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1 Muted Lines 6’46

 Members of the London Symphony Orchestra · Cevanne Horrocks-Hopayian voice 
 Trish Clowes saxophone · Tim Giles drumkit · Jon Hargreaves conductor

2 Welcome Party 3’31

 Members of the London Symphony Orchestra · Jon Hargreaves conductor

3 The Cave Painter 1’00

 Cevanne Horrocks-Hopayian reader

4 Cave Painting 6’30

 Members of the London Symphony Orchestra · Jon Hargreaves conductor

5 Swallows & Nightingales 4’22

 Members of the London Symphony Orchestra · Ziazan voice · Jon Hargreaves conductor

6 The Ladies 4’01

 Members of the London Symphony Orchestra · Ziazan voice · Tim Giles drumkit
 Jon Hargreaves conductor

7 Dancing Birds 7’03

 Members of the London Symphony Orchestra · Jon Hargreaves conductor 

8 A Poet 0’06

 Ziazan reader

9 Inkwells 4’35

 Ziazan voice

bl Ser Սեր (Love) 5’56

 Choir of Girton College, Cambridge · Gareth Wilson director

bm Walls & Ways 5’49

 Ausiàs Garrigós Morant clarinet & bass clarinet · Ziazan reader

bn Lullaby Between Two 5’32

 Choir of Girton College, Cambridge · Gareth Wilson director

bo Bonus: Cassette (sketches) 2’37

 Cevanne Horrocks-Hopayian voice · Choir of Girton College, Cambridge body percussion

 Total timing 57’48

Cevanne 
Horrocks-Hopayian
© Jodie Cartman
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Introduction by Caroline Potter
Cevanne Horrocks-Hopayian’s music is not 

an abstract art, but one that tells stories 

of history, people and travel; it has a rare 

sense of place. The works on this album all 

originated with a specifi c concept, with her 

music springing from an idea or, in many 

cases, diverse ideas brought together. 

Her texts are drawn from a wide range of 

sources and periods, and what they have 

in common is both strong imagery and 

space for music to add another dimension 

to the words. 

Horrocks-Hopayian’s music breaks through 

genre barriers with impunity: blues vocals, 

a rhythm section and jazz saxophone 

might cohabit with a classical chamber 

ensemble, a traditional Armenian mode with 

contemporary musical language, acoustic 

instruments with recorded found sounds. 

A performer herself, she is active as a 

singer, harper and live electronics artist, 

working with classical musicians and as 

half of the folk electronica duo Crewdson & 

Cevanne. Muted Lines (2016), composed for 

the saxophonist Trish Clowes, won a British 

Composer Award in the Contemporary Jazz 

Composition section in 2017, and Crewdson 

& Cevanne were nominated in the Sonic 

Art category the following year for material 

from their fi rst album BRACE. And during the 

COVID-19 pandemic, Horrocks-Hopayian has 

explored other forms of creativity, as a visual 

artist and writer as well as composer and 

collaborative performer.

Her connection with the London Symphony 

Orchestra dates back to her participation 

in the Panufnik Composers Scheme, 

culminating in her fi rst orchestral work A 

Dancing Place (2010), released on the LSO 

Live Label conducted by François-Xavier 

Roth. Her playful approach to orchestral 

sound is heard in gestures such as tapping 

on music stands, and chance elements such 

as instructions to ‘play if you have blue eyes’ 

or ‘play if you’re a woman.’

Much of the music on this album was 

written for her 2015-17 LSO Soundhub 

residency at 575 Wandsworth Road in 

London. The former home of the Kenyan-

born polymath Khadambi Asalache is from 

the outside an ordinary Georgian terraced 

house, but Asalache decorated the interior 

on every surface, covering it in carved 

wooden fretwork and an eclectic range of 

graphic designs; it is now a National Trust 

property.1 Horrocks-Hopayian was inspired 

by the decoration, the acoustic properties 

of the house itself and even by individual 

objects, as well as by Asalache’s writings 

and origins; the project was shortlisted for 

a British Composer Award in the Chamber 

Ensemble category in 2017. Asalache was 

also a poet, and his words are set explicitly, 

or served as a stimulus, for several works. 

Migration is a common theme in his work, 

another connection with Horrocks-Hopayian 

for whom her Anglo-Armenian origins 

are a source of inspiration. The voices of 

collaborators, including Seta White and 

Ziazan, are disassembled on computer, and 

the electronic pieces are subtly connected 

with other works on this CD as they reuse 

material that we hear elsewhere.

Walls & Ways for clarinet and electronics 

starts with the recorded tick-tock of the 

grandfather clock in the house. We hear 

birdsongs, as if from the garden, and a 

narrator telling a story of a return journey 

from exile to a home country. The clarinet 

loops around itself, a musical image of 

return. Inkwells begins with recorded 

hammering, as if Asalache were present 

working with wood in his house. The track 

combines looped sounds sampled from 

Asalache’s metal inkwells and thumb 

piano (mbira) with the voice of Ziazan 

Horrocks-Hopayian, like an electronic metal 

percussion ensemble with arabesque 

decorations to the vocal line. Inkwells is a 

partly graphic score, with a text based on 

A Poet by Asalache. Bunnies decorate the 

score – another reference to a recurring 

image painted in the house.

The Ladies is inspired by the eclectic 

paintings of women in the bathroom of 

Khadambi’s House, ranging from Bessie 

Smith to Cleopatra, Pocahontas to Madame 

de Pompadour, with a fragmentary 

Shakespeare text providing another 

historical layer. The world of Bessie Smith 

is the most prominent musical infl uence, 

though the bluesy vocal interjections 

also have a witty or sardonic edge. This 

and Inkwells were written for Horrocks-

Hopayian’s sister Ziazan, a singer with an 

unusually wide range, to perform. 

Swallows and Nightingales, developed 

from a single movement The Swallow, is 

dedicated to Ziazan and she is joined by a 

string quintet (two violins, viola, cello and 

double bass). This time, the translated 

text fragments are by the Armenian author 

Gevork Dodokhian (swallow) and Sappho 

(nightingale), but the main protagonists are 

vocal and instrumental birds, conjuring up 

the migratory bird artefacts in Khadambi’s 
1 The LSO made a fi lm available on YouTube showing Horrocks-Hopayian’s compositions played in different 

rooms of the house: https://bit.ly/CevanneLSO
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House. This is impressionist nature music 

for the 21st century.

Haunting in its simplicity, Cave Painting for 

violin, viola and bass clarinet is inspired 

by a poem by Asalache, The Cave Painter. 

The solitary artist waited for a long time, 

saw a distant animal on the horizon and 

‘suddenly a startled deer pushed its way 

through the fresh paint.’ Sustained string 

sounds and bass clarinet multiphonics form 

an evocative, timeless drone, a message 

in time which might come from a different 

age. In Dancing Birds, Asalache’s carved 

images of birds and dancers are paralleled 

in evocative sound gestures by Horrocks-

Hopayian. Chorale-like, close harmony 

processions of chords are overlaid by slowly 

descending string lines marked ‘seagull 

harmonics’, and later by incisive woodwinds 

‘like birdsong’; gradually, the birds become 

the most important voice. These are urban 

birds who sing louder than their rural 

counterparts.

Muted Lines brings together the classical 

chamber ensemble, jazz group and an 

ancient Armenian text translated into 

English. The composer turned a couplet 

by 16th-century Armenian poet Nahabed 

Kouchag into a visual poem, each line 

with fewer words than the previous one (in 

Oulipo terms the text is a ‘melting snowball’, 

though the constraint is not followed 

strictly). An embellished vocal line is coupled 

with a descending riff that sounds like a 

lament, its chromatic disturbances snaking 

towards an abyss. Trish Clowes’ tenor 

saxophone has space to improvise and, in 

Horrocks-Hopayian’s words, ‘fi ll the void’. 

The vocalist brings Kouchag’s text to the 

foreground towards the end, with higher-

pitched instruments bringing luminosity and 

stillness, a vision of eternity.

Welcome Party is described as ‘a dance 

with your own shadow, a journey to a big 

celebration. The material relates to a choral 

lullaby created for this album, both in 

2021.’ Dedicated to Susie Thomson and 

Horrocks-Hopayian’s family, this is a loud, 

extrovert welcome, built on driving anapest 

(short-short-long) rhythms. Again, slithering 

chromaticism, especially on the bassoon, 

adds a different emotional dimension. This 

celebration of life incorporates a danse 

macabre: life and death are inextricably 

linked. Moving towards the end, the brass 

are the fi rst to drop out, followed by the 

woodwind and fi nally the strings, until only 

the viola remains. 

Horrocks-Hopayian studied at Girton 

College, Cambridge, graduating in 2004, 

and more recently was appointed Visiting 

Fellow Commoner. Her links with the 

college continue on this album, as their 

choir perform her choral works. The Lullaby 

Between Two that is based on the same 

improvised melodic material as Welcome 

Party is quite different in mood from the 

ensemble piece, a touching tribute to 

an aunt who died during the COVID-19 

pandemic that, according to the composer, 

follows a folk tradition of soothing songs. 

The choral parts gradually build to a 

powerful climax, when suddenly the texture 

reduces to percussive sounds created by the 

body or mouth only to fade away to silence.

Vocal works are the vehicle of some of 

Horrocks-Hopayian’s most personal music. 

2015 marked the centenary of the Armenian 

genocide, and the other choral piece on this 

album, Ser, commemorates this tragedy. 

The Armenian word ‘Ser’ (meaning ‘love’) 

is its sole text, and the composer uses 

the mugham chargia mode, constructed 

from two highly contrasting tetrachords 

with a common central pitch. However, 

unlike in traditional Armenian music, 

Horrocks-Hopayian sometimes uses the two 

tetrachords together to create richer and 

stranger harmony.

The beautiful song Sisa’s Well that 

concludes her album BRACE, a collaboration 

with Hugh Jones (Crewdson), draws on 

recorded sounds of the Suffolk coast and 

ends with a discordant parlour piano playing 

a fragment of There’s No Place Like Home. 

This is an unusually direct statement of 

the strong sense of place that is so central 

to Horrocks-Hopayian’s music. Whether 

inspired by the unique home that is 575 

Wandsworth Road, by an ancestral home 

or her home region, her music both belongs 

somewhere and speaks to our human need 

for belonging.

Caroline Potter © 2021
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Note by Cevanne Horrocks-Hopayian
Welcome Party owes its existence to Susie 
Thomson, the founder of my residency with 
the LSO at 575 Wandsworth Road, and the 
supporter of this album through many years 
of development. To produce this recording, it 
has taken the combined efforts of my family, 
my friends, my patrons, and my creative 
collaborators, and I thank you all. To paint 
a picture of our unusual process: the Girton 
College choir (awaiting their exam results) 
had to be separated by screens for COVID-19 
safety measures, while the LSO were carefully 
distanced and read from scores handled only 
by gloves. We have captured an unforgettable 
moment in time — including a thunderstorm, if 
you listen closely.

These notes feel like a journal entry. It’s 

how I’ve developed the ideas for this album 

over the years. When the pandemic halted 

progress, I eventually returned to my note 

book (gifted to me by another composer) to 

complete pieces dating back to 2015, and 

invent new ones. The process felt a little like 

reintroducing myself to old friends. Awkward 

and anxious at fi rst, but eventually it became 

a familiar conversation, a welcome party.

For a while I had become estranged from my 

own ideas, as my response to the pandemic 

buried my creative impulse for the fi rst time 

I can remember. My ideas only returned 

when I found my home to be my new ‘venue’ 

for playing with no audience. The domestic 

setting drew me back to Khadambi’s work in 

575 Wandsworth Road, and to multimedia, 

and I better understood how it feels to make 

art out of your own home, to live in art.

I slowly refi lled my creativity, and by the 

time my worst fears of the pandemic came 

to pass — and my loved ones died — music 

fl owed like water again. I hope the pieces will 

fi nd their own place with you when you hear 

them. Some things I will keep to myself, to 

leave you room. 

Welcome Party
I wrote the piece Welcome Party this year, 

and as I did so, it seemed to take fl ight. I 

took a line from Lullaby Between Two, a 

melody I improvised while waiting for an 

ambulance (I’ll explain later). Welcome Party 

celebrates transition through dance, and 

resonates with some of my fundamental 

stories and memories. According to my 

mum, I fi rst heard Mozart’s Overture to the 

Marriage of Figaro as a newborn when she 

watched the fi lm Trading Places. I danced to 

the overture’s fi zzing energy and still do.

Muted Lines
I originally wrote Muted Lines for Trish 

Clowes’ album My Iris while I was in 

residence at 575. We had discussed the 

origins of Jazz in the context of travel and 

exile. Trish had begun singing in addition 

to playing the saxophone, so I chose to 

build this piece around lyrics. The text 

was translated by the late Diana Der 

Hovanessian, whose direct style always 

struck me as if she were in conversation with 

the reader. This piece uses the fi nal couplet 

from the two quatrains of Choose One, from 

the Armenian priest-poet Nahabed Kouchag 

in the 16th century. My ‘eye-music’ treatment 

of the text, carving holes into the couplet-like 

fretwork, reveals new meaning with each 

repetition and improvisation. I feel the weight 

of loss lift when the essential call to act 

remains to the end. 

Choose One (extract)
Nahabed Kouchag (16c)

trans. Diana Der Hovanessian (1934-2018)

Sing although the exile’s heart fi lls with such unsingable songs

Sing             the exile’s heart fi lls with such unsingable songs

Sing      the exile’s heart             with unsingable songs

Sing      the exile’s                                    songs

Sing                                 unsingable songs

Sing                                             songs

Sing songs

The Ladies
Writing The Ladies was a chance to engage 

with the humour throughout Khadambi’s 

interior designs. I had initially been so moved 

by his work, and so conscious that I was 

unable to speak directly to him about 

it, that I focused on irreverent subjects 

only. Susie Thomson helped me to spot the 

stubborn donkey that Khadambi carved 

from wood found in a skip, the animals 

painted at ankle-height for her dog to chase, 

98
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and the murals of ladies in the bathroom. 

I encouraged Ziazan to sing in a way that 

paid tribute to Bessie Smith, balancing 

reverence with fun as she delivers words by 

Shakespeare in the voice of Cleopatra, all of 

which Khadambi painted on his bathroom 

wall. The splashes of Romanticism reference 

his image of Pavlova dancing 'The Swan'. 

Dancing Birds
Dancing Birds is a dance of migration in 

slow motion: a fl ight which spans a year, 

and returns to the place of departure. I love 

to see birds who were previously roosting in 

a tree in Asia or Africa, annually reclaiming 

their territory on the telegraph wires of 

Britain having made the long journey of 

their ancestors. When I was in Khadambi’s 

living room, I took in the carvings he made 

of birds in fl ight above ballerinas performing 

Swan Lake. I saw Charlie ‘Bird’ Parker in 

Khadambi’s record collection and drew 

from all of them, slowing them all down. To 

the eyes of a bird, much of what we do as 

humans must appear so slow. To some birds, 

our fi lms will look like slide-shows.

Swallows & Nightingales 

I enjoyed developing this piece with the 

contrasting characters of the birds, and 

their cultural symbolism. In Dodokhian’s 

poem, the Swallow has to rebuild its nest 

and protect its young, and despite threat and 

tragedy, it keeps singing. Sappho’s fragment 

hints at the Nightingale’s associations with 

love and melancholy.

The Swallow poem brought an image of 

a fl ock to my mind, not a loner, like the 

nightingale. I wrote for the ensemble to 

alternate between these states, and I 

transcribed birdsong. It’s been convincing 

enough that when playing the recordings, a 

duck, a pigeon and even a tawny owl have 

joined in (perhaps to ask why they weren’t 

included in the composition).

The nightingale has personal signifi cance. 

It features in Armenian folktales, and it is 

endangered in the UK — can you remember 

the last time you heard one sing? And my 

sister Ziazan does a wonderful imitation 

with her Bel Canto voice. The title references 

Swallows & Amazons, Arthur Ransome’s 

book inspired by an Anglo-Armenian family in 

Aleppo who would visit the Lake District each 

summer, like the swallow. 

The Swallow
Gevork Dodokhian (1830-1908)

Swallow, swallow

Fine bird of spring,

Tell me,

Where are you fl ying, so fast?

Fragments, on Love and Desire VI
Sappho (c.630-570 BCE)

Nightingale,

Herald of spring

With a voice of longing…

Inkwells
Being permitted to sit down in Khadambi’s 

sitting room changed my perspective on 

his designs. I could see the light shine 

onto an irregular table he’d carved to hold 

a collection of glass and metal inkwells. I 

decided to record them and build a track 

from the ‘found sounds’, along with the 

mbira of Khadambi’s study. I then cut 

the image of the table and chairs into the 

manuscript paper in order to generate 

musical ‘fretwork’ which structured 

Ziazan’s vocal performance and inspired 

her improvisations. I set A Poet across the 

carved paper, a beautiful one-liner:

A Poet
Khadambi Asalache (1935-2006)

A

fresh

breeze 

from 

a

distant

land

blew 

through 

his 

pen

1110
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Cave Painting
This is my setting of Khadambi’s poem about 

the creative process, and the patience of 

waiting for an idea to reveal itself. It was 

the fi rst thing I wrote while in residence at 

575 and its meaning returned full circle 

when I fi nally completed this album after a 

long wait. The notes are derived from the 

acoustic resonance of Khadambi’s study 

and the intonation of Seta White reading the 

poem in the space. I played her recording 

back into the room and re-recorded the room 

sound, repeating the process several times 

(à la Alvin Lucier) until just these pitches 

remained. I remember sitting in the house 

alone, looking down at my computer to build 

the recording, looking up and fi nding hours 

had passed.

The Cave Painter 
Khadambi Asalache (1935-2006)

He waited:

an hour passed

a week passed

a year passed. 

Then one day he 

heard far off

a secret struggle; 

an outline on

the far horizon

an animal’s horn. 

He touched it

with his brush 

scratched it

lightly and 

suddenly a startled 

deer pushed

its way through 

the fresh paint.

Walls & Ways
Seta selected this poignant poem about 

travel and study, and returning to fi nd your 

home is not where you left it. I recorded the 

cosy sounds of Khadambi’s home, such as 

the ticking clock, to contrast with the outdoor 

landscape of the poem. I copied the lines 

of fretwork which rise up the staircase onto 

my manuscript paper, and where the lines 

intersected with the staves, I added notation. 

The clarinet layers these patterns, while 

Ziazan reads Khadambi's poem Parting 

of Ways.

Parting of Ways
Khadambi Asalache (1935-2006)

Leaving behind the family’s hut 

where he was born and raised 

and listened to his sister’s chants 

The village one day awoke 

bestowed its pastoral pride 

and bid him farewell 

On his return from England 

the neighbours came 

fl ocked around him.

Oddly his fi rst act 

was to read them aloud

the opening lines of Paradise Lost 

and followed this with a talk 

about Longfellow

and his love of Pope 

Their startled eagerness

held beyond a reading from Wordsworth 

and their eyes lost a little glimmer

as he adjusted his voice

to recapture an Oxford accent 

He then unfolded an album

and the village saw for the fi rst time 

a grey charm before them

the Thames as it moves silently east 

past the Tower Bridge 

The village listening patiently 

trapped at the edge

of precise

phrasing 

unique learning

and there was silence 

Some people rose and collected

their stools and walking sticks

parted

and moved their peasant features away 

like a squatter rises 

recollects himself seeing his presence 

out of harmony with things 

There was an old baobab tree

in the centre of the village

here they went and sat

to regroup back their dignity

here where they know themselves best 

in the clearness 

of a calm quiet 

shade 

1312
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Cassette (Early Sketches) 
This tape is a true glimpse of my ‘notebook’ 

— dictaphone recordings made on the 

spot when the thought comes to me. The 

National Trust let me play with the mbira in 

Khadambi’s study, where I recorded this riff 

which went on to become the string part for 

The Ladies.

Ser Սեր (Love)
Ser (Love) began as something I performed 

for the London Jazz Festival with an 

instrumental quartet, commissioned by 

Serious for the Southbank Centre. When 

I wrote it, I imagined a choral setting for 

the way this mode, mugham chargia, could 

alternate between tension and openness. 

I also felt that the shape of the mode, with 

its two contrasting tetrachords around a 

central tone, could represent two sides of 

myself and my heritage — one rising like the 

beginning of a major scale, the other falling 

down an augmented second.

Lullaby Between Two
This must be the most personal piece of 

music I have ever shared. It was the last 

thing I wrote for my album, and the last thing 

I sang to my auntie who died after catching 

COVID-19 in hospital. I improvised it when 

waiting for the ambulance to help her (I 

said I’d explain later). I have the original 

recording, and not much was changed for 

the choral arrangement. I worked on the 

choir parts with such focus that I didn’t 

notice when I left my bath running, and it 

spilled into the hallway. I think she’d have 

found that funny. 

So end my notes on the album tracks. 

Welcome to my music of the last six years. 

Khadambi took decades to make his home 

into a work of art. I’ve just worked on one 

room in my musical home, and you are 

welcome to spend as much time there as 

you wish. 

Cevanne Horrocks-Hopayian © 2021

Cevanne Horrocks-Hopayian’s multifaceted 

works ignore the boundaries between art-

forms and artistic cultures. An award-winning 

composer and performer, her ‘stand-out’ gig 

at the BBC Proms led to her description in 

the international media as a "21st-century 

diva" (in the original sense of the word). She 

writes for and performs with wide-ranging 

ensembles, acoustic and electronic, eastern 

and western, leaping from one project 

to another. On the surface, they seem to 

contrast sharply — her Ivors-nominated 

folk-electronica album BRACE (Crewdson & 

Cevanne, Accidental), seems at once more 

intimate and surreal than her large-scale 

orchestral work for the Royal Ballet, Seasons 

In Our World. But through everything runs a 

strong sense of line, rhythm, storytelling, and 

a voice that can only be hers.

Known for her unique ‘Eye Music’ scores, 

where visual structures create physical 

parameters for her composition, her works 

have been double-nominated for the British 

Composer Awards, with her moving piece 

Muted Lines for saxophonist Trish Clowes 

winning the Jazz category. When in residence 

at the Handel & Hendrix Museum, her ‘Eye 

Music’ scores featured windows carved into 

the paper, guiding her compositional process 

to work with whichever notes the aperture 

revealed. Now, she expands her multi-media 

techniques with a recent commission to 

create ritual text and art projections onto 

the water of the Coventry Canal 

(Random String, 2021). 

She writes extensively for pioneers of new 

music technology, and in live performance 

she manipulates her own voice and harp 

with DIY midi-controllers such as the 'Sonic 

Bonnet'. Her work for performers with 

physical disabilities such as Clarence Adoo, 

and for inclusive ensembles RNS Moves 

(Royal Northern Sinfonia) and BSO Resound 

(Bournemouth Symphony Orchestra) 

celebrates technology as an enabling tool 

and a means of creative expression for all. 

Horrocks-Hopayian has a growing 

international reputation through work 

that has won grants, commissions, and 

fellowships in Europe, North America, the 

Middle East and China, and radio-play across 

the world. Her radio drama, DJ Helga’s Pirate 

Radio Show for Swedish National Radio, was 

cevanne horrocks-hopayian

181514
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runner-up in the International Prix Marulic 

in 2015 and featured percussionist Manu 

Delago. She won a call and travel award from 

the British Council to create a new work with 

the Melodia Women’s Choir of NYC, inspired 

by cultural and political pioneer Zitkala-Sa. 

She is in demand as a public speaker in 

academia and interdisciplinary events, 

sharing her insights with the University of 

Cambridge, the Royal Academy of Music, 

Guildhall School of Music & Drama, Trinity 

Laban, the international conference for New 

Interfaces in Music & Electronics (NIME), 

lecturing in Jordan with the British Council, 

and Beijing with the LSO, and even online 

with Atlas Obscura (NYC).

Horrocks-Hopayian has often expressed 

gratitude for her relationship with the 

London Symphony Orchestra, after her 

residency, numerous collaborations and a 

recent release of her fi rst composition for 

symphony orchestra, A Dancing Place, on 

their critically-acclaimed album Panufnik 

Legacies III. The LSO describe her as ‘one of 

today’s leading emerging composers’, which 

seems a fair assessment.

www.cevanne.org
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Muted Lines (2017-2021)
Commissioned by Trish Clowes & Emulsion Festival

Welcome Party (2021)

Cave Painting (2017)
Commissioned by the London Symphony Orchestra

Swallows & Nightingales (2017-2021)
Commissioned by the London Symphony Orchestra   

The Ladies (2017-2021)
Commissioned by the London Symphony Orchestra

Dancing Birds (2017-2021)
Commissioned by the London Symphony Orchestra

Inkwells (2017)
Commissioned by the London Symphony Orchestra  

Walls & Ways (2017)
Commissioned by the London Symphony Orchestra

Ser Սեր(Love) (2015-2021)
Commissioned by Serious Events Ltd for 
the London Jazz Festival

Lullaby Between Two (2021) 

Bonus: Cassette (sketches) (2017-2021)
A couplet from ‘Remembrance’ by Ghazaros Aghayan (1840-1911)
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DAVID LEFEBER Recording Engineer & Producer
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This recording was made possible with the generous support of Susie Thomson. 

Cevanne and NMC are grateful for the support of The Nicholas Boas Charitable Trust, 

HopayianMD and the following funders of this album: 

Along with these friends of the composer, who also made a donation

Gillian Jondorf, Biddy Barclay, Tessa Marchington, Carol Garrison & Graham Lee, Martin 

Ennis, Joschi Herczeg, Michael Andrews, Becky Whiting, Katherine Hambridge, and Maral 

Mohammadi. 
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to NMC and David Lefeber for their continued support; to Ann Miller for posting the scores 

in a pandemic; to the LSO and the National Trust; to Girton Choir and Gareth Wilson; to my 

parents; to the poets."

The Composer-in-Residence scheme at 575 Wandsworth Road was a LSO Soundhub project. 

Generous support has been provided by Khadambi Asalache’s partner, Susie Thomson. The 

LSO are also grateful to the National Trust, who supported this project
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