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Prelude a l'apres-midi d'un faune 

Voyagers (1983) 

I. And yet beyond the traveled orbits ... 
II. You have not counted me ... 

III. I have sought to teach ... 
IV The old horizons ... 
V He covets sky and sun ... 

Rice Chorale 

Thomas Jaber, conductor 

INTERMISSION 

Symphony No. 4 in E minor, Op. 98 

Allegro non troppo 
Andante moderato 
Allegro giocoso 
Allegro energico e passionato 

Claude Debussy 
(1862-1918) 

Paul Cooper 
(b.1926) 

text by C. E. Cooper 

Johannes Brahms 
(1833-1897) 

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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I. 

And yet 
beyond the traveled orbits 
there must be others 

as surely 
as the spirit 
defies limits 

must be a path 
illumination 
beyond known light 
and knowledge 
of a farther kind 
edge of another sword 
tool of the heart and mind 

' bridge 
across sand and sky and rainforest 
link 
to what 
is yet unseen 

II. 

You have not counted me 
my kind 
our children 
among the family 
of man 
though we have lived 
and loved 
created 
wept our tears 
as you have done 

I'll claim for all of us 
an equal place 
a way of care 
I shall not seek to battle 
but to conquer 
by embracing 
embracing 
all of us 

you 

until our souls our will 
our heritage 
are woven to a single thread 
of many strands 
of multinatured unity 

We shall not fight 
but seek to know 

Voyagers 

C. E. Cooper 

III. 

I have sought 
to teach to reconcile 

Been honest 
with myself and them 
in finding truth 

however strange 
surprising 
it may be 
however it may contradict 
what we have long believed 

because I loved them 
loved life 
and clarity 
enough 
to give them voice 

Shall I die then 
for no more than 
a simple brace of thoughts 

So be it 

I shall go 
but that which I have taught 
shall linger 

So be it 

Reprobate 
corrupter 
of our young 

preacher 
of heresy 

Put him away 
put him to death 
do not allow his voice 
to muddy our ears 
our minds 

Put him to death 

put him to death 

put him to death 



IV. 

The old horizons 
edge too close 
they suffocate 
with worn proximity 

Give us an instrument 
however primitive 
a vehicle 
however frail 
to breach the barrier 
burst into other spaces 
find territories 
creatures 
untold wealth 
and room 
for bodies 
and for minds 

Old world 

more room 

we challenge you 
to keep us from 
the new 

v. 

He covets sky and sun 
he would be as a bird 
his feet 
the wheel 
his fathers made 
are not enough 
he will have wings 
soar out 
reach up 
into a far unknown 
become infinitude 
he will 
touch stars 

Some day 
he'll touch the stars 

his mind shall reach 
his will be stronger 
his heart beat longer 
his wings 
shall hold 
some day 
he'll touch the stars 

he will 
destroy himself 
a whirling trace of dust 
in a vast emptiness 
He'll tear the clouds apart 
look at the sun 
and blinded 
crash to earth 



PROGRAM NOTES 

Prelude a l'apres-midi d'un faune . . Claude Debussy 

Although early in his career Claude Debussy was an admirer of Richard Wagner, he 

soon became disenchanted with Wagner's ultra-romantic, dramatic style and forged a revo

lutionary, uniquely French style of his own . This style first appears in Prelude a I' apres-midi 

d'unfaune, Debussy's first major orchestral work, composed from 1892 to 1894. 

A primary influence for this new style was Stephane Mallarme , a Symbolist poet whose 

poem, "Afternoon of a Faun," inspired Debussy's work. Mallarme denied the descriptive, 

narrative use of language and instead dealt only with the suggestive and evocative quality 

of words. His poem relates no clear story; rather it presents a mythological faun's scattered 

thoughts as he dreams of chasing and seducing nymphs. 
Debussy matched Mallarme's abstract style with languid, sensuous music that is free of 

the goal-directed quality of much of Western music. As in the poem, there is no straightfor

ward program for the piece, and its ambiguous form seems to consist merely of flowing me

lodies that return in different guises throughout the work. Additionally, Debussy's free use 

of dissonance and exotiG.._ scales contributes to the floating quality of the composition. 

The composer's revolutionary treatment of the orchestra also adds to the work's sensu

ous effect. Inspired by the sounds of a Javanese gamelan at the 1889 Paris World Exhibi

tion, Debussy extracts a transparent and exotic sound from his large orchestra through his 

rich woodwind writing, the prominent harps, and a veil of muted strings. 
The piece was immediately successful, and Debussy's invocation of the essence of his 

subject led the critics to label him as an Impressionist composer, a term that helps describe 

the evocative beauty of the music of Debussy and his French contemporaries. 

- Note by Andrew Weaver 

Voyagers . . Paul Cooper 

Voyagers is the last of four large-scale works for double chorus and orchestra composed 

between 1970 and 1983. Each composition deals with humanity's struggles and aspirations: 

Credo (1970) responds to the existentialist claim, "God is dead"; Cantigas (1972) sets six 

Marian miracles of Alfonso the Wise; Refrains (1976) examines the hopes and aspirations of 

humanity from the standpoint of differing cultures throughout history; Voyagers (1983) ex

plores humanity's striving through voyages of the mind, spirit, and body. All four works were 

commissioned for specific occasions - Voyagers for the centennial celebration of the Uni

versity of Southern California School of Music. 
- Note by the composer 

Paul Cooper is the Lynette S. Autrey Professor of Music and Composer-in-Residence of 

The Shepherd School of Music. He was one of four faculty members brought together to plan 

the future of the Shepherd School in 19 7 4. 
Ross Lee Finney states: "I have come to consider Paul Cooper to be one of America's 

most distinguished composers. His music has deep emotional motivation and at the same 

time a simplicity and clarity that comes from his mastery of craft. The inner fabric is so sub

tle and the melodic flow so natural that on each hearing I find relationships I had not previ

ously noted. Perhaps I like his music so much because his roots are so much like my own." 

In Tune magazine states: "Cooper's music is immediately communicative and powerful, 

although he makes no gestures toward commercial tastes. Without sounding at all like Berg, 

the music leans in something of that direction: always highly passionate, exquisitely crafted 
in every detail, and serious in a dedicated way that's nearly religious." 

Robert Carl writes in Fanfare: "Cooper strikes me as a living American master long over
due for more substantial recognition and exposure. This is some of the most heartfeltedly 
beautiful music I have heard in a long time." 



Symphony No.4 in E minor, Op. 98 Johannes Brahms 

Because he worked in a time when the predominant taste in orchestral music was for huge, 
overblown works full of special instrumental effects, Johannes Brahms has generally been 
viewed as a conservative composer who relied on the traditional genres and instrumental en
sembles of eighteenth-century music. However, within these boundaries, Brahms created such 
powerful, emotional, and thoroughly romantic works that it is more accurate to say that he 
revised these old forms instead of being restrained by them . Nonetheless, Brahms embraced 
the position bestowed upon him as an upholder of the German tradition stretching from Bach 
to Beethoven, a formidable title that consequently led to high degrees of self-criticism and 
an arduous compositional process for the composer throughout his career. 

So intimidated was Brahms by the symphonies of Beethoven that he did not even present his 
first symphony to the world until 18 7 6, his forty-third year, after nearly twenty years of work
ing on the piece. Once this obstacle was overcome, however, his next symphonies followed 
shortly, with the fourth and final symphony completed in 1885, when he was fifty-two. Brahms 
wrote this symphony during the summers of 1884 and 1885 while vacationing in Meiningen. 
Working in relative solitude, he would send excerpts of the piece to friends, reacting very sen
sitively to their comments and often expressing huge misgivings about the piece. 

Brahms's doubts ~ere not entirely unfounded, for this symphony moves furthest from ro
mantic music that was attached to extra-musical ideas or 'programs.' While nineteenth-cen
tury audiences had been able to apply abstract descriptions to Brahms's first three sympho
nies (which he himself did not designate), the fourth symphony denies any of these extra-mu
sical associations and instead relies on the driving energy and intellectual power of the music 
alone for its imposing drama. 

Simultaneously, Brahms expands and experiments with standard forms throughout the work. 
The first movement, while cast in traditional sonata form, is striking in that Brahms represses 
any sense of climax in the development section and instead reserves it for the coda, not releas
ing the music's energy until the very end. The gentle second movement contains some of 
Brahms's boldest harmonic effects, especially in the opening horn call that is in the "wrong 
key." The third movement has the character of a scherzo, yet it is not a true scherzo. The bois
terous, jubilant movement is actually in sonata form and could easily conclude the work. Such 
a joyous finale would not be a fitting conclusion for a work of such grandeur, however, and the 
fourth movement closes the symphony with the same dramatic energy as the first . In a com
positional tour de force, Brahms eschews traditional procedures and constructs his finale over 
thirty repetitions of a single eight-bar bass line. Despite the inherent danger of such a rigid 
form, the music's energy flows uninterrupted all the way to the dramatic coda, where the pat
tern breaks and the symphony reaches a stirring conclusion. Despite Brahms's reservations, his 
fourth symphony was an instant success, and the music has lost none of its power to this day. 

-Note by Andrew Weaver 

UPCOMING ORCHESTRA EVENTS 

March 24, 26, 28, and 30. 7:30p.m.- SHEPHERD SCHOOL OPERA and the SHEPHERD SCHOOL 
CHAMBER ORCHESTRA present Copland's The Tender Land. (Carey Kugler, guest director; 
Larry Rachleff, conductor) Wortham Opera Theatre at Alice Pratt Brown Hall. 
Admission (general seating): $101$7. For advance tickets call 527-4933 

Wednesday, April24, 8:00p.m.- SHEPHERD SCHOOL CHAMBER ORCHESTRA Samuel Jones, 
conductor PROGRAM: Prokofiev Violin Concerto No.1 in D Major, Op. 19 (Yenn Chwen Er, 
soloist); Sibelius Romance inC Major; and Mozart Symphony No. 39 in E-jlat Major, K. 543. 
Stude Concert Hall. Free Admission. 

Friday, April 26, 8:00p.m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA Larry Rachleff, con
ductor PROGRAM: Mahler Symphony No. 5 in C-sharp minor. Stude Concert Hall. Free Admission. 


