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PROGRAM 
 
Igor Stravinsky: Symphony in Three Movements  
       I.   Overture; Allegro  
       II.  Andante; Interlude: L’istesso tempo 
       III. Con moto  
 
Samuel Barber: Knoxville: Summer of 1915, op. 24 
 
INTERMISSION 
 
Robert Schumann: Symphony No. 2 in C Major, op. 61  
        I.    Sostenuto assai – Allegro, ma non troppo 
        II.   Scherzo with two trios: Allegro vivace  
        III.  Adagio espressivo 
        IV. Allegro molto vivace 
 
 
 
 
    

  



Igor Stravinsky  
Born in Oranienbaum [now Lomonosov], nr. St. Petersburg, Russia, June 5/17, 1882; died in New York, NY, April 6, 
1971 
Symphony in Three Movements (1942-5) 
Like the ballet Petrushka (1910-11), Stravinsky’s Symphony in Three Movements had its origins as an orchestral 
piece with a concertante piano part. He initially viewed its opening movement, begun in 1942, as part of a concerto 
for orchestra with a prominent, yet by no means soloistic, piano part. A second movement, written the following year, 
exchanges piano for harp, while the finale of a piece he now viewed as a symphony, was added in 1945, and 
includes both instruments in a somewhat concertante role. It was to be the longest compositional process of any 
work by Stravinsky, punctuated by the greatest number of other new compositions. 

Compounding the head-scratching origins of the work, premiered by the New York Philharmonic and the 
composer on January 24, 1946, are thoughts expressed in later conversations with his assistant Robert Craft 
(Dialogues and a Diary, 1964). These cast the work as a kind of war symphony, with the aggressive outer 
movements “inspired by a war film of scorched earth tactics in China,” by footage of goose-stepping Nazis and, at the 
end, by the composer’s “exuberance in the Allied triumph.” Stravinsky further goes on to say that the central 
movement derived from a movie score he wrote for the ‘Apparition of the Virgin’ scene in Franz Werfel’s 1943 
adaption of his immensely popular recent novel, The Song of Bernadette. None of Stravinsky’s drafts or ideas for film 
scores materialised on the silver screen, though many approaches were made by directors. Having just settled in 
Beverly Hills, with life in war-torn Paris and a short stay in Cambridge, MA behind him, Stravinsky was eager to find 
work and had joined the long list of émigré composers looking for opportunities on the west coast. And yet, out of the 
confusion and artistic indecision, a masterpiece was born, proving, in the words of Stravinsky biographer Stephen 
Walsh, “where genius is concerned, ordinary standards do not apply.” 

The visceral energy of the outer movements helps bind their sectional, block-like structure together and has 
been compared in intensity with the driving rhythms and large orchestra sound of The Rite of Spring, written over 30 
years earlier. The juxtaposition of the opening upward-thrusting theme in octaves with slicing, percussive chords built 
upon a scale of alternating tones and semitones is a hallmark of the simultaneous thematic abundance and thematic 
economy that propel the music forward. Although the movement is structured in a condensed sonata form, its themes 
have harmonic or melodic contours, textures, or modalities in common rather than the formal development found in 
symphonies of the previous two centuries. The dry, staccato bass clarinet repeated notes at the end of the first 
movement evolve into the gently pulsing strings that open the second. Again, though the gentle, ornate writing now 
has a serenity absent from the surrounding movements, the slow movement does contain thematic and textural 
echoes of what we have already heard. A terse seven-bar Interlude foreshadows elements of the finale, into which it 
leads without break. Again rich in ideas, the music consistently evolves out of an ostinato in the bass, through a 
central fugue, with an invigorating build-up to a final, glorious, multi-octave chord. 
 

Samuel Barber  
Born in West Chester, PA, March 9, 1910; died in New York, NY, January 23, 1981 
Knoxville: Summer of 1915, for voice and orchestra, op. 24 (1947)  
In 1935, American novelist, writer, and critic James Agee (1909-55) experimented with the idea of adapting the 
process of jazz improvisation to his writing. Dispensing with multiple drafts and text revision, he used what he called 
“improvised writing” to capture “a certain kind of ‘genuine’ lyric.” He wrote Knoxville in about 90 minutes and only 
revised two percent of the text when he published the short story in The Partisan Reader three years later. “There is 
little if anything consciously invented in it,” Agree said. “It is strictly autobiographical.”   

Almost a decade later, the young American composer Samuel Barber set the final third of Agee’s prose-
poem as a “lyric rhapsody” for soprano and full orchestra. Agee’s writing offered a rhythmic, musical text, rich in 
possibilities for word painting. It expresses a child’s-eye view of an idyllic, small-town backyard in the early evening 
remembered, with nostalgic affection, some years later as an adult. The poem effortlessly switches back and forth 
between the child’s world and that of the adult, adding to the languid, dreamlike quality of the piece. Its emotions and 
sense of belonging tap into a universal feeling for home and identity as well as expressing Agee’s sense of loss at 



the death of his father. Barber, too, was grieving for his dying father when he composed the music and dedicated it to 
his memory. 

After the premiere, Barber scaled down his orchestral resources, re-scoring the piece for a chamber 
orchestra of seven wind and brass instruments, harp, triangle, and strings. A short orchestral introduction soon leads 
into the gently rocking main theme, with just a hint of the blues. It is to recur several times – though never with the 
same instrumentation – and gives the score a rondo-like structure.  he honesty and simplicity of Agee’s words as the 
five-year-old child lists the things around him are mirrored by Barber’s music which hovers around a basic repeated-
note musical cell. Both words and music grow increasingly rich and subtle as the generally peaceful, poetic feeling 
unfolds. A note of uncertainty is introduced when the calmness is punctuated by the sound of a streetcar. But the 
falling night brings back a sense of security and comfort in familiar sights, sounds, and family. Still, an unspoken 
uncertainty remains as the child’s mind contemplates life, God, and death and offers a final prayer before being taken 
away to bed. We become aware that only a symbolic thin quilt separates him from the “rough wet grass.” But the 
music assures us that there is hope behind the loneliness of his final plea to be allowed to discover his own identity.    
 
Words by James Agee (arr. into lines by Barber) 
It has become that time of evening 
When people sit on their porches, 
Rocking gently and talking gently 
And watching the street 
And the standing up into their sphere of possession 
Of the trees, of birds’ 
Hung havens, hangars, 
 
People go by; things go by. 
A horse, drawing a buggy, 
Breaking his hollow iron music on the asphalt: 
A loud auto; a quiet auto; 
People in pairs, not in a hurry, 
Scuffling, switching their weight of aestival body, 
Talking casually, the taste 
Hov’ring over them 
Of vanilla, strawberry, pasteboard, and starched milk, 
The image upon them of lovers and horsemen, 
Squared with clowns in hueless amber. 
 
A streetcar raising its iron moan; 
Stopping; belling and starting, stertorous; 
Rousing and raising again its iron increasing moan 
And swimming its gold windows and straw seats 
On past and past and past, 
The bleak spark crackling and cursing above it 
Like a small malignant spirit set to dog its tracks; 
The iron whine rises on rising speed; 
Still risen, faints; halts; 
The faint stinging bell; 
Rises again, still fainter; 
Fainting, lifting, lifts, faints foregone: 
Forgotten. 
 
Now is the night one blue dew, 
My father has drained, he has coiled the hose. 



Low on the length of lawns 
A frailing of fire who breathes. 
Parents on porches; rock and rock. 
From damp strings morning glories hang their ancient faces. 
The dry and exalted noise of the locusts 
From all the air at once enchants my eardrums. 
 
On the rough wet grass of the backyard 
My father and mother have spread quilts; 
We all lie there, 
My mother, my father, my uncle, my aunt, 
And I too am lying there. 
 
They are not talking much, and the talk is quiet, 
Of nothing in particular, 
Of nothing at all in particular, 
Of nothing at all. 
 
The stars are wide and alive, 
They seem each like a smile of great sweetness, 
And they seem very near. 
 
All my people are larger bodies than mine, 
With voices gentle and meaningless 
Like the voices of sleeping birds. 
 
One is an artist, he is living at home. 
One is a musician, she is living at home 
One is my mother who is good to me. 
One is my father who is good to me. 
 
By some chance, here they are, all on this earth; 
And who shall ever tell the sorrow 
Of being on this earth, 
Lying, on quilts, on the grass, in a summer evening, 
Among the sounds of the night. 
 
May God bless my people, my uncle, 
My aunt, my mother, my good father, 
Oh, remember them kindly in their time of trouble; 
And in the hour of their taking away. 
 
After a little I am taken in and put to bed. 
Sleep, soft smiling, draws me unto her: 
And those receive me, who quietly treat me. 
As one familiar and well-beloved in that home: 
But will not, oh, will not, 
Not now, not ever; 
But will not ever tell me who I am. 
 

 



Robert Schumann   
Born in Zwickau, Saxony, June 8, 1810; died in Endenich, nr. Bonn, July 29, 1856 
Symphony No. 2 in C Major, op. 61 (1845-6) 
One of the landmarks of 19th century German symphonic writing, Schumann’s Second Symphony was written during 
a troubling period for the composer. Its outer movements reflect the tremendous effort Schumann went through 
fighting off the debilitating depression that was to shortly overwhelm him. In each, a vigorous, cogently argued 
symphonic structure pursues a Beethovenian trajectory through struggle to victory, though it is the cumulative effect 
of all four movements that determines the ultimate goal. Schumann completed a draft of the work in just two weeks, 
in December 1845. The fuller working out and orchestration of the large-scale symphony lasted right up to its 
premiere under Mendelssohn’s baton, in Leipzig, November 5, 1846. 

There is an underlying serene quality to the opening brass fanfare which heralds a solemn, broad chorale, 
underpinned by a restless, unsettling contrapuntal flow from the strings. The two elements are drawn, in part, from 
the music of Bach, whose music Schumann (and his wife Clara) had been studying and which had been leading 
towards his adoption of what he termed a “completely new manner of composing.” While the two strands work 
together at the outset, both elements are developed separately, with the brass motto theme recurring to glow in the 
coda of the opening movement and again towards the end of the succeeding movements, especially the last. The 
main theme of the first movement proper is expertly evolved from the underlying restless contrapuntal flow in the 
strings. As it is developed and cogently argued in brief phrases, the music is constantly questioned by harmonic 
instability, rhythmic disturbances, and chromatic restlessness. Schumann puts it this way: “I would say that my 
resistant spirit had a visible influence on it and it is through this that I sought to fight my condition. The first movement 
is full of this combativeness and is very moody and rebellious in character.” 

After an energetic, constantly developing first movement, Schumann launches a no less driven Scherzo, 
rather than the customary slow movement. In it, the violins joyously navigate a capricious route through countless 
twists and turns in music that shares something of the lightness and buoyancy of a scampering scherzo by 
Mendelssohn. The second of the movement’s two trio sections is coloured by the chorale melody and capped by the 
brass motto theme. The heart of the symphony lies in its yearning slow movement. This is in the minor key, providing 
time for reflection. Its poignant main theme echoes that of the trio sonata in Bach’s Musical Offering and shares the 
spiritual depth of the aria Erbarme dich (‘Have mercy’) from Bach’s St. Matthew Passion.   

The finale is uniquely structured and, from the opening upward rush from the strings followed by decisive 
orchestral chords, it is a festive celebration of life. “Not until the last movement did I begin to feel well again,” 
Schumann reflected, two or three years after completing the work. “Otherwise, it reminds me of a dark time.” The 
main theme is upbeat, and its march-like dotted rhythms begin the process of reviewing and transforming themes 
from earlier movements, in this case the first. The slow movement’s theme is next, now much quicker, in the major 
key, and the material for vigorous development, together with the march from the first movement. Then, suddenly, 
the music builds to an expectant pause and, in a brilliant touch of magic, Schumann introduces an altogether new 
theme from the winds. It is calm, lyrical, and almost serene. It is also an homage to Beethoven – but not Beethoven 
the symphonist, rather Beethoven the song writer, with a theme derived from the final song in his song-cycle An die 
ferne Geliebte (To the Distant Beloved). Further development of this and earlier material lead to a variant of the new 
theme on the strings, now directly quoting from Beethoven where the words are “Take then these songs, beloved, 
which I sang to you.” Schumann’s new symphonic song now pushes through to a blazing C major conclusion and the 
apotheosis of his symphonic writing. His Second Symphony is music that draws strength and inspiration from the 
past, creating a new approach to the symphony for the future. “It will tell you of many joys and sorrows,” Schumann 
said of his hard-won, but ultimately triumphant symphony.   

 - Program notes © 2023 Keith Horner  
 

  



Elena Howard-Scott       
Soprano  
Hailing from Winnipeg, Elena Howard-Scott is a versatile soprano residing in Toronto. A graduate of the University of 
Manitoba and student of Tracy Dahl, Elena is currently studying with Adrianne Pieczonka and Peter Tiefenbach at The 
Glenn Gould School. Deemed “someone to watch” (LudwigVanToronto), Elena is a brave and committed artist, and 
enjoys performing in a wide variety of styles. Competition highlights include winning the Grand Prize at the Corcoran 
Concerto Competition (The Glenn Gould School), receiving the Kurt Weill Foundation Prize in the Lotte Lenya 
Competition, and placing first in the Metropolitan Opera Laffont Competition ND/MB District. Selected stage credits 
include Venus in Venus & Adonis and Svadba (GGS Opera); Pamina in Die Zauberflöte (Opera NUOVA); Fiddler on 
the Loose (Drayton Entertainment); Strike! the Musical, Beauty and the Beast, Ring of Fire (Rainbow Stage); and Kiss 
of the Spider Woman (Dry Cold Productions). This season sees Elena playing Tina in Flight (GGS Opera), singing Mrs. 
Segstrom in A Little Night Music in Koerner Hall, and reprising her role in the remount of Drayton Entertainment’s 
Fiddler on the Loose.  Elena is thrilled to be making her debut with the Royal Conservatory Orchestra, singing Samuel 

Barber’s Knoxville, Summer of 1915. She would like to thank Robert Corcoran and his late wife Ann for their 
generous contribution to create The Corcoran Concerto Competition, as well as George and Rayla Myhal for 
their support through a full-tuition scholarship this year. She is also very grateful to her partner, family, dog, 
and support system at the GGS (you know who you are!). 
 

Earl Lee         
Conductor  
Winner of the 2022 Sir Georg Solti Conducting Award, Earl Lee is a renowned Korean-Canadian conductor who has 
captivated audiences worldwide. Currently Assistant Conductor of the Boston Symphony Orchestra, his appearances 
in the 2021-22 season included leading the San Francisco Symphony, Seoul Philharmonic, and Ann Arbor 
Symphony in subscription; the New York Philharmonic in its annual Lunar New Year Gala; debuts with the Mostly 
Mozart Festival Orchestra at New York’s Lincoln Center, the Boston Symphony at Tanglewood, and with the Royal 
Concertgebouw Orchestra Amsterdam as a participant in the Ammodo masterclasses led by Fabio Luisi. This season 
includes a return to the San Francisco Symphony and his Boston Symphony subscription debut.  
  Earl recently concluded his position as the Associate Conductor of the Pittsburgh Symphony where he led 
various concerts and its programming. He also served as the Resident Conductor of the Toronto Symphony from 
2015 to 2018. Beginning with the 2022-23 season, he joins the Ann Arbor Symphony as Music Director. 
   In all of his professional activities, Earl seeks ways to connect with fellow musicians and audiences on a 
personal level. His concerts to date in Canada, the U.S., China, and South Korea have often been accompanied by 
outreach events beyond the concert hall in the community at large. He has taken great pleasure in mentoring young 
musicians as former artistic director and conductor of the Toronto Symphony Youth Orchestra and as music director 
of the Pittsburgh Youth Symphony Orchestra. He is also a regular guest conductor with the orchestras of North 
America’s top music schools such as Manhattan School of Music and the New England, San Francisco, and Royal 
Conservatories. 
  As a cellist, Earl has performed at festivals such as the Marlboro Music Festival, Music From Angel Fire, 
Caramoor Rising Stars, and Ravinia’s Steans Institute, and has toured as a member of the East Coast Chamber 
Orchestra (ECCO), with Musicians from Marlboro, with and Gary Burton and Chick Corea as a guest member of the 
Harlem String Quartet. 

Earl has degrees in cello from the Curtis Institute of Music and The Juilliard School, and in conducting from 
Manhattan School of Music and the New England Conservatory. He was the recipient of the 50th Anniversary Heinz 
Unger Award from the Ontario Arts Council in 2018 and of a Solti Career Assistance Award in 2021, and has been 
awarded a Felix Mendelssohn Bartholdy Scholarship by Kurt Masur and the Ansbacher Fellowship by the American 
Austrian Foundation and members of the Vienna Philharmonic. He lives in New York City with his wife and their 
daughter. 
 

  



Royal Conservatory Orchestra      
Joaquin Valdepeñas, Resident Conductor  
The Royal Conservatory Orchestra (RCO), part of the Temerty Orchestral Program, is widely regarded as an 
outstanding ensemble and one of the best training orchestras in North America. Through the RBC Guest Conductor 
Program, four renowned conductors work with the RCO each season, allowing Glenn Gould School students to gain 
experience through professional rehearsal and performance conditions. A full week of rehearsals culminates in a 
Koerner Hall performance under the batons of such distinguished guest conductors as Sir Roger Norrington, former 
Ihnatowycz Chair in Piano Leon Fleisher, Bramwell Tovey, Johannes Debus, Peter Oundjian, Gábor Takács-Nagy, 
Ivars Taurins, Tania Miller, Andrei Feher, Mario Bernardi, Richard Bradshaw, Nathan Brock, Julian Kuerti, Uri Mayer, 
Tito Muñoz, András Keller, and Lior Shambadal. With four annual performances, participation in the RCO ensures that 
instrumental students in the Bachelor of Music and the Artist Diploma Program of The Glenn Gould School graduate 
with extensive orchestral performance experience. Additionally, winners of The Robert W. and G. Ann Corcoran 
Concerto Competition have the opportunity to appear each year as soloists with the RCO. Graduates of the RCO have 
joined the ranks of the greatest orchestras in the world, including the Cleveland Orchestra, the Metropolitan Opera 
Orchestra, the BBC Orchestra, the Montreal Symphony Orchestra, the Toronto Symphony Orchestra, Tafelmusik, the 
Canadian Opera Company Orchestra, the Winnipeg Symphony Orchestra, the Calgary Philharmonic, the Quebec 
Symphony Orchestra, the Hallé Orchestra of Manchester, the Hong Kong Philharmonic, the Cincinnati Symphony 
Orchestra, and Leipzig Gewandhaus. In addition to performances in Koerner Hall, the RCO has performed on 
numerous occasions at the Isabel Bader Performing Arts Centre in Kingston and has been heard repeatedly on the 
national broadcasts of the CBC Radio.  

 


