


Anairesis  

 Mahir Cetiz (b.1977) 
 1 Mist Bells for small ensemble (2002-23) 13:45 

Flute, clarinet in A, trumpet in C, percussion, violin, cello and piano 
Percussion instruments: small suspended cymbal; middle suspended 
cymbal; large suspended cymbal; glockenspiel; vibraphone; crotales; 
middle tam-tam; large tam-tam. Pianist: Panayiotis Demopoulos 

 2 Triptych for piano solo (2003) 14:17 
Pianist: Mahir Cetiz 

 3 Polarisation for solo bassoon (2002) 6:46 
Bassoonist: Ateş Kirkan 

Panayiotis Demopoulos (b.1977) 
Theme and variations on a villota by Filippo Azzaiolo (2003) 14:54
Flute, cor anglais, clarinet, bassoon and horn 

 4 i thema & ritornello 1:41 
 5 ii  3:02 
 6 ritornello 0:19 
 7 iii  1:34 
 8 ritornello 0:26 
 9 iv  2:57 
10 ritornello 0:11 
11 v  1:46 
12 thema 0:56 



music by Mahir Cetiz and Panayiotis Demopoulos 

Panayiotis Demopoulos (b.1977) 
Three Songs for bass and piano (2002) 
13 Song I  Eu canto  (text: Cecilia Meireles) 3:36 
14 Song II There was a pool so dark (text: Ursula Vaughan Williams) 2:45 
15 Song III kai men ergho kouketi mythoochthon (text: Aeschylus) 5:38 

Bass: Richard Wiegold  Pianist: Mahir Cetiz

16 Of Seventh Doors (suite for cello and piano) (2002) 14:56 
Cello:  Claire Babington; Pianist: Panayiotis Demopoulos 

Total duration 74:42

played by the 

Anairesis Ensemble 
conducted by 

Matthew Coorey
Owen Cox – violin   |  Simon Denton – cello   |   Claire Babington - cello 

Sarah Ableman – clarinet   |   Chrissy Dimitriou – flute 
Fang Heng Tian - cor anglais   |   Ateş Kirkan - bassoon 

Tom Osborne – trumpet   |   Brian Walters - horn 
Richard Wiegold – bass (voice)   |   Julian Wolstencroft - percussion 

Mahir Cetiz – piano  |  Panayiotis Demopoulos - piano 



Anairesis  

the succession of thoughts intending to demonstrate that a specific idea, theory, belief or 
proof is flawed.

Two young composers are brought together on this recording not only by a point of friendship 
but also by a common musical understanding. Although the chamber pieces on this album 
reveal contrasted sound-worlds, they share a vision of directness, honesty and ideological 
ambivalence. Coming from the same part of the world, the sense of identity becomes relevant 
not only geographically but also biographically, and more even so, aesthetically. As regards 
musical politics, both Cetiz and Demopoulos show an awareness of, and a concern for, the use 
of music as a commercial product in modern times and the role of marketing today.  

Given that their aesthetics are marked by the notion of 'doubt', a recording of their own music 
is one which they approach with a certain amount of scepticism. Both composers intuitively 
seek for the shades of grey, perhaps feeling more comfortable with posing questions. (Yet, if 
one views a musical work as a conclusive output, this statement - by being conclusive - also 
fails.) Although music is viewed as a sonic activity of capturing 'moments' by both, Demopoulos 
does not see composing as a solution to the larger ethical and aesthetic problems of our time, 
and Cetiz's questioning focuses on the two different personalities: the self that constantly 
questions, and the composer-identity in the act of composing. Again, however, both know that 
their views may only be a general symptom of some larger-scheme cultural problem; 
consequently, the act of composing remains a mystery, as music by nature also – thankfully – 
does. 

The idea for the first Anairesis recording project was born at the Royal Northern College of 
Music where Cetiz and Demopoulos studied under the guidance of Dr. Anthony Gilbert. As with 
any project of this kind, which involves recording unpublished music by two different 
composers, much depended on the goodwill of mentors, colleagues and friends: the 
concert-pianist Murray McLachlan who generously initiated contact between Anairesis and 
Dunelm Records; Jim & Joyce Pattison of Dunelm Records who gave their time and efforts to 
record, edit and produce this album; Dr. Anthony Gilbert who offered his valuable comments 
on the actual music unselfishly; and above all the conductor Matthew Coorey and all the players 
who agreed to perform when they could have rid themselves of the painstaking task with ease.



The Music 

Mist Bells – Mahir Cetiz 
Contemporary Turkish poet Murathan Mungan's poem 'Mist Bells' ('Sis Çanlari’)  acted as a 
metaphorical stimulus during the creation of this work. It was commissioned for the 'Istanbul 
Modern Music Ensemble,' by Kamran Ince. Mist Bells does not follow any programmatic 
plans, however; instead, it observes the flowing structure of the text - not unlike a journey 
towards the 'unknown,' into the 'mist.' Hence it might be perceived as a musical meditation 
on the futility of human existence in the misty path of life, the ambiguity of human 
perception and self-alienation, all embedded in the imagery of the poem. If there is anything 
optimistic in the poem at all, it stems from the serene assurance of the existence of mist 
bells, 'still ringing for us somewhere,' and, however little, from the sense of hope that some 
day, 'lost children may come together.' The 'misty' and paradoxical nature of the text reveals 
itself in the duality of a dynamic inertia, aesthetically present in Cetiz's Mist Bells; on the one 
hand, a delicacy of glass-like transparency between the musical layers and textures prevails, 
on the other, bell-like effects - especially in the percussion and piano parts - add to the sense 
of space and momentum, assuring the building up of tension. 

The opening of the work is marked by a nervous violin passage, pregnant with aporia and 
intensity, soon merging with the piano and the percussion. As the musical 'cloud' disperses 
into space, such eery effects as the glissandi, pizzicati and harmonics continually enhance 
the flow of the music; a sense of duality is created through the tension between the gentle 
flux of sound and anguished resonances. The frenzied climax reaches its height with the 
tam-tam, providing an abrupt division and a breaking point in the piece. Although a sense of 
order is restored, it is only relative and temporary; the sense of bleakness is replaced by a 
new sense of bittersweet yearning - perhaps for further stability. With the coda, as the music 
enters into a dream-like state, the sense of the 'unknown' returns, intensified by the mutes, 
as if reminding us of a distant memory. 

Triptych for Piano Solo – Mahir Cetiz
Despite its three-movement design. Triptych can be perceived as one continuous piece with 
three sections, which represent the three distinct phases of the transcendental journeys 



experienced by the dervishes of Anatolian Sufism: the book (finding), the path (losing), and 
reality (Truth). Harmonically, the chords are constructed and interrelated in reference to the 
colour potential of 'makam' series; melodically speaking, the linear direction of sound in 
Triptych is freely based on the traditional usage of melody in Anatolian Sufi Music. As such 
an employment of musical ideas appears to be instinctive, rather than systematic. Triptych
becomes a subjective reflection on a sonic continuum of time and change - a change that is 
paradoxically static. Metaphorically speaking, its hypnotic sinuosity creates an impression of 
the act of whirling. 

Polarization for Bassoon Solo – Mahir Cetiz

Cetiz's orchestral work, Left, provided him with the further motivation to write Polarization,
which was composed in the autumn of 2002. The piece attempts to explore the different 
timbral, dynamic and registral features of the instrument. Through the employment of 
materials that contrast one another, each major statement brings forth at least one novel 
exclusive idea. Given that the main organisational principle of the composition is concerned 
with the creation of structural intensity and dynamism, the fluidity of statements become 
interrupted as they clash with their opposing rivals.  
Polarization is dedicated to Ateş Kirkan. 

Theme and variations on a villota by Filippo Azzaiolo – Panayiotis Demopoulos

"Chi passa per sta strada e non sospiro beato se, fa la li le la 
Beato e chi lo puo, fare per la reale, affacciati mo se non chi'o moro mo..." 
("Whoever walks down that road, and doesn't sigh, happy is he, happy is he who passes on 
the king's highway, show yourself now, so that I don't kill myself now...") 
from the Villota Chi passa per sta strada 

Theme and variations on a villota by Filippo Azzaiolo, is based on the four-voice villota Chi 
passa per sta strada of 1584. Azzaiolo composed a great number of such short homophonic 
textures of which this is the most famous. The quintet is a didactic treatment of the original, 
progressing from each variation to the next in a "historical" manner; i.e. every one of the five 
variations "belongs" to a different period in music history. While sharp staccato effects 
provide the mechanics of texture and intonation, more fluid and lyrical legato-like effects 
overlap with explosive contrasting moments; thus the writing displays a speech-like rhythmic 



vitality that is not unlike the Italian language. Generally speaking, the piece offers a sense of 
complete stylistic autonomy, in spite of all the obvious aesthetic quotations and borrowings; 
that is, thanks to its distinct 'nasal' vigour, the free-stylisation of steady beats, and registral, 
timbral, textural and melodic super-impositions, becoming a blend of early Baroque and 
modern idioms but never pastiche. Each variation arrives as a declamation, adhering to the 
original: a kind of obsessive physicality which is robust, yet noble. Ultimately it is the 
obsession of the theme that wins the day against the increasingly audacious variations. After 
the diminution in duration occurring in the ritornelli over the course of the piece, the theme 
returns after the monophonic fifth variation in full Baroque glory. 

Three songs for bass and piano – Panayiotis Demopoulos

The three songs were composed during the autumn of 2002. The form of the piece is loosely 
cyclic with the trilogy forming a conceptual unit that departs from a gratified condition and 
arrives in an inconclusive sense of total loss and hopelessness. The first of the songs, a 
poetical setting of Cecilia Meireles’s 'Motivo,' is an expression of one "state" characterised 
by a sense of content stability. Although it may initially seem to stem from the German song 
tradition, and despite its open-ended exploration of ambiguities within a single limited field, 
it never quite ventures into the "darker" regions of conflict. 

With the second song, set on Ursula Vaughan Williams's poem, 'Nothing There,' however, 
the music enters into a territory that is greyer and the elements of voice and speech begin to 
focus on rhythm and intonation. The piano challenges the voice by stretching its expressive 
quality and musicality, further adding to its colour depth. The whole song is highly focused, 
acting like a question-mark. Giving the impression of a wheel image, turning in a subtle and 
slow manner, the music forces the musical continuum to become somewhat freer and looser 
in accordance with the demands of the text. 

In the last song, a setting of Aeschylus's Prometheus Bound (w. 1080-1093), the forward 
momentum becomes stronger; not unlike, perhaps, the "fire" of self-consciousness and 
individuality brought to men by Prometheus - it is insistent, nervous, emphatic, full of energy 
with periodic explosions but, above all, ill-fated. Gentle washes of sound and still moments 
that focus on colour are disturbed by the defiance of violently polemic effects, despite brief 
climaxes that create peak intensities. As the song concludes the cycle in complete stillness, 
the music echoes itself through the repetition of the final words,"eoopai;" ("Look into 



me-See me") dissolving into a tragic feeling of despair until rhythm and pulse all dissolve into 
an effect of ebbing away. 

Of Seventh Doors (Suite for Cello and Piano) – Panayiotis Demopoulos 
The Suite for cello and piano was composed as a result of witnessing a remarkable 
performance of the Bela Bartók one-act opera, Bluebeard's Castle, at the 2001 Edinburgh 
International Festival with the BBC Symphony Orchestra under Pierre Boulez. In a sense,  
despite the obvious poetic, stylistic and aesthetic references made to Bartók's monumental 
work, the seven-movement Suite is not so much a reworking of the original text but a 
recollection of the impression that the piece made on the composer.  

The seven movements correspond to the seven doors of the opera; the two players to the 
two characters; numerous other parallels permeate all the choices made in all respects. Even 
so, the result stands discontinuous from its own formational nucleus, as if to further denote 
a state of withdrawal and division, and a lack of communication and purpose so central in 
the tragic realm of Bluebeard's Castle. Even though the architecture of the Suite is, 
ultimately, entirely autonomous, its cyclic fate and many of the melodic and harmonic 
components are borrowed from the original work. The darkness that precedes and follows 
the drama in the opera, for instance, is transferred into the Suite: the two monologues of 
the opening are transformed into the respective solitary statements of the last movement, 
only this time a whispered shadow accompanies what is spoken. 

Most importantly, the composer asks the cellist to bend notes throughout the piece, by 
various microtonal intervals, and these microtones are set out in minute detail.  Listeners 
should be aware of this – there is no inaccuracy in the soloist’s intonation! 

And why, one may ask, so closely follow a model in writing a new, professedly self-governing 
text? Perhaps a last analogy may offer a clear explanation: In the libretto of Bartok's opera 
we read: ...of what then do we die? The answer is the echo of a sigh; accordingly, this Suite
was inspired by, dedicated to and written for such an echo of an echo of a sigh. 

Notes © Deniz Ertan, December 2003, edited/updated by Stephen Sutton 2017



The Musicians 

Mahir Cetiz was born in Ankara, Turkey in 1977. He received his early musical training on the piano 
with his father Tulga Cetiz and then entered the Hacettepe University State Conservatory in 1988. 
While studying the cello, piano and orchestral conducting, he took regular composition lessons 

with Istemihan Taviloğlu and Turgay Erdener. Following his graduation from Hacettepe University, 

he continued his postgraduate studies with Kamran Ince and Chen Yi at the University of 

Memphis, and received his M Mus in 2001. As the winner of the first prize in the "Young Musician 

of the Year" competition, held by the British Council, he received a scholarship which enabled him 

to study with Dr. Anthony Gilbert at the Royal Northern College of Music for two years and 

earned the PGDip, and PPRNCM diplomas in the next two years. 

Other awards received by Mr. Cetiz include "The Composer of the Year" award by Memphis Music 
Teachers' Association, the "Smit Composition Award" by the University of Memphis, and "The 
William Humphreys Dayas Prize of Composition" by Royal Northern College of Music".  His 
compositions have already been performed by some of the leading ensembles and orchestras; the 
BBC Philharmonic and the Bilkent Symphony Orchestra amongst others. His works have been 
premiered at such important contemporary festivals as the Huddersfield Contemporary Music 
Festival and the Berlin – Young Euro Classics. 

In 2003, Mr. Cetiz joined the faculty of Bilkent University as a tutor of composition and music 
theory and is currently a Core Lecturer in Music Humanities at Columbia University in New York. 

Panayiotis Demopoulos was born in Athens in 1977 and grew up in Kozani Greece. 

He first learned music with his family and later went on to study the piano with Margaret 
Murray-McLeod in Edinburgh. After completing his undergraduate studies he received a 
scholarship from the SAAS and the Royal Northern College of Music for a period of two years 
during which he studied the piano with Murray McLachlan and composition with Anthony Gilbert. 
Mr. Demopoulos performs regularly as a soloist and as a member of ensembles and was a founding 
member of the Anairesis ensemble. In October 2003, he commenced research at the University of 
Cambridge. Panayiotis received funding from the Greek State Scholarship Foundation and the Holy 
Synod of the Greek Orthodox Church to obtain his PhD at The University of York.



Matthew Coorey began his musical career as a horn-player and after studying at the Sydney 
Conservatorium of Music he performed regularly with the Australian Chamber Orchestra, 
the Brandenburg Orchestra, the Tasmanian Symphony and the Sydney Symphony. 

Initially self-taught as a conductor, Matthew auditioned for Seiji Ozawa and was invited to 
the Tanglewood Music Festival where he worked with Jorma Panula who became his 
principal conducting teacher. The following year he attended the Aspen Music Festival 
where studied with David Zinman. For two years, Matthew was Junior Fellow in Conducting - 
under Sir Mark Elder - at the Royal Northern College of Music. He was a finalist in the 
Maazel-Vilar Conducting Competition, a fellow of the Allianz International Conductors’ 
Academy and a prize-winner at the Georg Solti Conducting Competition. 

Matthew began his formal conducting career in 2003 when he was appointed Assistant 
Conductor to the Royal Liverpool Philharmonic Orchestra. This initial one-year contract with 
the RLPO then became a three-year commitment when he was appointed the orchestra’s 
first Conductor in Residence. 

Debuts soon followed with the London Philharmonic Orchestra, the Sydney Symphony 
Orchestra, the Philharmonia, the Hallé, Ensemble 10:10 and the London Mozart Players – all 
of whom offered further invitations. 

Recent seasons have included debuts with BBC Philharmonic Orchestra, the Bournemouth 
Symphony Orchestra, the BBC Symphony Orchestra, the London Symphony Orchestra and at 
the BBC Proms.  

Matthew has a great interest in all forms of music and art forms and has toured Europe with 
Rosas Dance Company with Ictus Ensemble and  innovative rock bands These New Puritans 
and Efterklang. In 2016 he worked with Wynton Marsalis and the Lincoln Center Jazz 
Orchestra. 

Matthew has a strong commitment to working with younger musicians and regularly 
conducts at the Royal Northern College of Music. He has also worked with the orchestras of 
the Royal College of Music London, the Mendelssohn Hochshule Leipzig, the Trinity-Laban 
Orchestra London and the National Youth Orchestra of Great Britain. 



Track 16 was recorded live, as part of the Birtwistle Festival, May 9, 2003 by the Recording 
Team, and approved for issue on CD by Richard Wigley in the Performance Department of 
the Royal Northern College of Music, Manchester.  
All other tracks recorded at St Ann’s Church, Manchester on June 11, 2003 
Music copyrights at time of recording: all tracks Copyright Control 
Recorded, edited and produced by Jim Pattison (Dunelm Records) 
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Recordings by Panayiotis Demopoulos (solo piano) 

‘Nuages’ 
Diversions DDV 24142
Liszt: Nuages gris  – La lugubre gondola I – Unstern –  
     Vallée d’Obermann 
Beethoven : Piano Sonata No. 30 in E major, Op. 109 
Demopoulos: Teraktys 

“The pianist is capable of great atmosphere as well as projection, 
and combines well-paced expressiveness and a lively 
personality.” – International Record Review 

Diversions DDV 24166 
Brahms: Three Intermezzi, Op. 117 
Mussorgsky: Pictures at an Exhibition  
     (Original 1874 version edited by Paul Lamm) 
Demopoulos: Farewells 




