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Bournemouth Symphony Orchestra
Founded in 1893 by Sir Dan Godfrey, the Bournemouth Symphony Orchestra has had among its Principal
Conductors some of the finest musicians in the world, including Rudolf Schwarz, Constantin Silvestri, Sir Charles
Groves and Paavo Berglund. More recently Andrew Litton raised the orchestra’s standards to new levels,
crowning its centenary season with a triumphant début tour of the United States in April 1994, followed by Yakov
Kreizberg and débuts at the Musikverein, Vienna, the Concertgebouw, Amsterdam, and Carnegie Hall, New York.
In October 2002, Marin Alsop became Principal Conductor, the first woman to hold this title for any British
symphony orchestra. The name of the orchestra is internationally known through over three hundred recordings,
including the award-winning release of Anthony Payne’s sketches for Elgar’s Symphony No. 3 (8.554719) with
Paul Daniel, and the symphonies of Vaughan Williams with the former Chief Guest Conductor Kees Bakels and
Paul Daniel for Naxos, and through overseas tours. In addition to its recording and international touring
commitments, the Bournemouth Symphony Orchestra is dedicated to providing orchestral music across the South
and West of Britain, with a varied programme of educational and outreach commitments, and makes regular
appearances in major festivals and concert-halls throughout the country.

Marin Alsop
Principal Conductor of the Bournemouth Symphony Orchestra since Autumn 2002, Marin Alsop won the Royal
Philharmonic Society Conductor of 2002 award and was Gramophone’s Artist of the Year 2003. Regular guest
appearances include the Chicago Symphony, Philadelphia Orchestra, New York and Los Angeles Philharmonics,
London Symphony and London Philharmonic, and in October 2004 she made her début with the Munich
Philharmonic. Marin Alsop studied at Yale and at the Juilliard School and won the Koussevitzky Prize at
Tanglewood, where she was a pupil of Leonard Bernstein, Seiji Ozawa, and Gustav Meier. Marin Alsop’s Naxos
discography thus far includes a highly acclaimed Barber cycle with the Royal Scottish National Orchestra,
Tchaikovsky’s Fourth Symphony (8.555714) with the Colorado Symphony, and the first in her series of recordings
with the Bournemouth Symphony: Bernstein’s Chichester Psalms, On the Town and On the Waterfront (8.559177).
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Philip Glass (b. 1937)
Symphonies Nos. 2 and 3
The now-legendary career trajectory of composer Philip
Glass, from serious student to art-scene impresario, the
driving of a cab and the weathering of downright hideous
reviews thrown in as a cautionary tale to give young
composers sleepless nights, has almost superseded his
rather important music. As a composer, his is a generous,
singular, unwavering mind; as a citizen of the
community, he is kind, giving, and notably avuncular and
optimistic. But it is his music that most people tend to
overlook, his carefully wrought experimental
compositions which, if their sound—too individual to
imitate without plagiarism—has not spawned generations
of imitators, their spirit certainly has.
Born in Baltimore in January, 1937, Glass became
familiar with music through his father, who was a radio
repairman and record salesman. After attending the
University of Chicago, where he studied mathematics,
with music as his principal distraction, he went to New
York to study at the Juilliard School. There he was
extremely prolific, though he was writing music that is
nothing like the work we know him for today. Like all
good composers of his generation, he went to Paris to
study with Nadia Boulanger, the twentieth century’s
greatest teacher, but it was not through her tutelage that
the apocryphal scales would fall from his eyes, but
through a fortuitous work-for-hire job he got
transcribing and notating Indian music played by Ravi
Shankar. He withdrew all his earlier work, and began to
use these Eastern techniques in his experimental music.
Glass formed his own, self-named ensemble – his
approach was, and has always been, very D.I.Y. – and
wrote long, repetitive process pieces for them, the most
famous of them being Music in Twelve Parts (an
evening length concert work) and Einstein on the Beach
(a full-scale opera, and his first collaboration with
director and co-visionary Robert Wilson). These stillinfluential works serve as a pair of musical “shots heard
‘round the world” for many members of New York’s
downtown experimental set. As he eschewed the usual
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concert music venues, playing, instead, in the lofts, art
galleries and clubs which populated pre-commercial
SoHo and TriBeCa in the mid-1970s, his reputation,
both as saint and blasphemer (depending on who you
asked) grew.
The Philip Glass Ensemble continues to tour regularly
with many of the same members, and though he has
written much music for them, a large portion of his output
continues to be for more traditional groups: there are
string quartets, concertos, tone poems, film scores, operas,
and symphonies. And lately his bad reviews have turned
good (proving the notion that to get good notices in the
New York press, one only need persevere long enough).
He continues, at this date, to be as prolific as ever.
The Second Symphony was originally commissioned
by the Brooklyn Academy of Music, and its première
took place in 1994 there, with Dennis Russell Davies
(a staunch Glass advocate, commissioning most of his
orchestral music) conducting the Brooklyn Philharmonic
orchestra. It is cast in three movements, large paragraphs
(as Glass is wont to do), more invested in polytonality,
where music is in more than one key simultaneously,
than many of his other more straightforward pieces,
with the exception of his big opera Akhnahten. “The
great experiments in polytonality carried out in the
1930s and 1940s show that there’s still a lot of work to
be done in that area,” says Glass, but, unlike the major
experimenters with this sort of sound world (most
notably French composers like Honegger and Milhaud)
who just sort of shoved one key atop another to make
for rather crunchy harmonies, dissonances that bend the
ear yet still have all the benefits of normal tonal motion,
form, and cadence, Glass is more interested in the
ambiguity this sort of language creates. It is the aural
equivalent of looking at an Escher print – you hear
things differently depending on where you choose to
focus your ear.
The first movement is something of a slow burn,
building in intensity, dank and a little screechier than
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many of Glass’s “prettier” works, but ending in a
calculated whimper; the second movement picks up
where the first left off, equally dark, with a persistence
and a sombre quality which one might hear as
somewhat despondent; the final movement, contra all
the fascinating murk of the preceding two, is spirited
and bright, favoured by bells and whooshing woodwinds,
all swirling to a barnburning conclusion.
Though it bears the same title, Glass’s Third Symphony
is quite a different experience from the second. This piece,
composed on a smaller scale, was commissioned by the
Würth Foundation for the Stuttgart Chamber Orchestra, who
gave the first performance in Künzelsau, Germany, in
February, 1995. When writing for a chamber orchestra,
nineteen string players in this instance, it becomes less
about orchestral texture and timbre, more about soloistic
playing, with each instrumentalist functioning more like a
member of a string trio or quartet than of an orchestra.
With this in mind, Glass composed a much denser, more
intimate piece, cast this time in the traditional symphonic
four movements.
“The opening movement,” writes Glass (in liner
notes to a prior recording), “a quiet, moderately paced
piece, functions as a prelude to movements two and
three, which are the main body of the symphony. The
second movement mode of fast-moving compound
meters explores the textures from unison to multi-

harmonic writing for the whole ensemble. It ends when
it moves without transition to a new closing theme,
mixing a melody and pizzicato [plucked strings as opposed
to being bowed] writing. The third movement is in the
form of a chaconne, a repeated harmony sequence. It
begins with all three celli and four violas, and with each
repetition new voices are added until, in the final
variation, all nineteen players have been woven into the
music. The fourth movement, a short finale, returns to
the closing theme of the second movement, which
quickly re-integrates the compound meters from earlier
in that movement. A new closing theme is introduced to
bring the Symphony to its conclusion.”
In both of these pieces, Glass returns (in his way) to
his Juilliard roots, writing polyharmonies, rousing
finales, and fully formed symphonic sprawls which are
far more redolent of, say, the Vincent Persichettis or the
William Schumans of his graduate school training than
the Laurie Andersons or Terry Rileys of the SoHo 70s.
These symphonies, though longish in duration, are taut,
constructed works, bearing their name not out of flash
but rather out of design. He did not just compose big
pieces for orchestra and attach a classy title, for these
pieces truly are symphonies in their scope, intention,
and seriousness of purpose.
Daniel Felsenfeld

Note from the Conductor
Conducting and recording the music of Philip Glass is the completion of a circle for me. I first met Philip Glass in
the late 1970s when I started playing violin on some of his recording projects. In 1982 I had the great opportunity
to perform as soloist for the world première run of his multi-media work: The Photographer, at the Brooklyn
Academy of Music. The new music scene in Manhattan was one of my major inspirations at that time, so working
closely with Philip and his ensemble was a dream come true.
I had not seen Philip since the mid 1980s until he attended an all Glass concert that I conducted in London.
Like his music, it felt like the continuation of an old friendship, only changed in a simple but profound way.
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Founded in 1893 by Sir Dan Godfrey, the Bournemouth Symphony Orchestra has had among its Principal
Conductors some of the finest musicians in the world, including Rudolf Schwarz, Constantin Silvestri, Sir Charles
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Philharmonic Society Conductor of 2002 award and was Gramophone’s Artist of the Year 2003. Regular guest
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Philip Glass has enjoyed a degree of
popularity unusual among contemporary
composers. A pupil of Nadia Boulanger, he
was also influenced by the Indian sitar
player Ravi Shankar and has won a
reputation as an exponent of minimalism,
based on the systematic repetition of a
motif, modified or extended. In both the
epically-proportioned Second Symphony
and the smaller scale Third Symphony
(for chamber orchestra), Glass returns, in
his own way, to his roots at the Juilliard
School, writing polyharmonies, rousing
finales, and fully formed symphonic
paragraphs. They are true symphonies
in scope, structure and seriousness of
purpose.

