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FOREWORD
It was almost on a whim that I decided to try and organise a recording of many of
the chamber and solo works that I had written since graduating from university. I’d
almost put the whole idea out of my head in fact, when my application to the Arts
Council was awarded funding and the CD became a possible reality, and so began
several months of planning (both musical and practical) and further fundraising.
After contacting all the musicians who had performed (and in many cases actually
commissioned) the works to be recorded, the next most pressing thing was the
location of the recording itself. Ates Orga suggested that I contact David and Mary
Bowerman at Champs Hill, and I was overwhelmed by their enthusiasm and
kindness. I don’t think they’d ever had twenty-four musicians descend for one
recording session before, but they could not have been more hospitable, and the
wonderful lunches that Mary so generously provided helped sustain both body and
soul of all concerned through the long hours of recording.
The three (extremely full) days over which this recording took place added up to
one of the best musical experiences of my life. It was overwhelming how much care,
respect and attention my music was given: long after I was happy the musicians,
producer and engineer would work to perfect every nuance and phrase, and what
you will hear on this disc is as close to what I hear in my head as humanly
possible. It is sometimes easy (when, as in the case of Memoria, a piece which took
six months to write and was only performed once in its original form) to wonder
whether all those hours, days and months deliberating about the exact notation of
each bar was worth it, but my time at Champs Hill could not have been more
musically reinvigorating, reinforcing my faith in the value of care and attention to
the smallest details, especially in this age where music seems to be pumped into
our ears wherever we go. Working with Ates Orga and David Lefeber during the
sessions, and with Ates over several weeks during the post production phase was
immensely satisfying and taught me so much: Ates’s ear for phrasing, tone colour
and finesse of interpretation is unsurpassed in my experience.

This CD would have been impossible without the generous support of the Arts Council,
the RVW Trust, the Nicholas Boas Charitable Trust, the PRS for Music Foundation/Bliss
Trust Composer Bursary, the Worshipful Company of Musicians Priaulx Rainier Prize,
Hildon Foundation, James D’Souza and Lina Brazyte, Mark Newbery, Christine Smith,
David & Mary Bowerman and Peter Platt. I am truly grateful for their support, and to
everyone who was involved in the making of this CD.

www.cherylfranceshoad.co.uk
www.goldenhatopera.co.uk
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MUSIC BY CHERYL FRANCES-HOAD
Among the features of Cheryl Frances-Hoad’s music that we can apprehend in this
collection is the fertile soil for musical invention that she finds in literary inspiration.
Stories, poems or literary ideas have provided the spark for most of the works on this
disc, sometimes in very detailed ways, as she has explained in the notes to her various
pieces (available on her website www.cherylfranceshoad.co.uk). So we are confronted
with the age-old existential question about programme music, asked at least since the
days of Schumann and Liszt: is it necessary to know the ‘story’ behind a piece to
understand and enjoy it? Or does it function successfully – achieve the condition of selfconsistent, satisfyingly structured ‘pure’ music – when removed from its literary origins
and dropped into the listener’s innocent ear?
The piano trio My Fleeting Angel (2005) – one of her most celebrated pieces, in that it
won her the $10,000 Robert Helps Prize and a residency at the University of South
Florida – could stand as a test case. It is based on a fairly complex short story by Sylvia
Plath entitled ‘The Wishing Box’ about a husband and wife with entirely different dreamlives. The husband, Harold, incessantly has colourful, inventive, pleasant and seemingly
significant dreams both while asleep and in waking reverie. The wife, Agnes, used to
have a fertile dream-life as a child but now dreams only infrequently and always
ominously. Harold’s delight in his dreams comes to infuriate and alienate her and she
declines into a life of sleepless depression, eventually killing herself with an overdose.
The ‘wishing box’ of the title was a device from her childhood dreams that granted
whispered wishes if its handle was turned, and in death it seems that she has returned
to the dream-country where the wishing boxes grew on trees, and where she waltzed
with a ‘dark, red-caped prince’.
My Fleeting Angel is patterned in three fairly short movements reflecting three junctures
in the story. The first Larghetto movement evokes one of Harold’s dreams in which he
sees a desert of reds and purples, the grains of sand like rubies and sapphires, through a
remarkably atmospheric use of ‘colour-harmony’, with the strings’ chords based on a
pedal G standing for red and the E flat tonality of the piano part conveying the deep
blues and purples of sapphires. Lusingando (coaxing, caressing) is a frequent expression-

mark for this music, which stands as a brief, vibrant foray into the realm of Scriabin’s or
Messiaen’s synaesthesia, and the melancholy sound of the cello’s harmonics, in octave
unison with the violin, is a motif that will recur later.
Essentially the movement is a prelude to the central, scherzo-like Allegro spiritoso e
scherzando, which begins with a scurrying introduction but soon evolves into a
frequently recurring tremolo-like figure that is intended to represent the sound of the
wishing box’s handle being turned. The movement becomes a headlong, exciting moto
perpetuo in constantly changing (Bulgarian) rhythms, building eventually to a grandioso
climax and then subsiding into quietness with a hint of the waltz-rhythm that will
dominate the Allegretto eleganza finale. Here a sinuous and, indeed, elegant waltz-tune
eels its way across a dream dance-floor in piano octaves, with a dance accompaniment
from the strings, and then in counterpoint with them. The eerie harmonics return, this
time in the violin. The waltz turns darker and the harmonics become adjuncts to its
rhythm, the dance eventually expiring in a playfully spectral coda.
Frances-Hoad has suggested that this waltz-finale represents ‘the confusion of emotions’
that a reader is likely to experience on coming to the end of Plath’s story, and certainly
its atmosphere is ambiguous and intriguing, both bittersweet and almost humorously
macabre. But I think we would conclude, having listened to My Fleeting Angel, that a
knowledge of the story is not absolutely necessary to enjoying a work at once so
phantasmagorical and tightly structured, so assured in all its aspects and hinting so
elegantly at a complex web of experience.
Dreams and a Sylvia Plath connexion feature too in the string trio The Ogre Lover
(2007), whose seven short movements are based on lines from ‘Fairytale’, one of the
poems in Ted Hughes’s collection Birthday Letters, which memorialises his relationship
with Sylvia Plath. As Frances-Hoad describes it, the poem ‘is full of the vivid imagery of
the couple’s dreams, of high palaces with forty-nine doors, “tingling stars” and an ogre
lover that waits “inside death” for Sylvia to return to him every night’. The trio was
composed just after she had finished a large-scale orchestral piece that had taken all
her energies (Many Moons, a work that still awaits a premiere), and so The Ogre Lover

became a kind of holiday task in which she ‘simply had fun, indulging myself with all the
timbres, motives and harmonies that the poem suggested.’
We should not, therefore, attempt to analyse this inventive and invigorating string trio,
except to note the remarkable virtuosity of technique that gives the players plenty to do;
the luminous textures; the rhythmic vivacity of its mainly fast movements, which flow into
one another without a break; the obvious (but appropriate) echoes of Bartók at several
junctures, and the atmospheric effectiveness of the spooky rustlings and flutings of the
brief Coda. Here is an absorbing divertimento of the imagination at play.
Looking back over Frances-Hoad’s development, one of the first works to display her
potential as a musical poet was the piano trio Melancholia. Written in 1999, this is based
on a painting by Edvard Munch, part of his extended cycle of paintings called Frieze of
Life, in which Munch explored the themes of love, fear, death, depression and so on. (His
most famous painting, The Scream, belongs to this cycle.) Melancholy comes from the
portion of the cycle called Love Blossoms and Dies and depicts a man staring at the sea
under an oppressive sky. (The figure is often said to be Munch himself, but the model was
actually Munch’s friend the art-critic Jappe Nilssen, whom he sometimes thought of as an
‘alter ego’ and who was at the time engaged in an unhappy love-affair with Oda Krohg,
the wife of another mutual friend.)
Frances-Hoad casts her work as a sequence of theme and three variations. The Theme – a
long, slow, beautifully shaped melody marked dolente e tenero – unfolds on violin and
cello in unison (sometimes octave or double-octave unison, and sometimes with the cello
on top), over groups of repeated piano chords punctuated by silences (the tempo marking
is Largo trascinando, ‘slow and dragging’.) Not only do these chords lay out the controlling
harmony of the work, but the silences between them communicate also with the thematic
line, which expires in progressively more broken utterance. The Più mosso Variation I sees
the strings begin to take over the chordal texture while the piano, now itself in octaves,
breaks into melody, even precipitato flurries of figuration as it varies the theme. The music
becomes increasingly agitated and passionate, driving to a brief climax and subsiding
through stabbing chords.

Variation II, Meno mosso, is for sostenuto cello and piano only, the one turning the
theme into a long, meditative cantilena while the other, in varying its chordal textures
from the first part of the work, provides a rich harmonic background. There is no fast
music in this work – the composer thought of adding a ‘fast, manic’ variation but felt it
would have been out of keeping with the rest – so Variation III continues the tempo of
Variation II. This is at first mainly for violin and piano, both of them voluble and ornate
in their decoration of the material with only token support from the cello, but as the
movement develops the cello joins in and the music sweeps to an anguished climax,
culminating in a fff con somma passione, molto maestoso statement in octaves from
violin and cello, against the fullest harmonic development of the piano’s opening chords.
From this expressive peak the music declines dolente and misterioso to a calm, but
unreconciled ending.
That second (solo cello) variation of Melancholia has since taken on an independent
existence under the title Invocation, and as such has become one of Frances-Hoad’s most
successful short works. She arranged it first as a piece for cello and piano at the request
of the cellist Leonid Gorokhov, and subsequently made versions for double-bass and piano
and viola and piano as well as the most sumptuous form, recorded here, for solo cello and
an accompanying ensemble of six celli and double-bass. The all-string sonority gives the
piece a very different, more nostalgic (dare one say more Russian?) feeling.
Related to Melancholia, at least in mood, is Memoria for oboe and cor anglais (one
player), string trio and piano. Dating from 2002, this is literally a memorial piece for the
distinguished oboist and cellist Sidney ‘Jock’ Sutcliffe (1918–2001), who had been
Frances-Hoad’s cello supervisor at the Yehudi Menuhin School. One of the pieces that
Sutcliffe helped her with was Bach’s solo Cello Suite No. 2 in D minor, and after his death
Frances-Hoad discovered it was one of Sutcliffe’s favourite pieces, which he had practised
privately for about 50 years before he felt ready to play it in public. Memoria is based on
the Bach suite, but entirely without literal quotation. Rather, the composer says, ‘the
skeletal harmonic and structural form of the Bach is magnified so as to provide the
framework’ of her own work. ‘This framework is then “ornamented” with original material,

hopefully resulting in a piece that sounds nothing like the Bach but at the same time is
deeply indebted to it’.
D minor, which Bach seems to have associated with both nobility and melancholy, is a
key he used for some of his greatest achievements: witness the great violin Chaconne.
Structurally Memoria, in a more chromatically expanded D minor, is cast as a Prelude and
Fugue (there is of course no fugue in the Bach Suite). It is also the most sustained work
on this CD, with the longest, most exhaustively developed movements. The tender chordal
writing of the piano’s introductory solo has a similar elegiac appeal to that of
Melancholia, as does the cor anglais’ melancholy melodic line. This develops into an
exquisitely poised duet with the cello, and then the string trio takes over in intensely
lyrical mode. (Throughout, one can admire the careful patterning in terms of instrument
and timbre.) A stretch of richly textured, lamenting music for the whole ensemble, coming
to a piangevole emotional catharsis, is interrupted suddenly by a vigorous dance-music,
led off by violin and piano but soon infecting the other instruments. This leads to the
biggest climax so far, an ecstatic maestoso e molto cantabile, declining at last to a
memory of the piano’s opening chords and a desolate solo for the cor anglais that leads
directly into the second movement.
The composer calls this a fugue, though it is far from the classical idea of one. In fact it
is a sort of fantasia on the idea of a double fugue, the first subject a skittish, capricious
affair in gambolling triplets, espoused at once by the strings, the second a range of
derivatives from a long, lyrical oboe line (the cor anglais player has changed instruments)
that harks back to the mood and melos of the Prelude. Both subjects are fluid and
changeable, rather than having a fixed form, and they are sometimes developed together;
the texture is more often imitative rather than strictly fugal. The Prelude’s piano chords
are developed too. Rapid, flickering, mercurial variations of the material lead to a bravura
climax and a valedictory resumption of the substance of the prelude, winding down to a
moltissimo tranquillo ending, the oboe having the farewell word.
Clearly Frances-Hoad is equally at home writing for wind instruments as for strings and
piano, as is further illustrated by the solo clarinet piece Bouleumata. The word is

Classical Greek for ‘the ability to deliberate’. Before she wrote her solo clarinet piece with
this title, in 2007, Frances-Hoad had participated unsuccessfully in the competition to
compose the incidental music for the Cambridge Greek Play of that year. The Greek Play is
a venerable institution which goes back to 1882 and, more or less triennially, stages
semi-professionally a play from the corpus of Greek tragedy or comedy in the original
language, with specially composed music: in the musical sphere, it has given us such
notable pieces as Vaughan Williams’s The Wasps and a number of substantial scores by
Hubert Parry. In this particular year the play in question was the Medea of Euripides, and
Frances-Hoad admits she was ‘stunned’ by its ‘depiction of Medea, a woman who kills her
two children to spite her husband Jason (who has just left her for a Corinthian princess)’.
Before going through with the double murder Medea has a monologue that expresses her
wildly oscillating emotions, between horror at the deed she is contemplating and the
conviction that it must be done to punish her enemies. She says at one point, ‘I
understand that what I am about to do is wrong, but my emotion has been vanquished by
my bouleumata’. This turns conventional feeling upside down: rather than killing her
children in a fit of passion, Medea seems to be saying that she is doing it as a calculated
act, suppressing her natural emotions in the process. Both extremes – of feeling and
calculation – can be felt in Frances-Hoad’s piece, which contrasts agile, angry, highly
rhythmic (even jazzy) writing at the opening against a central section in much more
lyrical, liquid and tonal style. This evanesces to what seems a momentary point of
stillness before a series of fretful, trill-dominated phrases leads back to the wild and
angular music of the opening, rising to a peak of fury.
In the song-cycle The Glory Tree (2005), Cheryl Frances-Hoad combines two different
sources of inspiration that are not often linked. The songs are settings, in the original
Anglo-Saxon, of anonymous1 Old English poems from the 6th to 8th centuries. While
these texts – from The Dream of the Rood and Judith – are normally regarded as religious
poems, Frances-Hoad treats them as utterances of a shamanic ritual, something we
associate far more readily with early poetic literature from the Far East or Native
American peoples. There is certainly pre-Christian imagery in The Dream of the Rood, and

Frances-Hoad had come across a book theorising that shamanic elements could be found
in Anglo-Saxon poetry. This was sufficient spark to her imagination (perhaps in
Bouleumata she was also remembering Medea’s shaman-like role as a sorceress from semibarbaric Colchis). She had studied shamanism at university and knew that before a person
could be initiated as a shaman, they had to travel in the spirit to the three most
important destinations in the spirit world: up to the heavens, across the sea, and down to
the underworld. This idea of the three journeys underlies the three principal movements of
The Glory Tree. The work is also influenced by the idea of shamanic healing, during which
to drive out the hostile spirit who is assumed to have entered the sick person, the
shaman enters a trance state and lets his spirit travel to the heavens or the underworld to
persuade the gods to release the sick person from the hostile power.
Thus we have an apparently Christian song-cycle with a shamanic sub-text, in a language
many centuries nearer to paganism than modern English, constructed in five movements
that follow each other without a break. The first, third and fifth songs are the shaman’s
three journeys (Heaven, across the Sea, Hell), while the Runic texts of the second and
fourth movements mark transitions between these three levels of the world: rain falling
from the heavens becomes water, and a boat floats across the water to land, where the
descent to the underworld begins.
What is obvious from the outset is the intensely dramatic quality of these songs, in which
the wide-ranging, declamatory style of the vocal writing is counterpointed by extremely
imaginative use of the full colouristic spectrum of the ensemble – flute (taking piccolo),
clarinet (taking bass clarinet), violin, cello and piano. The very first word – Hwæt!, the
customary Anglo-Saxon interjection meaning ‘Listen!’ or ‘Now hear this …’2 – is split into
a leap of an octave and a fifth, and becomes an important element in the song-cycle as a
whole. The ending of the first song seems to enact the flight into the heavens, the
singer’s unaccompanied line soaring up to a Queen of the Night-like high F. The ‘rain’
music of the scherzo-like second song is graphically depicted, only to lead to the slow,
rapt, undulating music of the sea-crossing, given at first just to the two string
instruments and the voice, with a single short, clangorous entry from the piano after

which the instrumental lines are taken over by flute and clarinet: a very simple but
effective demonstration of transformation.
The bell-like piano chords of the fourth song, with its woodwind flurries and long-held
string harmonics on E, are like an extended dominant preparation for the cavernous A
tonality of the last and longest and most theatrical song, which after a hugely rhetorical
opening becomes a kind of danse macabre that drives to an exultant, impassioned
climax. In the mesmerising ending, with the last triumphant cadence, the last word, as
it was the first, is Hwæt!, stretched out now over two octaves and a third, A to C sharp,
crescendoing from fff until the note ‘breaks into a scream – as if suddenly breaking out
of a shamanic trance’.
Shamanism also provided the imaginative spur for the solo violin piece The Snow
Woman (2007), which was composed as an encore piece for Natalia Lomeiko to play
after concerto performances. The inspiration here was a Siberian folk-tale, ‘Tynagirgin
and Gitgilin’, about two giants and a young shaman in search of a wife. The giants make
repeated attempts to kill the young man, but twice he outwits them through his ability
to change shape – into a mosquito, or a hawk – and eventually he is able to summon
up the sea itself to drive them away and take the giants’ wife for his own. The three
short movements, played without a break, correspond to these three stages of the story,
but even without any knowledge of the programme, any listener can hear that this is a
marvellously assured display of bravura writing for the violin, testing the player’s
technique and musicality to the limit in vivid and pugnacious musical imagery in the
outer movements, and in the desolately ecstatic arioso of the central Adagietto.
Notes g Malcolm MacDonald

1 Two possible authors – Cynewulf (d. 782?) and Caedmon (fl. 680?) – have been suggested both for The
Dream of the Rood and the fragmentary Judith poem, which is preserved on the same manuscript as
Beowulf, but neither identification has been (or can be) proved.
2 A bard’s call to attention, it is the first word of the text of Beowulf.

The Glory Tree
I
Hwæt! Ic swefna cyst secgan wylle,
Behold! I shall tell the choicest of visions,
hwæt me gemætte to midre nihte,
What I dreamt at midnight,
syðþan reordberend reste wunedon!
When speech-bearers dwelt in rest!
þuhte me þæt ic gesawe syllicre treow
It seemed to me that I saw a wondrous tree
on lyft lædan, leohte bewunden,
Lifted up aloft with light wound round,
beama beorhtost
A beacon of brightest wood.
Geseah ic wuldres treow,
I saw the glory tree,
wædum geweorðode, wynnum scinan,
Shine out gaily, sheathed in yellow
gegyred mid golde; gimmas hæfdon
Decorous gold; and gemstones made
bewrigene weorðlice weldes treow.
A bright mail-coat for the tree of the forest.

II
Hægl byþ hwitust corna;
Hail is the whitest of grains;
hwyrft hit of heofones lyfte,
It whirls down from heaven’s height,
wealcaþ hit windes scura;
and gusts of wind toss it about;
weorþeþ hit to wætere syððan.
Then it is transformed to water.

III

V

Ic werig oft in brimlade bidan sceolde.
I have often suffered on the weary seas.
Nap nihtscua, norþan sniwde,
Night shadows darkened, snow came from the north,
hrim hrusan bond, hægl feol on eorþan,
Frost bound the Earth and hail fell on the ground,
corna caldast. Forþon cnyssað nu
Coldest of corns. And yet the heart’s desires
heortan geþohtas, þæt ic hean streamas,
Incite me now that I myself should go
sealtyþa gelac sylf cunnige;
On towering seas among the salt waves play
Forþon nu min hyge hweorfeð ofer hreþerlocan,
And now my spirit twists out of my heart,
ofer hwæles eþel hweorfeð wide,
Across the Whale’s domain, It soars widely,
eorþan sceatas, cymeð eft to me
across the surfaces of the world, and then comes back to me
gifre ond grædig, gielleð anfloga,
With greed and longing, The lone-flier screams,
ofer holma gelagu.
Across the wide expanses of the sea.

“Hwæt druge þu, dreorga?
“What have you done, bloodstained one?
Tohwon dreahtest þu me, eorþan fylnes?
Why did you afflict me, foulness of earth?
Wære þu þe wiste wlonc ond wines sæd;
You were proud of eating and sated with wine;
Þrymful þunedest on ic of þyrsted wæs
You boasted majestically and I craved
Godes lichoman, gæstes drinces.
The body of God, the drink of the spirit.

IV
Sigel semannum symble biþ on hihte,
The sun is always a source of hope to seafarers,
ðonne hi hine feriaþ ofer fisces beþ,
When they row the sea-steed over the fish’s bath,
oþ hi brimhengest bringeþ to lande.
Until it brings them to land.

Gæst ellor hwearf
His spirit departed elsewhere
Under neowelne næs ond ðær genyðerad wæs,
Beneath the deep ground and was there prostrated,
Susle gesæled syððan æfre,
And chained in torment ever after,
Wyrmum bewunden, witum gebunden
Coiled about by snakes, trussed up in tortures
Hearde gehæfted in hellebryne
And cruelly prisoned in hellfire
Æfter hinsiðe. Ne ðearf he hopian no,
After his going hence. Never would he have cause to hope,
Ðystrum forðylmed, þæt he ðonan mote
Engulfed in darkness, that he might ever get out of
Of ðam wyrmsele, ac ðear wunian sceal
That snake infested prison, but there he shall remain
Awa to alder, butan ende forð
For ever to eternity, henceforth without end

In ðam heolstran ham, hyhtwynna leas.
In that murky abode, deprived the joys of hope.
Ac hwæt wilt þu þær on domdæge dryhtne secgan?”
But what will you say on Doomsday to the Lord?”
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Since their Wigmore Hall debut in 2006, the Lendvai String Trio has had a busy schedule
of concerts at major venues throughout Europe, including several repeat invitations to
Wigmore Hall, recitals at King’s Place, the Barbican and Purcell Room in London, the
Concertgebouw in Amsterdam, and Nybrokajen 11 in Sweden, with their concerts
frequently broadcast by Dutch Radio 4, Swedish Radio P2 and BBC Radio 3.
In 2010 the Lendvai String Trio was selected for the 2010/11 Concertgebouw’s Young
Artist Series in Amsterdam; other previous successes include winning awards from the
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Kirckman Concert Society, the Worshipful Company of Musicians, Musicians Benevolent
Fund, the Park Lane Group, and the Concert Promoters Network in the UK. In 2005 they
were selected for the Holland Music Sessions ‘New Masters on Tour’, resulting in a series of
concerts across Romania, Bulgaria, Latvia, Lithuania, Poland and the Netherlands. They
have also toured and performed at festivals in Germany, Italy, France, Switzerland, Austria,
and Sweden. The trio enjoys regular collaborations with other artists, and recent highlights
have included concerts with oboists Alexei Ogrintchouk and Nicholas Daniel, and pianists
Paolo Giacometti, Charles Owen, Alasdair Beatson and Martin Sturfält.
ALASDAIR BEATSON
Scottish pianist Alasdair Beatson performs widely. Appearances in the 2010/11 season
include the Schubertiad (Perth), Resonances (Belgium), Aldeburgh, Oxford Lieder, Ernen
(Switzerland) and Charlottesville (USA) festivals; concerto appearances in Poland,
Switzerland and Finland, his fourth solo recital at Wigmore Hall, and solo and chamber
performances at Kings Place during the ‘Heinz Holliger in Profile’ week. Following on from
the critical acclaim of his debut CD – the opus 1s of Schumann, Grieg, Brahms and Berg
on SOMM Recordings – his second disc, piano music of Mendelssohn, was released in
spring 2011 on the same label. Both discs were recorded in the Music Room at Champs
Hill, West Sussex.
Past performances have included chamber recitals in the recital halls of Amsterdam’s
Concertgebouw, Zurich’s Tonhalle and New York’s Carnegie Hall, and collaborations with
such artists as Pekka Kuusisto, Steven Isserlis, Lawrence Power, Pieter Wispelwey and Guy
Johnston. Alasdair studied with John Blakely at the Royal College of Music and Menahem
Pressler at Indiana University. Prizes and awards include 2003 China Shanghai
International Piano Competition, Kirckman Concert Society, Making Music Award for Young
Artists, Royal Overseas League and a Dewar Arts Award. Alasdair is a regular participant at
IMS Prussia Cove Open Chamber Music.

TOM HANKEY
Tom Hankey studied the violin with David Takeno, Krzysztof Smietana, Levon Chilingirian
and Yossi Zivoni. He studied at the Purcell School, the Junior Department of the Guildhall
School of Music and Drama and the Royal College of Music.
Tom is a member (as violinist and violist) of the Aronowitz Ensemble. From 2006–2008 the
group took part in the BBC Radio 3 New Generation Artist Scheme which involved frequent
performances on the radio – live and pre-recorded from venues throughout the UK,
including the Wigmore Hall, the Sage Gateshead, the Bridgewater Hall and the Bath,
Cheltenham, Aldeburgh and City of London Festivals. In 2009 the Ensemble won an award
from the Borletti-Buitoni Trust which enabled them to release their debut CD on the
Sonimage label.
Tom was a founding member of Ensemble na Mara – a piano quartet/string trio. The group
won the 2006 Royal Over-Seas League Ensemble Prize, a Tunnell Trust Award and a
Kirckman Concert Society Prize.
Tom is committed to contemporary music and has given frequent first performances. As a
soloist he has given recitals and concerto performances including Beethoven Triple,
Prokofiev 1, Mendelssohn, Bruch, Mozart, Bach, Vivaldi and McCabe.
OLIVER COATES
Oliver Coates is an Artist in Residence at the Southbank Centre in London, supported by
the Paul Hamlyn Foundation. He attained the highest degree result in the Royal Academy
of Music’s history before going on to complete an M.Phil. with distinction at New College,
Oxford. He is now an Associate of the Royal Academy of Music.
He studied the cello with Colin Carr, Lionel Handy and Heather Harrison. He performs as a
solo cellist, a chamber musician, a guest principal and soloist with the London Sinfonietta
and as a principal player with the Aurora Orchestra.

Oliver has performed concertos and recitals across Europe and the Far East, including a
tour of performances of the Dvorák Concerto in the composer’s centenary year. He
regularly plays the major concertos as well as the core classical repertoire of Beethoven,
Brahms and Bach works for cello. He made a Wigmore Hall solo debut in 2009, playing
the world premiere of a childhood Cello Sonata by Benjamin Britten. He also plays
regularly in The House of Bedlam.
Oliver is proud to have worked closely on new music with the most important new
composers including Emily Hall, Larry Goves, David Fennessy, Anna Meredith, Chris Mayo,
Matt Rogers, Charlie Piper, Mark Bowden, Martin Suckling, Nico Muhly, Mica Levi and
many more. He has worked with composers such as Ades, Birtwistle, Saariaho, Lindberg,
Lachenmann, Gubaidulina and Jonathan Harvey on their music. He has also worked and
recorded with artists such as Massive Attack, Goldie, Ben Frost, Sigur Ros, Micachu and
the Shapes, Shlomo, Mira Calix and Gurrumul.
NATALIA LOMEIKO
Natalia Lomeiko launched her solo violin career aged seven with the Novosibirsk
Philharmonic. A few years later she was invited to study at the Yehudi Menuhin School
(the late Lord Menuhin hailed her as “one of the most brilliant of our younger
violinists”). After completing her studies at the Royal College of Music and the Royal
Academy of Music, she won several prestigious international competitions, including the
Premio Paganini in Italy and the Michael Hill in New Zealand.
Natalia has been accompanied by major orchestras around the world including the St.
Petersburg Radio Symphony, Tokyo Royal Philharmonic, New Zealand Symphony, Auckland
Philharmonia, Melbourne Symphony, Royal Philharmonic, and many other orchestras. She
has performed chamber music alongside renowned musicians such as Gidon Kremer,
Tabea Zimmermann, Dmitry Sitkovetsky, Shlomo Mintz, Boris Pergamenschikov, Isabelle
Faust and Yuri Bashmet. Natalia has recorded for DYNAMIC, FONE and Trust Records with
pianist Olga Sitkovetsky. Her recent projects include a recording with her husband Yuri
Zhislin for Naxos as well as numerous solo and chamber engagements around the world.

In 2011 Natalia was appointed as a Professor of Violin at the Royal College of Music
in London.
LEONID GOROKHOV
with instrumentalists from the Yehudi Menuhin School:
Michael Petrov ~ cello Steffan Morris ~ cello Irene Enzlin ~ cello Sebastian Kolin ~ cello
Andrew Power ~ cello Rosie Stoner ~ cello Rodrigo Moro Martín ~ double bass
Leonid Gorokhov studied cello at the St. Petersburg Conservatoire. Winner of the 1986
Geneva Concours and the 1987 Paris Chamber Music Competition, in 1995 he was awarded
the Cultural Achievement Prize by the European Association for Encouragement of the Arts.
In 1991 Gorokhov appeared as soloist with the St. Petersburg Philharmonic conducted by
Lord Menuhin; the strong musical rapport between Gorokhov and Lord Menuhin resulted in a
long collaboration between these two artists. Leonid Gorokhov has played as soloist with
orchestras including the Bergen, Berlin and Royal Philharmonic, the English Symphony
Orchestra, Sinfonia Varsovia, the Moscow State Symphony Orchestra, the St. Petersburg
Capella and the Zurich Tonhalle.
In chamber music, he has performed at the Townsville Festival, Australia; BargeMusic, New
York; the Megaron, Athens, and at many international festivals including Budapest Spring,
Corinthian Summer, Davos, Evian, Gstaad, Harrogate, Interlaken, Kuhmo, Ljubljana, Munich,
Perth (Scotland), Schleswig-Holstein and Spoleto. He tours Japan regularly and has made
several recordings, including two duo recital recordings with Nikolai Demidenko, with whom
he has played at Båstad, Belfast, Eilat Winter, Oslo Chamber Music and Petworth Festivals, in
Munich and at the Wigmore Hall. He is a professor at the Guildhall School of Music, London.
CATRIONA SCOTT
Described by the Daily Telegraph as “the excellent soloist”, clarinettist Catriona Scott
performs widely as a solo, chamber and orchestral musician. She has played live on BBC
Radio 3 and her festival engagements have included Aldeburgh, Cheltenham, Hampstead &
Highgate, Presteigne, St. David’s, Swansea and Ulverston. She has given performances of

concerti by Crusell, Finzi, Hoddinott, Mozart and Weber. Ensembles with whom she has
worked include the Carducci and Tippett Quartets, the Galliard and Kreisler Ensembles,
and Gemini. Catriona is Principal Clarinet of the London Contemporary Music Group.
An advocate of contemporary music, Catriona attended the contemporary performance
and composition course as part of the Britten-Pears Young Artist Programme. She has
premiered and recorded many works written especially for her by composers including
James Francis Brown, Phillip Cooke, Cheryl Frances-Hoad, David Knotts, Cecilia McDowall
and David Matthews.
Catriona studied at St. Hilda’s College, Oxford, and the Royal Northern College of Music.
Her teachers included Richard Addison, John Bradbury, Thea King, Colin Pownall and
Chris Swann.
LONDON MOZART TRIO
Krzysztof Smietana ~ violin

Colin Stone ~ piano

Leonid Gorokhov ~ cello

Firmly established as one of the most versatile and exciting chamber ensembles to
emerge in recent years, the London Mozart Trio (formed 1989) has attracted considerable
critical acclaim for its many committed performances and profound musicianship.
Combining Schubert and Dvorák, the Trio’s debut recital disc received unanimous praise
from the musical press: the BBC’s Building a Library series selected the Schubert Trio in B
flat major D.898 as overall first choice from all twenty available recordings. Further
recordings followed, as have numerous performances at festivals and major concert halls
in the UK and abroad. The Trio’s Wigmore Hall concert in January 2000 moved The Strad
to write, ‘fine pianism and some of the loveliest string playing I have heard recently …
it is rare to hear such a mellow violin tone as Smietana’s and Gorokhov is a cellist in a
thousand.’
NATALIE RAYBOULD
Soprano Natalie Raybould read music at St. Edmund Hall, Oxford, and graduated with first
class honours. She then attended the Royal Academy of Music to study with Joy

Mammen, and graduated from Royal Academy Opera in 2002 with a Dip.RAM.
Natalie has worked with Opera North, ROH2, the National Theatre Studio, the RSC, The
Young Vic and Aldeburgh Productions in developing new operas and world premiere
performances. She also specialises in the most challenging of contemporary repertory, with
recent performances in Milan, Paris and Holland.
Most recently, Natalie created the roles of Marie and Arnie the Snow Stoat in the world
premiere of Skitterbang Island, a puppet opera, and covered the role of Cousin Shelley in
the world premiere of Anna Nicole (Mark-Anthony Turnage) for the Royal Opera House.
She is also making her debut at the Wittener Tage für Neue Kammermusik, performing the
premiere of Vier Aster Lieder (Stefano Gervasoni) with the French ensemble L’Instant Donné.
www.natalieraybould.co.uk

MATILDA HOFMAN
Matilda Hofman studied at Cambridge University, the Royal Academy of Music and the
Eastman School of Music, and as a fellow at the Aspen Music Festival and School. She has
received awards from the League of American Orchestras, and the 2011 Thelma A. Robinson
Award from the Conductors’ Guild.
As the Music Director of Kreisler Ensemble, she has performed to critical acclaim at a wide
variety of venues throughout the UK, including at the St. Magnus Festival in Orkney. She is
a regular guest conductor with Empyrean Ensemble and the Left Coast Chamber Ensemble in
California. Other guest conducting includes Luigi Nono’s Prometeo at the Salzburg Festival,
and with the Winnipeg Symphony Orchestra.
Operatic work has included fully staged productions of Così fan tutte, Turn of the Screw,
Albert Herring, Le Nozze di Figaro and Bluebeard’s Castle.
As part of her professional training Matilda has been mentored by such conductors as
Martyn Brabbins, David Zinman, Sir Colin Davis and Ingo Metzmacher, and has conducted
the BBC Philharmonic, Scottish Chamber Orchestra, Buffalo Philharmonic, Rochester
Philharmonic and London Symphony Orchestra.

THE KREISLER ENSEMBLE
The Kreisler Ensemble was formed in 2003 by seven musicians with one common
purpose: to create a new platform for contemporary music and challenge existing
perceptions about the way new music is currently performed.
The ensemble explores the boundaries between different art-forms to create new
experiences in sound, and performs in both traditional and non-traditional venues.
They have performed in cathedrals, old cabaret halls, warehouses, concert halls and in
a spiegeltent.
Commissions form an integral part of the ensemble’s work. The group seeks to
commission works by talented young composers, and to make new works integral to our
musical consciousness.
Since its conception, Kreisler Ensemble has performed widely across the UK, from the
St. Magnus Festival in Orkney to the Purcell Room, London (FRESH series), Bush Hall,
the Jacqueline du Pré Music Building, Oxford and the Warehouse, London.
KATHRYN THOMAS
Flautist Kathryn Thomas is a graduate of the Royal Academy of Music and was
subsequently awarded an Associateship of the Royal Academy of Music for distinction
in the music profession.
Kathryn regularly performs as a recitalist and chamber musician. As a founder member
of the Galliard Ensemble whose awards have included participation in the BBC Radio 3’s
New Generation Artists scheme, Kathryn has given live and recorded broadcasts at
festivals nationwide. She is regularly broadcast on BBC Radio 3, including a live solo
broadcast appearance at the BBC Proms. Her solo and chamber CDs have been released
internationally and have been featured in magazines such as Gramophone Editor’s
Choice, The Observer CD of the Week, and Critic’s Choice in BBC Music Magazine.
Kathryn has given many world and British premieres. She has also worked with
orchestras including as Guest Principal with the London Sinfonietta.

IAIN FARRINGTON
Pianist Iain Farrington studied at the Royal Academy of Music, London and at St
John’s College, Cambridge University. He has performed at the Wigmore Hall, Queen
Elizabeth Hall, Royal Opera House, Japan, South Africa and across Europe. He has
accompanied Bryn Terfel, Lesley Garrett, the Royal Ballet, the BBC Singers, and such
conductors as Sir Simon Rattle and Sir Colin Davis. Iain has made numerous
recordings and has broadcast on BBC Television, Classic FM and BBC Radio 3. He is
Arranger in Residence for the Aurora Orchestra, and his compositions and
arrangements have been recorded and performed all over the world.
NAOMI WILLIAMS
Naomi Williams is an ABRSM Home Postgraduate Scholar at the Royal College of
Music where she is studying with Professor Alexander Boyarsky and has won many
prizes for cello. She graduated in 2001 with Distinction for her Postgraduate
Diploma in Performance as solo/ensemble recitalist and was awarded the Jacqueline
Ward Memorial Prize for strings. She has participated in masterclasses with
Alexander Baillie, Patrick Demenga, Joan Dickson, Steven Doane, David Geringas,
Natalia Gutman, Frans Helmerson, Steven Isserlis, Aldo Parisot and Janos Starker.
Naomi was the soloist in Tavener’s Eternal Memory at a concert in St.
John’s, Smith Square in the presence of the composer. In January 2001 she gave a
recital at the Purcell Room, Southbank Centre as part of the Park Lane Group series.
Her concerto performances include the Schumann cello concerto with the RCM
Symphony Orchestra under Martyn Brabbins in November 2000. She has given
recitals at St. Martin-in-the-Fields, St. James’ Piccadilly, has performed at the
Wigmore Hall, Kensington Palace, Cheltenham Festival, Sadler’s Wells with the
National Youth Ballet and live on BBC Radio 3. Naomi is winner of the Sevenoaks
Young Musician of the Year 2000 and the 1999 Redhill Sinfonia soloists competition.

