Glenn Gould: Concert Dropout — In conversation with John McClure
“On Keyboard Instruments,” by Glenn Gould

Variotions in G minor: Sketch for a piano piece by Glenn Gould (1949)
Glenn Gould interviewed by Hugh Thomson (1958)
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Glenn Gould: Concert Dropout
In conversation with John McClure

» Since GlennGould first appeared, in the fall of 1995, we have refined the magazine's
appearance from time to time, but as we approached our sixth anniversary of publication
we thought it a good time to thoroughly reconsider its basic design. In this issue, jay
Wilson, who has designed the magazine and other Foundation publications since 1997,
unveils a fresh look to carry us Into our eighth year—and into the seventieth
anniversary of Gould's birth.
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papers in the Music Division of the
National Library of Canada. They suggest
that Gould and McClure first roughly
planned what they were going 1o talk about
and recorded an improvised conversation;
after looking at transcripts of that conver-
sation, they settled on a final script for the
various questions and answers and then
rerecorded the interview for release.
Gould clearly had final authority over the
finished product, but the surviving paper
trail leaves no doubt thar McClure'’s input
was crucial throughout the process. The
conversation includes musical examples in
which Gould plays his beloved Steinway
grand piano (CD 318). We may assume
that these examples were separately
recorded and dropped into the final con-
versarion (they sound ay though they
were), and that McClure was merely trying
to muke the Comersaion Seem sponianeous
when he remarked. “This instrument
vou're seated at, Glenn ... "

JOHN McCLURE: Glenn, right here in New
York, where we're talking, | know, personally,
half a dozen impresarios dying 10 present
you in concerts, all across the country,
your pick of locations, they offer to pay
you any fee that you name. Why do you
deny them all?

GLENN GOULD: Because it's not a very
enticing prospect, John. It’s a very flatter-
ing one, I suppose, but it's not an enticing
prospect.

J1.McC.: But the life of a glamorous concert
artist—

6.6.: —is hideous, is dead, is a part of the
past. I think that that has no relevance to
the contemporary musical scene; 1 don't
think it even has very much relevance to
the contemporary scenc as regards per-
forming music. | couldn’t conceive of
going back to that life. I was part of it for
cight or nine (whatever it was) rather
unpleasant years, rather traumatic years,
years in which I did it because I felt it was
very good experience, and perhaps neces-
sary in the sense of creating an audience
which might perhaps buy my recordings.
But it was an experience that I wanted to
be rid of, and to shuck off as quickly as I

could, and when that moment came I did
it. And I think it would be a temibly retro-
gressive step to retreat back into the
embrace of the concert.

|McC: How long since you've given a
concert?

6.6.: It's about four years, now—and
they've been four of the very best years of
my life, four years in which I've come to
terms with music, and with myself gua
music, in a way that I didn't realize was
possible before. I couldn’t possibly go
back, 1 think, to the concert without losing
something of that “coming-to-term-ness,”
and I wouldn't be prepared to do that,
because it's been a remarkable experience
to start thinking about music not via an
instrument, not by having to decide pre-
cisely what Beethoven was really like, or
Bach was really like, but in terms of an
instrument [i.c., recording] by which 1
might translate that decision to an audi-
ence. | had to encounter a work and an
expenience of music once and once only,
never to be repeated, perhaps—unless
some other process like that of stereo ten
years ago happens to befall us shortly, as it
well may, | supposa—never 1o be repeat-
ed, and the fact of that finality is quite
staggering, and quite impressive.

J.McC.: You mean it frees you 1o go on to
something else,

G.G.: It frees you 1o go on to something
else. It also intensifies the experience of
that single encounter with the work. It
means, first of all, that you cover an
immense terrain of music. You can look
down from a fairly considerable height
upon a vast literature that’s spread out
before you, as you cannot do when yoa're
going from Poughkeepsic 10 Nyack and
playing with the respective Philharmonics,
if they have such, and on to Hoboken and
do it again the next night. That experience
does not exist and cannot exist in that par-
ticular framework because a tremendous
conservatism takes over the concert per-
former. They're really afraid to try out the
Beethoven Fourth if the Beethoven Third
happens up till then to have been their spe-
cialty. That's the piece with which they've
had success on Long Island, by George;

it's going o be the experience which
brings them success in Connecticut as
well. Tremendous conservatism. And a
stagnation sets in—at least, it certainly did
for me, and I think it's true of most people.
I think that an innate conservatism belongs
1o the concert experience.

J.MeC: You mean you find you have more
options, more choice, as an artist this way
than on the concert boards.

6.6.: Well, you have, first of all, a means of
really encountering music as a totally
enjoyable and personal experience. That
encounter does curious things to you, It
makes you aware not just of a tremendous
range of repertoire, which is good for you
by and of itself, it makes you aware of the
mental process of assimilating repertoire
very quickly, which is also very good for
you, but it also makes you aware of the—
it sounds a little cory—of the magnitude
of music.

J.McC.: You mean you become less of a per-
former and more of a musician,

G.6.: Exactly.
J.MeC.: Your encounters are broadened.
6.6.: Exactly. And I—

JmeC: Well, that's very good for you, but
there seems (o be a considerable lack of
comprehension and a great deal of rueful-
ness in the musical public, and among critics
and entrepreneurs, | must say, about this
attitude of yours. It scems to get at them
and put their backs up, They're still, four
years later, shaking their heads about it,
about your willful refusal to appear in public,
as if you were personally hurting them.

6.6.: Yes, well, I think in a way [ am, of
course, because except for a few octoge-
narians I'm really the first person who has,
short of having a nervous collapse or
something, given up the stage. 1 don't
believe in it, and I don’t think most people
who do go believe in it. I think people go
to concerts because it kindles memories,
and they want to do that, simply because in
kindling those memories they feel that in
some way they've got & proximity with



music. They haven't, of course—it’s total
self-deception—and most people who go
to concerts are certainly not musicians and
care very little about music, I think.

JMeC: Well, | suppose | can see their
point. I mean, the role, the position, of a
concert artist in our society is a very exalt-
ed one. You might almost say that it's a
throne toward which hundreds of thou-
sands of music students are painfully

swimming, climbing, clambering, and

then to have one of the most talented, most
controversial, certainly a unique figure in
music, suddenly step off the throne, drop
the cloak, and say, “I don't want it"—I can
understand that this disorients them, and
makes them wonder, Well, what is happening
to our life? What's happening to our goals?

6.6: 1 would like to think that I've
replaced it with some much more viable
goal. I mean, you would be in a much bet-
ter position to talk about the statistics rele-
vant to the matter. I can’t claim that
recording is the only future for music.
Perhaps it's not; perhaps recording com-
bined with—I don’t know-—videotape car-
tridge is the more immediate future, or
something. But certainly it is one way in
which music can be made a much more
cogent experience to a much larger audi-
ence. In fact, I'm available, [laughing) if
they choose to seek it out, 10 a much larg-
er audience. So it isn't really a retreat in
that sense at all, and 1 wouldn't want it to
be. I didn’t think of it at the time as a
retreat; | thought of it as something
absolutely necessary, something—

J.McC.: As a step forwurd.
G.G.: As a step forward, certainly.

J-MeC: Uh-huh. Well, now, this is what
they cannot comprehend, apparently—that
the performer alchemy in you is so consti-
tuted that you find no handicap in the lack
of a live audience. | mean, there are many
artists that you know of that say they can-
not give their best in a studio, that they
have to have a live audience to react with.
You don't find this true.

G.G.: No, For me it's a great liability to
have a live sudience. First of all, I resent

the “one-timeness™—the “non-take-two-
ness”—of that particular experience. [Both
laugh.) And as & matter of fact, I can
remember many times, when | did give
concerts on the North Amencan concert
circuit, my performance was going rather
inadequately, and rather haphazardly—
maybe I hadn't practiced, or I felt as if 1
was competing with my own recorded ver-
sion, if such existed, and 1 often felt that
way, [laughing) and if was I was damned
if I was going to practice for it, as a matter
of fact—and if the performance were
going that way I would be temmibly inclined
to stop—this is something that a psychia-
trist would have marvelous things to say
about, I'm sure—termibly inclined to stop
in the middle and say, “Take two!" [Both
laugh.] But one couldn’t quite, without
risking a bit of a scandal and very bad
reviews, and so I never quite did. But |
always wanted to.

JmeC: Perfectly legitimate means of
behaviour, it seems (o me; it's just, there's
no provision for it in the habits of our con-
cert life. There's no reason why a per-
former could not say to himself, Now that
was damn bad. Now let me play if for you
again the way it should be played.

6.6.: Can you imagine the reaction if that
happened? 1'd love to do it! 1 mean, that
would be almost worth going back and
trodding the boards for—if 1 could really
do that! [Both laugh.)

J.McC.: Since you don't enjoy giving con-
certs, you also don’t enjoy attending
them—is that true?

6.6G.: Yeah, that's true. I think that the only
time when 1 go to a concert these days is if
a work is being presented which I know
I'll have absolutely no opportunity to hear
via recording or via radio or whatever.
Then I will go. I'll take a tranquilizer,
which will sedate me sufficiently that all
my old traumatic hang-ups about being up
there and doing [that] can disappear for an
hour or two, And I'll concentrate on the
work—and perhaps that is the one still-
viable reason for going to a concert at all,
10 hear & work that cannot be otherwise
encountered. [ can see a certain utility in
that. But I think also that most works that

are being constructed today (if that's the
word that's in nowadays) for the concert
hall are works which really do demand a
kind of ecccentricity of microphone
cmployment and so on that you can't have
in a concert hall; they really do demand a
certain kind of dissection that we just can't
make available to a concert audience, nor-
mally. | mean, people try—John Cage cer-
tainly tries, with the help of specialists in
microphone technique, and so on—but |
don’t really think that's the answer. I think
that John Cage and others like him should
be writing for radio, essentially; that's
really what they're doing. They ought not
to be writing for the concert hall in the first
place, and it's a very curious compromise
that they're trying to effect, because they
are not thinking in terms of a concert-hall
audience, and 1 don't think that meost
music being written today in a post-
Webern manner is being conceived in con-
cert-hall terms.

J.McC.: Well, certainly Cage is not writing
for a rraditional concert-hall audience, He
may be, actually, trying to transform that
audience, to get a rise out of them, and get,
in other words, feedback from them. But
certainly it's not a traditional—

6.G.: Yes. Yes, in some Cage is a rather bad
example, because he is a theatrical crafts-
man, in a certain sense. Karlheinz
Stockhausen, perhaps, is a better example:
he ought to be writing exclusively for
radio and for records, not for the concert
andience. It's idiotic to try and force that
kind of anachronistic stature upon the
works that he creates, They don'r belong
in the concert hall. And in the same way, |
think that most of us who occasionally go
to concerts, and for a very special project
which can be encountered there and only
there at that particular moment, go antici-
pating the fact that we can't have it dis-
sected for us as analytically, as clinically,
as we can at home, on our relatively good
speakers, or whatever—that it's a very
poor substitute at best. And I think that's
the most that can be said for it at the
moment. | think perhaps there’s still an
excuse to go to Bayreuth. I've never been
there, but if 1 were inclined to become a
Wagner pilgrim—and | do worship at the
shrine, in many ways—I suppose I could
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£0 to Bayreuth and get very misty-eyed
about all those who have trodden there
before me. I can see thut happening.

J.MeC: That's extra-musical.

6.G6.: That's extra-musical, and insofar as
it’s musical at all it has to do with the asso-
ciation of that particular strand of musical
idea with that particalar hall. And really, |
suppose, only The Ring and Parsifal would
even qualify, wouldn't they, in that sense?

JMeC: Do you maintain that even a work
like the Mahler Eighth Symphony or the
Mahler Second, an enormous work for
soloists and organ and chorus [in addition
to orchestral, can be adequately presented
at home?

G.G.: Indeed. Because, as a matter of fact, |
happen to be a bit of the connoisseur
where the Mahler Second and Mahler
Eighth are concerned. I think they 're quite
the best of Mahler: I think that Mahler was
at his best being contrapuntally bombastic
and at his worst being influenced by
Chinese poetry. I don 't really think that the
thinness of Mahler, as represented by Das
Lied [von der Erde] and Kindertotenlieder
and the Fourth Symphony, shows what he
really could do not only with an orchestra
but as a contrapuntal craftsman. | think
that that great, glorious, massive texture
that we saturate ourselves with in the
Second and Eighth Symphony is what
Mahler was all about. And | think that’s
precisely why you will find the Second and
Eighth Symphony virtually leading the
Billboard chants these days, as I think they
do, because they do so much beg to be dis-
sected, and to be analyzed by the micro-
phone, That's precisely what the micro-
phone—I mean a good record produc-
tion—will do for those works, and why the
microphone has managed to rediscover an
audience for Mahler, in this last five years.

JMeC.: Does the average listener want a
work dissected or does he want to be

swept away by it?

6.G: I don’t think the average perhaps
knows quite what he wants, and 1 don't
mean that derogatorily in any sense at all.
I don't know there's any reason the aver-

age listener should know quite what he
wants. I don't think that I, as a very aver-
age car driver, know whether I'm driving a
“tight” or a “loose” car, as a mechanic
might define it; | simply know that I'm
driving onc and it gets me there.
Nevertheless, I'm probably vaguely appre-
clative of the things that a good mechanic
can do for that car. In the same way, I think
that the listener, whether he knows it or
not, is appreciative of what a microphone
can do for that work. And I'm quite sure
that the Mahler Eighth can create a much
more overwhelming effect heard properly
at home, intimately and quietly and reflec-
tively, than it ever can in a concert hall,

J.McC: Despite the splendour and the
pageantry and the drama of, say, Royal
Albert Hall, or—

G.G.: But the splendour and the pageantry
and the drama of Royal Albert Hall has 1o
do with the fact that, by George, old Henry
Wood got up there four-thousand-odd
occasions, and perhaps there are two thou-
sand people in the chorus singing Mahler
Eighth at this moment—and that’s really
not splendour and drama, it's just statis-
tics. As Stalin said, you know, “One man’s
death is a tragedy, but for a regiment we
can only regard it as a fact of life, as sta-
tistics.” I can’t see that this has any viabil-
ity in the concert experience.

JMcC: Do you feel that a person can get
everything out of a work, of a piece of
music, more adequately at home than sit-
ting in a concert hall sharing the experi-
ence with several thousand others?

6.G.: Yes, I do, very much so. | don't think
that the pressure of three thousand other
apprehensive listeners can ever accommo-
date any one listener adequately to the
concert experience, because those listeners
are very apprehensive. There's a very curi-
ous and almost sadistic lust for blood that
overcomes the concert listener. There's a
waiting for it to happen, a waiting for the
horn to fluff, a waiting for the strings to
become ragged, a waiting for the conduc-
tor to forget to subdivide, you know. [Both
laugh.] And it's dreadful! I mean, there's a
kind of gladiatorial instinct that comes
upon the hardened, the case-hardened con-

certgoer, which is why 1 suppose | don't
like him as a breed, and I don’t trust him,
and | wouldn’t want one as a friend. |
don’t really have any concerigoers as
friends.

JMcC: You have no concertgoers as
fricnds?

G.G.: I'd have to rack my brain—perhaps
one or two, way back someplace, but |
can't recall any currently. I think also that
the concert experience, of course, is very
bad for the performing musician, and I can
give you no better instance of that than
what it did to me in the few years—reli-
tively few years—when I trod the boards,
as they say. I went to Russia, about a
decade ago, and that was my first tour
abroad.

J.MeC: Good Lord! A decade!

G.G.: Yes, it is that [long}l—ten, eleven
years ago. And that was my first tour
abroad, and at that time | was very fond, as
most concert performers are, of playing
the same, safe set of secure repenoire
picces. One of my favourite pieces in those
days was the Fifth Partita of Bach—you
know, [sings the opening bars], the nice
G-major one. It was absolutely my
favourite Bach Partita at that time; maybe
still. So favourite, in fact, that T played it
on virtually every program. When | would
first play in Leningrad that would be the
feature work for the first half of the pro-
gram; ditto in Moscow, etc. If it was not on
a program it might even turn up, partially
at any rate, as an encore. And when I came
back from that tour I decided to record it,
and it was, | swear, the worst Bach record-
ing that I've ever made. It was also the
maost pianistic. It was perhaps the one that
the connoisseur of the piano would like
best; it's the one that | like least, because
it's least Bach, it's least me (vis-d-vis
Bach, in any case). It's full of all sorts of
dynamic hang-ups; it's full of crescendi
and diminuendi that have no part in the
structure, in the skeleton of that music, and
defy one to portray the skeleton adequately.

J.MeC.: Accrued bad habits,

G.6.: Accrued bad habits—precisely. And



the reason that they got into it was that |
had to play it in very large halls, which
weren't set up with Bach in mind, certain-
ly. and 10 try to project it to that man up
there in the top balcony. And as | did that
I gradually picked up all Kinds of what 1
suppose Sir Tyrone Guthrie would call
“bits of business.” And 1 added this hairpin
and thar hairpin to a phrase that didn't
demand it, didn’t need it, and that ult-
mately destroyed the fabric of the music.

J.McC.: What kind of thing—can you illus-
trate it?

6.6.: Well, let me try by playing as I recall
I played that recording, ten or eleven years
#go. Perhaps I'm not doing it quite ade-
quately, perhaps I'm not remembering
exactly, and perhaps I'm exaggerating just
a bit. Here's a bit of the Allemande:

Mussic: Bach, Partits Ne, S in G Major
\llemaode, man. 1.8, played with a singing
selodly in the right-hand part, a relatively

subdued keft-hand part, s good deal of rhythm

and dymamic inflectivg, and some pedal

6.6.: But I'm quite sure that if I'd not man-
aged to mess up my interpretation of that
piece by giving so many public perform-
ances of it, I might have played it with
some regard for the structure of the
music—maybe something like this:

Muosic: Sattee, o -6, plaved with more

detached articulation, & mere equable

cottruptuntal testure, greater controd of
rhythm and dynamic nuances, and mor

discretion in termos of expression

J.MeC.: Glenn, your voluntary switch from
the concert stage (o the electronic media of
recording and television is very possibly a
pioneering step. You're one of the first and
certainly the most important of your breed
to cross that bridge and come into the
clectronic age and begin to utilize it the
way McLuhan tells us it will be increas-
ingly utilized in the future. 1 understand
that it's even gone so far that you're now
producing shows,

~ glenn gould

bach:
pa

partia nou..O

6.6.: Producing radio shows. It's relatively
easy to do that, I suppose, because there
isn't a great deal to be learnt about the
technical side of radio that can’t be taught
by almost any adequate technician.
There's an enormous amount to be leamt
about the technical side of television, and
I wouldn't dare suppose that 1 could
inhabit & television booth as producer

not yet, anyway—and I'm not even sure
I'd want to, particularly. But I've had for
some few years the idea that radio was
being improperly used, that it wasn't being
used in a way that was guite faithful to its
origins. It's always occurred to me that
when those first people sat glued or wired
1o their crystal sets, what they really were
recognizing was the phenomenon of
another human voice. It wasn't a fact of
news reportage, it wasn't vital weather
information, it was the phenomenon of
that human voice, the sheer mystery and
challenge of another human voice being
five blocks away and being heard. It didn"t
matter whether what was being said was
being said accurately or inaccurately, or
was senseless or senous—none of that
counted. What really counted was that

k-l
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there was a voice, there was a way of com-

municating something—no matter what—
one person to another, and not being in the
same room, in the same acoustical area

J.McC: A totally new expenence.

G.G.: Yeah. And what we've tried to do on
a couple of occasions with radio in Canada
i$ to create what 1've grown rather fond of
calling “contrapuntal radio,” which, as you
know, is a term that I've picked up from a
fondness for contrapuntal music and tried,
rather arbitrarily, to attach o another
medium where it's not belonged in the
past. And it'’s amazing to me that it's not,
because there's no particular reason, it
scems to me, why one shouldn’t be able to
comprehend clearly and concisely two or
three simultaneous conversations

McC: Oh, certainly not. Our ears have
certainly sharpened, | think—

G.G.: Indeed

J.MeC: —in the past five years, just
through listening to records, for one thing

7 40QunN/) BWNKOA
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6.6.: Indeed. And not only that. Some of
our mMOSt AWare expericnces are experi-
ences gleaned from sitting in—oh, I don’t
know—in subways, in dining cars aboard
a train, in hotel lobbies, and simultancous-
ly listening to several conversations, or
ultimately switching from one to the other,
switching our points of view, picking out
strands that fascinate us. And we've tried
to do this in radio in Canada. I've just
made an hour of radio [The Idea of North)
which had some success—had a lot of crit-
ics, of course: it found all sorts of ill
favour with people who were rather tradi-
tionally minded about the experience of
radio.

J.McC.: Any new technique is controversial.

6.6.: Yeah. But, the basis of it was that we
tried to have situations anse cogently from
within the framework of the program in
which two or three or four voices could be
overlapped, talking essentially about the
same thing, treating those voices as char-
acters, and all of the material which they
supplied us with was gained through inter-
views. It was documentary material treat-
ed, in a sense, as drama; it was; in fact; a
documentary which thought of itself as a
play. It was a program about the Canadian
North, ostensibly; what it was really
about, as a friend of mine very kindly said,
was the dark night of the human soul. It
was a very dour essay into the effects of
isolation upon mankind. And the five peo-
ple that we used as characters in this play-
documentary were all people who'd expe-
rienced isolation in some very special way,
had things to say about it, and by the time
we were halfway through that hour we had
a fair notion as 1 which aspect of isolation
had attracted and repelled cach of them,
and in which way we could exploit that, so
that in the second half of the documentary
we began superimposing conversations or
phrases, by which time they had become
such archetypes that we no longer needed
the precise words to identify them and
their position, we needed only the sound
of their voice and the texture of its mixing
with other voices to do this. And not
everything worked, by any means, but |
think enough did that | know how I'd
like to proceed. 1 think that's the way to
use radio.
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J.McC.: Fascinating idea. Maybe now that
the presence of TV has taken the pressure
off radio, now we'll become free to invent
in radio—to create

6.6G.: 1 would like to think so, yeah, because
it still is basically my favourite medium.

J McC.:
quite knows how to present music on tele-
vision, that we're still exploring possibilitics
of the medium for presenting music. Do
you find that you can sell or put across a
picce of music on television in performance

You said carlier that no onc really

as well as you can, say, on records or in the
concert hall?

6.6.: Well, I suppose the video track adds
something. We haven't had such great
success that I can claim to have found one
way of presenting music on television. |
think that most of us have got an awful lot
of experimenting to do before anything of
that kind can be claimed as yet. But I think
there are ways, and 1 think we've begun to
track down a few of them. | think the most
obvious way is to forget all the trappings
of television, because you know really the
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problem of television is that it is an
incessantly complicated medium, as
indeed radio is not: the delight of radio is
that it's very simple and one can cut
through all that technical fluff and get at
the essence of something. Now, in televi-
sion, it’s very difficult to do that, because
immediately you're confined by the notion
that Camera 3 is not quite where it's
supposed to be, and if it starts to pull back
now is it going to make a certain amount
of noise in dollying, and is that going to
destroy something? Well, one approach
that we've found is to forget about the fact
that Camera 3 need pull back at all, or if it
does by all means ler it make noise; allow
the inner workings—the sort of Bauhaus
scaffolding—of what we're doing, appear.
Use an open cyclorama, which simply
means no set at all; allow the studio-as-
working-scenario to be an integral part of
what you're doing, precisely as I suppose

[Ingmar] Bergman does by having opening
flickers on his film sometimes—you
know, that this is a film, there’s no pretense
about that, this is nor real life, this is for us
at times a television show, this is not a
mock-up of a symphony concert or anything
of the kind, or a public recital concert. We
don't asswume that the audience is being
fooled into feeling that this is a concent
experience or any experience in lieu of the
concert experience, so 1 think perhaps
that's worked very well for us, at times.

J.McC: In other words, really what you're
saying is that you are developing a tech-
nique for working with television and
gradually discarding the old film habits
that people have carried into the studio.

6.6.: Exactly.

J.MecC: You're starting to develop a modus
operandi for television.

6.6.: On the whole, | think the best
approach to television is to camry over
something like the radio habit of twenty
years ago, when radio was an entirely
spontancous adventure, and to create a sort
of improvisatory—a kind of aleatoric tele-
vision. And it works awfully well for cer-
tain kinds of didactic musical presentation.

J.McC: Once you're at all comfortable in
the situation, in other words, it can lead
you into new discoveries.

6.6.: Exactly. I think you have to have basic
scaffoldings in mind. You have to know
what the form is going to be like, in roughest
outline. And once you have that in mind,
do it several times. Don't be caught up by
the idea that one must do it once and decide
whether it's good or bad and use it or not.
Do it several times. Keep using vanations
on a theme until you find one way of pre-
senting that work in that form.

JMcC: Do you think television can, for
instance, broaden the audience for music?

6.G.: Oh, there's no question. I mean, tele-
vision has the audience today, and why we
should not attempt to get at that audience
via the medium has it in its lure already,
you know ...

JMeC: Traditional thinking will say:
Television exists; it keeps people from
coming into the concert hall; therefore, tel-
evision is bad for music.

6.6.: Mmm. Well, I think for the very rea-
son that it does perhaps prevent people
from coming to the concert hall it's very
goad for music—anything that does that
can only be a blessing! [Both laugh.)

JMeC: That's a wonderful consistency.
Well, Glenn, as we talk, I can see some
rather fascinating and strong contradic-
tions thrusting up in your character. You,
on one hand, have abandoned a concert
career in favour of a more contemporary
and electronically oriented carcer. At the
same time, you dislike air-conditioning—
I've seen you get up and leave a restaurant
because it was air-conditioned. You dislike
airplanes. You are cosmopolitan yet you
hate cities. You don't like New York. You
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can’t wait to get back to Canada. And |
know that very often during the course of
a year you'll take off, either by car or by
train, into the northern wastes of Canada,
10 look for—{laughing] 1 don’t know what!
Solitude? Or wildness, or something ...

6.6: Or characters for another radio docu-
mentary. [Both laugh.]

1.McC.: Oh, I'd overlooked that! What is it?
What does all this mean? What kind of a
person are you, anyway? Do you like cities
or hate them?

6.G.: Oh, I do hate them. And I don’t think
there are as many inconsistencies as you'd
like to find, John. First of all, the recording
expericnce is the most womb-like experi-
ence that one can possibly have in music;
it is a very cloistered way of life. And
indeed, I've given up all that was non-
cloistered in my musical life. So that there
is no very great inconsistency there. The
fact of having to make a recording in a
large city like Toronto or like New York,
where 1 most often make them, is
inevitable at this particular moment. |
don't know quite how that could be cir-
cumvented. 1 don’t know that I'd want 10,
I think that two days in New York make
me appreciate the north woods of Canada,
you know. [Both laugh.) So perhaps that’s
a good idea.

1McC.: But what about air-conditioning?
Do you like gadgets? Do you like the rest
of our electronic impedimenta?

6.6 I'm not interested in gadgets per se:
I'm interested in what they can do for us,
what I can do with them—in my occasional
efforts in radio, for instance. Gadgets as
such don't interest me. | don’t think of
myself as being 4 non-twenticth-century
person; I'm not terribly concerned with
contemporaneity cither, on the other hand.
I can certainly see myself leading a life in
which cities played no part at all, and if |
could build up a sufficient “ice-box™ at
Columbia Records that's precisely what I
would do. 1 would like very much, as a
matter of fact, to take off, for about a year,
to some frontier experience, and in fact 1
may do just that very shortly: [ may very
well go to the Canadian Arctic and spend a

winter in the dark. I've even grown rather
tolerant of air-conditioning, you know.
The Arctic changed all that. I've not had
very much experience of the Canadian
North, but just enough of it to know that 1
can put up with and think clearly in much
cooler temperatures than 1'd ever imagined
possible. And if you've stood, as I have, at
Fort Churchill, Manitoba, in two feet of
snow, eighty-one degrees [Fahrenheit] in
the air, Hudson Bay entirely frozen, and
with a few Métis gathered about—

JMcC: That's cighty-onc degrees below
[zero}—

6.6.: No, above—above, In the middle of
June, with two feet of snow still on the
ground, and in high rubber boots in order
to encompass those contradictions—you
begin 1o get a very curious barometric
sense, [laughing] and shift possibilities
become available upon the moment. No, 1
think that I've become much more tolerant
of things like air-conditioning.

.McC.: That's fascinating. In other words,
since you have become more and more
involved in radio and in television and in
recording, do you feel more contempora-
neous now than you used to?

6.6.: That's very curious. | feel that,
whether it's contemporaneity or not, I'm
able to ... well, this sounds like a very
conceited thing to say and I don’t mean
that: | think that I'm able to make & syn-
optic judgement about people and situa-
tions more casily, becanse I'm a lintle bit
removed. And this is one of the extraordi-
nary experiences, as 4 matter of fact, of
any situation in which the frontier plays a
part. There are more characters per square
human being in the Canadian Arctic than
in any other part of the world, and one can
encounter extraordinary characters who
have this ability to be terribly aware of
what’s going on down on Madison
Avenue—many of them are, many of them
subscribe to Time and The New Yorker and
whatnot—they're terribly aware of just
what's going on, what's being written and
what's being said and what's next year's
fashion line is likely to be, and yet at the
same time they're completely removed
from it, their decision-making process is

nolgovcmedbyil.mdit'sdnkindof
removal that 1 would like to emulate if |
could.

1. McC.: Well, perhaps you feel that the city,
as an entity, is us obsolete as the concert
hall.

6.6.: I've never really thought about that.
Ask me that again in a year or two.

s i ]

1. McC.: Back when your concert career was
starting, and indeed was in full swing, you
had a reputation of being rather choosy
about your pianos. You wouldn’t play just
any old Steinway. Why is that? Is there
some special need of your nervous system,
and is your approach to the piano different
from most soloists?

6.6.: 1 suppose so; I'd like to think that it
is, in any case. | can’t imagine anyone who
would want their approach to be identical
with that of any other person.

1. MeC.: | mean, the big, bumished, singing
tone is not a universal goal?

6.G.: [laughing] No, 1 don't think so.
1.MeC.: Or at least not your goal?

6.6.: Not my goal, not quite. I found also
that there were certain instruments that
became prerequisite for me, certain instru-
ments against which I tended to gauge all
others. And 1 had in those days—I still
have it, though I use it very seldom nowa-
days—but 1 had in those days an extraor-
dinary instrument which as built in 1895 in
the city of Boston by the company of
Chickering. It had precisely those qualities
of tactile grab and immediacy that I'd
always believed pianos could have, but of
course it was a turn-of-the-century instru-
ment with all of the sound liabilities there-
unto pertaining. And I decided that when 1
was in search of a more contemporary and
more viable instrument for concert use, |
was going to try and design it with some-
thing like that characteristic. And in the
days when 1 did trod the boards and tour



the concert circuits, here and occasionally

(very occasionally) abroad, there was hell
to pay, really, if I had to encounter a piano
that was too different. And one did some-
times, because certan action characteris-
tics were just so unassimilatable in rela-
tion to the piano that was my standard, and
the basis of my judgement. 1 remember
one time, 1 was in Isracl and playing, with
the Isracli Philharmonic, a series of con-
certs—I| think eight or nine in about eleven
days, and that in itself was a very difficult
experience: I'd never done that before; |
never had that kind of schedule. And |
played on what was possibly the worst
concert instrument I've ever seen in my
life. 1'm sure they could do no better in Tel
Aviv ten years ago, [laughing] but it was a
preaty terrible piano. And it got to the point
where afier three or four performances of
some Beethoven concertos I could no
longer control this instrument in any
coherent way. It was running away from
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me: it was like a car with power steering
and 1 was a driver who was used to stick-
shift, you know. [Both laugh.] And it was
frightening, really. In any event, on the
aftemoon of the fourth or fifth concen
(whatever it was), | decided that [ simply
had to reinstate my mental image of some
other instrument, while, obviously, pursu-
ing the concert with this particular instru-
ment. (1 had no choice: there was no other
piano to call upon.) So | went out to a sand
dune which was about fifteen miles north
of Tel Aviv, and faced the Mediterrancan at
a place called Herzliyya-By-The-Sea—I
don’t know if I'm pronouncing it right or
not. And I sat there for about half an hour
in & Hertz car which I had rented from
Hertz Jerusalem (which idea rather
delights me, | must say), and | tried to feel
and to recall the sight and the sound and
the tactilia of this very ancient Chickening
of mine. And I tried to play through I think
it was the Beethoven B-flat-major concerto,

the Second Concerto, which | was to play
that night, on that piano mentally, while
sitting on a sand dune, 1 felt myself really
to have been playing it, to have gone
through that experience—this sounds very
weird, John, and | swear to you it hap-
pened, it's a true story, and | can find you
witnesses! | then went to the hall that
evening, in Tel Aviv, and sat down at this
dreadful piano (whose maker shall remain
unidentified), and began a performance,
which for the first couple of phrases
absolutely terrified me, because the keys
were barely moving. | was moving my
fingers in relation to that remembered per-
spective, and not in relation to the instru-
ment that was in fact in front of me at that
particular moment. [laughing] And so the
first couple of phrases barely sounded at
all. When we had adjusted for that, some-
thing came out that was really quite
extraordinary. There was a sense of, |
suppose, detachment and removal with
which one couldn’t live indefinitely: even-
tually you would be swayed back by the
perspectives of—
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J.MeC.: —of reality, of that actual

G.G.: —of reality, yes. But for a thirty-
minute concerto performance you could
do it. And afterwards | was in the dressing
room and a very dear old lady with a thick
German accent—central-European accent,
in any case—came backstage. 1 have no
idea who she was, And she said, [slowly, in
a German accent] “Mr. Gould, 1 want o
say 1o you that | have attended several of
your performances already and this per-
formance tonight was something very spe-
cial, I didn"t hear that quality before. It
was as though you were in another world.”
[normal voice] And 1 said, “Oh, thank-you
very much., That's very kind of you,
Madam.” [German accent] “Yes, it was
absolutely the most extraordinary Mozart
I've ever heard in my life.” [normal voice)
And it was, of course, Beethoven! [Both
laugh.] Nevertheless, a well-meant com-
pliment

J.McC.: Well, a triumph of the nervous sys-
tem over battle conditions,

6.G.: Indeed

|McC: This instrument you're seated at,
Glenn—is this a regular government-issue
Steinway? [Gould laughs.] It Jooks a little
bit shabby and down-at-the-heels.

6.6: Well, it's followed me about for
rather a long time, though it's had a couple
of casy years sitting at Columbia studio
for the most part. It's not quite govern-
ment-issue; it's vintage Steinway—1 think
1938 or '39—with substantial improve-
ments (as I would like to think of them)
that began around 1960. We've put about
seven years into refining certain qualities
that it seemed to have natively, and to per-
fecting them along lines that seem 1o me
important if one” s going to use the piano
to peruse Baroque repertoire, especially. It
was essentially designed for Bach. At one
time 1 found it important to have a differ-
ent sort of piano for every kind of music
that one played. I no longer do; I use this
for everything now. This is my Richard
Strauss piano, it's my Bach piano, it's my
piano for playing William Byrd, the
English Tudor composer, and that I've
lately been doing with great delight.

Music: Byrd, Sixth Galliard,

closing two strains.

6.G.: It's a chest of whistles, it's a set of
virginals, it’s just about anything that you
want to make of it. It's an extraordinary
piano. I think also it can be made to sound
a bit orchestral. We've tried to do that in
the Beethoven Fifth
arranged by Liszt. We've played it very

Symphony as

orchestrally and it has a rather fat and
fluffy sound for that recording, because
we wanted it to sound that way. Do you
want to hear a bit of it?

J.MecC.: Let's
Music: Beethoven-Liszt, Symphony

No. § in C Minor, Op, 67, first

movement (Allegro con brio), mm, 1-24

jMeC: I's an amazing transformation,
actually. When you compare that with the

Well-Tempered Clavier, it doesn’t sound

like the same piano. There's an old prob-
lem—it’s not really so much of a problem
anymore, since we've all grown so
accustomed to it here at Columbia—but
you're also rather well known as a vocal-
ist, and we have to go to rather elaborate
lengths to keep your vocal performances
that accompany your keyboard perform-
ances out of the microphones so they
don't appear on the final record. Can you
tell us, or describe to us, what function
this vocal accompaniment serves while

you play?

G.G.: That's very difficult, and it's one of
those “centipedal” questions. You know,
Schoenberg once said that he would not
willingly be asked by any of his compo-
sition students exactly why such-and-such
a process served him well, because it was
in danger of making him feel like that
centipede who was asked in which order it
moved its hundreds [of] legs, and after-
wards it could move no legs at all. There's
something impotent-making about that
question. I'm rather afraid of it



J.McC: | think, then, you should avoid it, |
don't want to take any chances!

6.6.: No, I'll answer it in one paragraph or
less. I can't do without it. 1 would if |
could. It's a terrible distraction. I don't like
it. I would resent any artist whose records
I bought indulging himself that way, [both
laugh] and 1 don’t see why anyone puts up
with it. We do the best we can. We put as
many baffles around the piano as we can. |
can only say I play very much less well if
I don't indulge in a few vocal elaborations.

J.MeC: Well, there's obviously some kind
recreative element, or generation going on
in there while you play.

6.6.: 1 think there's a wishful-thinking ele-
ment, 100: that is the way I would like my
phrases to be made, and I'm never quite
able to do that at the keyboard.

JMcC: Glenn, 1 noticed you have a very
unorthodox method of working, of record-
into the studio have an absolute fixed idea
of what they want to do. They've taken a
piece and played it in concert in front of
vanious audiences and honed it down to a
certain style that they feel is right for that
piece. They come in, and they do it. Now,
I've seen sessions where you've come in
with music that you obviously know
completely, and play it in what seems to
me five different styles, and five different
tempi, each of them seemingly legitimate.
And then, subsequently, you go in and you
choose from among those you've lxid down.
[laughing] Now, that's very unorthodox.

6.6.: Yeah, well sometimes it's a total
inability to make decisions, John. |Both
laugh.) 1 think I take my cue from soap-
opera actors and actresses who tend to
learn their lines the night before and forget
them the moment they've done it. This
sounds a very strange thing to say, but I
have in many cases come to studio without
the least notion of how I was going to
approach the work that we were to play
that day. I've come in perhaps with five or
six (as it then seemed to me) equally valid
ideas, and if we were lucky, and if time
permitted, and if the producer had the
patience, we would try all five or six of

none of them worked, in which case we'd
come back in a couple of weeks and try a
seventh, If two or three did work, we
[would] then repair to an editing cubicle
within & week or so and listen to them—
and really the week, at least, is necessary
for some kind of perspective. The judge-
ments that you make a week later are never
those that you think you're going to make
on the spot, on the spur of the moment. It
never tums out that way, The things that
seem best and most inspired and most
spontaneous at the moment are very seldom
that: they're usually contrived, they're
usually affected, they're usually filled with
all kinds of musical gadgetry that one
doesn’t really want in a recording.

JMeC: You need that temporal displace-
ment to really be objective.

G.G.: Absolutely, yeah.

J-McC: That means, then, that, strange to
say, part of your artistic and creative
process is going on in the editing situation.

6.6 It's editonial, absolutely. We know
precisely what we want to do with that
recording by the time we come to treat it
as a finished product. We don 't treat it as a
finished product in the studio; we don't
even think of it as that. I very often leamn
on company time, of course; [both laugh)
fortunately CBS is very patient with me!
But | think it's the only way 1o do i,
because one gains ideas from actually trying
things that one can’t quite try at home, one
can’t quite try under concert circum-
stances. You don't dare experiment to that
degree in a concert, and at home you don’t
quite have the tension of the moment to
make it necessary and feasible to experi-
ment that widely.

J.McC: There are lots of critics and con-
certgoers [who] I think would attach a
kind of moral disapproval to that kind of
behaviour. It's not quite honest, perhaps.

6.6.: Yeah. They feel that there's a certain
amount of cheating involved, and of
course there is, because, as you know, a
recording very often consists of a collection
of tape fragments that are quite carefully

spliced together—a) to eliminate inaccura-
cies, finger-faults of one kind or another;
b) and much more important, to create a
very homogenous entity out of that partic-
ular composition. We've put out a lot of
music that consists of Take 1 from start to
finish. A lot of the Bach preludes and
fugues, which are rather short pieces and
hence no great achievement is involved,
are Take 1's, with no splices of any kind.

J.McC: Or a complete Take 3—
6.G.: Or a complete Take 3, yes.
J.McC.: —with no splicing.

G.G.: Yes. On the other hand, some of the
very best things we've done—and I'm
thinking particularly of one fugue: the A-
minor from the first volume of the
Wohltempirte [sic] Klavier—that consist-
ed of two extraordinary takes which were
absolutely different in character and
which, miraculously, matched each other,
paced each other, in tempi, and this is very
unusual

J.McC: Why don't you illustrate what
you're speaking of.

G.G.: Right. Well, we played the A-minor
fugue about a year and a half ago, at a ses-
sion, in two completely different ways,
and in the first fashion this was the way in
which we phrased the subject:

Music: Bach, The Well-Tempered
Claiver, Book 1,
Fugue in A Minor, subject, Version 1

6.G.: And that became what we called Take
6. Then we had a Take 8—Take 7 was
rather a letdown, as I recall—and Take 8
sounded something like this:

[ Music: Same, Version 2 ]

G.G.: And in Take 8, as you can see, there
was a very Teutonic emphasis. It was very
pompous, it was very grand, it was a little
bit turgid, a little bit boring, and we felt
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rather Teutonic ver-
sion of the theme and
of its corresponding
answers, for all of the

basic expository pas-

sages, and for all the
episodic and frag-
mentary ones to use
Take 6, to lighten the
texture as if one were
shifting to the upper
register of a harpsi-
chord, or whatever.
And it made one of
the very best fugues
that we've put out,
I think.
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J.McC: So you build
your interpretation
with the razor blade
and the engineer.

6.G.: Indeed. And we
built it after the fact
We had no idea on the
day of the session that
it would tum out that

that we coukdn’t go on indefinitely being
that pompous about a phrase, a motivic
idea, that on the whole was rather light-
hearted, even though its texture was quite
thick. At the same time, we couldn't be
quite as skittish as Take 6 was, either. So
about a month later, sitting in the playback
booth, we discovered thit both these takes,
Take 6 and Take 8, were accomplished in
exactly the same amount of time—I don’t
remember what the minute and the second
hand read, at the moment, but perhaps
three minutes twenty for one, three minutes
twenty-two for the other—very close, in
any event.

..MeC.: That's incredible.

6.6.: Yeah. And we then found that it was
possible, in effect, to make a constant shift
of gear between Take 6 and Take 810 use
Take 8, to use this pompous, rather turgid,

way. We couldn’t pos-
sibly have guessed at
it, and 1 don’t think
that under any pres-
sured circumstance—
under concert condi-
tion, for instance—
one could ever have amived at something
quite that (if I may use the word in quite the
wrong place) inspired version. | Both laugh. |
I think that it’s very much easier to do that
when you're dealing with Baroque music,
let's say, which has no wntien-in tempo
indications and where composers like Bach
provided few and far-between dynamic indi-
cations, for that matter. One can obviously
improvise a great deal within the framework
that you're given. It's rather less easy to do
it, and one is inclined to bring down critical
wroth upon one’s head if one does do it, in
Romantic music, where things are written
out to a fair nicety—or even in Beethoven,
for that matter. I had a nice expenience about
two years ago. As you know, we recorded
the Beethoven “Emperor” Concerto with
Leopold Stokowski, and that was great fun,
because | had never worked with him
before—in fact, we had met only at a rml-
road station in Frankfurt-am-Main, once,

and 1 had heard that he disliked doing
concertos—I cun’t blame him for that at all,
I must say. In any event, we came together
about three days before the recording was 1o
be done, and I said, with some temerity,
“Maestro | have mo thoughts about this
picce, and [ can’t quite manage a decision as
to which is preferable, if either, but 1 am
going to suggest that we do it in one of two
rather extremes: either very fast, on the
whole, or very slow. And since I don’t real-
ly believe in a great deal of rubato in
Beethoven, 1 would suggest that we either
have a particularly rapid “Emperor”
Concerto or possibly the slowest in history.
And to my great delight, he opted for the
slow version, which was very grandiose and
Nupolconic and full of tssels on the shoulder,
and in which the fisst theme, the primary
theme of the first movement, sounded some-
thing like this:

Music: Beethoven, Plano Concerto No.
5 in E-flat Major, Op. 73 (“*Emperor”),
first movement (Allegro main theme,
at the slow tempo of Gould's 1966
recording

o

6.2 And the option which, I'm happy to
say, he rejected would have made the first
theme sound like this:

Music: Same, 3t & more conventional—
i.e., much faster—tempo

—_—

6.G.: By comparison, I think it has no char-
acter at all. It has great virnuosic possibalities,
it has a certain kind of Toscanini-like con-
tinuum perhaps available to it, but ours
didn't quite tum out as a Toscanini-like
performance, I'm happy to say. [laughing)
I love it! That was a very happy experience!

J.McC: Not at all Toscanini-like,

G.G.: It was also very funny, because at the
first rehearsal with the Amencan
Symphony, Stokowski, in his most clegiac
frame of mind, mounted the podium and
he said—and you know, they're mostly
young players who haven't had a great
deal of expenence with the standard con-
certo repertoire as yet—and he said,

. —_—




“Ladies and gentlemen, remember the
Erica” That's exactly what we did: we
did a sont of Ervica Symphony with piano
obbligato. That's why 1love it, | think. The
piano is kept down; it's kept in a very
modest perspective,

J.McC.: That brings me to another subject
which interests me. Your tempi tend, gen-
erally, not to fall into the routine and
accepted tempi, the tempi that most concert
andiences are prepared to hear out of
habit. They tend either to be, in many
cases, much faster, as you say, or much
slower. Now why is this? Is this sort of a
perverse desire to do something different
from what everyone else has done?

G.G.: It's certainly perverse.
J.MeC.: Why is that?

G.6G.: 1 think that if there's any excuse at all
for making a recording it’s to do it differ-
ently, to approach the work from a totally
recreative point of view, that one is going
to perform this particular work as it has
never been heard before. And if one can’t
quite do that, I would say abandon it, for-
get about it, move on to something else
where you can feel a litle differently
about it.

1.McC: Is this because you want Glenn
Gould to be different, or are you con-
sciously trying to shock the audience into
a totally new awareness of the piece?

G6.6.: 1 would like to shock them to the
extent that from the first note they should
be aware that something slightly different
is about to happen. I want to get their
attention, I suppose. It's like the tradition-
al cannonade at the beginning of the
Shakespeare performances, or some-
thing—{laughing) no, it's not quite as dey-
astating as that, I hope. But 1 wouldn't
want to take the nice, easy, mean line in a
performance if only because there are
nice, casy, mean-line performances avail-
able all throughout the Schwann catalogue
and 1 would incline to buy those myself it
that's what 1 wanted. I don’t think there’s
much excuse for another Beethoven Fifth
Concerto unless one has a totally different
approach. Now, if that approach is based
only on eccentricity, only on the idea that

you want to shake people up and get
dreadful reviews because of that shaking-up
that you're trying instate, then forget it.
Obviously that’s not a sufficient excuse to
do anything. There has to be some quite
convincing reason behind all that eccen-
tricity. But if you can somehow manage to
forge those two things, to actually make it
convincingly Beethovenian eccentricity
that really does catch everyone unawares,
then by all means do it. That's the excuse
of making records, I'm sure.

JMcC: [ suppose that the rather baleful
outlook toward this kind of activity is
based on the fact that editing, tape splicing,
is a rather arcane subject. A lot of people
tend to regard it, | suppose, as an invention
of the devil. Anything that, for instance,
steps between a concert artist and his audi-
ence they tend to regard with suspicion.

6.6.: True. 1 think also they lay in wait
upon occasion for a finger-fault of some
kind to show through, to mark it with its
imperfection, and to give them a feeling
that this was a human being, after all, who
could, just as they could, have a life com-
pounded of error. And they resent the fact
that you can in fact virtwally eliminate
error. | think one can really treat tape as a
film director treats his rushes. One can
look at it the day after and say, Now what
have we really got here? What can we do
with this? What does this all mean?

J.McC.: Well, 1 think that's the way it showld
be. 1 mean, people don't object to editing
in the creation of a film—

6.6.: Exactly.

JMcC.: —why should they object to it in
the creation of a long-playing record?

G.6: 1 can’t see any reason that moral
issues come into it at all. I never have done.

J-McC: But it's interesting. What you're
doing, in essence, is postponing your final
artistic judgements about a perfomrance
until sometime when you come back in a
totally fresh, objective state of mind.
However, isn’t it true that what you choose
on that day could also depend on the mood
you're in that day, and that you might
come back a year later and pick different

tukes? In other words, you might come
back 1o tapes you made of existing records
one or two years later, select different
takes, and make totally new performances
that would satisfy you on that day.

6.6.: That's very true. I'm all for the kit
concept. of course. I'd love to issue a
serics of variant performance and let the
listener—

J.McC.: Let the listener decide.

6.6.: —choose what they themselves most
like. Let them assemble their own per-
formance. Give them all the component
parts, all the component splices, rendered
at different tempi with different dynamic
inflections, and let them put something
together that they really enjoy—make
them participant to that degree. I'd very
much like to do that.

J.McC.: That's an answer to alienation and
the terrible uninvolvement of the public
today.

G.G.: Precisely.

J.MecC.: Make artists of them. It's a fasci-
nating idea.

G.G.: Yeah, 1 think that's one way of
absolutely drawing them into the recre-

ative process, as a starter, and perhaps,
indirectly, into the creative process,

.McC: Well, you are a strange breed of
creative musical artist, Glenn. [laughing] 1
mean, to start with, you have left the concert
business and you're in the record business
business, all those places that concert
artists are traditionally not supposed to be.
Didn’t you recently do an article for High
Fidelity on the pop singer Pet Clark?

6.6.: 1 did indeed. It was my first and quite
probably last foray into the whole field of
folk-rock (or whatever they're calling it
these days). It was great fun to do. What 1
found in it was a very strange dichotomy,
because here on the one hand was a young
lady—not so young anymore, my age if
she's a day—talking about the experience
of suburban disillusionment, and she had
found that these suburban enticements
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were not quite what they were cracked up
10 be, s0 it was a very curious sense of the
scale of disillusionment, of escalation and
deéscalation in human ambition. At the
same time, all of these ennui-filled seati-
ments were being portrayed by the simplest
shifts of IV-V-1 cadences such as would fill
most of the Methodist song and anthem
books circa 1850 and in the best post-
Mendelssohnish tradition. There's a very,
very curious dichotomy between the
music that was being used and the words
that were being applied to it, and 1 couldn’t
resist pulling this apart and finding exactly
why this was and what it did for Petula
Clark. I think one thing it did for her was
to give her a very wide audience. She has
the oldsters as well as the teenagers, and
that's no small achievement in the pop-
rock field, certainly.

J.MeC.: No, it isn'L

6.6.: But, more than that, it does somehow
fit into the great North American scheme
of things—and she is of course not a North
American, but she has a North American
appeal, essentially—the great North
American scheme of things, to split one-
self and to have a tremendous vaulting
ambition about the things that one wants to
accomplish in one's life, the lights and the
lures that one feels are downtown, and
then to reject them once one has found
them, which 1 suppose is why I'm not a
city person. And to do all this within a
certain sense of familial tradition, which is
represented 1 suppose by the tonic and
dominant and subdominant—the sccure,
plagal chords of the Methodist hymn.
Now, 1 found this quite fascinating. | may
have been a very arbitrary and sort of post-
Freudian glance at folk-rock, and 1 don’t
intend to do it again—it was my first and
last attempt—but it was great fun, And |
believe in it in a way that I do not believe,
for instance, in the music of the Beatles. |
think that’s stuff and nonscnse—and
pretentious, moreover,

1.McC.: Uh-huh. In other words, the music
that the kids are interested in now doesn’t
really interest you,

6.6.: I'm 100 old, 1 suppose, to side with
that particular kind of anti-academic

rebellion. And I suppose in one way that's
what did attract me to the Pet Clark
repertoire: it was not anti-academic—it
was very pro-academy, as a matter of fact,
it was very cautiously considered music
as such.

1.McC.: Uh-huh. In other words, then, you
may even be a musical conservative.

6.G.1 Yes, I think really I am a musical
conservative in many respects.

1.McC.: Your love of Strauss is one instance.

6.G.: Yeah, well, certainly I don’t see any
contradictions about loving people who
are terribly out of fashion these days. |
don't think there's any great contradiction
in loving Strauss, for instance, and loving
Schoenberg, who was in a sense his arch-
enemy. I can't see any reason that one love
has to cancel out another. I think that's one
of the great mistakes that people make
today, and especially the avant-garde
people make, when they try to decide
who's in, who's out, who's with it, and
who's not. Now that’s a great mistake, and
1 wish they'd stop it—it’s all so silly.

J.McC.: It's very often, though, a function of
creators and composers and that kind of cre-
ative myopia that tends to erect walls against
what they're trying to fight or overcome.

G.6.: Yeah, well, I think the blindfold for
them is necessary, but 1 don't think they
should propagandize on behalf of blind-
folds for the rest of us, and for the public
at large. I think that's a great mistake, And
there was, of course, a sort of “Get
Strauss” movement initiated just after the
war, [laughing] just as there's a “Get
Sibelius” movement today, you know. And
that makes me very unhappy, because
intelligent people were behind both, in a
sense, much too intelligent were they to be
engaged in a movement that silly or that
futile. They're not going to get Strauss;
he’s going to be one of the supreme creatons
of the twenticth century.

.MeC: Well, they won't get Sibelius,
cither. 1 mean, 1 can remember “Down
with Beethoven™ clubs when 1 was in
college, too—

6.G.: Really?

|.MeC.: —and | have a suspicion that he's
survived it. [Both laugh.) You are interested
in modemn techniques and electronics, but
1 wonder: How do you feel about electron-
ic music in general?

G.6.: I'm inclined to think that it's the
future—very much the future. I feel rather
optimistic, fot about what's been done up
till now, but what can be done with elec-
tronic music. 1 think that a lot of doors are
going to be opened there in the next few
years, especially if we get some very good
technicians involved in it, because at the
moment most composers who are seriously
engaged with it lack good technical
advice.

J.McC.: Very true

6.6.: And they also lack good production
advice in terms of those efforts that are put
out by major labels, for the most part.
They're not well produced—I"m not
speaking of Columbia, or even thinking of
Columbia, at this moment! [Both laugh. ]

jMmcC: 1'd love to tum you and a Moog
synthesizer loose in the studio and see
what happens. You might find it very fas-
cinating.

6.6 It might come out sounding like
Richard Strauss—be prepared for that
eventuality, John! [Both laugh.] B
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Nominations are now being accepted for the sixth Glenn Gould Prize, an international award initiated by The Glenn Gould Foundation as
a continuing tribute 1o Glenn Gould from the people of Canada This honour is awarded to a living individual from any country who has
camed intemational recognition as the result of making an exceptional contribution to music and its communication to the public, just as
did Glenn Gould himself.
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cach of the Laurcate and the Protégé to keep as permancat mementos; and a new portrait photograph of the Laureate mounted in the lobby
of Glenn Gould Studio fn the Canadian Broadeasting Centre, Toronto.
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Nominations, in Eaglish and signed by the nominator. take the form of a letter which outlines why the nominec is deserving of the Prize o
and includes a comprehensive statement of the nomince's contribution to music. Eventually a potential Laureate will be asked by the >
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At the discretion of The Glenn Gould Foundation, previous years' nominations may be carried over. The Foundation may also poll %
previous Prize jurors for their suggestions of other appropriate nominecs "’
=
B
Nominations must arrive s the Foundation office Fax or clectronically transmitied nominations will be accepted w
in Toronto no later than November 30, 2001 only if hard copy documents, signed by the nominator, also 3
and should be addressed in this manner: arrive by November 30, 2001 at the Foundation address
The Glenn Gould Prize - 2002 There will be no deadline extensions. The Foundation will
Aun: John A. Miller, Prize Administrator treat all nomination information as confidential and will not
#190. 260 Adelaide Street East make public the names of any nominee except the Laureate.
Toronto, Ontario
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Glenn Gould Studio

Glenn Gould Studio has been honwe 1o
exceptional  musical performances and

ts opening in 1992, This fall
marks the seventh season of ! Radio’s
OnStage concert & In the past

jained a significar

in the Toronto arda conoernt scent and
developed ntermationa
among artists who are cager 1o perform for

OnStage at Glenn Gould Studi

Thanks to both our concert patrons at
(nStage radio listeners whe
in making both the concert

radlio program 3 Success

Located In 1 anachan Broadcasting
Center. 250 Front SL West, Toronto
Box Office: (416) 205-5555

Website: www.aglenngouldstudio.obe.x
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20 years of the finest in music
now on line @ grigorian.com
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plus 2 including. .. ON _DVD (relcased by SONY) by Rhona Bergmuan,
THE GOULD VARIATIONS - THE BEST OF GLENN Available October 2000 Lev Publishing
GOULD'S BACH SONY SM2K 89344 \ “Rhona Bergman shares with
NEW 2CD sct of previously released recordings. Disk #2 GLENN GOULD ON thousands of people across the
indudes CD ROM Material - Available October 2000 & OFF THE RECORD world the enthusiastic faith

) (VHS & DVD) which comes from an tlluminat-

GLENN GOULD PLAYS By A > : o
t S _\\ JULD PLAYS BACH NFB 153C 0199 122 ing revelation with sclfiess, per
Original Jacker Collection (12 CD Sex) ’ k .
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whose life has been changed by

F GLENN GOULD, (VHS ) :
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(Released only in Canada)SONY SK 80420 o genius,” BRUNO MONSAINGEON

Sony G Gould Collection on €D & Video as well as all odher available CD's, Videos & Books,
glumﬁioﬁm nﬁmmu.nm 'l‘OlDNTO. TEL: (416) 922-6477, FAX: (416) 9224879
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Gould wrore this rexs 10 read in a Columbia Masterwork
tape intended to promote his own recordings, The text is not dal !
bur internal evidence e ays, Jor Iy ' hat he I AL
made™ hiy Handel album, which was recorded in the spring of
1972 —sugeests a date in the middle months of 1972. In the tape
brief extracts from some of the recordings mentioned in th ex

(Scriabin, Byrd, Bach, Handel) served as background music, amd
thix accounts for certain of Gowuld's turms of phirase
This text, published here for the first time, was originally pre

pared by Jokn P. L. Roberts for The Ant of Glenn Gould, Jus 1999

ollection of Gouwld writings: howeyer, this item (along with several

others) was eventually cut from the book, and Roberts generously

turned it over to us. Roberts based his text on Gowld's originagl

) A ’
WVen-page, annosaled Iypescrid, m fich survives, alone with tiwo

annorated carbon coples, amon ¥ papers in the Music Division
of the National Library of Canada. Unlike Roberty, however, we
chose 10 restore a « |'.'l"’.‘( of passages that Gould crossed out, The
typescripn, incidentally, is untitled, though Gould did scrawl

CBS" by hand ar the 1op of the first page On Kevboard
Instruments

was the (quite sensible) title that Roberts suggested

The tape begins with several seconds of musi

That music was written about 75 years ago by Alexander
Scriabin and it fits the more-or-less modern keyboard, for which

it was designed, to the “proverbial “T".
was a formidable pianist and his works, like those of most of his

By all accounts Scriabin

tumn-of-the-century colleagues, revel in the possibilities for rapid-
fire articulation, spun-silk legato, fog-draped pedal effects which
the piano of his day could produce. Well, the piano of our day is
more versatile still, although most contemporary composers have
a rather more dry-eyed attitude towards its employment. It's no
longer exploited as a substitute orchestra but, more often than not,
for the percussive qualities which is possesses, in fact, but which,
in practice, composers of Scriabin's gencration were determined
to sublimate.

The problem with playing keyboard instruments, of course
I suppose the problem with all instruments, really—is that a well-
designed piece of musical machinery can uwrge the performer, or
the composer for that matter, on to feats of demring-do that may
run counter to the structure of the music at hand. Needless to say,
there need not be a correlation between the quality of the hard-
ware and the degree of self-indulgence it elicits. 1 imagine one
could pilot a souped-up Maserati with as much indifference to its
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accelerative capacity as one might of necessity apply to a low-
budget compact. But the question remains: should the performer
deny those qualities with which technology has endowed his craft
in deference 1o an appropriate historical frame for the music he
surveys? Assuming that that music was wrtten prnior 1o his own
time, must the performer always attempt to set the technological
clock back?

If so—if you play Mozart, for instance, on a contemporary
instrument—must you hold in abeyance all those assets of the
modem piano which contradict the keyboard sounds that Mozart
lived with from day to day. Mozart, as we know, regarded the harp-
sichord and the rather primitive piano of his day as interchangeably
suited to the presentation of his earlier sonatas. In the later pieces,
with the proliferation of sforzandi and hard-edged dynamic
contrasts of all kinds—things that the piano could do and the harp-
sichord could only hint at—he clearly began to come down on the
side of the future. But if he had not done, if his keyboard activity
had ended with the sonatas he wrote at 18, say, would we neces-
sarily be required to approach them through instruments whose
demands he may or may not have sought appease

Well. the problem is one which I've had to face with some

regularity because, over the past fifieen years or so, I've recorded
on the piano a substantial percentage of the keyboard works of
Bach, who certainly didn’t have the piano in mind when he wrote
them. In fact he made the acquaintance of a piano like rhis one,
only in the last years of his life and nothing that he wrote there-
after would indicate that any stylistic transformation resulted
from the encounter. | have been told by many people—fnends,
colleagues, critics, what have you—that I should not devote a sub-
stantial proportion of my time to a project which is, by definition,
historically indefensible. They may be right; [ am not much given
to countering the argument musicologically. The usual counter,
by the way, runs along the lines of—"if Bach had known the
piano, he would have used it”; and the counter-counter is, “he did-
n't know it, and therefore didn't scale his works in the light of that
knowledge.” It's really a vicious circle and a pointless argument.

A vear or so ago, however, 1 compounded the offence, if
that’s what it is, by preparing a disc which consisted of music by
William Byrd and Orlando Gibbons, both of whom lived more
than 4 century before Bach and produced keyboard works aimed
not at the harpsichord, for which Bach wrote primarily and which
is ot least an instrument with some family resemblance to the



piano, but at the virginals which was—were—this, as you can see,
is a set of keyboards which can be super-imposed on demand—
was—werc—ithe favorite household instrument of the
Elizabethans and an instrument which pending amplification—
which, of course, a recording permits—is almost entirely devoid
of the carrying power of the modern keyboard.

(In order to make that record [ had to rethink my whole notion
of omamentation; to the Elizabethans, extravagant flourishes were
the order of the ers—but no attempt was made to play it or record
ot a level equivalent to the decibel output of the virginals,)

I take a great deal of comfort from the fact that, just as many
composers like Scriabin, or Chopin, or Scarlatti or, indeed,
William Byrd, wrote with a particulur type of instrumental sonor-
ity or instrumental tactilia in mind and shaped their structures,
devised their contours, so as to fit the human hand like a glove,
there were just as many who did not—for whom the structure was
a sufficiently abstract propaosition to justify its transfer from one
instrument (o another. 1 don’t mean in the sense of a transcrip-
tion-—I rather doubt that Bach would have done handsprings upon
hearing Busoni's re-writes of his organ fugues—I mean ruther that
a work like thar—the “Art of the Fugue by Bach can, and has,
been played on just about every conceivable combination of
instruments—by large orchestra, string orchestra, string quartet,
wind quartet, harpsichord, piano, the Swingle Singers have scat-
scanned it, and, in the record which | made about 10 years ago, on
the organ.

Beethoven certainly had something of that attitude, especially
in his later years, when he treated sopranos like oboes, pianos like
string quartets, and string quartets like Dow Jones graphs on a
stock-broker’s wall. So did Ordando Gibbons—William Byrd's
companion on the disc | mentioned earlier; so did Carl Ruggles,
the Amernican composer, who died last year, and who once enu-
merased, in a preface to one of his symphonic works, the instrumental
combinations which he deemed suitable for its rendition; the list
occupied almost as much space as the two-page work itself,

Well, there's consolation in that. It means that for some
minds, music works better [in memory] or even on the printed
page than it ever can through the intervention of an interpreter, no
matter how skillful, One feels as though released from the [partic-
ular] bonds of any one instrument and set free in the interests of
MUuSsic per se.

Anyway, to compliment [sic] and/or contradict everything
I've just said, I've just made a harpsichord record—my first, not,
I think, my last, because I enjoyed it—Handel's first four suites on
this occasion. I guess 1 should really settle on some alibi with a
modicum of musicological insight—a change of heart, perhaps,
about the validity of the piano as a vehicle for baroque music, an
educational tool, maybe, an attempt to discover for myself the
problems of articulation and phrasing that a registered, dynamically
unyielding instrument like the harpsichord imposes. But the first
excuse—ithe change of heart—would be a lie—I intend to go right
on making Bach records on the piano; and the second excuse
would be at best a half-truth—1"ve played the harpsichord privately
miny times and am only too familiar with the problems it presents,

No, the real reason is that [ did it because I thought it would
be fun. And it was! B

Variations in G minor

(see next page)
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GLENN GOULD INTERVIEWED BY HUGH THOMSON (1958)

|

 Two images capturing Gould during his appearance in the CBC television vaniety series Chrysler Festival, on 20 February 1957, before
a live audience at Loew's Uptown Theatre in Toronto. His fellow-guests that evening included the singer Rosemary Clooney, the
comedienne Kaye Ballard, and the contralto Maureen Forrester. (Canadian Broadeasting Corporation, Still Photo Collection, Toronto.)

This colourful recorded interview
berween Gould and music critic Hugh
Thomson was broadeast across Canada on
15 July 1958, in the CBC's nightly public-
affairs radio program Assignment. Taped
int acdvance in the CBC studios, the infer-
view took up most of the second half of the
hour-long show,

Gould was then at the height of his
imternational concert career. Al the time
the interview aired he was nearing the end
of a tmwo-month break after the hectic
1957-58 season; a week later he would
begin a week-long tenure af the Vancouver
International Festival, after which ke
would embark on his second overseas tour,
which took him to Austria, Belgium,
Sweden. Germany, ltaly, and Israel. Gowld
wonld be il during much of that fall tour—
clearly, concert life was already taking a
toll on his mental and physical health—but
in the sununer, as the Assignment inter-
view reveals, he was in good spirits, in a
relaxed and generous frame of mind.

Gould and Thomson were old friends,
and it showy in their warm, friendly ban-
ter. laced throughout with laughter. (Gould
is often the butt of Thomson's good-
natured ribbing.) Here, morcover, is a
spontaneous, unscripted Gould, holding
Sorth ad libitum on a variery of subjects;
here is a revealing glimpse of that gregar-
fous personality that wax somewhar stifled
when, in his later years, he took to writing
out his interviews in advance. This conver-
sation deals with less weighty and more
personal matters than most of Gould's
later. scripted interviews, yet it is full of
surprises—including unexpecred com-
ments and anecdotes about Chopin, mustc
critics, concert attire, jazz, conducting,
recording, and other subjects.

To our knowledge, this charming and
revealing document of the young Gould

has received litle anention, amd has never
before been published, Our source was a
cassette tape of the original Assignment
broadcast made available to ux by the
Vancouver-based company DNA Media lnc.,
which deew on this interview in its 1998 CD-
ROM Glenn Gould: The New Listener.

UNIDENTIFIED VOICE: Assignment!

[Theme music: Leroy Anderson, “The
Typewriter”]

UNIDENTIFIED VOICE: This is Assignment,
Part Two, with Bill McNeil and Maria
Barrett.

Music: Bach, Goldberg Variations,
Vars. 26-27, from Gould’s 1955
recording (continues under
announcers, then fades out).

MARIA BARRETT: Glenn Gould, of Toronto,
has been likened to a supermova among
the musical stars of the firmament. At the
piano, his treatments of the works of
Bach, especially, have attracted the prais-
es of music critics from Victona to
Moscow. His first Columbia recording,
the Goldberg Variations by Bach, which
we are hearing now, became a best-
seller—something unheard of in the field
of classical music.

BILL McNEIL: Perhaps the most telling review
of his playing came, after his American
début, from the typewriter of Paul Hume, of
The Washington Post. He said (and I quote),
“January 2 is early for predictions, but it is
unlikely that the year 1955 will bring us a
finer plano recital than that played yesterday

afternoon in the Phillips Gallery. We shall
be lucky if it brings us others of equal
beauty and significance.”

M.B: Here, then, at an exclusive
Assignment  interview  with  Hugh
Thomson, the distinguished music critic of
the Toronto Daily Star; is Glenn Gould.

HUGH THOMSON: You have always loved
Bach's music. To you he's no dry-as-dust
classic.

GLENN GOULD: No composer presents quite
so many problems, 1 think, as Bach does,
and consequently there's no composer that
gives you quite as much scope, cither, for
exercising your own judgement.

W.T: I've read leading critics in England and
in Amernica suggesting that your Bach is
extremely beautiful and beautifully articu-
lated but perhaps a hittle too exuberant, and
a little fast, at times. Do you concur in this?

G.G.: At times. At times | concur in this,

H.T.: You're very fair. Now, let me ask a
question which I'm frequently asked as a
music critic, and that is to this effect:
Chopin, by common consent, | think, was
the pianist’s composer, and he is said to
have discovered the heart and soul of the
plano in his writing, and exploits the
piano’s full facilities and potentialities so
perfectly. Why, then, may 1 ask, as
Canada’s leading pianist, do you consis-
tently ignore Chopin's music?

6.6.: You've noticed, have you?
H.T.: [laughing] I've noticed for years!

6.6.: Well, that’s a long story. You know, |
used to play Chopin a great deal, I really did.
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H.T.: Oh, I didn't know that.
G.G.: Oh, yes!

H.T: This was a youthful indiscretion,
undoubtedly.

6.G: Oh, a very youthful indiscretion!
When | was about fourteen years old, my
star pieces were, without exception,
Chopin, Liszt, or Schumann. At the end of
the age of adolescence—{laughing) if I've
come to it!—some great change occurred,
and I simply could not any longer ... not to
say not enjoy Chopin, but 1 simply could
not play it with any great conviction. And,
1 mean, it wasn't a question of disliking
Chopin as a composer. Actually, it's a
composer that, lately again, I've become
very cunous sbout; I mean, | really don't
underestimate him for one minute. You
know, one very amusing thing occurred
last year. | was going to play—I did play,
in fact—on a program called Chrysler
Festival, a [CBC] television program, and
since this is a program (to put it mildly)
aimed at the biggest audience, 1 decided
that it would be very great fun if 1 could
make my reappearance as a Chopin player
in this format. Because 1 couldn’t really
see getting up and playing some of The Art
of the Fugue—I] mean, it just didn't seem
somehow right. And so 1 spoke 10 the pro-
ducer about it, and he said, “Well, I think
it's a great idea,” and so I worked out a
routine, | was going to get up and 1 was
going to say. “Ladies and gentlemen, there
have been nasty rumours going around
that because I do not play Chopin 1 cannot
play Chopin, and tonight, once and for all,
I intend to prove that I cannot play
Chopin.” And then 1 was going to play, in
the schmaltziest fashion 1 could devise,
some old warhorse. In fact, the one I had
picked out and really practiced—I spent
several nights buming the midnight oil
working on it—was the Waltz in A Minor
[Op. 34/No. 2]. You know: [sings the

opening bars] ...
H.T.: Yes,

G.G.: Well, I listened very carefully to the
ancient [1945] Horowitz recording, and
copied all the rubatos and all the high
points and all the low points, you see. And

I thought, If T get panned for this, [laugh-
ing] at least 1 can then play my recording
side by side with Horowitz, you sce. So,
anyway, I worked very hard, and the day
of the show came [20 February 1957)—it
was o public show, it was in one of the
theatres here. I went down in the morning
10 the rehearsal, and, being & sponsored
show, and not sustaining, there was of
course the sponsor’s agent—you Know,
the executive guy standing there making
suggestions, like which women should
wear shorter dresses. Things of that kind;
very important suggestions for the show.
And $0 it came turn for my act, and | came
out and 1 delivered this wonderful speech,
and I thought | had them laying in the
aisles, you see. And | went through, 1
played the picce, and afterward | was
immediately called over to the producer’s
desk, and he said that unfortunately the
agent objected very much. He didn't think
that the sponsor would go for this at all.
First of all, it was a slow piece, and sec-
ondly they wanted something a little bit
more associated with me—something like
The Art of the Fugue. [laughing)] So that’s

what | played.

[In fact, Gould played three movements
from Bach's Partita No. 5 in G Major, as
well as conducting contralto Maureen
Forrester in “Urlicht,” the fourth movement
from Mahler’'s Symphony No. 2
(“Resurrection”). Both of these perform-
ances have been released on video in Sony
Classical’s Glenn Gould Collection. ]

H.T.: Well, I guess Chopin is too commercial
for television.

MARIA BARRETT: Well, just to see what
Glenn Gould can do with Bach, here is his
treatment of the prelude to the Partita No.
5 in G Major.

Music: Bach, Partita No, 5
in G Major, Pracambulum,
from Gould’s 1957 recording.

M.B.: We'll rejoin Glenn Gould in a
moment. Now, this is Assignment.

[Here, an unrelated news item, about an

outdoor exhibition of paintings in down-
town Montreal, was inserted. ]

Music: Bach, Goldberg Variations,
Var. 16, from Gould's 1955
recording (continues under
announcer, then fades out).

_BILL McNEIL A good deal of publicity—

perhaps too much—has been aimed at the
eccentricities of Glenn Gould. Hugh
Thomson asks him about this,

HUGH THOMSON: Now, if 1 may, I'd like to
touch on a topic that might be a little tender,
I don’t know. And that is: the fact that many
of my confreres, many music critics, play up
your so-called eccentricities on the stage—
on stage and off. Magazines have shown
lurid displays of you going through some
esoteric rites, and so on. Now, when a critic
plays up your mannerisms at a performance,
to the neglect possibly of your performance
itself, does it imitate you? Does it infuriate
you? Does it hunt your feelings?

GLENN GOULD: Not in the slightest, not in the
slightest. However, I've devised a system for
reading reviews very quickly now, because
I've decided which paragraphs represent
musical criticism and which represent extra-
neous subjects, and 1 just skip over these, But
no, it doesn't hurt my feelings in the shightest.

H.T.: Of course you realize, Glenn, that as
a newspaper man for the past fificen or
twenty years, that it is your duty, even
though you hold the exalted title of music
critic, it’s your duty to repost local colour.

G.G.: Oh, absolutely, 1 think it has to be.
And 1 don’t see any reason that they
should try 1o ignore it. The only thing that
I will mention, which was to me rather
significant: When 1 was in Europe last
year it was for the first time, and so this
may or may not be a pattern which will be
followed, 1 don’t know—apart from
Russia, where it's rather difficult to read
the reviews, [Both laugh.] When 1 played
in Germany and in Austria, there was only
one review, out of dozens, that mentioned—
und that in a sort of passing way—what
you would call mannerisms.



VANCOUVER Recital by GLENN GOULD
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W7 Is that right?

6.G.: That's true, yes,

H.T: And how long were you concertizing
and enjoying such impunity?

6.G.: Well, only for two or three weeks, but
the mtio was so small as to suggest that
cither an entirely different set of values
prevailed over there, or that because | was
there for the first time they were taking it
casy on me. I don’t know which it was, but
in any casce it was a relief

T: Well, possibly they regard it as bad
manners to become personal, even with a
public performer, you see.

G.G.: Could be, could be, that could be,
yes. I wouldn't be surprised—but I don't
know. It's a curious thing, because it really
in some ways—I mean, one could make
parallels and say that this had something to
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do with the whole European idea of music-
making, that it was primarily a somewhat
more private affair, that whatever you do
to sccomplish your ends is your own busi-
ness, so long as the ends are accomplished.

H.T.: Now, before we came up 1o this CBC
studio, you asked if it was going to be
properly heated, and | sec you're wearing
your mits, and ... [Gould laughs.] Now, it
doesn’t bother me because we're old
friends, but does this make you feel better?

G.G.: Well, it does, yes.

H.T: Because you're a very intelligent fel-
low, and—

6.6.: Well, you know, it secems to me that
part of the joy of running your own life is
10 be able to control as many factors that
contnibute to your comfort as possible.

H.T.: Good for you.

G.G.: And 1 just can't see ... Why ignore these
things just for the sake of the appearance?

H.T.: Well, now, let me ask one question,
and you needn’t answer it. As you know,
I've been in New York almost two years
now, every time you've given a big concert
or recital, and when you've kept big
recording engagements, and after the thing
15 over we've got together a little bit, and
I've had occasion once in a while to go up
to your room, maybe have & meal there
and talk, interview you. Your room always
looks to me as though it's just been invad-
ed by Vandals. [Gould laughs.] Now, how
do you reconcile this with your extraordi-
nanly polished, tidy, and beautifully
cared-for music-making? I don't

G.6.: Maybe it's just the bad maid service
at the hotel.

HT: [Borh laugh.] Ob-ho-ho! Oh, the
shambles I've seen had nothing to do with
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the maids, | can assure you! You stay
always at a very fashionable hotel, and
then, I think, you systematically set about
setting the suite of rooms into disarray. Is
that right?

G.6: Well, you know, I mean, there are
great decisions to be made before you leave
for a recording session. I'll tell you one
thing, which sounds really crazy, but it’s
quite true, 1 have found that there are cer-
tain—this sounds nuts, I shouldn’t say it—

H.T: No! [Inaudible words. )

G.G.: I've found that there are certain shirts
which facilitate playing the piano.

H.T.: Certain shirts?

6.6.: Certain shirs—because of the posi-
tion of the cuffs and this sort of thing. I go
through at least a dozen shirts before [ set
off for the studio every moming.

H.T.: Oh, that accounts for it. I'd see this truil
of shins. [Gowld laughs.] 1 thought there
must be something Freadian behind it

G.6.: Well, it's not really very Freudian, no,

H.T: No, but | understand. You see,
Glenn—I1'm being serious now, and I'm
not joking—as 1 see you ... they say
genius is the capacity to take infinite pains,
and as I see you you're an extreme perfec-
tionist in your work. | imagine you suffer
more than anybody when you make the
slightest slip. And thercfore, attendant
upon this attitude is these little eccentrici-
ties, right?

6.G.: Well, I think so, Hugh.

H.T.: I mean, I'm serious, for once.

6.6.; It's a charitable explanation, but I
think it's also fairly accurate, because
playing the piano is a tremendous respon-
sibility—

H.T.: Well, it certainly is.

G.6.: Doing anything in public is & tremen-

dous responsibility, But it scems to me that
part of the responsibility is the things that,

even if they aid only the mental capacity to
CAITY On—

W.T.: That's right.

G,6.: You know, these things are psycho-
logical aids, and as such they cannot be
overrided.

H.T: Well 1 know in my nightly trips to
concert halls and recital halls I see a great
deal of eccentricity without one tenth of
your talent. So I don't care so much about
the eccentricity any more.

G.G.: Find a special reviewing shirt—
[laughing) that's my advice to you.

W.T.: [laughing] I suppose it would help.
Everywhere you go, you have a special
rug and a special chair, both of which look
like something that fell off the back of a
truck. [Gould laughs.] Is there any pur-
pose?—and do you ever miss these on
your itineraries?

G.G.: Well, they get lost occasionally.

H.T.: What's happened when you haven't
got your rug and chair now?

6.G.: Fortunately, the chair has never been
lost just before a concert. If it was, I don't
know what 1 would do—and I'm quite
serious—because that chair is so designed
that it will go to about thirteen inches off
the floor. My normal seating position is
between thirteen and fourteen inches off
the floor, which is, as you know, extraordi-
narily low, and without that I would simply
have to commandeer the nearest chair and
cut some of the legs off—there’s nothing
clse 1 could do.

H.T.: Have you had to do that?

G.G.: Well, before 1 had this chair designed
1 did that from hall to hall, and it was a
very discomforting procedure, because |
usually had to pay for the chairs that |
mutilated! [Laughs.)

H.T.: Well, I imagine you would! Who did
the sawing?

6.6.: My father, finally, decided to—

H.T.: Oh, you brought Father along for the
sawing?

6.6.: Oh, yes—oh, yes,

H.T.: [ see. Well, you know, [laughing] par-
ents have their use,

6.6.: laughing] Absolutely!

. H.T.: Now, l¢t me ask this: I notice, too, in

my following you around the United
States and Canada, that your preference
seems 10 be for what's called a business
suit, even in Camegic Hall. You don't
seem to like tails, right?

6.6.: Right. However, 1 have been much
more orthodox this past year. I've been
wearing tails quite frequently, I always
did wear them with orchestra—in
engagements with orchestra, in concerto
engagements—because it Jooked rather
ludicrous if the sidemen were wearing
them and the soloist wasn't, you know.
{laughing] However, my preference in a
recital was always for this [i.c., a busi-
ness suit), because 1 felt that it made ...
for one thing, it makes getting dressed
for the concert much casier, and for
another thing tails somehow always
suggested to me, until very recently,
putting a special effort forward, and 1
like to avoid anything that suggests this
in relation to a concert, because it's very
bad strategy to let yourself think that
anything is a special event. The easiest
way to be happy at this business of
making music is Lo treat every concert as
if it were a day's work of any kind. And
the more things that you do to indicate
that this is something special and apan
from everyday pursuits, the more likely
you are going to succumb to nervous
tension. Fortunately, I'm not a person
who does succumb to nervous tension
very easily, and I think it's largely
because of this. You know, I've sort of
tried to avoid circumstances of this Kind.
For instance, I'll give you a very good
example: 1 have always—now it doesn’t
make so much difference, but I remember
very well that when I made my New York
début, which was about four years ago—

H.T.: | was there.



6.6,: —I specially requested my parents
not to come. I even requested [Walter)
Homburger, my manager, not to come—he
did, of course, disobeyed orders.

H.T.: | think 7 was requested not to come.

6.6.: | think I requested you not to come,
oo, didn't I?

H.T: But | came—yes!

6,6.: And for this very same reason: because
I think that the more attention, the more spe-
cial emphasis that is put on any one thing,
the more concerned you become about it,
and it just seems to me bad strategy.

W.T: 1 see. Well, that's the Gould psychol-
Ogy. anyway.

G.6.: That's the Gould psychology.

MARIA BARRETT: The second [actually,
third] record of Glenn's to appear com-
bined his talents with those of another con-
troversial and colourful young man,
Leonard Bernstein. Here is part of
Beethoven’s Second Piano Concerto—the
cadenza of the first movement—with
Gould at the piano and Bemnstein on the
podium before the Columbia Symphony.

p— -

Music: Beethoven, Piano Concerto
No. 2 in B-flat Major, Op. 19,
cadenza and final bars of the first
movement (Allegro con brio),
from Gould’s 1957 recording.

BILL McNEIL: In a minute, we get back to
Glenn Gould and Hugh Thomson. This is
Assignment.

[Here, a public-service announcement
about automobile safety—"So, drive a safe
car and help cut down the accident toll!"—
was inseried, perhaps appropriately given
Gould's own notorious driving record.]

— —

Music: Bach, Goldberg Variations,
end of Var. 21 and Var, 22,
from Gould’s 1955 recording
(continues under announcers,
then fades out).

MARIA BARRETT: And now, getting down to
more human things, the curious critic
Hugh Thomson asks Glenn:

HUGH THOMSON: Now, tell me, you're a
fellow whom I've known for a long time,
and you're certainly not one of these head-
in-the-clouds types. Do you ever, when
you're alone, maybe up in your retreat in
Northern Ontario, sat [sic] down and taken
a popular tune like “How High the Moon"
and done a little improvisation on it?—
Jazz-style.

GLENN GOULD: Yeah, I know what you
mean. You know, Hugh, I'm really fasci-
nated with Dixieland, and as a matter of
fact I used to have some recordings—not
Dixieland particularly—but I used to have
some Charlie Parker and Lennie Tristano
recordings.

H.T: | didn't know. This is a new facet
coming out!

G.G.: Oh, yeah. But [ wasn't very good at it;
I was a complete flop as a jazz man. And it
never fascinated me so much that I wanted
to work at it, either. There does, however,
exist a Leonard Bemnstein-Glenn Gould
transcription of the slow movement of the
D-minor Bach concerto, for piano, double
bass, and anybody else who cared 1o join
in. We did this after we finished recording
it last year with the Columbia orchestra.

W.Y.: 1 understand that you now have three
facets to your activities. You're naturally a
concert pianist of great distinction. You're
a composer of limited acceptance—

6.6.: [mock-offended) | beg your pardon!

H.T.: Well, 1 don't know that—I"ve never—
|Gould laughs.] Your works aren’t done in
the national and international scale.

6.6.: No, that's true, all night.

H.T: And you're also a budding conductor.
Now, fill me in on this conductor, will
you? I've never seen you conduct, but 1
imagine it would be quite a spectacle, old
boy! [Both laugh.)

6.6.: Well, you know, I made my début as

a conductor last September. 1 was in
Vancouver with the CBC orchestra out
there—

H.T.: Oh, 1 didn"t know that. Where was | at
the time?

G.G: —and at the present time it's my
début and my farewell appearance, because
shortly after that | found that when 1 was
conducting (in a rehearsal sense, now) |
was practically crippled for playing the
piano. This sounds exaggerated, but actually
it was exactly what happened. | found that
one uses an entirely different set of muscu-
lar codrdination in conducting, and it's
something 1 learmed as a rather hard
experience, because | had to cancel a
couple of concerts as a pianist when |
found this out too late, So, what really
broke my heart was that | had a wonderful
engagement to guest-conduct the St. Louis
Symphony next season, and I had to cancel
it, because it came right in the middle of a
tour, with concerts on either side by a few
days, and I was afraid that if this sort of
thing repeats itself very often it would
seriously interfere with my playing the
piano, However, I do not intend 1o forgo
conducting indefinitely. I think one of these
times I'm going to retire as a pianist; then |
shall be a conductor for the rest of my life.

H.T.: A conductor for the rest of your life?

G.6.: Oh, sure. Conductors live a long
time, you know. It'll give me several more
years to look forward to.

H.T.: Would you like to be conductor of the
Toronto Symphony Orchestra some day?

G.G.: 1 think all the men know me for too
long: | don't think that would work.
They've known me since | was a kid. I'm
generally regarded as a brat in those circles,
50 | better pick another orchestra, a little
farther away from home.

H.T: Now, Glenn, you've made a number
of recordings, and, as they say, I've been
down for some of the sessions. The last
time you appeared in Massey Hall here
you played a Haydn and [a] Mozart sonata
[Haydn's No. 59, in E-flat major; Mozart’s
K. 330, in C major], and it secems to me
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that when I went to Camegie Hall later you
played the same works—same two works.

6.6.1 Just the Mozart; the Haydn | didn’t
do that might.

H.T.: Oh. At any rate, | was in New York
when you recorded these [in January
1958].

6.G.: That's right.

H.7: Have these been published yet?
6.6.: No. [Inaudible words.)

H.T.: Oh, | see.

[These two recordings, along with
Mozart's Fantasia and Fugue in C Major,
K. 394, were released on Columbia ML
5274 on 14 July 1958—the day before this
interview was broadcast. |

6.6.: And, as a matter of fact, we did a
couple more concertos [Bach’s No. §, in F
minor; Beethoven's No. 1, in C major]
which are—May I plug them?

H.T.: Well, sure, why not?

6.6.: —with Viadimir Golschmann con-
ducting,

[These two recordings were released on
Columbia ML 5298/MS 6017 in October
1958.]

W.7.: Knowing you, and your great concem
for the conditions under which you work,
such as the temperature and so on of the
room, and your mitts—Have you any little
anecdote you could tell us, amusing or other-
wise, in connection with recording sessions?

aarimness B Y

6.6.: Oh, that's putting me on the spot. We
should have rehearsed this before! [Both
laugh.] Well, I'll tell you one thing which
has never been published—and all copy-
rights reserved on it. This is a special 1o
Assignmens. But it was actually something
which was very funny and which, at the
time, for various reasons, we didn't let out,
bat I don't really mind now. When | was
recording the Goldberg Variations, the first
record | made for Columbia, they first had
oceasion 1o notice the fact that I sing a lit-
tle bit when I play—a very little bit, natu-
rally. You know that, don’t you?

H.T.: Yes

G.6.: Thank-you. Anyway, they had occasion
to notice that. And so somebody men-
tioned that it would be a very good thing
when | next came to make a recording if
I'd play with a gas mask on. [Both laugh.]
And so we had another session a couple of
months later, and I was recording some
Beethoven sonatas, and I went to a war-
surplus store a couple of months before
and I bought a gas mask, [laughing] and 1
practiced with this thing, and I actually
thought that I could play with it on! It was
4 marvelous thing. And as it happened,
they had arranged for a photographer who
was doing a story at the time for Life
magazine, to drop in this day, you see,
|Both laugh.)

H.T.: “Gould and Gas Mask™!

G.G: And 1 sort of stepped out of the
room-—I didn’t know there was anybody
special going to be there, of course—and |
stepped out of the room, put this gas mask
on, came back in, and of course the studio
were all convulsed. However, this fellow
immediately started shooting pictures, and

at the time there had been so much nonsense
about the various things [ do [both laugh-
ing] thut we decided that the great
American public would really take this
thing seriously. And we had one heck of a
time to get those pictures suppressed-—it
was dreadful!

H.T.: | just want to say how grateful we are
to have you on Assignment. I've always
been a fan of yours, as you know, and 1
wish you the very best luck in your
European tour this summer,

6.6.: Thank-you, Hugh, it’s been a great
pleasure.

BILL McNEIL: We've been listening o a
recorded interview between the Canadian
piano virtuoso Glenn Gould and Toronto
Daily Star music critic Hugh Thomson. Mr.
Gould has recently been twice honoured.

Music: Bach, Goldberg Variations,
Var, 27, from Gould’s 1955 recording
(continues under announcers,
then fades out).

MARIA BARRETT: He's been invited 1o play
with the Boyd Neel orchestra [Le,, the
Hart House Orchestra] at the Brussels
World's Fair [on 25 August 1958].

B8.M.: And he's been invited to take part in
the tenth-anniversary celebrations in Isracl
[in November and December]. Best of
luck, Glenn Gould—and God-speed.

[Announcement of the next night’s pro-
gram, farewells, theme music, closing
credits.) B



Glenn Gould and Artur Schnabel

~% In his student days Gould was influenced by many older
musicians, including some whom he was reluctant to acknowledge
in later years, like Wanda Landowska, Viadimir Horowitz, and
especially his piano teacher, Alberto Guerrero. But there were two
pianists whose influence on his musical development he did
acknowledge throughout his life: Rosalyn Tureck and Artur
Schnabel. Tureck, born in Chicago in 1914 and still active, was a
pioneering Bach pianist, and in her playing the young Gould
found suppont for his own evolving ideas about Bach performance.
Schnabel played relatively little Bach, and Gould dismissed as
unidiomatic what littke Bach he did play, yet it was Schnabel
whom Gould repeatedly described as the “hero™ and “idol” of his
youth—and as “the greatest pianist of his generation.”
Nevertheless, as a child he once refused the opportunity to hear his
idol play in Toronto, because (he later recalled) Schnabel had had
the audacity to program some music by Mozart, which Gould
disliked from an early age; in the end, it was Schnabel's records
that won Gould's admiration.

Bom in Austria in 1882, Schnabel studied in Vienna as a
child, with the renowned pedagogue Theodor Leschetizky. He was
based in Berlin from 1900 until 1933, and in 1939 he emigrated 1o
the United States, though he was never as deeply appreciated there
as he had been in Europe. In many ways, Schnabel was an ideal
maodel for the young Gould. For one thing, he was (as Gould
always aspired to be) a polymath: he was not only a pianist of the
greatest distinction, but an accomplished composer, editor, writer,
and teacher. In 1935 he published an idiosyncratic but influential
edition of Beethoven's sonatas, which Gould studied and admired,

Schnabel was a serious musician with litthe patience for the
heady, crowd-pleasing virtuosity of much nineteenth-century
music, (Leschetizky once told him, “You will never be a pianist;
you are a musician.”) He ignored showpicces in favour of

substantial works drawn mostly from the Austro-German
canon—ihis at a time when, for instance, many professional
pianists (Rachmaninov among them) were not even aware that
Schubert had written any sonatas. As Harold C, Schonberg wrote,
in The Grear Pianists, “His concerts were not circuses; they were
communions,” though Schnabel himself put it more wittily,
noting that at his concerts the second half of the program was
always as boring as the first half. (In this respect, Gould proved to
be a devoted follower: his recitals often ended with Bach or Berg
rather than, say, a Hungarian Rhapsody by Lisz1.) Schnabel was
adamant (as Gould would be) that a performer should not pander
to his audiences; as he once said, “Applause is the receipt, not
the bill.”

Schnabel liked to say that he was interested in music that was
“better than it could be played.” He was a dedicated champion of
Mozart, Schubert, and Brahms, but was particularly revered as a
performer of Beethoven—Gould considered him “probably the
greatest Beethoven player who ever lived"—and in the early
1930s he became the first pianist to record all thirty-two of
Beethoven's sonatas. These widely disseminated recordings,
incidentally, made when Schnabel was in his fiftics and before the
ern of tape-splicing, are notorious for their many technical lapses,
particularly in the knotty lute sonatas, though it should be noted
that Schnabel had an exceptional technigque, not only in his youth,
and if he had a casual disregard for finger slips it was because his
mind was on higher things.

Schnabel was more an idealist and intellectual than a
sensualist, and as a performer he was guided by an analytical
grasp of the architecture of the music. He believed that the piano’s
tone was “neutral” and that pianists should atiempt to imitate
other instruments and voices. He believed that the piano was an
inherently contrapuntal instrument, and once dismissed Chopin as
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a “right-handed genius.” He even sat unusually low at the keyboard
and used a chair with a backrest. In other words, there was much
in Schnabel's musical philosophy and practice that would resonate
with Gould’s own aesthetic. “Schnabel seemed to be a person who
didn’t really care very much about the piano as an instrument,” he
told an interviewer admiringly, in 1959. “The piano was a means
to an end for him." Schnabel, he said, was not his pianistic idol but
his anti-planistic idol.

Given Schnabel's chaste repertoire, his seriousness, his
analytical mind, his avowed concem for the composer’s “intentions.”
many have assumed that he was a modern, “objective” pianist—
“entirely unromantic,” as Schonberg put it—yet he had absorbed
through Leschetizky some of the most characteristic traits of
nineteenth-century piano playing, and he remained in many
respects a quintessential Romantic. His playing was flexible,
dynamic, rich and varied in tone, and highly individual, occasionally
even eccentric, for he was a truly crearive interpreter, not a dry
literalist. Also, like many Romantics (and later Gould), he wrote
cadenzas in the modern idiom of his own compositions, and his
near-atonal cadenzas in Mozart concertos can still astonish listeners,

Like many Romantic pianists, Schnabel had a penchant
(especially in later life) for extreme tempos at both ends of the
spectrum, and his playing was always highly charged and full of
rhythmic nuance. Gould admired his ability to bend the prevailing
tempo considerably for expressive purposes without losing control
of the overall rhythmic structure of a piece. In fast movements
Schnabel had a tendency to rush in hard-driving passages,
sometimes sloppily but often to powerful effect, and one hears his
influence in some of Gould's brash early performances of
Beethoven sonatas, variations, and bagatelles: listen, for instance,
to his impulsive readings of the fast movements in his 1952 radio
broadcast of Op. 101 (preserved on a CBC Records CD), or to
some of the rhapsodic playing and breakneck tempos in his 1956
Columbia recording of Opp. 109, 110, and 111. Some of Gould’s
very slow Beethoven performances, too—listen to the Largo ¢
mesto movement from the Sonata in D Major, Op. 10/No. 3—
seem to have been directly inspired by Schnabel’s recordings.

References to Schnabel appear throughout Gould’s writings,
interviews, broadcasts, and letters: see, for instance, the indexes to
The Glenn Gould Reader, The Art of Glenn Gould, and Glenn
Gould: Selected Lenters, as well as Jonathan Cott’s book
Conversations with Glenn Gould, pages 60-61. Unfortunately, he
never made Schnabel the subject of a major article or radio docu-
mentary, but he discussed Schnabel st considerable length in
“Take 8" of his CBC radio series The Art of Glenn Gould (6 July
1969), as a preamble to a broadcast of his own recording of
Beethoven's Piano Concerto No. 4 in G Major. In a scripted
conversation with announcer Bill Hawes, he recalled his
preparations for his first public performance of a concerto, at the
age of thirteen, in a Toronto Conservatory of Music concert on 8
May 1946. He played the first movement of the G-major concerto,
which would later be one of the staples of his concert repertoire.
While leaming the picce he listened obsessively to Schnabel’s
1942 RCA recording, with Frederick Stock conducting the
Chicago Symphony Orchestra, and he imitated (even exaggerated) all
of Schnabel's nuances, until (he claimed) Guerrero took away the

record. Gould fleshed out this story with much witty detail, and
with some poetic license: it is not literally true, as he claimed, that
the Globe and Mail reviewer wondered, “Who does the kid think
he is, Schnabel?" He included the same Schnabel anccdote, in
revised form, in his 1970 High Fidelity article “A Desert Island
Discography,” reprinted in The Glenn Gould Reader, pages 438-
40. (“Take 8," incidentally, also included Gould's interview with
the German-born American pianist Claude Frank, who had studied
with Schnabel.)

A bibliographic note: Schnabel’'s own books include
Reflections on Music (1933), Music and the Line of Most
‘Resistance (1942), and My Life and Music (1961). The standard
biography remains Cesar Saerchinger’'s Artur Schnabel (1957),
but an excellent source of information about Schnabel’s musical
ideas is Konrad Wolff's The Teaching of Artur Schnabel: A Guide
to Interpretation, first published in England in 1972 and reprinted
in the United States in 1979 with the title Schnabel's
Interpretation of Piano Music.

Gould's papers in the National Library of Canada include
several scores of Beethoven's Piano Concerto No. 4, among them
a Boosey & Hawkes pocket score generously annotated, in pencil,
with comments pertaining to a Schnabel performance of that
piece—a detailed record of his nuances of tempo, dynamics,
phrasing, and expression. We thought at first that Gould might
have annotated this score himself, perhaps in childhood when he
was studying Schnabel's recording, but the handwriting does not
match his trademark scrawl. Then we noticed that the cover of
this score is stamped with the name of Louis Lane, who was
George Szell's associate conductor at the Cleveland Orchestra
back when Gould was giving concerts. We spoke to Lane recently—
he now lives in Atlanta, Georgia—and he confirmed that the score
had indeed belonged to him, and that the handwriting was his.

Lane recalled that he had noted Schnabel's nuances in the
score during a concert performance with the Cleveland Orchestra,
under Szell, sometime in the late 1940s or early 1950s. We then
queried Carol Jacobs, the Cleveland Orchestra’s archivist, who
told us of several Schnabel performances of the Beethoven Fourth
that fit Lane’s description: two in March 1947, and two in April
1950, the latter his last appearances with the orchestra. (He died
in 1951, in Switzerland.) Gould first played with the Cleveland
Orchestra, under Szell, in March 1957, and he played there on
several later occasions, always with Lane conducting, but he and
Lane did not play the Beethoven Fourth together until 27 July
1960, in a concert at the Vancouver International Festival, to
which Lane had been invited at Gould's suggestion. Lane knew of
Gould's admiration for Schnabel, and believes that it was in
Vancouver that he loaned Gould his old annotated score. Like
many other items “loaned” to Gould by friends, the score
remained in his possession for the rest of his life, testifying to his
continuing admiration for his childhood hero. We are pleased to
publish for the first time some sample pages from this score,
drawn from the first and second movements.

—Editor
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Glenn Gould: His First Recordings
(1947-1953), a two-CD set, was recently
released by the American historical label
VAl Audio (VAIA 1198). This is an
authorized release licensed from the com-
panics that own the oniginal recordings.
(For more information, see the label's Web
site, www.vaimusic.com.) The first CD,
“The Hallmark Sessions,” is a welcome
reissue of recordings Gould made in 1953
for the fledgling Canadian classical label
Hallmark, two years before he signed a
contract with Columbia Masterworks.
They include a revealing recording of
Berg's Piano Sonata, Op. |, and three
recordings, with violinist Albert Pratz, of
transcriptions of picces by Shostakovich,
Taneyev, and Prokofiey.

The second CD, “The Private
Recordings,” unfortunately includes no
authentic Gould recordings. The disc
includes four movements by Mozant for
piano four hands, attributed to Gould and
his teacher Alberto Guerrero (June 1947),
as well as Bach's Italian Concerto, attnibuted
to Gould (March 1948). However, as John
Beckwith showed in this magazine, the
Mozart recordings were in fact made by
Guerrero's wife, Myrtle, and her regular
piano partner, Robert Finch, while the
Italian Concerto recording is by Guerrero,
not Gould. (See Beckwith's article “Glenn
Gould, The Early Years: Addenda and
Corrigenda.” in our Fall 1996 issue, and
Michael Schulman letter of reply, in our
Spring 1997 issue.) The misattributed
recordings were first rereleased, shortly
after Gould's death, along with the
Hallmark recordings, in a poorly received
two-LP series titled The Young Glenn
Gould, and have been published elsewhere,
too. It is unfortunate that they have
appeared yet again, this time from a
reputable company, with the attributions
still not corrected. We took the liberty of
writing to VAI Audio on the subject.

An interesting new book was recently
published in ltaly: Glenn Gould:
L'immaginazione al pianoforte, by
Carmelo di Gennaro, No. 45 in the scries
“Quaderni di Musica/Realta”™ (Lucca: Lim
Editrice srl, 1999). Di Gennaro produces
music programs for Terza Rete
Radiofonica RAI and is the music critic

for Solo-24ore; he has also contributed to
books on music history and has written
prolifically about twentieth-century music.
His new book deals comprehensively with
Gould's piano style and interpretations as
well as his work away from the piano, his
acsthetic positions, and his ideas on non-
musical subjects. (Di Gennaro thinks of
Gould as one of the most important intel-
lectuals of the twentieth century, not, he
stresses, as some “crazy pianist.”)
Running to 156 pages, the book comprises
six large chapters treating different aspects
of Gould as musician and thinker—
respectively: the intellectual, the practi-
tioner of electronic media, the performer,
the interpreter of Bach, the interpreter of
closes with some forty pages of bibliogra-
phies and appendices, including an Italian
translation of Gould's seminal 1966 article
“The Prospects of Recording.”

We also recently heard about a book
by Denis Laborde titled De Jean-Sébastien
Bach & Glenn Gould: Magie des sons et
spectacle de la passion, published by
L'Harmattan in Paris in 1997, as pant of
their “Collection Anthropologie du Monde
Occidental,” but we have not been able to
find out anything more from the publisher.

Glenn Gould in Swedish? Just det/
Jorgen Lundmark, a Friend from
Stockholm, showed us the first collection of
Gould writings in Swedish: “Bort med
applddernal™ och andra texter om musik
[“Let’s Ban Applause!™ and other texts on
music], translated by Enk Andersson
(Goteborg: Bo Ejeby Forlag, 1998). This
attractive paperback volume includes
sixteen of Gould's most important and
characteristic writings, on subjects ranging
from Byrd and Mozart to Schoenberg and
Strauss, from improvisation and fugue to
concerts and recordings, ending with a 1980
interview with Tim Page. (The title refers to
the first item in the book, a well-known
Gould article from 1962.) The collection
closes with a long Afterword, “Revolien
som kult,” by Karl Aage Rasmussen.

Speaking of translations ... Junichi
Miyazawa's Japanese edition of Glenn
Gould: Selected Letters appeared in March
1999 (Tokyo: Misuzu Shobo), and includes
much new editorial matter—and some
additional letters—that did not appear in
the original English- and French-language

editions. Miyazawa's edition of Peter
Ostwald's psychobiography Glenn Gould:
The Ecstasy and Tragedy of Genius
(Tokyo: Chikuma Shobo), and Sadako
Nguyen's edition of Kevin Bazzana's book
Glenn Gould: The Performer in the Work
(Tokyo: Hakusuisha), both appeared in
Japanese bookstores, almost simultaneous-
ly, last fall. In June of this year, Non, je ne
suis pas du tout un excentrique, Bruno
Monsaingeon’s 1986 collection of Gould
writings and interviews, also finally
appeared in Japan (Tokyo: Ongaku-no-
tomo-sha), trunslated by Nonio Awazu. And
Bazzana's book will appear in a German
edition (Kassel: Blirenreiter), translated by
Claudia Brusdeylins, later this fall,

The Canadian publisher Colombo &
Company has just published Three
Canadian  Geniuses, by Richard
Kostelanetz, an insightful anthology of
reprinted articles devoted to Gould and two
of his most distinguished countrymen,
Marshall McLuhan and Northrop Frye, The
Gould pieces include “Glenn Gould: Bach
in the Electronic Age” (1967), an article
previously collected in Glenn Gowuld:
Variations; "Glenn Gould as a Radio
Composer” (1982), a text written for a
German radio program; and short reviews
of the Friedrich and Ostwald biographies.
Described in a Colombo flyer as “the prodi-
giously productive and innovative New
York-based writer, artist, critic, and editor
of avant-garde publications.” Kostelanctz
has written about some of the most impor-
tant figures in modemn culture, and we wel-
come the attention he draws to some of the
great “polyartists™ (as he calls them) that
Canada produced in the twenticth century.
(As he points out in his preface, “The last
book-length  critical appreciation of
Canadian culture written by an American
was Edmund Wilson's O Canada (1965).)
An appendix includes several short entries
on Canadians excerpted from Kostelanetz's
Dictionary of the Avant-Gardes.

Three Canadian Geniuses, edited by
Oriana Leckert, is published in a
“QuasiBook Edition™ (inexpensively
printed with a coil binding and a clear-
plastic cover), and runs to 148 pages,
about forty of them devoted to Gould,
(ISBN 1-896308-95-3,) The book can be



ordered directly from Colombo &
Company: for Canadian orders the cost is
$40 plus $5 for shipping: for American
orders, $30 plus $5 for shipping.

Colombo & Company

42 Dell Park Avenue, Toronto, Ontario
M6B 2T6 Canada

Telephone: (416)-782-6853

Fax: (416) 782-0285

E-mail: jre@inforamp.net

Internet: www.colombo.ca

“Glenn Gould™ is the title of a shont
story by the American writer Lydia Davis,
part of her collection Almost No Memory
(New York: Farrar, Straus & Giroux, 1997),
pages 153-64. The point of departure for
the story is one of the more curious facts in
the biographical record: Gould's predilec-
tion for taping episodes of The Mary Tvier
Moore Show, a popular situation comedy
that ran for many years on American tele-
vision in the 1970s. (Many of these video-
tapes, incidentally, survive among the
Gould papers in the Music Division of the
National Library of Canada, and we look
forward eagerly to the scholarly disserta-
tions they will surely inspire.)

The narrator of the story, who feels
the burden of raising a new baby while her
relationship with her husband deteriorates,
enjoys filling her afternoons by watching
The Mary Tvler Moore Show, and finds
that Glenn Gould apparently shared her
passion. “T am termribly surprised by this,”
she says. “I see two of my worlds coming
together that 1 had thought were as far
apart as they could be.” Gould had long
been one of her heroes: “This pianist was
a model for me all the time 1 was a child
growing up and leaming to play the
piano.” Now, she feels, “I have a compan-
ton watching the show with me.” (Davis,
in a recent interview, acknowledged that
the story was based on her own experi-
ences, and it is clear from the story that
she has a respectable knowledge of
Gould's life and work.) At the end of the
story, the namrator realizes what attracts
her about The Mary Tyvler Moore Show: it
offers a glimpse into a world in which order
and kindness are possible, as well as reck-
lessness and passion—a better world, in
many ways, than the one in which she now

lives. In the closing paragraph, as she tries
to understand why Gould was scemingly
able 1o identify with the show’s characters,
she reflects on his reclusive lifestyle and his
ability “to be selfish without hurting any-
one,” and she scems to long for something
of his cherished creative solitude.

On 21 February 2000, the Canadian
federal government’s Heritage Minister,
Sheila Copps, announced in Ottawa the
twelve audio-visual “artifacts™ chosen for
the ministry’s first “Masterworks™ pro-
gram. Each year, the program will recog-
nize and preserve a dozen classic works
drawn from Canadian film, television,
radio, and sound recordings. Alongside
pianist Oscar Peterson, flm-maker
Norman McLaren, radio producer Andrew
Allen, the comedy duo Wayne and
Shuster, and other distinguished Canadian
artists, Gould made the inaugural list, for
(no surprise) his 1955 Columbia recording
of the Goldberg Variations.

Around the same time, polls and
focus groups run by the federal govern-
ment were seeking public input on new
designs for Canada’s paper currency. (For
years Canadian bills have had a portrait of
a Canadian prime minister or of the Queen
of England on the front, and an image of a
bird on the back.) Surprisingly, many icon-
ic Canadian personalities, images, sub-
jects, and events were considered unac-
ceptable by the general public, including
the painters of the Group of Seven, the
writer Margaret Laurence, French explor-
ers, the Charter of Rights and Freedoms,
Inuit stone sculpture, the inventor
Alexander Graham Bell, the discovery of
insulin, and even hockey. Among the
rejected—Glenn Gould, even though he
was recently deemed worthy of a stamp
from Canada Post. According to poll
results reported in the Canadian press,
Gould was rejected because he was
“eccentric to say the least; neurotic to the
point of being damaged.” Earlier this year,
the first of the new bills, the ten-dollar
denomination, was released-—cluttered,
garish, and safely Gould-free.

The Amernican piamist and wnlter
Charles Rosen included an interesting

anecdote about Gould in his article “On
Playing the Piano,” published in the 21
October 1999 issue of The New York
Review of Books, to which he is a frequent
contributor. (The two were acquainted,
incidentally: Rosen has recalled encoun-
tering Gould from time to time in the
1960s, when they were both recording for
Columbia.) Early in the article, in a dis-
cussion of sitting positions and of virtuoso
octave . passages like those in the
Tchaikovsky concerto, he notes:

That is coe aspect of piano technigue that Glenn
Gould, for example, could not deal with. (A
recording engineer at CBS Records told me that
when Goudd recoeded Liset's armsgpement of
Becthoven's Symphoay No. 5, be first recoeded
some of the virtuoso octaves in the right hand
by using both hands and overdubbed the left
hand afterward ) Nevertheless, the Jow seated
position enabled Gould 10 achieve a beautiful
technical control of rapid passage-work with
different kinds of touch,

We assume that the recording engi-
neer in question was Andrew Kazdin, who
revealed Gould's  over-dubbing in
Beethoven's Fifth in his 1989 book Glenn
Gould ar Work: Creative Lying, page 18,
We believe Rosen's story: frankly, Gould's
“right-hand” octaves in, especially, the
finale of the Fifth Symphony do sound
suspiciously ... clean. Was this, as both
Rosen and Kazdin seem 1o suggest, a case
not so much of “creative lying” as just
plain cheating?

Gould recently tumed up again on
The Simpsons, a popular half-hour ani-
mated television series produced in the
United States for the Fox network. A 1996
episode had alluded to Thirty-two Short
Films About Glenn Gould (sce the Fall
1996 Miscellanca), but in the episode
broadcast on 7 January of this year Gould
was actually mentioned by name. In that
episode, Homer Simpson, the lovable oaf
who 1s the show's main character, suddenly
becomes intelligent, witty, and cultured,
(Actually, he has a long-embedded cruyon
removed from his brain—don't ask.) As he
sits in his living room, working through &
basketful of Rubik’s Cubes, he listens 10 a
classical station on FM radio. An oleaginous
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voice comes on at the conclusion of a N

piano piece and announces, “That sonata cw

may not be a Glenn Gould performance,

but | must say it's ‘good as Gould'!"—at

which Homer chuckles wryly. T —
Gould's name also tumed up recently .

in Primetime Glick, a talk-show parody '

that began running this year on comedy

networks in the U.S. and Canada. The

show is the brainchild of the Canadian

L e (s imo Finds

nizable in a startling fat suit, he plays

Jiminy Glick, a gushing but hopelessly

inept talk-show host, and in that guise he

conducts improvised interviews with

celebrities (who play themselves). One

carly episode, in which Short/Glick inter-

viewed the comedian Steve Martin,

included this odd exchange:

VINVYITIT130SINWN

Glick: You were born Stephen Glenn
Martin—named after Glenn Gould, the
wonderful piano player.

Martin: No, it wasn't after him. It was
after my father.

Glick: Your father? And his name was—7?
Martin: Glenn.

Gilck: And o, therefore, Glenn Gould was |l

just a family friend?

Even we are surprised by some of the
unlikely places in which Gould's name  Founding Fatrons
turns up. In the 3 November 1999 issue of
The Globe and Mail, Jan Wong devoted
her regular column “Lunch With” to an
interview with Edmund Morris, who was
in Toronto to promote Dutch, his biogra-
phy of former U.S. President Ronald
Reagan. By this time, the book had already
provoked a storm of controversy over
Morris’s use of fictional alter-egos as a lit-
erary device within the book. According to
the column, he was partly inspired in this

Nee Forte Frienda

respect by Gould: Morris himself noted
that his book is full of “audio montage,”
and Wong wrote that Morris “consciously
copied Glenn Gould's technique of layer-
ing dialogue in his radio documentary
[The] ldea of North.”

~3 From Yi-Chen Chang:
l *In my mind, Glenn Gould is not only a pianist, but also a great spiritual leader.”

~3 From Nestor Forster, Jr.:
“Congratulations on your great work on behalf of one of the greatest sensibilities of
the XX century.”



The following is a list of all Friends of Glenn Gould in good standing as of 30 September 2001,

* Denotes a Founding Friend
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: Marisa Bajardi (ltaly)

+ F.A. Flowers, Il (USA)

+ Clifford & Virginia Hoch (USA)
¢ John B. Lawson (Canada)
“Woody" (Japan)

¢ Catherine Zanelli (Italy)

Forte

¢ Clarice Chalmers (Canada)

: Joan Chalmers (Canada)

» Warren Goldring (Canada)

¢+ Robert J. Howard (Canada)
Yo-Yo Ma (USA)

¢ Harold Redekopp (Canada)

* Vjekoslava Schiide! (Germany)
+ Takanori Sugiyama (Japan)

: Vincent Tovell (Canada)

» Elmore W. Wilson (Canada)

¢ Stanley & Rosalind Witkin (Canada)

Mexxo Forta

Yukiko Ando (Japan)
Catherine R. Calvert (USA)

+ Jocelyne Carle (Canada)

Lord Chadlington (England)

» Rhona M. Cockbum (England)
¢ Loie Fallis (Canada)

: Alan Farley (USA)

7 David Goldbloom (Canada)
Polly Holliday (USA)

¢ Shigeharu Kawamoto (Japan)
Ole Knudsen (Denmark)

2 James D. Lavino (USA)

Helen Mesaros (Canada)

+ Junichi Miyazawa (Japan)
Serena Monti (Italy)

Karsten Obermeyer (Germany)
Faye Perkins (USA)

Anne Davidson Polanyi (Canada)
: Stephen Posen (Canada)

» Lola R. Rasminsky (Canada)

¢ John P. L. Roberts (Canada)

/ Ray Roberts (Canada)

Barry J. Ryan (Canada)

» Roger M. Saydack (USA)
Marianne Scharwenka (Germany)
s Jeffrey J. Smyth (Canada)

+ Sheryl A. Teed (Canada)
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Anonymous (5: Germany, Italy, Japan, USA)
lan D. Alexander (Canada)

+ Eleanor R. Baumgart (Canada)
: Ghislaine Bellon (Canada)

+ Deanne Bogdan (Canada)

» Damjana Bratuz (Canada)
 Doreen Bryer (Canada)

Héléne Buchen (USA)

¢ Clark Conkling (USA)
+ Virginia Cosper (USA)

Bruno Cros (France)
Christopher Dawes (Canada)
Michael de Pencier (Canada)

» Lecy C. de Perin (USA)

» Robert & Beverley Desjardins (Canada)
+ Genoveva Dieterich (Spain)

: Marcelo Dini (Brazil)

Moms W, Dorosh (Canada)

+ Verne Edquist (Canada)
¢ Lisa Emberson (Canada)

Fernando Espinosa (Canada)

» Armando Ferracuti (Ttaly)
 Hanna Finkelstein (USA)

Carolyn Roberts Finlay (Canada)

» Katherine C. Fletcher (USA)

Nestor Forster Junior (Brazil)
Robert Fulford (Canada)
Shinichi Funasaka (Canada)
Edward Gale (USA)

' David Goldfarb (USA)

Jens Hagestedt (Germany)
James K. Hall (Canada)

+ Sherry Hansley (USA)

Catherine Henderson (Canada)
Marcia N. Hennessy (USA)
Walter Homburger (Canada)
Sally E. Howe (USA)

Ken E. Hutchins (USA)

* Fukuko Inaba (Japan)

Terry Jenkins (Canada)
Birgitte Jorgensen (Canada)
Rami Kangas (Finland)

lan A. Kay (Canada)

Brad Kelman (Australia)
Karen Kieser (Canada)
Oliver Knussen (England)

» Dieter Kogelnik (Austria)
» Marianne Leplay (France)

Mark Longtin (USA)

+ Allan MacLeod (Canada)

Valeria Massari (Italy)

+ Hiroki Matsubara (Japan)
+ Hisayoshi Matsui (Japan)

= John A. Miller (Canada)
+ Lise Deschamps Ostwald (USA)

¢ Jac Rubenstein (USA)
 Thérése Salviat (France)

¢ Leonora M. Shelsey (USA)
* F Joel Stein (USA)

* Palle Yourgrau (USA)

* Noriko Akiyama (Japan)
* Walter D. Alvey (USA)

+ Jeff Baumeister (USA)
- Kevin Bazzana (Canada)

¢ Karl Berry (USA)
* Rose Booth (England)
¢ Victor A. Botari (Canada)

+ Stacey A. Bowers (USA)

+ Gillian M. Brown (England)

¢ Eberhard Buehler (Canada)
* Simon Butt (England)
¢ Graciano Carballido Souto (Spain)

Beat Matter (Switzerland)

Marcia McClung (Canada)
Donald McKellar (Canada)
Susanne Hamel Michaud (Canada)
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Gregory Page-Tumer (England)
Marco D. Poli (Tealy)
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Gordon Sato (Canada)

Nils M. Stene (Norway)
Tony Urquhart (Canada)
Frank R. Wilson (USA)

Patrick Zumstein (Switzerland)

Pane

Anonymous (9: Canada, Germany,
Japan,USA)

Anna Andrade (USA)
Paolo Aroma (laly)

Justus Benckhuysen (Canada)
June Benoit (Canada)
Rhona Bergman (USA)

David Bowen (USA)

Robert Boyd (Canada)
Bernard Brackett (Canada)
Roy W. P. Brown (Wales)

Claudia Brusdeylins (Germany)

James Carter (USA)

Marie-Louise Cesan (France)
Yi-Chen Chang (Taiwan)

Guido Ciaccia (Italy)

Cynthia Clark (USA)

Catherine J. Clunies-Ross (England)
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Alessandro Colombo (Italy)
Dorothy Cooper (Canada)

1 James S. Curtis (Canada)

Bozena Cygielski (USA)
Luiz Gongalo de Moracs Prado (Brazil)

¢ Vincent Delattre (Belgium)
¢ Helen Di lorio (USA)

Marilyn J. Dingwell (Bermuda)

+ Wilf Dinnick (Canada)
/ Ruth Donnelly (Canada)

D.H. Douglas (USA)
Ina Eagleson (Canada)
Marilyn Easun (Canada)
Joanna Ente (USA)

» Michele Ferrara (Italy)

¢ Frank Forman (USA)

+ Andrew Fraser (Australia)
» Haruhiko Fujisaki (Japan)

Mie Fukushima (Japan)
Dany Claire Galinaro (France)
Paola Garbuglio (Ttaly)
Sébastien Gay (France)

: Sheilagh Geer (Canada)

Elizabeth R. Glasspoole (Canada)

: Peter Glenister (Canada)

» Evelyn Glennie (England)
» Harai Golomb (Israel)

+ Oskar Gramann (Canada)

Koeld E. Grosen (Denmark)

+ lan Gunn (Scotland)

» Edith A. Hall (USA)

 Karen Hamre (USA)

+ Greg Hartley (Canada)

+ Joan Hebb (Canada)

» Karl Heinimann-Schaub (Switzerland)
: Takayoshi Higuchi (Japan)

George Hitching (Ireland)
Jon-Ragnar Hoskuldsson (Iceland)

: Joseph A. Howard (USA)

James Huang (USA)

Dale Innes (Canada)

Kristian E. Johansson (Sweden)
Keith W. Jones (USA)

: Helmut Kallmann (Canada)

Robert Kardosh (Canada)
Hiromi Katoh (Japan)
Timothy J. Kelly (Canada)
James T. Kelly (Canada)

 Stephen J. Kidder (USA)
> Ron Kingham (Canada)

Bill Komaiko (USA)
Sumiko Kono (Japan)
PaulS. Koskinen (USA)

» Marcela L. Krautter (Canada)
: Merle Kriss (Canada)

Terence Kroetsch (Canada)
Danie! Kiinzi (Switzerland)
Michael R. Kurtz (Canada)
Mary Lausé (USA)

David R. Lenington (USA)
Dominic Lesnar (USA)
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