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‘Mendelssohn’s quattets exhibita rémiarkable blend of fantisy, emotion
and infellectual rigour, allied to an insider’s expertise in wiiting for strings.
The best performances, it seeriis to me, give dug weight to each aspect.
The New Zealand Quartét clea.rly Tove this music, and their strong sense

g0’ ‘anmoticed: one example occurs just before the énd of the first
movernént of thé Quartét in E ﬂar: where ) final remll of the second
theme is aocompamed by double—stopped cellg pzzzmztz gNen extra
emphasis here, these dark tones ¢asf a deeper shadow over the coda’s
E flat radiance, In the same quartet’s finale, which can seém tather
superficial, the New Zealanders’ ‘confidence as ensemble players permits 2
flexiblé approack; the rhythm.lc momeritum is Hiever destroyed bt bends
alittls 66 that the charaetérs of the deferent motlfs canl be enhariced.

‘Wheneyer Mendelssohn’s ardent, Romantlc temperament comies to the
fore, these playcrs rcspond Their passxonate finalé'of Op 13 'maynot quite
have the inténsity of the Leipzig Quartet’s, but, ata slightly rhore measuired
tempo, the focus heére is rather on expréssive detail. Conversely, in Op'44 *
this version may iiot rival the rich tonal varigty of thé Eroica Quartet, with
its historical approach, but maintains more forccﬁ:lly the miusic’s vigorous
impetus, while keeping that essential warmth of expréssion t that’s missing
_from the brilliant, energeuc, but dmpassmnate Pacifica Quartet.

‘With one more volume to come, thJs prom.lses to be'an outsmndmg set.

Duncan Druce
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.of internal balance alldws them to bring out many telling details that often

INTERVIEW

The New Zealand
Quartet's cellist
Rolf Gjeisten

Despite the anniversary
year, Mendelssohn's string
quartets are neglected.
One reason is that his
language isn't understood
in the right context.
People want to compare
him to Brahms and
Schumann, when actually
hes looking back to the
models of Bach and
Mozart. And, stylistically,
the counterpoint is so
expressive that it leads
youtowant to play ina

| heftier style. In fact that

doesn't work, it has to be
leaner so the music can
flow. So misconceived
interpretations have
caused these works to
lose charm and magic.
Mendelssohn has a
reputation of being
emotionally lean and so
he often loses out in
concert programmes to
ather Romantic
composers. That's really
sad, because he was
probably the greatest
musical prodigy who ever
lived and was canstantly
studying throughout his
life the laws of expressive
counterpoint. By doing
this project we've
discovered that he has a
remarkable sense of
expression and form in his
quartets. You can't look for
the same things that you
find in the other
Romantics. In a way there's
less room for subjectivity
in his music, you have to
find how he's steering you
through the texture. He's a
bit of a control freak in
terms of the amount of
notes he puts into those
textures, he likes to
contro! the flow. But the
more you five with it
you adjust to the timing
and find the freedom.
Through the two
quartets you feel him
growing up. He moves
from adelescence until
finally, after Fanny dies,
there was no other way to
compose than to write
terror into his music,
There's a delicate,
extrernely sensitive human
being evident behind it alf,
He breathes in a different
way to other compuosers.
And, like with Mozart, you
have to find the sound to
unlock the genius.
Interview by
James Inverne

disc amply illustrate his personal synthesis of the
prevailing styles, reflecting the influence both of
his older contemporaries — Corelli and Vivaldi,
Couperin and Rameau — and of his own
considerable mastery of the violin.

Hence, we discover in Leclair’s opening
Adagios a more optimistic, cosmopolitan Corelli

.and in the Allegros a love of wide tessitura,

bariolage and repedtion worthy of Vivaldi. Bur
the refreshing innocence of his C major Scnata
and the sophistication of many of the dance
movements (particularly the finales) represent
Leclair’s own voice. Couperin and Rameau
might well have admired the extended A minor
rondeau, with its delightful upward turns of
phrase that briefly suspend the music in mid-air.
Adrian Butterfield is a worthy champion. He
has grasped the'gentle Arcadian spirit of the
French Regency era that inspired Leclair’s work
and the extent to which the music represents a
departure from the formality and introspection
of much of the music of the Louis XIV period.
The sweetness of his tone, aptness of his tempi
and the lighmess with which he wears his
virtuosity perfectly complement the music, and
Alison McGillivray and Laurence Cummings
provide unfailingly stylish support. This is one
of those recordings you will want to return to
again and again.
Julie Anne Sadie
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Intimate and exuberent performances
from the Ykeda duo

. Perhaps only Mozart

R compares with Schubert in
: a achieving poignancy

- through economical

E means. At the same time it
E has to be said that

b Schubert will always
remain a singular and distinctive instance of
poetic genius. This is rarely more applicable
than in the ¥ minor Fantasiz, Schubert’s greatest
work for four hands, as cyclical as his very
different, ultra-virtuoso Wandererfantasie and
evoking in its opening and closing “long-legged”
theme a despondency made all the more
heartfelt for its restrained eloquence. Yet, as so
often with Schubert, there is a case of going both
gently and ungently “into that good night” and
the Fantasie’s alternating drama and
introspection is realised to the full by the Ykeda
duo, even when momentum or impetus is
threatened. Thi three Marches militaires take us
from the familiar No 1 (music later embellished
by Gybrgy Cziffra with some very un-
Schubertian squibs) through No 2 to the
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_rumbustous final march where the Ykedas

compensate for their earlier lack of exuberance
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