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With the recent appointment of Maestro José Antonio Abreu –
founder of the Venezuelan youth orchestra sensation, El Sistema – as
the laureate of the 2008 Glenn Gould Prize, it seems fitting that we
here at The Glenn Gould Foundation take this opportunity to share
some of the El Sistema-inspired educational programs that have been
initiated by individuals across North America.  Recently I had the
pleasure of speaking with Tina Fedeski and Anne Fitzgibbon, two
delightful individuals who have initiated, from their homes in Ottawa
and New York City respectively, music education programs for
underprivileged youth. 

 

As with El Sistema, a system that began in 1975 with the founding of
the Simón Bolívar Symphony Orchestra and the National Symphony
Youth Orchestra, the programs established by Fedeski and Fitzgibbon
seek to provide children from low-income families not only with
music education and performance on a regular basis, but also with the
opportunity to experience the social benefits of making music within a
large ensemble. 
 
The road to setting up music education programs, such as the ones
initiated by Fedeski and Fitzgibbon has evolved out of their
corresponding experiences in the Venezuelan system. “I spent all of
last year in Venezuela on a Fulbright fellowship,” said Fitzgibbon,
adding that, “it was the best year of my life.”  Fitzgibbon, whose
program serves forty- four children in the second and third grades at
PS152 in Brooklyn, New York, studied the Venezuelan model,
meeting with administrators and teachers alike, in addition to teaching
clarinet students at one of the núcleos [teaching centres].  At the time
of her departure to Venezuela, Fitzgibbon had established a small non-
profit organization called The Harmony Program.  Having as her
intention, to fuse the organization with what she learned in the South
American country, she returned to New York, energized and renewed,
and ready to intensify the work she had been doing. 

The resulting program,
which kicked off the
inaugural season this
past month, involves a
partnership between the
City University of New
York, the Brooklyn
College Conservatory of
Music and the New
York City Department
of Education.

Fitzgibbon explains: “Our model this year is focused on one specific
geographic area and that’s in Brooklyn.  All of our teachers are either
undergraduate students, graduate students, or alumni of the Brooklyn
College Conservatory.”  The program, which takes place after school,
five days a week (Monday thru Friday) from 3:00-4:30pm, offers
instruction on the violin, cello, flute, trumpet, trombone, as well as
percussion instruments. 

 
While the
program
functions
independently, it
nonetheless
utilizes school
space, and as
such requires the
support of the
school board.
“The NYC
Department of
Education has
been very
supportive of the
idea, and they’ve
helped us find
PS152, our
partnering school
this year,” said
Fitzgibbon.  She
has had a

tremendous response from PS152, which has been “contributing their
space, their auditorium, their classrooms, and also supervision. They
have teachers on site to supervise the program after school. It’s been a
successful partnership because the principal at PS152 is really excited
about bringing music into the school.  She’s been a terrific partner.” 
 
North of the border, in Ottawa, Canada, Tina Fedeski has just
commenced the second season of her El Sistema-inspired program,
The Leading Note Foundation Youth Music Program with the
OrKidstra and KidSinger programs.  Fedeski, herself a recognized
flautist who continues to perform regularly, first became acquainted
with the Simón Bolívar Symphony Orchestra when she heard on CBC
radio, a recording of the youth orchestra from a recent album released
on Deutsche Grammophon: “In the fall of 2006, I heard the Simón
Bolívar Deutsche Grammophon recording being reviewed on CBC
radio.  I was listening to it in the background because we run a
classical print music store.  I heard ‘youth orchestra’ (I had literally
just walked in from coaching the Ottawa Junior Youth Orchestra wind
section) and so my ears perked up and I thought, ‘what is a youth
orchestra doing being reviewed on CBC?  On a Deutsche
Grammophon recording no less!’  Then I heard ‘Venezuela’ and my
ears perked up again. My sister had literally just moved there a few
weeks earlier, so it was just unbelievable.” 
 
Following the initial experience of hearing the youth orchestra over the
radio, Fedeski started investigating the program, talking to groups, and
eventually making a trip to Venezuela. Absorbing as much as she
could through her brief time teaching in one of the núcleos in Caracas,
Fedeski returned to Ottawa where she and NAC Orchestra cellist,
Margaret Munro Tobolowska, laid the groundwork for a program that
commenced in October 2007. “We decided to start an independently
run after-school program like El Sistema. Fedeski describes the
process of creating their program – a program which now serves
approximately one hundred children between the ages of six and
fourteen – as one in which nobody had any idea where to begin. “We
were just thinking, ‘well, what seems to be the best situation for us
here in Ottawa?’”  Plainly put, “we made this up as we were going
along!” 
 
“So after a lot of research, brainstorming and coffee drinking, we
decided to teach out of a building that used to be a school, but is now
rented out for non-profit organizations.  It is perfectly situated and
most of the children can walk there from the various schools. This is
important because many of the parents don't have cars. At the
beginning in October 2007, nearly all of the teachers were from the
NAC Orchestra, which was great because we had some of the best
players in Canada teaching our kids.  From their commitment (they all
volunteered to get the program going) and the children's response, it
really confirmed the need for a program of this sort.” 
 
The program in Ottawa instructs students from families who mostly
live either at or below the poverty line in such instruments as violin,
cello, flute, clarinet, French horn, trumpet, trombone and guitar in the
OrKidstra program, and two choirs in the KidSinger program.  Fedeski
explains that the majority of the children are new immigrants coming
from many countries and backgrounds including Burmese refugee
camps. “Our classroom is like a picture of a global village,” said
Fedeski.  Fitzgibbon made a similar note about the make-up of her
program, saying that, “in our program we have mostly African-
American and Caribbean students, but all of the children in our
program represent minority populations.”  Both Fedeski and
Fitzgibbon noted that while there may be an abundance of
opportunities for children to study music, there does not exist much for
low-income families. “There is so much more available to those who
can play than to those who cannot,” commented Fitzgibbon.  Similarly,
Fedeski states that while she does know of an arts school that is open
to everyone, “low-income kids can’t get in because they haven’t been
trained before.”  

Above:  Tina Fedeski (or Miss Tina) standing on the left with her assistants and her aspiring
young musicians

One cannot deny the need for programs such as El Sistema, for their
influence on the lives of young people has already outweighed the
efforts necessary to establish the programs.  Take for instance, Gustavo
Dudamel, the twenty-seven year old Venezuelan who in 2009 will
become music director of the Los Angeles Philharmonic.  A product of
El Sistema, Dudamel has served as the artistic director of the Simón
Bolívar Symphony Orchestra since 1999.  Under his baton, the
orchestra has made several highly acclaimed recordings for Deutsche
Grammophon, in addition to having performed at such venues as
Carnegie Hall in New York, and the Proms in London.  In February of
this year, a segment aired on the CBS program, 60 Minutes, titled
“Gustavo the Great”.  One of the hottest tickets in classical music,
Dudamel and the Simón Bolívar Symphony Orchestra have caused the
world to take notice.  The orchestra has received support and praise
from such figures as Zubin Mehta, Plácido Domingo, Luciano
Pavarotti, and the late, Giuseppe Sinopoli, all of which have worked
with the orchestra.  Principal conductor of the Berlin Philharmonic, Sir
Simon Rattle, has called the work of El Sistema, “the most important
thing happening in classical music anywhere in the world.” 
 
In taking into consideration the ways in which a program such as El
Sistema may or may not be readily adaptable in North America, one
encounters fundamental key issues. During the process of developing
their programs, both Fedeski and Fitzgibbon have faced questions
unique to the social thread of our North American way of life.  “Theirs
[Venezuela] is a unique system, which has taken over thirty years to
create,” describes Fitzgibbon. “In Venezuela, I found there to be a
remarkably intimate and respectful relationship between teachers and
students.  I was also struck by the safe and supportive environment El
Sistema provides children, by the intensity of their music studies, and
perhaps most by El Sistema’s emphasis on the social aspect of music,
that is, getting students to play as an ensemble, learning and making
music together.” 

 

Fitzgibbon goes on to explain some of the particular challenges of
developing a program in New York City: “We have many logistical
complications.  Finding space in New York is very difficult, and when
programs take place in schools one needs to have certified teachers on
site, all of whom have to be finger printed.  This takes time and
money.  There are also strict rules in New York about boundaries
between teachers and students.  This can make it difficult to achieve
the special relationship that exists between teachers and students in
Venezuela.”  
 
Such logistical complications extend across the border in Canada, for
as Fedeski describes, “police checks are required for all of our
teachers.”  She goes on to say that “we live in a cautious society,
where we must be very careful with how we touch students, even it
it’s just a pat on the back or a hug.  In our program, we strive to make
a personal connection not only with the students, but also with their
family members as 
well.” 
 
Logistical concerns are not the only concerns for El Sistema-inspired
projects in North America.  “Children in New York City,” explains
Fitzgibbon, “are over-scheduled already with after-school programs. 
In Venezuela on the other hand, the majority of students come from
very poor circumstances, and for many, the only safe place to go is the
núcleo.  We find ourselves competing for the ‘time’ of our students.” 
Fedeski agrees that, “students are faced with many distractions ranging
from television to computers.  Students have huge amounts of
homework as well.”  One striking difference between the Venezuelan
system and the emerging ones in North America has to do with the
hours in which a student attends class.  As Fedeski explains, “students
here in Ottawa are in school until almost 4:00pm, whereas in
Venezuela they finish at 2:00pm.  Parents in Venezuela work until
5:00pm, and so the program keeps them off the streets for that period.”
 
Added to the logistical complications of establishing El Sistema-
inspired programs in North America, exists the issue of funding.  For
both Fedeski and Fitzgibbon, support has been demonstrated over a
broad spectrum.  “We have had a tremendous response from the
community, particularly because they see that kids are not getting
music education in the schools – and most people appreciate the fact
that it’s expensive to study privately,” remarked Fedeski.  “We are
incredibly proud to say that $32,000 worth of instruments have been
donated from musicians, and non-musicians alike, and at least $40,000
have been generated from private donations.  Media support has also
been tremendous.  After applying for four grants – all of which were
approved – our organization now has charitable status, so we can give
tax receipts.   
 

"The mandate of The Leading Note Foundation is to give children from low-
income communities the opportunity to learn and make music together and the

chance to benefit from the individual skills and community values that are
inherent in music-making." - 

The Leading Note Foundation 

Because the program is really about the value of learning music (and
all the social skills that go with it) we are very happy that we can now
pay the teachers the ‘going wage’.  In addition to our very
experienced, professional teachers, we are thrilled to now have a
partnership with the University of Ottawa where music students can
earn a three-credit pedagogy/community service course for teaching
each week in the program.  We also have a number of fantastic
mentors from the Ottawa Youth Orchestra.  So even though we are
mostly teaching in a group situation, (we now have 95 students) the
teacher to student ration is very high, which is fantastic. Everyone –
and I emphasize everyone  – is learning so much!  It is very inspiring! 
As for the program, it was completely free last year and this year it is
free for at least 85% of the students.  The remaining students are
paying subsidized fees based on their family income.” 
 
In New York, Fitzgibbon has been raising support from private
foundations and public sources alike, including the City University of
New York (CUNY), New York City’s public university system.  An
employee of CUNY herself, Fitzgibbon has established a partnership
between the institution and her El Sistema-inspired program. 
Currently, student teachers from the Brooklyn College Conservatory
receive professional development training, classroom observation,
formal evaluations, and hourly stipends for their teaching services. 
“Eventually,” states Fitzgibbon, “we would like to be able to offer
course credit towards their degrees.  As for the children from PS152,
they receive musical instruments, daily instruction, books, supplies and
cultural experiences, all entirely free of charge.” 

Above:  Anne Fitzgibbon with two of her clarinet students after their holiday concert at the Los
Chorros nucleus 

With all of the tremendous efforts being made to secure a program that
provides under-privileged children with access to music education and
performance, one might ask how the students themselves have
responded.  “We had more children apply to the program than we
could accept and our attendance is consistently excellent,” comments
Fitzgibbon. “With New York City students undergoing lots of testing
and prepping, the concept of having fun at school often gets lost.  We
have asked some of the students why they want to be in the program,
and the answers that we’ve received have been truly heart-warming.
One child remarked that: ‘Playing a musical instrument will make me
smarter.’  Another remarked that: ‘I want to know who made music, to
thank him or her.’”  In Ottawa, “the children’s response has been
amazing,” said Fedeski.  "The kids are really enjoying themselves and
are a complete delight and excited music-makers.  We’ve had well
over 90% attendance (almost 100% with the oldest kids).  Giving back
is really important to us, and we are striving to make this into a true
community program - so the older kids, once they are more advanced,
will help the younger kids and the parents are volunteering to help
develop the program.  We are also thrilled that so many levels of the
music and arts-loving community in Ottawa are already involved
either directly or indirectly – through mentorship, volunteering,
donations, playing fundraisers, donating and lending instruments, and
much more.  It's been an unbelievable community experience so far.” 
 
While the road to developing El Sistema-inspired programs in North
America has not been an easy one, both Fedeski and Fitzgibbon have
forged a path that has much to offer in the years to come.  Looking to
the future, both women speak of their ideas with great enthusiasm and
optimism for continued success.  “Next year,” explains Fedeski, “we
would like to have an ‘Instrument Love-In’ for children and their
parents so they can choose their musical lifetime companions – their
future instruments – in a fun and educational way.”  Fitzgibbon hopes
that after a successful year in Brooklyn, she can replicate the model at
other colleges and local public schools throughout the city.  In addition
to the program’s curriculum of general musicianship classes, group
instrumental lessons and ensemble playing, Fitzgibbon hopes to
involve composition students at the Brooklyn College Conservatory. 
“Sometimes we’re rigid about how we teach music in the United
States, that is, we teach beginner band instruments separately from
string instruments.  I’d like to create a competition where the students
at BCC compose beginner pieces for all of our children to play
together.” 
 
Fedeski would eventually like to offer studies in improvisation. 
“Currently, we teach in the classical style,” says Fedeski. “Our goal is
to offer improvisation in the years ahead, as well as to incorporate
music based on where the students are from.” Fedeski adds that, “co-
founder, Margaret Munro Tobolowska, also does composing and
arranging.  She simplifies some of the repertoire so that everyone can
play.”  In New York, Fitzgibbon plans to develop with cultural
organizations, further partnerships.  “Members of the Brooklyn
Philharmonic,” says Fitzgibbon, “will be visiting our students
throughout the year beginning with a concert in December featuring a
brass ensemble.  We are also bringing the children to events at Lincoln
Center and Carnegie Hall, as well as working with Carnegie Hall’s
Neighborhood Concert Series.” 
 
With El Sistema-inspired projects in the works in such cities as
London, Chicago, and Los Angeles, both Anne Fitzgibbon and Tina
Fedeski have proven their ability to make music education available
for all children.  Individuals interested in learning more about The
Leading Note Foundation, and the Harmony Program, Inc., are
encouraged to contact these two women at the following: 
 
Ms. Tina Fedeski 
c/o The Leading Note Foundation 
370 Elgin St., Suite No. 2 
Ottawa, Ontario 
K2P 1N1, Canada 
Phone: (613) 569 7888 
Email: leadingnote@on.aibn.com 
Website: http://www.leadingnotefoundation.org/en/ 
 
Ms. Anne Fitzgibbon, Executive Director 
c/o Harmony Program, Inc. 
535 East 80th Street, Room 620 
New York, New York 
10075, USA 
Phone: (212) 794 5697 
Email: anne@harmonyprogram.org 
Website: http://harmonyprogram.cuny.edu

Photo courtesy of Sony Music Entertainment.

In conversation:

Tim Page on Glenn Gould:  
An Interview by Brian Levine 

Part II

Edited and transcribed by 
Dr. Penny Johnson

The following transcript is taken from an
interview with Tim Page, author of “The
Glenn Gould Reader,” and conducted by Brian
Levine, Managing Director of The Glenn
Gould Foundation.  Consisting of five
installments, the interview serves as a follow-
up conversation to a presentation that Page
gave on 18 April 2008, as the keynote speaker
for Cinematheque Ontario’s Glenn Gould film

series.

Installment No. 2...

BL:    Before you actually met him and had a chance to engage with him either
long distance or in person, what was your first recollection of being aware of
him and how would you characterize that first perception?

TP:    I heard about him from my Dad, who was not somebody who knew a
great deal about music.  I assume he read some magazine article about Glenn,
and found the character interesting.  You know, the usual things, the humming
when he played, the typical Glenn Gould stereotypes.  My Dad thought that he
was a fascinating guy, and that sort of got me thinking that he was a fascinating
guy.  

And then, the first Glenn Gould record I ever bought, was the Beethoven 5th,
which also came along with the interview with John McClure.  ‘Glenn Gould:
Concert Drop-Out’ and I got that on the first day of school in ninth grade.  I
listened to the Beethoven – which I thought was really, sort of a cool idea, but I
didn’t listen to it that much because basically that’s all it was, a cool idea. 
When I want the Beethoven 5th, I usually play a real orchestral recording of it. 
Anyway, I listened to ‘Glenn Gould: Concert Drop-Out’ quite a bit, and it just
sounded very interesting.  I found a lot of his thinking quite interesting, and
then after that I bought some more recordings, maybe four or five.  

I had a friend, a fellow named Paul Alexander, who had the Geoffrey Payzant
book, Glenn Gould: Music & Mind, and we were at music school together and
he said, “oh you have to read this, this guy is so brilliant.”  So it was really
Paul who was responsible for my becoming very interested in Gould as a
thinker.  And then he agreed to give me an interview over the phone, of course.

BL:    Was this when you were writing for the Times?

TP:    No, it was before that.  I was writing for a little arts magazine called the
SoHo Weekly News, and the interview eventually ended up becoming The
Glenn Gould Reader.  It was also published in Piano Quarterly, as a slightly
extended version of it.  But yes, it was a big deal that Glenn Gould would give
our little newspaper this.  The woman who was the arts editor called him a
crank on the cover line.  It was something like, “Glenn Gould: Pianist &
Crank” which I was pretty horrified by.  So I called him up to apologize for it,
and he called me back saying, “Oh, I know editors.  Editors are idiots.  What
can you do?” and he thought the interview was terrific.  After that we were
friends over the phone.  We were phone buddies for maybe twenty months or
so, and then he asked me if I’d like to come up here and work on the Goldberg
radio interview and that’s when I met him, right around August of 1982.

BL:    And how did the in-person impression compare to the telephonic
impression?

TP:    It took him a long time to meet my eyes.  He did shake my hand very
delicately.  He was pretty much the same guy I’d known on the phone, though. 
After awhile, we were comfortable with each other, we were relaxed, and we
had a really good time.  He was terrific.  He was a lot of fun.  We spent a lot of
time working on the interview, and then the rest of the time we just talked
about various things that we love and didn’t love, movies and politics.  He
hated Pierre Trudeau, that’s one thing I remember.

BL:    Did he say why?

TP:    He thought he was arrogant.  Apparently Pierre Trudeau had given the
finger to some strikers or something like that, and that just sent Glenn
absolutely over the edge, just absolutely outraged him.  He told me that he was
a socialist.   On the other hand, here was a guy who was spending $3,000 a
month on phone calls, and getting a room in the Four Seasons hotel.  I thought
that was a little paradoxical, but you know, you see that with a number of
people.  

One thing I do remember is that he always called person to person, and I
imagine that younger people probably don’t have any idea what person to
person is, but person to person was this bizarre old remnant of long distance that
they had for years and years.  They had it in the 20’s, 30’s, 40’s, and it was
still around in the 80’s, even though by then telephone rates had gone down so
much that there was really no reason to do it.  The whole idea of it was almost
like a betting game.  If you called person to person and you didn’t get the
person, you didn’t pay for the call.  However, if you called person to person
and you did get the person, you were charged $3 or $4 per minute.  If you got a
person to person call, you just said, ‘no, that person’s not here,’ then you’d
hang up and you’d call back, or something like that.  There were lots of ways to
cheat the phone company.  But Glenn, unique in my experience, always called
person to person, and then when I had him on the phone, he would stay on it. 
You know, I’d say something like, “Glenn, why don’t you hang up” – by the
way, he had me calling him Glenn from the moment I met him, he was very
informal that way, there was no Mr. Gould, he just could not stand that kind of
formality – and he’d say, “No no, I live on long distance, that’s fine.  I always
call person to person.”  And he did.  God knows how much he must have spent
on these phone calls, because a regular Glenn Gould phone call would be
certainly an hour, often two hours.  And he’d call very late.  

If he had lived longer, and he was still doing this nowadays, I’d be one of his
end-of-the-day persons, instead of his beginning-of-the-day people, because
he’d wake up in the afternoon and then he’d be in phone-call-mode by maybe
ten or eleven at night, and I’d talk to him for a long time, and then he’d go to
bed around seven or eight in the morning.  Now I’m up really early in the
morning.  Having kids did that to me.  I don’t sleep past a certain hour.  Now
he’d probably call me at six in the morning, because I knew he called some
people at different times.  He kept in touch with all of us around the world.

BL:    Sort of on a rotating basis?

TP:    I guess so.  There was a time – I don’t think I’m exaggerating – when I
would say that I probably talked to him two or three times a week, certainly a
fair amount.  He would call me up.  He was a very interesting man, and very
much misunderstood, it seems to me.  
 
BL:    Now that’s one thing I want to get to in a minute, but one of the things
is that I actually studied with Geoffrey Payzant as he was writing the book,
Glenn Gould: Music & Mind.  I took his extensive music course and I know it
ended up being the Glenn Gould course, where I found the Humphrey Burton
films – 

TP:    Marvelous.

BL:    Yes, absolutely.  And one of the things that Geoffrey was quite struck
by, is that although his formal education may have ended with high school –
and probably it was more or less that he was simply out of high school and just
focusing on piano studies – he was a remarkably broadly read person in a very
characteristically-personal, selective way.  He knew a great deal about many
different things, but not what you would require as traditional canon, so that
many insights come from the breadth and peculiarity of his reading.

TP:    Yes, I would definitely say so.  He was all over the place.  He read lots
of things.  He was very interested in certain subjects, not particularly interested
in others.  Absolutely, he was an extremely well read, and cultivated person
there’s no doubt about it.  I’m conceiving a prejudice here, but an awful lot of
musicians – I won’t say all because I know many exceptions to this rule – aren’t
really that interesting to talk to because they’ve spent their whole life in music,
and all they really want to talk about is this edition and that recording.  Glenn
was not like that.  Obviously you could have wonderful musical talks with him,
but that was not all he talked about.  He talked about politics, philosophy,
places in Canada that you had to go, and even great anecdotes he had about
interesting people.  He was a terrific conversationalist.  I was talking last night
with this guy who has this sense which you get, especially from that film, 32
Short Films About Glenn Gould, that Gould’s this kind of brooding,
Bergmanesque, neurotic, and – 

BL:    A tortured soul?

TP:    Yes, and I’m sure there was some of that, but the thing that I remember
about him is that he was courteous, funny, and I’d even go so far as to say –
and this is not to demean his musicianship and his brilliance – that he was very
silly.  He was an extremely silly man in a lot of ways, and I mean that entirely
in the best sense of the term.  He’d be like a little six-year old, a really smart
six-year old who has a really funny joke.  He just loved goofy humour, as you
can tell from some of those characters he played.

BL:    Absolutely.

TP:    When we did that Goldberg Variations film, if I had had any say about
it, I would have gotten rid of that whole Sir John section where he pretends to
be the bridge on the river Hudson.  I just didn’t think that worked, I didn’t
think it worked at all, and it doesn’t work.  It still doesn’t work all these years
later, but Glenn thought it was funny, and it was his movie.  [laughs] 

BL:    [laughs]  And it very much would be his movie, for he had control over
his interviews.

TP:    Even though I wasn’t a full-time journalist then, I still would not have
said anything about the recordings that I didn’t believe.  He had interviewed me
before he wrote a character called ‘me’ for me to play.

BL:    Now if you voiced the opinion that you weren’t persuaded by his
approach to the particular work, and the film was going to be making non-
conventional prejudices inevitable no matter how much you were inclined to be
on his side, how would he have responded?

TP:    Well you couldn’t really tell.  You know, with very rare exceptions,
artists know what they feel they need to do.  They don’t really want much
input.  I would have presumed that as somebody who was about half his age
when we first started to get to know each other, that had I said anything of that
sort – which I did not – it probably would have ended badly.  You know, it’s
not that unusual with artists if they’re working really hard on something.  I think
I could have told him that his Chopin Sonata was awful, because he knew it
was awful and he even said it was awful.  He said, “I did my worst by him, and
now I never have to play him again.”

BL:    And that actually raises a point, because – particularly with music he
didn’t like, which for whatever reason he chose to record – it seems to me that
in many ways he was happily tweaking noses trying to do this.  For example, if
you remember the Beethoven Sonata record that has the three named sonatas,
his take on it was that we have one that is very bad, one that is very good, and
one that is somewhere in between.  And the victim of this was the
Appassionata.

TP:    Yes, he hated that piece.

BL:    And it seems as though – and in fact my take on the performance – is
that it attempted to be a textbook illustration of why the piece is bad, sort of
exaggerating the things he disliked about it so that everyone could see them.

TP:    And of course it’s not bad.  It’s a very important work of music, but he
didn’t like it.  He did his worst on that, and on some of the Mozart Sonatas,
which he admitted that he didn’t like.  The Chopin was never released during
his lifetime.  That was released long after he was dead.  He did however,
broadcast it over the CBC, but I think even he knew that that was just going too
far.  His contempt for the music just dripped from his performance.  And the
question becomes: “Why did he do this stuff?”  Well, I guess maybe you are
right in that he really wanted to prove to the world – and there was a certain
didacticism here – “Look how terrible this is.”  Maybe that was the reason he
did it.  He told me about the Mozart Sonatas which he recorded simply because
Columbia wanted a complete set of the sonatas.  He should have skipped them
over and not even recorded them, but he had to do them.

------ end of installment 2 ------

Watch for installment III in January's e-newsletter.

Tim Page writes on music and cultural affairs for the Wall Street Journal, and his articles have also
appeared in Vanity Fair, Horizon, Harper's Bazaar and the New York Times.

Stay tuned:
 
Watch for Dr. Penny Johnson's interview with Lorne Tulk, Glenn
Gould's sound engineer.  Coming in January 2009!

Profile:

Writer
Kevin Bazzana
Known for his comprehensive
knowledge and effortless
writings about Glenn Gould,
Kevin Bazzana is a long
standing contributing writer to
The Glenn Gould Magazine and
Foundation website. As a
special feature to the e-
newsletter, Kevin invites us into
his personal and professional
life as recounted in his own
words:

I was born in 1963, in Kelowna, in British
Columbia’s Okanagan Valley—though, alas,
I left home just before the valley became
renowned for its many fine wineries.

I published my first articles and reviews
while I was in high school. 

I was interested in classical music—and
conspicuously not interested in popular
music—from an early age, though had no
formal training in it growing up; I did learn
to play the piano (a little, badly) on my own,
however. I did not know Glenn Gould’s
work until the week of his stroke and death,
in the fall of 1982, which received a great
deal of media coverage. At that time, I saw
Gould’s film of the Goldberg Variations on
TV, and made my first contribution to Gould
studies the next day—hunching over a
coffee table and imitating for friends this
curious pianist I had just discovered. I
began to acquire Gould’s recordings and
read about his life and ideas in Geoffrey
Payzant’s book; in fact, it was through
grappling with issues raised by Gould’s
work that I became seriously interested in
music as a subject of study and a possible
career.

I began my undergraduate studies in music
in 1983—first at Okanagan College, then at
the University of Victoria, where I
graduated with a B.Mus. degree in 1988 and
won the Victoria Medal (highest graduating
average in the fine arts). I specialized in
music history.
I did graduate work in music history and
performance practice in the San Francisco
Bay Area—first at Stanford University
(1988-90, M.A.), then at the University of
California at Berkeley (1990-96, Ph.D.).
While in the Bay Area, I edited The
Beethoven Journal for the Ira F. Brilliant
Center for Beethoven Studies, at San Jose
State University.

My Ph.D. dissertation was a study of
Gould’s aesthetic ideas, piano style, and
interpretations, written under the
supervision of Richard Taruskin. It was
published as my first book, Glenn Gould:
The Performer in the Work (Oxford:
Clarendon Press, 1997; also editions in
Germany and Japan).

Since graduating from Berkeley, I have
worked largely as a freelance writer and
editor. Since 1995, I have edited the semi-
annual journal of the Glenn Gould
Foundation, and since 1996 I have written
program notes for the Toronto Symphony
Orchestra; I have written for other
orchestras, record labels, etc. as well. I
have contributed articles on Canadian
performers and composers to the
Encyclopedia of Music in Canada, The
Canadian Encyclopedia, The New Grove
Dictionary of Music and Musicians, and the
German encyclopedia Die Musik in
Geschichte und Gegenwart. I have also
appeared from time to time on the radio, in
Canada, the U.S., England, and Italy, and
over the years have given lectures as far
afield as Amsterdam and Brussels (though I
admittedly have a Gouldian propensity for
turning down high-profile invitations to
faraway places …).

I have written two biographies for general
readers, both supported by Creative Writing
Grants (Literary Non-Fiction) from the The
Canada Council for the Arts.
The first was Wondrous Strange: The Life
and Art of Glenn Gould (Toronto:
McClelland & Stewart, 2003; also editions
in the U.S.A., U.K., Quebec, Italy, France,
Germany, Spain, Russia, Japan, Taiwan,
and China). It won the Toronto Book Award
and an ascap Deems Taylor Award (the
Nicolas Slonimsky Award for Musical
Biography), and was condensed in Reader’s
Digest.

My second biography was Lost Genius: The
Story of a Forgotten Musical Maverick
(Toronto: McClelland & Stewart, 2007; also
editions in the U.S.A., Germany, and to
come in Japan). This biography of the
Hungarian-American pianist and composer
Ervin Nyiregyházi (1903-1987) also won the
same ascap Deems Taylor Award, was
shortlisted for the Charles Taylor Prize for
Literary Non-Fiction, and was named Book
of the Year by International Piano.

Alas, what my next book will be—assuming
there is one—I have no idea at the moment
… I have entries in Canadian Who’s Who,
Contemporary Authors, and The Writers
Directory.

Since 1996, I have lived in Brentwood Bay,
just north of Victoria. I share a small house
and a large yard (flower and vegetable
gardens, fruit trees, etc.) with my wife,
Sharon Bristow, a probation officer, and our
largely immobile cat, Sophie. My interests
besides music include film, literature,
theatre, puttering in the yard, cooking, and
good liquor (quality, not quantity).
 
For more Kevin Bazzana check out 
“L’intervista Kevin Bazzana,” by Carlo
Grante 

Wondrous Strange: The Life and
Art of Glenn Gould

Glenn Gould: The Performer in
the Work: A Study in
Performance Practice

Lost Genius: The Story of a Forgotten
Musical Maverick

Profile is a regular feature of The Glenn Gould Monthly.  Watch
for more informative biographies of delightful, captivating and
worldly individuals associated with the life and times of Glenn
Gould.

Many thanks to those who have
signed up and congratulations to

all CD winners!

 If you have not yet signed up
and wish to continue receiving

our newsletter, please click here
to subscribe. 

From the archives:

Glenn Gould Transcends 
Classical Music!

It's amazing how the music of Gould has
affected musicians from around the world in
the most interesting ways.  

Some who have roots in a specific genre of
music such as Sudenese-born, Toronto-
based musician Waleed Abdulhamid and his
six-piece band Waleed Kush, have taken
Gould's recordings and adapted them to
their own particular vibe.  

"Glenn Gould opened a door for me",
Abdulhamid says.  "I heard a freedom in the
way he played the Goldberg Variations. 
And I felt I really wanted to perform this
music in a pan-African way."  

The singer and player of more than a dozen
instruments including bass and percussion,
saught to achieve a sound of "Glenn Gould
playing with African musicians in the
forest."  A CBC broadcast from the Glenn
Gould Studio in Toronto included a
performance by Waleed Kush with the piece
African Goldberg Variations, a free-form
interpretation on motifs from the Goldbergs,
mostly from the Aria and from the dark
Variation 25.

To read more about musician Waleed
Abdulhamid and hear samples of his music,
visit
http://www.myspace.com/waleedabdulhamid

Passages and quotes from the article "Variations on Gould"
originally featured in the Glenn Gould magazine, spring 2008. 
"Variations on Gould" was a CBC Radio 2 ten-part festival of
live recordings and concerts honouring the music of Glenn
Gould, that ran from September 25 to October 4, 2007. 

Comment:

With winter
nearly upon us,

and the new year just around the corner, it's
a great time to reflect on the past, and
anticipate what the year ahead will bring.  

Here at The Glenn Gould Foundation, we
have much to look forward to for 2009.  It
will be a hugely exciting year with several
electrifying events already in production. 
Watch for updates on the website and in the
e-newsletter to keep well informed of all
that is Glenn Gould.

Wishing you the very best for the new year,

Janet Marcine
e-newsletter coordinator
The Glenn Gould Foundation
jmarcine@glenngould.ca

Having trouble reading this e-newsletter?  

Follow these 5 easy steps to help you out:

To protect your privacy from junk e-mail senders,
Microsoft Office Outlook 2003 is configured by
default to block image downloads from the
Internet. A blocked image appears as a red X
placeholder. Also, you receive the following
InfoBar message that indicates that the HTML
content has been blocked:

To help protect your privacy, Outlook prevented
automatic download of some pictures in this
message.

You can turn off the Don't download pictures or
other content automatically in HTML e-mail
option. When you turn off this option, no content
from the Internet in HTML e-mail messages is
blocked. When this option is off, the download
behavior of Outlook 2003 is like the inline content
download behavior of earlier versions of
Microsoft Outlook.

To turn off the Don't download pictures or other
content automatically in HTML e-mail option,
follow these steps: 

1. Start Outlook. 

2. On the Tools menu, click Options.

3. Click the Security tab, and then click Change
Automatic Download Settings. 

4. In the Automatic Picture Download Settings
dialog box, click to clear the Don't download
pictures or other content automatically in HTML
e-mail check box. 

5. Click OK two times. 

For further information please go to the following
link http://support.microsoft.com/kb/831608

Photo courtesy of Sony Music Entertainment

Quote:

"It's wonderful.  It's the most tremendous
relief to get hotel living out of your
system and be completely alone for a
few weeks at a time.  And in fact this is
where the work goes on.  I seldom
practise on tour due to difficulties in
finding a good piano and a warm hall. 
And this is really where the work goes
on - where I prepare new things and
rework old ones.  And especially during
the winter when it's very quiet and the
lake is frozen and there's nothing but ice
and snow for as far as you can see." -
Glenn Gould 1960

Quote taken from Gould in conversation with Vincent Tovell,
from a transcription of a CBC Radio interview as part of the
Project 60 series describing the solitude Glenn Gould
experienced while working at his Lake Simcoe, Ontario home.
This quote originally appeared in the book The Art of Glenn
Gould, Reflections of a Musical Genius by John P.L. Roberts.

Did you know ...

... that Glenn Gould's prized Yamaha
grand piano, used for many live

performances during his illustrious
career, can be found in the front lobby of

Roy Thomson Hall in Toronto.

Glenn Gould’s Art: 
Coming Full Circle

by Dr. Rodrigo Chuaqui

Edited by Dr. Penny Johnson

A gifted composer, conductor, broadcaster,
producer, philosopher, and moralist, not to
mention one of the great pianists of all time,
Glenn Gould possessed a superior and
restless mind whose energy transcends the
brief years of his fascinating life.  His
unmistakable approach to playing the piano
is, unto itself, sufficient grounds for him
being remembered for posterity.  With that
said, the moral approach fostered in the
creative output of Gould represents for me, a
sense of the creative process having come
full circle. 

From an early age, Gould knew that he
would be involved with music, though not
necessarily as a concert pianist.  As a
scientist, I appreciate that sense of
completion which classical music provides
in all its fullest pleasures.  More specifically,
I value the search for its beauty, not only in
a process of moving outwardly, but also
internally, that is to say, experiencing it
deep inside the soul.  It is this quest in both
music and art, which constitute a
fundamental goal of life.  With no further
philosophical analyses, nor conscious
searches for rational support, these thoughts
have long been a part of my emotional well-
being. 

Among the many documentaries produced
by Glenn Gould, “The Solitude Trilogy”
stands as one of the most remarkable.  The
interest relies not only on its originality –
human voices are treated contrapuntally as
in the voices of a fugue; natural sounds such
as waves, act as a basso continuo – but also
in the manner by which one finds the
opportunity to find Gould himself.  In a
draft script from a broadcast on CBC, Glenn
Gould refers to the trilogy as:  “[they are] as
close to an autobiographical statement as [I
intend] to get in radio."1 The central subject
is solitude and its role as a purifying
element for Man.  “I've often thought that I'd
like to try my hand at being a prisoner…”
Glenn Gould recalls, “…and to be
incarcerated would be the perfect test of
one's inner mobility and of the strength
which would enable one to opt creatively
out of the human situation.” 2

For Gould, all things valuable reside at an
inner level in Man.  Well known is the
vacuum cleaner story, in which the initially
disturbing sound nearby forced him to focus
on the tactile sensation of his playing, as
well as on the sounds coming from his
mind, sounds that followed tactile
sensations: “…and those parts which I
couldn't actually hear sounded best of all,”
Gould said in his speech to a graduation
class in the Toronto Conservatory.3 Sound
itself – at least the external one as we know
it – is not central in music.  One could
venture so far as to say that the ideal music
for Gould might have been one lacking in
external sounds, that is to say, a language
born out of the innermost vibrations of the
soul.
The relationship between art and morality
has long been the subject of debate. 
Authors such as Oscar Wilde, for example,
clearly separated art from having a moral
function.  With Gould however, a notion
was set about to secure the belief that art has
the capacity to fulfill essential moral
values.  Gould believed not in the notion of
art for art’s sake, but rather, that it provides
a means of obtaining something at a moral
level.  According to Gould, “artists have a
moral mission and art has an unrealized
potential for the betterment of humankind. 
Each person must accept the challenge of
contemplatively creating his own
“divinity.”4

Gould warns that while art has the potential
to communicate moral values, it can also
impose dangers at the communal level.2 For
Gould the primary goal of music seemed to
be the ecstasy of an internal state that is
reached individually through a “love affair”
with music.  To that end, ecstasy signifies
not only the search for moral goodness, but
also for perfection.  

Throughout his creative output – particularly
the radio documentaries – there exists with
Gould, a need to personify himself in his
work.  Beyond the absolute value of his
work, each project – again, “The Solitude
Trilogy” stands as a perfect example –
reflects Gould’s own thoughts, positions and
feelings.  In a conversation with Tim Page
from 1982, Gould criticized the romantic
and pianistic playing displayed in the
twenty-fifth variation of the original
recording (1955) of the Goldberg
Variations, claiming that the style
announced without a trace of dignity,
“please take note, this is tragedy.” 
Throughout his career, Gould fought against
traditional and accepted points of contrast
espoused by musicians – dynamic changes,
masculine vs. feminine, etc ? as a symbol
for his rejection of the competitive,
hedonistic component in art.  As a
composer, particularly in his transcriptions
of works by Strauss, Gould not only
enriched, but re-wrote the bass lines to
thicken polyphonic aspects of the work,5
following his own devotion for dealing with
multiple, simultaneous ideas. 
Documentaries, recordings, and
compositions alike, all became not the final
goal, but rather a means to reflect the man
who had created them, as well as the moral
and aesthetic principles he espoused.

In “The Solitude Trilogy” Gould
demonstrates how a journalistic work
utilizing scientific and technological
methods can be admired on a transcendental
level, that is, as a means of searching for
oneself.  Gould shows us that any human
activity, no matter how remote initially from
art it may be, can offer an opportunity to
reflect upon ones self, and in using the tools
available to us, allow the human spirit to
understand what it believes, thinks, and
feels.  Can this not be considered an artistic
process of the utmost level?  It seems that
for Gould this was very much the case, for
in his careful editing of hundreds of sounds
in search of the one that best suits the
appropriate mood of the corresponding
words, he therefore likens himself to an
artist, building upon the principles that
reflect his own ideas and aesthetic values. 
This is the message that one carries, hidden
inside, when one meets the thoughts of
Glenn Gould.  In choosing from the media
offered by this activity, and utilizing them
efficiently to best convey our message, we
come full circle, the implicit value of art
thereby becoming a common denominator
for the activities of humanity. 

Throughout his career, Gould received
criticism for tampering with the voices he
recorded, splicing and creating dialogues
that in reality never occurred, and on
occasion, even altering the message of the
original versions.  Knowing full well what
problems could potentially arise, Gould
maintained as his goal – and with the aid of
certain technological tools – the creative
process.  However, one wonders to what
extent Gould made himself aware of the fact
that the original message differed from his
final product.  There can be no doubt
whatsoever, that the edited voices contained
a message that actually reflected his own
message, something he strongly believed in,
and something he felt, thereby producing his
reality, an internal one capable of appearing
false or idealized.  We know however, that
all realities, including the external ones, are
debatable as absolute truths.  What some see
as magnificent, bright, or clear, others
perceive as small or dull.  I believe that the
reality which stands closest to being
absolute, is the one perceived internally by
each of us.  External truth is always subject
to the bias of how we see, hear, or even
perceive it.  Once internalized, decoded, it
becomes “our absolute” reality.

I believe that Glenn Gould saw, heard, and
felt the external world after he had
“filtered,” “spliced,” and “edited” it
according to his values.  Within that process
of revision, there resides a critical aspect – a
leitmotif if you will – of that giving beauty
to the life of Gould, his idealism, and
innocence.
Glenn Gould did not like teaching.  To that
end, he frequently cited the story of the
centipede which, after rationally analyzing
in which order to move its feet, became
completely immobilized, unable to move
even one step.  On the subject of teaching,
Gould once confessed that: “it strikes me as
involving a most awesome responsibility
which I should prefer to avoid.” Through
his creative output however, Gould has
taught us much more than he ever could
have known.  He has shown us a path that
once revealed to us, can never be
abandoned.
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Dr. Rodrigo Chuaqui is a Pathologist and Molecular Researcher
in Cancer,  living in Maryland.  He is a music aficionado, an
amateur flutist and bassoonist.  His main musical emphasis is
J.S. Bach, including arranging various cantata arias for
bassoon, 
as well as Early Music. 

Have you checked out our
blog yet?!?

Note Maker wonders if perhaps it is too late to be learning
piano...
Christoff is visiting Glenn Gould's Toronto by discovering the
lost art of local diners.
Liz Murray loves contrapuntal  radio and aspires to make her
own documentary in the style of Mr. Gould.
Ms. Bach reflects on how she feels when she plays a fugue.  

The Contrapuntal Blog 
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