon the idea of a wider tour of

Europe, which apparently pleased
Gould, was being formally explored. R
A. D. Ford, in a memorandum to his
Press Office, on 24

September 1956, wrote:

department’s

As you know, Mr. Glen [sic] Gould, the
Canadian pianist, is planning & concen
tour of Eastern Europe, He has arranged
to play in Moscow and Leningrad, and
hopes to include Zurich, Vienna, Prugue,
Belgrade, Berlin, Cracow and Warsaw in
his inerary

2. His impresario, Mr. Walter

Homburger, has secured from Mr

Tovstogan of the Soviet Embassy [in



Ottawa] the terms of his Russian con-
tract. It may be worth recording these for
the file. Mr. Tovstogan has stated that
travel from Berlin to Moscow will cost
about 600 rubles, and from Moscow to
Leningrad about 230 rubles. A suite of
rooms costs 60-70 rubles a day, and
meals about 50 rubles per day. In all, Mr.
Gould's expenses should amount to
about 6400 rubles. He will be paid half in
dollars and half in Soviet currency. The
latter will total 8400 rubles, Mr.
Homburger is writing to [the violinist]
Mr. Issac Stern, to cstablish whether
these terms are more or less customary.

3. Mr. Homburger is somewhat con-
cerned about the effect of such a tour
behind the Iron Curtain on Canadian
public opinion. As soon as arrangements
for Mr. Gould's itinerary have been com-
pleted, an announcement will be released
to the press. Mr. Homburger has asked us
to give consideration to some form of
public statement at that time in which the
approval of this Department would be
made clear.

By October. according to a memoran-
dum from R. A. D. Ford to the Under-
Secretary of State for External Affairs on
29 October 1956, signed contracts from
Russia were on their way to Gould, and
Homburger released news of the tour to
the press. Ironically, plans for a wider
tour of Europe were becoming more ten-
uous even as they were growing more
ambitious. On 26 November, Ford float-
ed the prospect of an appearance in
Iceland. Homburger's reply, in a letter
dated 30 November, was encouraging,
but also hinted that an extended tour was
hardly certain:

Both Mr. Gould and 1 found your sug-
gestion of a concert in Reykjavik most
fascinating and certainly worth-while
investigating. Unfortunately 1 have no
idea who could or would be interested to
sponsor Mr. Gould’s concert there. Do
you know who arranged the other con-
certs you mentioned in your letter or
could you give me any suggestions as to
whom I might contact there?

If an interested party can be found I am

sure that we could arrange a date on our
return from Europe. This would be
around the middle of June and while
such a time would not be advantageous
for a concert here, 1 would imagine that
no such problems arise in Ieeland.

The European end of the tour has at
present reached a stalemate. | have
received the signed contract from the
Ministry of Culture in Moscow and we
shall be submitting suggested pro-
grammes shortly,

For several weeks now | have had no
further communication from cither the
Polish or the Czechoslovakian legations,
Due to the present political situation, 1
thought it best not to press the matter but
rather 1o await a further communication
from them, or at least to see a definite
trend in developments. Should you, how-
ever, feel that my thinking in this matter
is wrong and that 1 should press for an
carly decision, I would be most grateful
to you if you would let me know.

The D.EA. duly investigated the possi-
bility of an appearance in Iceland, They
wrote to the Canadian Embassy in
Washington, D.C., on 5 December 1956,
seeking information on the arrangements
made by American musicians (including
Stern and the Robert Shaw Chorale) who
had played there recently, and wrote a
similar letter to the Canadian Minister to
Iceland, based in Oslo, Norway. The let-
ter to the embassy read, in part:

[W]e have been considering ways and
means of promoting cultural exchanges
between Canada and Iceland and at pres-
ent we are planning a presentation of
Canadian books to the Icelandic National
Library. At the same time, we believe
that it would be worthwhile for Canadian
concert artists to stop in leeland for guest
appearances ¢n route (o or from engage-
ments in Europe. We have mentioned
this possibility to Mr. Walter Homburger,
impresano for Glenn Gould, and both he
and Gould were prepared to give our
suggestion fuvourable consideration.

The Minister to Iceland responded on 16

January 1957, agreeing on the importance
of cultural exchange and promising more
detailed information on possible arrange-
ments (expenses, sponsorship, efc.),
though doubting that it would be very
rewarding financially to play in lceland.

By February, there were still pending
arrangements for possible Gould appear-
ances in Poland and Czechoslovakia, but
apparently no further talk of a wider tour
encompassing Yugoslavia and other
Eastern European countries. (The D.EA.
heard back from the Canadian Embassy
in Belgrade only in May 1957, after
Gould had already left Russia, though
they still hoped 1o convince Gould to
include Belgrade in a later tour.)

Soon, however, international political
events and troubling new diplomatic
issues would threaten Gould's plans.
Unrest in Poland in mid-1956 was per-
ceived in Russia as a challenge to Soviet
authority, and a general strike on 28
June had to be quelled by force. More
seriously, in November, the Soviet army
forcibly put down a rebellion in
Hungary, which was then attempting to
withdraw from the Warsaw Pact. This
was the height of the Cold War, when
paranoia about Communism was preva-
lent in both Canada and the United
States, and Gould and Homburger had
worried even before the rebellion that a
Russian tour might adversely affect pub-
lic opimion in Canada. (Recall R. A. D.
Ford's memorandum of 24 September
1956, quoted above.) After the invasion
of Hungary, American officials
denounced Russia’s heavyhanded con-
trol of its satellites, and the State
Department  cancelled all  cultural
exchanges. Now Gould and Homburger
worried that a Russian tour might antag-
onize American officials enough to jeop-
ardize Gould'’s future American con-
certs. It had been less than two years
since he had opened up a lucrative mar-
ket for himself in the United States, and
he did not want to risk being harassed at
the American border or even banned
outright from the country in retaliation
for visiting Russia. The Under-Secretary
of State for External Affairs addressed
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these concerns in a lenter to the
Canadian Embassy in Washington, dated
8 Februan

arrangements for the Russian tour were

1957, at a time when

confirmed and negotiations with other

Eastern European cities still pending

While we have assured Mr. Gould
that, barring unforeseen developments in
our relations with the Soviet Union dur
ing the next few months, we would have
no objection to his going ahead with s
plans to visit the USSR, there remains
some doubt in our minds as o what
might be the

Since 1t would be most unfortunate

United States reaction

Gould were 10 do himself any harm m
the United States as the result of such a
tour, we would be grateful if you could
bring it to the anention of the appropnate
authoritiecs in  the |[US.] State
Department that while the tour is in no
sense an officially sponsored one, it has
our approval. It is true that as a result of
recent events in Eastern Europe we are
not encouraging the Russians with
regard to visits or cultural exchanges and
are not taking any new imtiatives in thas
regard, but since Gould's contract wis
signed some time before these cvents
ook place and since his visit 1s not
any sense of an official nature, we see no

reason why he should not go as planned

In a letter dated 8 February 1957
James George of the D.EAs [‘..'HL'/‘:'HH
Division assured Homburyer that the
Department had advised the embassy in
Washington (and through them the U.S
State Department) that Gould’s trip to
Russia had the approval of the Canadian
government, as i was a privale tour
planned before the invasion of Hungary
On 13 February, in a letter from the
Canadian Embassy in Washington, the
D.EA. was assured that Gould’s trip
behind the Iron Curtain would not be
grounds for refusing him admission to
the U.S. in the future

In that same 8 February letter, George
reported that he was not optimistic abowut
the prospects for a concert in Iceland

He noted that previous American con
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Postcard that Gould sent home from Ruossia, addressed to his beloved pet collic
Banguo. The card was postmarked at Leningrad on I8 May 1957, the day of his

concert with the Leningrad Phitharmonic, and was an appropriate choice 1o send
0 a comrespondent named Banquo: it depicts @ footpath bndge named
Bankovsky—or in French, Banque. (Reproduced from Gould's papers in the
Music Division of the National Ly

Dear Banquo

ary of Canada.) The card reads as follows

Thought vou would hike 10 know about the dogs here, One sees very few
indeed. Most of them were killed in the witr and since that time it seems 10 be con
sidered very bourgeois to keep a pet. The most prevalent vanety s a sort of

unclipped poodle—a few mongrels and no collies whatsoever. You would have

the hield all to voursell if vou were here, You would have been able to break up o
i hight outsade my window this mormmsg

Clean up your dish like a good dog. GG

certs there had been wholly or partly
subsidized—something the Canadian
government did not have funds to do.
Homburger, in his reply on 11 February,
makes it clear that he now considered it
tov late to include Eastern Ewropean

countries besides Russia in the itinerary

I have recently written to Warsaw
regretting that, due to the time factor, it
will be impossible to include concerts in
Poland on this tnp. | éxpressed the hope,
however, that something could be
arrunged for another year. I am also
afrmad that a concert in Iceland would not
be feasible at this ume because we could
not do it on our way to Europe and since
Mr. Gould does not expect to return from
Europe until sometime in July. | feel that
this may be too late

As plans are at present, we expect to fly
via Scandinavian Air Lines to
Copenhagen and from there 10 Moscow,
arriving on Sunday evening, May 5t
From the enclosed copy ol a letter to Mr
Tovstogan you will see how we envis
aged our concerts in Russia. The plan is

to be in Copenhagen again the evening of

May 20" and fly from there to Berlin

where the concerts are now scheduled on
May 24, 25 and 26" Mr. Gould's
appearance at the Vienna Festival has

been set for June 7th

Throughout the winter and spring of
1957. Homburger, the D.EA.. and the
Russians sorted out practical marters like
fees, scheduling, passports and visas
travel and accommodation—and reper-
toire. Homburger's letter to Tovstogan, of
the Soviet Embassy in Ottawa, dated 8
February, included this surpris ques
tion; “Would you please find out immedi-
ately which p concertos the conduc-
tors of the Moscow and Leningrad
orchestras have selected for their respec-
tive concerts?” Given Gould’s chaste
repertoire, which included none of the
popular Romantic concertos, one might
have expected Homburger o avoid
implying that Gould might be willing fo
play, say, the Tchaikovsky concerto. (In

the end, he plaved only concertos by




Bach and Beethoven in Russia.) As to
Gould's concert fees, the D.EA. docu-
ments include one revealing reference. In
a letter dated 21 May 1957, A. J. Pick,
writing for the Under-Secretary of State
for External Affairs to the Canadian
Embassy in Belgrade, on the subject of
possible concert dates in Yugoslavia,
noted that Gould had asked for a fee of
seven hundred dollars per concert during
his negotiations with officialy in Warsaw.
There were diplomatic matters to be
sorted out, too: the distribution of com-
plimentary tickets, the scheduling of offi-
cial functions during Gould’s visit, and
s0 on. Dealing with the Soviet Union was
apparently virgin territory for some
diplomats, and there was uncerfainty ax
to what was appropriate, especially after
the unrest in Hungary. For instance, R.
E. Collins of the Canadian Embassy in
Moscow, in a letter to the Under-
Secretary of State for External Affairs,
dated 1 April 1957, noted, "Since visits
of this sort have recently been discour-
aged by western governments, if not can-
celled by the performers themselves, we
have few posi-Hungary precedenis to go
on.” Collins’s letter (and his follow-up
note on 18 April) reveals that the
Embassy was uncertain as fto how it
should act during the tour—whether it
should organize a lunch or cocktail party
for its Soviet counterparts, how it should
distribute tickets to various diplomats,
whether, in light of recent events, it
should include the Hungarian ambassa-
dor in its plans, Collins solicited advice
from British officials, and sought prece-
dents in American diplomatic practice.
Though Gould's visit was private and
commercial, not officially sponsored, the
Canadian diplomats recognized its great
cultural importance. When, for instance,
no extra money for buying tickets was
available from the D.EA. (as the
Department told the embassy in Moscow,
in a telegram dated 2 May). the
Canadian Ambassador himself replied,
later the same day, *Please pay full cost
of tickets for heads of diplomatic mis-
sions out of my rouble allowance.
Moreover, the D.EA. was aware that
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Sovier artists were planning to visit the
West—a telegram dated 15 April notes
that "Soviet visitors will attend the
Stratford Festival this year”—and they
believed that Gould’s tour might serve to
inspire other cultural exchanges. And it
was not only the Russian leg of the tour
that caught the attention of Canadian
diplomats. Peyton V. Lyon of the
Canadian Embassy in Bonn, in a letter
dated 11 February 1o the Under-
Secretary of State for External Affairs,
expressed interest in Gould's forthcom-
ing concert dates in Berlin, adding,
“Since it is seldom that a Canadian
artist of Mr. Gould's calibre is able to
give a concert in Germany, this might
prove a good opportunity to counteract
the prevailing notion that Canada,
although the ‘Land of the future’, is still
a cultural desert.” He suggested planting
advance publicity abowt Gould, which
Homburger duly provided.

Meanwhile, the possibility of concerts
in Poland was revived once more. James
George, of the D.EA's European
Division, in a “Note for File" dated 20
February 1957, wrote:

When the Polish Chargé d'Affaires,
Mr. Sieradzki, was in (o see me yester-
day afternoon, | asked him why there had
been so much delay over the proposed
concert tour of Mr. Glenn Gould in
Poland. He said as far as he knew it had
been settled but if there was anything
further that he could do to expedite mat-
ters he would be glad to do so. T said that
1 thought Mr. Gould's concerts would get
Polish-Canadian cultural relations off to
a good start, if he agreed. This moming I
called Mr. Homburger in Toronto to ask
him whether it was too late o revive the
Polish tour even if only for one concert
in Warsaw. Mr. Homburger said that his
programme was now very tight because
of the Berlin concerts having to be re-
arranged for May 24-26'" and in any
case the Poles had been offering only
1300 zlotys per concert. Mr. Homburger
is, however, going to speak to Mr. Gould
when he comes to Toronto tomorrow and
will Jet me know if they think it is prac-

ticable to fit in a concert in Warsaw. He
realizes the reasons for our interest and
will let me know if they think it is prac-
ticable to fit in a concert in Warsaw.

But it was not.

Gould's 1956-7 North American con-
cert season came to an end on March 30,
in Cleveland, and he took the month of
April off before leaving for Russia. As it
turned out, his first overseas tour includ-
ed eight concerts in Moscow and
Leningrad: two formal recitals and one
concerto appearance, plus one unsched-
uled, informal lecture-recital for conser-
vatory students, in each city. The D.EA.
documents offer some colourful details
about the concerts themselves, and abour
the events surrounding them. The follow-
ing paragraphs come from a letter from
the Canadian Embassy in Moscow to the
Under-Secretary of State for External
Affairs, written on 13 May, the day
Gould left Moscow for Leningrad:

2. Mr. Gould enjoyed an extraordinary
musical success in Moscow. His audi-
ences, and the three critical reviews o
appear thus far, have acclaimed his play-
ing and he is being credited by the musi-
cal intelligentsia here with reviving a
long dormant interest in Bach in the
Soviet Union. By far the most impressive
of his triumphs, however, was an
unscheduled appearance before an audi-
ence of more than 500 students and pro-
fessors at the Moscow Conservatory of
Music yesterday. Mr. Gould had been
invited to give a recital. However, he
decided upon a short discussion and
musical presentation of the development
from tonal to atonal music which, accord-
ing 10 Mr. Fast who was interpreting for
him, was greeted with wild enthusiasm,
heightened by repeated encores of Bach.

3. We invited approximately forty peo-
ple in the [diplomatic] corps to each of
Mr. Gould’s first two concerts, after
which we had them back to the Embassy
for a very informal buffet supper. On
Friday, we had a small cocktail party for
Mr. Gould to which we invited approxi-
mately 25 local musical personalities and



their wives, and two representatives from
the Foreign Ministry. Only ten or twelve
Russians appeared. (The only artist was
Mstislav Rostropovich, the famous cel-
list.) On Sunday, Mr. Houzer and | were
invited to a small lunch given by the
Ministry of Culture in Mr. Gould's honour.

A letter dated 5 June from the
Canadian Military Mission in Berlin 1o
the Under-Secretary of State for External
Affairs,
Gouwld's tumultuous reception in Berlin,
included a few choice details about the
Russian tour:

ostensibly concerned with

[W]e were told by Mr, Gould's manager,
Walter Homburger, that in addition to
three scheduled concerts in Moscow and
three more in Leningrad it was necessary
for an additional concert to be given in
¢ach of these cities, and that in the final
concert in the Tchaikovsky Hall in
Moscow, in addition to the 1500 scats
being sold out, 900 standees were also
admitted and chairs were on the stage,
although the manager of the hall stated
that this was the first time that this
practice had been followed. Mr
Homburger also informed us that such a
vast quantity of flowers and potted plants
were presented to Mr. Gould by the
Soviets that it was necessary to leave
these at the Embassy in Moscow, and
that a suggestion was then afoot to
establish & “Glen [sic) Gould Garden™ in
the grounds of the Residence and
Chancery.

The last of the D.EA. documents is a let-
ter from Homburger, dated 11 August
1957, to the Information Officer of the
D.E.A. Writing from Toronto, Homburger
noted that he and Gould took with them to
Europe fifty copies of his Columbia
recording of the Goldberg Variations, and
distribuied them for publicity purposes to
the Canadian embassies in Moscow and
Vienno, and 1o the Military Mission in
Berlin. All three posts, he added, request-
ed extra copies—HAifty extra copies, in the
case of the embassy in Moscow. Clearly,
Gould had made an impact.

Perhaps the most
interesting of all recitals
which Glenn Gould
gave in Moscow was his
last one, the one given
on Sunday moming,
May 12" for the Piano
Faculty and students of
the Moscow Conserva-
tory. He was asked several days before-
hand whether he would consider playing
for the students (1 understand the concent
was gratis), leaving to him the choice of
programme. In my conversations with
him, prior to the concert on Friday
morning, he was frankly unenthusiastic
and somewhat at a loss of what 1o play.
He finally expressed the opinion that the
Berg Sonata and some Bach should fill
the bill. The suggested time for the concen
was a little awkward, The recital was to
begin at 11:00 o'clock in the moming,
and at 1:00 p.m. of the same day, he was
due at the Hotel Metropole for a lunch-
eon given in his honour by the Ministry
of Culture.

2. On the evening of May 101, ot a
reception for Mr. Gould at the Embassy,
I met the Russian cellist Rostropovich,
with whom 1 bad quite an interesting
conversation on the sad state of Soviet
symphonic orchestras, which was partic-
ularly evident at Mr. Gould’s appearance
as soloist with the Moscow State
Philharmonia, in Beethoven's 4 Piano
Concerto. (During the playing of a
passage in the first movement, one of the
flutes came in several beats ahead of the
rest and stubbomly continued playing to
the bitter end despite the pronounced
scowls and gymnastics of the conductor.)
In the course of our conversation, | men-
tioned to Mr. Rostropovich that Mr.
Gould shall be playing for the students of
the piano faculty and that he is somewhat
at a loss for what 1o choose for them.
Rostropovich became rather interested in

the “problem™ and suggested that it
should be something unfamiliar. 1 then
told him that Mr. Gould had expressed to
me the desire to present a programme
which should include not only some
Bach, but a composition, or two, of near-
atonal and atonal work. However, |
added, Mr. Gould was just a little appre-
hensive how such a programme would be
received here. Rostropovich’s reaction to
my remarks was quite amazing, 1o say
the Jeast, It was his opinion that he could
not choose better than suggested and he
concluded his remarks by saying “as
much as possible of contemporary music
from which they are, unfortunately,
removed.” (His exact words were: Kak
moshno bolshe sovremennoy musyki of
kotoroy oni k sozhaleniye otorvany.) |
was later told by Mr. Gould that he
repeated substantially the same senti-
ments 1o him while leaving the Embassy.

3. The following Sunday, on arrival at
the Conservatory, Mr. Gould was
received at the entrance of the hall by a
group of enthusiastic young students,
headed by the young and very talented
pianist, Lev Viasenko [who later taught
at the Moscow Conservatory]. The
reception which they gave him foreshad-
owed what was to come.

4. The recital wok place at the Small
Hall of the Conservatory, with a seating
capacity of 400. It was jammed to the
rafters, with standers taking over every
available space, and overflowing into
every exit and down the staircase. Youth
heavily predominated.
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5. Mr. Gould's recital was rather
unorthodox. He prefaced it with a few
remarks explaining what he intended to
do. The Alban Berg Sonata was to form
the focal point, however, leading to it he
demonstrated with a number of short
excerpts, the influence of early Amold
Schoenberg in this Sonata. The excerpts
were taken from two Schoenberg song
cycles: Opus 2, “Des Knaben
Wunderhorn™ and Opus <
“Verzweitflung"™; still strictly diatonic and
heavy with Wagnerian overtones. [Fast’s
recollection of the song titles and opus
numbers is clearly faulty here, incidental-
ly.] This was followed by Berg's Sonata,
where tonal and atonal music meet, with
the former perhaps dominating.

6. After the playing of the Sonata, Mr.
Gould played two picces as an illustra-
tion of musical development since Berg's
Sonata: the stark and totally atonal
“Three Vanations™ [i.e., Variations, Op.
27] by Webern, and the 15t and 20d
movements of Krenek's Piano Sonata
[No. 3]. This last work, which Mr. Gould
considers as one of the more important
piano compositions of our century, he
played with an unbelievable verve and
intensity that swept everything and
everyone along. The concert concluded
with several fugues from the “Art of the
Fugue”, several variations of the
Goldberg Variations, and several move-
ments from the E minor Partita by Bach.

7. Mr. Gould’s playing was given an
unbelievable reception. The Moscow
habit to applaud an excellent perform-
ance with short rhythmic clapping,
became a near machine-gun staccato and
quite deafening in volume. I have listened
10 a number of performers and witnessed
some truly first class performances
(including Ulanova's dancing), however,
Mr. Gould's reception outdid them all.
Even his well-known mannerisms seem
10 have added [to], rather than detracted
from his performance. His behaviour was
absolutely free and casy on this day.
Dressed quite informally, without tie, us
the concert progressed, and he began to
feel warm, Mr. Gould first removed his
jacket then peeled off his sweater, drop-
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ping the clothing on the floor of the stage,
finishing the concert in shirtsleeves with
part of the shirt-tail well out.

8. The getting away from the
Conservatory was a veritable march of
triumph. Mr. Gould's dressing room
became completely jammed with people
congratulating and embracing him (in
the old Russian manner, and which
always startled him). From dressing
room, down the lengthy staircase and to
the waiting car Glenn Gould had 1o walk
through a solid mass of wildly cheering
students. This was not a carefully
armanged and “spontaneously” conducted
demonstration, rather the paying of due
regards to a true artist,

9. However, this is till Soviet Russia,
and it became quite evident just a short
hour after the concert. While we were
leaving the Conservatory, 1 was
approached by Lev Viasenko and another
stodent with the request if Mr. Gould
would accept a small present from them
of some music, and if he had some prefer-
ences as 1o composer. | knew that Mr.
Gould had shown some interest in the
music of Myaskovskiy, so | suggested
him as suitable. As we were on the point
of departure, 1 left with Viasenko the tele-
phone number of the Embassy and told
him I was prepared to come over to pick it
up when ready. However, Viasenko insist-
ed that they shall bring it over personally
and with this | left him. Approximately an
hour after we reached the Embassy, and
after Mr. Gould left for his luncheon
engagement, | received a telephone call
from Mr. Viasenko, He was complaining
that our militia guard at the gates had
refused them entry, and yet when | again
suggested that | should come for it, he was
quite adamant in replying that they shall
try again. I promised him to receive them
ar the gate and that entry shall not be
denied to them. | immediately went down
to the militiaman and told him whom |
wis expecting and that he shall not detain
them. To make absolutely certain, |
remained at the gate. Shortly afterwards
four young students, two girls and two
young men, ammived with a parcel of
music. This time, they were not stopped

and I received them about half way up our
drive, however, they declined to enter the
Embassy and await Mr. Gould's retumn.
While 1 was accepting the parcel and
thanking them for their Kindness, |
observed a motorcycle with a militia offi-
cer drive up to the gate. On leaving the
Embassy, the students were briefly
detained by this officer and then walked
away, with the officer remaining talking
with our guard. I could not overhear the
questions which were asked, however, |
could see that the students did not produce

Incidentaily, Gowuld did receive the
Miaskovsky score in question—a volume
of piano works bearing an inscription
from the professors and students of the
Moscow Conservatory, dated 12 May
1957—and he kept it for the rest of his life.
It is currently catalogued among his
papers in the Music Division of the
National Library of Canada (Scores, File
Q5), and we sought to reproduce the
inscription page as an illustration; howev-
or, the Library's staff found that the score
was af present missing from its file, They
were unable 1o account for its absence,

which we hope is only temporary.

GLENN GOULD IN RUSSIA:
A FINAL REPORT
BY DAVID M. JONRSON
(22 MAY 1957)

On May 22, David M. Johnson, the
Canadian Ambassador in Moscow, wrote
a letter to the Under-Secretary of State
for External Affairs, attaching John
Fast's report and adding some further
details of note, beginning on the subject
of the Russian pianist Sviatoslav Richter
(whose relationship with Gould we have
discussed several times in previous
issues). At this time, Richter was some-
thing of a legend in the West, known only
by repuration and through a few record-
ings. Johnson wrote, in part:

One of the more valuable results of the
trip, incidentally, was Gould's contact



with the famous Soviet pianist, Richter,
who was unqualified in his expressions
of admiration. We understand from Mr,
Homburger that the reception in
Leningrad was even more enthusiastic,
with a prolonged standing ovation at the
end of the opening recital.

2. On Sunday, after the Conservatory
appearance, the Ministry of Culture held
the farewell lunch mentioned in our pre-
vious letter. The host was Mr. Pakhomov,
Deputy Minister, and in addition to other
official representatives (including the
Canadian desk officer from the Foreign
Ministry) both Richter and [Leonid]
Kogan, the violinist who had been to
Canada, attended. Mr. Pakhmanov [ric]
and others, as expected, proposed toasts
10 improvement in Soviet-Canadian cul-
wral relations, and at the end Mr.
Pakhmanov indulged in a rather embar-
rassing discourse implying that Canada
should also do something to improve
relations on the political front. Mr.
Collins in his replies avoided anything
that might be taken as commitments on
our side, and let the final remarks pass
rather than say anything thit might mar
the mood of the occasion.

3. During the stay in Moscow Mr.
Homburger discussed future possibilities
with the Ministry of Culture, mentioning
[soprano] Lois Marshall and [mezzo-
soprano] Maureen Forrester as the most
suitable prospects from Canada. On the
Soviet side it appeared that armangements
might be made for the pianist, Gillels
[sic]. 10 inclede Canada in his North
American tour this November, and for
David Oistrakh to visit Canada in the
Fall of 1958. Mr. Homburger also can-
vassed the feasibility of booking a small
group (15 or so) from the Bolshoi ballet.
What he was most interested in, howey-
er, was getting Richter. Here he found s
the Ministry of Culture non-committal,
but Richter himself seemed cager to
come, and went on record to this effect st
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the Sunday luncheon.

Richter did in fact appear in Canada
shortly thereafter: he gave recitals in
Toronto and Montreal in 1960, as part of

his first North American tour. And there
were indeed subsequent tours of Russia
by Canadian musicians—including Loiy
Marshall, who went for the first time in
1958. Bur though the Russians never

stopped longing for Gould's return, he
never played there again, nor did he
ever appear anywhere else behind the
fron Curtain.

—Editor
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On Bach’s
Goldberg Variations:

Glenm Gould in
conversation with
Tim Page (1982)

This conversation, recorded in Toronto on 22 August 1982, was
intended to promote Gould’s second recording of Bach's Goldberg
Variations, which was released that September, just a few weeks
before his death. Page recalls that CBS Masterworks did not

expect the conversation to be widely disseminated—he was paid a
grand total of seventy-five dollars for it at the time, he says—but it
acquired new significance after Gould's death. Excerpts from the




interview appeared on a flexible phonograph record included
with the Winter 1982-83 issue (No. 120) of The Piano Quarterly.
In 1984, CBS released the whole conversation on a bonus LP in
Vol. 1 of their series Glenn Gould: Bach, a boxed ser (M3X
38610) including both Gould recordings of the Goldberg
Variations. CBS/Sony also released it in Japan, as a bonus CD,
in 1989 (it was reissued in 1991 and 1995). The text was
published in the anthology Guren Gurudo daikenkyu [Glenn
Gould: Collected Studies) (Tokyo: Shunjusha, 1991), in a
translation by Junichi Mivazawa. However, the comversation is
not currently available anywhere as a commercial recording,
and the text has never been published in English.

In this comversation, which runs about fifty minutes, Gould
explains the reasons wity he chose to revisit the work with which
he made his first recording for Columbia Masterworks in 1955,
illustrating his points with musical examples drawn from both
Goldberg recordings. In the process, he touches on a wide
range of issues, including his musical tastes, piano style, and
development; his views on his own early recordings; his
approach 1o the music of Bach; his views on tempo; his technigue
of proportional tempo relationships; his controversial 1962
performance of Brahms’s D-minor concerto; and his views on
the question of instrument in Bach's music.

Like most of Gould’s major interviews after his concert years,
this one was fully written out in advance by Gould alone,
though it was based on unscripted conversations between him
and Page about the new recording. Gould was aware that the
final conversation had to appear natural, and to remind himself
he wrote, at the top of the final draft of his script, in capital letters:
“A spontancous, off-the-cuff top-of-our-heads conversation
between Tim (Wing It) Page and Glenn (Ad Lib) Gould.
Produced and directed by Duncan (Audio Verite's My-Middle-
Name) Haig-Guinness.” (His scripts for other late interviews
bear similar inscriptions, incidentally. The Scotsman Duncan
Haig-Guinness was, of course, one of Gould’s fictional alter-
egos; in 1980, he appeared as the laconic audio technician in
“A Glenn Gould Fantasy,” a humorous documentary that
formed part of The Glenn Gould Silver Jubilee Album.) In any
event, Gould and Page both departed frequently from the script
in minor ways during the recording session, and managed to
inject a note of spontaneity into their readings that reflected the
real warmth and camaraderie between them—ithey had been
friends for about two years by this time. (Incidentally, the
interview that Page published at the end of the Reader, con-
ducted by telephone in October 1980, was not scripted.)

If the copious—and unscripted—laughter is any indication,
the two had great fun recording this interview. Page recalls that
they required only a few retakes, many of them for the (pur-
portedly humorous) Bridge on the River Hudson segment near
the beginning, which he could not convince Gould 10 jettison.
Moreover, Page recalls that after they completed the comversa-
tion, at five or six o'clock in the morning, Gould treated his
exhausted partner to an impromptu piano recital in the studio.

Our principal sources were the original 1984 LP release and
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the first Japanese CD release, but we also consulted Gould's
final draft of the script, a generously hand-annotated typescript
held among his papers in the Music Division of the National
Library of Canada, as well as a transcription of the English text
made by Mivazawa and revised by Mary Jo Watts,

Tim Page, formerly a music critic with The New York Times
and The Washington Post (where he won a Pulitzer Prize in
1997), recently spent a season on the artistic staff of the St.
Lowis Symphony Orchestra before returning to the Post as a
culture writer in the fall of 2000. He edited the letters of Virgil
Thomson in 1988, and edited a documentary history of the
American pianist William Kapell in 1992. A collection of his
wrirings, Music from the Road: Views and Reviews, 1978-
1992, was published in 1992 and was recently reprinted. In the
19905, Page was deeply involved in resurrecting the work and
reputation of the American writer Dawn Powell (18961965 )—
writing essays, editing her letters and diaries, and finally pro-
ducing, in 1998, a full-scale biography.

Page interviewed Gould several times in the last years of his life,
and has written and spoken frequently abowt him since then. (In
1997, for instance, he gave the inaugural Glenn Gowld Lecture at
the Canadian Consulate in New York, and in 1999 he spoke at the
Glenn Gould Gathering in Toronto.) He is the editor of The Glenn
Gould Reader, first published in 1984 and still in print.

[Music: Bach, Goldberg Variations,
opening Aria (complete: music alone mm. 1-8,

then continuing under conversation to the end),

from Gould's 1955 recording.}

TIM PAGE: Hello, I'm Tim Page, and the music in the back-
ground is the opening segment from one of the most celebrated
keyboard discs of all time: the theme from Bach’s Goldberg
Variations, as recorded by Glenn Gould in 1955. The man
responsible for that recording, and for approximately cighty-
five other recordings since, is my guest on today’s program.
Glenn, thanks a lot for coming by.

GLENN GOULD: Tim, it's my pleasure.

1.P.. Glenn Gould has recently rerccorded, and CBS has just
released. a new version of the Goldberg Variations, and I'm sure
we'll get around to comparing the two discs in the course of this
program. But first: Glenn, are you one of those artists who
avoids listening to their own early (or carlier) recordings, or are
you the type who positively relishes basking in the glow of
sessions past?



5.6 laughing) No, 1 don’t think [ do much basking, Tim, but
it doesn't really dampen my spinits (at least, not usually) to be
confronted with the sins of my youth. I mean, I've never under-
stood—never even believed—the sort of interview that one
hears again and again on talk shows with actors who profess
never (0 see, or never (o have seen, their own films. You've
heard that sort of thing, haven’t you?

| . [laughing] Oh, sure. You mean, the sort of thing where the
interviewer will begin with something like: Sir John, how do
you feel now about your classic, Oscar-winning performance in
Bridge on the River Hudson?

G lin the accent of an elderly Englishman) Bridge? Bridge
on the River ... Hudson? Oh, oh, yes, | say, I say, that was the
film we did in America, wasn’t it? Yes, back in the fifties, 1
think, ves. Well, deucedly awkward location, you know.
Thoroughly contaminated stream—thoroughly, yes. Marshy.
Swampland, indeed. Mosquitoes, even. The odd black fly, don't
you know. No sense of landscape architecture, the Amernicans.
Badly groomed shoreline, I can tell you, Nothing like the Upper
Thames, you know—no, not at all!

U1 [aughing)] But did you see the picture, Sir John?

Oh, the picture? No, never saw the picture in its entirety—
of course not. Did drop in at the dailies once, | rather fancied
that spot where Sir Arthur lost a busload or two of commuters
when the centre span gave way. Of course, he was a stickler for
detail. None of those bathtub mock-ups for him, | can tell you—
no, not at all!

Well, thank-you, Sir John. [laughing] Don’t call us, we'll
call you ...

Yes, well, please do—of course, they never do, you know
e [laughs)

[laughing] So, anyway, Glenn, unlike Sir John, you do
revisit the scenes of your discographic youth from time to time?

[in his normal voice)] Oh, sure, of course I do, though |
will admit that, specifically in the case of the Goldberg
Variations, with a bit more reluctance than s usual for me—a
bit more from a sense of duty than enthusiasm, perhaps.

This is, in fact, your very first recording.

Yeah, indeed, so I have a lot of revisiting to do, 1 suppose.
({aughs)

{laughing] 1'm surprised that you don’t like it better,
because I find it, as I wrote in an article not too long ago—
critics always love to quote themselves—

[laughing) Yes!

—ithat it's “a performance of originality, intelligence, and

fire.

Well, I thank you for that comment. | was very touched
by it when I read it, and I don't quite share it. [both laugh)

Well, when did you last listen to this record?
Oh, let’s sec ... | listened to 1t last about three or four
days before I went to New York to rerecord it. That would be in

April 1981. 1 just wanted to remind myself of what it was like,
and, to be honest—and [ don’t mean to sound like our friend Sir
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John over there—it had, at that point, been so many years since
I'd heard it that T really was curious about what 1 would find.

And what did you find?

I found that it was a rather spooky experience. 1 listened
to it with great pleasure in many respects. | found, for example,
that it had a real sense of humour, | think—all sorts of perky,
spiky accents and so on that gave it a certain buoyancy. And |
found that 1 recognized—at all points, really—the fingerprints
of the party responsible. I mean, from a tactile standpoint, from
a purely mechanical standpoint, my approach to playing the
piano really hasn't changed all that much over the years, It's
remained quite stable, | think—static, some people might prefer
to say |both laugh}—so 1 recognized the fingerprints, But—and
it is a very big “but"-—I could nor recognize, or identify with,
the spirit of the person who made that recording. It really
seemed like some other spirit have been involved, and, as a con-
sequence, | was just very glad to be doing it again.

Uh-huh. Now, that's unusual for you, because you actual-
Iy seldom record anything twice.

Yeah, that's quite true. I've only rerecorded two or three

things over the years. I guess the most obvious recent example
is the Haydn E-flat-major sonata, No. 59, which | originally did

18 GlesnGeaukd

back in the mono-only days of the fifties but which was digital-
ly updated just last year,

Well, Glenn, when you look back at a record like that, like
the early version of that Haydn sonata, do you have the same
sense of discomfort, the same qualms, as in the case of the early
Goldbergs?

No, not at all. I prefer the later version of the Haydn, not
just sonically but interpretatively, but | understand the carly
version, you know-——l understand why 1 did what 1 did, even if
I wouldn't do it in quite the same way today. But I'l]l give you a
better example, Tim: the Mozart sonata in C major, K. 330—

—which was originally paired with that Haydn sonata
back in the fifties,

That's right. And, as you know, | rerecorded the Mozan
in 1970, I think-

—as part of your survey of the complete Mozart sonatas.

And in that instance, in the case of the Mozart, | really do
prefer the carly version

That's interesting. | like them both in their way—I guess
it depends on my mood,

Well, of course, as you know, 1 harbour, shall we say,
rather ambivalent feelings for Wolfgang Amadeus and his
works—we better not get into that here, because we'll never get
back to Bach if we do—but by 1970, when the later version was
made, I'd already confessed my true feelings about Mozart, of

course.
Well, you'd called him a lousy composer

I think I used maybe slightly more genteel language, sir,
(both laugh] but words to that effect, nonetheless. Whereas
back in 1958, even though my doubts about Mozart were cer-
tainly present, I nevertheless covered them up somehow, I man-
aged a leap of faith, as the theologians like to say, which | guess
I just couldn’t manage twelve years later.

Well, the most obvious discrepancy between those per-
formances 1s one of tempi, and you've pointed this out in vari-
ous artickes, The carly version of the Mozart is very, very slow—

Indeed,

—and the later one, if | may say so, goes like the prover-
bial bat out of Hell.

Yeah, that's absolutely true. Well, I have a theory



(vis-3-vis my own work, anyway)—something less grand
than a theory, really; it's more like a speculative premise.
But anyway, it goes something like this: I think that the
great majority of the music that moves me very deeply is
music that | want to hear played—or want to play myself,
as the case may be—in a very ruminative, very deliberate
tempo

That's fascinating. In other words, you want to savour it,
you want to—

No, I don’t think so. Not quite “savour,” no, because, at
least to me, “savour” somchow suggests dawdling, or linger-
ing over, or something like that, and | don't mean that. No,
firm beats—a sense of chythmic continuity—has always been
terribly important to me, but as I've grown older | find many
performances—certainly the great majority of my own carly
performances—just too fast for comfort. I guess part of the
explanation is that all the music the really interests me—not
just some, all of it—is contrapuntal music, whether it's
Wagner's counterpoint, or Schoenberg's, or Bach's, or
Sweelinck's, or Haydn’s, indeed. The music that really inter-
ests me is inevitably music with an explosion of simultancous
ideas, which counterpoint, when it's at its best, is. And it's
music where one | think implicitly acknowledges the essential
equality of those ideas. And I think it follows from that that
with really complex contrapuntal textures, one does need a
certain deliberation, a certain deliberate-ness, And 1 think, to
come full circle, that it's the occasional (or even the frequent)
lack of that deliberation the bothers me most in the first ver-
sion of the Goldberg.

Well, I think it's time that we offered an example. Just o
refresh our memory, let’s hear a few bars of the theme from the
onginal 1955 version of the Goldberg Vanations, which we
played at the top of the program.

Good idea.

[Music: Bach, Goldberg Variations,
opening Aria (mm. 1-8),

from Gould's 1955 recording.)

Now, by wity of contrast, let's bear the whole theme as you
played it in the new version.

OK

[Music: Bach, Goldberg Variations,

opening Aria (complete),
from Gould's 1981 recording.]

Well, Glenn, I put a stopwatch on that. Do you want to
guess the relationship between the two tempi, or do you know
already?

Well, 1 know approximately: it'’s about two to one, isn't
n?

Just about. The onginal version clocks in at one minute
fifty-one seconds, and the new version at three minutes four
seconds, Let's call it a ratio of—a little quick math here—

Yes, pocket calculator ...

—twelve to seven,

Well, T think my guess was close enough for government
wark. But the reprise of the theme—the Aria da capo at the
end—that’s even slower, isn't it?

Yes, indeed. [shuffles papers)

{laughing] You've got them all there ..

Would you believe three minutes forty-two seconds in the
new version—

[laughing] You did come prepared! Yes, I believe that.

—versus—let me get [laughing]—versus two minutes
seven seconds in the da capo from the original version,

{laughing] I'm dealing with a stopwatch freak! Good
heavens!

Well, not really. But T did take the pulse of this recording,
if you don't mind a metaphor there, As a matter of fact, | timed
all the variations in both versions

Good heavens, Tim!
because when 1 first heard the new recording—specifi-

cally, when I first heard the tempo of the theme—I thought to
myself, Well, this has got to be a two-record set. [both laugh)

f;\r.*l non 1 9
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Well, it's obviously mor a two-record set, and I discovered that it’s
only about thirteen minutes longer than the oniginal 1955 version.

That's right. It's about—what? Fifty-one minutes, some-
thing like that?

Fifty-one minutes fourteen seconds—
I stand corrected.
—versus thirty-cight minutes seventeen seconds in 1955,

[laughing] Ah, T was a speed demon in those days, 1 tell
you!

[P0 Well, not really, because you know what puzzied me,
Glenn, and in fact got me onto this timing kick, was that in the
new version you observe—well, by no means all but centainly a
good number (I guess about a dozen) of the first repeats.

20 GlensGould

Yeah, that’s right. 1 did them in all the canons—so that
would be nine-—and then in the fughetta (which is Varation 10)
and the quodlibet (Vaniation 30) and a couple of the other fugato-
like variations [Vars. 4 and 22]. I think thirteen, in all, have first
repeats.

Yeah. But you see my point. When you subtract the
amount of time devoted to those repeats from the total fifty-one
minutes (or whatever), the overall timing is really not that dif-
ferent from the original version, which didn’t have any repeats
at all,

Son of a gun!

[laughing] So you did, in fact, observe tempi that were not
that much slower, in many cases, in the new version—

That's true.
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—andd, in onpe or two very notable variations, you actually
played more quickly. And yet, the feeling, the mood, the archi-
tecture of this performance is just so totally different that
frankly I can't figure it out.

Well, as a matter of fact you practically have figured it
out, Tim, and I want to say nght now | was kidding when |
asked if you were a stopwatch fetishist, because the way that
this performance was constructed, was worked out, has in fact
actually a great deal to do with something very like a stopwatch.

Uh-huh!

Let me back up a little bit: I've come to feel, over the
years, that a musical work, however long it may be, ought to
have basically ... | was going to say onc tempo, but that's the
wrong word ... one pulse-rate, one constant rhythmic reference
point. Now, obviously, there couldn't be anything more deadly
dull than to exploit one beat that goes on and on and on indefi-
nitely. | mean, that's what drives me up the wall about rock, and
about—{clearing his throat with mock-gravity] 1 say this is in

the presence of its most committed advocate and ardent propa-
gandist—about minimalism. [laughs]

[laughing] 1 think we should argue that one another time,
don’t you?

Yeah, Probably so. Anyway, | would mever argue in
favour of an inflexible musical pulse; that just destroys any
music. But you can take a basic pulse, and divide it or multiply
it—not necessarily on a scale of two, four, eight, sixteen, thirty-
two, but often with far less obvious divisions, | think—and
make the result of those divisions or multiplications act as a
subsidiary pulse for a particular movement, or section of a
movement, or whatever. And | think this doesn’t in any way
preclude rubati. If you bave an accelerando, for example, you
simply use the accelerando as a transition between (wo aspects
of the same basic pulse. So, in the case of the Goldberg, there
is, in fact, onc pulse which, with a few very minor modifica-
tions—mostly modifications which 1 think take their cue from
ritards at the end of the preceding vanation, something like
that—one pulse that runs all the way throughout.

Volume 7/Number | « Spriey 2000 2 1



Can you give us an example of that?

5.6 Sure ... Well, maybe I shouldn't be so confident. I'll try. Uh,
let’s see ... Let’s take the beginning of Side 2 of the record, OK?

TP That would be the French overture, Variation 16

G.G.! Yeah, yeah. As you know, the French overture is divided
into two sections: the dotted- thythm sequence which gave it its
name (which 1 goess came from French opera tradition), and a
little fughetta for the second half. The first section is written
with four quurter notes to the bar: [sings mm. I-3 of Var. 16].
And the fughetta, on the other hand, is in 3/8 time; in other
words, each bar in the fughetta contains one and a half quarter
notes, or a dotted quarter, as musicians like to call it: [sings mm.
16-20), and so on. Now, you'll find, I think, that the quarter
notes in the first half are almost identical to the dotted quarter
notes in the second half; in other words, four bars of the second
half—of the fughetta—is approximately equal to one bar of the
opening overture section. So the relationship is something like:

22 GlansGosld
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|sings m. | immediately followed by mm. 16-19].
[ P I see. Now, what happens in the next variation, in Variation 177

Well, now, that was a bit more complicated because it's
written in 3/4 time, with three quarter notes to the bar. There's
nothing complicated about rhar, as Johann Strauss pretty con-
clusively proved, but what was complicated was that 1 wanted
to relate it somehow to the fughetta from Variation 16, with its
3/8 time signature. And in fact, at first, I considered just taking
the beat from the full bar—the dotted quarter note of the fughet-
ta—and making that beat equivalent to the beat of the undotted
quarter (if I can coin a word) of Variation 17. Now, that would
have resulted in a tempo something like: [sings mm. I-2 of Var.
17 at a slow tempo), which sounds OK when you sing it—not
bad at all. But Variation 17 is one of those rather skittish, slight-
ly empty-headed collections of scales and arpeggios which
Bach indulged in when he wasn't writing more sober and prop-
er things like fugues and canons, and it just seemed to me that
there wasn't enough substance to it to warrant such a methodi-



cal, deliberate, Germanic tempo,

... In other words, you're basically saying that you didn't like
it enough to play it slowly.

G.G.. [borh laughing] You got it! So instead of using the dotted
quarter from the fughetta as my yardstick for Variation 17, 1
took two thirds of it—two thirds of a bar from the fughetta—
and used the actual quarter note which that two thirds repre-
sents. So instead of the beat | sang before, which was roughly
[sings mm. [-2 at the slow tempo], the new beat gave you three
for the price of two. And that, applied to Variation 17, allowed
for a much more effervescent tempo—something like [sings
mm, [-2 now at the faster tempo of the 1981 recording).

1.P.: And then, of course, there's Variation 18, which is one of
the canons.

G.G.: Yeah, the canon at the sixth. I adore it. It's & gem. Well, 1
adore all the canons, really, but it's one of my favourite variations,
certainly. Anyway, it's written with four quarter notes in a bar but
actually only two beats—two half notes—vo a bar: [sings mm. /-
5 of Var. 18].

... So basically what you did is turn the quarter note of
Vanation 17 into the half note of Variation 18,

G.G.! Exactly, yeah.

1P Well, Glenn, I don't think I can keep much more of this in
my head at the moment. [laughs]

G.G. [laughing] I'm not sure that 1 can either, actually! It’s
been a struggle!

[P 1 think we should listen to those three variations—Vanations
16 through 18 of Bach’s Goldberg Variations—right now,

G.G. Good idea.

Music: Bach, Goldberg Variations,
Vars. 16-18 (complete),

from Gould's 1981 recording, ]

T.P.- Those were Variations 16 through 18 from Bach's Goldberg
Variations, in the new recording by Glenn Gould. You know
something, Glenn, 1 felr it. I don't know if | would have actually
been able to spot what you did just listening to it, but there was a
link between those variations. 1 could feel it in my bones.

Well, I'm really glad. It’s nice of you 1o say that, because
I've been sitting here squirming in my chair, #s you know, wish-
ing I'd never said a word on the subject.

Oh, don't be ndiculous!

Well, you know, when one describes a process this way,
it sounds just so relentlessly clinical—so ruthlessly sterile and
anti-musical, really—and it is, at that level, It's almost embar-
rassing. I'm sorry, I apologize for—

Well, please don't be embarrassed, because I think you've
given us a remarkable insight into your working method.

Well, thank-you, but you know what | mean. On the face
of it, it's exactly like analyzing a particular tone row of
Schoenberg, for example, and saying, Well, this is a wonderful-
ly symmetrical tone-row; therefore, it must inevitably lead to a
wonderfully symmetrical work.,

Oh, I've heard that talk before!

Exactly, and it ain’t necessarily so. I think it’s a tech-
nique—the idea of rhythmic continuity—that's really only use-
ful if everybody does feel it in their bones (1o use your words)—
experiences it subliminally, in other words—and absolutely
nobody actually notices what's really going on.

Which was exactly the way Schoenberg felt about his tone
rows.

Precisely.

Well, now, you didn't just invent this system for the
Goldberg Variations, obviously

Oh, certainly not. I've used it for years. It's just that I've
used it more and more rigorously as the years have gone by,

Well, Glenn, I think I'd be doing something Jess than my
duty as an interviewer if I failed to ask whether this rhythmic
system of yours didn’t perhaps have some small part to play in
a rather celebrated brouhaha [both laugh] which ook place
about twenty years ago and involved you and the Brahms D-
minor concerto and Leonard Bernstein and the New York
Philharmonic.

It certainly did. That was one of the first really clear, real-
ly thorough demonstrations of this system. And, you know,
Tim, | maintain to this day that what shocked everybody, vis-i-
vis the interpretation—of course, there were some people who
were just shocked by the onstage admission that a conductor
and a soloist could have a profound disagreement, which every-
body knows perfectly well goes on offstage anyway—but what
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shocked them about the interpretation, I think, was not the basic
tempo itself. Certainly, the basic tempo was very slow, it was
unusually slow, but I've heard many other performances, which
didn't shock anybody, with opening themes very nearly as
slow—sort of [sings mm. 1-2 of Brahms's D-minor concerto). It
was, to come back to our Goldberg discussion, the relationship
between themes that shocked them. It was the fact, for example,
that the second theme of the first movement [sings the lyrical
second theme, in F major), which, after all, is an inversion of
the first theme, was not appreciably slower than the first theme.
It was, in fact, played with something like Haydnesque conti-

nuity instead of, 1 guess, what most people anticipate as

Brahmsian contrast.
I'm going to anthropomorphize a bit here—
Good heavens!

—and wager a guess that what they objected to was the
fact that it didn't present the—well, shall we say, masculine-
feminine contrasts that one has come to expect.

Exactly. I'll stick with your terms: it presented an asexu-
al, or maybe a unisexual, view of the work. But, you see, in the
case of the Goldberg, | felt there was an even greater necessity
for this system than in a work like the Brahms D-minor.
Because, as you know, the Goldberg is an extraordinary collec-
tion of moods and textures. [ mean, think of Variation 15-—we
haven't heard it yet today, but think of it anyway.

[begins singing Var. 15, then Gould joins in; they sing up
tom. 2...)

Exactly. It's the most severe and rigorous and beautiful
canon—we didn’t sing it all that severely and rigorously, but
it is the most severe and beautiful canon that 1 know-—the
canon in inversion at the fifth. It's a picce so moving, so
anguished, and so uplifting at the same time, that it would not
be in any way out of place in the St. Matthew Passion; matter
of fact, I've always thought of Variation 15 as the perfect
“Good Friday Spell” Well, anyway, & movement like that is
preceded by Vanation 14 (logically enough), which is cer-
tainly one of the giddiest bits of neo-Scarlatti-ism imagina-
ble, [laughs)

Cross-hand diversions and all.

Yeah. And quite simply, the trap in this work, in the
Goldberyg, is 1o avoid letting it come across as thirty independ-
ent pieces, because if one gives each of those movements their
head, it can very easily do just that. So | thought that here, in the
Goldberg Variations, this system was a necessity, and, quite
frankly, in the version on this record, I applied it more rigor-
ously than | ever have to any work before,

Well, you mentioned Vanation 15, but of course it's only

24 GlemGauld

one of three vaniations in the minor key, in G minor.

That's right.

There's another of that trio, No, 25, that I'd like to talk
about for just a moment, I guess in many ways it’s the most

famous of all—well, certainly the longest of all the variations.

Absolutely. It's also the most talked-about among musi-
cians, | think. [langhs)

Well, with good reason. I mean, what an extraordinary
chromatic texture!

Yeah, I don't think there's been a richer lode of enhar-
monic relationships anyplace between Gesualdo und Wagner.
[taughs)

Well, 1 remember you used it in your soundtruck for the
film of Slaughterhouse-Five.

That's right, and 1o accompany, of all things, the burning
of Dresden.

Indeed. Well, 1 want to play just a few bars of this varia-
tion in both versions.

We really have 10 bear the early one, eh?
Oh, I think we must. The contrast is, shall we say, striking.

That it is.

[Music: Bach, Goldberg Variations,
Var. 25 (begins with music alone, then

continues, under conversation, up to m. 8),
from Gould's 1955 recording.)

Now, this is the 1955 version.
Which sounds remarkably like a Chopin nocturne, doesn’t it?

No. I think on its own terms, though, Glenn, that this is
really lovely playing.

Well, yeah, it's OK, | guess. But there's a lot of piano-
playing going on there—and | mean that as the most disparag-
ing comment possible. [both laugh)] You know, the line is being
pulled every which way. There are cute little dynamic dips and
tempo shifts—like that onc—things that pass for expressive fer-



vour in your average conservatory, | guess.
Do you really despise this version?

No, I don't despise it. | recognize that it's very well done
of its Kind. I guess 1 just don’t happen to like its kind very much
anymore. [both laugh] And 1 also recognize, to be fair, that many
people probably prefer this ecarly version, that many people may
find the new one rather stark and spare emotionally. But this varni-
ation, No. 25, represents everything | mistrust in the carly version
that 1 made of the Goldberg. It wears its heart on its sleeve, It
seems 1o say, Please take note: this is tragedy. It doesn’t have the
dignity to bear its suffering with a hint of quict resignation.

And the new version does?
Well, I'm prejudiced, but 1 think it does, yeah,

Well, we're approaching a cadence [m. 8), so why don't
we use that excuse to switch over to the new version?

It couldn’t come too soon for me.

[Music: Bach, Goldberg Variations,
Var, 25, continuing from before,

dissolving in m. 8 to Gould's
1981 recording, continuing
to m. 16, then fading out.]

Glenn, I do see your point. The 1955 version of this vari-
ation is definitely more Romantic, or, if you prefer, more pianis-
tic. And | dare say that no discussion of Bach would be com-
plete without taking a crack at that old, somewhat tired question
of the choice of instrument—the piano versus the harpsichord,
and all that.

+.L5.7 No, I dare say not. You know, somebody said to me the
other day that now that the fortepiano has staged such a remark-
able comeback for Mozart and Beethoven and so on, and now
that people are playing Chopin on period Pleyels or whatever,
in no time at all there'll be nothing left for the contemporary
piano to do except maybe the Rachmaninov Third. [both laugh)
And even thar, if you take these archaeological pursuits to their
illogical extremes, should really be played on a turn-of-the-cen-
tury German Steinway, or maybe a Bechstein. [both laugh)

1.1 That's really true.

+.G.0 Yeah, well, I think frankly that the whole issue of Bach
on the piano is a red herring. 1 love the harpsichord—as you

know, I made a harpsichord record some years ago.
Oh, sure: the Handel suites.

Yeah. And I'm very fond of the fortepiano in such
things as Mozart concertos and so forth, So I'm certainly not
going 1o sit here and argue that the modern piano has some
intrinsic value just because of its modernness. I'm not going
to argue that new is better—new is simply new. But having
said that, I must also say that the piano, at its best, offers a
range of articulation that far surpasses any older instrument,
that it actually can be made to serve the contrapuntal quali-
ties of Bach, for example—ithe linear concepts of Bach—in a
way that the harpsichord, for all its beauty and charm and
authenticity, cannot.

Well, I feel a little bit like I'm needling you, but it's been
remarked by just about everybody, at one time or another, thit
your pianos actually always seem to end up sounding a bit like
surrogate harpsichords. [both laugh)

That"s true. It's true.

I don’t know whether it's because of the way you play
these instruments, or the way you have them adjusted, or—

Well, I think it’s a combination, you know. I've always
believed, you see, Tim, that one should start by worrying about the
action of the instrument, not the sound. If you regulate an action
with enormous care—make it so even and responsive and articu-
late that it just sort of sits there and looks &t you and says, “You
want to play this in E-flat, nght, Chief”"—you know, that it vinu-
ally plays itself, in other words—ithen the tone will just take care
of itself. Because the tone—the sound, whatever you wamt to call
it—that one produces really ought to be part of the interpretive
concept of the piece, and if you're dealing with an action that’s
totally responsive, you are then free to concentrate exclusively on
the concept in all of its facets, which includes the tone.

Nevertheless, the tone quality in all your records—cer-
tainly all your Bach records—is remarkable similar. It’s consis-
tently crisp, a litle dry perhaps, astonishingly varied in its
détaché way. As a matter of fact, it's often been likened to an X-
ray of the music.

Well, thank-you, 1 take that as a compliment.

Oh, it's actually meant to be.

».* Thank-you again. Well, you know, there are certain person-
al taboos, especially in playing Bach, that I almost never violate.

Well, I know onc of them, for sure: you never use the sus-

tining pedal.

v That's right.
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I 7. Because I saw that German television film that was made
when you actually recorded the new Goldbergs, and it was hon-
estly rather astonishing to see you sitting there, thirteen inches
off the floor, in your stocking feet, and when the camera pulled
back they were nowhere near the sustaining pedal. [laughs)

3.6 Haughing] That's true.
[.¥.: But you do usc the soft pedal a good deal.

Yes, I do, because by playing on two strings instead of
three you get a much more specific, much leaner quality of
sound. But I think, really, that the primary tonal concept that
I maintain with regard to Bach is that of—well, I think you
used the word “détaché™—but it's the idea, anyway, that a
non-legato state, a non-legato relationship, a pointillistic
relationship, if you want, between two consecutive notes is
the norm, not the exception—that the legato link, indeed, is
the exception.

1P You realize, of course, that you're turning the basic prem-
is¢ of piano playing inside oul

v G0 Well, trying to, anyway. [both laugh] And as far as the
question of whether it's appropriate to play this music on the
piano is concerned, | think one has to remember that here was
& man—Bach—who was himself one of the great transcribers
of all time, & man who took Marcello’s oboe concerto, for
example, and made a solo-harpsichord piece out of it (I've
recently recorded it, so it's on my mind), who rewrote his own
violin concertos for the harpsichord, or vice versa, who rewrote
his harpsichord concertos for the organ—you know, the list just
goes on and on—who wrote, as his masterpiece, | think, The Art
of the Fugue, and gave us music that works on a harpsichord, on
an organ, with a string quartet, with a string orchestra (he did-
n't specify, certainly), with a woodwind quartet or quintet, with
a brass quartet ... It works astonishingly well with a saxophone
quartet, | heard it once that way.

No kidding! No kidding.

Yup. I just think that all the evidence suggests that Bach
didn’t give a hoot about specific sonority, or even volume. But
I think he did care, to an almost fanatic degree, about the
integrity of his structures. | think he would have been delight-
ed by any sound that was bom out of a respect for the neces-
sity—the abstract necessity—of those structures and appalled
(amused, maybe, but appalled nonetheless) by any sound that
was born out of the notion that by glossing over those struc-
tures it could improve upon them in some way. | don’t think
he cared whether the B-minor Mass was sung by sixteen or a
hundred and sixty; I think he cared how they sang it. | cer-
tinly don't think that he, who transposed practically every-
thing of his own up and down the octave to suit himself and
the particular needs of the court and the instruments he was
writing for, would have cared whether it was sung in B minor,
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according to our current frequency readings, or in B-flat-plus-
or-minus-a-bit minor, as is now the habit in certain Puritan cir-
cles. [both laugh] 1 think he would have loved 1o hear his
Brandenburg Concertos as Wendy Carlos has realized them on
the synthesizer. I think he would have been delighted with
what the Swingle Singers did in the ninth fugue from The Arz
of Fugue some years ago. But I think he would have been
appalled by the way Amold Schoenberg orchestrully mangled
his “St. Anne” Prelude and Fugue.

Stokowski and the D-minor toccata.

Yeah, or the way Busoni or Tausig or some of those char-
acters corrupted the keyboard works. | think it's a question of
attitude—just that, I think the question of instrument, per se, is
of no importance whatsoever.

Well, T think that Bach would have been delighted with
what you've done in this new recording of the Goldberg
Vaniations on the piano, so why don’t we just hear a little more
of it?

OK. Well, we've already heard the opening Arnia at the
beginning of the program, so how about beginning with

Variation 1 and just playing on until we run out of time?

Sounds good to me.

[Music: Bach, Goldberg Variations,

Vars. 1-10 (complete), from
Gould's 1981 recording.]

Those were excerpts from Glenn Gould’s new digital
recording on CBS of Bach's Goldberg Variations. Glenn, thanks
very much for coming by and talking with us today.

I had a great time, Tim—really enjoyed it. Thunk-you.

I'm Tim Page. Our technician was Kevin Doyle. | certainly
hope you enjoyed this program.

[Music: Bach, Goldberg Variations,
Var. 13 (complete), from

Gould's 1981 recording.)
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@ were speeding through the empty
istreets of Toronto in Glenn Gould’s
Lincoln Continental. It was three o’clock
in the “Toronto the
Good™
city but still called by its Puritan nick-
name—was long since fast asleep. But

morning and
now grown to Canada’s largest

Gould was awake, skillfully maneuvering
the heavy automobile down the deserted
highway. Although it was a mild night in
late August, he was dressed in two

sweaters, woolen shirt, scarf, gloves,
lcoat, and slouch hat, cheerfully con-
{ducting a tour of his lifelong home, his
{chosen Elba

This was the second day of my visit,
tand 1 was trying desperately to reach the
fairport on Gould's car phone. For when
:(jould had finally agreed 10 give me a
|personal interview, | had deliberately
limited the length of my stay, not wanting
[to bother this reported hermit with an
inordinate visit. But 1 was enjoying
myself immensely, and so, to my greatest
satisfaction, was Gould. He had made

me feel such an honoured guest that |

28 SlemeGoold

“Glenn Gou'l‘d:

The Last Months

was trying to book a later flight back to
New York, in order to continue our
marathon discussion, which had begun
as soon as | ammived at the Inn on the
Park, the suburban hotel that housed
Gould's studios. The night before, we
had talked until 4 am
morming, as | would reluctantly make my

Later on this

way off 1o my room, the sun probably
shining outdoors—no light seeped into
Gould's shuttered
would still be washing down cups ol

rooms—my host
weak tea, sifting through his collection
of videotapes and recordings, and cager
for more talk of music and philosophy
The reason for our lute-night sojourn
through Toronto was to tape a special
promotional interview to accompany the
relcase of Gould’s second recording of
Bach’s Goldberg Variations, He had
grown dissatisfied with the acoustics in
his own studio, so we had spontancously
decided to continue our session in another
part of the city. Our engincer, Kevin
Doyle, knew of a pop-music studio that
would be empty, so we transferred the

»”

Gould

relaxed at the keyboard of a Yamaha

entire operation there, Here
baby grand piano, casually playing

through his own transcriptions of
Richard Strauss operas
“Given my druthers,” Gould once

noted, “I'd rather not live in a city at all.”

But he found that he could put up with
Toronto, even though he didn't live there
in the usual sense of the word. At the

time of my visit, he had not visited al

Toronto store or restaurant in some

years. Aides did the shopping. other
items could be delivered. His only meal!
of the day was taken in his studio at six|
or seven in the mummg——m\.:n;lhl'\';
alone, and just before his bedtime. Hel
never attended movies or concerts, slept!
by day and worked by night, keeping in|
touch with friends almost c.\clumcly%
via the telephone. Gould was not easy to)
contact: he did not live at the .Ap.mmcm'
where he received mail, and his phone|
number was unlisted. In fact, even for
those who had Gould's number, he was|

almost impossible to reach by phone; an
.



from a notepad that Gould used ' September

pparently padd he ever used. I contiins calcula
tons related 1o his flm score for The Wars; things-to-do lists and
ant, Rav Roberts: hsts of names and tele-

market data; notes on personal finances

ind other writings: the menu for one meal; and

ancous notes. The WW re. from midway in

sad rermunder of what might bave been: it 1s Gould's

list of editing chores, for vanous CBS recordings, to be completed

between September and November of 1982, The list reveals that he

edited his recordings of Brahms's Ballades and Rhapsodies and of

Wagner's Siey fdvil y

coks before his fmal stroke on 27

September, but had further plans (o work on two othe

Sonata m B

¢ pranco
recordings: Bach's Itahan Concerto and  Strauss
Mmor, Op. S, (Those two recordings were r;fu,'.l\‘ul['-nl?:mm-;nl\

h Gould, at the time of hes death, obviously did not think that

they had been sufficiently edited.) Moreover. th ws that

Gould had definite plans to record and edit two more orchestral
works—Mendelssohn's overture e Hebrides (Fingal's (

verture o Coriodan—and a note elsewhere in

s that Brahms's Va s on a Theme by Havdn

wve been peal (Reproduced from Gould's papers in the
i Division of the National Library of Canda. )

{operator answered all of his calls, and

would explain that Mr. Gould was not in

{
|
[at the moment but would certainly return
lthe call—which, in fact, Mr. Gould just
!nnphz do

Until my amival in Toronto the preceding
[day—20 August 1982

|had been one of the best friends 1 had
|

foccasion of the twenty-fifth anniversary

Glenn Gould
never met. We first spoke in 1980, on the

lof his contract with CBS—formerly
[Columbia—Masterworks. Gould, who
{cared for neither anniversanies nor inter-
lviews, agreed, after some persuasion
{from CBS, to talk to a few select jour-
(nalists. T was one of several writers who
lanswered his open call, But there was to
be a screening process: it was understood
{from the beginning that the interviews
would be only via telephone, and that all
iquestions would be cleared in advance
150 I purposely steered clear of the standard
litany of queries: When will you make
your historic return to the stage? Why do
you sing along when you play?—all
questions that Gould had answered

many, many times. | concentrated
instead on his concept ol “contrapuntal
radio”—sound documentanes in which
three or more voices were mixed at a
ume, in an attempt at a musical under-
standing of language. | asked him about
composers he loved—Richard Strauss,
Amold Schoenberg, Jean Sibelius, and,
of course, Johann Sebastian Bach. Gould
wis delighted with the interview. After
that, we were friends. Every so often,
usually late at night, always person-to
person, he would call, and we would talk
for hours

For conversation was one of Gould’s
great joys. He was a superb mimic, and
an inspired raconteur, one of those rare
people who could spin a story for an
hour, in elaborate detail, and keep the lis-
tener’s rapt attention. He was witty, con-
siderate, energetic, and intensely inter
ested. He extended instant camaradernie
10 anyone whose company, telephonic or
otherwise, he enjoyed. One evening, he
called to sing the Brahms G-minor

Rhapsody, which he had recently recorded,

in order 10 make a point about the tempo
relations between vanious parts of the
work. Another night, he read through
several pages of Timothy Findley's novel
The Wars, Gould had recently provided
the music for & grave and beautiful
motion picture based on this book. And
once, impressed with an article 1 had
written for High Fidelity on minimalist
Gould,

although he detested it—he sang an

music—which  fascinated
impromptu “minimalist™ composition o
my answenng machine |
I had .Al\\.:} s assumed that 1 would|
never meet Gould in person, and had
grown comfortable with the idea. He felt
that personal encounters were, for the
most part, disturbing and unnecessary,
and claimed that he could better under
stand the essence of a person’s lhuughl‘
and personality over the phone. Gould|
had fniends throughout the world whom|
he had never met; his monthly phone bill|
regularly ran to four figures. One
evening, however, | asked if | could come

to Toronto. To my surprise, Gould liked



wdea, and even suggested a project we
do together: a special CBS inter-
view disc about his recent rerecording of
what had come to be considered his sig-
Inature work, Bach's Goldberg Variations.
And so, two weeks later, | found myself
lat the Inn on the Park, just outside of
(Toronto. Within the confines of this
ling and pristine building, around
comer from the gift shop and down
hall from the discothéque, amidst the
ioncers and bikinis, Gould spent
of his waking hours for the last five
six years of his life. His studio was
}-size—the windows blocked, the cur-
tuins down. There was no way of telling
what time it was, what the weather was
ike, what the headlines might be, It was
close 1o monastic seclusion.

Yet it was a seclusion that maintained
felectronic contact with the outside
world, for the studio was filled with
tape machines, video players, a
ision, a record player, and a tele-
. Gould chose 1o locate his studio
the Inn on the Park after discovering
that it was the only hotel in the area that
all-night room service. Although
he ate only one meal a day, he would
order pots of tea several times during the
of an evening. He was served by
bemused waiters, who obviously liked
him, but were more than a little curious
about this courtly gentleman who habit-
ually ordered expensive full-course din-
ners at sunrise. The day staff at the Inn
did not know Gould at all—indeed, were
|unaware of his presence in his remote
icomer of the hotel. For be was not listed
the register, and one of the first things
did after taking the studio was to dis-
connect the switchboard phone and
|install one of his own.

Here, safe within the confines of the
Inn on the Park, Gould happily spent his
time in Toronto—editing tapes, talking
on the phone, writing, and reading phi-
losophy and theology through the long
{Canadian nights.

Outside the city. away from the people
'who knew him when, the ancient history,

memories, Gould lived a different
life—on his own. Not even his CBS

record producer knew for sure where
Gould stayed when he came to New
York. In the winter, he haunted out-of-
on the northem shore of Lake Superior,
or on some favourite islands off the coast
of the Carolinas. Wherever he went, the
phone went, too, and Gould was
immensely proud of the fact that, due to
his Lincoln Continental’s Auto Phone, he

had been able to summon emergency .

help for accident victims one snowy
night on the New York State Thruway.

Gould was fascinated by the North.
“Most people I know who have
immersed themselves in the North end
up, in whatever disorganized fashion,
becoming philosophers. Whatever
motive for the move they may have
had-—and it varies from person to per-
son—every individual scems to go
through a particular process which
greatly alters, and eventually enriches,
their lives.”

Gould had certainly gone through his
own periods of alteration and enrich-
ment. In 1964, after nine brilliant years
on the concert stage, he suddenly
announced that he was giving up live
performances 1o concentrate on record-
ing. No famous pianist had done any-
thing like this before. It was heresy.
Gould had been awarded the highest
praise  possible—sold-out  concerts
worldwide and rave reviews—and he
was simply walking away from it all.

In fact, the young pianist, then thiny-
one, had reasonable explanations handy
for his seemingly abrupt but in fact
long-considered decision to quit the
stage. Briefly, Gould was tired of what
he called the “non-take-two-ness™ of
the concert experience—of the inability
of the performing artist to correct fin-
ger slips and silly mistakes., Gould
pointed out that all other creative artists
are able to tinker, to perfect, but that
the concert performer must recreate his
work from scratch every time he steps
onto a stage. In addition, Gould
believed that a “tremendous conser-
vatism"” overtakes any artist forced to
perform the same music again and

again, until 1t becomes difficult, if not
impossible, to move on, Finally, Gould
felt that the media—radio, recordings,
television, film—could provide a much
more comfortable meeting ground for,
both performer and listener.

Gould never again played in public, but
distinguished himself as a brilliant
recording artist, as well as 4 mercurial
critic, a filmmaker, a radio visionary, a
wit, and & philosopher—one of those
rare artists whose personality trans-
formed all that it touched.

Gould’s friend and bio;upheﬂ
Geoffrey Payzant observed that “Glenn
is an exceedingly superior person,
friendly and considerate. He is not really
an eccentric, nor is he egocentric. Glenn
Gould is a person who has found o
how he wants to live his life and is doing
precisely that” Gould himsell realized
that his style of living was unusual, but)
cared not at all. He was a strong believer]
in following one’s own individual path.

“One of the things I find most moving
about the final Contrapunctus in The Ary)
of the Fugue is that Bach was writing
this music against every possible tenden-
¢y of the time,” he said. “He had|
renounced the kinds of modulatory pat-
terns that he himselfl had used success-
fully six or seven years carlier in the
Goldberg Varigtions and in Book 11 of]
The Well-Tempered Clavier and was
writing in # lighter, less clearly defined
carly-Baroque/late-Renaissance manner.
It was as though he was saying to the
world, ‘T don't care anymore; there are
no more Italian Concertos in me; this is
what I'm about!""

As 1 left Gould in his studio that mom-
ing, I thought of what he had once writ-
ten: “The purpose of art is not the release]
of a momentary ejection of adrenaline,
but is rather the gradual, lifelong con-
struction of a state of wonder and seren-
ity Here, far away from the eyes and)
ears of the sleeping world, from the
lucrative contracts and percentage deals,
from the sniping critics and worshipful|
admirers, Glenn Gould, a happy man,
pursued his individual calling with gnceﬂ
and humour.
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For his appearance ar the Stratford Festival on 12 July 1955,
with the Hart House Orchestra conducted by Bovd Neel, Gould
contributed this program note on one of the staples of his con-
certo repertoire, The note differs significantly from the liner
notes for his 1957 Columbia recording of the concerto (reprint-
ed in The Glenn Gould Reader), and represents well his rather
baroque early writing style

The B-flat-major concerto was Beethoven's letter of intro-
duction to the Viennese public. His earliest orchestral score of
any importance, it served to demonstrate his virtuosity as a per-
former as well as his already considerable stature as composer
Its relatively late appearance in print as Opus 19 belies its true
chronological location, since, written as early as 1794, it even
antedates the last of the piano trios, Opus |

Possibly none of Beethoven's works has drawn such unwar-
ranted abuse. In Beethoven's time, public reaction echoed his
own frequently expressed dissatisfaction with the writing for
the solo instrument, and saw in his incessant polishing of the
piano part a superficial intent striving to mask deficiencies of a
weak score by the self-glorifying flounishes of keyboard profi-
ciency. The stature of the subsequent concertos did yet further
injustice to Opus 19, It had long been given to the Beethoven
fancier 1o be stirred fundamentally by the “grand idea”™ and not
the sensitive understatement, by the broad generality and not
the specific elsboration. Consequently, alongside the robust, if
somewhat laconic, architecture of the concerto in C minor, and
the throbbing pulse of the militaristic “Emperor,” so genial and

unassuming a production as the present concerto is humiliated
by the indelible stigma of its own lack of vinility,

But, sad to say. it has been left to our time 10 propose the coup
de grdce. For, having latterly canonized the rococo that we may
again prostrate ourselves before the altar of unimpassioned rea-

hed program notes (1955-63)

Gléenn Gould at the Stratford Festival
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son, we have absolved that era of the genteel and the gallant of
its sin of skin-decp dextenity, and have rendered homage in the
obsequiousness of our enthusiasm with that most damning of
cpithets: “charm.” Thus, with all the assurance of the fashion-
able historical viewpoint, we have been led to see in this work
the naive and insecure but ever-so-delightful utterance of a
latent endowment of considerable capacity.

In truth, it needs no condescension. It is withal the most strik-
ing manifesto of the young Beethoven. From the first phrase,
we are made conscious of a motivic dualism, a complement of
pompous vigour and lyric plasticity. It is the only tutti entrance

in all of his concerti in which these qualities are linked by their

inaugural motives in the opening statement. Later, we are to
observe that the second of these motives is closely associated in
Beethoven's imagination with the “dark colour™ of keys related
to the minor-tonic orbit, and displays a powerful compulsion to
gravitate thence in mid-tutti. In fact, Beethoven subsequently
uses the remote harmonic regions of the minor submediant as a
focal point to set in greater relief the dazzling intercourse of
jocular antiphony with which the exposition and, of course, the
recapitulation achieve their climax.

The conclusion of the first movement is wrought by a piano
cadenza—the finest we have from Beethoven—composed some
years after the concerto, and in which the now familiar features
of the main thematic complex are made salient by the jagged
obliquity of a contrapuntal treatment suggestive of the last
piano sonatas. The second and third movements perpetuate the
amiable and accommodating atmosphere. The former, one of
Becthoven's most idyllic adagios, utilizes a solemn chorale
tune, while the finale is a sturdy and unpretentious rondo.

On 9 July 1956, Gould gave an unusual concert at Stratford: he
played several solo works, offered the concert premiére of his
String Quartet, Opus 1, completed the year before, and led a
performance of Schoenberg’s Ode 10 Napoleon; he also con-
tributed program notes in the form of a lengthy essay. He drew
on parts of this essay in later published writings that have
already been reprinted, and for this reason we reprint here only
those excerpts that will be new 1o most readers.

Sweelinck, among the most articulate contrapuntists before
Bach, is represented [in this concert] by a masterpiece which
portrays the adventures of a canto fermo caught in a contrapun-
tal hall of mirrors. This venerable tune is adorned with every
variety of canonic vaniation, is shown cach segment of itself
honoured and imitated with a maze of stretti, and all with a
sense of such homogenous balance and integral fulfillment as to

32 GlearGould

undermine the sturdiest notions of musical progress in our time.

The main problem confronting Berg, and indeed all of the
composers under Schoenberg's influence, was to find new
means to replace the architectural unity engendered by the tonal
system—to utilize the linear freedom inherent in the transience
of the harmony in order to attain a motivic coherence capable of
imparting to every note an organic vitality which would make it
an indispensable participant in the constructive idea. Berg
accomplishes this in masterly fashion: the entire contrapuntal
texture of the sonata may be reduced to three frugmentary
motives and the elaboration of their variants. These motives are
synthesized in the opening phrase as a melody, a procedure
which, in combining many features of the motivic complexes in
one embryonic super-motive, foreshadows the development of
the twelve-tone technique of fifteen years later,

Lest it appear that these men [i.¢., twelve-tone composers like
Schoenberg and Krenek ] are simply ensnared by the fatal fasci-
nation of mathematical wizardry, and willingly extend the coer-
cive influence of what is already an arbitrary procedure, it must
be understood that in both these works the desire of the com-
poser was to extract from a wealth of discursive variation a
residuum of harmonic force. In both works, it is significantly
the harmonic synchronizations which reveal the elements of
twelve-tone control, while in both, the melodic manifestation,
and in particular the horizontal succession of the [tone] row, is
taken with the proverbial grain of salt. The Krenck is especial-
ly noteworthy for an attention to harmonic progression, a sub-
tlety of vertical tension and relaxation not usually associsted
with twelve-tone constructions, It is undoubtedly one of the
finest piano works of our generation.

It may strike one as odd that a work of such fin de siécle
Romantic breadth as Gould's String Quartet should find its way
into an evening of such esoteric fare as Schoenberg and Krenek.
However, lest the absurd charge of partiality towards that gen-
tleman's music be raised, let me frankly admit the profound
influence of two men of quite disparate musical faith: Anton
Bruckner and Richard Strauss. 1 should prefer that my work be
not explained as an exercise in style, nor as a matter of paying
last respects 1o a bygone era. The return from my earlier twelve-
tone writings to composing within a strict tonality carriers, up
to the moment of writing, an optimistic conviction. But if the
craving for contrapuntal intrigue, and those principles of
motivic elaboration which were discussed in the work of Berg,
Krenek, and Schoenberg, is not completely sated, I might per-
haps mention that all melodic figurations throughout the entire
work are derived from one four-note figure which is very



prominently displayed at the outset, and which, lest I tactlessly
slight the reader’s perspicacity, I shall leave (in the best
Elgarian tradition) enigmatic.

For his all-Hindemith concers at
Stratford on 29 July 1962, Gould con-
tributed a lengthy program note on the
composer’s  style and development,
emphasizing the three works on the pro-
gram: the Sonata, Opus 25/No. 3. for
unaccompanied cello; the original 1922-3
version of the song cycle Das
Maricnleben; and the Piano Sonata No. 3.
This note differs significantly from the
liner notes Gould wrote in the 19705 for
his recordings of Hindemith’s piano
sonatas and Das Marienleben (both
reprinted in the Reader); it differs. too,
Srom the commentary he delivered before a 1966 CBC radio
performance of Hindemith's Piano Sonata No. 1, and which
was recently published in The Ant of Glenn Gould. Since the
note also offers new insights into one of his favourite com-
posers, we felt that it deserved to be reprinted here in its entire-
0. Incidentally, Hindemith was still alive at the time of this con-
cert; he died about a year and a half later, in 1963.

With Paul Hindemith we encounter one of the strangest
characters of twentieth-century music. He is, beyond question,
one of the most accomplished, most prolific, most articulate
musicians of our time. He is also, without in the slightest contra-
dicting any of these attributes, the least influential. 1 cannot
think of a single important composer of our generation upon
whom the influence of Hindemith is noticeable, and this is
especially odd because, in this most insecure, most unstable,
maost trying period of music’s history, almost everyone who is
prolific, who is accomplished, and who is articulate has those to
whom they represent a source of inspiration and a point of
departure. There are those, of course, who sound like
Hindemith. There have been certain conceptions of sonority
which he has introduced into our musical vocabulary which
have evoked admiration. There is in fact a whole group of
young composers in Austria at the present time who, flying in
the face of the now celebrated trinily of modern Viennese—
Schoenberg, Berg, and Webern—seem to have challenged the
civic loyalty (or was it ever that?) of good old Vienna by inau-
gurating a school of composition whose creeds of sonority
leans as much to the spare, the diverting, the wry communal
polyphony of the carly-Renaissance manner which Hindemith

espoused as two generations ago that celebrated threesome had
leaned toward the complex, the intense, the grandiose, over-
heated, expressionistic manner. In fact, some of these younger
compasers sound it times more like Hindemith than Hindemith
himself does. But this, in the sense that we have come to measure
influence, does not quite qualify: it is
really only admiration, and though it
bespeaks clearly the appeal that the argu-
ment and aesthetic of Paul Hindemith
have held for us it also bespeaks the limi-
tation of that aesthetic.

Hindemith, I think, will go down as one
of the most remarkable backwaters of
modemn times. And there is nothing what-
ever wrong with being a backwater!
Because in this frantic, wwisted time of
ours, Paul Hindemith has managed, for
almost a third of a century, to convey the
joy which is atained in a harmonious
meeting of a composer’s temperament and
the particular material relationships which
he sets for himself. Out of this almost
indecent equilibrium which he has found
he has created some of the loveliest, least neurotic, least self-
conscious music of our time, He has also, in finding this equi-
librium of his, brought himself 10 an historical impasse, to a
point from which, without giving up much of what he proclaims
as the essential disciplinary elements of his craft, he cannot in
any evolving sense proceed further,

Today’s concert we style “Hindemith—The Early Years,” and
the latest work on the program, the Piano Sonata No. 3, comes
from 1936. In other words, we survey only thirteen years of
composition and follow Hindemith only up 1o that point from
which it seems the formulations of his mature style have been
attained. The fascinating thing about this program, though, is
that while the Piano Sonita suggests the Hindemith which we
know and which we can to some degree proclaim predictable, it
fulfills as a “mature” work only part of the promise of the
Sonata for unaccompanied cello and of the Marienleben cycle.
This is not to say that it is not a better work than its forerunners.
Of course it is. It is, by all the standards which we can apply to
a musician’s craft independent of our approval or disapproval of
his aesthetic, an extremely skillful, well-cobrdinated piece of
work. Then why does it disappoint us so much? Why, with all
this dexterity, this adroit counterpoint, is there so much missing
in this sonata? | suppose no one really knows the answer to that,
if there is one, except Paul Hindemith, but I would suggest that
what is missing is that sense of adventure, of uncertainty, of
awkwardness even, which makes such human documents of the
Cello Sonata and especially the Marienleben. They represent o
us a young man (he was twenty-nine when he composed the
Marienleben in its original version, which we perform today)
struggling with all the incomprehensible vastness of the world
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of music—a world which in his youth had received the shattering
impact of the knowledge of its own obverse, the knowledge of
atonality. And both the natural resources and the consequential
limitations of atonality lay yawning before Paul Hindemith as
they did before all the young people of his generation.

It is rather obvious that the works of Hindemith which most
closely approximate the total acceptance of this total dissonance
are the works of his early youth. He is never, however, found to
be composing without some reference to a centrifugal order,
But the gravitational sense in Hindemith, the sense of tonal
adjustment as it were, is not sponsored primarily by a reflection
of the ardent tonal-chromatic procedures of the German
Romantics. The tonal sense in Hindemith is on the whole a
rather unique one, and in the carly works particularly one which
is both pliable and coherent and which proves to be, for these
experimental years of his, a most satisfactory goveming discipline.
His harmonic sense is not one which accepts without challenge
the convention of triadic harmony as a source of resolution,
though it does, if only through the psychological perversity of
the listener, insist upon building its own somewhat equivalent
structures. He does, however, build several of the Marienleben
songs—noticeably the specifically contrapuntal ones, such as
“The Presentation in the Temple” (No. 2) and the first two parts
of “The Death of Mary"—upon a manner of voice-leading and
contrapuntal interplay which is not temribly
far removed, except by a certain reluctant
embarrassment to cadence decisively, from
the part-writing of most of the late German
Romantics. He also, however, manages to
build a good many of the other songs, most
particularly “The Birth of Mary™ (No. 1),
upon a quite unique concept of the relativi-
ty of harmonic fourth chords and their tri-
adic counterparts. And, still again, there
appears, in songs like *“The Muriage wt
Cana,” the Kind of carly-Renaissance con-
trapuntal jamboree that became such a
prominent part of Hindemith's mature fugal
style. In short, the Marienleben is hardly
tied together by a single idiomatic thread,
nor is it, in the organized sense of the
Schoenbergians, a tidy, neat composition
motivically, What it really contains are fif-
teen of the most splendidly promising
songs of our age—fifteen songs which asked the question very
distinctly in 1923: what will happen to Paul Hindemith?

No one, 1 suppose, can be expected 10 answer a question in
fifteen ways, and Paul Hindemith's answer was a most unique
blend of resurgent counterpoint and harmonic stability. His
counterpoint has, at the best of times, the intensity and drive and
fitting-all-togetherness of Josquin or of Ockeghem. It has, also,
at times, the flatulence of Pfitzner on a dull day. His harmony in
the mature years extenuated those tendencies which revealed
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his specific embarrassment with the cadence formulations of
conventional tonality and substituted for the effect of the
dominant-subdominant polarities the sideways embellishment
of the second and seventh degrees of the scale. His formal
structures, for the most part, have been a twentieth-century
rethinking of the sonata style of the Mozart-through-Schubert
generation, but out of this odd mixture there has developed a
genuine musical personality—a man who may have become
imprisoned by his own dexterity, but a man who, despite the
evident restrictions of his language, has made a very substantial
contribution to the music of our time. His contrapuntal manner
is as valid as any other at the present. His formal enterprise—or
lack of it—portrays only that degree of terror in the fuce of dis-
solution which has been felt by most other composers in our
age, and his harmonic invention, though cloistered, is perfectly
responsible to the other ingredients of his style. But it is a style
which docs not scem 1o be regenerating. He is a backwater—but
then, some of the most colourful, radiant vegetation may flour-
ish scason ufter scason miraculously upon the stagnant surface
of a pool. The world may go past without changing direction
because of it, but that does not make the backwater, in its own
splendidly uncaring way, less valid or less beautiful.

Such was Gould's title for a concert he
organized ar Stratford on 10 August 1962,
to explore the musical trends of a particu-
larly turbulent decade. Gould served as
both performer and commentator, reading
his own program notes from the stage—in
costume. The program included three
works by Stravinsky (Les cing doigts, Rag-
time, and the Suite d'aprés thémes, frag-
ments et pidces de Giambattista Pergolesi,
for violin and piano, arranged from
Pulcinella); William Walton's Fagade,
Suite No. 1, a drawing-room entertain-
ment based on poems by Edith Sitwell;
Carl Ruggles’ Angels; Schoenbery's Suite,
Opus 25, for piano; and Berg's concert
aria Der Wein, based on poems by Baudelaire, (Of these works,
incidentally, Gould would record only Schoenberg's Suite, in
1964, though he would appear in excerpts from Fagade—in cos-
tume once again—on CBC television, in 1975.) Gould had
mixed feelings about much of the music composed in the 1920s,
and his onstage remarks hardly amounted to a ringing endorse-
ment for the decade; he spoke particularly harshly abowt the
neo-Classical works of Stravinsky. As one of Stratford’s direc-
tors of music, and an internationally celebrated pianist, he had



the authority to indulge himself in this way, but he could not
make his “panorama” a success: dozens of people walked ous,
disgusted with his shenanigans, and he earned some sarcastic
and vitriolic reviews. (See Brandon Flowers' colourful account
on pages 66-71 of his article.)

To our knowledge, no recording or film of this notorious event
was made, but three polished, typewritten drafis of Gould's
spoken commentary survive among his papers in the Music
Division of the National Library of Canada, Two of the drafts
are missing many pages. The third and longest draft starts at the
beginning and continues for nine pages without gaps, but it says
nothing about two major pieces on the program, the Schoenberg
and the Berg. Newspaper accounts of the concert indicate that
Gould did say something before each of these pieces, but also
that his antics were confined largely to the first half of the pro-
gram. It seems likely that the nine-page draft, which ends clean-
Iy in the middie of a page, contains the complete prepared text of
Gould's “panorama,” and that after the intermission he merely
added a few off-the-cuff remarks 1 introduce the Schoenberg
and the Berg. In any event, it is this third draft (Writings, Box 1,
File 100) that we publish here. We preserve Gould's spelling and
punctuation, and include his indications for musical examples—
some of them excerpts from works not on the program, which he
presumably played on the piano,

And so we are in the Stratford Festival Theatre, on Friday, 10
August 1962, ar 2:30 on a hot afternoon. Glenn Gould emerges
from the wings dressed like an Edwardian squire—"in baggy
beige plus fours, knee-high olive green socks and a black cloth
cap.” as a Montreal newspaper reported. But he doesn’t touch
the piano. Instead, he plops himself in a chair and, with his
head in his hands, begins to talk ...

1 am happy to say that I was bom in the 30's. Thank you, my
parents arc happy about that too. | have always, however, been
rather fascinated by the decade which preceded my birth. | sup-
pose everyone is really because as one is growing up the decade
prior (o one’s birth takes on the fanciful projection which one
imagines to be deserved by the process of one's being arrived at.

So this may have something to do with the subject of today's
get-together—I do hope you weren't expecting a concert—you
are not going to get one—but 1 think that there is at the moment
sufficient reason to be curious about this extraordinary decade
which influenced our thought in art way out of proportion to its
time span. Certainly the 20's seem to have been the liveliest
decade of this Century thus far. In the popular conception they
were wildly uninhibited, they exhibited a predilection for noise
per se, and an impatience with formality, with ceremony, with
dogma. All of these conditions no doubt existed for some peo-
ple and were seen by some people but it's hard to reconcile a
decade with a tin ear with the creation of some of the most del-
icately luxurious, sonorous music of modemn times, (of which
we will hear some later).

In the same way it is hard to reconcile the lack of inhibitions

we feel this period to have exhibited with a manifestation like
prohibition. It seems to me that any period which has to assernt
its vitality outwardly through its literature and crafts and its
human decorum, or lack of it, is probably at heart afraid of its
own piety, terrified really of the abyss upon the brink of which
it appeared to be. It was, of course, a rather crucial time in
human affairs, the war to end all wars had just ended, or so they
thought at that time, yet it scarcely seemed worth the effort to
gather up one’s strength and begin again. But if one must begin
again should one build as solidly as one’s ancestors had built,
could such a holocaust happen again? Not likely, but then one
never knows. In any case would it not be foolish to build again
quite so massively with such certainty that the future would be

rewarding. This was the dilemma of the 20's when they were
young and it was a dilemma to which in large part their answer
seems to have been—yes, energy we must have—vitality we do
have—but ceremony and dogma were part of that world which
was destroyed and that we do not want. In short the typical pic-
ture of those who were young in the 20%s is a rather attractive,
yellowed album photo of a strange breed with great vitality,
great uncertainty, great naivety [sic].

I think that it’s necessary to remember that when we are talk-
ing about individuals active in the 1920's we think largely of
those who were somewhat on the happy side of 40 when it
began. Because it can not really be supposed that all important
artists of that day responded in a like way to the atmosphere of
the time. Of the composers who will be represented on today's
program one wias 36 when the 20's began, two 35, one 25, one
20 and one, the youngest of the Jot in spirit, Amold Schonberg
[sic), was 46. But it must be remembered that great men trod the
carth in those days apart from those represented here today,
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great men who were cither too old to be swayed by the deeds of
the young about them or too wise 1o take more than a passing
glance at a generation with whom they had lost communication.
Richard Strauss was writing Die Frau ohne Schatten, a work as
complex in symbolism as Parsifal, as rich in chromatic harmo-
ny as Tristan, as unswervingly German as Meistersinger; in
short a work that took no notice of the strange brave deeds
around it.

(Example from Die Frau ohne Schatten)

In England Sir Edward Elgar was writing our Violin

Concertol,] a work which did not for one minute admit that the

age of Edwardian elegance had passed.

(Example)

In Russia a young man named Dimitri [sic] Shostakovich was
writing his first symphony and, though he would later go in
other more contemporanious [sic] directions, this first sympho-
ny, which is a most wonderfully ingenious compote of
Scrigbain [sic), of Mahler, of Rimsky[-Korsakov], would
remain the best thing he ever did.

(Example from Shostakovich)

So if works of such substance existed, as sober and as thought-
ful and as dependent upon the models of the past as these, what
was the need for the existence of this wild generation which
seemed 1o be bursting out of every silent cinema? I suppose that
one could say that the need was u therapeutic one, that there was
a chemical balance which must be set aright in the artist’s lab-
oratory and that, despite the example of Richard Strauss or of
Edward Elgar or of Dimitri Shostakovich at 18, there was an
absolute organic necessity for music at this time 1o undergo an
inqguisition, to be challenged, 10 be forced to re-examine its
basic values. For music, like the world at that time, but not nec-
essarily because of the world at that time, had just made a shat-
tering discovery that there existed quite outside of the bonds
and proprietics of the system upon which it had been construct-
ed for some centuries—the system which we call tonality—a
language which was the obverse of tonality, a language which
admitted of no key centre, which, it seemed at first, refuted
everything which had been claimed for the powers of music,
which did not seem to divert, which did not seem to soothe;
which seemed to bore, or to infuriate, or to grate against the
nerves, or to send its listeners flying out of range; but which,
strangely enough, seemed in its own perverse way to work. To
be aware of this world which became known as atonality was to
be in terror—to be confronted with a terrain as vast as that
which had been travelled in the last 300 years and perhaps as
expressive but in which there was so much to see and to know
of, there seemed nowhere to begin.

(Possible inclusion of Ruggles’ Angels)

And so much of what happened in those years, much of what
naturally seems to me dated and eccentric, was the result of a
protest either against this new world of atonality which seemed
to be catching on or against the manner of German expression-
ism which had given birth to it. Not everything has such a sim-
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ple explanation of course. Schizophrenia exists among musi-
cians just as it does among all men and there were many who
protested too severely one day and then joined the march the
next. But on this first part of the program we are going to exam-
inc a few of these protests and a few of the men who made
them, not all of whom perhaps would care to be held to account
today for their deeds of that time. To help review this | have
invited a friend of mine to come and play the piano for you to
illustrate some of this music for us. [ have done so first of all
because 1 am lazy and, secondly, because T wanied to have the
great pleasure of introducing ‘to you in his Stratford debut,
Marec [Marek] Jablonski, a most gifted young musician,

Some of you who live in Toronto may remember that a few
months ago we had a very distinguished visitor in the person of
Mr. Igor Stravinsky and that, during his stay there, he gave the
world premiere of a piece for chamber orchestra which he had
just written and which was called Eight [Instrumental]
Minjatures. This work was a deliciously tinted orchestral
vignette drawing upon some tidbits for children which he had
written for the piano 40 years carlier and we are going to hear
one of them now without any tinting, without any of the deli-
cious colours which Stravinsky applied 10 them and just sec
what sort of music this really is.

(Example les Cing Doights [sic])

Now admittedly that was written for a child but imagine what
sort of a child that must have been that he had in mind. What
sort of shock would make someone feel that a silly, bow-legged
little piece like that was worth of being put down on paper, what
kind of nose-thumbing anti-academic posture was this, how
desperate can you get! Marek is going to play another picce by
Stravinsky now, a picce of considerably more substance, in fact
it is quite a virtuoso vehicle really and it is called, significantly
enough, “Ragtime”. Stravinsky, needless to say, had never been
to the United States at that point.

This is the sort of music which seems to me totally unneces-
sary when you look at it and see how deliberate is its attempt
not 10 be communicative, not 1o relieve anything except the
inevitable pressures of being an animal. how deliberate is its
attempt to avoid sophistication in any worthy sense, one won-
ders why on earth a man like Stravinsky who was an intelligent,
knowing, even sophisticated, musician would bother to write
such a piece. Stravinsky expressed at the time the view that all
art is merely technique, or that at any rate all art could be real-
ized through technique, and in this view, which he has con-
firmed on several occasions since them, we find the total con-
tradiction of the views of those who belonged to the German
romantic tradition, to whom technique was an enormously
important possession but only insofar as it enabled one o ren-
der concretely the substance of an enigma, to deal with myster-
ies. And 50 one gets the impression in listening to a piece like
Rag Time that Stravinsky is determined not to let one hair out
of place, not 1o make one gesture which could be considered in
uny degree incentivel,] to create in fact a language for robots.



(Example—Rag Time)

The influence of ragtime seems to have struck another com-
poser of a different mentality than Stravinsky—Paul
Hindemith. Some of you may remember that a few weeks ago
we performed a song cycle of Hindemith's, Das Marienleben,
which, though very uneven as a work, contains some of the
most wonderful, penetrating angularities of this young man’s
style—he was a young man at that time. In the very same year
in which he began to write Das Marienleben he also wrote a
[piano] piece called the Suite [19]22 and included in it was a
movement which Hindemith prefaced in the score with the
COMMEDE Voo vs w5 v,6 viors w0 i ", (Quote in German if possible

(Example)

This piece is really not much better than Stravinsky's. In fact,
since Hindemith in it was wandering farther from his direct
metier, it's, if anything, a little bit more depressing for that fact.
But it does at least, in a rather noisy and unpleasant fashion,
show us the seamier side of some of Hindemith's experiment-
ing of the time, his interest in 4th chords for instance (Example)
and altogether it is a good reminder that madness can come to
even the most sober among us.

(Hindemith example)

Well, what sort of impetus could be found to give some sub-
stance to the constructive intentions of that time, if, as it
scemed, the vast structures of the German romantic sym-
phonies had been carmied to their own shocking conclusions in
the pointilist [sic] dits and dashes of Schonberg und Webemn,
What was there left for those who had no wish to pursuc this
obverse. One way obviously was to parody the classics, to take
those forms which were so well known to us that their impli-
cations, quite beyond the gestures which they affected, would
stand out clearly even within idioms in which they seemed to
affect an illicit alliance. It ought to be possible, some of them
thought. to write in a manner which seemed sophisticated and
contemporary, by taking the forms of 18th Century music,
dance movements and rondos and fughettes [sic), and applying
to them the gesture of what seemed at that time a daring con-
temporary idiom, what seems to us now strangely native and
rather trying blatancy. No better example exists of this sort of
thinking than a piece which was the product of Stravinsky's
flirtation with the Italian baroque, particularly with his enthu-
siasm for what is really wonderful music, that of Giovanni
Pergolese [sic]. Stravinsky wrote an orchestral suite based
upon the chamber music of Pergolese and later decided to
make further use of it by redisposing it as a duet for violin and
piano. Here now is the original Pergolese upon which this
movement wis based

(Example)
and now here is what Stravinsky, in his desire to update
Pergolese, did 1o him:

(Example).

A couple of years before Stravinsky got around to making the

transcription which you just heard another transcription was
made by a violinist, who will go unmentioned, in which the
transcriber not only accepts the wrong notes which Stravinsky
had maliciously added to Pergolese but adds his own addendas
[xic] to Stravinsky and so, if you think this is ugly, you should
hear that one.

Now we have a work for you which is centainly onc of the
“cutest”™ works of its time[:] “Facade™ [sic] by William Walton.
Of its 21 movements we are going to hear 7. Facade served for
Walton not only as his certificate of membership in the ‘enfant
terrible club’ of his day but also as a means of exhibiting the
rather characteristically English tendency to understate, or to
state imposing things and say it as though one were placing an
order with the grocer. And this, of course, was in part the result
of the impatience which was felt by his generation with the
exaggerations of the Schonberg device of sprechstimme, the
device which called upon the singer or narmutor 1o attempt &
combination of singing and speaking. because what Willinm
Walton set out to do was to write a work as devoid of emotion,
as flat in profile and healthy in physique as Pierrot Lunaire of
Schonberg had been tomid and intense and disturbed and neu-
rotic. In short, no better epitaph exists than Facade for the pecu-
liar psychological condition of this generation, a generation
whose hate for their elders was very close to love but who
couldn’t face building a world again as substantial as they had
built, a generation which wasn't sure whether it had found heav-
en on carth or whether it had gone to hell.

(Example—Facade)

Gould's last concert appearance
at the Stratford Festival was to
have been as an accompanist in a
program of Lieder with soprano
Phyllis Curtin, on 9 August 1963.
Though he cancelled ar the last
minute, due to illness, the Festival
had already printed the concert
programs, which included his
extensive notes. These notes deal
with pieces that he did not discuss
in detail elsewhere: songs by
Dowland, Schoenberg’s Das Buch
der hiingenden Girten, Srrauss’s
Four Last Songs. Incidentally, there were four songs by Mozart
on the program, too, and it is revealing that the notes say not a
word abowut them: clearly, Gould’s constitutional antipathy to
Mozart was already well developed by the carly 19605,
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John Dowland’s Third
Book of Airs was pub-
lished in 1603, when its
forty-one-year-old com-
poser was at the height of
his popularity in England
but was employed abroad
as musician-in-residence
to the Court of Denmark.
Most of the airs with lute
accompaniment were
intended cither as solo items for middle or high voice or, alter-
natively, dispensing with the lute, were proposed as quartet or
quintet vocal structures, Their nature, however, is consider-
ably more homophonic than contrapuntal and they are more
happily encountered in their solo state. Dowland, like most of
the Elizabethan masters, had an uncanny affinity for musical
pictorialization and, though less complex than the textures of
the Tudor madrigalists, his work, in common with much
English music of its period, has an engagingly quotable
thematic style and a resonant, enharmonically minded
chromatic preoccupation.

T T

A substantial part of Amold Schoenberg's carly activity as a
composer was devoted 1o the pursuit of song-writing. More than
half of his first fifteen publications were Lieder, and thus the
dramatic course of his evolution in the first years of this century
can be clearly charted by a knowledge and observation of these
songs. They range from the distonic simplicity of a song like
“Waldsonne,” [from the Four Songs of] Opus 2—the sort of
thing that a young Viennese acsthete would happily scribble
down on a quict afternoon—to the intense chromatic prognosti-
cations of “Voll jener Stisse,” [from the Six Orchestral Songs
of] Opus 8, which with its startling pivot chords represents the
Wagnenan tonal-extension language at its zenith. Along the
way come certain songs which emphasize particular organiza-
tional problems created by the embarrassment of tonal riches
with which Schoenberg was working—""Verlassen,” [from the
Eight Songs of] Opus 6, for instance, indicates the resourcefulness
of Schoenberg’s motivic organization in confronting the
ambiguous relations of this constantly modulating language. On
the other hand, there are some songs from this period which are
no more than saccharine clichés drawn for the fashionable
coterie out of the commonplace melodic extravagances of the
turn-of-the-century  Viennese manner—"“Traumleben,” [from]
Opus 6, for instance.

The culmination of all this activity was surely Schoenberg’s
only song cycle: Das Buch der hingenden Gdrten, Opus 15. In
this work, written the same year as his Second Stning Quartet—
the last composition of his early years to employ a key signature—
Schoenberg is on that line of embarkation between the tonal
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resolution of chromatic factors and their absorption into a
conception of total dissonance which was shortly to be dubbed
“atonality.” If this work were to conform to a prevailing key
signature, it would most likely be that of D minor because, at its
beginning, at its end, and at most of the dramatically crucial
moments throughout the cycle, it hints at sequences or pro-
gressions which can most conveniently be analyzed as falling
into the orbital relation of that key. Thus, the excited stretti of
No. 8 seem poised upon an augmented dominant of that key—
the opulent No. 10 seems to do everything but confirm a final
cadential allegiance to D minor—Nos. 2 and 3 seem linked
together by their habit of contrasting a D-minor area with that
of the obscure sudmediant major relationship (B major, or C-
flat major, as it is notated in No. 3).

The cycle is not tied together by any sort of leitmotif preoc-
cupations. Its melodic structure is based rather upon an insis-
tently developmental and non-repetitive thematic mtitude, and
the modulative transitions which elide the end of one song with
the beginning of its neighbour provide a further measure of this
process of continuous metamorphosis, Indeed, it is perhaps one
of the most remarkably fluid works that Schoenberg ever wrote.
The earlier works of his second period, which was inaugurated
by this composition—and which includes Erwartung, Die
gliickliche Hand, and Pierrot lunaire—avoid the rigorous formal
systematization which began with the twelve-tone technique
some fifteen years later, and at the same time relinguish the
indulgently chromatic Heldenleben pose of some of his early
tonal works—Pelleas und Melisande, [the] First Chamber
Symphony, etc. This, in short, is one of the most moving and
subjective of Schoenberg’s works, certainly the masterpiece
among his Lieder, and beyond doubt one of the great song
cycles of modemrn times.

The text is by Stefan George, one of Schoenberg’s most
frequently utilized poets, and it deals with the cycle of events
in a love affair from first recognition to final parting, as reflected
by the moods of a magical hanging garden. Thus, it is like a
Proustian rendering of James Joyce's Chamber Music, full of
claborate, even barometric, descriptions of the florid plant life
of the garden which receives the two intruders.

Sheltered under heavy foliage

Where the stars shed their finest flakes
Gentle voices wail their sorrow

From the brown gorges of fairy creatures
Shoot shimmering streams into marble basin,
When the brooklets rush:

Here came candles setting fire to the brush,
Here came white forms to part the waters.

Whether their visit to the garden is for a brief tryst or for a
lifetime is not made clear—the time element is deliberately out
of focus—but the celebration of love is accompanied (poems 11
and 12) by a cognition of fear and of ultimate destruction,



When in hallowed peace

Our hands fold about our temples,

Awe our inner fire bates:

Do not think of the unformed shadows,
Weaving up and down on the wall,

Of the guards who might part us bluntly
And not of the white sand outside the town
Wishing to lap up our warm blood

Finally, the hostility of nature takes revenge for this intrusion,
and the lovers part.

Tall blooms fade or break,

And the water's fading mirror shatters,
And my foot slips in the withered grass;
Pualms with their pointed fingers prick me.
The hissing flutter of dead leaves

Hunt, backwards, by an unseen hand
Around the pallid walls of Eden

The night is heavy, the clouds are low.

Richard Strauss’s Four Last Songs were written at Pontresina
and Montrenx during the spring and summer of 1948. Coming
as they do a year before his own death, they provide a rather
touching farewell of an ancient one reflecting upon life, death,
and immortality. The final poem is by Joseph von Eichendorff
and the first three by that giant of modern German letters,
Hermann Hesse. The score matches the moods of autumnal
tranquility with a supremely sensitive expression of Strauss’s
tonal inclinations, Left behind is the urge to trumpet a climax
every sixteenth bar, 1o make all the structural components parse
neatly in the jubilantly grammatical munner of his youthful
works. In these last works, we find in Strauss’s music the recog-
nition that not all things are capable of being neatly and conve-
niently resolved, and that upon final reflection not all the exu-
berant states of life seem worth the frantic and climactic energy
which had previously been applied to depict them. Instead, we
find an harmonic language in these last works which no longer
ulways courts the neatness of line and convenience of resolution
so beloved of the middle, neo-rococo works of Strauss—
Ariadne, [ Die] schweigsame Frau. We find instead a conception

of a state of great wisdom in which the inner logic of organic

relation is present but in a more concealed and gentle and sub-
liminal way than it had been in the carlier works, in which the
harmonic attribute still has its magnificent sheen, but in which
it moves with a more reposeful, self-effacing, and cautious step

P
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The following personal notices have
been placed by Friends of Glenn Gould.

"The bell of the Temple is silent but his
sound continues to rise from the flowers.*
(Basho) Glenn Gould lives on in his
works, in his Foundation, in our memory
for him. Valeria Massari (Arcisate, Italy).

Please help! Looking for LPs: CBC tran-
scriptions 120, 142: older LPs; CBC
video Idea of North. Justus
Benckhuysen, 6269 Sundown Crescent,
Gloucester, Ontario, K1C 1C6, Canada.

The Glenn Gould Foundaton
ingquines sbowt deddi

journal tn hanoo

il occamons. For |
|'[ Fane Contact John A M

[irec i o o Eon

Yosif Feyginberg, a film-maker from
Toronto, is currently making a documen-
tary about Gould’s legendary 1957 tour
of Russia and his complex relations with
the Russians. We first spoke to him last
November, shortly after he returned
home after spending almost two weeks
in Moscow. There, he shot images of
places Gould visited on his tour, and
conducted interviews with Russians who
were present at Gould's concerts—
the film and opera director Andrei
Konchalovsky, the poet Andrei
Voznesensky (who said he was influ-
enced by Gould), and a woman who
served as one of Gould's interpreters.
(He later interviewed the cellist Mstislav
Rostropovich, in Philadelphia.) These
interviews, Feyginberg says, have yield-
ed many fresh anccdotes, and new
insights into the Russian tour—exceeding
his own expectations, in fact. While in
Moscow he discovered some unfamiliar
photographs and other archival material,
but so far, alas, he has not stumbled
across any great scoops—mno long-lost
film footage, no previously unknown
recordings of Gould in concert. He is,

40 GlaraGosld

however, pursuing a fascinating rumour
(so far unsubstantiated) that Gould made
a studio recording of the Goldberg
Variations in Moscow. Feyginberg was
planning to return to Russia this spnng,
this time to shoot exteriors and conduct
interviews in St. Petersburg. The docu-
mentary 1s tentatively scheduled to air on
CBC television this fall, and we hope to
be able to review it in our fall issue.

The String Quartet, Op. 1, composed

1953-55, was published in 1999 as part of
the continuing series of Gould composi-
tions from the German music publisher
Schott (catalogue number: ED 8764), This
is not a reprint of the original Barger &
Barclay edition first published in 1956; it
is a completely new-—and very hand-
some—forty-three-page edition of the
score, accompanied by a complete set of
parts. Carl Morey, of the Institute for
Canadian Music at the University of
Toronto, was the editor (he has edited all
of Schott’s Gould volumes), and he con-
tributed a preface that handily summarizes
the musical style, structure, compositional
genesis, first performances, original publi-
cation, and early recordings of the quartet.
Morey consulted Gould's manuscripts,
the original editions of the score and
parts, and two sets of annotated parts
from early performances to produce an
edition that is both more scholarly and
authoritative than the original and more
attractive and user-friendly.

Ates Tanin, a chemistry professor and
classical-record collector from Toronto,
recently sent us a copy of a Gould CD
that was new to us. It was released in
1995 on the Russian label Aristotipia
(AL 108 LE), as part of their series
“Great Pianists™ (Aristotipia is a divi-
sion of M-CLASSIC Records, but we
know nothing more about it.) Drawing
on recordings from the collections of the
Russian State Sound Archive, the CD
features three concert performances from
Gould’s first overseas tour in May and
June of 1957: Beethoven's C-minor con-
certo, with Herbert von Karajan conduct-
ing the Berlin Philharmonic: Bach's
three-part Sinfonias (all but No. 1); and

Beethoven's Sonata in E Major, Op. 109,
The concerto performance, which
marked Gould's Western European début,
has appeared on various unauthorized
CDs since Gould's death, though never
“officially” on the Sony Classical label.
The performance of the Sinfonias, long
assumed to have been recorded in Russia
(and so labelled even in its Sony Classical
release), was in fact, we now know,
recorded at Gould's recital in Vienna on 7
June 1957, though it was broadcast in
Russia, and even released there on a
Melodiya LP. (See the Spring 1998
Miscellanea for more on this subject.)

The one unfamiliar performance on the
CD is Op. 109. This was one of Gould’s
signature pieces in his concert days,
though we know of no other surviving
concent recording of it. According to the
CD cover, this performance was record-
ed in Vienna in 1958, but this must be a
mistake: Gould never played in Vienna
after 1957, and morcover he seems never
to have played Op. 109 aguin overseas
after that first tour. But he did play Op.
109 in his 7 June 1957 recital in Vienna,
as we know from surviving concen pro-
grams and reviews, So obviously Op.
109 was recorded by the same person
who recorded the Sinfonias that night—
and in fact, we know that this perform-
ance, too, like the Sinfonias, was
broadcast in Russia.

It is a surprisingly passionste und
Romantic performance, impulsive in the
manner of Gould's hero, Artur Schnabel,
but also beautiful and often delicate in
tone; it is also, clearly, a performance
fuelled partly by adrenaline and concent
nerves, and we have no doubt that Gould
himself would have deplored its release.
As the concent reviews show (see our
Spring 1998 issue, pages 22-23, for sam-
ples), Gould's performance of Op, 109
was 100 idiosyncratic for most Viennese,
though the recital as a whole was a criti-
cal and popular triumph. In any event,
this previously unavailable recording of
Op. 109 suffices to recommend the
(doubtless unauthonzed) Aristotipia CD,
though, alas, it does not seem 1o be gen-
erally available at the moment. at least in
North America.



Nz Friends of Glenn Gould
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1995, is a society for those who share an
interest in Gould's artistic accomplish-
ments and vistonary ideas, and who wish
information about special events, new pub-
lications, audio and video releases, and so
on, Friends will receive the twice-yearly
and will have the opportunity to receive
rare Gould items not otherwise available 1o
the public. Friends will also support The
Glenn Gould Foundation'y ongoing efforts
to promote public awareness of Gould's
work and ideas.

For information on becoming a Friend of
Glenn Gould, please contact John A.
Miller. Execurive Director of the Foun-
dation, at the address given on page 42.

The following is a list of new Friends
whose names were received 1o 1 April
2001. All Friends who joined the society
before 31 December 1996 have been per-
manently designated as Founding Friends.
Futare issues of GlennGould will list
Friends as their memberships arrive.

Founding Patrons

(Major donors whose support is particu-
larly directed to the creation of the
Friends of Glenn Gould society and/or to
the publixhing of this journal)

The Estate of Glenn Gould

The Julie-Jiggs Foundation

Sony Classical Canada

Special Lesue Dosora

(Major donors for this particular
issue of GlennGould)

- Japan

New Mezzo Forte Frianda

(Contributions of $300-$499)

Serena Monti
~ Milan, Italy

Nes Puno Friends

(Contributions of $65-$124)

Anonymous

- Canada, Japan
June Benoit

« North York, Ontario, Canada
Mic Fukushima

= Osaka, Japan
Elizabeth R. Glasspoole

= Nelson, B.C., Canada
Koeld E. Grosen

- Aurbus, Denmark
Hiromi Katoh

- Hiroshima City, Japan
David R. Lenington

- Towanda, Pennsylvania, USA
Mare Levin

- Huntington Valley, Pennsylvania, USA
Hal Lingerman

- San Marcos, California, USA
Sonia Miller

- Hebertsfelden, Germany
Sadako Nguyen

- Bumaby, B.C., Canada
Michael P. O'Neil

« Sunnyvale, California, USA
Shiro Ohshima

- Zurich, Switzerland
Blair Stainton

- Richmond Hill, Ontario, Canada
Osamu Uda

- Tokyo, Japan
William M. Vaisey

= Toronto, Ontario, Canada
James Williamson

= Hull, Quebec, Canada

New Stodent Friends
(Contributions of $25)

Ipek Bozkurt

- Maltepe Ankara, Turkey
Cornelia Dedekind

- Bremen, Germany
Timothy Dowling
David Feinstein

- Stanford, California, USA
Elisa Hinney

- Gottingen, Germany
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THE
GOLDBERG
VARIATIONS

From
Glenn Gould
plays Bach

A film by
Bruno
Monsaingeon

NOW ON DVD

The film documenting one of the most
historic recording sessions in classical
music history is now available on DVD.




