


PANAYIOTIS DEMOPOULOS piano 

Johannes Brahms (1833-1897) 
Three Intermezzi, Op. 117 (1892) 

  1 No. 1 in E flat major 4:37 
  2 No. 2 in B flat minor 4:14 
   3 No. 3 in C sharp minor 6:08 

Panayiotis Demopoulos (b.1977) 
 Farewells for piano (2004) 
  4 I. Summer Farewell 1:35 
  5 II. Spring Farewell 2:51 
  6 III. Winter Farewell 1:07 
  7 IV. Autumn Farewell 1:38 

Modest Mussorgsky (1839-1881)  
 Pictures at an Exhibition (1874) – original version edited by Paul Lamm 
  8 I. Promenade 1 1:16 
  9 II. Gnomus 1:47 
 10 III. Promenade 2 0:38 
 11 IV. Il Vecchio Castile 5:05 
 12 V. Promenade 3 0:23 
  13 VI. Tuileries  0:54 
 14 VII. Bydło 2:55 
 15 VIII. Promenade 4 0:37 
 16 IX. Ballet of the chicks in their shells 1:02 
 17 X. Two Polish Jews, one rich, the other poor 1:55 
 18 XI. Promenade 5 1:10 
 19 XII. Limoges, the market place 1:32 
 20 XIII. Catacombae (Sepulchrum Romanum) 1:45 
 21 XIV. Con Mortuis in Lingua Mortua 2:11 
 22 XV. The Hut on Fowl’s Legs (Baba-Yaga) 3:07 
 23 XVI. The Great Gate of Kiev 4:33 

 Total Duration 53:06 



THE MUSIC 

Johannes Brahms: Three Intermezzi, Op. 117 (1892) 

Brahms composed the three Intermezzi, Op.117 in the summer of 1892, whilst on a summer holiday in his favourite resort of 
Ischl. They belong to a series of collections of short pieces composed in 1892-1894. The titles of all these are nearly 
onomatopoeic in the sense that terms like capriccio, rhapsody, ballade or intermezzo possessed no exactitude as to structure 
by the end of the 19th century, but they reflected an emotional condition owing to their historical use. 

Over the preceding few years many of Brahms's closest friends had passed away and earlier in the year his younger sister Elise 
Grund had, too, succumbed to years of illness. The personal character of the music may reflect these circumstances, but 
instead of the private and detached manner, or overstatement and sentimental exaggeration one might expect from such a 
biographically charged work, one becomes witness here of an imposingly dignified expression and a most moving quality of 
genuine intimacy. 

The first piece in the set is prefaced with a short excerpt from a Scottish lullaby, making a comparison with the Op.10 Ballades 
inevitable. The slow harmonic pace and simple rhythmic invention fit the words of the preface like a glove: 

Schiafsanft, mein Kind.schlafsanfundschön! 
Mich dauert's sehr, dich weinen sehen. 

(Sleep soft, my bairn, now softly sleep! 
My heart is wae to see thee weep.) 

Perhaps the first intermezzo was written with Elise's death in mind. We read in a letter from Brahms to Karoline Brahms: "The 
final respite has been granted to her and was to be hoped for - life like that is no longer a life". 

It is possibly imprudent to ascribe extra-musical information to music which speaks so universally, but in the case of late 
Brahms the musical text is so compact and powerfully built that literary comments only illuminate hitherto hidden expressions 
of its essence. 

The third intermezzo is a case in point. It confirms the cyclic form of the whole work with a clear ABA form and a lullaby-like 
feel to it. But it also has a separate cause of dramatic existence, aside from being a counterpart to the first lullaby. Brahms is 
known to have dubbed this piece "a cradle song for all his grief". This must then be a conscious or subconscious, indirect 
reference to Clara Schumann, albeit through one of Robert Schumann's lieder on the words of Heinrich Heine: 



"Pretty cradle of my sorrows, pretty gravestone of my rest 
pretty town, now we must part, fare thee well, call I to you 

fare thee well, the sacred threshold, there I had my dearest walks 
fare thee well, the sacred place, was the place I saw her first… 

madness burrows in my senses, and my heart is wounded sick, 
and my limbs are dragging heavy, they drag forward on my stick 

until, far away, a cold tomb! there I lie (sic) my tired head. “ 

Panayiotis Demopoulos – Farewells for piano (2004) 
“For Margaret, Murray and those they bid farewell” 

The four Farewells for piano were each written in a different season of the year and are dedicated with gratitude to my two 
piano teachers Margaret Murray-McLeod and Murray McLachlan. They were completed and edited in March 2004 in 
Cambridge and premiered by the composer in Kettle's Yard, Cambridge in the same year. The piano, a solo instrument with 
obvious polyphonic possibilities, embodies the nature of a farewell: two or more voices acknowledge a solitary fate. 

A farewell can be abrupt and nervous or smooth and unperturbed. It may attempt to say more or less than ought to be said. It 
often bears the hope of reunion but it can be inevitably conclusive; it may strive for a clear articulation or intend to remain 
cryptic. In any case, whatever the expressive outcome, a moment of separation is always one of compact esoteric revelation 
and of intense emotional clarity. 

The first piece in the set (summer) is a piece in which the use of harmonic materials is deliberately parsimonious. The 
tendency for economy is conveyed by a rapid transformation of the opening declamatory phrase to a monotone. This tone, 
deprived of teleological dynamic, is essentially a farewell "motif" which persists obsessively in spite of its seeming serenity. 

The second movement (spring) is a collection of heterogeneous musical traces which converge towards an end of denial. The 
structural impression is not a collage, but a series of intentions which stigmatize the time frame until a zooming out effect 
cancels the music. 

In the third farewell (winter) 87 of the 88 strings of the piano are activated once each. The artificial and naive idea is then 
explored dramatically aiming for a series of tones and durations – from an infinite number of choices – which establishes itself 



through gesture and harmonic orientation. Finally, the last piece in the set (autumn) never extends beyond the limits of stasis 
and yet it does not die away as might be expected. The end is arbitrarily impulsive; it follows the last instance of musical flow 
and not vice versa. 

Overall, this music is empty of any clear meaning, but it does not aim to be vague or complex either. The sounds appear 
briefly without emotional control, with the utmost human intensity possible and lack of confession - as is the case with 
farewells - until absence and silence reveal or veil the grief of departure. 

Modest Mussorgsky – Pictures at an Exhibition (1874) 
Original version, edited by Paul Lamm 

The architect and painter Victor Hartmann (1835-1874) was one of the closest friends of Modest Mussorgsky. His premature 
death touched Mussorgsky deeply and after an exhibition in honour of Hartmann, Mussorgsky set out to give birth to one of the 
best-known pieces of the piano and orchestral repertoire, Pictures at an Exhibition. The 10 movements and the interjected 
promenades are something between a set of musical tableaux vivants and a fast-paced sequence of unrelated images; indeed 
the basic, visual hermeneutical observation of every movement better be left to the listener's discretion. 

Written at a time when programme music was becoming increasingly popular, the work goes beyond referential and 
representational norms and relates an abstract narrative whilst being a "deeply dramatic look into the dark and brooding 
Russian soul" as Vladimir Ashkenazy comments. The 10 movements are thus characterised by an almost hagiographic dynamic, 
preserving at the same time their secular origin and earthly destination. 

Out of this conflict between iconography and realism is born a unique music, personal and yet sacred. What on the surface level 
appear to be Russian traits, for example, the many occurrences of archaic and medieval reference, the folklorist qualities in 
rhythmic and melodic phrasing, the more general modal practice and the references to bell sounds and Orthodox polyphony are, 
in effect, the symptoms of a more wide-ranging artistic problem. 

Just as in Orthodox art, the object is not the substance of the representation, but the substance (of the music in this instance) 
belongs to the object amongst other things. This inversion of western models and Greco-Roman classical hierarchies is, in 
aesthetic terms, a prevalent characteristic of traditional art forms from Eastern Europe and it induces a mystical quality in the 
music. 

The danger for composers and performers who confront this art is obvious: not all poets have, or wish to have, developed a 
sense for the Mysterium. In the case of Mussorgsky, nevertheless we are faced with the undoubted epitome of the ideal 
romantic writer. 



For the actual recreation of this music the temporal and structural expectations in an interpretation must allow the narrative 
to appear fragmented and uninvolved with acoustic applications of classical schemata and formal planning. All that, when it is 
clear that the music is in pursuit of a consciously abstract context. If this almost intangible and invisible aim is achieved, then 
this music cannot fail to communicate its essence to the listener. This high regard, shared by the many composers who have 
orchestrated the work and the majority of pianists who include the work in their repertoire, is the work's guarantee for the 
future: many works fit the role of the extensive virtuoso concert piece better and more easily than Mussorgsky’s Pictures, but 
Mussorgsky's best known work remains an indispensable masterpiece of 19th century pianism, an intensely idiomatic yet 
universal music. 

© Panayiotis Demopoulos, August 2005. 

THE PIANIST 

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. 



Recorded in the Sir Jack Lyons Concert Hall, Music Department of The University of York, on July 20 & 21, 2005 

Music copyrights at time of recording: tracks 4-7 Copyright Control; other tracks Public Domain 

Recorded, edited and produced by Jim Pattison (Dunelm Records) 
Recording Assistant: Joyce Pattison 
Remastered by Stephen Sutton (Divine Art) 

Originally released as Dunelm DRD 0251 
℗ 2005 Dunelm Records | © 2018 Divine Art Limited  

Front cover: A realisation by Michael Pattison including the Willersley Castle Stairway, Cromford, Derbyshire (Photo: Jim Pattison) 
Rear cover photo: David Johnston 
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‘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 
Panayiotis Demopoulos (solo piano) 

‘Anairesis’ 
Métier MSV 92107 
Music by Mahir Cetiz and Panayiotis Demopoulos 
Anairesis Ensemble, conducted by  
Matthew Coorey, 
with Panayiotis Demopoulos & Mahir Cetiz, pianos 

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