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PROGRAM 

Serenade No. 2 in A Major, Op.16 

Allegro moderato 
Scherzo. Vivace 
Adagio non troppo 
Quasi menuetto 
Rondo. Allegro 

Larry Rachleff, conductor 

INTERMISSION 

The Howling Infinite (1997)(Premiere) 

Scott O'Neil, conductor 

Johannes Brahms 
(1833-1897) 

Phillip Ratliff 
(b.1964) 

Piano Concerto No. 4 
in G Major, Op. 58 

Ludwig van Beethoven 
(1770-1827) 

Allegro moderato 
Andante con moto 
Rondo. Vivace 

Akiko Konishi, soloist 
Scott O'Neil, conductor 

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. 

UPCOMING ORCHESTRA CONCERTS 

Friday, December 5, 8:00 p.m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA 
Larry Rachlejf, conductor; Scott O'Neil, guest conductor 
PROGRAM: Copland - El Salon Mexico; Barber- Violin Concerto, Op. 14 
(Marie-Andre Chevrette, soloist); and Dvorak- Symphony No. 8 in G Major, Op. 88. 
Stude Concert Hall. Free admission. 

Saturday, December 6, 8:00 p.m. - SHEPHERD SCHOOL CHAMBER ORCHESTRA 
Larry Rachlejf, conductor; Alastair Willis, guest conductor 
PROGRAM: Stravinsky- Suite No. 2 for Small Orchestra; Bart6k- Music for Strings, 
Percussion, and Celeste; and Cop/and - Appalachian Spring (chamber version). 
Stude Concert Hall. Free admission . 

UPCOMINGBRAHMSFESTCONCERT 

Wednesday, November 19, 8:00 p.m. Desmond Hoebig, cello; and Rodney Waters, piano 
PROGRAM: Brahms - Sonata in E minor, Op. 38 and Sonata in F Major, Op. 99; and 
Schubert-Sonata in A minor, D. 821 ''Arpeggione." Duncan Recital Hall. Free admission. 



PROGRAM NOTES 

Serenade No. 2 in A Major, Op. 16 . . Johannes Brahms 

Beginning in 1857, Johannes Brahms was engaged for three seasons at the 
court of Detmold, Germany, where he was the piano teacher, conductor of the 
choral society, and court performer. Since his duties at the court were only dur
ing the months of October to December, Brahms spent the remainder of his 
time performing and composing in various cities throughout Germany. It was 
during this period that Brahms began working on his two orchestral Serenades. 

While they were completed within two years of each other (1859-60), each 
serenade maintains a distinct identity, as accurately described by Malcolm 
MacDonald in his book, Brahms: "The first (in D major, Op. JI) is almost 
recklessly expansive, in six movements lasting nearly an hour, and contrasts 
rustic simplicity with practically symphonic scope, especially in its first three 
movements. The second (in A major, Op . 16) is smaller in dimensions, has 
only five movements, and is marked by a greater intimacy of expression -
partly achieved by some of his subtlest and most poetic orchestration. The 
absence of violins makes it essentially a work for wind instruments with string 
accompaniment, and this is reflected in the whole character of the writing." 

Serenade No. 2 is innovatively scored for double woodwinds (plus piccolo 
in the Finale), two horns, violas, cellos, and basses. This unique instrumenta
tion employs a rich texture with the subtle, yet expressive mixtures of tone 
colors. Without the inclusion of violins to carry or even reinforce the principal 
melodic themes, Brahms assigns almost all of the melodic statements to the 
winds while establishing a certain freedom with the violas, which now provide 
the upper voice of the string sound. The opening movement in sonata form be
gins with a pastoral theme, distinguished by a gentle triplet rhythm and devel
oping organically into the strikingly Schubertian second theme in thirds. While 
there is no repeat of the exposition, Brahms enters upon the development with 
a restatement of the first subject in the tonic, giving the false impression of a 
repeat. The recapitulation is also somewhat deceptive, with the return of the 
theme unassertively insinuated into the texture. Following this refined, if illu
sory, opening movement is a brief and uninhibited Scherzo in the style of a fast 
country dance. Another dance movement in the serenade is the fourth, which 
is marked Quasi Menuetto and is much more delicate in character. Its subdued, 
contemplative nature is quite appropriate, following the haunting theme of the 
elaborately constructed Adagio non troppo. While the work's central movement 
exemplifies a certain complexity in form and contrapuntal technique, the sha
dowed, introspective lyricism is what marks this movement as one of the most 
poetic things Brahms has ever written. Interestingly, its character is not unlike 
the persona of Brahms, himself. However, it seems that Brahms took the oppor
tunity to exhibit several aspects of his personality in this serenade, because his 
Finale bursts through in a total contrast of style. With an abundance of good 
humor, this lively, outgoing Rondo is where the piccolo makes its entrance, its 
clear, bright timbre further embellishing the texture and bringing the serenade 
to a stunningly brilliant conclusion. 

- Note by Emily Perryman 

The Howling Infinite . . Phillip Ratliff 

Most of the ideas in The Howling Infinite are taken from my earlier piece 
for chamber ensemble and baritone, The Lee Shore, whose text is taken from 
Moby Dick: "Know ye, now, that all deep earnest thinking is but the intrepid 
effort of the soul to keep the open independence of her sea. So better it is to 
perish in that howling infinite than be ingloriously dashed upon the lee." 
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As in The Lee Shore, the vastness and immensity of the ocean suggested 
vivid images for The Howling Infinite. The ocean metaphor is projected on
to the piece in its swirling, eddying motives, its often diffuse and elusive tone 
colors, and in its incessant meter. It was interesting to revisit the material of 
a few years earlier and to find more possibilities and more complex ways of 
developing the metaphor. The result is entirely different - one who heard 
The Lee Shore would only find only vague similarities. 

In fact, The Howling Infinite itself has undergone a major transformation . 
It was originally a piece for large orchestra, and much lengthier. My style is 
much more harmonically compressed, and the major revisions to this piece re
flect this change. In my mind, the first The Howling Infinite no longer exists 
except as a doctoral thesis . 

- Note by the composer 

Piano Concerto No. 4 in G Major, Op. 58 . . Ludwig van Beethoven 

"[Beethoven] is as original and singular as a man as are his compositions; 
usually serious, at times merry but always satirical and bitter. On the other 
hand he is also very childlike and certainly very sincere. He is a great lover of 
truth and in this goes too far very often; for he never flatters and therefore 
makes many enemies." 

- Wilhelm Rust, in a letter to his sister (1808) 

Indeed, Beethoven made many enemies while preparing for the December 
1808 premiere of his Fifth and Sixth Symphonies on a concert with the first 
public performances of his Mass in C Major and the Piano Concerto No. 4 in 
G Major, Op. 58. Stories told about this concert have secured it an infamous 
place in Beethoven's biography. His wild gestures at the piano knocked over 
the candles that lit his score, and he was barred from rehearsals after he of-
fended almost everyone in the orchestra. Even at the concert, Beethoven em
barrassed and insulted the performers by stopping them and making them play 
again when they had made a mistake. Because of these events, this concert is 
often discussed, but it is even more significant that here the Fourth Piano Con
certo and the Fifth Symphony appeared on the same program. 

While Beethoven completed the Fourth Piano Concerto in 1806, and the 
Fifth Symphony was not finished until 1808, his sketches show that during 
1805-06 he had been working on both pieces at the same time. In the first move
ment of the Fourth Piano Concerto, Beethoven uses a subject that has more 
melodic interest and rhythmic variety than any in his previous concertos, and 
he anchors it to an extremely simple rhythmic cell consisting of repeated notes. 
Much has been written about the first movement of his Fifth Symphony being 
based on a simple rhythmic cell of repeated notes. In fact , Beethoven uses the 
same rhythmic cell for both of these movements. The relationship between these 
two pieces is not that they sound similar, rather that Beethoven wrote these two 
movements based on the same rhythm but created two pieces that are at oppo
site ends of the spectrum emotionally. He achieved this contrast by giving the 
Piano Concerto a major key, a gentler tempo, a less aggressive scoring, and 
by embedding the rhythm in common-chord harmonies . 

It is very unusual that the piano plays in the opening measures of the con
certo. This had only been done once before (by Mozart, in his Piano Concerto 
in E-jlat, K. 271) and certainly not to this effect. Here the piano enters alone, 
and while a quiet entry was predictable for Beethoven, since he usually began 
his concertos unobtrusively, this is a very unusual five-bar phrase with much 
rhythmic variety. The orchestra finally enters in measure six in B major, and 
this is strikingly unexpected since the piano has just stated the theme in its orig
inal key, G major. 

While this concerto is considered the most poetic and least aggressive of 
Beethoven's piano concertos, it is not without its technical difficulties . The first 
movement, though never sounding very fast, actually has some of the most rapid 



note playing in any concerto because of Beethoven's frequent use of triplet six
teenth-notes. 

In the second movement, the piano converses with the strings as though try
ing to soothe them. People have suggested that this movement has a program
matic basis. Some have called it "Beauty and the Beast" or even "Orpheus 
and the Furies," alluding to literary references. The strings' theme, however, 
is reminiscent of the Rex tremendae of Mozart 's Requiem, and this musical 
reference suggests something more profound. Ultimately, the piano's plaintive 
theme wins the strings over as the movement closes in a most touching manner. 

Like all Finales in Beethoven's concertos, this one is a Rondo. It strays from 
a traditional five-part rondo (ABABA) in that the middle of the movement is 
expanded with developmental episodes. Again, the beginning of this movement 
is striking as it is not in the proper key (G major); rather it begins in C major 
and does not find its way to G major until eight or ten bars later. The charac
ter of this movement is light and playful throughout . 

- Note by Jonathan Swartz 

BIOGRAPHIES 

A graduate of The Shepherd School of Music (D.M.A . 1995), PHILLIP 
RATLIFF considers Houston an adopted hometown . His teachers have includ
ed Ellsworth Milburn, Paul Cooper, and Edward Applebaum. His work Psalm 
(1993) was featured on the Da Camera series as part of their People's Choice 
concert and performed by cellist Fred Sherry and pianist Sarah Rothenberg. 
Phillip Ratliff finds much of his inspiration in the works of novelist and philo
sopher Walker Percy. His string quartet Signposts in a Strange Lane (1993) 
was recorded for compact disc at the Banff Centre for the Arts and was recently 
featured on WGBH's syndicated Morning Pro Musica. Binx (1997) , for clari
net, piano, percussion, and violin, was recently performed by Continuum at the 
Oregon Festival of American Music. Dividing his time between Boston and 
Cleveland, he is regularly featured on Composer in Red Sneakers concerts . 
His recently completed Travolta for chamber symphony, inspired by the disco 
phenomenon, will be performed next year by the Cleveland Chamber Symphony. 
Mr. Ratliff is currently on the composition faculty of Cleveland State Univer
sity and has taught at Brandeis University and the Longy School of Music . 

AKIKO KONISHI started piano studies at the age of five and has since re
ceived numerous awards. A two-time state winner of the Baldwin Junior Key
board Competition in Pennsylvania, she successfully completed the Jackson 
Caferata Memorial Competition and the American Music Scholarship Associa
tion's World Competition, the latter earning her a performance in Carnegie
Weill Recital Hall in New York. She was also a finalist in the Bartok Compe
tition in California and the Grand Prize winner of the 1995 California Profes
sional Music Teachers' Association Concerto Competition. She has performed 
in master classes for Gyorgy Sandor, Alexander Jenner, Christopher Elton , 
and Phillippe Bianconi, and was a participant of the International Piano 
Master Classes in Prague this past summer. Her previous teachers include 
Andor Kiszely in Philadelphia and Antoinette Perry in Los Angeles. Currently 
a junior undergraduate student of Robert Roux, Miss Konishi performs this 
evening as a winner of the 1997 Shepherd School Piano Concerto Competition. 

SCOTT O'NEIL is in his third year as a graduate conducting student of 
Larry Rachlejf at The Shepherd School of Music . He previously attended the 
Oberlin Conservatory and the Eastman School of Music where he was the 
Assistant 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, Conn.). 
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