
 
 
 
WELCOME 
 
 

The Royal Conservatory of Music is overjoyed to welcome you back to share the vitality of live music together in person again. We 
have all yearned for in-person performances and this special concert season is infused with a revitalizing energy.  
 
In March, we have an exciting program including performances by acclaimed Korean pianist Seong-Jin Cho; Quebec’s Les Violins de 
Roy, who will perform Renaissance and Baroque works led by charismatic pianist Jeremy Denk; and one of George Frideric Handel’s 
most celebrated operas, Rinaldo. In celebration of performances returning to the live stage, this production not only features singers 
from The Glenn Gould School, but also many of the school’s orchestral musicians both in the pit and on the stage.  
 
The safety of our audiences, artists, and staff remains our absolute priority. Our audiences will remain fully masked throughout 
performances and we are vigilant about all COVID-19 protocols. We are also offering the option to enjoy many performances online 
from the comfort of your home, on our digital concert channel RoyalConservatory.Live.  
 
Since opening in 2009, Koerner Hall has been celebrated as one of the greatest concert venues in the world. Acclaimed internationally 
for its acoustic excellence, it has become a favourite for many of the world’s greatest performing artists. We are immensely proud of all 
that has been achieved through the addition of this magnificent concert hall to our city and nation.  
 
We are enormously grateful to our series and individual concerts sponsors and donors, including our benefactors Michael and Sonja 
Koerner, as well as our government funders: The Department of Canadian Heritage, the Ontario Arts Council, the Government of 
Ontario, the Ontario Cultural Attractions Fund, and the Toronto Arts Council.   
 
We are also extremely grateful to everyone who has continued to support our efforts by either keeping their tickets to rescheduled 
concerts or donating to our Fund for Koerner Hall. Your support of live performances is greatly appreciated.   
 
Music and the arts possess an astonishing power to change lives, transform futures, and build highly functioning societies. Established 
in 1886, The Royal Conservatory is now one of the largest and most respected music and arts institutions in the world. Please consider 
supporting our mission to develop human potential through music and the arts.  
 
On behalf of everyone at The Royal Conservatory of Music, we are thrilled to welcome you back and share live music once again.   
 
 
Dr. Peter Simon 
Michael and Sonja Koerner President & CEO 
The Royal Conservatory of Music 

Mervon Mehta 
Executive Director, Performing Arts 
The Royal Conservatory of Music

 
  

https://r1.arts-mail.com/t/366S-16PR0-7AJ1RS-RAZB4-1/c.aspx
https://www.rcmusic.com/support-us/donate-now


 

Galilee Chamber Orchestra, Saleem Ashkar, and Jon Kimura Parker  
Monday, March 21, 2022 at 8:00 pm  
This is the 1,068th concert in Koerner Hall 

 
Galilee Chamber Orchestra 
Saleem Ashkar, Music Director & conductor 
 
Jon Kimura Parker, piano 

 
PROGRAM 

 
Joseph Haydn: Symphony No. 59 in A Major, Hob.I:59 (“Fire”) 
      I.   Presto 
      II.  Andante o più tosto Allegretto 
      III. Menuetto 
      IV. Allegro assai 
 
Wolfgang Amadeus Mozart: Piano Concerto No. 21 in C Major, K. 467 
      I.   Allegro maestoso 
      II.  Andante 
      III. Allegro vivace assai 
 
INTERMISSION 
 
Karim Al-Zand: Luctus Profugis: Elegy for the Displaced 
 
Ludwig van Beethoven: Symphony No. 1 in C Major, op. 21 
      I.    Adagio molto – Allegro con brio 
      II.   Andante cantabile con moto 
      III.  Menuetto: Allegro molto e vivace 
      IV. Adagio – Allegro molto e vivace 
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Joseph Haydn  
Born in Rohrau, Lower Austria, March 31, 1732; died in Vienna, Austria, May 31, 1809 
Symphony No. 59 in A Major, Hob.I:59 (“Fire”) (c. 1767) 
In the late 1760s, within a decade of arriving in Eisenstadt, Haydn was writing, supervising, and directing operas for Prince Nikolaus 
Esterházy for a new palace, built in emulation of Versailles. It was named Eszterháza, after the family. When the first of its two opera 
houses was completed, in 1768, Haydn was well into one of his most creative periods producing both operas and symphonies. The 
symphonies included many ground-breaking, emotionally charged works that changed the concept and status of the symphony in the 
18th century and beyond. These include tonight’s symphony, No. 59, in A major, written around 1767 when the court’s centre of music-
making was already busily taking place among the many rooms of the new palace.   
  The nickname Feuersinfonie, or “Fire” Symphony, is found in a copy of the original manuscript which is not in Haydn’s 
handwriting. At the same time, it is not altogether inappropriate for a work of so striking and original a nature and the nickname has 
continued to be used since the 18th century. It is believed that all or parts of Haydn’s highly theatrical symphony were used in a 
production of a play entitled Die Feuersbrunst (The Conflagration) by Gustav Friedrich Wilhelm Grossmann, presented at Eszterháza 
by a visiting company in 1774. If so, Haydn would have remembered the A major symphony he had written six or seven years earlier. 
Man of the theatre that he was, he would have speedily adapted its volatile, emotionally charged passages to the stage action.  

Presto is an unusual tempo for the opening movement of a classical symphony. So is the opening itself: forward driving, 
propelled by an octave leap and rapid repetitions of the note A, only to give way, in the blink of an eye, to calmer, somewhat disarming 
repose. Haydn continues to exploit this quirky juxtaposition of the dramatic and the static, the energetic and the tranquil, to great effect 
throughout the movement, always varied, never predictable.   

The slow movement begins with a rather melancholy theme in the minor key, made up of irregular phrase lengths and played 
by the strings. It changes direction twice more, to C major, then back to A minor, still played by the strings alone. It then turns a corner 
and, as it plunges into the major key, suddenly re-introduces the oboes and horns. The effect is like that of a warm bath after a long 
walk on a frosty day. With the return of the minor key main theme again, a blast of cold air from the horns, fortissimo, keeps us on our 
toes. The same theme is picked up and developed in the Menuetto and its minor-key trio. The finale begins with stirring fanfares from 
horns and oboes, followed hard on their heels by galloping strings. Like the “Drumroll” Symphony (No. 103), the movement is based on 
this opening fanfare. It is a theatrical effect that brings a rousing conclusion to a highly individual work. 
 

Wolfgang Amadeus Mozart   
Born in Salzburg, Austria, January 27, 1756; died in Vienna, Austria, December 5, 1791 
Piano Concerto No. 21 in C Major, K. 467 (1785) 
Vienna in the 1780s was the musical capital of Europe. From his elegant apartment in the Domgasse, Mozart threw himself into the 
social whirl of his newly adopted city. For a few years, he was in tune with what the public needed and moved easily in fashionable 
circles. His name was soon on everyone’s lips and his success was spectacular, particularly among the noble families who maintained 
residences in the Austro-Hungarian capital during ‘the season.’ In 1782, he began to write a sequence of 17 remarkable piano 
concertos throughout the 1780s, bringing to the medium, for the first time, both the weight of symphonic thinking and something of the 
drama of opera. “These concertos are a happy balance between what is too easy and too difficult,” Mozart wrote to his father, Leopold, 
at the beginning of the journey. “They are very brilliant, pleasing to the ear, and natural, without being vapid. There are passages here 
and there from which the connoisseurs alone can derive satisfaction; but these passages are written in such a way that the less 
learned cannot fail to be pleased, though without knowing why.”  

Leopold judged K. 467 “remarkably difficult.” But Mozart was not afraid to challenge his own keyboard technique, particularly 
as his father was visiting his newly married son and would be present for the concerto’s first performance. Completed March 9, 1785, 
the C Major Concerto was written over a 27-day period. This was a frenetic period for Mozart, who gave an estimated dozen other 
concerts, continued to teach, and arranged a quartet party in which he played, alongside his father, three recent quartets from a set of 
six he dedicated to Haydn. The bustle of activity in the Mozart household is reflected in a positive way, perhaps, by the profusion of 
ideas in the first movement of K. 467. While the opening orchestral exposition derives almost entirely from the march-like figure with 
which the concerto opens, the piano, once led in by oboe, bassoon, and flute, introduces at least a half dozen themes in rapid 
succession, each flowing seamlessly into the symphonic argument.    

The slow movement is one of Mozart’s most famous and eloquent and in it, he offers one of his loveliest arias to reflect upon. 
[Swedish director Bo Widerberg thought so, too, when he built his romantic 1967 movie Elvira Madigan around the music of this 
movement]. Pulsing muted strings, chromaticisms, and incursions to the minor key add to the poignancy of what Mozart scholar Alfred 
Einstein describes as “an ideal aria, freed from all the limitations of the human voice.” Another commentator, Arthur Hutchings, likens 
the spirit of this magnificent movement to “an operatic character with a human soul.” The finale, a rondo, turns to the unambiguous 
world of the opera buffa, with the piano providing much of the high-spirited humour and responsive wit of an operatic finale. Taken as a 
whole, this concerto, from Mozart’s maturity, is clearly an illustration of Mozart’s artistry as both performer and composer.   
 



 

Karim Al-Zand 
Born in Tunis, Tunisia, in 1970  
Luctus Profugis: Elegy for the Displaced (2016) 
Tunisia-born, Ottawa-raised, McGill- and Harvard-educated composer Karim Al-Zand has taught composition and music theory at Rice 
University, Houston, for the past two decades. His solo, chamber, vocal, and orchestral works encompass a wide range of cultural and 
geographical inspiration. In 2006, he wrote a string sextet, Lamentation on the Disasters of War, after etchings by Goya. Written 10 
years later, Luctus Profugis is scored for string orchestra with vibraphone, and subtitled Elegy for the Displaced. The intense, often 
keening, and deeply felt short piece is built from repeated, layered patterns of lamentation from the strings that evolve from a haunting, 
ever-present three-note ground from the vibraphone. An agonised solo violin melody leads the music from its climactic crisis point to 
what one feels is a consciously indecisive conclusion. 

Karim Al-Zand adds: “Luctus Profugis is a lament that reflects on the European refugee crisis. The title translates roughly from 
the Latin as “Grief for the Displaced.” The word profugus has a connection to the opening lines of Virgil’s Aeneid, which describes one 
of the earliest refugees: Aeneas fleeing the Trojan war to the shores of Italy. The percussionist at the heart of the ensemble plays a 
simple three-note motive that [...] symbolizes for me the refugees’ journey, their tenacity, courage, and resilience. [...] It is my hope 
that Luctus Profugis serves as not only an elegy, but also a call to action.” 
 

Ludwig van Beethoven 
Born in Bonn, Germany, baptised December 17, 1770; died in Vienna, Austria, March 26, 1827 
Symphony No. 1 in C Major, op. 21 (1799–1800)  
In 1800, with the shadow of Mozart haunting both concerto and opera, and that of Haydn (still alive) hovering over the string quartet 
and symphony, it is hardly surprising that their successor approached the major musical forms with caution when he settled in Vienna, 
the city most closely associated with their greatest works. Beethoven waited seven years before staking a claim to the classical 
symphonic legacy and he prepared his offensive with care. The publication of his op. 1 claimed the piano trio as his own. His first 10 
piano sonatas did the same for the piano sonata. 

Beethoven, meanwhile, honed his skills in writing for orchestra with the first two piano concertos and positioned himself as the 
rightful heir to the string quartet with the six quartets of his op. 18. After drafting the opening movement of a C Major Symphony in 
1795, he put it aside, eventually transferring its opening theme to the finale of a new C Major Symphony that he began in 1799. By the 
following year, with many substantial works under his belt, Beethoven, now approaching 30, announced his First Symphony. The 
beginning of a new century was an auspicious time for a new symphonic voice in Europe’s most important musical centre. 
  The symphony opens with a surprise and a disorienting, carefully calculated start to Beethoven’s symphonic career. The first 
two question-answer chords are unrelated to the home key of C major. Two more sets of chords on different notes and then a circling 
passage for violins keeps an audience guessing as to the true tonality of the symphony. By the time the Allegro arrives, the music has 
firmly landed in C major and a feeling of forward momentum and anticipation is in the air. The idea of alternating wind and string chords 
that we find in the introduction is carried forward into the Allegro. Indeed, the prominence of Beethoven’s wind writing throughout the 
symphony came in for criticism at the time – though it is hard to imagine anyone taking issue with the lyrical, perfectly proportioned 
second theme on oboe and flute. Though not as revolutionary as the “Pathétique” Sonata that he wrote the previous year, the opening 
movement of the First is stamped with Beethoven’s individuality through its economy of means and his firm command of structure and 
proportion.   

A similar certainty of touch colours the second movement, which has come in for criticism for the way it conforms to 
convention. The third movement, however, does not. A minuet in name only, Beethoven’s one-in-a-bar whirlwind immediately severs 
any ties with the courtly dance of old and plunges us into his first symphonic scherzo. Its bustle and humour are enhanced by the calm 
and openness of the trio where sonorous wind chords act like pillars, anchoring the structure while the strings scurry around. There is 
more scurrying in the finale and a lot of humour, too, beginning with a slow-motion rising scale as the violins decide what the main 
theme is to be. But the humour has an edge and Beethoven’s confidence rings through. For all its caution and indebtedness to the 
Haydn of the London symphonies, Beethoven’s First Symphony marks an auspicious beginning. From now on, symphonies could no 
longer pour off a composer’s conveyor belt. For Beethoven, each subsequent symphony was to become a carefully crafted personal 
statement of increasing power and vision.  

 - Program notes © 2022 Keith Horner. Comments welcomed: khnotes@sympatico.ca 
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Jon Kimura Parker  
Jon Kimura Parker made his Royal Conservatory debut on November 8, 2009, during Koerner Hall’s inaugural concert season, and 
tonight marks his fourth appearance in Koerner Hall. 

 
Galilee Chamber Orchestra 
Saleem Ashkar, Music Director & conductor 
 
Violin I  
Guy Figer Concertmaster  
Yamen Saadi Concertmaster  
Kinneret Sieradzki  
Ibrahim Boulos  
Hagar Maoz  
Roni Oved  
Hila Brosh  
Elias Elias  
 
Violin II  
Etien Meneri*  
Nasif Francis  
Eesa Khuory  
Naama Serfaty  
Daniel Pukach  
Erica Miller  
Jeries Saleh  
 
Viola  
Doron Alperin*  
Alla Frimshtein  
Amichai Hefter  
Phoebe Kamhawi  
Leah Glick  
Maria Saleh  
 
Cello  
Alexander Doulov*  
Adi Tal  
Soheil Kanaan  
Adi Varon  
Botrus Saleh  
 
Bass  
Uri Arbel*  
Aleksander Gorny  

Flute  
Philipp Jundt  
Nardin Ballan  
 
Oboe  
Svetlin Doytchinov  
Lior Virot  
 
Clarinet  
Semion Ositiansky  
Samir Graieb  
 
Bassoon  
Carin Miller Packwood 
Yael Falik  
 
Horn  
James Sommerville** 
Ruth Varon  
 
Trumpet  
Boris Kertsman  
Dan Varon  
 
Timpani & vibraphone  
Tom Betsalel  
 
 
 

 

*  Principal  
** Guest artist  

https://www.jonkimuraparker.com/
https://galilee-chamber-orchestra.com/
https://galilee-chamber-orchestra.com/about-the-galilee-chamber-orchestra/music-director/
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The Royal Conservatory of Music mission 
 

Governance 
 

Senior staff 
 

 
Performing Arts Division 
Mervon Mehta, Executive Director  
Aida Aydinyan, General Manager  
Rysia Andrade, Box Office Supervisor  
Jennifer Bettencourt, Ticketing Data Administrator  
Brittany Bishop, Event Coordinator  
Pieter Bruelemans, Head Stage  
Andrew Bryan, Manager, Concessions & Beverage  
Kristin Campbell, Facilities Rental Manager  
Erika Carcone, Supervisor, Concessions & Beverage  
Dayna Dickenson, Head Video and Shift Coordinator  
Julian Gobert, Assistant Box Office Supervisor  
Ian Harper, Head Audio  
John Hudson, Ticketing Administrator  
Radostina Ivanova, Marketing Assistant 
Akshay Kaushik, Marketing Coordinator  
Heather Kelly, Director of Marketing  
Barbora Kršek, Concert Publicity Manager and Publications Editor  
Kareen Lalicon, Manager, Ticketing Services and Operations  
Chris MaGee, Supervisor of Licensee Events, Ticketing Services and Operations  
Bramwell Pemberton, Associate Manager, Ticketing Services and Operations  
Michelle Petrie, Facility Rentals Coordinator  
Heather Richards, Head Electrician  
Raúl Rodríguez, Assistant Audio  
Max Rubino, Programming Manager and 21C Music Festival Producer  
Alice Sellwood, Manager, Concerts & Special Projects  
Kevin Shea, Front of House Manager  
Alexandra Wylie, Assistant Manager, Front of House  
Annie Yao, Assistant Manager, Concessions & Beverage  
Paul Zivontsis, Production Manager 
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