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THE PSYCHOLOGY OF

Gould conducting during an editing session in
a CBC radio studio, sometime in the later
1960s, perhaps around the time he recorded
The Psychology of Improvisation. (Photographs
by Herb Not, for the CBC.)

by Glenn Gould
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but never more systematically than in The Psychology of
Improvisstion

Our text ix based on & reconding of the original program Kisdly
supplied 1o us by the Music Division of the National Library of
Canada, and we have indicated the musical examples Geould
included. dexcribing them where necessary, The examples from
solo=plano works were drinen from his own catalogie of recordings
thaugh whether he was the keyboard plaver in the Ricercar a 3

vt from Bach'’s Musical Offering and in Stranss’s Violin Sonata

is. unclear: the performers in the string-sexter and Ein
Heldenleben examplex were not named
Incidentally, thix text appears to have no “official” vitle, Gould

himself labeled i The Psychology of Improvisation (n the various
drafts of his script. which are now in the Natiowal Library of
Canada. But the announcer, ar the beginning of the original

wogram, rave the title as The Psychology of Improvisation in
F £ : }

But at this point the plot thickens. The class wag in his school
year heard about this poem, [and] decided to get hold of a copy
and mail it to the President along with the author’s return address.
And so several weeks later the mailman brought & letter on White
House stationery, written by the secretary to the President and
containing some highly complimentary remarks: “The President
wishes to extend his thanks for the splendid poem which you
forwarded to him, and to tell you how very happy it makes him to
know that young people, such as yourself, are finally able to
appreciate just what he is trying to do.”

Well, it seems to me that the moral of this story—which is, 1
swear to you, absolutely true—touches upon a process central to
our ability to form judgements about a work of art. Most of us tend
to look for signs of premeditation, even when we're dealing with
works in which the creative operation has been carried out without
any sort of planning aforethought. When we listen to a musical

Music, since Gowld s wa
the thind cowtribation in
an ldeas series on the
general subfect of mprov
isation. And just o make
matlers more confusing,

Canning's  discography

An outline, in Gould’s hand, of possible topics to explore in The
Psychology of Improvisation—probably his very first draft of the script
for this program, and presumably dating from around the early spring of
1966. (Reproduced from Gould's papers in the Music Division of the
National Library of Canada.)

{like the National
Library's published catalogue) gives the title as Improvisation in
Music. in contrudiction 10 her own earlier list of broadcaxts in Ofto

Friedrich's 1989 biography. We chose to follow Gowld's ewn usage

Some years ago a friend of mine, who was then at medical school,
had been reading about experiments in action painting and in
chance music. And one night, having nothing better 10 do, he
decided to sit down and compose his own “chance-action™ poem.
He decided that since this was to be a very contemporary work it
must straddle that fine line between deliberution and chance, and
that, therefore, however arbitrarily, it must acknowledge a system.
The system he decided upon was the selection of every cleventh
word from the editorial page of his evening newspaper, and he kept
selecting these words until he had enough of them to furnish a
fourteen-line sonnet. (In matters of form he was old-fashioned.)
Now, as it happened, the editorial page that day was heavily
weighted with foreign comment, and the poem, as it emerged, took
on @ quite unique quality of international awareness, When it was
finished, the author pruned certain lines where the metrical balance
seemed rather casual, and with that done turned to his most important
creative responsibility: choosing the title. He was sufficiently au
courant 1o realize that the most influential works of this kind have
in common titles which are entirely unrelated to their contents, and
he also knew that, even in works with a decidedly aleatoric
approach, the title must convey some very solid and concrete idea
such as to suggest that, despite the radical techniques incorporated
in the poem, the author harbours a genuine social concern. Well, at
that time, he could not think of any more solid title than the name
of the man who was then President of the United States (my friend
was an American): Mr. Harry Truman. So he called the poem simply
“Harry Truman,” filed it, and forgot it.

composition for the first time, we try to convince ourselves that
we're not simply involved in an ermant sensual experience. We want
to believe that, however formless the work may seem, it is surely
the product of a deliberate intelligence—and if formless, then is so,
at Jeast, because the author intended it that way. We can’t bear to
think of oursclves as the dupes of an aimless and indiscriminate
mind. We need to feel assured that what is being said has 1o be suid,
and that our time in attending it is gainfully employed.

At times it’s a question of guiding our perceptions by wishful
thinking, of encouraging, if necessary, a false perception in order
to achieve an aesthetic kick. If President Truman did, in fact, read
that poem, he may well have accepted it as a glowing testimonial
10 his statesmanship, and if so, he was obviously able to convince
himself that behind its scemingly clusive rhetoric a deliberate
creative intelligence was, however deviously, at work. In a way,
it's the old and quite unanswerable question of whether or not a
lumberman, wielding his axe upon a block of wood and carving
out by accident the likeness of & man of whose existence he does
not know, has created a work of art. Most of us would prefer not
1o know how casually the blow was struck.

These questions take on a further dimension when we analyze a
musical experience, because music has the frustrating habit of
proving, in the end, to have been about nothing in particular; it
allows a great latitude for indulgence to its author and to its
listener, and we sometimes are tempted to objectify the musical
experience in a manner that would never occur to us when
dealing, for instance, with the written word. For if, by comparison,
we find in the daily paper a story defaced by typographical errors,
blurred by ink splotches, and distorted by make-up editors® cuts,
we can still manage to picce together a reasonably comprehensive
account of the item concerned simply by making connections which
our experience with language and with human motivation conveys
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10 us as reasonable. We know that, given time, the reporter and his
editor would have hoped to make it a coherent account, and it
doesn’t upset us unduly if we must allow that their deadline was
hard upon them before this could come to pass. It's even possible
for us to derive a certain amusement from paragraphs where the
syntax is as elusive as used to be the case in the press conferences
of—"Now, let me say this™—Dwight Eisenhower. And the reason
is simple enough: like those Sunday painters who confess to not
knowing much about art but to knowing nonetheless what they
like, so it is with the written word: we all improvise with it
continuously, we're all of us on terms with the artist—which, if
you think about it, was Nikita Khrushchev's problem in a nutshell.

But it’s not easy for the layman to enjoy that camaraderie with
the musical profession. For ever since the Renaissance the explo-
sion of instrumental styles in music has obliterated, for all
practical purposes, whatever chant forms and folk modalities

el ... -

once served to cement a relationship between audience and artist,
and consequently the laity have long been convinced that the
making of music is a game regulated by such arcane devices that
they couldn’t be expected to understand in any event. What they
do expect is that the composer must know the score, as a plumber
knows scwage systems—must know it not as an intuitive
experience but as a thoroughly reasoned argument, even if the
probes und cavils of that argument are not apparent 1o them—and
that whatever extemporancous elements are involved must be
subjected to the laws of musical rhetoric. It's an attitude that bears
special watching today, because this is the age of the debatable
motive, of concern with whether and to what degree our thoughts
and our works derive from a conscious industry or result from
concealed and unacknowledged desires,

Now then, how much deliberation would you say was involved
in this musical example?

MUSIC: Schoenberg, Three Piano Pleces,
Op. 11/No. 3, bars 1-6.

Now, before | identify that, how about this one?

MUSIC: Seemingly random sounds from varfous

orchestral instruments, particularly percussion.

The first excerpt was from the Piano Pieces, Op. 11, by Amold
Schoenberg, and, however chaotic it may have seemed on a first
hearing, it was the work of an artist whose method comes as close,
at times, to total deliberation as that of any musician since the

i . - B - . ‘“4
carly-Renaissance isorhythmicists. Yet, if one listens to that example
casually, it suggests an almost entirely haphazard harmonic,
melodic, and rhythmic selection. For, though Schoenberg’s later
reputation was made by adhening tirelessly to a resourcefully
expanded super-theme called the twelve-tone row, that example,
from one of his exploratory earlier pieces, was concemed primarily
with minimizing, or at times avoiding altogether, the conventional
repetitive relationships which most classical music asserts. In
doing this, he made, in a sense, 3 method out of the avoidance of
other methods, a cliché out of the avoidance of clichés,

The second example was an exercise performed by students of
Cirencester School in the north of Englund—improvised by them,
in fact, after a suggestion by their rather permissive music instructor
[from 1959 to 1962], the British composer Peter Maxwell Davies,
Listening to those children, one can hear many of the clichés
which form the basis of our post-tonal language, the language of
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Schoenberg and his suc-
cessors, but which, as
clichés, a sophisticated

composer like Schoen-

berg would endeavour to
avoid, And the relative
clanity and the obviously
repetitive method of that
improvised piece could
easily and ironically
seem the end result of a
quite deliberate choice
mechanism.

So, the relationship
between an organized
and a spontancous struc-
ture depends first of all
on those preconceptions
which we bring to our
analysis of them. And as
the comparison between Schoenberg's work and that
of the Cirencester School's students suggests, an
improvisation is not necessarily a work which gets by
with a minimum of formal coberence. There are such
works, and we'll discuss some of them later. But the
more intriguing aspect of improvisation is the way in
which it derives from and relates to the disciplines of
a notated context.

After all, the primary difference between music
made up on the spur of the moment and music carefully and con-
scientiously written down is not in the nature of the materials
used, but rather that, under the duress of the improvisatory situa-
tion, a musician can’t possibly be as thoughtful and perceptive
about the choice and disposition of his material. For, when impro-
vising, or even when dealing with hastily written-down pieces, one
simply has no time to exercise, with patience and through many
drafts, carefully worked out contrapuntal inventions. No one has
ever been able 1o do that, not even J.S, Bach,

In the Musical Offering, his massive treatise on a theme supplied
him by Frederick the Great, Bach opens the work with a three-
voice fugue—or “ricercare,” as he calls it on this occasion—
apparently similar in manner to one which he improvised at
Frederick’s court and in the king's presence, and with which he
acknowledged his dissatisfaction by later dedicating the entire
work as an apologia. Here it is in its second, written-down version,
and, as though Bach were more interested in recapturing the mood
of that courtly occasion rather than in salvaging his reputation for
contrapuntal extravaganzas, it's still rather disjointed and episodic,
still lacking a firm sense of direction, still fundamentally
improvisatory in design:

MUSIC: Bach, Musical Offering/Ricercar a 3 voci,
bars 1-40, performed on the harpsichord.

The first page of the Ricercar a 3 voci from
Bach's Musical Offering, as it appears in the
first edition, engraved by Johann Georg
Schidbler, of Zella St. Blasii, Thuringia, in
1747.

Having put his theme through many canons and a four-movement
[trio] sonata, Bach, at the end of the work, tries it again as a fugue
subject, and this time creates a monumental six-voice setting in
which the security and tautness of the counterpoint are miraculous,
and which not even he could improvised.

MUSIC: Bach, Musical Offering/Ricercar a 6 voci,
bars 83-103, performed by n string sextet.

If the improvised fugue can never compete as a technical
achievement with the carefully contoured written one, it's not
because it lacks academic pretension. The contrapuntal devices
may not entirely succeed, but an improvisation drawn upon any
academic model will inevitably, even ostentatiously, mimic the
criteria of its notated cousin. And there are many such criteria—
here's just one of them:

— —

MUSIC: Victor Borge at the piano, in concert,
playing a seemingly endless cyele-of-fifths sequence
that moves gradually down the keyboard;
as the audience’s laughter grows, he savs,

“I'll bet you when he wrote this one
he was thinking of something clse!™




Victor Borge, improvising his way through one inescapable
cliché of Baroque style: the this-could-go-on-forever-and-probably-
will diatonic sequence. Sequences like that, which are identical
repetitions of a phrase with only the pitch altered, are able 1o
circumnavigate the chief relations of the home tonality almost
indefinitely; they're among the most useful crutches for the
improviser whose inspiration is temporarily curtailed, They serve
him much as an automatic pilot serves an aviator: they won't get
you down to the field or up over the weather, but they will at least
keep you going until you can think of something to do. Borge's
sequence was a very broad spoof of a sequential tradition which
appears again and again in Barogue music, even in highly
organized forms like the fugue. And it wasn't only minor masters
of the Barogue who made use of such episodes: even Bach, in his
carly years, often did, and the presence of such sequences in many
of his instrumental fugues reminds us of the high improvisatory
quotient in his first style. Bach, after all, was an indefatigable impro-
viser, and here, in the fugue from his E-minor toccata, it shows:

MUSIC: Bach, Toccata in E Minor,
BWY 914/Fuga—Allegro, bars 35-51,

These devices are, of course, in themselves anti-architectural,
because nothing about them is either problematical or central to
the work. They may indeed perpetuate a fragment from one of the
primary motivic strands of the piece, but they don’t clarify it or
increase our knowledge of it; they're devised primarily to kill
time. Here's Mozart, parlaying two similar sequences into a full
page in one of his fantasias, a type of composition which owed its
thematic disposition directly to the improvisatory habit:

MUSIC: Mozart, Fantasia and Fugue
in C Major, K. 394, bars 23-31.

These clichés almost inevitably have their theoretical roots in the
practice of a preceding generation, where they functioned as the
solution to what was then a pressing structural problem. In the case
of Bach's toccata sequence, the composer was making use of the sort
of diatonic depth-finding
which was common in the
latter half of the seven-
teenth century, and which
helped to stabilize the har-
mony of early tonal
music. The sequence in
Mozan’s fantasia would
fit comfortably within the
tonal spectrum of a com-
poser a generation before
his time—one of Bach's
sons, perhaps.  This
chronological aspect is
not unrelated to Marshall

McLuhan's observation that the subject-matter of one technology is
the art form of the next. In this case, we could say that the discipline
of one generation becomes the improvisatory substance of the next.
And, for that reason, these mechanical props, which an improvisstorly
inclined composer borrows from academic tradition, not only enable
him to avoid doing his compositional homework, but also inform s
about the tradition to which he belongs and about the frequency of
such devices in it. Like Freudian slips, these clichés tell us a great
deal about the composer’s background, and about the musicians
who influenced him or whose influence he endeavoured to evade.

Beethoven is a case in point. His career is not only dead-centre in the
chronology of these last three centuries of instrument-based music,
but, in addition, he embodies (for some people, anyway) a transition in
musical manner—in composing attitude, 5o 1o speak—between what
are usually referred 1o as the Classical and the Romantic styles. But the
interesting thing about Beethoven is not that his early work exclusively
observes some severe architectural discipline called “the Classical style,”
and his later work becomes involved with that fantastical, quasi-impro-
that in much of his music the two attitudes tend to coexist. A good
example of just such coexistence is the first movement of his sonata
Op. 31/No, 2—the “Tempest” Sonata, so-called—with its turbulence,
its riotous chromaticism, its peculiar hesitancies, its vague, only half-
focussed recitatives, which have a sort of ink-blot-test relationship to
the rest of the movement: they relate if you want them to.

p—— —c—

MUSIC: Beethoven, Piano Sonata in D Minor,
Op. 3U/No. 2 (“Tempest™)/first movement
(Largo—Allegro), bars 139-58,
featuring two recitative-like passages.
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In most guasi-improvised music, the melodic materials are chosen
to minimize mechanical problems, rather thin to impose new and
unpredictable intervallic situations. Hence, scale passages, arpeg-
giated figures, and a generous supply of omaments are the impro-
viser's melodic stock-in-trade, Materials of this sort predominate in
improvisatory formats, whether the extemporancous flights of
Jazzmen, the show-time [“show-tune™?] amalgams of cocktail
pianists, the cadenza tradition in concerto playing, or, a few years
back, those coy fantasias on themes submitted by the bald-headed
gentleman in the third-row aisle or the lady with the feather in the
gallery, with which [the blind, Welsh-born jazz pianist and satirist]
Alec Templeton or [the concert pianist and armanger] Griuce
Castagnetta finished off their act. It's this rather lackadaisical
approach 1o problems of structure which prompts the familiar cari-
cature of the improvisatory tradition; it's undoubtedly the inspiration
for those pre-Raphaclite paintings which show us a heaven-storming
virtuoso agonizing before his instrument in a twilit bric-a-brac-
filled garret, the reproductions of which tum up nowadays on
Austrian cookie-tins or as cosmetic ads in the New Yorker magazine.

But this melodic thrashing about is by no means exclusively a nine-
teenth-century tradition. In Bach's day we find thar kind of improvising
in the recitative, especially in the instrumental recitative, which he
was fond of incorporating into many of his early compositions.

MUSIC: Bach, Toccata in E Minor,
BWY 914/Adagio, bars 8-22,

This sort of improvising is essentially a performer’s rather than
a composer’s prerogative, It relies upon the invention of agrecable
melodies, rich but not really complicated textures, and a heavy
overlay of sentimentality, the latter designed 5o as to conceal by
dramatic initiatives the lack of carefully worked-out developmental
ideas. A good nineteenth-century example is found in the second
movement of Richard Strauss’s Violin Sonata, which movement,
by no coincidence whatever, bears the subtitle “Improvisation.”

MUSIC: Strauss, Violin Sonata in E-flat Major,
Op. 18~ Improvisation™: Andante cantabile, bars 1-11.

In his tone poem Ein Heldenleben, Strauss superimposes upon
fragments of his main theme an obstreperous, flirtatious, and mock-
improvised violin solo, first seen in this musical autobiography
dealing, appropriately enough, with the seduction of the beloved.

MUSIC: Strauss, Ein Heldenleben/Part 3,
“The Hero's Companion,” rehearsal nos. 23-26,

One might expect that the predominant trends of the present—
serialism and electronic music—would rule out improvisation as a
viable practice, but for some musicians this has not been the case.

For the American composer Lukas Foss, improvisation became a
method by which to investigate the potential of what was to him an
unfamiliar musical language. It became, in fact, a Geiger counter
with which to find the lode of his future. Until about seven years
ago, Foss was pretty generally regarded by his colleagues as a hide-
bound conservative: today, he's thought of as one of the more
adventurous, even avant-garde, composers, and the transition
which made this rather unsettling about-fisce possible was sccom-
plished during a five-year span [1956-61] in which he organized an
improvisation ensemble consisting of piano, cello, clarinet, and a
generous supply of percussion instruments. Their charter specified
an operation within a contemporary sesthetic without relying upon
any sort of standard notation, and while subjecting themselves to
the same kind of split-second inter-reaction that Baroque harpsi-
chordists built into their continuo playing. Here's a sample:

MUSIC: Lukas Foss Ensemble, improvisation:
at first, gentle figuration in the plano supporting plaintive
clarinet lines, interrupted twice by sudden, loud bursts of
percussion music; afterward, a busier scherzando section,
with piano and clarinet staccato, cello pizzicato.

— —

One is tempted 10 say—paraphrasing Robert Frost, who likened
free verse to playing tennis without a net—that the harmonic stakes
in this kind of improvising are not really very high. If one challenged
those same instrumentalists to concoct, without prior consultation
amongst themselves, a simple fughetta in the style of Telemann and
in the key of C major, one would have a clearer notion as to whether
such multiple improvising is sanctioned solely by the permissive
climate of contemporary harmonic practice, or whether telepathy
and intuition do indeed play a part in the result. In any case, in
searching for his own future, Lukas Foss examined through improv-
isation the clichés of the immediate pointillist past, and from that
investigation went on directly to write a work for voice and orchestra
called Time Cycle [1959-60), perhaps the most unique attempt at
stylistic synthesis to have been produced in this generation.

I suspect that the therpeutic aspect of improvisation has in fact served
muany carlier composers as well. Within every creative person there is an
inventor at odds with a museum curator, wnd most of the stantling
things that happen in music are the result of some momentary gain by
one at the expense of the other. The free-form extension which
improvisation implicitly commends supplements and lends per-
spective to the controlled compositional experience which underlies
musical theory. It brings one back to an encounter with cenain
primeval tenets of the idea of music. It reminds one that the will 1o
communicate is antecedent to the urge to formulate communicition,
that for the composer, even as for the listener, there are limits to
immediate comprehension, to a complete understanding of the “why™
of his process, and that thar very deficiency augers a certain tolerance
in their relationship. Above all, it suggests to us the importance of dis-
impression, and those aroused by the need to react and to feel
impressed. And in offering rhar remarkably humbling experience to
the jaded sophisticate, improvisation performs perhaps its most impor-
tant function. In any case, for Harry Truman's sake, let’s hope so. 8



These four pages, reproduced from Gould's papers in the Music Division of the National Library of Canada, are apparently all
that survive of a twelve-tone String Trio (violin, viola, cello) that he composed—or at least wrote out—on 15 October 1950, short-
ly after his eighteenth birthday. It is obvious, from the way page 4 breaks off, that more pages for the piece once existed. There
“are other three-part musical sketches among Gould's papers that might have been conceived for string trio, but none of them
matches this picce (they are all tonal, in fact). At the present time, we cannot determine whether the String Trio was ever com-
pleted, though the cleantiness of Gould's penmanship in these pages suggests that they come from a final copy rather than a com-

At eighteen Gould was still relatively new to the music of Schoenberg and his school, and was excitedly essaying his own twelve-
tone pieces for a vaniety of instruments—piano, organ, bassoon. This trio is his first surviving work for strings, a sort of rebearsal for
his later—and resolutely tonal—String Quartet, Op. 1. At the 1op of the first page, he wrote out three of the four forms of his chosen
twelve-tone row: original (“0"), inversion (*T7), and retrograde ("OR™); only the retrograde inversion is missing.

In the first bar—a sort of miniature introduction—Gould sets out the notes of the row in four three-note groups, a “cellular™
apptoach suggesting that he may already have absorbed some of Webern's works, like the Concerto, Op. 24; however, little of the
music that follows is Webernesque. In bars 2-3, for example, he offers the original form of the row as a melody in the violin part,
recalling the opening bars of Schoenberg’s Piano Concerto, Op. 42, of which Gould would give the Canadian premigre, on CBC
radio, in 1953, He explores transpositions and permutations of the row, though, curiously, rarely mines its harmonic (i.c., chordal)
possibilities; instead, he develops his material mostly through the sort of busy, clotted counterpoint characteristic of his String
Quartet and some of his later unfinished works.

— Editor
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Keith MacMillan was born in 1920, in MacMillan earned bachelor's and master
Toronte He Wl thie L o Ernest Ievree n oy al {/niversit
MacMillan (1893-1973) the oducton Toronto. but e iso studied pltano and
wgamst, plamst, compoxer, teacher o m childhood, an his father
writer, and administrator who, for mon he was a lifelone champion of Canadian
than hall a century, was an tmposing and ML the cause of which he served @
infTuential fivure in Canadian muisic \Y7, NUMEron NI ¢ s writer editor
Emext—he was knighted, for ervices e ecturer, teacher, consultant, He was a o
music in Canada,” in 1935-—was the prir founder of Hallmark Recordings, tn 1952
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Abaove left: Keith MacMillan, in the late 1960s. (Photograph by William A. Boucher.
Reproduced from Keith MacMillan's papers in the Music Division of the National
Library of Canada.). Above right: Gould relaxing and studying at his parents’
cottage on Lake Simcoe, near Uptergrove, Ontano, around 1956, (Photographs by
Fednews (Federal Newsphotos of Canada).)
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Now that Geoffrey Payzant’s book Glenn
Gould, Music and Mind has been on the
market for many years and Otto
Friedrich’s biography, Glenn Gouwld: A



Life and Variations, has been reviewed all
over the place—not to mention a flurry of
other books (McGreevy, Kazdin, and oth-
rapidly. Not to be outdone, I herewith jot
down a few of my own,

Although far from being one of Gould’s
intimates I did have a number of contacts
with him over some fourteen years, from
the carly 19505, when we planned his first
recording, until 1967, when we were hatching
a recording of Canadian piano music.

It was in the late 1940s and carly 1950s,
while 1 was supposed to be concentrating
on a thesis in experimental biology, that |
became deeply interested in audio electronics,
particularty the new art of tape recording. In
November 1952, 1 abandoned Ph.D. studies
and joined the CBC as producer of radio
music programs. Four hi-fi fniends (two of
Bell Telephone) and 1 founded Hallmark
Recordings, built a studio and disk-lathe lab
at 81 Grenville Street, in downtown
Toronto, and ventured into the LP record
business. At that time there was virtually no
Canadian record industry, and we felt as
though we were taking on RCA, Columbia,
EMI—the world. However, we could see
that in Canada, especially in the larger
cities, post-war musical talent was bursting
out all over, and thus Hallmark—though
under-expenenced, under-financed, and
underestimated—was able to introduce 10
the record-buying public the first solo LPs
of anists of the caliber of soprano Lois
Marshall, contralto Maurcen Forrester,
harpsichordist Greta Kraus, pianist John
Newmuark, and violinist Albert Pratz, as
well as LPs of the Festival Singers, the
Toronto Symphony Orchestra conducted by
my father (who worked for scale)—and
Glenn Gould.

It was my father who first tipped me off
about this remarkable young man, who, by
the time he was twenty, had already played
with the Toronto Symphony Orchestra on
five occasions. As Hallmark's Artists &
Repertoire man, I thought he was just the

sort of young artist to be featured on our
Recital Series. We were presumptuous, of
course, since we had as yet acquired very
little experience in taping, producing, and
marketing records of professional quality,
but Glenn himself was still a newcomer to
the recording game; indeed, his only pre-
vious experience with microphones had
been in CBC broadcasts, and in 1953 |
doubt if it had ever occurred to him to take
charge of recording and tape-editing ses-
sions, as he was to do in later years. So |
asked him if he would be interested in
making a Hallmark record; to my consid-
erable pleasure, he agreed. The taping was
done in a comfortable-sized hall in the rear
of Bloor Street United Church, not as
“live” as I would have preferred but with a
clear acoustic for its size and almost
devoid of background noise despite the
church’s location on one of Toronto’s
busiest streets, Whether we used Glenn's
own piano or whether we rented one |
don't remember, but there was no fuss or
disagreement about it.

Hallmark had already brought out two
ten-inch LPs (discs that size being not
uncommon in those days) and was begin-
ning to antruct the attention of Canadian
musical artists, some of whom came to me
with program suggestions. One was the
violinist Albert Pratz, a Toronto native
who had also received musical training in
London and New York. Pratz had played in
the Toronto Symphony and various
Canadian radio orchestras, and had done
some conducting and solo work, in the
decade before the Second World War;
later, he was a member of Toscanini's
NBC Symphony Orchestra (1946-53), and
concertmaster and soloist for many NBC
programs. He returned to Canada in 1953,
to take up the position of concertmaster
with the CBC Symphony Orchestra and to
develop a solo career; that same summer,
he joined Gould and the cellist Isaac
Mamott to form the Festival Trio, which
performed at the inaugural season of the
Stratford Festival. (After a long and distin-
guished career as a performer and teacher,
in Canada and the U.S., Pratz retired in
1979. He died in 1995.)

Before inviting Gould 1o participate in a
recording 1 first had to get 1o know him.
He invited me to visit him at home on
Southwood Drive in East Toronto, and we
spent (for me) a fascinating afternoon. (1
never did meet his parents.) He was in
great form, sitting at the piano most of the
time as our conversation rambled over a
wide musical field, profusely illustrated
impromptu by him at the keyboard. For me
the highlight of the afternoon came when 1
expressed a particular liking for Bach's
Prelude and Fugue in E Major from Book
Il of the "Forty-eight” “You mean
this?"—and he straightaway played them
through. “Yes, that.” Both the prelude and
the fugue seemed also to be particular
favourites of his. Before he began | had
mentioned my fond hope that some day |
might hear the fugue sung—it is indeed
very “vocal” in style. He obviously had
had the same idea, and as he played he
sang frecly, wandering from part to part as
I provided a probably less robust scattering
of vocal part-tracing. That almost electric
tension, so charactenstic of his mature
style, was even then quite breath-taking,
especially at such close quarters. It was a
great afternoon!

By the time I left we had agreed in prin-
ciple on a recording. For me it was
doubtless a good thing that Glean's con-
cert manager, Walter Homburger, had no
jurisdiction over any of his engagements
other than recitals: his alliance with such a
fledgling company as ours could have
constituted a drag on a carcer that would
soon become positively meteoric. But he
was quite happy to record for us Berg's
Piano Sonata, Op. 1, of 1908 (his choice,
and with a five-year exclusive for
Hallmark), and, for the other side of the
record, to accompany Albert Pratz in
Russian music transcribed for violin and
piano: Three Famtastic Dances, Op. 5.
piano work by Shostakovich (1922); “The
Birth of the Harp,” from Ten Romances
from Ellis's Immaortelles, Op. 26, a collec-
tion of songs by Taneyev (1908); and “The
Winter Fairy,” from Cinderella, Op. 87, a
ballet by Prokofiev (1944). Glenn's musical
versatility was quite extraordinary. In solo
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performance he was, of course, in total
command, yet he and Pratz played as one
without effort. How much ensemble expe-
rience Glenn had had at the professional
level 1 have no idea, but his talent and
instinct for accompaniment were already

of the highest order. Mirabile dictu (in ret-

rospect), he did not even complain when
Pratz showed up with a bad cold, although
he did take care not to be directly in the
line of Albert’s heavy breathing.

For the album cover I invited Glenn to
write his own program notes—probably
his first venture into public print. 1 do
vaguely remember going over the text with
him and suggesting some changes in his
(even then) rather turgid prose, but it was
my pleasure to be the first to present to the
record-buying public not only Glenn
Gould the pianist but Glenn Gould the
annotator, this being two years before he
teamed up with Columbia/CBS. The final
album, Hallmark RS3 (the “RS" stands for
“Recital Series™), has long since become a
collector’s item, as the only (non-pirated)
Glenn Gould disc made and released by a
company other than Columbia/CBS.

e it Gttty

I'm sorry that Friedrich’s ancedotal book
did not include the story of Gould's first
public performance of the Goldberg
Vanations, Charactenstically, it was via
microphone—specifically, in a CBC radio
recital (Studio H, Radio Building, Toronto)
broadcast on 21 June 1954. (He would not
play the Goldbergs in concert until 16
October of that year, less than three months
before his New York début.) 1 was on the
staff of CBC radio as a music producer,
and although I was not in the studio for this
recital—it was broadcast live, as were
virtually all CBC programs in those low-
tech days—I heard about it later from
fellow-producer Terence Gibbs. The usual
routine was followed: a short period of
microphone testing until all were satisfied
with the sound, then a timing run-through
complete with announcements, then a rest
break of some twenty minutes until air
time, then live to air, coast 1o coast, over

the CBC's Trans-Canada Network. The
broadcast period was 44:30, which, after
all announcements, allowed no more than
forty-three minutes for music and pauses
between variations—which gives some
idea of Glenn's tempi at that time.

During the timing run-through, Glenn
began to feel that the studio was rather
cooler than he would have liked, so after the
run-through he asked Gibbs if the studio
could be warmed up a bit. The air condi-
tioning in that aged building was rather
clumsily controlled, but Gibbs, ever obliging
if dubious of success, ventured out to try to
find the building engincer in charge and
have the heat turned up. The longer Gould
waited in the studio, and the longer he
perceived no improvement in the tempera-
ture, the more concerned he became, until,
with less than five minutes 10 air time, he
decided o take his own measures: he ran
down the hall to the nearest water fountain,
took a few aspirins, and hightailed it back to
the studio. Just before air time in came
Terence, who had found the air-conditioning
man. Moments later the broadcast was
underway, and, after a preliminary
announcement, the Goldberg Variations
began o weave their wondrous spell. By
about Variation 10, the studio began per-
ceptibly to warm up; by Varation 15,
Gould also began to feel the effects of the
aspirin, which made his palms increasingly
sweaty. The studio continued 0 warm up,
as did he from the pills, so that by Variation
29, as Gibbs told it, Gould's crossing-over
hands were slithering and sliding on wet
keys. Not that the radio audience would
have known any of this, but Glean himself,
afterwards, said that he would have been
in real trouble had Bach indulged himself
in more than thirty variations.

‘Z/M// Y

In retrospect, 1 realize that in the 1953
Hallmark recording session the offbeat
Gould was nowhere in view. 1 did not
encounter Gould the eccentric until almost
three years later, on 17 January 1956, when
he had been engaged to play Bach's E-
minor Partita, again live, on CBC radio.

This time I chose the spartan Grenville
Street studio, an old, outmoded building
but acoustically friendly. At the appointed
hour Glenn wrrived, this time clad in his
already notorious slouch cap and long
overcoat, double-gloved (it was a dark and
snivelly Toronto evening), and carrying an
electric kettle. Noting our raised eyebrows,
he explained that be always carried a kettle,
in case there was no hot water in the wash-
room, where he warmed his hands. We
assured him that the CBC’s washrooms did
indeed carry hot water. Later, after the
timing run-through, he disappeared into
the washroom, returning just before air
time with a smug, delighted smile on his
face, brandishing the kettle. “You see,” he
said triumphantly, “there was no hot water
after all!” His eccentricities were clearly
vindicated and 1| never questioned them
again—except for his aleatoric vocal
accompaniments to his playing.

Tttt Civtd

On 17 April 1956, the radio series CBC
Concert Hall featured Gould performing
Schoenberg's song cycle Das Buch der
hdngenden Gdrten, Op. 15, with the sopra-
no Roma Butler. (Glenn and Roma had
performed the cycle in a New Music
Associates concert, in Toronto, on 9
January 1954.) By that time we were
beginning to pre-tape CBC music programs,
rather than going live-1o-air as before. In
those carly days, all such programs were
routed to a central recording room where
the taping itself was done, complete with
announcements, following the technical
routine long established for studio-to-air
broadcasting, except that the routing now
became studio-to-tape. Corrective editing
of tapes was not yet provided for, whether
in contracting the musicians, providing
editing equipment, or scheduling the facil-
ities. A few of the musicians realized that,
with pre-taping, comective editing should
be possible, but the CBC had not yet
brought itself to deal with such a radical
possibility, although 1 myself had been
editing tape for some years,

Both Glenn and Roma seemed content to



tape the studio performance as though it
were a live broadeast, announcer and all,
and there were no demands from Gould
concemning the possibility of tape editing.
Unfortunately, after the concluding piano
chord the announcer muffed his closing
announcement. Since even a quick retake
might have overrun the end of the tape, |
phoned the recording room to have them
slap on a new tape, which | would later
splice into the broadcast tape. The recording-
room technician, however, said that it would
be a simple matter to rewind the broadcast
tape to the end of the music and restart it to
capture the closing announcement. I did not
like the idea but he insisted, cucing me by
phone when the tape had been recued and
was rolling again. | cued the announcer, his
text was recorded, the play-out music was
added, and we all went home.

A couple of days later, 1 checked the tape
to make sure that everything had been done
cormectly—and was stunned to realize that
the technician (no musician) had rewound
0o far and erased Schoenberg's concluding
chord. There was nothing to do but book
the same studio (a former movie theatre on
Parliament Street), armange that the same
piano be brought to the studio, duplicate
the microphone and studio set-up, and
contract the maestro to come at such-and-
such a time simply to retape one chord,
Glenn was not pleased but complied
nonetheless with good professional grace,
and it was easy for me to patch the whole
thing so that the radio listener would be
none the wiser. (Gentle irony: the over-
busy recording-room technician was Stan
Tulk, the father of Lome Tulk, who in later
years became Gould's favourite technical
collaborator at the CBC.)

The reason I tell this little story is to show
that Glenn did not offer any undue display
of temperament about being so inconve-
nienced by the CBC's ineptitude, though,
full of apology, I never had the nerve to ask
him what he thought about it all.

ot e g

As 1o the outrageous Gould—no, let’s
just call him the naughty Gould—I was

treated to a sample when he did a per-
formance of Beethoven's Piano Concerto
No. 3 in C Minor, on 14 April 1959, in a
Toronto Symphony subscription concert in
Massey Hall, conducted by Walter
Susskind. By then 1 was producing the
CBC's live broadcasts from Massey Hall.
His manager, Walter Homburger, dropped
in to our control booth, and I asked him
what little surprise Glenn might have for
us tonight. Said Walter, “Who knows?" On
cue, Gould, a pocket score in his hand,
came nonchalantly onstage with Susskind.
Scarcely acknowledging the audience, he
flopped down cross-legged onto his
famous piano chair and buried his atten-
tion in the score (of which, of course, he
knew every note). He matched Susskind's
opening downbeat and thereafter conduct-
ed the concerto’s famously long orchestral
introduction, seemingly to himself but
inescapably to the audience. As his own
opening scales drew near, his head
remained in the score and his legs
remained crossed, until the merest fraction
of a second before his first entry, when he
snapped the score shut and tossed it into
the air; it landed flat on the piano’s down-
umed music rack simultaneously with the
downbeat of his first entry. The timing was
perfect, the legs were still crossed, and the
opening  scales  were  impeccable.
Homburger and 1 had had our answer.

My last broadcast for the CBC was in
May 1964. At the time | was shifting my
carcer from the CBC to the Canadian
Music Centre; in fact, for most of April
and May 1 held down my CBC and CMC
jobs at the same time, doing neither as
thoroughly as 1 would have liked.

The last broadcast itself was one 1 had
been working on for a couple of years: a
tape documentary on the carly nineteenth-
century religious and musical community
of Sharon, Ontario, a village some seventy
kilometres north of Toronto. This project
had been sparked by Helmut Kallmann’s
new History of Music in Canada, which
had devoted half a dozen pages to the
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music of the Children of Peace of Sharon
(or Hope, as it was called at the time). The
sect’s founder and principal animator,
David Willson, though comparatively
unlettered, had had a great natural fond-
ness for music, and shortly after founding
the sect, in 1814, had instituted musical
training for the girls in the community
school (mentioned in a York newspaper as
his “choir of young virgins™). The sect also
developed an instrumental ensemble
(mostly winds), and even commissioned
two pipe organs, the first a barrel organ,
built in 1820 (and still playing 170 years
later, thanks to careful restoration work by
Geoffrey Payzant and others), the second &
keyboard organ, built in 1847 and rebuilt
around 1985. Dr. Kallmann considered
that the Children of Peace were very much
musical pioneers in early Ontario.
Kallmann was the music librarian of
CBC Toronto at that time, and I knew him
well. The more I learned about the sect the
more I became intrigued. 1 spent some
time at the Sharon Temple, tracking down
further information, as well as tuning the
barrel organ and recording all twenty of its
tunes, with their unique harmonizations
and inter-verse fillips played by steel pins
protruding from two interchangeable
rotating barrels (ten tunes each). This
work led to further research and the plan-
ning of a documentary broadcast, for
which, eventually, I took to Sharon a small
choir of students as well as a modest
instrumental ensemble corresponding to
one that journalist and politician William

—

Lyon Mackenzie had documented there in
1834, We recorded the organ and the
singing and playing of some of David
Willson's old hymns; these were threaded
together with quotations from some
writings of the period and with un
explanatory text of my own hurried
devising—all in all, an evocation of the
music of old Sharon. Shortly thereafter I
received o number of appreciative letters
from listeners, quite the most gratifying of
which was a note from Glenn, who told
me that he happened to catch the broadcast
on his car radio while driving not far from
Sharon, toward his family’s cottage on
Lake Simcoe. He had been 50 entrunced,
he said, that, on arriving at the cottage, he
stayed in the car for a quarter of an hour
until the program had ended—closing
credits and all.

The little note from him was most appre-
ciated at the time, but it was not until I was
reading Friedrich's biography that I realized
a possible significance of the date, Gould
had given his last public concert, in Los
Angeles, on 10 April 1964, and my docu-
mentary was broadcast only a few weeks
later. Gould might well have been heading
for his cottage to be alone and to think out
the consequences of a concertless future—
a future in which he was to devote much
time and careful attention to the production
of startling radio documentaries. 1 like to
think, doubtless with a modicum of self-
flattery, that The Music of Sharon may
have helped to nudge his thinking away
from radio documentaries in what he called
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ALBERT PRATZ REMEMBERS THE YOUNG GLENN GOULD

Reprinted from the album cover of The Young Glenn Gould: In Memoriam 1932-1982, the 1982 refssue of Hallmark RSJ.
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It was very shocking o hear of his death. It was a great tragedy and
a great Joss, for music, for Canada, and the work).

Incidentally, Prarz was right about Gowld's lack of enthusiasm for
the Russian pieces on Side B of the Hallmark album. In a letter 10 the
American writer and editor Benjamin Sonnenbery, on 26 March 1958,
Gowld wrote that a copy of the album was in the mail. and added,
“Please remember your promise about never listening to the




the “lincar mold,” from which he was
seeking to escape at that time.

Hoité

I also remember being called by Glenn
to come and have lunch in, of all posh
places, the Imperial Room of the Royal
York Hotel, sometime in the mid-1960s.
He had just returned from a trip north—I
seem 10 remember that he had been driving
through the North Shore country above
Lake Superior—and was so enraptured by
the experience that he wanted to talk about
it. Perhaps he remembered that 1 had spent
many summers canoeing through the
Temagami country above North Bay, and
through Georgian Bay and Algonquin
Park, and so would be sympathetic to his
newfound passion. Indeed I was, although
1 don't remember his mentioning a radio
documentary. But it was a shock to
experience such a wave of enthusiasm
for the rugged North emanating with
such fervour from the most indoor person
I had ever known!

In the couple of years leading up to 1967,
the centenary of Canada’s Confederation,
the Canadian Music Centre had been busily
planning an extensive series of events 1o
celebrate that banner year, It occurred to
me that it would be a major event for
Canadian music if Columbia Records
were (0 agree to produce a Glenn Gould
recording of Canadian piano music as
his—and their—contribution to the
Centennial. They did, and he did, although
after the decision had been made the
whole project became Columbia's, and |
had lintle to do with it from then on.

One evening u few months later, my
phone rang at home; it was Glenn, wanting
to have a chat about everything in general
and nothing in particular. He could not
have chosen a worse moment, since it was
one of those evenings when my parents
had come to dinner; indeed, dinner was
well underway. I should say that whenever
we dined with Mum and Dad, whether at

our place or theirs (not far from ours), they
saw to it that a plenitude of Martinis effec-
tively oiled the wheels beforchand and
appropriate wines kept the conversation
flowing during dinner. Thus, when the
phone rang, | was indeed most favourably
disposed to greet the world with convivially
outstretched arms, not to mention wine-
stretched voice, and not much inclined o
conversation in a serious vein.

Glenn asked me what I was doing these
days, and | outlined a couple of my current
projects. 1 asked him what he was doing
these days, and he mentioned an article he
was preparing for publication (for High
Fidelity magazine, | think it was), and
program notes for a recording. In the
unguardedly jocular spirit of that hedo-
nistic moment, | said that 1 hoped he
would be doing these in English. “What do
you mean?” he said, defensively. I was
caught in my own trap, and mumbled
something about an occasion or two in the
past when we had differed on his literary
style; indeed, his writing was by then
widely known to be interminable in
circumlocution, turgid with ponderous
vocabulary, and leaning heavily on
sentence structures often extended precar-
iously to the point of collapse. Some of the
public cnticism along these lines had
annoyed him greatly and he had become
very sensitive 1o any such comment, so my
light-hearted, alcohol-prompted joshing
was not received in good grace. He quick-
ly terminated the conversation, and |
rejoined the dinner table. A couple of days
later I received a curt note from him,
pointing out that, as the Centennial
recording project was proceeding well,
hereafter, if 1 had anything further to dis-
cuss about it, or about any other matter, |
should do so through his manager—point!

We never spoke again, although once,
when I passed him outside a side entrance
to the CBC, we nodded coolly. As
Friedrich tells us, and as Gould himself
confirmed (dubbing himsell “an anti-
athletic, non-concerigoing tectotaler” in
Glenn Gould’s Toronto) he had no use for
alcohol, in him or in anyone ¢lse, and he
was inordinately sensitive to criticism of

his ability as a writer—indeed yes!

But the Centennial album, featuring
Oskar Morawetz’s Fantasy in D Minor,
Istvan Anhalt’s Fantasia, and Jacques
Hétu's Variations pour piano, did appear,
in 1967, although at least two of those

composers strongly protested the substantial
gouldification of their work. B
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Some discographic notes on the recorded
performances mentioned in this article;
The recordings that Gould and Albert
Pratz made for Hallmark, in 1953, were
all reissued on LP in late 1982, shortly
after Gould's death, as The Young Glenn
Gould: In  Memoriam 1932-1982
(Turnabour TV 34792X). A second Young
Gould (TV-34793X)
appeared the following year, and both

Glenn volume
albums are currently available in the CD
Glenn Gould: His First Recordings (1947-
1953), released by VAI Audio in 200]
(VAIA 1198).

Gould’s 1954 CBC radio performance of
the Goldbery Variations was released in
1995 by CBC Reconds (PSCD 2007). His
1956 CBC radio performance of Bach's E-
minor Partita was released only once, in
1987, on the Music and Arts label (CD-
272), and unfortunately this CD was with-
drawn more than ten yeary ago. As to the
Gould-Butler performance of Schoenberg s
Das Buch der hiingenden Girten and the
Gould-Susskind performance of Beethoven's
Piano Concerto Neo. 3, neither broadcast
has ever been released. However, acetate
discs of the Bach, Schoenberg, and
Beethoven survive among Gould's papers
in the Music Division of the National
Library of Canada, and all three perform-
ances can presumably still be found in the
radio archives of the CBC.

The three pieces from Gould's Canadian
Centennial allwom, along with Barbara
Pentland's  Shadows—Ombres  and
Fartein Valen's Piano Sonata No. 2, Op.
38, are all currently available in the CD
Glenn Gould Plays Contemporary Music,
part of Sony Classical's Glenn Gould
Edition (SMK 52 677).
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The four pages that follow, and the image on the front cover, are drawn from Gould's own copy of Ravel's La Valse, in the edition
for solo piano prepared by the composer himself (Paris: Durand, 1920). This score, heavily annotated, is currently held among
Gould's papers in the Music Division of the National Library of Canada.

Gould performed La Valse on 5 February 1975, at the end of the second program of his CBC television series Music in Our
Time. But he did not muke his own, wholly original transcription; rather, he made a new but unwritten arrangement of Ravel’s
own transcription—"my transcription of Ravel’s transcription of La Valse,” as he said when introducing his performance on TV,

He wrote about his performance in a letter dated 6 December 1974 and published in Glenn Gould: Selected Letters. He “had a great
deal of fun” playing La Valse, he noted, though chose to decline Columbia Masterworks' offer to make a recording of it. He continved:

| found Ravel's own cootribetion downeight usssabie for ot least balf its length: 25 you perbagn kzow, be simply wrote out the harmeaic foundation of the piece
mmedMnndeInnmmymnpfundmaMnnv.mdt&e&uﬁmclaxrwpreaxm
its flavour; much of the time, indeed, there is simply no way in which ane can incorporate the thind-stave elements and sinmltancousty be obedient 80 the material
on the prinsary staves. Consequently, | cleared away as much of the Jower-stave underbrush as possible and incorporated as much of the third-stave material as |
could—admittedly making 3 few discreet alterations in Monsieur Mawtice's voice-jeading as | went along.

Ravel obviously did not intend the third-stave material 10 be played, even as an “optional extra,” for, as Gould acknowledged,
it is literally impossible to do so us the published transcription stands; more likely, Ravel intended this material merely to guide
and help orient the pianist, As the sample pages here show, the third stave includes orchestral details like chromatic scales in the
woodwinds and strings, pedal points in the bass, string tremolos, and harp arpeggios. Gould’s aim, clearly, was to work in just
those “colouristic elements™ that Ravel felt obliged 1o leave out.

On these pages, he has crossed out some notes and added others, and has redistributed the three stives’ worth of material for two
hands—note how he has circled and bracketed certain groups of notes and labeled them “Ih™ and “rh™ (“left hand™ and “right hand™).
‘These pages, moreover, include his editing notes, among them such instructions as “cut.” “audio fix,” and “ry reverbjeration]

— Eduor

Glenn Gould Studio

Now in its 10th year, Glenn Gould Studio
has become one of Toronto's favourite con-
cert venues. Home to CBC Radio's OnStage
concert series, as well as many other con-
cert presenters, Glenn Gould Studio offers
an intimate setting for classical, folk, jazz
and spoken-word performances. The state-
of-the-art recording facilities and superb
acoustics have attracted many of Canada's
and the world's musicians to record and
perform on our stage.

Come and enjoy wonderful music in a
uniquely magnificent concert hall

Located in the Canadian Broadcasting Center,
250 Front St, West, Toronto.

‘801 Office: (416) 205-5555.
Concert schedules are available on our
website: www.cbc.ca/gould

*CBC
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DOUBLEDAY CANADA

15 pleased to announce the publication of

GLENN
GOULD

A LIFE IN PICTURES
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This collection of more than 200 images includes a treasure trove of
family pictures from the Glenn Gould Estate, most of which have

Sony Classical, and the National Library of Canada

Available wherever books are sold.
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never before been published, and rare photos from the CBC Archives,
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Matthew McFarlane is a [reelance jous
nalist from Montreal. He received
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MA in McGill
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musicology from

from one of two non-thesis papers he
wrike in partial fulfilment of the latter
dexree, He has dome a variety of work
including documentaries, for CBC Radio
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rwentieth-century music and electroa
coustics, and is the producer and host of
Where's the Beat?, a program on new and
experimental muxic that he created in
1999 ar CKUT, a community radio station
in Montreal, His Web site i at

www.wib.oa

Glenn Gould has been heralded as one of
the most brilliant pianists of the twentieth
century, and is famous for his enigmatic
character, but what many scholars fail to
address is that he was also a gifted and
imaginative radio producer. The finest and

Gould driving through Toronto in April
1974, while his work on The Quiet in
the Land was still in progress

(Photograph by Don Hunstein. )

by
Matthew McFarlane

most carcfully crafted examples of his
radio art are the three documentanies, all
created for broadcast by the CBC, known
as his Solitude Trilogy: The ldea of North
(first broadcast in 1967), The Latecomers
(1969), and The Quier in the Land (1977)
In the last of these documentaries, Gould's
exploitation and manipulation of the voices
of his human subjects creates extraordi-
nary contrapuntal textures: moreover, his
choice of topic, an isolated Mennonite
community in Manitoba, provides interesting
insight into his own ideas about spirituality.
Already well known for the technical
manipulations of his recordings, he was
criticized harshly by some for betraying
his subjects by piccing together fragments
of their conversations to create pseudo-
fictional characters. Controversy aside,
this technique, now commonplace, gives
us some idea as 10 how Gould may have
felt about the Mennonite community, and
reveals his own spiritual and philosophical
inclinations. In radio as in his recordings,
he had no qualms about using technology
to help create what he could not otherwise
achieve, and thereby to transcend the
boundaries of reality.

In his radio broadcasts, Gould inter-
viewed interesting personalities both musical
and otherwise. One such figure, known to
have influenced him, was the Quebec

Glenn Gould,

Pierre Teilhard de Chardin:
Common Visionaries

theologian and theorist Jean Le Moyne
(1913-96), whose ideas he first discussed
in a 1968 CBC rudio program. Le Moyne,
echoing the theories of the French theologian
Pierre Teilhard de Chardin (1881-1955),
praased the growing network of machinery
in all facets of society in the 1960s. He
anticipated that, in time, all machines
would be 5o interconnected that they would
eventually be regarded as individual
components of a larger mechanical
organism. This concept (foreshadowing,
among other things, the Internet) corre-
sponds perfectly with Teilhard's ideas
about the unity of machinery and spinituality
—and there are countless such parallels
between the two men's work. Gould,
whose musical and radio works demon-
strated the growing capabilities of technol-
ogy, never made any direct references Lo
Teithard, but he was certainly familiar with
Teilhard's wniting, and Ehzabeth Angilette
already noted this connection in her 1992
book Philosopher at the Kevboard: Glenn
Gould. Furthermore, Gould put Teilhard’s
principles into practice by pushing the
technological limits of radio and the listening
capabilities of its audience.

Bom in Montreal, Le Moyne obtained a
bachelor’s degree from the Collége Sainte-
Manie, in 1933, He became interested in
Chnistinn thought and travelled throughout



Europe rescarching contemporary Catholic
philosophy. He worked for Montreal's
largest daily newspaper, La Presse, for
Radio-Canada (the French-language equiv-
alent of the CBC), and for the National
Film Board of Canada. He entered public
life in 1969 as a member of Prime Minister
Pierre Trudean’s cabinet, and was named to
the Canadian Senate in 1982,

Gould did not say when he first met Jean
Le Moyne or first encountered his work,
though Vincent Tovell noted, in a recent
interview, that it was Le Moyne who first
approached Gould. As Tovell recalled, Le
Moyne was visiting Toronto (probably in
the carly part of 1968) and expressed a
desire to meet Gould, whose musical and
technological proclivities were already
well known. Tovell drove Le Moyne to
Gould’s apartment, and the friendship that
resulted was to have a large influence on
Gould's life. He and Le Moyne were both
recipients of the Canada Council's Molson
Prize in 1968, and in November of that
year Gould used an interview with Le
Moyne in a radio program for the CBC
series Sunday Supplement, a program
dealing with issues raised by the recent
release of the synthesizer performer
Walter Carlos’s Switched-On Bach album.
(The program’s producer, Janet
Somerville, conducted the interview in
Montreal, though she used questions written
out in advance by Gould.) Gould based
much of the interview on subjects raised in
Le Moyne’s book Convergence, a collection
of essays first published in French, as
Convergences, in 1962, and in English in
1966. Gould referred often to
Convergence in later years—for instance,
in a 1976 interview with Bruno
Monsaingeon on the subject of Mozart.

Le Moyne's theory of the “charity of the
machine™ originated in the thinking of
Teilhard de Chardin. In a chapter of
Convergence entitled “Teilhard, or the
Reconciliation,” Le Moyne, at first
shocked by Teilhard's new ideas, later sees
them as liberating and breathtaking:

At first an alent sounded on the heresy-detector
and jamgled through the reactiosary waming
system. The inevitable resistance of habit and of
scholastic security soddenly stiffening under
threat. The shock of semi-scandal. But also an
Irrepressible fascination, sempeing to the highest

degree. And soon the
prolonged dizziness of
liberation and joy, At
last the Incarnation
permeating the entire
universe and perfectly
containing ws! Finally,
Easter and Ascensson,
fimally Pemtocost and s
time, our lime!

Convergence and the

PROL oQVE

: e
a]/auevrumf | el

Sunday  Supplement
interview  doubtless

influenced many of (=
Gould's ideas on tech-
nology, and perhaps Le
Moyne sparked an

interest in Teilhard's
writing. The collection
of books that was in
Gould's possession at
the time of his death
shows a more than
casual interest in
Teilhard’s writing. He
had six of Teilhard's
books: Letters from a
Traveller (first pub-
lished in French, as
Lettres de voyage, in
1956/first published in
English in 1962), The
Divine Milieu (Le
milien divin, 1957/1960), The Future of
Man (L'avenir de 'homme, 1959/1964),
The Phenomenon of Man (Le phénoméne
humain, 1955/1959), Hymn of the
Universe (Hymne de  ['univers,
1961/1965), and Science and Christ
(Science et Christ, 1965/1965). As well, he
owned the 1969 English edition of
Bernard Delfgaauw’s Evolution: The
Theory of Teilhard de Chardin. Though
Gould never specifically mentions Teilhard,
it scems likely that Teithard's writings had
a profound impact on his life and, in
particular, on his radio documentanies.

In the remainder of this article, | examine
The Quiet in the Land in the context of
Gould's musical and extra-musical activities
and writings, with the ultimate goal of
revealing technological and spiritual
parallels in the thought of Gould, Le
Moyne, and Teilhard de Chardin.

In 1967, Gould was commissioned by the
CBC radio series Jdeas to create a docu-
mentary to commemorate the Centennial of
Canada's Confederation, and he responded
with The ldea of North, which dealt with a
part of the nation that held a particular
imerest for him. The first part of the
Solitude Trilogy was bomn, and with it
Gould’s first use of the advanced musical
and mechanical techniques of what he
called “contrapuntal radio.” All three

KOne of the many documents that survive
from Gould's work on The Quiet in the
[Land. showing his effort to structure the
eight audio tracks in the opening minutes
of the documentary. (Reproduced from
(Gould’s papers in the Music Division

jof the National Library of Canada.)
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documentaries of the trilogy involve social
groups living in isolation. The Idea of North
was produced in mono sound, thus limiting
Gould's ability to produce the sort of sonic
effects that he would use in The Latecomers
and The Quiet in the Land, both of which
were produced in stereo. It should be noted
that The Idea of North represented Gould’s
first semi-independent technical work in
radio; he had written scripts for ecarlier
documentaries, but had never before partic-
ipated so completely in the editing process.

In The Latecomers, Gould's subject was
the geographic and historically isolated
island- province of Newfoundland. This
second documentary allowed him to develop
funther his contrapuntal technique as well
as his editing skills, He began to change the
context of his characters’ comments, actually
isolating and realigning words to create
alternative meanings, and he began
sometimes to edit out idiosyncratic quirks
in his characters® speech. While this proce-
dure is now commonplace, in his day it was
quite radical, and he commented on it in a
conversation with the pianist Arthur
Rubinstein published in 1971:

Well, we spent—this is 00 exaggeration—we
and Mooday, cight boun per day-—doing sothing
but removing “um”s and “uh™s, “wort of s and
“kind of"s, and righting the odd symtactical flufl
in his material. We figared at one point we were
making four edits of some kind in every type-
written line. There were thirty lines of double-
spaced page, 30 that's a hundred and twenty edits
per page. And there wore founeen pages of hiy
sestimony, so we made & conservative guess that
there were sixteen hundred edits in that man's
speech alone in onder 10 make him sound lucid
and fMhad, which he now does. We made a new
character out of him. You see, | don't really care
how you do it | doa't think it's & moeal issue. |
doa’t think that kind of judgement esters into it.

Gould felt strongly that if technology
facilitated the correction of human error
one could employ it liberally. As he wrote
in “Music and Technology,” an arnicle
from 1974;

1L for instance, ooe stembled Into an interview
with a character who said, “Well, like, man, |
sorts don't wanna go out on a limb 1o, like,
anywer da question, you koow, bocause, like,
well, it takes all kinds, you know, and, well,

cither you dig it or maybe not, am I right? But
like man, of | were to give a real conclusive
amvwer, I'd say that—well, could be, you know.™
If b sadd that, it might be tempting not 1o cut it,
0 keep it intact as & portrait. 1S, however, one
happened to doduce that what he was really
saying was “To be or—like, wh—not 10 be.” and
thase words were bound withen that quote, thes
I really think that “Tike, uh”™ should go.

Here, Gould's editing philosophy clearly
implics that he finds it acceptable to edit
personal interviews as long as the funda-
mental opimion of the subject remains
intact. Nevertheless, his theories do not
correspond with practice in The Quiet in
the Land, where he boldly alters his subjects’
meaning. Bradley Lehman, reviewing the
documentary for the January 1997 edition
of the Mennonite Quarterly Review,
brought to light the controversy Gould's
technique caused: many of those who partic-
ipated felt that he had misrepresented their
opinions. Gould went as far as to fabricate
fictional conversations between his subjects,
giving the impression that he is reporting
factually on an interview with a Mennonite
group when in reality he has constructed
the dialogue himself.

Gould’s creation of a false sense of
dialogue between his subjects is most
advanced in The Quiet in the Land, which,
as Geoffrey Payzant wrote, in Glenn
Gould, Music and Mind,

contains some of the most feliciious of these
technigues, including several “imitations™ i the
strict musical sense, whore words in one vokoe we
echood by another voice in a carefully measured
interval of time, in another register and 000~
qualicy. In this work Goald seems 10 have solved
peoblems of combming complexity wigh clarity
which were unsolved in earfier documentancs.

According to the outraged testimony of his
participants, there is little doubt that Gould
took tremendous liberties with the material
of his interviews. But controversy and
morality aside, what he created offers far
more insight into his own spinitual vision
than it would have if he had followed the
processes of a traditional documentary.
Among Gould's papers in the Music
Division of the National Library of
Canada is a “score” for The Quiet in the
Land—that is, a transcript of the whole

documentary, complete with detailed notes
on musical examples, sound effects, and
editing. (This “score,” which differs only
slightly from the finished program, is
dated 1975, by which time the documentary
was largely finished; only because of what
Gould called “bureaucratic entanglements™
involving the CBC was the premiére
delayed until 1977.) This amazing docu-
ment provides tremendous insight into the

-technical, aesthetic, and structural qualities

of this documentary. According to his col-
leagues at the CBC, Gould thought of his
radio documentaries as permanent products
that would survive to be replayed and
studied long after their initial broadcast; in
other words, he apparently conceived them
for an ideal andience, not for the usual target
audience of a radio broadcast, the one-
time listener. Still, he could not assume
that his sudicnce would someday be able
to listen to The Quiet in the Land with a
“score.” or study and replay a recording of
the work in order to understand it better.
Certainly there are many details in this
work that are difficult to notice without the
“score” in hand, though Gould was always
supremely confident in his ideal sudience.
Defending his use of counterpoint in his
radio documentaries, he told John Jessop,
in an interview published in 1971 as
“Radio as Music,” that “the average person
can take in and respond to far more informa-
tion than we allot him on most occasions.
In order to gather material for the final
instalment of his Solitude Trilogy, Gould
travelled to Manitoba for two weeks in the
summer of 1971, following his favourite
highway along the lonely and rugged
North Shore of Lake Superior. He spoke
with nine members of Winnipeg's
Mennonite community. (In the fall of
1972, be also taped the sounds of two
traditional Mennonite services—one in
English, one in German—at the Waterloo-
Kitchener United Mennonite Church, in
Waterloo, Ontario.) At the National
Library of Canada, 1 was able to locate
some of the original interview material for
The Quiet in the Land, including a set of
interview questions that Gould wrote out
by hand on blank telegram forms from
CNCP Telecommunications. He posed
fifteen religious and non-religious questions
to his subjects, and I was struck that he
was more concerned with broad, philo-



sophically based issues than with the
motivations of the Winnipeg Mennonite
community. The following questions
particularly interested me:

1. The Power of Fantasy: Duoes it being one to
a visualisation of the ideal workd, or does it sirply
distort the “real™ world we know and with
which we mwst deal.

3. Do trends, op, pg, etc. sometimes simply
represent the triumph of process af the expense
of content

6, Is 2t best produced in a state of removal
from the world—restasrant, losage-car psych.

7. Knowledge of the world: does it impede or
stimulate.

Ironically, these are all questions that |
would have taken pleasure in asking Gould
himself. For example, it is interesting to
contemplate what he would have felt about
the first question, as he lived in a fantasy
world of his own creation. He led a reclu-
sive, almost eremitic existence, and the
closed and ascetic nature of the Mennonite
community probably attracted him. The
third question seemed to spark a discussion
among the subjects about television and its
effects on the community, and no doubt
this would have been interesting to Gould,
considering his own relationship with
radio and television and his reliance on the
telephone. (Furthermore, he was well
aware of the ideas of Marshall McLuhan,
though he was both attracted and repelled
by them.) Gould was interested in the
progress of communication technology
and the Mennonite community may have
echoed many of his concerns.

The sixth and seventh questions are
imbued with a sense of the autobiographical:
they are aimed at creators of art, and read
as if Gould were interviewing himself
rather than Mennonites. He was looking
for opposing opinions from his subjects,
because he wanted to create within the
documentary an intellectual debate
reflecting his personal concerns, In “Radio
as Music™ he was asked whether his docu-
mentaries were autobiographical, and his
answer was clusive: “They are as close o
an autobiographical statement as I tend to
get” This remark can be understood as a
positive assertion that he embedded many
of his own feelings and beliefs in his radio
documentaries, specifically The Quier in
the Land. Gould obviously felt a great deal

of empathy with the Mennonite community:
“You value isolation in direct relationship
to the degree in which it is forced to combat
infringement of community.” I wonder
whether his comment was not only in
sympathy with the Mennonites” isolation
but a reflection of his own predilection for
a hermit’s lifestyle?

For the Mennonites, solitude lies in reli-
gious affiliation. All three documentanies of
the Solitude Trilogy deal with an aspect of
spirituality, a oneness with nature, but The
Quiet in the Land is the only one that specif-
ically addresses issues of solitude in
conjunction with an organized religion. It
Mennonite community, playing those who
favour conservatism and isolationism against
those who are more liberal and prefer a

The Quiet in the Land comprises a pro-
logue and five scenes, and, as in The
Latecomers, Gould dispenses entirely with
a host's narration, thus allowing himself
more artistic freedom. The Prologue
functions as an introduction both in the
geographic and thematic senses. It opens
with the sound of someone approaching a
church, and Gould's meticulous instructions
for creating a sense of geographical space
within the stereo spectrum are included in
his “score™:

In the imterval between cach auto bypass and
during cach interval sobsogquently, the spectator
should become mwiare of effects 4 and S emanating
froen the extreme lefl. They should fing be hessd
pianissimo as though froe behind closed dooes,
and the trafiic flow should be coordinated in
such & way as 10 suggess that the road im guestion
stands betwoen the charch and spectator.

(Effect 4 rofers to “congregational ambi-
ence,” Effect 5 to an “E Flat Major hymn
from [the] English service.”)

The church setting is established with a
hymn followed by the introduction of
Reverend Aaron Toews, a Mennonite minister,
who represents the more conservative side of
the Mennonite community, Here Tocws
describes his religious community's beliefs:
“We believe in the teaching of the Lord, and
in the teaching of the Apostles, and Paul said

in his epistle to the Corinthians, “you have
to separate’.” (All of my quotations from
The Quiet in the Land are from Gould’s
“score.”) After our introduction to Toews
we meet Professor Roy Vogt, and for the
first time we hear one of Gould's simulated
conversations, this onc on the subject of
separation. Vogt comments;

I think it mill means something 0 them over
there. whereas over bere it would be just impon-
sible 10 do saything of the kind, you know, And
how important that is, would be very &fficult 10
say, | goess. [ never really feht the strong sepasation
that people might think of when they think of
Mennonites. In fact, | never really felt that | was
separated from the rest of socicly, amyway.

At this point in the conversation, Gould
introduces the first of two very different
pieces of music that serve very different
roles and add a level of intertextuality to
the documentary: Janis Joplin's
“Mercedes-Benz,” from her 1971 album
Pearl; and Bach's  Suite for
Unaccompanied Cello No. 4 in E-fint
Major, as recorded by Pablo Casals.
“Mercedes-Benz” is important historically,
in that Joplin recorded it four days before
her death from a drug overdose, on 4
October 1970, The song, in which she asks
God for material goods—a Mercedes-
Benz, a colour TV, “a night on the
town"—is appropriatc in the present
context, as Gould is creating an environ-
ment in which his characters seem to
converse about the influence of television
and materialism on the Mennonite commu-
nity. The Bach quotation, too, is filled with
meaning, albeit of a very different kind.

Incidentally, all of the cello excerpts in
the Prologue are drawn from the Sarabande
of the Cello Suite No. 4—except for the
very first one, The liner notes from CBC
Records” 1992 release of the Solitude
Trilogy describe this particularly puzzling
exception as being from Bach's Cello Suite
No. § in C Minor, but this is simply untrue.
At first, [ concluded thiat Gould had taken
Casals’ original recording of the Sarabande
from No. 4 and, through some especially
brilliant splicing, created an entirely new
bit of “faux-Bach.” Indeed, the words
Howard Dyck utters just before this cello
passage suggest as much: “And that's really
what great art is all about, isn't it? [ mean,
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this short passage
marvellously, but |
wonder why Gould
felt that there was
no appropriate ex-
cerpt of genuine
Bach for this situa-
tion? 1 can imagine
Gould might have
been  excited by
such a challenge,
and curious 10 see if
anyone noticed, but
perhaps his intent

WAS MOore senous

that's what a fugue, ultimately, is all
about—using, if you will, the techniques
that the composer had at his disposal and
making something of it which is really
quite other-worldly.” Later I learned that,
for this one passage, Gould actually com-
posed some Bachian music of his own,
also in E-flat major, and hired the Toronto
cellist Coenraad Bloemendal to play it; in
fact, Bloemendal recalled. in a recent inter-
view, that Gould even instructed him to
perform this linle composition in a
“Casalsian™ style. Bloemendal performs

Another working document for The
Quict in the Land. (Reproduced from
Gould’s papers in the Music Division of
the National Library of Canada.)

than that,

In any event, the
complex web of
meaning created by
the interplay of dis-
parate musical ex-
amples  “Mercedes-
Benz." the Sarabande,
and the “faux-Bach”
—4s fascinating: the
Joplin  represents
the ills of society,
while the Bach
represents the
Mennonites” con-
servatism  even
within a changing
society. And yet,
the juxtaposition of

——

(what is meant to
be) a non-religious Bach composition
with Joplin's evocation of God for material
gain is subtly ironic.

The Prologue differs from the other
scenes of The Quiet in the Land in that its
musical structure is less apparent. All five
scenes commence with the same two
characters, Reverend David Neufield und
Professor Clarence Hiebert, who represent
(like Toews and Vogt in the Prologue) the
competing and conflicting religious and
moral conceptions within the Mennonite
community. Scene | offers an example of
one of Gould’s rare editing mistakes.
Hiebert says, “And yet, on the other hand,
there are those who preach about breaking
up the ghettos, as some of them would
refer to the smaller villages and the towns,
saying that one should not pile salt—that
salt is meant to be dispersed” (The italics
in all quotations from the “score™ are

Gould's own.) It is obvious that the word
“ghettos™ has been spliced into this sen-
tence; you can hear a slight click before the
word, and the intonation of the word does
not correspond with the previous words.
Since Gould was normally a perfectionist
when it came to splicing out material he
did not like, we may assume that this was a
particularly challenging section 1o edit.
This slight break in the verbal flow doces,
however, give us insight into how Gould
spliced in order to modify the meaning of
an interview subject’s comments.

In Scene 2, Gould creates a jazz-bar
atmosphere using source material that
includes a jazz band, the tinkling of glasses,
and the murmur of conversations in the
background. His characters discuss
individual and communal restraint as a
part of the Mennonite religious tradition,
and the ambience of the jazz bar, repre-
senting a locus of debauchery, is pointedly
juxtaposed with their words, imbuing the
scene with a sense of irony and playfulness
that simultancously detracts from and
enhances the import of the words. The
moral conservatism of the participants
makes this one conversation hardly suited
to such a setting.

Another of Gould's anificially constructed
conversations begins when Mrs. Esther
Horch comments, “For instance on a
Sunday aftemoon when most of my neigh-
bours feel they ought to drive 90 miles to
the lake, you know, to have fun, | think I'm
having a much more satisfactory afternoon
in my backyard, reading a book™ To
which Mrs. Wanda Toews replies, “Well, |
agree with you, 1 think that we Mennonites
have frequently put emphasis too much on
outward things and have lost the essence
of our whole religious experience.”
Simultancously, Professor Vogt discusses
the need for moderation among his
Mennonite friends: while admitting that
they have broken some of the rules by
drinking and participating in games, he
feels that as a group they are more moderte
than his non-Mennonite friends. This
statement would have certainly appealed
to Gould’s own decp-seated conservatism.

I interpret the italics that Gould marked
in his “score” as key passages in his subjects’
text as well as indicators for contrapuntal
exchange; they also mark some of the con-
flicting comments of his subjects. For



instance, in the jazz-bar scene, Professor
Vogt discusses how many bottles of rye
were needed for 8 Mennonite party as
opposed to a non-Mennonite one, to which
Mrs. Horch responds that “some people
may need these Kkind of crutches”
Nevertheless, while some of the subjects
seem 1o reject the jazz bar as too decadent
or indulgent, Vogt suggests that
Mennonites must begin to appreciate what
others in the rest of society enjoy, thus
facilitating Mennonite participation in a
wider community,

Gould's most famous technigue in the
documentaries was his use of speaking
voices in counterpoint. In The Quiet in the
Land, he usually employs no more than
two voices at one time. The first three
scenes predominantly feature just one
voice, with the exception of the jazz-bar
scene, which features two voices in con-
versation. Scene 4 is the pinnacie of the
documentary, musically speaking. Here,
everything is intensified: not only are four
voices heard, but the conviction of his sub-
jects' opinions increases substantially.
Bradley Lehman has commented on the
sense of conflict in this particular scene,
interpreting it as “Concern with others’
well-being: peace position; social con-
cemns and politics; conflict.”

While preparing this article, 1 first lis-
tened to the documentary without the
“score” and without supplementary
descriptive or explanatory material. What
struck me upon acquiring a copy of the
“score” was that | had been missing out on
many of the subjects’” words, because of
the often complex contrapuntal textures.
The inability 1o focus on certain subjects
in the most complicated passages makes it
difficult 10 understand how we should
interpret Gould's intention and motivations.
Perhaps he assumed that most listeners
would have cars as astute as his own and
would therefore have no problem absorbing
simultancous conversations.

Scene 4, like the others, begins with two
subjects, Father Neufeld and Professor
Hiebert. Neuafeld's first words deal with
Passover and the Last Supper, and he
quotes Jesus: “How 1 have longed to eat
this Passover with you” His quotation
echoes similar comments by Hiebert, and
Gould searches for unity in their staements.
Below, I have underscored key phrases in

both Neufeld's and Hiebert's comments.
While the meaning of each statement dif-
fers, there is a clear correlation between
the vocabulary that cach man uses, In carlier
scenes, Gould had edited and rewritten their
conversations to force disagreement and
debate between them; in this scene, however,
he brings their ideas closer together.

Newufeld: Josus lived in a time of conflict and i
sooms 10 me that there wan an inevitablencss
that, in that context, one soch as Josus taking the
position that he did, was bosnd 1o cnd in death.

Hichers: 1 appears 10 me that the idea of the
incamation of Jesus—his coming 1o carth and
being among people—is the newer and better
understanding of what the [“Jin the world but not
of the workd|™] comcept in. It is not smply you
know. do. we have him on the moad 10 heaven ...

The textual correspondences between the
characters’ voices continue in this scene,
In previous scenes, Gould had understand-
ably created artificial discourses between
his characters to highlight conflicting
opinions within the Mennonite community.
But in Scene 4, | would argue, he attempts
10 set aside the differences among his sub-
he takes an aural photograph of the
Winnipeg Mennonites as a community
divided but remaining intact.

Because of its dense contrapuntal texture,
one 15 forced to regard Scene 4 more as
music than as documentary. Musically
speaking, because of Gould's timing and
his wonderful use of counterpoint, there
develops a sense of aesthetic unity in
which the individual voices merge 1o create
a cohesive sound image. [ would argue
that Gould is attempting a king of healing
process among his subjects, stripping their
conversations down to their most elemental
words, and so, in & sense, trivializing their
discrepancies. Clashes are erased—and
with them, meaning. Gould creates beauty
out of the ruptures within the Mennonite
community; he brings the members of this
community together, inventing harmony
out of dissonance,

Howard Dyck’s final words in Scene 4
demonstrate some of the universal concepts
of the Mennonite community:

| think that the all embracing cause, of coune,
is beotherly love, as Christ taught, and tradi-
romally. thix is whar Meanonites have tried 10
do. It can all be related to this if there is genuine

coocern for your fellow man. The questions
become academic then—the question of cases
—because there are aimply obvious things 0
do. Whether it is a popular thing 10 do or not is
not important. 1've always been taught from
carliest chidhood not (o throw papers oo the
streets because it's God's creation, that you'ne
spoiling it if you do.

Neufeld's opening and Dyck's closing
statements are the only ones in Scene 4
that do not occur Simultancously with the
voices of other subjects, and this is more a
reflection of Gould's contrapuntal and
musical intentions than a statement about
the characters’ relative status within the
Mennonite community. The scene is also
important because it is the only one in the
documentary in which comments from all
of the participants are used,

Jean Le Moyne's writings reflect a con-
viction that humanity had reached a point
where machines were going to connect all
individuals together, and it is precisely this
connection of humanity and machinery
that Gould explores in Scene 4 of The
Quler in the Land. In the 1968 Sunday
Supplement interview, Le Moyne, eerily
predicted the advent of the Internet and
networked machinery:

The network of machines and tochakjues thal
encompasses the earth is the ensemble of all the
networks: the radio network, the selevision net-
work, the oil network, (he hydraulic network,
the railtvad setwork, telephone, telegraph, and
all that. So that wday 31 &s abmost impossible 10
conssder & machine isolsted from the rest, It is
part of all the rest. So that there is only ome
machine in fact escompassing the canh. And
this has a meaning: that machine, siemming
from the activity of mam, is between man and
mature like a second nature, offering 1o as ity
mediation. We cannot go 1o natwre sow without
pomng through the network.

Pierre Teilhard de Chardin similarly
believed that technology could be a part of
a biological evolution. He produced a theory
of humanity as a convergence of several
elements, positing that humanity could be
seen as one entity as opposed to several,
He thought that our production-oriented
relationship with the machinery we use
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was also part of the collective humanity. In
Activation of Energy (L'activation de I'én-
ergie, 1963/1970), Teithard wrote:

With hands we are in the domain of the
muchise. machines are discovered by the indi-
vidual; the ool is handed oa from the individual
to the group. Then there appears this machine-
entity whose joint developments are so fully
integrated that moral behaviour and the machine
cansot progress divorced from cee another.

Teilhard argued that the individual alone
would be unable to understand all of tech-
nology and its capabilities but that, as a
group, humanity could develop and utilize
it. For him, modern communication was
remarkable because it changed the way we
interact with each other. He points out that
the only biological difference between
humanity and technology is the artificiality
of what has been produced:

Technology has a rode that is balogical in the
strict sense of the word: it has every nght o be
incloded im the scheme of natuse. From this potst
of view .., there ceases 10 be any distinction
between the antificial and the natural, berween
technology and life, since all organisms are the
resalt of mvention; if there is any &fference, the
advantage is 00 the side of the artificial.

This relates well to Gould's practice of
editing. In Teilhard's sense, Gould was not
misrepresenting the subjects he inter-
viewed, but rather was using their source
material to create new characters who,
thanks to the possibilities of technology,
were more interesting and more engaging
than the original subjects had been. The
mediation of technology, he once wrote,
“could transcend the frailty of nature and
concentrate on a vision of the ideal”

In Toward the Future (Les directions de
'avenir, 1973/1975), Teilhard envisioned
that the omega-point of our existence was
the evolution and integration of technology
and humanity—whut he called the “proba-
bility of a critical point of ultra-reflection
ahead of us” He predicted a new human—
what he called the “ultra-human™—
through a marriage of humanity and
machine. In some senses, this is what
Gould was able to create: through a tech-
nological process—editing—he was able
to bend his subjects to conform 1o his own
vision, and 10 help create a multi-faceted

approach to listening,

In The Future of Man, Teilhard argued that
machines are not only useful and helpful but
create, in human beings, a sixth sense;

What has really let loose the Machine in the
world, and for good, is that it both facilitates
only does it relieve us mechanically of a crush-
ing weight of physical sad mental labour; but
by the mimaculous cnhancing of our senses,
Wmmdm.m
and exact measurement, it constantly Increascs
the scope and clarity of our perceptions. It ful-
fils the drcam of all lrving creatores by satisty-
ing our imstinctive craving for the maximum of
comciousness with a  minimum of effort!
Having embarked upon so profitable a path,
bow can Mankiad il to pervee 17

Without knowing it, and influenced by Le
Moyne’s devotion to Teilhard de Chardin's
work, Gould became a living example of
what Teilhard described. In his documen-
taries, he created something that had never
been heard before, something that chal-
lenged his listeners' senses. In his liner
notes for CBC Leaming Systems’ 1971 LP
release of The Idea of North, he wrote, of
his controversial contrapuntal scenes:

The point about these scencs, | think, s that
they test, in a semse, the degree 10 which one can
listen semultancously 10 more than one coevena-
Bon or vocal impression. It's perfectly troe that in
that diseng-car scene not every word is goéng o
be audible, bot then by no means every syllable in
the final fugwe from Verdi's Folsgll is, cither,
when i comes 1o that. Yet fow opera composers
have been deterred from utilising trios, quariess,
Or guintets by the knowledge that only 3 poeticn
of the words they set 10 music will be accesssbie
10 the listcner-—most composers being concerned
primarily about the totality of the structure, the
play of comsosance and dissonance betwoen the
voices—and, qQuile apart from the fact that 1 do
bolicve most of us are capable of 2 moch more
substantial information intake than we give our-
sclves credie for, | would like to think that these
sceoes can be listened %0 in very moch the same
way that you'd anend the Ralsaff fagoe.

Gould claimed to have first realized the
power of technology over music when, as
a young boy, he was practicing and the
housekeeper came into the room and
turned on a vacuum cleaner; forced more
to feel than to hear the piece he was prac-
ticing, he found 1o his surprisc that he was

able to appreciate the music in a wholly
new way, and that the resulting perform-
ance “took off”". Recalling Teilhard's unity
of human and machine, this incident
suggested to Gould that “a certain
mechanical process could indeed come
between mysell and the work of ant that |
was involved with.”

recording was on Christmas Eve 1950, when
he made his first radio broadcast for the

~ CBC. While many musicians have always

found the experience of recording technology
to be foreign and alienating, Gould always
felt very positive about the process. In his
1971 conversation with Arthur Rubinstein,
bhe commented, with reference to Le
Moyne's notion of the “charity of the
machine,” that the recording process is

pot there to hurt people, 10 hinder them, to
Enpede them, 10 get in the way of human contact,
1t i there to speed it, to make it more direct and
more immediate, and to remove people from the
very things—ihe self-conscious things, the com-
petitive things—that are detrimental 1o socicty in
fact. | beliove in thas idea, 1 believe that technology
is a chantable enterprise; that when one makes »
recording, as you did with the F-minor [pianc
quimtet by | Brahms, you are influencing not only
many more people numerically than you could
pechaps in a concert, bot influencing them forever.

This is very similar to ideas about technol-
ogy expressed in Teilhard de Chardin's
work. In Activation of Energy, he wrote
that “there appears this machine-entity
whose joint developments are so fully
integrated that moral behaviour and the
machine cannot progress divorced from
one another.”

Many people criticized Gould in his day.
They felt that his recording process was
unethical, that it alicnated the listener from
what should be s “true™ musical experi-
ence; they also argued that, because of the
editing, recordings were noticeably
“mechanical.” To disprove this, Gould
conducted a series of experiments in
which he asked groups of musicians, tech-
nicians, and laypeople to identify where
splices were located in his recordings and
how many were in cach example, The
highest guessing percentage was just 3.4
percent, a result he attributed to a
“Battleship” phenomenon—referring to
the popular two-person board game in



which cach player guesses the position of
his opponent’s battleship. (Gould reported
these findings in his 1975 article “The
Grass Is Always Greener in the Outtakes:
An Experiment in Listening.”)

One of Gould's favourite examples of edit-
ing involved the A-minor fugue from Book
I of Bach's Well-Tempered Clavier After
recording the fugue, in 1965, he discovered
that no one take was completely satisfactory,
but that, by intercutting between two different
takes, he could create an ideal performance
—a performance that was impossible o
recreate outside of a recording studio. In this
case, Gould was serving as both performer
and technician, and in his 1966 article “The
Prospects of Recording™ he foresaw that the
performer’s technical ability to edit his own
recordings would someday be transferred to
the listener, creating a more critical listening
public able to choose what and how they
wanted to listen

Al the centre of the technological debate, then,
1 3 new kind of listener—a listener maore par-
tcipant in the musical expencnce. The emer-
gence of this mid-tweatieth-contury phenomenocn
I the greatest achievemnent of the recond indastry.
For this lissener is 0o longer passively analytical;
he is an associate whose tasies, preferences, and
Inchinations cven mow alter peripherally the
expenences to which be gives his atiention, and
upon whose fuller participation the futare of the
art of music waits,

In some respects, Gould's predictions and
hopes about a “new listener™ are beginning
10 come true today.

Gould used the rdio medium to achieve a
sense of musical and artistic ecstasy. Ina 1962
article, “Let’s Ban Applause!,” he wrote:

The parpose of ant is oot the release of a
momentary ejection of adeenaling but is, rather,
the grodual, hife-loag comstruction of a state of
woader and serenity, Through the ministrations
of radio and the phonograph, we are ragidly and
quite properly leaming to appreciate the cle-
ments of aesthetic narcissism—and | use that
word in s best sense—and are awakening 10
the challeage that cach man contemplatively
create his own divisity,

Geoffrey Payzant defines ecstasy, for
Gould, as “a delicate thread binding together
music, performance, performer and listener
in a web of shared awareness of innerness.”

Similarly, Teilhard de Chardin, in 7oward
the Future, described the same feeling as
“human energy.” He wrote:

Ia the first place, 30 far as [ understand art, it is
a unsvensal perfection which appears as a bums-
sous fringe around every form in which the vital
is realized, as %000 as the realization astains the
perf of its expe There is a supreme
art in the fish, the bird, the antelope

Im man however, an, true art, becomes something
more that this. B ceases to be 2 fringe and hecomes
an object, something endowed with a special life.
It becomes individualisod: and it then appears in
the workd as the form assisned in the world by that
perticular exuberance of encrgy. released from
matier, which chaeacterizes mankind.

Teilhard is suggesting that art comes first,
that the development of scientific thought
originates in artistic creation. He asked,
“Is ant simply a sort of expenditure and
dissipation, an escape of human encrgy?
Its characteristic being, as is sometimes
said, that it serves no purpose? Or is the
contrary true, that this apparent uselessness
hides the secret of its practical efficiency?”
He felt that the artist, because of his ability

o ignore science, rationality, and practi-
cality, could create items that pushed the
human mind. Art’s role in human thought
was to create and to inspire: “In short, art
represents the arca of furthest advance
around man's growing energy, the area in
which nascent truths condense, take on
their first form, and become animate,
before they are definitively formulated and
assimilated.”

Teilhard believed that humanity was con-
tinuing 1o evolve both in a physical and a
spiritual  sense. Eventually, humanity
would achieve a point in which there
would be widespread global conscious-
ness, because, he said, “the human mind
is continuvally rising up collectively—

(Gould’s manuscript of the “faux-Bach"
tnuuc that he wrote for the cellist
cocnruad Bloemendal to play in the
soundtrack of The Quier in the Land
(Reproduction supplied by Coenraad

Bloemendal.)
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collectively, because of the links forged
by technology—to the appreciation of
new dimensions.” This linkage of human-
ity and technology would eventually spur
the creation of the “ultra-human” through
a gradual evolution (or not so gradual, as
we have begun to see) that he called
“Noogenesis.” Alongside Noogenesis,
Teilhard further envisioned the evolution
of what he called the “Noosphere™ (a
term now commonly accepted in
English). The Noosphere represents col-
lective human knowledge accumulated
above the carth, a ring of human con-
sciousness that grows alongside our
biological integration with technology:
the evolution of machinery allows the
Noosphere to grow and develop and be
used more properly. In The Phenomenon
of Man, Teilhard writes:

The recognition and isolation of a pew era in
evolution, the era of Noogenesis, obliges us o
destinguish correlatively 1 support proportionate
10 the operation—ithat is to say. yet another
membrane i the majestic assembly of tellunc
layers. A glow ripples owtward from the first
spark of conscious reflection. The point of
ignition grows larper. The fire spreads in cver
widening circles till finally the whole planet is
covered with iscandescence. Oaly oo imenpre-
tation, oaly one name can be found worthy of
this grand phenvenenon. Much moee coberent
and just as extensive as any preceding layer, it is
really & new layer, the “thinking layer,” which,
since ity germination at the end of the Tertiary
period, has spread over and above the world of
plants aad animals. In other words, outside and
abave the bicnphere there is the Noosphere,

Teilhard's Noosphere is a Utopian vision
that Gould woald have understood perfectly.
In “Music and Technology.” Gould wrote:

Maombity, it seems to me, has never been on the
side of the carmivore—at least not when alter-
native life-styles are available. And evolution,
which & really the biological rejection of
imadoquate moeal systemn—and particularly the
evolution of man in response to his tech-
nology—has been anticarnivorous (o the extent
1hat, step by saep, it has caabled bim 10 operate
# increasing distances from, 10 be increasingly
out of 1ouch with, his asimal resposse 10
confroatation.

The technological theorist Erik Davis, in
his 1998 book Techgnosis: Myth, Magic,
uand Mysticism in the Age of Information,
explains the importance of Teilhard as we
spproach a growing union with technology,
through the Internet and through what he
describes as a new feeling of spirituality:

Teilurd's work must be scen as 3 vislonary
response to one of the most pressang existential
needs in twenticth-century thought: 10 find in the
sloppy mechanics of evolution a posisive basis
for husnan life, some cosmic pattern or polse that
might enable us 10 sec ourselves, our minds and
cultures, as more than blind fNukes doomed 10
bow down before the entropic second law.

Gould's contrapuntal radio works reflect
Teilhard's vision of networked machines,
and can be seen as prototypes for processes
more widely permitted by the current digital
technologies. By editing and organizing his
subjects’ comments and ideas as he saw fit,
Gould was, in effect, creating musical col-
lages in which the collective knowledge
was greater than the sum of its parts, In a
sense, this sort of thing is routinely possible
today through the Intemet, on which music
is often posted and then re-mixed by indi-
viduals at home, on their PCs. With the
development and flexibility of music
becoming casier and easier, especially with
the MP3 format, Gould’s vision of an era of
the “new listener™ has in fact amived,

Gould smd that he developed his con-
trapuntal radio documentarics in part
because “It seems to me terribly important
to encourage a type of listener who will
not think in terms of precedence, in terms
of priority, and collage is one way in
which to do it.” As on the Internet, there
is a sense of information overload in his
documentaries: the average listener
becomes overwhelmed, unable to grasp
all of the material he hears. (The image of
Gould's radio works as masses of
knowledge and ideas disseminated
globally through technology somewhat
resembles Teilhard's Noosphere.) In the
end, these works transcend radio (in its
traditional form) and become something
else altogether. Formally, they can be
considered music, but the meaning
imbedded within them suggests a more
complex union of art and idea. Gould
believed that radio, like all technological

tools, should perform a task larger than
merely providing information. In “Music
and Technology,” he wrote:

Technology in my view, is not primanly a
coaveyor belt for ihe dissemination of informa-
ton. ... For echnology should noe, in my view,
be treated = a noncomminal, noncommined
voyeur; its capacicy for dissection, for snalysis
~above all, perhaps for the idealisation of an
impression—mos be exploited.

A program like The Quiet in the Land
stands as “a metaphoric comment and not
as a factual documentary.” Though the
documentaries of the Solitude Trilogy deal
metaphonically with solitude, they simul-
tancously speak of a tremendous need to
reach out and touch other people. In fact,
Gould’s subjects, and his own life, stand in
stark contrast to the very medium in which
he undenook his most personal form of
expression: with radio, historically the first
instance of collective human consciousness
aided by technology, Gould was reaching
out 1o the community around him.

In The Quiet in the Land he created a
work that through the use of technology,
the contrapuntal style, and the creation of
technologically fictionalized characters,
independent from the onginal subjects,
becomes not a documentary but an ses-
thetic experience. He said that cach man
can create his or her own divinity, and his
subjects” generally conservative and
profound beliefs allowed him to create
through radio his own concept of spiritu-
ality. Through the alteration of their spoken
text, the process of creating false dialogues,
and the contrapuntal nature of the docu-
mentary (which is largely intelligible save
for important words that he highlighted in
his “score™), the work not only became a
personal journey for Gould but also a
journey into the collective consciousness
of the Mennonite community.

In Toward the Future, Teilhard wrote:
“The more the world is rationalised and
mechanized the more it needs ‘poets’ as
the ferment within its personality and its
preservative.” Gould's poetic vision of
music continues to bewilder and fascinate
music lovers, but his radio works, still
overshadowed by his popular recordings,
provide a glimpse into the inner recesses
of his mind. 8



"The purpose of art is not the release of a momentary ejection of
adrenaline but rather the gradual, lifelong construction of a state of
wonder and serenity." --Glenn Gould, 1962

GLENN GOU D
A State OF Wonde

A State Of Wonder brings together both @ 'r~fn sdegendary
performances of The Goldberg Variatiopsi e.
Itis a deluxe 3-CD set that will speark \ sSical and
Legacy's year-long celebration oLth of Gould's birth
¥
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The Glenn Gould Foundation

is proud to announce that Prerre Boulez will reccive
The Glenn Gould Prize in Music & Communication,
2002 and thar Maftre Boulez has selected
French/Canadian cellist, Jean-Guihen Queyras, as the
recipient of The City of Toronto/Glenn Gould
Internanonal Proeégé award.

%e- &)/eluz/ (GO((/(/ _(/)/'1': e 2002

November 24, 2002 2pm ES.T.

CBC Radio and some international networks
of the European Broadcasting Union.

In its citation, the 2002 Jury wrote: "Pierre Boulez - composer, conducror, organizer, thinker — who in many different, related ways
has affected and inspired musical life the world over. In 1968, Glenn Gould looked forward 1o “the opening of a lot of doors™ in
the fields of modern wechnalogies and electronic music. Maitre Boulez has been opening doors in such compositions as Eclar and
Répors, and through many works produced by the composers at Ulnstitur de Récherche er de Cotedination Acoustique/Musique
(IRCAM) with which he has long been associared. These two visionary individuals have shared a belief that great music should be
approached, performed and listened to with unclogged minds and cars.”

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 intemational recognition and
celebration. He has studied ar che Julliard School in New York, at the Conservatoire Supéricur de Musique
de Lyon, and at the Musikhochschule in Freiburg. Ax the age of 18 he was awarded “Most Promising Young
Aruist” ar the Rostropovich Competition in Paris. Currently Professor at the Musikhochschule in Trossingen,
Germuny, M. Queyras has performed traditional and contemporary works with the world’s major orches-
tras and conductors. Among his recent triumphs has been his performance of Messagesquise (for solo cello
and six other celli) by Pierre Boulez on the Deutsche Grammophon disc Bowlez: Sur Incises which won the
2001 Gramophone Magazine Contemporary Music Award. Jean-Guihen Queyras is also principal cellisc
with the Ensemble Intercontemporain,

Q'

Pierre Boulez and jean-Gulhen Queyras will reccive 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 atrend this special occasion are invited 1o enquire of the Foundation office for further details.

Members of the 2002 Prize Jury were Sarah Caldwell, impresario, conductor and opera director, Boston, US.A.; Schuyler
Chapin, former Commissioner of Cultural Affairs, New York, U.S.A.; Tim Page, journalist, Washingron, U.S.A.; Andrew
Porter, author and critie, London, U.K.; and Robert Silverman, pianist, Vancouver, Canada. David Goldbloom, M.D., a Direcror
of The Glenn Gould Foundation in Toronto, was the Chair of this Jury.



As we were preparing this issue, CBC
radio and television celebrated the seventi-
cth anniversary of Gould's birth with two
days’ worth of special programs. On his
birthday, September 25, Radio Two devoted
almost the whole day 1o Gould, with
broadcasts of interviews with his friends
and colleagues, and with fans and scholars
of his work: a reprise of a recent program
about his radio documentaries; storics and
requests from CBC listeners; a documen-
tary about the Goldberg Variations; a concert
featuring Bernard Labadie's transcription
of the Goldberg Vanations, with Labadic
conducting Les Violons du Roy; and even
a Gould-related contest.

Perhaps the most noteworthy event was
the one that kicked off the celebrations on
the evening of September 24: the premiére
of the documentary Glenn Gould: The
Russian Journey, written, co-produced,
and directed by Yosif Feyginberg, and
broadcast in the CBC television series
Opening Night.

With his own intimate knowledge of
Russia coupled with unparalleled access to
sources both human and archival,
Feyginberg created a thorough and
nuanced portrait of Gould's two-week tour
of Russia in May 1957, The film, shot in
Russia, Switzerland, and North America,
and featuring interviews along with photo-
graphs, documents, recordings, and film
footage, touches on every aspect of the
tour: the logistical and diplomatic prepara-
tions; the political and cultural context; the

concerts and lecture-recitals themselves,
and related social events; the reactions of
Gould, his audiences, and his countrymen
back home in Canada: and the political and
cultural fallout after he left the country.

Among the interviewees are several
Canadians, including the CBC producer
Vincent Tovell; the pianist and teacher
Sofia Moshevich, whose article “Glenn
Gould and the Russians” appeared in our
Fall 1997 issue; and Hector Mackenzie,
Senior Departmental Historian with the
Canadian federal government's Department
of Foreign Affairs and International Trade.
Two Russian-born Canadians also appear:
a violinist who played in one of Gould's
concerts, and & scientist who devoted a
chapter of a book to his memories of
Gould's tour.

Most of the interviewees are Russians
who saw Gould perform or encountered
him in person in Russia—two certified
celebrities among them: the cellist and
conductor Mstislav Rostropovich, and the
pianist  and  conductor  Vladimir
Ashkenazy. The others include more than
a dozen musicians—pianists, musicologists,
and several composers. But Feyginberg
underscores the broad cultural signifi-
cance of Gould's tour by including some
revealing comments by Russians in fields
other than music—a celebrated poet, other
writers, directors of theatre, film, and
opera, and so on.

As the film reveals, Gould's tour, a
byproduct of the post-Stalinist “thaw,” was

Gould arriving at the airport in
Moscow, on 5 May 1957. At the far
right is his Russian translator,
Henrietta Belyaeva, who appears in
Yosif Feyginberg’s documentary
Glenn Gould: The Russian Journey.
(Photograph courtesy of the CBC's
online digital gallery.)

of great importance in the musical life of
Russia. In Gould, Russians saw not only an
idiosyncratic and technically brilliant
pianist, but a champion of music—Bach,
the Second Viennese School—that was
effectively unknown and proscribed in the
Soviet Union, and a proponent of a new
intellectual approach to performance that
challenged the deeply ingrained tradition
of Russian Romanticism. Gould, in short,
had a revolutionary effect on the way many
Russians thought about music—and still
does, to judge from interviews with several
piano students.

From the Russian perspective, of course,
Gould had come out of nowhere, for no
one there had heard of him or had had the
opportunity to hear his first recordings.
Several interviewees, in fact, use the same
image—Gould as alien—to describe his
effect on them (“a visitor on this earth.” “a
phenomenon from another planet,” “from
Mars”™). Moreover, the response of the
interviewees is so consistently positive
that one might suspect the film of lacking
balance, but in this Feyginberg is merely
being true to history. True, a few senior
professors walked out of the lecture-
recitals on modern music in protest, and
some students in Leningrad asked Gould
to play Bach instead of modern music; and
years after, in official Soviet organs, there
was some censure of what were perceived
to be anti-Soviet views in some of Gould's
later writings, lectures, and broadcasts
about Russian music. But for the most
part, the tour was a mutual love-in, pro-
voking only admiration among audiences
and critics. And after Gould left, the
Russians never forgot him, never stopped
longing for his retumn.

The film has its lighter moments, including
a few charming personal anccdotes. We
learn, for instance, that Gould turned down
a posh suite at the Hotel Metropol in
Moscow because he wanted a double bed,
while the hotel could offer only twin beds
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pushed together. Among the interviewees
is Henrietta Belyaeva, who served as inter-
preter throughout the tour, and who shares
some revealing memories.

We were impressed by the structure and
tone and visual style of the film, particu-
larly by the beautiful images that
Feyginberg captured in  present-day
Moscow and St. Petersburg (formerly
Leningrad). The film is inherently limited
in one respect that was beyond his control:
no film footage is known to survive of
Gould in Russia. Nonetheless, Feyginberg
makes thoughtful use of footage of Gould
from the CBC and the National Film
Board of Canada, including some rare
interviews and clips of him performing; he
uses many still photographs and quotes
from Gould's letters; he makes revealing
use of stock footage from the Soviet
Union, to underscore various points; and he
discreetly employs some scenes in which a
costumed actor, filmed in Russia, stands in
for Gould. These scenes are used only for
atmosphere and to effect transitions, and
the actor is shown obliquely or in sithou-
ctte; Feyginberg wisely avoids actually
staging reconstructions of Gould concerts
and the like.

The soundtrack includes previously pub-
lished live recordings from Gould's lecture-
recital at the Moscow Conservatory and
from his concerto performances with the
Leningrad Philharmonic. In addition,
Feyginberg made the exciting discovery of
a recording of Gould’s second lecture-
recital, at the Leningrad Conservatory,
which has never been released; more than
half of the music from this new source is
in the film, including excerpts from works
by Sweelinck, Webern, and Krenek.

Glenn Gould: The Russian Journey,
which runs approximately fifty-six minutes,
was produced by DocuTainment Plus
Productions Inc., in association with CBC
television and AEVID Productions Inc.,
and with some money provided by
Canadian federal- and provincial-govern-
ment agencies and from private investment
funds. Outside Canada, it will be distrib-
uted by EuroAns, a German-based group
of companies specializing in the distribu-
tion of music programs for the film, televi-
sion, and home-video markets. The film
should be shown at intemational film festivals
and on American and European television

networks, and released on home video, in
the near future.

We advise our readers around the world
10 keep an eve out for Glenn Gould: The
Russian Journey, an absorbing and attrac-
tive piece of work in its own right but also
an important new contribution to the Gould
literature.

The Amencan writer Joyce Carol Oates
makes some interesting references to
Gould in her short story “The Skull”
which appeared in the May 2002 issue of
Harper's Magazine. The story’s protagonist,
Kyle Cassity, is & polymath, a maverick,
an emgma; he is a professor at William
Paterson University, in New Jersey, and is
renowned as an expert in forensic science.
Hired as a consultant in the gnsly murder
of a young woman, he tries to determine
the victim's identity by reconstructing a
face based on her shattered skull. Oates
describes Cassity at work in his laboratory:
“He played CDs: Bach's ‘Well-Tempered
Clavier’ and the "Goldberg Variations,' per-
formed by Glenn Gould, most suited him.
Music of brilliance and precision, rapid,
dazzling as a waterfall, that existed solely
in the present moment; music without
emotion, and without associations.”

Cassity finds himself strangely attracted
to—even obsessed by—the victim, and is
uncharacteristically affected by the
painstaking work. “Alrcady by the end of
the second day he'd tired of Bach performed
by Glenn Gould,” Oates writes, “The
pianist’s humming ceased to be eccentric
and became unbearable. The intimacy of
another's thoughts, like a bodily odor, you
don't really want to share, He tied listening
to other CDs, piano music, unaccompanicd
cello, then gave up to work in silence.”

Eventually, as he comes near to finishing
a model of the victim's face, Cassity
becomes newly excited: “In this phase of
the reconstruction he played new CDs 10
celebrate:  several Bach  cantatas,
Beethoven's Seventh and Ninth sym-
phonies, Maria Callas as Tosca” ...

. and speaking of Callas
Carl Morey, the recently retired head of
the Institute for Canadian Music at the
University of Toronto, and the editor of

Gould's compositions for the German
music publisher Schott, sent us an amusing
article that he saw in France, in the glossy
music magazine Diapason. Morey was, to
say the least, startled to read a review, in
the April 2002 issue, of a previously
unreleased pirate recording, on the
Fonalys label, of Gould and soprano Maria
Callas in a live performance of Schubert's
song cycle Die schone Millerin. (Long,
pregnant pause,) OK, OK, get up off the
floor. As you've probably guessed-—and as
Morey correctly surmised after noting the
date of the magazine issue—the review
was a fake; apparently, Diapason likes to
plant an April Fool's Day joke among its
reviews cach spring,

The review, by Ivan A. Alexandre, is
filled with amusing improbabilities, Starting
with the outrageously un-Gouldian reper-
toire, The review claims that the recording
was made in concert in October 1954 (u
which time Gould had still never left
Canada), at the town hall in Watford,
England (where he never performed); that
Gould and Callas had been introduced a
few months carlier by Leonard Bernstein
(whom Gould first met only in 1957); and
that the CD release was spproved by
“Alice Gould™” (who doesn't exist). And is
the name of the label, Fonalys, perhaps a
giveaway—a pun on the English “phony™?
Alexandre raves about the recording, and
has a little fun at the expense of Gould's
penchant for singing while he played:
Gould, he writes, “does more than just
accompany; he duets.”

A nice gag. But still ... Gould and Callas
... What would such a performance have
been like? It is difficult to imagine more
mismatched Lieder partners (Emma
Kirkby and Ervin Nyiregyhézi, perhaps?),
but all the more intriguing 1o imagine what
would have resulted from a meeting of two
musicians of such disparate temperaments.
Music-making unique and stylish and
transcendentally expressive? No, more
likely bloodstains on the floor.

www.glenngould.ca
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