—Richard Cavell—
SPEECHSONG

The Gould/Schoenberg Dialogues



SPEECHSONG






BEFORE YOU START TO READ THIS BOOK, take this
moment to think about making a donation to
punctum books, an independent non-profit press,

@ https://punctumbooks.com/support/

If you're reading the e-book, you can click on the
image below to go directly to our donations site.
Any amount, no matter the size, is appreciated and
will help us to keep our ship of fools afloat. Contri-
butions from dedicated readers will also help us to
keep our commons open and to cultivate new work
that can’t find a welcoming port elsewhere. Our ad-
venture is not possible without your support.

Vive la Open Access.

Fig. 1. Hieronymus Bosch, Ship of Fools (1490-1500)



SPEECHSONG: THE GOULD/SCHOENBERG DIALOGUES. Copyright © 2020 by Rich-
ard Cavell. This work carries a Creative Commons BY-NC-SA 4.0 International
license, which means that you are free to copy and redistribute the material in
any medium or format, and you may also remix, transform and build upon the
material, as long as you clearly attribute the work to the authors (but not in a way
that suggests the authors or punctum books endorses you and your work), you
do not use this work for commercial gain in any form whatsoever, and that for
any remixing and transformation, you distribute your rebuild under the same
license. http://creativecommons.org/licenses/by-nc-sa/4.0/

First published in 2020 by punctum books, Earth, Milky Way.
https://punctumbooks.com

ISBN-13: 978-1-950192-49-6 (print)
ISBN-13: 978-1-950192-50-2 (ePDF)

DOI: 10.21983/P3.0267.1.00

LCCN: 2019951804
Library of Congress Cataloging Data is available from the Library of Congress

Book design: Vincent W.J. van Gerven Oei

Cover image: Stephen Prina, A Structural Analysis and Reconstruction of
MS7098 as Determined by the Difference Between the Measurements of Duration
and Displacement (1990); 12 inch Phonograph record with insert poster, 1980;
Available at the Music Box, $8.99; Design program, 1984 (poster, merchan-
dising display, and publicity photograph); Reconstituted arrangement, 1990
(pressed vinyl, offset lithography on paper, gelatin silver print on masonite,
gelatin silver print, integrated amplifier, turntable, headphones, table, two
chairs, lacquer-rubbed maple). Courtesy of the artist and of Petzel, New York.


https://lccn.loc.gov/2019951804
https://doi.org/10.21983/P3.0267.1.00







Richard Cavell

SPEECHSONG

The Gould/Schoenberg Dialogues






Contents

Introduction 13
Speechsong

Act One 23

Act Two 31

Sources 39

Glenn Gould and Arnold Schoenberg: quasi parlando

one 47
two 55
three 59
four 67
five 77
six 81
seven 87
eight 95
nine 103
ten 107
eleven 113
twelve 125

Bibliography 137






Acknowledgments

As an avid listener to the Canadian Broadcasting Corporation’s
radio programming in the 1960s, my first encounter with Glenn
Gould was through his sound documentaries. I had no idea
then that he shared his media interests with his Toronto neigh-
bor and mentor, Marshall McLuhan, but that nexus became a
focus of my first book, as I learned about their mutual interest
in acoustic space. And when The Glenn Gould Reader was pub-
lished in 1984, the importance of Arnold Schoenberg to Gould
was emphatically declared. I am fortunate to be a researcher at
a university that houses a vibrant music school; Richard Kurth
and David Metzer encouraged me along the way to Speechsong,
and Doreen Oke instructed me in the intricacies of the baroque
keyboard, which gave me further insights into the complexities
of Gould’s and Schoenberg’s practices. Conversations with Raviv
Ganchrow, Professor in the Institute of Sonology (The Hague),
attuned me to the complexities of the sonic environment. The
Petzel Gallery, New York, generously allowed me to use Stephen
Prina’s compelling image for the book cover. Vincent W.J. van
Gerven Oei, my publisher and editor, was a pleasure to work
with; he must really be a consortium of ten people, and I thank
them all. Speechsong could not have been written without the
support of Peter Dickinson. I dedicate this book to him.






Introduction

Glenn Gould (1932-1982) and Arnold Schoenberg (1874-1951)
present themselves to us as enigmas. Schoenberg is one of the
most influential composers of the 20th century, yet his work
is rarely heard in concert. Gould —one of Schoenberg’s most
prolific commentators —is among the greatest pianists of the
20th century, yet he recused himself from the concert hall at the
height of his career and spent the rest of his life in the record-
ing studio. These paradoxes have given rise to an immense criti-
cal legacy. Musicological studies of Schoenberg, however, have
tended to focus on him as a musical theorist rather than com-
poser, and critical studies of Gould have tended to construct
him as an eccentric pianist whose embrace of the recording stu-
dio was in pursuit of perfection.

Speechsong addresses these paradoxes orthogonally. As a
critical performance text that works both inside and outside
established generic frameworks of performance work and criti-
cal study, Speechsong argues that the interface between speak-
ing and singing that Schoenberg created in Sprechgesang opens
his work and that of Gould to an analysis based on the notion
of mediation. Attention to media is able to foreground the cul-
tural importance of Schoenberg as having produced an under-
standing of acoustic space as the contemporary environment
in which we experience performance. A similar argument can
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be made for Gould, who likewise articulated a new soundscape
through his radio documentaries and his acoustic orchestra-
tions. Both Schoenberg and Gould find their contemporary
place not in “music” per se, nor in the concert hall, but on You-
Tube and in practices such as composed theater, post-internet
art, and sound installations.

Speechsong is structured in two parts. The first part draws on
the practice of composed theater to imagine an on-stage dia-
logue between Schoenberg and Gould. The conversation takes
place in the Wilshire Ebell Theater, Los Angeles, where Schoen-
berg’s compositions were often performed during his Califor-
nian exile, and where Gould gave his last public performance
in April 1964. The two parts of the dialogue are structured to
reflect Schoenberg’s magnum opus, the opera Moses und Aron,
in order to reframe questions raised in the opera about art and
mediation. These questions are considered at length in the sec-
ond half of the book, an essay in twelve “moments” titled “Glenn
Gould and Arnold Schoenberg — quasi parlando.”
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At bottom Glenn played only the Goldberg Variations and
the Art of the Fugue, even when he was playing other pieces,
such as by Brahms and Mozart, or Schonberg and Webern;
he held the latter two in the highest regard, but he placed
Schonberg above Webern, not the other way around, as peo-
ple claim.

— Thomas Bernhard, The Loser



Most composers know nothing of Schoenberg’s approach
to painting nor do most painters know much about his
style of composition. The pianist had seen most of the self-
portraits, yet had never before seen the Blue Self-Portrait,
so stopped before that blue, felt the anxiety and chill, the
awareness of time and negative space folding into itself,
sought some affirmation that he knew would be pointless,
bent over the case that held Schoenberg’s letter. He had
peered at the letter and read it three or four times from the
bottom up, starting with the signature which he knew and
recognized, it was a humdrum letter to the Reich’s culture
minister, Schoenberg pleading with the culture minister
to recognize his music’s value to the nation, imploring one
last time but too late, had in reality already said fuck off
to the Nazis, fuck off face-to-face, Scheisse! Schoenberg’s
face versus the Nazi’s face — that Schoenberg had balls the
pianist reflected as indeed he did every time he thought
about Schoenberg, thought to himself while standing
there facing the Blue Self-Portrait, to have balls or not
to have them, the blues affront to the radiant sky and its
chortling countryside, Scheisse to the Nazis long before
they were marching through Munich.

— Noémi Lefebvre, Blue Self-Portrait



Ah Dr. Mann [...] [y]ou wrote the novel of music, Faus-
tus, everyone agrees about that, except poor Schoenberg
who, they say, was very jealous about it. Ah, those musi-
cians. Never content. Huge egos. You say that Schoenberg
is Nietzsche plus Mahler, an inimitable genius, and he
complains. He complains that you called him Adrian Lev-
erkithn and not Arnold Schoenberg, probably. Maybe hed
have been very happy that you devoted six hundred pages
of a novel to him, four years of your genius, calling him by
his name, Schoenberg, even though when it comes down
to it, it wasn’t him, but a Nietzsche who reads Adorno [...].

— Mathias Enard, Compass



I went inside the store. The pianist, Glenn Gould, appeared
on a flatscreen: he and Yehudi Menuhin were performing
the Bach sonata I had recognized. There was Glenn Gould
hunched over the piano, wearing a dark suit, hearing pat-
terns far beyond the range of what most of us are given to
perceive...

— Madeleine Thien, Do Not Say We Have Nothing



For as well the pillar of cloud, as that of fire, did the office
of directing.
— John Donne, Essayes in Divinity
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Act One

The performance text is a staged dialogue between a young
Glenn Gould and a ghostly Arnold Schoenberg on the occasion
of Gould’s retirement from the concert hall. The piece is struc-
tured according to the dynamics of Schoenberg’s (unfinished)
opera Moses und Aron, in which the divinely inspired Moses
finds that words fail to convey his vision, and so must speak
through his brother Aron. In the opera, Moses communicates
through speechsong (Sprechstimme or Sprechgesang), a conflu-
ence of singing and speaking that is neither one nor the other.
Aron sings.

Before the curtain goes up, we hear Schoenbergs String
Quartet no. 2 (op. 10), version for string orchestra and soprano,
which has been playing while the audience is still in the lobby.
As the curtain goes up (lights down) we hear the piece about 2
minutes before the soprano begins singing (in the 4th move-
ment). When she begins, lights slowly come up so that after a
moment we can see Gould and Schoenberg. They are dressed for
performance: black suits and white ties. Each is seated at a grand
piano, facing each other. The lid of Gould’s piano is up; that of
Schoenberg’s piano is down. Schoenberg speaks with a heavy
Viennese accent, and Gould in the clipped voice familiar from
his radio broadcasts. The scene is the Wilshire Ebell Theater in
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Los Angeles. A large photographic portrait of Schoenberg hangs
on the wall at the rear of the stage. The date is April 10, 1964.

[AS’s String Quartet no. 2 (op. 10) is playing at the point (in the
fourth movement) where the soprano begins singing the words of
the Stefan George poem. This will remain in the background con-
tinuously such that it extends to GG’ recitation of four lines from
the George poem. Fade-out will coincide with the end of the quar-
tet; some looping may be required to achieve this effect]

GG that passage is so beautiful...

AS in Vienna they shouted at her to stop singing!

GG but you gave new life to music with this piece!

As they said I killed it

GG to give us something greater

As that no one was interested in listening to

GG you influenced scores of composers — Boulez, Nono,
Babbitt, Cage — and you were lionized when you moved to
Los Angeles — Hollywood summoned you to write movie
scores!

As I demanded $50,000 from Irving Thalberg and veto rights.
If T was going to commit suicide, I wanted to do it in style

GG you refused to abandon your principles

As while wondering who I was

GG you are an icon of modern music

AS my music is not modern; it is just played badly!

GG you are a composer and theoretician

As Ravel said my music sounded like it came from a laboratory

GG you composed in response to tonality — to the expecta-
tions it arouses

As forward and backward

GG to the space it demanded

As to the Liebestod

GG to Wagner’s move from harmonic parts to the musical
whole

As to Wagner’s tonal...complications

GG made possible by the disorder at the heart of his music
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As I'wandered from the home key
GG in Verklirte Nacht
As they called it “a calf with six feet”
GG then you expanded the dissonant elements until they
couldn’t possibly be resolved tonally
As Strauss said I would have been better off shoveling snow!
GG dissonance for the sake of dissonance?
As I wrote a book on harmony
GG harmony exists only in repose
As but music is movement
GG and thus music is dissonance
AS genau!
GG it is permitted by modulation
As which is also ambiguity
GG and expression
AS Lebensgefiihl
GG a feeling for life
As nature is beautiful even when we do not understand her
GG ...the soprano in the String Quartet...
As she is singing a poem by Stefan George
GG “I feel air of other planets blowing...
I am dissolved in tones...
I am only a flicker of the sacred fire;
I am only a mumbling of the sacred voice”

72}

[the music from the string quartet will fade out after this point,
with complete fade-out coinciding with the end of the quartet it-

self]

As Mahler had just left for America

GG you lost one of your most important supporters

As and I lost my wife to Gerstl; then he killed himself a few
weeks later

GG when the quartet premiered

As I dedicated it to my wife

GG even though she abandoned you?

As she abandoned someone she thought I was
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GG like you abandoned tonality?

[fade-in — faintly — of Gould playing the Three Piano Pieces (op.
11), followed by the Five Piano Pieces (op. 23) which must con-
tinue through the dialogue about Bach]

As alles riickgingig zu machen

GG trying to reverse everything

As all achievements had to be overturned

GG your pieces became shorter and shorter

As they were explorations in depth

GG an escape hatch for the stowaways on the good ship post-
Wagnerian

As we wanted freedom

GG then you fell silent for a decade

As I'was perfecting my solitude

GG Europe was engulfed in war

As I was seeking

GG for a way to organize chaos

AS genau!

GG and the tone row?

As the tone row would not be part of the work

GG it would not be present in the musical composition?

As it would stand aloof

GG a present absence

AS as in my paintings

[projection of Schoenberg’s painting Red Gaze gradually comes
into view on the screen where the Schoenberg portrait was pro-
jected]

GG those portraits haunt me

As the dissolution of the self

GG a becoming other

AS [after pause] Gerstl taught me to paint
GG [after pause] you composed spatially

As vertically and horizontally — in two notes
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GG whose themes the listener could not anticipate. This was
Adorno’s thesis — that your music was a purely formal
working-out of the Zeitgeist — the compulsion to purge mu-
sic of everything preconceived, and go beyond the depiction
of human emotions — pure, unadulterated expression, with
no pre-classical gestures.

AS Adorno was wrong!

GG wrong?

As the twelve tones were a means, not an end

GG yet your music marks a historical shift

AS a shift toward sound

GG pure chromaticism

As Thomas Mann thought it was madness

GG Doctor Faustus

As I never forgave Mann for that novel — Leverkiihn, he called
me — a syphilitic!

GG but surely no one believed him

As Itold a colleague it was absolutely not true

GG and what did they say?

As they said it was lucky I was shouting in German because
the market was rather full ...

GG but you threatened to sue Mann

As he acknowledged that the twelve-tone scale was the work
of the “contemporary” [said disdainfully] composer Arnold
Schoenberg

GG did that please you?

As Itold him that in 20 years we should see who was the “con-
temporary” of whom!

GG you were always fascinated by numbers!

As that was the beauty of the 12 tones

GG because ...

As ...because the Temple had 12 singers

GG and Moses und Aron has 12 letters

AS because I removed an “A” from Aaron’s name

GG superstition?

AS belief

GG what did you believe in?
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As my calling as a composer

GG to disrupt the musical past?

As I 'was a traditionalist

GG but your twelve tones are radical

As another kind of freedom

GG like Bach’s counterpoint

As did that draw you to my music?

GG yes; it was the most sustained elaboration of musical
mathematics before the Moog synthesizer. I loved the way
the first phrase in your Piano Sonata breaks down into two
easily definable motives of 3 tones each, of which the second
is an extension of the first. Then, between tones 2, 3, and
4, and again between 3, 4, and 5, you inserted two other
interval groups which bear mathematical correspondence to
each other. In both groups the first interval has exactly half
the span of the second, while tones 3, 4, and 5 together con-
stitute an augmented inversion of tones 2, 3, 4. In the alto
appear two regressive versions of tones 2 to 4, the second
in inversion, and the bass proclaims an inverted retrogres-
sion of tones 3 to 5, while the tenor goes all the way with an
augmentation of tones 3 to 5. Absolutely exhilarating!

As a Spiegelbild

GG anew world of sound

As from which I constantly deviated

GG this is what electronic technology offered me

As deviation?

GG The electronic age has forever changed the values that we
attach to art. The vocabulary of aesthetic criteria that has
been developed since the Renaissance is most concerned
with terms that are proving to have little validity for the
examination of electronic culture, terms such as “imitation,”
“invention,” and “originality.” All of these terms simply serve
a crude notion of “progressivism.” No work of art is truly
original; if it were, it would be unrecognizable. The roles
of composer and performer have been combined, and the
audiophile listener can now manipulate recordings in such a
way as to become their co-producers.
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a music that is purely music
logical and clear

sensual and mystic

a mystery of communication in a form equally mysterious
Moses und Aron
speechsong

ever-unseen

oracular

immanent

inconceivable

inexpressible

there is only mediation
Moses speaks his song
Aron sings his speech

we must serve a new god

[lights begin to go down slowly as we hear last notes from op. 23,
which should fade out within 60 seconds. During these 60 seconds,
GG leaves the stage, then AS, with the music still playing, then
fadeout and lights up]
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[INTERLUDE]

[during the Interlude AS’s Concerto for Piano and Orchestra (op.
42) is heard in the lobby. The audience may stay in their seats or
move into the lobby. Act Two will be announced by the playing of
the Bach partita)
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Act Two

[before lights come up: a projection on the overhead screen of
Gouldss fingers playing Bach’s Partita no. 6 in E minor (Bwv 830).
Lights up, with Gould playing at piano, AS listening. Begin fade

when audience seated)|

As Gould

GG [stops playing; projection fades] yes, Master
As Gould

GG Master?

As what sort of a name is Gould?

GG [after a pause] it was...Gold

As Gold?

GG Gold. But my father started spelling it Gould
AS why?

GG because in Toronto in the 1940s it was...difficult...to be

Jewish
As you talk to me about difficult!
GG it was difficult because we weren’t Jewish
AS not Jewish?
GG we were Jewish during the war
As I became Jewish again before the war
GG you wanted to restore the Hapsburgs
As I named my pet rabbit Franz Josef
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GG but you were asked to leave the resort at Mattsee
As because I was Jewish

GG then Kandinsky invited you to join the Bauhaus
As even Kandinsky was anti-Jewish

GG but he was your friend!

As Ithanked him for making an exception

[begin fade-in of Schoenberg’s Variations for Orchestra (op. 31).
On the screen, Schoenberg’s Blue Self-Portrait slowly comes into
view]

GG is that what brought you to Los Angeles?

As that...and Hitler

GG an escape from history?

As Itried to interest colleagues in a United Jewish Party and a
national homeland

GG did you have any success?

AS no one was interested

GG so you abandoned the West

AS Webern and Berg thought my music was completely Ger-
manic!

GG but America meant safety

As Los Angeles

GG the west beyond the West

AS Mann called it a flight from cultural crisis

GG it was a flight to, not a flight from

AS a compromise

GG [pause] I just gave my last concert

AS last?

GG Ifind concertizing degrading

As what would you rather be doing?

GG making recordings

As but what about an audience?

GG my recordings reach a much larger audience

As without the seduction of the concert hall

GG a well-upholstered extension of the Roman Colosseum

AS genau!
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GG the ear versus the eye gave the listener freedom from
the bondage of the concert hall. Recordings do the same,
and give the listener what is absolutely unavailable in the
concert hall: analytic clarity, immediacy, tactile proxim-
ity. The natural home for the symphony is the cavernously
ornate concert hall, but your music is music for electronic
performance. The Musikverein might still be the place to
hear music in Vienna, but surely you noticed that in Los
Angeles even the doorbells have started ringing in twelve-
tone. When you left Europe you left a culture that encoun-
tered music in the concert hall and discovered a culture
for whom music was synonymous with recording. Hol-
lywood taught you the value of the cut, as opposed to the
dissolve. The concert hall is a great place for a Briinnhilde
who can surmount without struggle the velvet diapason of
the Wagnerian orchestra, but not exactly the venue to trace
the filigreed path of the cello in the Dvorak concerto. And
recordings have had a huge historical influence — we are the
first people who have access to the entire history of musical
production, including and especially your beloved Bach.

As alonging to return to the older style was always vigorous
in me

GG Bach is ever new! The Goldbergs were an offshoot of that
Hausmusik tradition that recordings triumphantly revived,
with their contrapuntal extravaganzas, their antiphonal bal-
ances, their espousal of instruments that chuff and wheeze
and speak directly to a microphone. They were quite simply
made for stereo. What Bach taught us in The Art of the
Fugue is that music is less a matter of creation than of re-
creation, the re-assembling of what is already present in the
musical system, and this has been fully realized in the re-
cording studio. The stopwatch and tape splice have replaced
the opera cape and temper tantrums.

AS conceptual?

[fade-out of op. 31 at the beginning of this speech and begin fade-in
of AS, Fourth String Quartet (op. 37) toward its end. This must
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last through speech about “notation and orchestration,” then fade-
out]

GG music became conceptual through recordings —and it be-
came pluralistic. Composer, producer, and tape editor began
to merge with the performer, putting an end to the special-
ism with which tonal music was involved. You were among
the first to grasp how recording would change the entire
musical process. You realized that the clear sonorities of re-
cording meant that it would be possible to write less heavily
instrumented pieces and still achieve maximal effects. This
allowed you to attribute significance to minute musical con-
nections and to deal with their subsurface relationships that
are best experienced when reproduced electronically. And
as this form of performance extends further and further
into our private domains, music becomes more and more
a part of our lives. And as it does so, it ceases to be art and
becomes environmental. In the best of all possible worlds,
art would in fact be unnecessary. The audience would be the
artist and their lives would be art.

AS transcendence?

GG music is a flow of information. I have always understood
my role as making that information say something. But art
is not technology. The difference between a Richard Strauss
and a Karlheinz Stockhausen is not comparable to the
difference between an adding machine and a computer. In
fact, in Strauss, the whole process of historical evolution is
defied, as are the effete preoccupations of the chronologist.
Strauss made his own time richer by not being part of it. He
made an argument for individuality, and for his own synthe-
sis of time. Even you found it difficult to fulfil the rhythmic
extenuations of your own motivic theories.

As Ireturned to Bach

GG like your beloved Brahms

As Strauss asked if I was a Brahmsian or a Wagnerian; I told
him I was a Selfian

GG everything you have written has a resemblance to yourself
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As unlike Stravinsky

GG whose Bach was mere pastiche

AS Modernsky!

GG you satirized him in a piece that sounded the same when
the score was read upside down!

AS genau!

GG and technique...?

As ...Ifound technique easy

GG but your music was difficult

As Irefused to harmonize with the old gods

GG “the devil in music”

As I emancipated the dissonance

GG because home is the journey

AS as it was for Pierrot

GG because no tone is more important than another

AS Wagner called it synagogue noise

GG really?

As “chant mumbling;” he said; “burbling and babbling”

GG yet I've always believed that speech is a form of music.
I produced a number of radio documentaries in musical
form — rondos, sonatas. Rhythm, texture, tone, dynamics,
pacing, and the use of silence were all important to me in
these scores. For me, the spoken word was the stuff of mu-
sic, a form of singing. That’s why I sing on my recordings.

As once, we all sang

GG we fell into speech. Music tries to take us back to song. It’s
a bridge to another way of being, a relationship between
the material and the immaterial, between noise and mean-
ing, medium and message. This is your greatest achieve-
ment — greater than any single work: you gave us a new
acoustic environment, a new way of listening. Your music
sought to recapture the vocalization of Hebrew, a language
that sang, a language that can only be sung. And what it
sang about was freedom. The Odyssey sung by Homer came
down to us in thousands of variations, but we do not dare
to change one letter of written text. Your music gave us the
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freedom to listen again, to listen to speech as it was going
over into song.

AS Sprechgesang

GG speechsong

AS genau!

GG your Phantasy is a rhapsodic speech for violin, and in your
fourth string quartet the long unison of four instruments
in the third movement suggests a vocal line trying to break
into utterance

As “O word that I lack”

GG Everything we know is bound up with absence and nega-
tion — with that which is not or appears not to be. Perhaps
that’s the most impressive thing about humans — that they
have invented the concept of that which does not exist. The
ability to portray ourselves in terms of those things that
are antithetical to our own experience allows us not just a
mathematical measure of the world in which we live but
also a philosophical measure of who we are. Musical inven-
tion is bound up with negation; it is a dipping into the nega-
tion that lies outside the musical system from a position
firmly ensconced in it. The foreground of musical composi-
tion has validity only insofar as it attempts to impose cred-
ibility on the vast background of human possibility that has
yet to come into being. This is the role of the imagination,
and without negation, imagination could not exist.

AS Zwischenraum

GG the space between, a gap, an unimaginable authority from
which all meaning derives. It is a space that emerges with
the music. There is no prefigured logic of harmony. Atonal-
ity produces shifting spaces, multi-locationalism, aban-
doning the single perspective of visual space. Like in your
Moses opera, which exists between speaking and singing,
notation and orchestration...

[Blue Self-Portrait has been fading and is replaced by the 1911
Self-Portrait, which shows Schoenberg from behind]
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As Europe and America

GG Los Angeles

As Ilike to swim...

GG ...Inamed my boat the Arnold S.

As it was either Los Angeles or New Zealand

GG but you chose L.A.

As it had the musical advantage

GG and Brecht, Mann, Adorno, Stravinsky, Klemperer

As as if [ hadn’t left [said with a degree of scorn]

GG and Shirley Temple across the street

As I thought the tourists were looking at me

GG astranger in a strange land

As homeless

GG exiled

As I was driven into paradise

GG did your family take to American ways?

As my son became a tennis player

GG did he compete?

AS he was more famous at 12 than I was at 75!

GG you spent most of your time teaching

As Itold my students to write what was possible for their in-
struments, not what was probable

GG [pause] I never left Toronto

As Toronto? where is this “Toronto™?

GG Toronto is in Canada

As ah! Canada!

GG I grew up listening to records, and my greatest teacher was
the tape recorder. The most important thing about grow-
ing up in Toronto was that it didn’'t have a classical music
culture. What it had instead were great record stores. When
it came time for me to perform, I tried to play what I had
been hearing on records. Critics raved about my ability to
separate the contrapuntal voices in the Goldbergs but I was
simply trying to play what I had heard in my living room.
I even worked the time it took to change records into my
performance practice. In a sense my concert career was a
blip; I didn’t know it at the time, but my promised land was
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the recording studio. It let me opt creatively out of the hu-
man situation

As transcendence?

GG ekstasis

[pause, in which GG plays in its entirety (circa 1 minute) the sec-
ond of AS’s Six Little Piano Pieces (op. 19)]

AS we are thrown into the world

[begin to fade in the Phantasy for Violin and Piano Accompani-
ment (0p. 47)]

GG yet we have art

As acry of despair

GG for one who experiences the fate of all mankind
As one must choose

GG between old loyalties and new possibilities
As Wer die Wahl hat, hat die Qual

GG he who has choice has torment

As the dilemma of Moses

GG consonance and dissonance

As concept and belief

GG beauty denying itself the illusion of beauty
As the music remains

GG formal

AS [after a pause] free

[the Phantasy is still heard. At circa 2 minutes, the conversation
having come to an end, Gould gets up and leaves the stage. At
circa 1 minute, AS likewise. Lights have been gently dimming. We
are left in a twilight for the last minute of music. Then lights slowly
up as music fades out completely]
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Act One

page 24

to stop singing! sLww 97
Thalberg wp 270; SLWW 412-13
wondering s&I 484

not modern s 59

laboratory As 112

expectations SLWW 315

space SLWW 525

page 25

a calf s&I 36; SRDL 281
shoveling snow S&R 2
movement FDSV 346
Lebensgefiihl ¥DSV 347
nature...beautiful SRDL 93

page 26

alles riickgdngig S&R 200

good ship post-Wagnerian GGR 125
perfecting my solitude s&1 30
aloof ASAP 13

dissolution SLww 123

two notes AS 69

page 27

could not anticipate As 68
it was lucky DFD 10
“contemporary” DFD 148
12 letters SLWW 409

page 28

first phrase GGR 197

The electronic age GGR 92
No work of art GGR 94
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page 29

sensual and mystic As 104
mystery GGR 113; ASAP 8
inconceivable M&A 113

Act Two

page 31

Gold ws 24

Jewish during the war ws 24
Franz Josef SLWWw 452; AS 114

page 32

making an exception AS 115; SLWW 290
Germanic SLWW 370

west beyond waw

flight wp 262

well-upholstered extension GGR 246

page 33

ear versus eye GGR 340

analytic clarity. ..tactile proximity GGR 333
cut as opposed to dissolve GGR 22
alonging sLww 496

Bach...ever new GGR 113

what Bach taught us GGR 49

page 34

lives would be art GGR 353

a flow of information GGR 36
art is not technology GGR 86
rhythmic extenuations GGR 96
Brahms SLww 355

Selfian stww 73

resemblance SLWW 337
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page 35

Modernsky! as 139

devil “AssA” 178

emancipated L 253

synagogue noise “ASsA” 178
“chant mumbling” “AssA” 178
speech is a form of music GGR 74
the Odyssey Mc 59, quoting Kittler

page 36

Sprechgesang As 88

“word that I lack” M&A 195
negation GGR 3

a gap McC 80

emerges with the music Mc 302
multi-locationalism Ms 160

page 37

Shirley Temple sAHM 141
homeless sLww 393

driven into paradise As 192
tennis; more famous SLww 337
possible...probable stww 376-77
time to change records ws 97

page 38

opt creatively out GGR 326

thrown into the world “AssaA” 182, quoting Heidegger
despair AscCJ ix; SRDL 64

fate ascyix

Wer die Wahl EDsv 351, quoting a German proverb
beauty “AssA” 184-8s, quoting Adorno
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GLENN GOULD AND
ARNOLD SCHOENBERG:
QUASI PARLANDO






one

In his lifetime, the pianist Glenn Gould (1932-1982) was among
the most prolific commentators on the work of composer Ar-
nold Schoenberg (1874-1951) and among his most prominent
performers.’ As Yehudi Menuhin wrote in his autobiography,
Unfinished Journey, “perhaps no one in the world knows as
much about Schoenberg as Glenn does.”* In addition to his com-
mentaries on Schoenberg, Gould recorded all of the Schoenberg
Lieder, all of the piano music, a number of the chamber works,
and produced two documentaries on Schoenberg for the Ca-
nadian Broadcasting Corporation (cBc). Gould was a brilliant
analyst of tone rows,? and Gould’s own string quartet — his one
musical composition —sounds like a work by the Schoenberg

1 Geoffrey Payzant states that Gould in his lifetime was the most prolific
commentator on Schoenberg; see Glenn Gould: Music and Mind (Toronto:
Van Nostrand Reinhold, 1978), 142. James K. Wright argues that “Gould
was the most passionate [...] of [...] Canadian Schoenbergians” and notes
that “Gould performed and recorded Schoenberg’s music more than any
other musician of his stature” See “Glenn Gould, Arnold Schoenberg, and
Soviet Reception of the Second Viennese School,” Schoenberg’s Chamber
Music, Schoenberg’s World, eds. James K. Wright and Alan M. Gillmor
(Hillsdale: Pendragon Press, 2009), 237-38.

2 Yehudi Menuhin, Unfinished Journey (New York: Knopf, 1997), 333.

3 Kevin Bazzana, Glenn Gould: The Performer in the Work (Oxford:
Clarendon Press, 1997), 88.
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who wrote Verklirte Nacht. This manifest interest in “the man
who changed music” (the title of one of Gould’s radio documen-
taries on Schoenberg) was developed while Gould was mak-
ing his name as one of the foremost keyboard interpreters of
Bach, starting with his legendary 1955 recording of the Goldberg
Variations, performances which came to overshadow Gould’s
championing of Schoenberg. For Gould, however, this inter-
est in Bach did not contradict his interest in Schoenberg, for
both Bach and Schoenberg had worked within strictly delimited
ideas of musical composition. If Bach was an important figure
for Gould, it was “Bach seen through the eyes of Schoenberg,” as
Kevin Bazzana has put it.4

Despite the prolixity of Gould’s commentaries on Schoen-
berg, Gould is little cited in current research on the compos-
er. In part, this is because Gould’s understanding of Schoen-
berg was based on sources — primarily René Leibowitz — that
are now considered dated. As well, Gould’s highly eccentric
style of writing has tended to make his essays of less inter-
est to Schoenberg scholars than to those interested in Gould.
However, Gould’s writings on Schoenberg are important for a
number of reasons: they argue the significance of the mediatic
context — specifically sound recording — in which Schoenberg’s
music was written; they alert us to the fact that Schoenberg’s
legacy is not exclusively in the twelve-tone system of composi-
tion that he pioneered, but in the creation of a musical (and,
more broadly, artistic) environment that extends into the do-
mains of theater and performance, film music and rap;’ and they

4 Ibid,, 21. Bazzana perhaps means to stress the clarity, articulation, and
restraint that Gould brought to his playing of Bach, which becomes highly
evident when one compares either of his recordings of the Goldbergs with
a harpsichord performance, such as that of Yoshiko Ieki (Regulus 2018).

5 In his review of the London production of Lin-Manuel Miranda’s
Hamilton, Colin Grant writes that “Hamilton’s hip-hop confidently sweeps
aside the question that often lurks in the mind of novice musical-goers:
why has the cast broken into song? For rap is essentially a spoken word art
form, closer to speech than singing.” See Colin Grant, “The Theatre Where
It Happens,” The Times Literary Supplement, January 10, 2018, https://www.
the-tls.co.uk/articles/public/the-theatre-where-it-happens/. Kyle Adams

48



GLENN GOULD AND ARNOLD SCHOENBERG

demonstrate that much of what we now listen to in classical and
post-classical music we listen to with Schoenbergian ears. As a
result, Gould’s writings on Schoenberg open up a number of the
Viennese composer’s works to further consideration, especially
Moses und Aron, which emerges from a Gouldian perspective
as a meditation on music and mediation. It is in this context
that Speechsong seeks to intervene, taking the juxtaposition of
speaking and singing that defines Sprechstimme — a form of vo-
cal performance between speaking and singing— as indicative
of the larger concerns that Schoenberg and Gould held to be
important.

Schoenberg and Gould had complicated relationships to per-
formance.® Gould famously recused himself from the stage in
1964, devoting himself thereafter to sound recordings in which
his “performance” was electronically constructed through the
process of tape splicing rather than simply registered analogi-
cally — Gould made 282 outtakes for the 38 minute recording
of the 1955 Goldberg Variations.” The second half of the Men-
uhin quote above continues “or [knows] more than he [Gould]

notes that “although rap lyrics are spoken, rappers still manipulate pitch
for expressive purposes, sometimes within single words. [...] In the pitch
domain, the analyst must [...] choose between a faithful, Sprechstimme-
style representation of the lyrics, or choose to ignore variations in pitch at
the expense of an accurate representation of the flow.” See “The Musical
Analysis of Hip-Hop,” in The Cambridge Companion to Hip-Hop, ed. Justin
A. Williams (Cambridge: Cambridge University Press, 2015), 121. What

is significant in the use of both rap and Sprechstimme is the relationship
to hybridity as well as an implied critique of established forms of singing,
be they bel canto or rock. Schoenberg’s student Lou Harrison’s use of
Sprechgesang in the “Three Coyote Stories” of his Last Symphony provides
a crucial link to contemporary manifestations such as those in Hamilton.

6 Wright states that “Gould was [...] strongly opposed to all forms of
musical showmanship” and that he “dismissed some of the most celebrated
pianists of the twentieth century [...] as ‘demonic virtuosi” (“Glenn
Gould,” 238 and note 6).

7 All 282 tracks of Gould’s outtakes for the Goldbergs have now been issued
by Sony Classical in five discs, accompanied by an 8o-page booklet. See
Anthony Tommasini, “Glenn Gould’s Treasures for the Taking,” The New
York Times: Arts and Leisure, February, 4 2018, 8.
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does about the recording and broadcasting of music,”® and
Gould makes the connection between recording and Schoen-
berg explicit when he writes that “Schoenberg’s music, espe-
cially his later works, which so decisively influenced the com-
positional climate of the present day, are suited to the medium
of recording”™ As John PL. Roberts notes, “Gould was the first
performing musician to develop an aesthetic totally in terms of
the electronic media, and in terms of recordings in particular’*°

>«

Furthermore, Gould’s “performances” were a form of composi-
tion (sometimes literally), in which he became a “co-creator”
with the composer. Schoenberg was not primarily a performer,
and his works are oriented more to a theoretical rather than a
performative logic. Like Gould, he was somewhat of a musical
autodidact,” having had only a brief tutelage from the musician
Alexander von Zemlinsky. Gould, for his part, tended to repudi-
ate what his one teacher, Alberto Guerrero, had taught him. As
he said in an interview, “I came to dislike what [his] style of pi-
ano playing represented.”> The most famous moment in Gould’s

8 Menuhin, Unfinished Journey, 333.

9 Quoted by Payzant, Glenn Gould, 45-46, from a 1967 cBcC broadcast.

10 John P.L. Roberts, “Preface,” in Glenn Gould: Selected Letters, eds. John P.L.
Roberts and Ghyslaine Guertin (Toronto: Oxford University Press, 1992),
xi.

11 Richard Taruskin notes the paradox of the fact that “one of the
outstanding academic music theorists and composition teachers of the
twentieth century was himself self-taught.” See chapter 6 of the section on
modernism, part 1 (“Rejecting Success”) in The Oxford History of Modern
Music at http://www.oxfordwesternmusic.com. Charles Rosen, however,
urges caution with this notion. As he states, “Schoenberg, who was playing
the violin and composing at the age of eight, is often described as an
autodidact because he did not attend a music school —as if composers
ever learned much of their trade in such schools anyway, and as if the
help he received when he was seventeen from his friend Alexander von
Zemlinsky, who was attending music school, did not give him all the
teaching he needed?” See Schoenberg (London: Fontana/Collins, 1976), 75.

12 Glenn Gould, “Interview with Alan Rich,” in The Art of Glenn Gould,
ed. John P.L. Roberts (Toronto: Malcolm Lester Books, 1999), 138.
Nevertheless, Gould’s performance practices owed a considerable amount
to Guerrero. John Beckwith remarks that “Gould learned most of his
technical habits from Guerrero, though he eventually willfully rejected
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performance career was, paradoxically, his abandonment of the
concert hall. This happened on April 10, 1964, in the Wilshire
Ebell Theater in Los Angeles. Speechsong originated there: when
I opened the lobby door on a visit in 1989, the first thing I saw
was a large photographic portrait of Schoenberg hanging on the
wall.® Clearly, Gould had been saying goodbye to Schoenberg,
the Schoenberg who had so profoundly changed the relation-
ship of the performer not simply to the audience but to the very
idea of performativity and the listening environment.

Gould —one of the first persons in Toronto to own a tape
recorder*—grew up in a city that was the media capital of
Canada, location of the recording studios of the cBc in which
Gould would spend much of his life after 1964. And Toronto
was an eight-hour drive from New York, the media capital of
the world. It was there that Gould had made the 1955 recording
of the Goldberg Variations that catapulted him onto the world
stage — that other, global stage,” theorized most notably by his
Toronto confrére, Marshall McLuhan. Gould was deeply influ-
enced by McLuhan. While notoriously reclusive, Gould would
visit McLuhan at his Wells Hill Avenue home, a twenty-minute

many of Guerrero’s aesthetic and interpretive ideas.” See In Search of
Alberto Guerrero (Waterloo: Wilfrid Laurier University Press, 2006),
104-5. In his native Chile, Guerrero was an early proponent of Schoenberg.

13 The ceremony awarding Schoenberg an honorary Viennese citizenship
took place at the Ebell in 1949. His Prelude to Nathaniel Shilkret’s Genesis
Suite was performed at the Ebell on November 18, 1945, and his Three
Folksongs for Mixed Chorus on June 27, 1949. See Kenneth H. Marcus,
Schoenberg and Hollywood Modernism (Cambridge: Cambridge University
Press, 2016), 239; 284-85. Sabine Feisst in Schoenberg’s New World: The
American Years (Oxford: Oxford University Press, 2011) details the many
performances of Schoenberg’s works in Los Angeles during his residence
there.

14 Roberts, The Art of Glenn Gould, 233.

15 In 1972, McLuhan, with Barrington Nevitt, wrote of “the institution of a
new kind of global theater, in which all [persons] become actors and there
are few spectators.” See Take Today: The Executive as Dropout (Toronto:
Longman, 1972), 145.
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walk from Gould’s St. Clair Avenue penthouse.”® We know they
talked about music and technology because they collaborated
on a dialogue about this topic, and a number of Gould’s ideas
about music and technology bear strong evidence of McLuhan’s
media theories.

Gould’s “Dialogue on the Prospects of Recording” was aired
first on the CBC radio network in January of 1965. Subsequently,
McLuhan published it in the “Explorations” series that he edited
for the University of Torontos Varsity Graduate (April 1965).
Gould then republished it as an article in High Fidelity maga-
zine (April 1966). In the article, Gould predicts that the “public
concert as we know it today would no longer exist a century
hence”” Here we see Gould making a prediction that is clearly
aligned with McLuhan’s notion that book culture was coming
to an end as we enter into the acoustic environment produced
by electronic media, and at the same time channeling McLu-
han’s polemical tone. Gould goes on to state that “a recent brief
prepared by the University of Toronto’s department of musicol-
ogy proposing a computer-controlled phonographic informa-
tion system succinctly noted [that] “Whether we recognize it
or not, the long-playing record has come to embody the very
reality of music”® Gould states that “[t]oday’s listeners have
come to associate musical performance with sounds possessed
of characteristics which two generations ago were neither avail-
able to the profession nor wanted by the public — characteristics
such as analytic clarity, immediacy, and indeed almost tactile
proximity.” The word “tactile” is a clear McLuhan reference;
the media theorist associated tactility with electronic media,
which were multi-sensually oriented, unlike print, which privi-

16 Choreographer Vanessa Goodman has produced a dance piece based
on the Gould/McLuhan nexus called Wells Hill. See https://www.sfu.
ca/sfuwoodwards/events/eventsi/summer-2017/ActionAtADistance-
WellsHill.html.

17 Glenn Gould, “The Prospects of Recording,” in The Glenn Gould Reader,
ed. Tim Page (Toronto: Lester & Orpen Dennys, 1984), 331.

18 1Ibid., 332.

19 Ibid,, 333.
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leged the eyes over the other sensory organs. Electronic media,
in contrast, put the senses in touch with each other through
their deeply involving power. While this sounded counterintui-
tive to McLuhan’s 1960s audiences, we now live in an era when
touching screens is a fact of life. “Tactility;” of course, would
have had special significance for a pianist, suggesting a power-
tul relationship between the “secondary orality” of electronic
media and recorded piano performance. Of particular note in
the article is Gould’s comment that arguments against recording
(he was often critiqued for abandoning the stage, including by
Menubhin), as opposed to concertizing, derived from “eye versus
ear orientation”” This is another McLuhanesque notion — that
with the decline of print culture and the ascendancy of electron-
ic media we were getting an “ear” for an “eye”> While print is a
mechanical medium, electronic media are organic and embod-
ied. As Frances Dyson has noted, “one always hears with one’s
body, and that body is permeated by sound”* The prominence
that Schoenberg gave to Sprechstimme, from Pierrot Lunaire to
Moses und Aron, was very much a harbinger of this embodied,
acoustic, mediated space.

McLuhan argued that Schoenberg, in embracing acoustic
space, had “abandoned the visual structures of tonality in com-
position for the ‘multi-locationalism’ of atonality”>* As he put it:

Atonality in music represents the abandonment of the ‘cen-
tral key; that is, of a single perspective or organizing frame

20 Walter J. Ong (McLuhan’s student) writes about secondary orality in
Orality and Literacy: The Technologizing of the Word (New York: Methuen,
1982), 133.

21 Gould, “The Prospects of Recording,” 340.

22 Marshall McLuhan and Quentin Fiore, The Medium Is the Massage: An
Inventory of Effects (New York: Random House, 1967), 121.

23 Frances Dyson, “The Ear That Would Hear Sounds In Themselves: John
Cage 1945-1965,” in Wireless Imagination: Sound, Radio and the Avant-
Garde, eds. Douglas Kahn and Gregory Whitehead (Cambridge: m1T Press,
1992), 387.

24 Marshall McLuhan and Eric McLuhan, Laws of Media: The New Science
(Toronto: University of Toronto Press, 1988), 52.
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to which all elements of a composition are related. [...]
[T]onality served as a figure to which to relate other figures
in an abstract way: in the mosaic of acoustic space, each ele-
ment creates its own space. [...] Using atonality [...] (as in
acoustic space), ‘wherever you are at the moment’ is the key
you're in, the tonal center, and the governing consideration is
the nature of and effect on the overall pattern. Such space is
not uniform but rather a multidimensional dynamic of figure
and ground.”

Whereas in the concert hall, the pianist occupied the space of
figure and the audience of ground, in recordings that space is
in constant flux — dialogical. Hence McLuhan’s comment that

Schonberg [sic] and Stravinsky and Carl Orff, far from be-
ing advanced seekers of esoteric effects, seem now to have
brought music very close to the condition of ordinary hu-
man speech. It is this colloquial rhythm that once seemed so
unmelodious about their work. Anyone who listens to the
medieval works of Perotinus or Dufay will find them very
close to Stravinsky and Bartok. The great explosion of the
Renaissance that split musical instruments off from song
and speech and gave them specialist functions is now being
played backward in our age of electronic implosion.

This passage gains considerable weight in the context of Schoen-
berg’s Second String Quartet (op. 10), where the soprano’s voice
in the third and fourth movements is so unusual and compel-
ling.

25

26

54

Ibid. Compare Carl Schorske, who writes that for Schoenberg “the firm

traditional coordinates of ordered time and space were losing their
reliability, perhaps even their truth” See Fin-de-Siécle Vienna: Politics and
Culture (New York: Knopf, 1980), 345.

Marshall McLuhan, Understanding Media: The Extensions of Man (New
York: McGraw-Hill, 1964), 328.



Canadian political abjection —the ongoing “identity” crisis
of one of the oldest continuous democratic federations in the
world'—has long extended to the cultural domain, where it
manifests itself as the pathologization of genius. Hence, Gould’s
brilliant pianism must be a form of autism,* and McLuhan’s stag-
gering intellect must derive from an additional carotid artery.?
Whatever the claims that can be made for these theses, they be-
lie more salient facts: that Gould reconfigured musical perfor-
mance for an audience weaned on recordings, and that McLu-
han’s dictum “the medium is the message” issued a profound
challenge to Western philosophy, both epistemologically and
ontologically. Not only did he disrupt the notion that knowl-
edge was independent of its medium, but he also questioned
notions of the sovereign self with the suggestion that our being

1 This is the claim of John Ralston Saul, “Canada 160 Years Later,” Globe and
Mail, March 11, 2008, https://www.theglobeandmail.com/opinion/canada-
160-years-later/article718521/.

2 See S. Timothy Maloney, “Glenn Gould, Autistic Savant,” in Sounding Off:
Theorizing Disability in Music, eds. Neil Lerner and Joseph Straus (New
York: Routledge, 2006), 121-36, and, more broadly, Peter Ostwald, Glenn
Gould: The Ecstasy and Tragedy of Genius (New York: Norton, 1998).

3 See Douglas Coupland, Marshall McLuhan (Toronto: Penguin, 2009), 35,
64-67, and 214.
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had been inverted by electric technologies, such that our self-
understanding was now outside ourselves—we had become
what we beheld, as McLuhan often said. Gould understood
these distinctions intuitively, and it should come as no surprise
that he summed up his “incarceration” in the recording studio
as “opting creatively out of the human situation.”*

Here we approach the paradox of a performer who is seen as
the embodiment of a humanist tradition that has one of its high-
points in the music of J.S. Bach. What we are hearing on those
recordings, however, is not Gould playing; rather, we are hear-
ing a technological (re)production of Gould playing. Giorgio
Agamben seizes upon this notion as crucial to Gould’s musical
philosophy: “his mastery conserves and exercises in the act not
his potential to play [...] but rather his potential to not-play.” To
put this mediatically (extrapolating from Agamben’s argument
about Gould’s habit of not rehearsing), what we are hearing in
a Gould recording is not Gould playing but a product of tech-
nology, because the recording is a myriad of splices. It is out of
this encounter with technology that Gould produced his utterly
compelling art. To McLuhan’s dark vision of the technological
mediascape, Gould replied by bringing beauty out of the mael-
strom. Unlike the humanistic Gould that much of the criticism
that has grown up around him wishes to promulgate, Gould was
much more the “solitary outlaw” that B.W. Powe has described,*
and hence Gould’s comment in his self-interview that he would
“like to try [his] hand at being a prisoner.”

If Gould’s maelstrom was the social, political and cultural
implosion associated with the 1960s, Schoenberg