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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, the
symphonies of Vaughan Williams with the former Chief Guest Conductor Kees Bakels and Paul Daniel, and
recordings of works by Philip Glass, Leonard Bernstein, and John Adams under Marin Alsop for Naxos (8.559031),
this last chosen as Editor’s Choice in the November 2004 issue of The Gramophone magazine. The orchestra is also
now well known through increasing international exposure in 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 2002, Marin Alsop won the Royal
Philharmonic Society Conductor of the Year award that season and was named The Gramophone magazine’s Artist
of the Year in 2003. She regularly conducts the Chicago Symphony, Philadelphia Orchestra, New York
Philharmonic, Los Angeles Philharmonic and the London Symphony Orchestra, and recent guest engagements
include the Royal Concertgebouw Orchestra, NDR Hamburg and Munich Philharmonic. Marin Alsop studied at
Yale and at the Juilliard School and won the Koussevitzky Conducting Prize at Tanglewood, where she studied
with Leonard Bernstein and Seiji Ozawa. Her recordings for Naxos include the Brahms Symphonies and Overtures
with the London Philharmonic which will be completed in 2006, the complete orchestral works of Samuel Barber
(6CDs) with the Royal Scottish National Orchestra and Tchaikovsky’s Fourth Symphony (Naxos 8.555714) with
the Colorado Symphony. This is her fifth disc with the Bournemouth Symphony Orchestra, following upon the
success of the Bernstein (Naxos 8.559177), John Adams (Naxos 8.559031), Philip Glass (Naxos 8.559202) and
Bartók (Naxos 8.557433) releases.

Portman Building Society has supported the BSO as Corporate Benefactor since 1998, and in 2003 announced a
further three-year commitment as the orchestra’s Principal Sponsor. The Society’s award-winning sponsorship is
widely appreciated as a model of continuing good practice and development, and includes several important
initiatives including support for recordings of the orchestra conducted by its Principal Conductor, Marin Alsop.
Portman is the UK’s fourth largest Building Society and offers a wide range of personal finance products,
including savings, mortgages, insurance, financial planning and sharedealing.  
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work is that known today as the Second Symphony.
The coming to power of the Third Reich in January

1933 made it all but impossible for Weill’s works to be
staged in Germany, leading to his departure for Paris
with the sketches of a symphony commissioned by the
noted patron of new music, Princess Edmond de
Polignac. Completed early the following year, this
‘Second’ Symphony (not designated as such by Weill,
who never numbered his previous symphonic effort)
was duly given by Bruno Walter in Amsterdam on 11th
October 1934, and repeated in New York that
December, on each occasion to unenthusiastic critical
and public response. It then languished for over three
decades, and only since the 1980s has begun to find a
place in the orchestral repertoire. 

Whereas its predecessor was in three interlinked
sections, the Second Symphony consists of three
separate movements which form a straightforward fast-
slow-fast sequence. The first of these has a Sostenuto
introduction the rapid-fire motif of which takes hold of
the orchestra with insistence. A bitter-sweet trumpet
melody leads into the Allegro molto, with its incisive
first theme and an anxiously expressive rejoinder. After
a brusque codetta, the music passes through a tense
development which culminates in a forceful climax,
then a reprise which varies the two main ideas. This is
interrupted by a nostalgic recall of the introduction,
before rounding off the movement as before. The
central Largo opens with a theme for whole orchestra,
its distinctive rhythmic profile seldom out of earshot. A
mock-solemn trombone melody is elaborated in more
lyrical though hardly untroubled terms, leading to the
climactic return of the main theme. The lyrical music

proceeds in an appreciably varied guise, including an
elegant flute solo over pizzicato strings, before its
strenuous culmination is cut short, leaving the initial
theme to end the movement in wistful regret. The
Allegro vivace finale sets off with a hectic woodwind
idea which recurs on two occasions. Between them
comes a vamping theme for strings and a march
episode, by turns angular and mocking. The coda harks
back to that far-off trumpet melody from near the
work’s beginning, before hurtling on to a breathless
close.

The evolution of Weill’s music after he settled in
the United States in 1935 is that of his reconciling his
own dramatic instincts with the indigenous American
music-theatre, above all, the Broadway musical.
Nowhere is this better demonstrated than in Lady in the
Dark, his 1940 collaboration with Moss Hart and Ira
Gershwin that set new standards for a Broadway show
in dramatic and musical integration. As he was the only
such composer to undertake his own orchestration, it is
hardly surprising that the score exhibits all of Weill’s
theatrical hallmarks, largely retained in the Symphonic
Nocturne arranged by Robert Russell Bennett. Most of
the show’s principal numbers are featured, not least 
My Ship, the ‘idée fixe’ which comes into focus for the
main protagonist as the psychoanalysis she undergoes
gradually unlocks her inhibitions about the past. The
piece, moreover, makes a worthwhile addition to an
orchestral output not otherwise represented in the music
of Weill’s American years.

Richard Whitehouse
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While he left as extensive and as significant an output of
stage-works as any composer active during the first half
of the twentieth century, the contribution of Kurt Weill
to orchestral and instrumental genres was largely
restricted to his formative years as a composer from
1918 to 1924. Although he had attempted opera in
several unfinished and now lost projects during and
after the first World War, Weill’s earliest major works
are a String Quartet (1918), a Suite for Orchestra
(1919) and a Cello Sonata (1920). Yet an urge towards
more concrete expression was inevitable in the social
climate of post-war Germany, with political left and
right fighting for supremacy as the country moved
shakily towards a republic. Something of this turmoil
can be gauged from the Symphony Weill completed in
1921, but which remained unperformed – and was for
many years thought lost or destroyed before being
located, surprisingly, in an Italian convent – until 1956. 

Until the summer of 1920 Weill held employment
as conductor of the opera company at Lüdenscheid, at
which time he applied to join the masterclass in
composition that Ferruccio Busoni was to direct at the
Prussian Academy of Arts in Berlin. The youngest of
the applicants, Weill was accepted for a three-year
period, starting officially in July 1921, and it is tempting
to see this ‘First’ Symphony as the budding composer’s
statement of intent. Around this time Weill was
approached for incidental music to a drama by the
socialist playwright Johannes Becher; though this came
to nothing, the play’s title, Workers, Peasants and
Soldiers: A People’s Awakening to God, might almost
have been intended for that of the symphony (a
quotation from the play was seemingly inscribed on the
title-page that Weill later discarded). 

Although it plays continuously, the Symphony’s
single movement is divided into three main sections that
together outline, but do not emulate a classical
symphonic format. Similarly its tonal orientation avoids

a secure key-centre almost as a point of principle. The
first section, Allegro vivace, begins with a sequence of
grinding, dissonant chords whose tonal ambiguity is to
pervade the whole work. The introduction comes to an
almost prayerful pause, then a more agitated mood sets
in. This allegro-type music has more expressive music
as contrast, before the opening chords re-emerge.
Anxious elaboration of the ideas ensues, followed by a
pensive interlude. This leads into the work’s central
section, Andante religioso, the spiritual ambience of
which is of a distinctly ironic cast. Twice the opening
chordal sequence is touched upon, lending an ominous
feeling to this otherwise inward-looking music. An
earnest chorale-like idea presages the ‘Chorale
Fantasy’ which forms the final section. This builds
gradually, by way of a beatific passage for solo strings
and wind, to a climax where the opening chords inform
a would-be apotheosis. Underlying doubt has not been
dispelled, however, and the work ends with a stark,
fatalistic cadence. 

It seems quite probable that Busoni, having seen the
autograph of the Symphony, referred Weill to his former
pupil and sometime assistant Philipp Jarnach for
intensive studies in counterpoint. Certainly the works
following in its wake, notably the Divertimento and the
Sinfonia Sacra, both composed in 1922 and first
performed by no less than the Berlin Philharmonic
Orchestra, with musical imagery both sardonic and
apocalyptic, offer a clarification of the earlier work’s
aesthetic. Then, in the Concerto for Violin and Wind
Instruments of 1924, Weill made the breakthrough to a
more objective manner of writing, akin to the direction
then being pursued, albeit to very different ends, by
Hindemith and Stravinsky. His commitment to the
theatre meant that concert music as such then disappears
from Weill’s output. Excepting the Kleine
Dreigroschenmusik suite, compiled from Die
Dreigroschenoper in 1929, his only other orchestral

Kurt Weill (1900-1950) 
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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
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, the
symphonies of Vaughan Williams with the former Chief Guest Conductor Kees Bakels and Paul Daniel, and
recordings of works by Philip Glass, Leonard Bernstein, and John Adams under Marin Alsop for Naxos (8.559031),
this last chosen as Editor’s Choice in the November 2004 issue of The Gramophone magazine. The orchestra is also
now well known through increasing international exposure in 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 2002, Marin Alsop won the Royal
Philharmonic Society Conductor of the Year award that season and was named The Gramophone magazine’s Artist
of the Year in 2003. She regularly conducts the Chicago Symphony, Philadelphia Orchestra, New York
Philharmonic, Los Angeles Philharmonic and the London Symphony Orchestra, and recent guest engagements
include the Royal Concertgebouw Orchestra, NDR Hamburg and Munich Philharmonic. Marin Alsop studied at
Yale and at the Juilliard School and won the Koussevitzky Conducting Prize at Tanglewood, where she studied
with Leonard Bernstein and Seiji Ozawa. Her recordings for Naxos include the Brahms Symphonies and Overtures
with the London Philharmonic which will be completed in 2006, the complete orchestral works of Samuel Barber
(6CDs) with the Royal Scottish National Orchestra and Tchaikovsky’s Fourth Symphony (Naxos 8.555714) with
the Colorado Symphony. This is her fifth disc with the Bournemouth Symphony Orchestra, following upon the
success of the Bernstein (Naxos 8.559177), John Adams (Naxos 8.559031), Philip Glass (Naxos 8.559202) and
Bartók (Naxos 8.557433) releases.

Portman Building Society has supported the BSO as Corporate Benefactor since 1998, and in 2003 announced a
further three-year commitment as the orchestra’s Principal Sponsor. The Society’s award-winning sponsorship is
widely appreciated as a model of continuing good practice and development, and includes several important
initiatives including support for recordings of the orchestra conducted by its Principal Conductor, Marin Alsop.
Portman is the UK’s fourth largest Building Society and offers a wide range of personal finance products,
including savings, mortgages, insurance, financial planning and sharedealing.  
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While he left an extensive and significant output of stage-works, the contribution of Kurt Weill to
orchestral and instrumental genres was largely restricted to his formative years. The angular Symphony
No. 1, completed in 1921, reflects something of the turmoil of post-World War I. In 1933, with Hitler in
power, Weill escaped to Paris where he wrote Symphony No. 2, “one of the 20th century’s forgotten
masterpieces”. The Symphonic Nocturne, adapted from the Broadway musical, Lady in the Dark, a 1940
collaboration between Weill, Moss Hart and Ira Gershwin, exhibits all the hallmarks of bitter-sweet
lyricism of Weill’s theatrical works from his American years.
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Bournemouth Symphony Orchestra • Marin Alsop

Recorded at the Lighthouse Concert Hall, Poole, UK, 12th-14th January 2004
Producer & Post-Production: Andrew Walton (K&A Productions Ltd.)
Sound Engineer: Mike Clements • Booklet Notes: Richard Whitehouse 

This recording has been made and edited at 24 bit resolution
Publishers: Tracks 1-4 (Schott Musik International); Tracks 5-10 (Warner Chappell Music) 

Portman Building Society is the Principal Sponsor of Bournemouth Symphony Orchestra
Cover Image: The Storm by August Macke (1887-1914) 

[Saarland Museum, Saarbrucken, Germany / Bridgeman Art Library]
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Symphony No. 2 (1933-34) 29:40
1 Sostenuto - Allegro molto 9:47
2 Largo 13:10  
3 Allegro vivace 6:43

4 Symphony No. 1 (1921) 26:50

Lady in the Dark - Symphonic Nocturne 17:32
(Concert Suite arr. Robert Russell Bennett)

5 Andante misterioso ‘My Ship’ 2:53
6 ‘Girl of the Moment’ 1:58  
7 Bolero ‘This Is New’ 3:46
8 Allegro alla marcia 1:09  
9 ‘Dance of the Tumblers’ 1:47
0 ‘The Saga of Jenny’ 5:58




