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PROGRAM 

Symphony No. 3 in F Major, Op. 90 

Allegro con brio 
Andante 
Paco allegretto 
Allegro 

Sensemaya 

Symphony No. 3, 

INTERMISSION 

Scott O'Neil, conductor 

"Palo Duro Canyon" (1991) 

Johannes Brahms 

(1833-1897) 

Silvestre Revueltas 

(1899-1940) 

Samuel Jones 

(b. 1935) 

In consideration of the performers and members of the audience, please 
check audible paging devices with the ushers and silence audible timepieces. 
The taking of photographs and use of recording equipment are prohibited. 
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WINDS, BRASS, AND PERCUSSION LISTED ALPHABETICALLY. 

STRING SEATING CHANGES WITH EACH CONCERT. 



PROGRAM NOTES 

Symphony No. 3 in F Major, Op. 90 Johannes Brahms 

_ Johannes Brahms' Third Symphony was written at a time when music was 
filled with intense emotion . Because he allowed classical restraints and bal
ances to influence his music , Brahms came to be regarded as a conservative. 
Perhaps more than conservative, he was innovative in his combination of two 
seemingly contradictory styles - Romantic and Classical. This unique com
bination led to acclamations of Brahms as an upholder of a German tradition 
stretching from Bach to Beethoven . Brahms held this tradition in such regard 
that he spent many years cultivating his symphonic style; in fact , his first sym
phony was introduced some twenty years after he had first begun composing. 

Brahms completed his Third Symphony in 1883 in Wiesbaden surrounded 
by the Rhine and Taunus mountains. These picturesque environs were of in
terest to the members of Brahms' audiences, some of whom went so far as to 
try to link key changes with changes of seasons. Regardless of this, Brahms is 
deeply expressive in his great musical expansion that occurs within the con
fines of the traditionally Classical movements. The first movement is in a 
typical sonata form , but what occurs within is quite remarkable. Expansion 
takes place in the wide-ranging themes that span three octaves. On the other 
hand, the harmonically complex development is rather concise, allowing the 
movement to drive to its climactic point in the coda . The second movement, 
Andante, is wonderfully simple in both its melodic and harmonic content. Its 
tranquillity acts as a contrast to the complexity of the previous movement. 
The third movement is rather light in texture, but takes on a somber mood as it 
opens in an uncharacteristic minor key . Here Brahms' rhythmic combinations 
are so intricate that they often draw the listener's attention from the melody. 
The final movement displays Brahms' remarkable combination of Classical 
and Romantic elements. Within the confines of a traditional finale, Brahms 
creates unity by returning briefly to themes from previous movements, and 
evokes powerful emotions through a conflict of major and minor keys and rich 
harmonic development. Brahms' most expressive moments occur in the coda 
as the themes are worked out until they finally resolve into calmness. This sym
phony was met with great praise from his contemporaries and is a favorite of 
audiences today. 

- Note by Rachel Rhinehart 

Sensemaya . Silvestre Revueltas 

Written just three years before Revueltas ' death in 1940, Sensemaya 
represents the culmination of his compositional style and creativity in terms of 
both its technical difficulty and complexity. Explorations of rhythms character
ize much of Revueltas' music, and this work best exemplifies that feature. 

Sensemaya's powerful rhythmic elements reflect the text of the poem upon 
which it is based: "Sensemaya - Canto para matar una culebra" (Song for 
the death of a snake) by Afro-Cuban poet Nicolas Guillen . A clear link between 
music and text is made evident as Revueltas utilizes the metric rhythm of the 
opening verse of poetry as the basic rhythmic cell of the piece from which all 
musical material is derived. Though Sensemaya follows no strict formal 
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structure, it maintains a coherency in its use of three principal themes that are 
heard throughout. Though the nature of this piece is rather chromatic, its 
harmonic movement is quite static . Rather, it is the rhythmic structure that 
acts as the driving force . Revueltas' remarkable orchestration creates intense 
levels of dynamics and textures, weighted with a number of low brass and 
percussion instruments, but all the voices remain utterly clear. These aspects 
give merit to the oft-made comparison with the music of Igor Stravinsky. 

- Note by Rachel Rhinehart 

Symphony No. 3, "Palo Duro Canyon" . . Samuel Jones 

My Third Symphony was commissioned by the Amarillo Symphony Orches
tra with the request that it somehow be based upon the Palo Duro Canyon, an 
impressive natural wonder which is located some twenty miles south of Ama
rillo and which exerts such a powerful influence on the people of that region. 
The work received its premiere on May 1, 1992, at the Amphitheater of the 
Palo Duro Canyon State Park with Music Director James Setapen conducting 
the Amarillo Symphony. Since its premiere it has received numerous perf or
mances both in this country and abroad, and a television program featuring 
the symphony has been broadcast over more than 140 of the nation's PBS 
stations. Tonight's performance is its Houston premiere . 

As I was composing this work there were several ideas I wanted to be sure 
it incorporated. I wanted the piece to have many different layers - of sound 
and of meaning. I wanted it to conjure up an intuitive awareness of the long 
movements of time required for the creation of a canyon . I also wanted in 
some way to pay homage to native Americans, to whom this canyon was a 
sacred place . And I wanted to capture in music that magical moment which 
everyone experiences when they first see the flat , treeless High Plains fall 
dizzyingly away into the colorful vastness of the Palo Duro Canyon itself 

This work became for me a series of meditations inspired by the canyon . 
The form that these meditations took was that of a symphony with the usual 
four sections, but in this case connected together into one overarching move
ment. The symphony begins with music which depicts the ever-present wind 
as well as the landscape of the plains. After a time , swooping woodwinds 
and strings portray the bottom dropping away as we catch our first sight of 
the canyon. The feeling becomes spacious, open, noble, as the brasses pro
claim the canyon theme for the first time. The music then descends to the 
very depths of the orchestra and begins an extended section which describes 
the geological eras which one sees in the canyon walls . 

The second section opens with a lyrical English horn solo and functions 
both as the slow movement and as the subsidiary theme of the large sonata 
form which is the symphony's overall shape . It is interrupted from time to 
time by an ominous fragment of the earlier music, which eventually takes over 
as a mysterious, deep-voiced chorale to remind us that despite the beguiling 
natural beauty of the canyon the forces of nature are ignored at our peril. 

The third section functions as both development section and scherzo. It 
begins with the plains theme in muted brasses, as a fugato shorn of intervening 
contrapuntal connections . The strings then take over the fugato, vehemently 
this time rather than with the hushed tones of the opening. Just as the fugato 
builds to its most complex and intense moment, everything abruptly halts 



and the violins lead to new material, an extended section built from actual 
Comanche Indian themes. Later these themes are interrupted by the violins, 
whose variant of the plains theme now suggests the music of white settlers. 
The two themes struggle for ascendancy, finally appearing together simulta
neously. Almost immediately, however, they are both cast aside by the canyon 
theme, as if to remind us that human affairs come and go, but the canyon (as 
a metaphor for the earth) preceded us and will endure long after us . This re
capitulation ushers in the last section . 

Throughout the foregoing one can sense the passage of time on several 
levels. The music can be felt as a journey from ancient prehistory through the 
relatively recent period of human habitation of the earth on toward the distant 
future . Or it can be perceived as the progression of time within one day from 
first light to the starlit evening. In composing the coda of the work I was 
haunted by the feeling we all have had when we lie on our backs and contem
plate the stars and through them the universe itself and the ancient mysteries -
what does it all mean? what is our role in it? what lasts? The symphony has 
divided its tonal universe into three equal parts. Music centered on D (which 
signifies the earth) and that centered on B-flat (which signifies human life) 
now alternates with that centered on F-sharp (which signifies the creative 
spirit of the universe) . In the end, it is the F-sharp which remains,floating, 
seemingly forever, over all. 

* * * 
I should like to acknowledge the assistance of several of my colleagues in 

the preparation of this composition: Arthur Gottschalk,for help in creating 
the wind sounds which open the work; Richard Brown, for designing the 
"Bundle of Sticks" used in the Comanche theme segment and Don Russell for 
constructing the instrument; and Raphael Fliegel for some elegant suggestions 
regarding bowing. 

- Note by the composer 

BIOGRAPHY 

SCOTT O'NEIL is in his second year as a graduate conducting student of 
Larry Rachleff at The Shepherd School of Music. He previously attended the 
Oberlin Conservatory and the Eastman School of Music where he was the As
sistant Conductor and Program Coordinator of Ensembles. He has also served 
as Assistant Conductor of the Northern Ohio Youth Orchestra, the Oberlin 
Community Singers, and the Candlewood Theater (Danbury, Connecticut) . 

UPCOMING ORCHESTRA CONCERTS 

Wednesday, April 23, 8:00 p.m. - SHEPHERD SCHOOL CHAMBER ORCHESTRA 
Samuel Jones, guest conductor PROGRAM: Ravel Mother Goose; Wagner Siegfried 
Idyll; and Debussy Petite Suite (Scott O'Neil, conductor). 
Stude Concert Hall. Free Admission. 

Friday, April 25, 8:00 p .m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA 
Larry Rachleff, conductor PROGRAM: Mahler Symphony No. 6. 
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Stude Concert Hall. Free Admission. ..__. .( 


