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Music: Bach, Predade in C Major, BAVY 9335

from the Sis Littde Preduds 1 O80 re rding

SARCLAY MeMitian: Well, that, of course, was not our usual
opening theme. Instead of Respighi we played—for today
only—a bit of Bach. But this is Mostly Music, 1 am Barclay
McMillan, and that Bach prelude was played by our guest on
today's program, Glenn Gould. That performance comes
from the first of six new CBS discs which will be released
in the next few weeks and which celebrate Glenn Gould's
twenty-fifth anniversary with that company. During this
program, we're going to sample a few of those recordings,
and, for the balance of today's show, indeed, everything that
we do play will be a world broadcast premiére. Well, Glenn,
twenty-five years is a long time for an artist and a record
company to stay together.

GLINN GOULD: It sure is.

Sacn 1 assume you're feeling like one of the grand old men
these days.

lin the accent of an elderly Englishman)] Yes, by George,
Barclay, it does make one realize that one is getting on.

B [same] Well, 1 trust you haven't started living in the past
entirely?

0.0 [normal voice, laughing] Well, let’s hope not. But you know,
I did have a rather sobering thought the other day. I suddenly
realized that there are only o CBS contract artists who have
been with the label longer than | have.
S0 [normal voice] Really?

+ Yup.
S Well, now, don't tell me—let me guess.
.55 Oh, you like guessing games, too, do you?

U Oh, certainly! No day is complete without a good round
of'l\m:nlyouemons.ufunsl m concerned.

+ 0 Terrific! I couldn't agree more. But you're not going to need
twenty for this one.

B Well, let's see now ... Contract artists, you say? Leonard
Bemstein's got to be one of them, surely?

i No, actually, he is not. He came to CBS a year or two later,
when he took over the New York Philharmonic.

S0k Hm .. Well, Isaac Stem, to be sure,

& Very good. And the other one?

L Well, er, let's see ... Ormandy went to RCA a few years
ago. Kostelanetz died last year ... Oh, Rudolf Serkin!

. Excellent, sir! You are now two for two.

W Well, if 1 do say so myself, I did rather well—and thanks
for the workout.

You centainly did, and happy to oblige—anytime.

BN Good enough. Glenn, the fact that you've stayed at CBS
for a quarter of a century suggests that you've been happy there,
but nevertheless, one hears all sorts of stories about relationships
between record companies and their artists, and most of them
involve horrendous battles over the question of what gets
recorded, and when, and by whom. Would it be ... terribly
indiscreet to ask whether you 've ever had to engage in that sort of

corporate warfare?

- Well, I think it would be very indiscreet if 1'd had to, Barclay,
and in that case I probably would not be inclined to answer at all.
But it hasn't happened in my case, actually, and that's one of the
most remarkable things about that relationship, 1 think. Oh, you
know, there've been times when various executives lobbied for
repertoire that I wasn't inclined to record. There was a period
about ten years back when they were determined that I was going
to make a Chopin record, for whatever perverse reason, but 1 just
said, “No way,” and it was all resolved in a very friendly fashion.
In fact, I can only think of one occasion when they mounted a
modest argument against a work that 1 was really determined 1o
record. You want to guess which one that was?

B Well, I'd love to, but since you've recorded more than
cighty albums and many hundreds of individual works, and since
this program is called Mostly Music, rather than Mostly Guessing
Games, | really think I'd better pass.,

Well, OK, I'll give it to you for free, then, Are you ready
now? It was the Goldberg Variations.

' You're kidding!

No, I'm not. Twenty-five years ago they didn't think that was
such a great idea at all, and, looking back, their arguments were
by no means illogical from where they sat. | mean, first of all, in
those days, that picce was the private preserve of people like
Wanda Landowska, or Ralph Kirkpatrick maybe, and here was
this whippersnapper who was twenty-two, who'd never made &
commercial recording before, who had played the Goldberg
Variations, I think, exactly twice at that time—once in a concert
in Toronto [16 October 1954] and once on CBC radio, actually
[21 June 1954}—and who announced that he wanted to use it as
the vehicle for a recording début. So you could see their point of
view. But the argument, if you want to call it that, went something



like this. (It took place with an executive who has long since left
the company, but I think maybe we should grant him anonymity
anyway.) He said, “What do you want to record first”” And 1 said,
“The Goldberg Variations.™ And he said, “Well, my goodness,
now, for a young chap like yourself, don't you think the Two- and
Three-Part Inventions would be a much safer work to start with?”
And 1 said, “No, I don't, actually.” And he said, “You really don't,
ch? Well, all right, let’s take a chance on the Goldberg.” And thar
is the closest thing to obstruction that I've ever encountered at CBS.

SN That's remarkable.
oo Yes, itis.

54 But your mention of the Goldberg Variations brings up
the whole question of your identification with the music of Bach.
We began this program with a very brief excerpt from your new
album of preludes, fugues, and fughettas by Bach, but I'm
intrigued by the fact that on one of the other releases, scheduled
for next month, you include music by a contemporary of Bach's
thit you've not recorded before: Domenico Scarlati.

. That's right, yeah.

Soen And I must say, the album on which it appears is certainly
a mixed bag, because, in addition to Scarlatti, there’s some C. P. E,
Bach, and some Richard Strauss, and some Scriabin, and your
own choral piece So You Wanr 10 Write a Fugue?, and a bit of the
Becthoven Pastoral Symphony in the Liszt transcription,

0.0 Yeah, it’s a real compot [sic]. The only common denominator
of the solo performances on that particular disc is that 1 think
they all relate to projects which, for one reason or another, never
got finished.

S Well, I want to hear the Scarlatti first off, because I've
never heard you play any of his sonatas and I've always been
surprised that you haven't, in fact, made a Scarlati album—or
albums, for that matter.

S0 Well, you know, way back in my early teens, when | went
through a phase, as I think many kids do, when I often began my
student concert with a group of Scarfatti [sonatas). Horowitz used
10 do that in those days, and I think probably he had some influence
on the Kids of my generation. But after | tumed pro, so to speak, |
put away childish things forever, and never again played Scarlati
in a concert. But in the late sixties, CBS asked me to make a
Scarlatti album, and I agreed at the time; | thought it would be
quite a nice change from the Bach that we'd been doing at that
time. But I devoted exactly one session to it {30 January 1968, a
session that yielded the three sonatas which are on this disc, and
then 1 just got bored with the project and never went back to it.

LM How come?

G50 Well, | guess, for me, Barclay, a little Scarlatti goes a long

way. There's no question that it's immensely charming music. It's
the music of a man who had an incomparable sense of what a key-
board instrument could do, 1 mean, 1 don't think anybody, except
maybe Scriabin, and possibly Chopin, has ever had anything like
an equal flair in that regard. And in Scarlatti’s case, it's the more
remarkable, really, because he wrote for the harpsichord, and yet
every one of his gimmicks, every one of his tricks, works perfectly
on the modemn piano—all the cross-hand effects, and the repeated-
note figurations, and so forth. He knew precisely [in] which
register of the instrument those devices would work. Everything
just comes off—exactly, one has to presume, as he wanted it to.
And it's not just gimmicks, cither. He had a great melodic flair,
certainly; he seemed to never run out of those marvelously quirky
themes that are oddly memorable, you know, in a way that Bach's
themes, quite often, are not. And he had a fabulous sense of
harmonic pace: he knew exactly when to insert a secondary
dominant or whatever, and move the action along to the next
harmonic plateau. He had all of those things—

CAe And as you list them, | begin to see a “but”™ flashing in
neon lights somewhere down the road.

[faughing] Well, yes. The “but” is that (for me, anyway)
there's no real emotional centre to this music. It just skates
brilliantly across the surface. It's wonderfully witty and diverting
and so on, but it isn't really—1 guess “compassionate,” or
something very like it, is the word I'm looking for.

e “Compassionate™?
.+ Yeah.

Fcn Well, that's a lot to ask of a little three-minute harpsichord
movement.

G0 Yes, itis. But it's what we do ask, and do ger, from a little
Bach invention or prelude or fughetta or whatever—most of the
time, anyway. I guess the bottom line is that, for me, there's more
spiritual sustenance in a couple of minutes of Bach than in all six-
hundred-odd Scarlatti sonatas.

Lt Well, T don't know about all six hundred, but T want to

hear three of them right now.
i OK. You are about to audit my entire professional contact
with the works of Domenico Scarlatt,

Musie: Scarlattl, Sonstes in D Major, L. 46 VK. S

D Minor, L. 41VK. 9; and G Major, L. I86/K. 13

1968 recordines s

Bcm Three sonatas—in D major, D minor, and G major,

respectively—by Domenico Scarlatti, played by our guest on
Mostly Music, Glenn Gould. And, I'm sorry, Glenn, but I still like

200z Suradg | saquiny/g swnjop

s0'¥v0



Scarlati, and I still think you should have
finished that album.
Massey Hall, Toronto
Well, you're probably right: CBS
thought so too, actually. But before we FRIDAY NIGHT, Aptﬂ 18, 1947
leave the subject altogether, may | suggest

that we play just a little bit of the sonata by PROGRAMME

Carl Philipp Emanuel Bach, which follows 1. SIX SONATAS . ; A I L i ~ Scarlatti
after the Scarlatti on this particular [Silver 2::”‘;
Jubilee) disc. You know, Philipp Emanuel E major
is not exactly one of my favourite E”‘“m‘f'
malor

composers, and he cernainly does not

~o . : S : 2. SONATA QUASI UNA FANTASIA C-SHARP MINOR
wash away the worldly grime of Scarlatti OP. 27. No. 2 (Moonlight) - : 3 ) % ey
the way his old man does. Adagio soatentiso
Allegretto, Tiio
d _ Presto sgltato
Oh, come on. now, that's unfair to 3. SIXPRELUDES,OP.38 - - - - - - - - Kabalevsky
both composers! A fiat major (1904- )
C sharp minor
G major
Yeah, well, I'm reaching for an G,

image, so just scratch all that if you want D minor

. ' p . These Preludes were composed in 194344, Mr. Hocowitz gave them their lrst
to. But what I'm trying to say is that peticrmances in America. They bear a suggestive inscription lrom Lermentolf

Philipp Emanuel, in this particular sonata which, lreely translated, says: "Should | seek 1o penetrate the deepest secrets of
'PP A 5 the poetry of the Russian folk, | would find them revealed nowhere as they are in
(which was written while Scarlatti was the pecple’s songs ™ The loik-vein is evident in these short pleces. which are
. < L . nevertheless In some cases highly developed in idiom. with extensive empioy-
still active, actually), deals with essentially ment ol modern planist.c devices and harmenic progressions of an advanced sort

. - - - S These Preludes constitute a highly suggestive example of the manner In which
the same vocabulary that Scarlatti folk motivations may evoive in the crestive consctousness of the individual

employs—the same harmonic vocabulary, composer
anyway, He doesn’t have the same
vocabulary of sleight-of-hand illusions

(Asalytical notes by Olts Dewnes

INTERMISBION

and keyboard tricks up his sleeve, but he 4 %AEE%R&LAIMSE% RwOP RARL 2

S : - INOR. o } - - - - - wopin
dcals‘ with that vocabulary in a manner BALLADE IN G MINOR. OP. 23, No. 1}
that is so much more lhf)ughlful and: 5 INTERMEZZO IN D-FLAT MAJOR) et
yeah, I'd say “compassionate™ applies PRESTO IN B-FLAT MAJOR B e et

(Dedicased to Viadimir Harowitz)

here, too. Why "twe / the— b
: S 'y don't we play the !d(ﬁn : In the Intermeszo Poulenc has turmed bom the stylistic influences of Satie and
care—the second movement of that the late Stravinsky, which often aSlected his earlier product as one ol the bold

: ) ” blades of the Parisian "Groupe des Six” of the 1920, and turms foward Fauré
sonata, for a quick comparison, maybe? and the style of the “romantic” nocturne, The Presto, which is dedicated 1o
Mr. Hocowitz, contrasts swiltnesa, wit, and viruceity with the postical mood which
has preceded
Sure y (Azalyticel notes by Olin Downes) ¢
/ 8. HUNGARIAN RHAPSODY, No 6 2 ef Tard &Y a0l e i St

Steinway Piano

B —
(5 03

Now, | think that’s gorgeous stuff.

It is lovely, but, after we get off
the air, I'm going to convince you that
there's more to Scarlatti than you think.

You're certainly welcome to try, sir. Beethoven and, in the twentieth-century repertoire, so much
Hindemith and Schoenberg and so on—that you just skip over

|laughs] One of the things that intrigues me about your everything in between, that you bypass the Romantics and the
recording career is that one has the impression somehow that, post-Romantics altogether. But I took a look at your discography

because you've recorded so much Bach and Mozart and the other day, and that impression is really not quite accurate,



Eaton Auditorium, Toronto

MONDAY NIGHT, October 20, 1947

PROGRAMME

l. FIVESONATAS - - L s . . . . - . Scarlatti
D majoe
F minoe
G major
B minor

D major

2 SONATA,Op. 31, No.2 - . . . . . - - Beethoven
Largo — Allegro
Adagio
Allegreno

INTERMISSION

3 PASSACAILLE - . . . . . . . . . Coupern

(Transcription by A. Guerrero)

4 WALTZINAFLATOp.£2 - . . =« . . . Chopin

5 IMPROMPTU,Op. 3%- - b ot ST o Chopin

6. AUBORDDUNESOURCE - . . . . . +  Liszt

7. ANDANTE AND RONDO CAPRICCIOSO - - -  Mendelssohn
Steinway Piano

because you've recorded Grieg and Bizet and Brahms and
Sibelius and Richard Strauss and even your own transcriptions of hedonistic quality, that just simply tuns me off. But the larer
some of the Wagner warhorses, for that matter. Romantics—the Wagnerians, particularly—now that's another

truth in that impression, nonetheless,
Barclay. All of the composers you've
mentioned relate to the latter half of the
nineteenth century primarily, and, for me,
the first half of that century-—excluding
Beethoven, of course—is really a
washout, as least as far as piano repertoire
is concerned.

Well, that takes in the core of the
piano-recital repertoire. 1 mean, Chopin
and Schubert and Schumann and Liszt and
Mendelssobn and—

Yeah, well, for Mendelssohn 1've
got to make a lirtle bit of an exception
because, although I find almost all his
piano music a complete waste of time, 1
adore the orchestral repertoire. [ get
very moved by things like, oh, Calm Sea
and Prosperous Voyage, or something,
and as a matter of fact I once confessed
that I'm the only person I know who
would rather listen 10 St. Paul than to the

Missa solemnis.
[laughing] That's heresy!

Yeah, well, there's no accounting for
taste, you know. But, frankly, if I tried to
explain why I feel as I do about the piano
repertoire of that period, we'd simply get
back into a nincteenth-century version of
our Scarlatti argument, I'm afraid

Well, we can’t afford 10 do that
because this program would then have to
be renamed Mostly Talk

That's what 1 figured, so let me just
say that evervthing that 1 said about
Scarlatti goes in spades with regard to the
keyboard works of the composers we just
mentioned. No, come to think of it, not
Just the keyboard works: let’s make it the
solo instrumental works. After all, you
know, the Paganini things and all sorts of
similar schlock came out of the same
period. 1 find the music full of empty
gestures, full of theatrical figurations.
Even in the relatively contemplative
moments it has a worldly quality, a

story altogether. | am as passionate a Wagnenian as you're likely
Yeah, that’s right. But | think there is a very lurge grain of to tum up this side of Bayreuth

| J2qunN/Q aum‘O/\
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S Really?

.6 Oh, yes! And so when 1 did transcribe the Wagner party-
pieces—ithe “Rhine Joumey" and the Meistersinger Prelude and
50 on—a few years ago, that really was an act of love. Not that
those pieces needed any help from me; I certainly don't think they
need any transcriptions at all. It's just that | wanted to have something
of Wagner’s to play on the piano, because Wagner, like so many
of the late Romantics, either didn’r write for the piano or didn't
know how to write for the piano. (I think, in his case, it was
probably the fatter.)

S Well, ook, hold on. You seem to be saying two different
things here. On the one hand, you object to Chopin or Schumann
or Paganini or Liszt because, in your opinion, they exploit their
instruments; on the other hand, you lament the fact that Wagner
didn't know how to use the piano's resources properly, and—

Yeah, well, that's true, but I think there's a big difference,
Barclay, between “proper use” and “exploitation.” I don't think
that anyone would claim that Bach, for example, wrote
exploitatively for the keyboard, except maybe in the carliest
pieces like the toccatas or something of that sort, and, on the
other hand, there's no greater joy (for me, anyway) than playing,
oh, The Art of Fugue on the piano, despite the fact that it has no
specific instrumental designation at all. You know, it just works
on the piano, it works on the organ, it works for a string quartet—
[laughing] 1 heard it once work for a saxophone quartet—it
works for the Swingle Singers, as we know, it works for any
combination you can think of, It's sort of a neutered piece from
an instrumental standpoint. And what it comes down to, I think,
is that—in my view, anyway, and in contradistinction, | admit, to
just about every other opinion available—the piano should be
treated as a contrapuntal instrument. I think it works best when
it's given contrapuntal material and least well when it's treated in
a melody-oriented fashion, the way it was treated by the carly
Romantics, particularly.

0t Well, that certainly does fly in the face of all conventional
wisdom.

Yes, it does, and, I confess that there is a built-in bias there
in a way, because I happen to be very little interested in music that
does not offer a contrapuntal design. | don't mean counterpoint,
by the way, in the sense of some sort of perpetual fugue or some-
thing like that, but, for me, music only really gets to be interesting
when it has a totally integrated use of theme and harmony-—of
vertical and horizontal space, if you like. And that is not a description,
1 think, that one could apply to Chopin or Schubert or Schumann,
bat it is a description that fits Wagner in all of the later works. It
certainly fits Richard Strauss—

‘4. How about Scriabin? How does it fit him?

o0 Well, 1 guess, for me, as for many other people, the jury is
still out on Scriabin, in some ways. | find him fascinating,

obviously—who cannot? He's one of the most demonically
imaginative composers who ever lived. He's possessed, in every
sense of the word. As far as what we were talking about before—
the contrapuntal thing—is concerned, he is very preoccupied, in
his later years, in a very special way, with a vertical-horizontal
mix. In fact, that's really part of what his famous Magic Chord (so
cilled) was all about, It gave him & harmonic formula from which
he could extract thematic ideas.

Or vice versa.

%0 Exactly. It's not unlike, in fact, what Schoenberg tried to do
in the carly twelve-tone years, really: to make chords and themes
out of the same, very restricted interval possibilities. But in
Scriabin’s case it’s a more consonant version of that integration,
because five of the six tones in the Magic Chord are derived from
the whole-tone scale.

Well, in your anniversary album you include two Scriabin
preludes, Op. 57.

Yeah, they 're marvelous little pieces. They were written fust
before the time when Scriabin began to use the Magic Chord ...
“obsessively,” if you like. As far as | can remember, the first piece
exclusively based on it was Op. 58, and this is 57, so in this work
one finds Scriabin poised right on the brink. The Magic Chord
filters through the harmonic haze from time o time. You know,
it's funny, Barclay, have you ever noticed when you talk about
Scriabin you always gets carried away with language like that—
“harmonic haze.”

Well, probably because Scriabin himself got carried away
with language like that, don't you think?

Oh, I'm sure. | think that’s absolutely true. But anyway,
now—how am I going to work my way out of this image? “In the
end, the harmonic haze lifts, and the second prelude puts safely
into port in C major.” How's that for landing on my feet?

llaughing] That's not called landing on your feet, Glenn;
that's called jumping overboard without a life preserver! And the
only way 10 rescue you is to play the pieces.

[faughing] You may be right.

Two preludes, Op. 57, entitled “Désir”™ and “Caresse
dansée,” by Alexander Scriabin, as played on a forthcoming CBS
release by Glenn Gould. Glenn, 1 think one of the most intriguing
items among these new releases is a performance that, I gather, is
by no means new: the Ophelia-Lieder, by Richard Strauss, with
Elisabeth Schwarzkopf as soloist.



.0 Indeed.

S Now, over the years, at CBS, there's been some very
imaginative casting in the some of your collzborative enterprises.
You've worked with some fascinating characters—Leopold
Stokowski, for example, in the Beethoven “Emperor” Concerto,

+ &+ That’s right. How about Claude Rains—wouldn't he qualify?

©wen | forgot about him—he certainly would! And that again,
of course, was Strauss repertoire.

(. Enoch Arden, yeah,

W00 Right, the Strauss setting of the Tennyson melodrama. But
those records, as far as I can remember, were released more or less
at the time they were made—

0.0 That's nght, yeah.

S —and yet here's one of the most intriguing collaborations
you've ever been involved with, and it was done when?

0 It was recorded in January 1966,

S Right, So it appears in the marketplace almost exactly
fifteen years after it was recorded.

o That's right.
o Why?

. Barclay, I can’t tell you. I mean, I can tell you, but not on
national radio I can’t, I'm afraid. Let's see, what can 1 say about
it? ... What I can say, | guess. is that there were byzantine
complications that stood in the way of this performance ever
being released, and I'm just very, very happy that it was finally
allowed to see the light of day, no mutter how many years after the
fact, because, in my opinion, it's one of the most remarkable vocal
interpretations I've ever heard—of anything, by anybody. I'm a
little bit prejudiced, of course, not because | was involved, but
because I'm a dyed-in-the-wool Schwarzkopf fan—always have
been. And although I've heard this performance many, many,
many times since | edited it a few months back, I still get shivers
up my spine with every replay, you know. I mean, here is a lady
who was no longer young when she recorded this—in fact, she
didn’t make too many recordings thercafter—and who, without
sacrificing any of her natural tonal inflections—which are among
the vocal glories of the age, as far as I'm concerned—tumed
herself for the occasion into & teenager, into Ophelia. It's spooky,
it really is, It's the most incredible kind of transformation. | can
tell you one other thing about this recording, I think: Schwarzkopf
had never sung the Ophelia-Lieder before, and it was done
without any rehearsal whatsoever.

S What? Come on, now!

+ Nope. At the time the recording was made, she was incredibly
busy with a production of 1 think it was Don Giovanni at the
Metropolitan Opera, and our sessions were sandwiched in
between her rehearsals at the Met. So Take 1 of each of the songs
was, in fact, a rehearsal. The producer, Paul Myers, and I decided
that the mikes really ought to be left on from the moment we
walked into the studio, virtually—just in case we got something
of value in the first takes.

EMon . My goodness! | assume that there are no Take 1's
involved in the final project?

o0 [laughing] 1 don't believe there are. 1 do recall there's a Take
23 quite prominently on display in one of the songs.

[laughing] Well, you can't leave us hanging there;
you've got to tell us which one.

- 1 do, eh? Well, OK: it's the second one.
S Well, we've got 1o hear this now.

- Right. But can I take just a moment to say something about
the songs themselves?

1+ Oh, sure,

0 Well, there is, as you know, a school of thought which holds
that Strauss wrote himself out someplace around the time of
Elektra or Rosenkavalier.

200 Well, T know you don't subscribe to that, because 1 recall
that Mostly Music broadcast the premi¢re of your Strauss
documentary The Bourgeois Hero a couple of years ago—

That's right.

AN —and it centainly served as a very eloquent refutation of
that view.

.5 Well, you know, I do think there's a lot of evidence for the
fact that Strauss went through some sort of mid-life crisis, if
you like, around the time of the First World War, and that the
operas (particularly the operas) which followed Elektra and
Rosenkavalier—works like Ariadne and Frau ohne Schatten
and so on—are not up to the standards of Salome or Elektra. |
don’t think there's any doubt about that. But at the end of his
life, as we all know, he had that extraordinary Indian Summer
out of which came the subtlest of all the operas, in my view,
Capriccio: the most moving of all the orchestral works, 1 think,
Metamorphosen; and so on. But long before he got to that
point, during the period when he was having a very hard time
operatically—when Hofmannsthal was urging him on toward
ever more mystically symbolic enterprises which didn’t really
fit at all with Strauss’s very direct, very bourgeois (if you like)
way of looking at the world—even during that time, he produced,
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I think, the most interesting and underestimated (I must say) of
the tone-poem-like works, the Alpine Symphony, and he also
produced the greatest Lieder of his life—including this
miniature cycle. You know, if you compare these Ophelia songs
with the most famous of the early Lieder—“Morgen” or
“Ciicilie™ or “Ruhe, meine Seele,” whatever you like—you find
that those songs, charming as they are, take on casy targets—
conventional love stories and so on—and rely on conventional
musical formulas in the process. But these songs, the Ophelia
songs, take on no less complicated a subject than schizophrenia,
and the musical materials are, in every way, up to that really
rather incredible task. In the last song, for example, Strauss
vacillates between the keys of E-flat minor and A major, and,
later on, between A-flat minor and D major—keys which are
separated by the most ambivalent of intervals, the tritone—
and he does it in order to describe the manic-depressive aspects
of Ophelia's breakdown.

S.00cM . That's fascinating.

.5 So what we have here is a record—old as it is, pre-Dolby and
all of that—which combines my favourite songs by one of my
favourite composers with just about the most spellbinding vocal-
dramatic performance I've ever heard. | guess it's fairly obvious
that I'm rather high on the product.

B Well, one does get that impression! Let’s hear it.

.G mw,

Muosic: Strouss, Ophelia-Lieder,
with Ellsubeth Schwarzkop!

oprano ( 1966 recording)

B Wow!
.0 Isn't that something?

B MM That's incredible! But | think in case anyone's just joined
us, I should mention that we've been playing and talking about the
Ophelia-Lieder by Richard Strauss, and we've been listening to
them in a performance which will be released next month but
which is already a historical item, in a sense: a performance
recorded fifteen years ago by Elisabeth Schwarzkopf and our
guest on Mostly Music today, Glenn Gould. Glenn, during the last
quarter-century, in addition to making a lot of recordings, you've
made a lot of comments about the process of recording. You've
written extensively about it, you've made radio documentaries
about it, and so on, and I've always been struck by the fact that
even when you're dealing with what one might think of as purely
technical matters—aspects of splicing or multi-track perspective,
whatever—you've always managed 1o insert a commercial, a sort
of moral lesson, into your talk or your script or whatever it
happens to be.

[laughing) Well, yeah, I think I have to plead guilty to that,
Barclay.

S Well, it almost seems as though recording has a sort of
metaphonical significance for you-—that it stands for a way of life
that is much more important to you than the process of recording
per se. Do you know what I'm saying?

1 do, I do indeed, Barclay, and you're absolutely right.

S Well, your own way of life, obviously, changed a great

“deal because of recording.

Sure.

“ov You haven't given concerts in over sixteen years. Your
musical activities are entirely bound up with the electronic media.

That's right, yeah.

#0004 And one has the impression that what you value most about
recording is that it allows you to be—1 don’t know exactly what
word to use here—to be invisible, in a sense, to enjoy a completely
detached relationship with your sudience. Is that a fair comment?

... Oh, absolutely. I think the only thing I'd want to add is that
while that relationship may be very detached in a social sense, it
is also the closest relationship, the most immediate relationship,
that one can have with a listener in a purely musical sense,

Jcn . Well, what would have happened to you if recording had
never existed, or had existed only in a very primitive way? If
you'd been born fifty years carlier, for example, would you've
gone on giving concerts, do you think, or—

No, 1 don't think so. I've often wondered about that, actually,
and | think the answer really depends on how much backbone my
pre-incamated alter-ego might have had, but I can’t imagine that
it—Il—he—whatever—would have stayed active in a way of life
that was so totally foreign to my—his—its nature, you know.

S Well, when you look back now, over the last twenty-five
years, do you see a progression in terms of the way in which this
attitude has affected your work?

Yeah, I do. Matter of fact, I had occasion, quite recently, 1o
listen to a lot of the carly recordings in a rather concentrated way,
and 1 was astonished, really, by how “performance-oriented”
many of them really were. For one thing, in the carly recordings,
there's more of an element of “pianism™—and I do use that word
in a pejorative sense—than 1 would like und than I would have
thought was present. Your know, from the carliest days, | recognized
that recording was the medium I wanted to be involved with, but
it's quite clear, nevertheless, in those carly discs, that these are
performances by someone who was still giving concerts. For one
thing, there's an extraordinary casualness about the recording



method—ridiculous, silly little things that could so easily have
been fixed on the spot were just often Jet go, you know. It would
seem as though | was perpetually rushing to some sirport or other
and just didn"t have time to assess the takes or something. And this
15 an attitude that many concert performers do have when they go
into the studio: they bring all the one-time-only, straight-through-
to-the-last-note performance traditions into the studio with them
But I didn’t realize that I had it in those days, to that extent, that |
was contaminated by the concert experience that much. 1 just didn’t
know that about myself.

So, then, did all of this change instantly once you'd
stopped giving concerts?

Instantly? No. I think the first records that really reflect a
total concentration, a total respect for the medium, were done

about two years later—around the time that that Schwarzkopf

recording was made-—and it just happens that that was the period
of my life in which I began to do all my own editing, and, through
that experience, to become aware of exactly what could be done,
and should be done, with the medium

Well, I notice in the credits on these new recordings that
you're doing your own production as well

That's right, but | should quickly add that what I just sad
15 not a reflection on any of the producers who worked with me
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in those early days; it's a reflection on me, and just that, and
on the kind of attitudes that I'd picked up unwittingly in the
concert hall. I can even give you some statistics for that
progression, if you like. I remember that when that Richard
Strauss recording was made, Madame Schwarzkopf said to
me before we began—the first session, she said, [in a
German accent) “You know, I work very slowly. I never plan
to record more than three minutes of material per hour in the
studio.” [mormal voice] And 1 can remember thinking to
myself at the time, My goodness, that is incredibly slow, that
is just so slow, because in those days I was routinely knocking
off six or seven minutes of material per hour in my own sessions.
But over the last decade, I've watched my per-hour rate
decline to a point where I'm slower than she was. I now very
rarely average more than two minutes for any given hour in
the studio.

4 WM That's incredible! That's a recording radio of thirty to one.

~ No, no it isn't, actually, although I'd have no objections if it
were. No, it's a ratio of something like, maybe, four or five to one,
because the related statistic, which I should’ve given you, is that
in any given hour I sit at the piano for not more than about eight
Or nine minutes.

B It can't take you fifty minutes to listen to the playback?

.. Oh, it certainly does, because 1 listen to playbacks—plural. 1
listen again and again and again to the same take, if it's a good
one, if it has possibilitics, or 1 go back and forth over alternate
takes, trying to decide how they can be improved, how they can be
combined, in certain instances, what sort of inserts will work for
them. and so forth and so on. I admit that there’s the odd coffee-
break mixed in there, perhaps—

0 (laughing] And the odd round of Twenty Questions with
the engineers, 1 bet.

¢ [laughing] You've got it! But, nevertheless, it’s a very
different sort of approach than I would have taken twenty years
ago, say, when 1'd spend most of the time at the piano and just
casually check out the more promising takes before leaving for the
airport, and hope for the best.

34 You've always been extraordinarily forthcoming about the
whole business of editing, of splicing. You've written articles
about how many splices could be found in a given performance
of yours.

Oh, sure,

i 4 Even in the course of this broadcast, you've dropped the
number 23 on us with respect to the takes in one of the Strauss songs.

++ Uh-huh.

And there's no other artist, as far as 1 know, who does
this. As a matter of fact, many performers claim that they use no
editing at all.

Nobody here but us straight-through takes, right?
' [laughing] Exactly.
Well, I feel compelled to do it, Barclay, | must say. A sort of

missionary zeal comes over me when I'm having a conversation
like this about recording. I feel compelled to say to people, Look,

- this is a very special art with very special criteria, and if you want

it to really influence your lives, as it can do, then you must respect
those criteria. Now, the only statistics I have at my disposal are
my own, 5o I use them, but, per se, I can't think of anything less
important than whether Elisabeth Schwarzkopf and 1 took one
take or twenty-three takes to get what we got in that particular
song. What is important—terribly important, I think—is that the
process, in all its complexity, has to be accepted. We have to
postcards of a concert—that they're straight-through, that they're
“honest.” that they're faithful replicas of what human beings do.
And that all the others are full of tricks and snares and deceptions.
We have to get rid of that idea first, and then, | think, we can put
all the statistics aside forever. Because the process of recording is
about what happens when you stand outside of time and place, It's
about what happens when you bypass the momentary in favour of
the permanent, when you try to eliminate, rather than o perpetuate,
human error, you know,

* Well, Glenn, the one thing we can 't eliminate is the clock.
I want to end this program with one of the four early Beethoven
sonatas which are included among your new releases, and I'd par-
ticularly like to play Op. 2/No. 3, because it's one of my favourites.

Mine, 100,

But it's also a long sonata, and if we're going to play it
we've got to do it right now.

1 will not say another word. I won't even tell you how many
splices are in it.

[laughing] OK! I'll just have time to count them as they
go through. Thanks for coming.

My pleasure,

And, without further ado: the Sonata in C Major, Op.
2/No. 3, by Beethoven, played by Glenn Gould.

—_—
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(0 Noahomal e Bostd of Cusds )

~ By Norman McLaren

The following arc absiracts (based on the
National Filn Bosed of Canada's catalogee) of
the films mentioned in this coaversation, listed in
alphabetical order.

-Qnﬂﬂc.

1949, 7:48, wigh Evelyn Lambart. A lively, wond-
less imerpretation, in fluid lives and colowr, of
jarz music played by the Oscar Peserson Trio.
Painting directly on film, McLareo and Lambart
momvhulql-lunth—k

- Conon '

1964, 9:13, with Grant Munro. s its simplest
form a cance is 3 musical “round.” in which cach
singer picks up the words and tane a beat of 0
after the proceding singer. In this film, McLaren
and live action, how a canon works.

 Fiddie-de-dee

1947, 3:22. A film fantasy of dancing music and
dancing colour. To “Listen 10 the Mockinghird.”
played by an old-time fiddler, brilliant paticrns
“Mﬂhﬂuﬂn“
on film, translates sound ko sight,

~ Mosaic

1968, 5:27, with Evelyn Lambart. Mosaic is &
picture of unssual movement, colour. and sound,
,La.dh--dw.hh.-qhdq
At in lm, a play oa the retina of the eye. The
~basis of the film is a single tiny wuare that
 divides, eveatually forming a colourfsl mosaic o
hm—dc.

. Pos de deax

1968, 13:22. McLaren takes a book at the chore-
mmﬂu“uu
all you would expect from this master of
w in music and illustration. By
mt-h---y-nm
* the artist creates & muktiple image of the ballering
(Margaret Mercier) and ber partner (Vincent

Watren). A bare, black stage and hack-Ist figures,
plus the remote, airy music of paspipes, produce
a0 stmosphere of quiet and detachment.

. Spheres

1965, 7:28, with René Jodoin. This is a play oo
motion, against 3 background of molti-hued sky.
Spheres of tramsbucent pearl seem 1o float
weightlessly in the wnlimited panorsma of the
sky, grouping. regrouping, at times colliding like
some stylized burst of an atomsc chain reaction.
This airy dance is st 1o the music of Bach,
played by Glenn Gould.

" Synchromy

1971, 7:27. Here are pyrotechmics of the key-
board, but with caly a camen to “play the tane.”
To make this film, Mclasen employed novel
optical techaiques 10 compose the prano rirythms
of the soundtrack. These be then moved, in
multi-coloet, onto the picture area of the screen
50 that, in effect, you soe what you hear. It is

synchronization of image and soend in the truest
sense of the word.

All of McLarens films, incloding those be
made before joining the NFB, are available for
purchase, in both English and French versions,
directly from the NFB, (For more information,
see their Web site: wew.nthea, Not all of these
films can be purchased onlime, however) The
films are available indevidaally but also in vanoes
anthologics, the loogest of which s catitled
Selected Films: Norman McLaren (1991) and
inclodes a representative selection of foarteen
fims, runming a total of 114 minuses. The
Mclaren Package (1992) includes Selecied
Fibms: Normar McLaren; Donald McWilliams®
documentary Creative  Process:  Norman
Mclaren; and the 104-page book Norman
McLaren on the Creative Process, which includes
his reflections on film making. and his never-
before-published technical motes on his films.
Incidentally, an excerpt from Spheres appears as
part of Prangois Girard’s 1993 feature film
Thirty-two Short Filwes abowt Glenn Gowld. '

4 includes madenial

} Gondd Vel Cut due o fine
I NN OONERG CONVer

ith CRC wunmnmncer Bill Hawes

d himsell. Incidensaily, fis

Music: Excerpt from the
sonndtrack of Mosaic.

BILL HAWES: That's by Norman McLaren?

GLENN GOULD: Indeed it is. It's from the
music track which be designed for his five-
minute masterpiece Mosaic.

2.4 1 don't think I've seen that, Glenn.

.G Well, it’s a film in which a man walks
in from stage right (as they say) and scems
to launch a small spherical object into
space against no discemible background
other than a gradually lightening field of
colour, exists stage left, and leaves the
object to multiply and create & world of its
own and of its own Kind, until he comes
brings the film to an end. That's about all [
can tell you, Bill. Like most McLaren
productions your really have to see for
yourself.

5.1 Well, yes, going by your description |
haven't seen it, but the way you describe



it, the qualities you ascribe 1o it—er—the

symmetry and, er-

—and the sort of object take-over,
certainly—

—rnight, remind me of other McLaren
films that I have seen

Yeah, 1 think those qualities are
indigenous to virtually everything he has
done, especially the object-take-over
aspect, and they were certainly typical of &
seven-minute film which I had the great
good fortune to work on with him a few
months ago.

What was it called?

It was called Spheres, and it breaks
down into three short scgments designed
10 coexist with the music of Bach—two
fugues and a prelude.

Well, | think | can sort of visualize
what Norman McLaren might concoct in
deference to Bach's scores, Glenn. After
all, they're always rhythmically vital, and
eminently animatable, really. But surely,
the rhythm-for-rhythm’s-sake contribution
that we heard at the top of the show—

—from Mosaic

Yes, er, surely that suggests a rather
different and much less conventional
approach to music as a film component

Oh, yeah. Well, of course I don’t think
there's anything conventional about any of
McLaren’s films, really, and yet the very
lack of convention produces, ironically,

their most lynical and controlled moments.
You know, he's such an incredible inventor,
light-years ahead of most of the people in
the cinematic underground, who proclaim
themselves inventive becanse they do one
thing—"their thing,” |1 suppose they'd

say—relentlessly

You mean like Andy Warhol and all
thirteen hours (or whatever it was) of the
Empire State Building?

Right, or Jonas Mekas and hypnotic
light flashes. The thing about McLaren is
that he's not, in that rather silly, certainly
self-conscious  sense, an  innovator,
because he never gives you the impression
thit he is hard a work competing with any-

body else or, for that matter, with himself
Uh-huh

So there’s no self-conscious innovation
component. He's completely at ease with
his inventions and, even in the presence of
their newness, he's able to be relaxed and
lynical as an artist, and comfortable and
kind as a human being. He's as free from
that awful compulsion to be competitively
inventive as anyone I've ever met. and |
think probably that's why he's managed to
remain such a remarkable and consistently
creative person

Well, because of that inventiveness,
Glenn, does he tend to use “integrated™
music, like the Mosaic rhythm track
which he composed himself, exclusively
these days?

No, there's a much more catholic
base for his tastes, actually. I asked him

about that. Of course, everything he does
ultimately becomes integrated, but the
musical participation is still allotted often
enough to conventional notes more or less
conventionally notated. His latest film, 1
believe—excluding Spheres, 1 guess—is a
fantastic opus called Pas de dewrx, in black
and white, two dancers only

But animated by various means, |

assume.,

Right. And for that he made use of

cenly conventional music,

What was that? Where on carth, or
clsewhere, did he dig up that combo?

You may well ask, Bill, and so did |
when | talked to Norman McLaren last

week.

Norman, | saw Pas de deux for the

third time yesterday, and, as often happens
when you see something which was ini-
tially a great expenience, and secondanly an
even greater experience, the tertiary
impression is not Jess great, certainly, but
one becomes somewhat more analytic, |
suppose, and | began to dissect certain of
the musical elements, particularly in
that absolutely—what 15 it?—twelve-

minute film?

It’s fourteen
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And I suddenly realized something
that in the total absorption of my impres-

sions last March, or whenever [ first saw it,
had cluded me to a degree, although |1 real-
ized that it was a very sparse musical
score, and 1 suddenly realized the entire
musical score consists of two chords only
One is perhaps a variant of another (but we
won't go into Schoenbergian principles).
Really there are only two chords, and |
suddenly began to wonder, Is there a
streak of the Scotch in you when it comes
1o selecting music? I mean, is there a kind
of frugal instinct? Is there a basic law that
you obey which suggests that the music
that 1S most apt, most pertinent to your
endeavors is valuable in obverse ratio to its
activity?

Well, 1o be quite frank, I am frugal,
and I think frugality in works of art is quite
important, too—in what I do, anyway, for
my own satisfaction—but that came about
because | made the film without any
thought of music at all. The dancers

danced in silence
Really!
And afterwards there came the

problem of what kind of music are we
going 1o have, and Maurice Blackburn, the

composer #t the Film Board, saw the film,
and he said, “I think I've got the nght
music for that on a disc at home,” and this
was Romanian music on the panpipes

On the panpipes and what other
instruments?

There's an archestral chord, a held
chord, which shifts once, which shifts
back, and the cut on the disc lasted only
about two or three minutes, and the whole
film is fourteen minutes long

So in effect you kept generating this

Yes, we got a harp and made the
same chord in different registers and bualt
up a vaniety of effects, of loops actually,
slightly different-sized loops, so that the
chords didn’t repeat precisely but kept
shifting, shifting, shifting.

I see. There's one incredible moment
when a Ge-natural sounds for the first
time—a very prominent G-natural-—and |
can't remember which instrument plays it,
but it does happen to coincide with the
first entry of the male dancer. Is that the
sort of thing for which you spend hours
back-timing with & stopwatch to amve

precisely at that coincidence, or was it

indeed a coincidence?

Now, | don't know. You'd have to
ask Maurnce Blackburn that

[laughing] Well, we'll set up another

mnterview!
It was his inspiration.

It’s incredible, because 1 had somehow
assumed that the film grew out of that
music. | suppose that's the hability of
being &8 musician: one tends to assume

things like that

Well, you see, as far as I'm con-
cerned, in film making half the time you
make the film without the music and you
think of the music afterwards. The other
half, the music is the generating force and
it triggers off the whole film, and on a few
occasions you manage to work the picture

and the sound together, which s ideal

Well, 1 assume that one of those
occasions was Mosaic, because you did
implant the sound, 1 think you said, directly

onto film
Well, no. The picture came first.

But was the sound quite distinct as a
contnibution? | mean, did it come so much
later that in fact it could have assumed a
vanety of component ideas, or really was
that rhythmic component, of which the
sound primarily consists, not already there

in your mind as you composed the film?

Well, in many of my films the picture
happens rhythmically, in units of forty
frames, eighty frames, twenty frames, and
so on, and so I am already thinking of
facilitating the music while I'm doing the

picture, and it's very necessary 1o do this.

You know, when we worked on
Spheres last winter, the film which
involves two fugues and one prelude by
Bach, I was flabbergasted by the degree to
which you came with a prepared concept
of those fugues, because | think you told
me that you actually concocted the visual
track something like twenty years ago—is
that right?



Yes.

And you then decided to make it
assimilate three Bach items which were
certainly not in your mind at the time of its
composition, 1'm sure, and which it did in
such a remarkable way that one could
hardly imagine that they had not grown
out of one initial idea, and yet they didn’t
do that. But what really amazed me was
that the actual motivation on the screen
seemed to relate precisely 1o the variance
m the music harmonically and melodically,
and s0 on, and I know how very difficult it
15 10 do. | admit that the ear and the eye
can be very generous, but at the same time
this wasn’t generosity; the pivotal ideas
that you had on the screen really did ally
with changes of harmonies that were the

significant ones. What sort of plotting goes
in before the fact? What sort of plotting
goes in prior to the editorial stages, to
make that sort of thing happen?

Well, 1 would say the essential
thing is that | had forty-eight [preludes and
fugues] 1o choose from, |laughing] and
that's a lot! But the picture was worked out
rhythmically and it so tumed out that |
found those particular fugues and the
prelude which seemed to jibe.

Assuming that it hadn't quite jibed
with it, would you have been tempted to
take those preludes and fugues to a variable
speed tumtable, for instance, and make
them jibe by virtue of changing the pitch
level? Are you a purist when it comes to

choosing music and films?

No, absolutely not. 1 believe that
music 1§ for working with, and I would
have gone ahead and changed the speed
and the pitch,

Another thing that occurs 1o me about
that is that almost everything you've done—
certainly everything thst I've seen—has
tended, if not to frugality in its musical
texture, certainly to a kind of ascetic line. |
mean, | can’t quite imagine you working to
a musical score which would derive, let's
say, from Strauss, Mahler, or Max Reger. Are
there limitations in that kind of tortured
chromatic music that would simply put you
off as a film maker? Is it entirely unusable as

a backdrop for animation?
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No, I don’t think it is, but it's just
not my taste and | would avoid it like the
plague.

I have a feeling that, whether you like
it or not, you have, if even only tacitly,
been influenced by Schoenberg, or the
Schoenbergian principle of music, because
there is an inclination in most of your
films to make one cell, one cellulur idea,
responsible for everything that happens. |
mean, surely Mosaic is like that, and,
perhaps to a lesser degree, Spheres is cer-
tainly like that. One motion insugurates all
other motions and this is precisely the
principle in which Schoenberg believed
and the thing for which he strove as a
COmposer.

Well, what's influenced me in that
direction has been my contact with Hindu
classical music,

Really!

Yes, because there you get one
germ in the raga, and that germ is developed
and developed and developed and it builds
all the time. It is not an ABA [form], but
just a constant build.

Well, we are ending off today’s
program with the Beethoven Piano
Concerto No. 3, the C-minor concerto, and
I was trying to imagine if there could be
any music more inappropriate for the kind
of film making you do, but assuming some
fanatic came along and said, “You will not
leave this Siberian prison until you have
made a film on the Beethoven C-minor,”
how would you make it? Can you recall
the concerto, first of all?

Well, yes. For me the problem of
making films to music, which is very close
to my heart, is one of interpreting the spirit
of the music. That's what you do visually.
You can do it other ways, [as in] my present
film [Synchromy, in which the viewer
“sees” the music), which is slowing the
actual soundtrack of the music in a very
mechanical way. The important thing is
the spirit. When you get down to it, it
means interpreting visually the tempo first
and foremost, and then the accelerations
and decelerations, the staccato and legato-—
all the little nuances of movements—
because the music is the thing that’s mov-
ing and that's what excites me about it. 1
try to do something that I wouldn't say
exactly parallels [the music]—I don't
think strict parallelism on the screen is
interesting; it becomes boring—but just a
certain degree of parallelism is important.

Well, granted, but do you interpret the
spirit more handily by virtue of, let’s say,
clectronic means than perhaps conven-
tional notation, or do you find yourself
using electronic means more and more
these days?

No, not at all, because I'm not
concerned with it myself in a working way.

And yet you did use it in some fashion
in Canon, didn’t you?

No. That was my own method of
photographing cards.

|astonished]| Of doing what?

Of photographing cards. 1 have a
library of cards. On each card there is [a

set of black and white stripes representing
the sound waves of] a semitone [in the
chromatic scale), and [the library] covers &
six-octave range.

But that's incredible!

And I place these cards under the
camera and photograph a single frame ot &
time, and that frame is so positioned that
[the image of the marked card] lands on
the soundtrack [area) of the film [frame],
and 1 control the amplitude—volume—by
a lever which covers up the cards, you see,
and it’s calibrated in decibels.

It's absolutely incredible! 1 had really
thought that at a certain point in Canon that
you switched from piano sound to absolutely
electronic sound, because the attack and
decay factor is so incredibly controlled.

Yes. I can control the actual envelope
of the tone with an acute attack or an
obtuse attack in a small way, but it is a
very primitive type of sound compared
with electronic sound.

Well, it may be primitive in terms of
perhaps the varieties of things that it can do,
but it struck me as being the natural out-
growth of the kind of piano percussive sound
that we've been listening 10 in the first part of
that film, I thoaght it was staggering. Do you
plan to do more films that way?

I'm doing one right now. I've
almost completed composing the music
for it—shooting the music—and for the
picture I'm actually using the soundtrack,
moving the soundtrack into the picture
area and repeating it eleven times to fill up
the picture area.

How do you mean, “moving it into
the picture area™?

You see, the soundtrack is at the
edge of the picture and you don't see it
normally. Now, optically we can print it so
that it will appear in the picture area.

Like a sort of seismograph, you
mean?

Yes. You see, exactly what you arc



hearing in this kind of sound is terribly
simply, because there is no resonance, no
reverberation.

“ Well, do you mean that you see a
conventionally notated impression, or do
you see a vibrative line?

v You see a striation—a stripe. As the
music develops there will be different parts,

oo And organically will the film expand
from the motivic aspect of that striation
then, or will that be ... entirely separate?

nocl o Well, organically the film springs
from a musical phrase—a couple of
phrases—which I start out with and which
the whole thing is based upon.

. 1 see. That's fascinating! Would the
liability of a score such as a Beethoven
concerto be that it is perhaps too conclusive
in and of itself, it is not sufficiently open-
ended to allow you to expand upon it?
Perhaps it reaches all of its own conclusions
ahead of time, 50 to speak. Is that what
attracts you, let us say, to the contrapuntal
style as opposed to the rather closed ABA
[form], or sonata style, or whatever?

Wt Yes, | would say so.

6. 1 must say, in the last three or four or
[five] years | have begun to think of music
itself, and especially of the process by
which it can be relayed and recorded,
much more visually than [ ever did hereto-
fore, and film has had a very great influ-
ence on me. | have begun to feel that it is
possible to think [differently] in terms of
recording music—recording a  piano
specifically—because up till now we have
tended to assume that the way one had to
record that particular instrument wis to set
a serics of mikes in front of it and say,
“There, that's what a piano looks like,"
and all of that was a legacy, and a very
poor one, of the concert hall. But 1 have
come to feel that it's ndiculous to be
caught up with one perspective only, and
film has made me realize that the possibilities
of multi-camera positions, the sheer
dynamic language of positioning in relation
to the subject, has had a very important

application for me in terms of recording
technique. Has anything comparable
happened in your experience of film that
has derived from music? Have you picked
up a way of filming, come 1o a conclusion
about film, because of music—perhaps the
reverse of what | was suggesting?

Different types of music have led
me in a completely different visual direction.
For instance, Oscar Peterson's music [in]
Begone Dull Care, That led me to thinking
in certain musical terms, and the folk-
fiddler music in Fiddle-de-dee leads me in
another direction. (It uses a Gatincan
Valley old-time fiddler’s rendition of
“Listen to the Mockingbird.") I am led by
the music, when I start off with the music.

- Would it be possible for you to say at
this point in your life that your tastes in
music—or perhaps not your tastes in music
per se, but the tastes which guide you to
choose certain scores or certain types of
scores for films—are moving in a trajectory
that can be plotted? Presumably you've
narrowed down the range of choice. You've
decided that rather frugal types of music,
as in Pas de deux, are more satisfactory
than the flamboyant and overblown scores
of the post-Romantics, and this kind of
thing. But is there any particular line of
development of your thought as to what is
viable and usable musically?

Homei No, I can see no pattern at all. It’s
been erratic.

.0 So that we may assume that were you
in fact imprisoned in Siberia, you might
indeed do a Beethoven C-minor-concerto
choreography?

W el [laughing] Oh, yes! I'd be forced
10, and if I'm forced to do it I'll do it!

- Well, in that case, at this moment you
are forced to at least imagine it, because
we are going to listen to the Beethoven C-
minor now, Many thanks. %

Music: Beethoven, Piano Concerto Noo 3
in C Minor, Goulid's 1959 recording.,
with Leonard Bernstein

conducting the Columbia Symphony

- About Norman McLaren

McLaren has been the subjoct of a large Ber-
anare over the years, Including the following
books, lissed chronologically,

1 Norman MclLaren, Catalogue de la premitre
exposition  Norman McLaren, Anmecy,
France (Annecy: Journées internationales du
cinéma @' animation/Montreal: Cioemathégoe
cansdienne, 1965).

' Rondo, Theme and Variations, Minues,
Somata, Canow, Fugwe, six msasical forms put
im0 drawings by Norman McLaren and six
drawings of Norman McLaren put isdo music
by Maunce Blackbam (Mostreal: Jeuncsses
mesicales du Canada, 1967).

~ William E. Jordan, Novman Mclaren:
His Career and Tecknigues (Montreal:
National Film Bowrd of Canada, ca. 1970s),
regrinted from The Quarterly of Film, Raio,
and Television.

~ Normaa Mclaren, The Drawingr of
Norman MclarewLes dessing de Norman
Mclaren, edited from taped imsecviews by
Michae! White (Montreal: Tundra Books, 1975).
< Maynard Collins, Norman Mclaren
(Ontawa: Canadian Film [nstitute, 1976),

-1 Guy Glover, Mclaren (Moatreal:
Natiosal Film Board of Canada, 1980).

(Turia: G, Giappichelli, 1981); in French as
Norman Mclaren, précursesr dex nouvelles
images (Paris: Decamland, 1997).

« Valliere T. Richard, Norman McLaren,
Manipulator of Movemens: The National
Film Board Years, 1947-1967, an Ontatio
Film Institete book (Newark, N.J.: University
of Delaware Presw/London and Toronso:
Associated University Presses, 1982).

In has award-winning NFB documentary
Creative Process: Norman MclLaren (1990,
116 menutes), director Dooald McWilliams
draws on McLarea's peivie filen vaults, 2
gold mine of experimental footage and
uncompleted films, and explores McLaren's
working methods, including his celebrated
“pixillation” technique and his daring forays
into animated surrealism. He reveals the
sources of Mclaren's crestivity and shows
bow they were transformed ino cinema.
Available from the NFB in both English and
Prench versions. '
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Our Gifts is one of Gould's earliest surviving compositions. He composed this little song, for two vocal parts with piano accompaniment,
when he was ten years old and a student at Williamson Road Public School, in the Beach neighbourhood of east-end Toronto The
last page bears the date 25 March 1943, at which time Canada had been involved in the Second World War for more than three years.
As the title page and the song’s text suggest, the students at Williamson Road, as at other Canadian schools during the war years, were
involved in patriotic and fund-raising campaigns like those of the Red Cross. (Facsimile reproduced from Gould’s papers in the Music

Division of the National Library of Canada.)

Glenn Gould Studio

Glenn Gould Studio has been home 1o

musical  performances  and
opening in 1992, This fall
I CBC Radio®

past s&vt

recordings since 1S
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GLENN GOULD AND THEART

"Bach was forever writing fugues,”
Glenn Gould wrote, in his essay *An of
the Fugue.” "No pursuit was better fitted to
his temperament, and there is none by
which the development of his art can be so
precisely evaluated.” By merely substitut-
ing two words in the first phrase
"Gould® for "Bach,” and "recording” for
“writing"—we amrive at a rather succingt
and accurate portrait of Glenn Gould the
pranist, who was known for, and judged
by, his highly stylized and analytical
renditions of Johann Sebastian Bach's
keyboard works. In fact, if we apply the
same approach to the sentences that follow
in that same 1972 essay, we arrive at an
eenly reflexive description (my substitutions
are in brackets): "He has always been
judged by his [Bach]. In his last years, still
[recording] [Bach] at a time when the
avant-garde of his day was occupied with
more [pranistic] endeavors

It is well known that Bach wmed his
back on musical trends that were popular
during the last years of his life; as Gould
put it, "fugues were out, and minucts were
mn, I guess.” Romantic speculations about

OF FUGUE

Bach's last days are the stuff of rarified
musical legend—a man consumed with
completing the work that would sum up
not only his own musical life but everything
that could, should, or would need be said
of counterpoint: his colossal Die Kunst der
Fuge {(The Art of Fugue). Something simi-
lar could be said of Gould: he abandoned
the stage, concentrated on recording, and
toward the end of his life revisited the
seminal works that secured his fame
most notably the Goldberg Variations,
though according to Bruno Monsaingeon
he was apparently also considering
rerecording The Well-Tempered Clavier. It
scems as if he discovered an even deeper
‘truth® about the music of Bach and
retreated further inward, both musically and
socially, in order to pursue the musical ideal
A common image of Glenn Gould the
pianist is that of a well-trained musician
and performer who, by intense study and
years of practice, rendered some of the
most virtwosic, informed, and stylized per-
formances of Bach’s keyboard works. This
description is not incomrect, though in
Gould’s case it describes him only from
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the top down: listen 10 a recording and
hear a little humming, throw in some
gloves, a few scarves, and a squeaky chair,
and there you have it—Glenn Gould for
people who dismiss Glenn Gould, even
those who respect him as a pianist.
However, with this article I hope to offer a
different description, to address those ele-
ments of Gould's intellect, interests, and
performance practices that contribute 1o
explain, if only in part, his extraordinary
understanding of Bach, manifested in his
*idiosyncratic” performances. This is not an
attempt to create some kind of formula, or
otherwise compartmentalize or deconstruct
the brilliance of his playing; rather, it is an
attempt to bring to light and coalesce
those elements, musical and non-musical,
that are components of the immensely
complicated mosaic that is Gould's art,

Glenn Gould was a man of rare
intelligence, whose tremendous capacity
for thought found a home in the idealistic
world of fugue, from where he sought to
understand and impart the structure of
music and the very nature of understanding
itself, his every corporeal conduit
relentlessly seeking to communicate the
unfathomable dimension of Bach's
universe through an instrument that, at
times, seemingly could not keep pace—
the piano. In essence, to understand fugue
is to understand Gould, and in doing so we
may come closer to understanding the
many facets of his legacy as an interwoven,
contrapuntal tapestry.

In my previous aricle for
GlennGould, *Much Ado about Humming:
The Gould Descant,” | suggested that
Gould’s singing while performing was an
expression of his intemalized and idealized
image of musical structure, supplementing
the limitations of his chosen instrument. |
supported this claim with transcriptions
that illustrated sung melodies not found in
the score, further emphasizing Gould's
detachment from the physical requirements
of playing the piano and his concentration
on musical structure, However, this is only
one part of the picture. Gould's conductor-
like movements, often when his left hand
was free, not only suggest a metaphoric
*invisible orchestra ," but exhibit an
intriguingly consistent and delicate
relationship to the active voices being
performed by his right hand.

For a moment, simply take for granted
Gould's technique—agility, accuracy,
clarity, and an ability 1o reveal inner voices
that few if any have equalled before or
since—and consider the notion of musical
imagery and embodiment, an inner world
of structural perfection, where the score
exists for its own sake and the implications
of its fugal complexity become a collection
of varisbles and equations whose solutions
found there way through Gould's voice
and conducting. Now, add that w the
aforementioned virtwosic technique, and
we begin to see that something much more
than piano playing is occurring: Gould is
trying to expose and communicate those
things that make the score "perfect” before
a single note is struck—an almost
voycuristic glimpse into the sanctified
design of musical and intellectual purity,

A third piece in the Gould puzzie
comes in the form of his voluminous
output as a broadcaster, including but not
limited to his "contrapuntal radio docu-
mentaries,” and taking account of his
proclivity for multi-tasking in his personal
life. (According to Monsaingeon, as many
us eighteen televisions could be found at
his studio in The Inn on the Park, where
several radios might also be tuned to
separate stations.) Before we take a look
at some examples and their metaphoric
implications, it is necessary to have an
understanding of the nature and structure
of fugue, the musical genre in which
Gould felt most at home and whose
language he spoke fluently.

Fugue has been, and continues to be,
considered the most erudite of all contra-
puntal genres. Part and parcel of the
universal mystique of fugue is that despite
certain expectations regarding its content

and structure—certain “thou shalts® and
"thou shalt nots"— there is no one pattern
common to all fugues. Unlike such musical
forms as binary, rondo, or sonata-allegro,
the harmonic and melodic outlines of
which are quite regular and predictable,
fugue is an organic musical process, in
which the ultimate form of the piece is
determined solely by the imperatives of its
particular thematic material; as the theorist
Heinrich Schenker put it, a fugue has a

- "life force” through which it seeks out its

*goal of directed motion.”

What follows is a metaphor that better
illustrates the differences between form
and process, If we were "dropped” into the
middie of a sonata-allegro movement, we
could glance at what came before and after
our point of amrival and know not only
where we "are” in the movement, but what
is likely to come next, and when things
will all be over. Being dropped into the
middle of a fugue, however, would be akin
to cavesdropping midway into a conversa-
tion among three or four people: they all
seem to be talking about the same thing,
though we cannot be quite sure of what
that topic is, whether anyone has had any-
thing interesting to say so far, where the
conversation will lead, or when it might
end. Fugue, in other words, resists the
usual formal and temporal markers that so
handily articulate binary, rondo, sonata-
allegro, and other such forms. We are left
with a musical genre that scemingly has a
life of its own, communicates a wide range
of emotion and meaning, retains a recognizable
timeline, yet resists a single encompassing
definition. This sense of dichotomy was
prevalent in Bach's day, embodied in
contemporary philosophy and aesthetics,
and most certainly figured in the crafting
of his contrapuntal masterpieces,

Every fugue is based on, and begins
with, a melody referred 1o as the subject.
The subject can be long, short, fast, or
slow, moving by step or leap or both.
There are few practical restrictions on the
subject’s melodic and rhythmic content:
the subject must, for instance, fall within a
manageable range and offer gencrous
harmonic possibilities if it is 10 be
*successful”® in generating a fugue. It is
quite possible to obey these restrictions
and compose a subject (and ensuing
fugue) that, as Gould said of Mozan's K.
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The main subject of The Art of Fugue, as it appears in the opening bars of Contrapunctus 1.

394 fugue, "follows all the rules and doesn't
quite get off the ground®—meaning that,
despite attention to fugal technique,
without a certain character and the will o
seck out its own contrapuntal destiny a
subject can end up languishing in an
endless morass of sequences, like those
found in the fugues of Handel, Mozar,
and even carly Bach.

Once the subject has been stated, it
immediately appears again in a new voice.
In counterpoint, a "voice® is any independent
musical line, whether the music is instru-
mental or vocal, and in Bach's fugues,
moreover, each individual voice is
complete in itself, independent of the
contrapuntal relationships forged among
the voices. The majority of Bach's fugues
are in three or four voices—soprano, alto,
tenor, and bass (reckoning from highest 10
lowest). With the second statement, or
entrance, of the subject in its new voice,
the original voice with which the fugue
began moves on o new matenal, the
countersubject. The subject continues to
enter until it has appeared in every voice;
this opening section of a fugue is known as
the exposition. Past this point, it's anybody's
guess as to how the fugue will unfold,
but there are certain events that we
expect (o encounter.

Episodes are passages that separate
entries of the subject, and often include
their own thematic material. Stretto occurs
when entrances of the subject overlap—
that is, the subject is stated in a second
voice before a previous statement in
another voice is finished, creating a sense
of urgency and excitement. A composer
may double the length of the subject’s note
values (augmeniation), or halve them
(diminution). He may tum the subject
upside-down (imversion) or even write it
backwards (retrograde, or cancrizan).
There is no limit to when and where such
contrapuntal manipulations may occur,

further reinforcing the notion that a fugue
is more a process than a form: In general,
however, a fugue tends to become more
complex and include more contrapuntal
manipulations as it proceeds, and stretto
usually (though not always) appears
toward the end of a fugue.

Our understanding of fugue, and our
means of evaluating fugues, derive almost
entirely from the work of J. S. Bach, a
composer without peer in this genre; with
Bach's passing we may demarcate the end
of the Baroque era and of the golden age
of fugue, Pianists and students of counter-
point most often study “The Forty-Eight"—
the preludes and fugues in all keys from
the two books of Bach's Well-Tempered
Clavier—{rom which each prelude and
fugue can be lifted, in whole or part, to
reveal its own microcosm of musical logic.
But it is Bach's monumental Art of
Fugue that represents the gamut of his
contrapuntal art.

Popularly known as Bach's final
work, The Art of Fugue was the last of
three large-scale, monothematic works
with which he was occupied during the
last ten years of his life, the other two
being the Goldberg Variations, an
exploration of the theme-and-variations
form, and the Musical Offering, an instru-
ment- and genre-specific set of canons and
fugues based upon a single subject. The
Musical Offering shares conceptual
similarities with The Art of Fugue, though
in scope, breadth, and integration the latter
work is on & magnificently larger scale.

From about 1740 to 1745, Bach
completed the majority of The Arr of
Fugue, a collection of fugues (Bach
preferred to use the term contrapuncius—

“a counterpoint”) all based on the same
subject (see Example 1). The collection
begins with "simple® fugues and continues
with increasingly more complex fugues,
eventually yielding double and triple
fugues (i.c., fugues that develop two and
three separate subjects), a mimor fugue,
and several interpolated canons. When
Bach began to oversee the engraving of the
work, in 1749, he substantially revised his
original fugues, and expanded the collection
by adding another simple fugue, two more
canons, and, most important, what was 10
have been a closing quadruple fugue, The
Art of Fugue was published in open score,
with no indication of instrumentation,
though it is now generally agreed that the
fugues were intended to played on the
harpsichord, and in fact (with one small
exception) all of the music "fits under the
hands”; in addition, it was common practice
in Bach's day to publish contrapuntal
keyboard music in open score, so that
individual lines were easier to apprehend.
Still, it is a testament to the durability of
Bach's music that The Art of Fugue can be
rendered on any combination of
instruments without sacrificing the
integrity of the music.

Of all the controversies that have
surrounded The Art of Fugue—the intended
ordering of the pieces, the instrumentation—
none stirs the imagination more than the
missing ending of the last fugue,
Contrapunctus 14. Bach's preparations for
the printing of The Art of Fugue were
hampered by his failing eyesight, and
ultimately interrupted by his death. The
manuscript of Contrapunctus 14 was left
incomplete, broken off literally in the
middle of a bar. This fugue develops three
separate subjects, the last of which spells
out the composer’s sumame. (In German
musical notation, the notes B-flat—A—
C—B-natural are spelled B—A—C—H.)
But because none of these three subjects is
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the principal subject of The Art of Fugue,
it was assumed, first by those in Bach’s
¢ircle and then by posterity, that
Contrapunctus 14 did not cven belong in
the collection. The nincteenth-century
musicologist Gustav Nottebohm was the
first to notice that the principal subject of
The Art of Fugue fits in counterpoint with
the three subjects of the unfinished fugue,
and this Jed to the conclusion (now generally
accepted) that the unfinished triple fugue,
Contrapunctus 14, is in fact an unfinished
quadruple fugue, which Bach intended 10
be the climax of the whole work.

It is not possible to know with any
certainty how that quadruple fugue would
have ended, or whether the missing ending
ever existed in its entirety. However,
before beginning to write a fugue in which
four subjects are eventually combined in
counterpoint, Bach would certainly have
had to sketch out that combination to
ensure that it worked. Indeed, there is
tantalizing evidence, in the first catalogue
of Bach's works, published with his obituary,
that such a sketch once existed. Discussing
The Art of Fugue, Bach's son, C. P. E.
Bach, writes, "His last illness prevented
him, according to his draft, from bringing
the next-to-last fugue to completion and
working out the last one, which was to
contain four themes and to have been
afterward inverted note for note in all four
voices.” He seems to be talking about two
fugues here: the unfinished fugue that we
know as Contrapunctus 14 (the “next-to-
last” one), and some other fugue ("the last
one"), on four subjects, for which no
source survived. But the two fugues were
probably really the same piece. C. P. E's
comment suggests that he may very well
have actually seen some now-missing
fragment containing the conclusion of
Contrapunctus 14, unaware of the connection
between this fragment and the fugue it
concludes. Morcover, it seems unlikely
that Bach would have begun the process of
engraving The Art of Fugue if the music
had not been entirely composed. Finally,
Bach's well-known interest in numerology
was often focussed on the number 14—the
*Bach number,” since the alpha-numeric
positions of the letters in his last name add
up to 14—and it scems only fitting that
Contrapunctus 14 (itself imbued with the
composer’s last name in musical notation)

would serve as the concluding fugue,

The Art of Fugue is a summary work:
it represents the totality of Bach's contra-
puntal technique. Can we then know the
mind of Bach by simply by examining the
pages of The Art of Fugue? Did Bach
actually create, or only discover? Would
Bach have been able to describe the entirety
of his own creative process? Answers to
these questions lie outside the scope of
this article, but bring to light the effects of
tuming the microscope inward,

Is it possible that others can know
something about us that we do not—or
cannot—know about ourselves? Is this a
classic case of "the machine knowing
about the machine,” or is it more like the
centipedal question?

The former can be illustrated with a
short analogy from set theory. Let us take
everything in the universe—{rom galaxies
and planets all the way down 10 sub-stomic
particles—and call it the Set Of All
Things, or S.O.A.T, for short. SOAT.
now represents evervthing there is 1o
know—a set, if you will, of the entire
universe. If everything "inside” S.OAT.
is the universe, then there is one thing
more than everything: the set itsclf, In
other words, you have to step outside the
universe to observe S.O.AT. If we apply
this crude analogy to Glenn Gould, we
could say that S.O.AT. is everything he
knew about music—structure, Bach, piano
playing. everything. Does that mean that
only someone outside that set, meaning
the listener, can reach certain conclusions
about Gould that he could not reach
because he was either unwilling or unable
to? If this is true, what is the nature of an
observation that only a listener can make?
This issue, though impossible 10 resolve,
raises important questions about the nature
of communication in music: Does the
listener get what the performer is trying to
express? Is the performer capable of
objectively and comprehensively under-
standing the totality of his or her own
performance? Despite what Gould did and

did not say about his art, are we the only
ones able to see the entire picture of it?

A second possibility is something
Gould himself spoke of: the effects of
turning the microscope on himself. He was
reluctant to discuss his own singing,
conducting, and piano technique because
10 do so would mise *centipedal” questions—
referring to the old story of the centipede
who, after being asked which of its hundred
legs it moved first, was unable to walk at

* all. This reveals the unwillingness of some

artists (o inspect their art, for fear of
paralyzing themselves. Despite all of his
intellectually probative tools, Gould did
not want to know how the machine
worked. It just did.

For many this is answer enough,
because 10 go beyond it would at best be
only speculation and conjecture. However,
with Gould there fortunately exists a body
of "evidence® unlike that for any other
musician, for his habits of singing and
conducting while he performed offer clues
to a hidden world of musical imagery.

Anyone even casually acquainted
with Glenn Gould associates with him one
if not all of the following idiosyncrasies: a
squeaky chair, coats and scarves in the
summer, and vocalizations while he
played. It is the fatter that is much more
than just a quirky habit; in fact, it is the
key to part of Gould's structural under-
standing of Bach's music. (See "Much
Ado asbout Humming: The Gould
Descant” for more on this subject.) Gould
had a habit of singing while performing,
often singing an independent melody
different from any of the composed parts.
This suggests that he was aware not only
of the notes themselves but of a larger
framework of background structure. In
order to simultaneously compose and
perform an independent part, he must have
visualized a large-scale image of the
music’s structure, an abstract conception
of themes, climaxes, form, and so on, that
was not dependent on the tactile
requirements of performance.
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l_ FRANTLE o The Art of Fugue, Contrapunctus 1, bars 1-9, with Gould's vocalizing transcribed on stave 3,

Example 2 shows a bnef example
from Contrapunctus 1, taken from a
performance in the 1959 CBC radio
interview Ar Home with Glenn Gould
(recently released on CD by The Glenn
Gould Foundation); the excerpt consists of
the first and second entrances of the subject.
Gould begins his vocalizing by mimicking
the subject, and he rarely did otherwise at
the beginning of a piece, though be did
sometimes sing a simplified version of the
primary melody. In this case, he stays with
the pitch D, then switches to the notes of
the second entrance of the subject, In bar
6, he switches back to the alto, which
seems to make sense: that voice is more
active and therefore would be brought out.
Now, if we were 1o stop here we could
conclude that Gould is simply singing
along with the most prominent composed
parts. However, in bar 7 he adds two new
notes—B-naturals—and then sings C. At
this point the alto voice moves from E to
F-sharp to G, but he stays on C, then
continues with the soprano. So he does
not (and subsequently does not) simply
pick out and sing the most prominent
parts. A shifting occurs, some kind of
context-dependent pressure that allows
him to switch voices, all the while choosing
melodic activity that does not necessarily
represent a composed voice, In extreme
cases, he creates melodic material with
seemingly no place in the score.

What doces all this mean?

Perhaps Gould's singing and gestures
were a means of accessing his intermalized
image of musical structure, of detaching
himself from the physical immediacy of
music making. The psychiatrist Peter
Ostwald, author of the 1997 biography

Glenn Gould: The Ecstasy and Tragedy of
Genius, states that there is a connection
between humming and a general with-
drawal from the realities of the outside
world. If the “realities of the outside
world® include the external and audible
aspects of his own playing, then Gould's
singing in performance can be interpreted
as his unconscious attempt to cut himself
off from those realities, which inevitably
fell short of his "wishful thinking.”

To play such difficult contrapuntal
music and sing in the manner Gould did
requires a tremendous amount of intellectual
power and skill. His ability to split his
attention was not unique to his performances.
He often listened to several radios and
televisions at the same time, and once
while completely engaged in editing a film
with Bruno Monsaingeon he simultancously
completed the script for a new radio
documentary, all the time commenting on
current stock trends from the newspaper. It
seems that all aspects of his life were
contrapuntal. If Gould's singing is a
manifestation of his conceptual image of a
composition’s structure, then the conducting
he exhibited as he performed may be a link
between his mental imagery and the
performance of the piece.

The first task is to differentiate
between purposcful, intentional gestures
or motions, and those that seem random
or disconnected from the music; I refer 1o
the former as “musical gestures.” The
second task to hypothesize what musical

purpose they might serve. A musical
gesture might, for example, divide the
time between articulations, or emphasize
a particular voice in a polyphonic texture,
or mark the release of the performance's
final notes. Once such a musical function
has been established, we can compare it
to the traditional methods and meanings
of conducting.

A conductor’s gestures are a means of
communicating a musical conception to
the performers. These gestures communicate
musical characteristics such as meter,
dynamics, and articulation, as well as
myniad subtle and indefinable characteristics.
The quality of a gesture is easier to ascertain
than its quantity, So, if a conductor
communicates to other performers, then
with whom was Gould communicating?
What was the nanure of that communication?
I contend that Gould’s conducting at the
piano was a means of linking the imaginary
(his conceptual image of the composition)
with the real (the physical requirements of
performance). And most important, it was
an attempt to separate himself from the
physical requirements of music making
and retreat into his inner world of musical
imagery. When Gould conducts he never
seems to be projecting an image outward;
rather, he seems always to be connecting
with an intemalized image.

Examples 3 through 8 show several
consistent gestures that Gould made as he
performed. (All six images are drawn from
his performances of Contrupunctus | and
14 in Monsaingeon’s film series Glenn
Gould Plays Bach—see the sidebar
below.) Categorization is a valuable means
of establishing consistency: if the gestures
are consistent, then there is a greater

200z durads | saquiny/g swnjop

6Z2's82



Palm down, floating in time with the first statement of the subject

A scooping gesture, with the palm facing the body, during the entrance of a second voice

Where the palm faces inward while two voices are sounding, Gould shakes his fingers to represent the active voice

Gould playing Contrapunctus 14, at the point at which the "BACH"

theme first enters, in Bruno Monsaingeon's 1980 film An Art of the Fugue.

chance that the corresponding cognitive
image or function they represent (if any)
can be identified. To be sure, Gould never
did something twice in exactly the same
way, but these basic categonies of gesture
could be classified as valid "more often
than not.” There was a seventh consistent
gesture, incidentally, that is impossible
to convey in a still photograph: a circular,
rotating motion of the upper torso at
the keyboard

Gould considered starting a conduct-
ing carcer, but was willing to do so only

after deciding to stop playing the piano,
because he felt that the physical require-
ments of conducting interfered with
piano playing. The techniques of con-
ducting were not foreign to him. He
conducted on a few occasions in the late
19508 and early 1960s, though in his
later years he had no intention of con-
ducting in public, only for recordings
He had no formal training as a conductor,
but seemingly exhibited conductor
like traits from birth. His father noted
that as a child Glenn not only avoided

contact with balls and toys if they were
thrown toward him, but also moved his
hands and fingers as though he were
playing scales on the piano

Gould mentioned that his extra-
musical activities at the piano were akin
to "urging a reluctant cellist to play
more expressively,” again fostering
notions of imagery, Combined with his
structural understanding of the score and
resulting vocalizations, the depth of his
musicianship—a word that seems to
be an understatement—begins to
emerge. For Gould, all sensory faculties
needed to be running simultancously. It
seems that these "habits” all developed
over time as 4 response to his musical
environment, rather than simply being
gimmicks. The less time he spent per-
forming in public the more he could
concentrate on the ideal, shrinking his
already low inhibitions. In other words,
being a consummate communicator,
nothing could keep up with the amount
of information and meaning Gould was
trying to express. It was as though every
aspect of a piece of music forced its way
out of him, manifested in his playing,
singing, conducting, radio documen-
taries, essays, and alter-egos. He did not
so much create a collection of habits as
SLOp suppressing them from cmerging,
and so allow them to flourish. It was
precisely when these elements came
together that Gould was able to arnve at

the "ecstatic® experience



Sweeping gestures to indicate phrasing

The body leans closer to the piano once both hands are on the keyboard.

Ecstasy was a notion that Gould spoke
about extensively. As Geoffrey Payzamt
wrote, in Glenn Gould, Music and Mind,
"Gould uses the term ‘ecstasy” indiscrim-
inately for a quality of the music, a quality
of the performance, an attitude of the
performer, and an attitude of the listener
But his lack of discrimination is intentional,
and is the essence of Gould's meaning:
that ‘ecstasy’ is a delicate thread binding
together music, performance, performer
and listener in a web of shared awarencss

of innerness.” Gould purposefully sought
out this ideal state, striving to bring
together all of the elements necessary 1o
achieving it, be they environmental,
technical, pianistic, or whatever—in other
words, ecstasy was possible only when
evervthing comes together. And perhaps
there is no greater example of "things
coming together™ than Gould's performance
of Contrapunctus 14 in  Bruno

Monsaingeon’s 1980 film An Art of

the Fugue

A gesture accompanying the release of a composition’s final note that has been held by the pedal

e L

There are those moments in the history
of music when special circumstances give
rise to unforgettable performances, when
nature and nurture conspire to create the
best of all possible worlds, Just such a
moment occurs near the end of An Art of
the Fugue (see Example 9). Though The
Goldberg Variations was Gould's last film,
An Art of the Fugue 1s the last visual
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Contrapunctus 14, mm. 191-212, with the entrance of the *“BACH" subject indicated. (Reproduced from Gould's own
annotated score of The Art of Fugue, held among his papers in the Music Division of the National Library of Canada.)

record of Gould performing a fugue, and it
happened 10 be Bach's final fugue, the
unfinished Contrapunctus 14 from The Art
of Fugue (see Example 10). Gould was
“terrified” of this picce, stating that it was
the most difficult thing he had ever
approached, and that it was "the most
beautiful thing in all of music.” For
someone of Gould's ability, the piece did
not represent a significant physical
challenge: ruther, it was an intellectual
and perhaps spiritual challenge. *You've
got to keep it going—how do you do
that?* he asked prior to the shoot, in a
conversation with Monsaingeon. He
explained that he had three distinctly
different approaches to the piece, though
in the end it was decided that a slow and
contemplative performance would be best.

It seems peculiar for Gould (who
Monsaingeon describes as “the most
confident pianist I have ever seen®) to
have had reservations or second
thoughts about performing any Bach
piece, but perhaps it was what this piece
represents—Bach’s ultimate contrapuntal

statement, summarizing his life's work
in the genre—that gave him pause about
his own life and work, confronting him
with notions of finality and mortality,
For those who have not seen the film
version of Contrapunctus 14, there is a
sense of withdrawal and devotion unlike
any other Gould performance, mating
perfectly with the severity and intensity
of the composition. As Gould puts it in
the film,

there are moments in The Arf of Fugwe that are
much more valuable than its virtwosity,
moments for me that absolusely surpass afl that
Bach wrote. [ really can’t think of music that
moves me more deeply than that last fague, aed
oot past bocamse of the emational associations
we incvitably beimg to it, not just because he
died leaving it incomplete—fuerally in the
middie of a bar—already enormously loag as it
was, It's really because that final fugee has 3
sense of peace...that | think even for Bach is
really overwhelming.

For this performance Gould used the Peters

Edition (number 218), in which
Contrapuncius 14 is brought to an end a
few bars carlier than in the autograph
manuscript, in an attempt to give it a more
harmonically conclusive ending. It seems
ironic that Gould, who was known for his
attention to detail, played from an edition
that was incomplete, leaving us with an
incomplete performance of an incomplete
fugue. Monsaingeon has said that Gould
was not bothered by such details, that any
edition of the score would do—a seeming
contradiction. But remember, this comes
from the same pianist who would spend
hours on the exact placement of micro-
phones and would tinker with the action of
his piano in order to optimize its tone, and
yet sat on a squeaky chair when recording.
And the same pianist who felt that
Mozart “died too late rather than too
carly® and yet proceeded to record all of
that composer’s sonatas,

Examples 11 and 12 show two
documents of Gould’s preparation for
recording Contrupunctus 14: an excerpt
from his annotated score, and his sketch of



harmonies und entrances of the subject for
the whole fugue. The score contains some
markings relating to the editing of the
film, others of a more musical nature.
More often than not, Gould preferred to
memorize a score before he performed it;
that way, he was not pinned down to the
writien page and could operate from the
ideal state of his imagination.

Because he rarely wrote analyses of
the pieces he played (a task left to his
prodigious, multi-tasking intellect), we
may take this example as further evidence
of Gould's coming to terms with the
magnitude of Contrapunctus 14, but the
question of why he did it remains. In fact,
Gould remarks to Monsaingeon in the film
that there is a “mistake in contrapuntal
grammar® in the opening bars of the third
("BACH") section, and that, "had he lived,
'm sure he would have fixed it.* Gould
does not reveal the exact location of this
“mistake,” but his annotated score may
provide a clue. In bar 197 (the seventh bar
of Example 11) he circled the pitch D in
the alto. I am only speculating, but he may
have been concerned with the D—G-
sharp tritone; perhaps he expected the D 1o
resolve down to C as the G-sharp resolves

up to A. Instead, Bach creates a new sec-
ondary leading tone by introducing a D-
sharp, which resolves up to E, and thus he
forges a rising line in the tenor voice, stant-
ing in bar 196: C-sharp—D—D-sharp—E.
(Harmonically, bars 196-201 imply the root
movement  A—D—B—E—A—-D—G,
travelling through a large portion of the cir-
cle of fifths.) Hearing the D-natural and D-
sharp in isolation, we might take issue with
Bach's voice leading: however, the overall
arc of this passage is unquestionably sound.
This case may seem trivial given the
magnitude of the entire fugue, but it does
offer more evidence of Gould's composer-
like approach to the score. Perhaps no one
performed Bach like Gould because no one
understood Bach like Gould.

As the “BACH" section of
Contrapunctus 14 begins, Gould's focus
seems to be as far away from the physical
immediacy of the piano as possible, as if
the instrument is not even there, or is
merely a passive observer of the intense
music making that is occurring. Each
contrapuntal voice is accounted for: if
Gould is not singing it, then he is conducting
it. As the end draws near, his eyes seem
almost 1o glaze over as he circles in his

/A
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Gould's analysis of all three sections of Contrapunctus 14, written on
one of the legal pads that kept on his desk throughout his later years. (Reproduced
from Gould's papers in the Music Division of the National Library of Canada:

Writings, 20, 8, pages 5-6.)

Glenn Gould and The Art of Fugue

The following list includes all Gould
performances from Bach's Art of Fugue
that have been released to the public in
some form, in chronological order, with
information on the most readily available
current releases. All performances are on
the piano unless otherwise noted,

Contrapunctus 1 , 2, and 4, performed
as encores st Gould's lecture-recital at the
Moscow Conservatory, 12 May 1957,
(CD release: Harmonia Mundi/Le Chant
du Monde LDC 278.799, 1986, licensed
from Melodiya in the USSR.)

Contrapunctus 1, performed in the
National Film Board of Canada documen-
tary Glenn Gould: Off the Record, released
1959. This is the only known document of
Gould playing his beloved Chickering baby-
grand piano at his family's cottage on Lake
Simcoe, near Uptergrove, Ontario, (The
film is available on videotape and DVD
from the NFB, though this performunce has
never been released as a recording. )

Contrapunctus 4, and an excerpt from
Contrapunctus 1, performed in At Home
with Glenn Gould, an interview with
Vincent Tovell broadcast 4 December
1959 in the CBC radio series Project 60.
(CD release: Sony Music Entertainment
(Canada), CDNK 1190, produced in
cobperation with the CBC and The Glenn
Gould Foundation, in 1996, 1o celebrate
the anniversary of the Friends of Glenn
Gould society.)

Contrapunctus 1 through 9, performed
on the organ, recorded and released in
1962, on Columbia ML 5738/MS 6338,
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F The final moments of Contrapunctus 14, in Bruno Monsaingeon’s 1980

film An Art of the Fugue

chair, staring off into the distance, wholly
absorbed by the last earthly expression of
Bach's contrapuntal masterpiece, tran
scending the ecstatic ideal. The man
becomes a vessel for the music, existing
for its own sake, and frozen forever n
time as the final notes nng out; Gould
hurls his left arm up into the air and the
frame 1s frozen (see Example 13)
During the editing sessions for the film,
he was bothered by this image, interpret
ing it as a premonition of death. He was
nght again

I can think of no other performer and
no other performance that so embodies
the mysterious, ineffable art of fugue as
Gould's film of Contrapunctus 14, Like
Bach in the last years of his life, this
performance represents the end of a life-
long inner journey, with Gould emerging
on the other side with (as Tim Page once

said) "some truth to tell.” Gould's per-
formance is so personal, so intense, that it
is almost uncomfortable to watch,
especially coming from a man who
guarded his privacy so fiercely. Despite
all the barmmiers he put up in his personal
life, he invited us into the most protected
and chenshed areas of his spinit each time
he performed. Each time, unfolded before
us, was his secret and sacred flight
through Bach's universe, passing effort-
lessly through the maze of his design,
cach fugue a microcosm of his own life, a
commentary on the contrapuntal ideal,
and a scarch for the clusive ecstatic
experience. Perhaps, then, Glenn Gould's
legacy offers us something much more
significant than simply a collection of
recordings, essays, and scarves (and a
squeaky chair): a revelation of the art

of fugue

This album was labelled *Volume 17 of
The Art of Fugue, but Gould never did
record Volume 2. (CD release: Sony
Classical, Glenn Gould Edition, SK

52595, 1997.)

Contrapunctus 4, performed on the
"harpsi-piano.” in Glenn Gould on Buch,
broadcast on CBC television, Sunday
Music Series, 8 April 1962, (Video and
laserdisc release: Sony Classical, Glenn
Gould Collection, Vol. 8, Interweaving
Voices. SHV 48412, 1992.)

Contrapunctus 9, 11, and 13, in Glenn
Gould in Recital, a broadcast in the radio
series CBC Tuesday Night, 23 November
1967. (CD release: Sony Classical, Glenn
Gould Edition, SK 52595, 1997.)

Excerpt from Contrapunctus 3, per-
formed on the organ in John McGreevy's
1979 film Glenn Gould's Toronto, part of
his series Citiey. (Not yet available as a

commercial video,)

Contrapunctus 1, performed in Bruno
Monsaingeon's 1979 film The Question of
Instrument, Pant 1 of his series Glenn
Gould Plays Bach. (Video and laserdisc
release: Sony Classical, Glenn Gould
Collection, Vol. 14, SHV 48425, 1994.)

Contrapunctus 2, 4, and 14, and an

excerpt from Contrapunctus 9, performed
in Bruno Monsaingeon’s 1980 film An Art
of the Fugue, Part 2 of his series Glenn
Gould Plays Bach. (Video and laserdisc
release: Sony Classical, Glenn Gould
Collection, Vol. 15, SHV 48426, 1994.)

Nancy Canning’s discography, A Glenn
Gould Catalog, published in 1992, lists a
recorded performance of Contrupunctus 4
(presumably an encore) taken from a live
CBC radio broadcast of Gould's appearance
with the Winnipeg Symphony Orchestra,
on 16 December 1956, This recording
apparently survives among the Gould
papers in the Music Division of the
National Library of Canada, though it has
never been released in any form. Other of
Gould’s concert performances of selections
from The Art of Fugue may well have
been privately recorded, either live or
from CBC broadcasts, though none have
yet come to light.
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the organ. It is laid out for a large English-style church organ with pedals, and includes details of registration: the abbreviations scattered
throughout the manuscript (*Gt,* "Ch,” "Sw*) refer to manuals (i.c., separate keyboards) typically found on such an organ ("Great
organ,” "Chair organ® or "Choir organ,” *Swell"). Gould had just tumed cighteen when he began this piece—it is dated 6 October
1950—and was a recently converted, zealous champion of twelve-tone music, On the third page of the manuscript, he made some
notes about the pieces (one of which was presumably to have been in variation form), and made some sketches of twelve-tone rows;
the row he actually used appears 10 be the one on stave 6. (Facsimile reproduced from Gould's papers in the Music Division of the
National Library of Canada.)

LCATELIER GRIGORIAN

CANADA'S LEADING IMPORT CD STORE

20 years of the finest in music
now on line'@grigorian.com

WORLD WIDE HEADQUARTERS FOR GLENN GOULD CDs, VIDEOS & BOOKS

COMPACT DISKS VIDEOS 22 i incluting BOOKS 11 s inchoiog
oomplcteSOPIYao‘dCBCmco:dinp BACH GOLDBERG VARIATIONS THE 1DEA OF GOULD.
plus MORE including... ON DVD (released by SONY) by Risonia Bergman,

THE GOULD VARIATIONS - THE BEST OF GLENN - Available October 2000 Lev Publishing

GOULD'S BACH SONY SM2K 89344

NEW 2CD set of previously released recordings. Disk #2
includes CD ROM Material - Available October 2000

GLENN GOULD ON
& OFF THE RECORD
(VHS & DVD),

"Rhona Bergman shares with
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Pt counesy CLB Managemest, London

The Glenn Gould Foundation

is proud to announce that Pierre Boulez will receive
The Glenn Gould Prize in Music & Communication,
2002 and that Maitre Boulez has selected
French/Canadian cellist, Jean-Guihen Queyras, as the
recipient of The City of Toronto/Glenn Gould
International Protégé award.

e &’/enn 5’01{/{/ reze 2002

In its citation, the 2002 Jury wrote: “Pierre Boulez - composer, conductor, organizer, thinker - who in many different, related
ways has affected and inspired musical life the world over. In 1968, Glenn Gould looked forward to “the opening of a lot of
doors™ in the fields of modern technologies and electronic music, Maitre Boulez has been opening doors in such compositions
as Eclar and Répons, and through many works produced by the composers at L'Institut de Récherche ot de Codrdination
Acoustique/Musique (IRCAM) with which he has long been associated. These two visionary individuals have shared a belief
that great music should be approached, performed and listened to with unclogged minds and ears.”

Jean-Guihen Queyras - was born in Montréal, Canada in 1967 and since the age of four has lived in
Europe where his growing reputation for his cello performances has gained him international recognition
and celebration. He has studied at the Jullinrd School in New York, at the Conservatoire Supérieur de
Musique de Lyon, and at the Musikhochschule in Freiburg. At the age of 18 he was awarded “Maost
Promising Young Artist™ at the Rostropovich Competition in Paris. Currently Professor at the
Musikhochschule in Trossingen, Germany, M. Queyras has performed traditional and contemporary
works with the world's major orchestras and conductors. Among his recent triumphs has been his
performance of Messagesquisse (for solo cello and six other celli) by Pierre Boulez on the Deutsche
Grammophon disc Boulez: Sur Incises which won the 2001 Gramophone Magazine Contemporary
Music Award. Jean-Guiben Queyras is also principal cellist with the Ensemble Intercontemporain,

Pierre Boulez and Jean-Guihen Queyras will receive their honours in a special concert presented by the Canadian
Broadcasting Corporation/Radio Canada in Glenn Gould Studio on Sunday, November 24, 2002, Friends of Glenn Gould
members who might care to attend this special occasion are invited to enquire of the Foundation office for further details.

Members of the 2002 Prize Jury were Sarah Caldwell, impresano, conductor and opera director, Boston, US.A.; Schuyler
Chapin, former Commissioner of Cultural Affairs, New York, US.A; Tim Page, journalist, Washington, US.A; Andrew
Porter, author and critic, London, U.K_; and Robert Silverman, pianist, Vancouver, Canada. David Goldbloom, M.D., a
Director of The Glenn Gould Foundation in Toronto, was the Chair of this Jury,
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the Canmdian poct ). D Smith
recently sent us a copy of & new anthology
of poetry that he edited: Northern Music:
Poems About and Inspired by Glenn Gould
(Evanston, IL: John Gordon Burke
Publisher, Inc., 2001 ). Thirty-two established
Canadian and American poets contributed
works to this eighty-cight-page collection,
on a variety of Gouldian themes. (The
book is divided into six sections entitled
*Performance,”  “"Lore,”  "North”
“Tributes,” *Vanations," and "Coda.”)
There are poems inspired by Gould's
piano style; by some of his particular
recordings; by his childhood, concert
career, lifestyle, and ideas; by his fascina-
tion with the North and his identity as a
Canadian; by his love of counterpoint—
and much more, including general tributes
10 his life and work.

Here is a sample selection from
Northern Music, written by California-
based Leslic Monsour and reproduced
with the kind permission of the poet and
the publisher.

| "Dhe Lot Comgert™ |

Bedore be plays, be fills the bathroom basin
with birthwarm water for his room-chilled
hands.
The way be floats them, they cosld be his child;
they have his seriousness, and there's
his face In
their grasp, which beaven won't exceed.
He stands
flexing off emsion, bathes his wrists with mild
affection, almost with a father's pride.
He is their master as they 're towelled, and soch
demanding expectation he'll impart,
when fingers upon ivories collide
in strain-resolving fugus, they Il lightly touch
the pulse of love's severe, exacting hean.

Incidentally, Gould often inspired
poets in the past. For instance, the now
inactive Glenn Gould Society in
Groningen, The Netherlands, published a
collector’s edition of Remco Ekkers” poem
“Glenn Gould,” in Dutch and English, in
1986. The Canadian poct Maggie Helwig
devoted almost forty pages of her 1989
collection Talking Prophet Blues 10 a
multi-faceted cycle of poems entitled

*The Other Goldberg Variations:
Homage to Glenn Gould.” The Canadian
poet James Strecker concluded his
1993 collection Echosystem with an
cight-part cycle entitled *Variations on
Genius." And isolated poems about
Gould have appeared in print in many
publications over the years, in various
countrics and languages.

Northern Music sells in the US A. for
$24.00 cloth-bound, $15.00 paperback.
For more information, or to order the
book, see the publisher’s Web site
(www.jgburkepub.com), which includes
some sample poems (click on *Poetry
Center”), or contact them directly:

John Gordon Burke Publisher, Inc.
P.O. Box 1492,
Evanston, 1L
60204-1492, US.A.
Telephone: (847) 866-8625
Fax: (847) 866-6639
E-mail: Info@jgburkepub.com

cighth volume in its continuing series
of Gould CDs, which was inaugurated
almost ten years ago with the release of
a boxed set containing the "contrapuntal
radio documentaries® of the Solitude
Trilogy. The latest release (PSCD 2025-2)
offers two more radio documentaries,
both about performers whom Gould
greatly admired: Srokowski: A Porirait
Sfor Radio (1971), and Casals: A Portrait
for Radio (1974). Both programs were
first made available in 1999, at the Glenn
Gould Gathering in Toronto, in two
limited-edition CDs intended for the
Friends of Glenn Gould; however, the
new CBC Records release is the first for
the general public. OF Gould’s seven
major specimens of "contrapuntal radio,”
only his last two—portraits of Amold
Schoenberg (1974) and Richard Strauss
(1979)—have never been released, but
we are reliably informed that CBC
Records will issue both of them in the
near future.

Oregon, with news about the Oregon Bach
Festival, a vencrable and much-acclaimed

musical institution that has been active
every summer since 1970 under the artis-
tic direction of conductor Helmut Rilling.
The 2002 festival, which runs from 28
June through 14 July, will include two
sessions devoted to Gould, with lectures,
question-and-answer periods, and screen-
ings of some of his films and television
programs, all in the Soreng Theater of the
Hult Center for the Performing Arts, in
Eugene. (One of the sessions will feature

"Malone's own lecture on Gould and The

Art of Fugue.) These sessions are free and
open to the general public,

Incidentally, the guest artists at this
summer’s festival will include the pianist
Jeffrey Kahane, the fortepianist and
musicologist Robert Levin, the bass-
baritone Thomas Quasthoff, and the
composer Tan Dun, who won the City of
Toronto-Glenn Gould Foundation Protégé
Prize in Music and Communication in 1996.

For more information, see the festival’s
Web site (http://Bachfest.uoregon.edw/), or
contact its staff directly:

Oregon Bach Festival

1257 University of Oregon
Eugene, OR

97403-1257 US.A.

Telephone: (800) 457-1486,
or (541) 346-5666
Fax: (541) 346-5669
E-mail: bachfest @darkwing . voregon.edu

PERSONALS

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

buying, or sclling original G.G. LPs or
printed material?  Contact  Justus
Benckhuysen, 3106 Antrobus Crescent,
Victoria, B.C., V9B 5M6, Canada;
telephone (250) 474-6185.

Southern California, U.S.A. Please feel
free to drop me a line at quantzo@carth-
link.net. From James Carter, Sierra Madre,
California. U.S.A.



myself as pianist, and you are welcome 1o
visit it: www. kostasloukos.gr, From
Kostas Loukos, Dionyssos, Greece.

New York City! billic1656@aol.com,
From Héléne Buchen, Scarsdale, New
York, US.A.

Acoustic Communication, which is
dedicated 1o R. Murray Schafer and the
memory of Glenn Gould, has been
published by Ablex Publishing, a division
of Greenwood Press. Information on
Barry's Web site: www.sfu.ca/~truax.
From Barry Truax, Bumaby, B.C., Canada,

musician’s world. His involvement in
many artistic activities was wide and deep.
Thanks, Glenn, for what you gave us!
From Valeria Massari, Arcisate, Italy.

of Martha Argerich. Please contact me ot
alfonsovenzo@yahoo.it. From Alfonso
Venzo, Padova, Italy.

ware.com) wants to know what unreleased
Gould is out there or held by Sony. He can
E-mail a supplement to Nancy Canning’s
“Glenn Gould Catalog™ to anyone who
asks, though he compiled it in 1996, so it
won't be up to date. From Frank Forman,
Chevy Chase, Maryland, USA.

and Monsaingeon's French and Canadian
films. Please contact me via E-mail (inter-
lock@inwind.it) or at my address:
Umberto Rocchino, via Nicolardi 256,
80131 Napoli, Italy.

New Friends of Glenn Goulld

The Friends of Glenn Gould, founded in
1995, is a society for those who share an
interest in Gould's artistic accomplish-
ments and visionary ideas, and who wish
information about special events, new
publications, audio and video releases,
and so on. Friends will receive the twice-
yearly journal GlennGould, among other
benefits, and will have the opportunity to
receive rare Gould items not otherwise
available to the public. Friends will also
support The Glenn Gould Foundation's

ongoing efforts to promote public aware-
ness of Gould's work and ideas.

For information on becoming a
Friend of Glenn Gould. please contact
John A. Miller, Executive Director of the
Foundation, at the address on page 42,

The following is a list of new Friends
whose names were received 1o |15
February 2002. All Friends who joined the
society before 31 December 1996 have
been permanently designated as Founding
Friends. Future issues of GlennGould will
list Friends as their memberships arrive,

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

The Estate of Glenn Gould
The Julie-Jiggs Foundation

(Contributions of $500-$999)

Donald Mutch
- Toronto, Ontario, Canada

(Contributions of $65-$124)

Thomas Buckley

- Toronto, Ontario, Canada
Robin Heisey

- Toronto, Ontario, Canada
Paul Hoffen

- Toronto, Ontano, Canada
Malcolm D. Lester

- Toronto, Ontanio, Canada
Melissa Phelps

- London, England, UK
Celina Rogers

- Brooklyn, Massachusetts, USA
Richard Whiteman

- Toronto, Ontario, Canada

(Contributions of $25)

Julictte Bos

- Tours, France
Edward Halo

- Pittsburgh, Pennsylvania, USA
Markus Mantere

- Providence, Rhode Island, USA

Visit our website:
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The Glenn Gould Foundanon, or the Estate of Glena Gould

We web for ¢ 5 dacnied cripes oa
ol anpocts of Couk®s life and work sad on subjects of rebsed
mtormt, cloding wtcies, lochaes, INSOIVICWA, FEVEEWA,
reporms, o, We sl welcoms letiers, smacellancoes
information pertaming 1o Ooukl photographs and
illustra) ol oher We are oot
however, respossible for bicited 3

Cormrspoadionce 0 edaonal manen shoubd he akdewad
Kevie Bazzana, Bdnce, GlennGowld

The Gilenn Goeld Foundation cfo Cullseral Suppoet Services
PO Box 190, 260 Adelasde St Fas,

Yoromtn, Ontario, Canads, MSA INT
Tedepbune: CANADA (416) 9626200

Pax: CANADA (416) 962.6201
F-mail: ¢ sympatico c» Interort-www ghenngoukd ca

Comespondence on mufion of sbsorpoon, aiverasing, wxd
dtriaation, or concerming the Frends of Glera Goukd society,
Wl be addeened 10 Joba A Miller, Execative Deecsor of
The Gienn Goold Foundation, # the addnre shove.

Edtor: Kevin Dazzana
Designer: Juy Wiios ® WALNUT
Pricter: LD Apoit Inc
Tor the Posndation: Jobn A. Miller, Executive Director
Priends Memberhips: Mary C. Carr
Research: Cheryl Gillard

(Music Divigion, Natiosald Library of Canada)

The cover aet, and the dmages on pages 27-31, 3, and 42,
were seppliod by Sesn Malone The photo reprods o
ages 7, 214, 32, 35, and 36-K. weve sppliod by the Music
Diviskon of e National Libeary of Canade The photo-
graphos om page |1, and the sl covers oo pages 3, 25, and
33, were supplied by the Nationa! Litwary of Canada and we
reproduced with e permission of Soay Classical The
Horowits program on pege 6 was repeodaced from e
Viadissir and Wands Toscaminl Hocowsta Papers (MSS 35),
bedd i the brving S Gilmwes Maic Lideary ot Yale
Univensity, The film stills on pages 13-15, snd the photo-

graphs oo pages 13, 14, and 19, wore wgplied by the
Phosobbrary of the Nationa) Fdes Bowed of Canada Al ilhae-
watiom are reprodeced with the permisson of the Fatate of
Glena Goul

For ther seppont of the Friends of Glenn Gould ssd for thesr

b the preparation of this isue of GleanGowld, The
Ghenn Gould Foundatscn pratefally schnowledpes the Lstate
of Glesa Gondd (Toroeso), Ssophen Posen, and Ry Roberis
the Mmic Divison of & National Libewry of Canada
(Outawa), sed B Diesctor, Dr. S Timothy Malosey, Tal
Hebdon end Soay Classical Canads (Toroeto), Jobn Goedon
Burke (ot Gondon Butke Publisher, Iac.. Evanson, 1L),
Mario-Lise Campesu and Patsy Mayes (Fhotobibeacy,
Natsomal Film Board of Canada. Mostreal), Seranne
Eggheston Lovejoy (Irving S. Gilmoee Music Library, Yale
Universty, New Haven, CT, Sean Maloae, Lealie Moansour,
Jobn I L. Roberta: and | D. Senith

Every effort has boen mtade 50 socufe nocesasry permsion
o give spprg acknow ledgs for the pablication of
writien and userative masenal s this joormal We woald be
plessed 10 cinowledge snd comect. in o futerr (ssse, )y
Inadvenient ermoes Of omisions in this respect

We gratefully schnowledge the flasacial support of The
Jabic-Jiggs Foendation, and. of coune., all of our advertsen
and the Foiends of Glenn Gould.

The Gilenn Coeld Found: »a blished & To n
1953, 0 hoooar and porpetsste e memory of Glesn Gowbd
Apart from matsting progeces of iy own, inchadng the tronnisl
Glierss Choudd Prise and e Prsendhs of Glenn Goull, # ercosrages
othens W develop projeces concerning Gould and the field of

i and The Foundation bas boen 3
with sameross broadcasts, peblications, exhitstions, and
conforences in Canada and abvoad.

The petron of The Glenn Could Foundation is Her
Excellescy the Right Honowrable Adricnne Clarkson,
Governor Geoersd of Canada

The current Direcion of The Glean Gould Fosndation are
Stasley H. Witkin (Presidenty, M. Jomn Ohsdmers, C.C.
OO0nt (Vice-President), Merle Kriss (Vice Presidentr. )
Saepben Posen (Vice Presidontl; Barry Rysa (Secretary)
Sheryl Teed, CA. (Treawsrer), Lole Palls, De. Devid
Goldbl Nicholas Goldswchmidt, C.C: Tal Hebdon, Pasl
Holfert, Terry Jenking; Jobn Lawson, Q.C. (Past President),
Janet Lea; Dosald Musch; Paye Perkima. Soe Davidson
Polsnyi; Kyle Rae; Lola R ky. Huold Redekopp, Joha
P L Rodoms, O.C: Ray Roberts; Goedon Sato; Jeffeey 1
Sy, and Vincent Tovell. The Executive Dirocsor of the
Foundation is Joha A. Miller

The Psychology of Improvisation,
a CBC radio script by Glenn Gould

(1966)...

Facsimiles of compositional sketches
and other documents in Gould's own
hand...

“Me and Glenn Gould,” a previously
unpublished memoir by Keith
MacMillan (1990)...

“Glenn Gould, jean Le Moyne,
and Teilhard de Chardin: Common
Visionaries,” a new article by

W. Matthew McFarlane...

you're enjoying this
mpﬁmandwouldﬁb
.tomiuquhdy

_you're not a member of
the Friends of Glenn Gould
wcmymdmldhbm
know more about it ...

'you have a colleague or
B0 60 Whom s dhoul?
aendmformaﬂonubom

The Glenn Gould Foundation

PO. Box 190

260 Adelaide St. East
Toronto, Omario
Canada  MSA INI

CANADA 4169626200
CANADA 416.962.6201

<css @ sympatico.ca>
www.glenngould.ca

The lssswstes of The Gleon Gould Price sre R Murmay
Schafer (1957); Lood Menuben (1990), Oscse Pesenon, C.C
(19935); Torn Takemitsu (19965 Yo- Yo Ma (1999); and Plere
Boules (2002)

The Glean Gould Found s & regh d Canad
charitadle organization (reg. no. $3664 9599 RRO0OI)




BEAUTY, PERFORMANCE, QUALITY AND VALUE

Yamaha's dedication is the very finest in design, engincering, materials, facilities anxd workmanship. State-of-the-art technology merges
with old world pride of craftsmanshup 10 produce instruments of uncompromisng quality
Visit a Yamaha Canada Music Lid. appointed
Ox, vist www.yamaha ca for the biggest selection of new and innovative pianos.

www.yamaha.ca

& YAMAHA






