Concert Reviews

‘Ghosts’ for saxophone quartet (2006)

“…Glazunov exploited [the different instruments’] colours and characters with deep insight. In this quality he was matched and I think surpassed by Irish composer Ian Wilson in his Ghosts, written in 2006 for the Amstel Quartet who, in a spoken introduction, paid a warm tribute to the Belfast man. The first of the two movements is driven by intense fanfares whose urgency makes them more like alarms. The slow second movement contains languid echoes of these alarms, out of which grows the nebulous atmosphere in which the eponymous ghosts make their fleeting, chilling (and not “spooky”) presence felt, with the eerie voices of multiphonics coming into play. This is captivating, beautifully crafted music which the Amstel performed around the world prior to giving this, the Irish premiere.”

Michael Dungan, Irish Times. 6th February 2008. Amstel Quartet. Hugh Lane Gallery, Dublin.

 

‘Cassini Void’ for clarinet and 10 instruments (2007)

“…Ian Wilson’s fantastic “Cassini Void”, a work for chamber ensemble that brilliantly ended the evening and still resonates in this listener’s mind. What are most remarkable in Mr. Wilson’s piece are original combinations of sound - harpsichord, harp, muted trumpet and trombone, percussion and bass combinations, for example - and the physicality asked of the players. The clarinetist, as protagonist, is literally approached by the violist and other instruments in a musical face-off. It was clear by the high quality of this performance that the players were not just a freelance, random selection. This was the stellar Argento Chamber Ensemble, who can be counted among the three elite, superb groups of its kind in the city.”

Anthony Aibel, New York Concert Review. November 2007. Carol McGonnell, clarinet, Argento Ensemble cond. Michel Galante. Carnegie Hall, New York.

 

‘The Handsomest Drowned Man in the World’ for narrator and small ensemble (2007)

“Wilson’s music - now watery and pictorial, now expressive of psychological states, now mysterious and abstract - uncannily captured the story’s strangely winning mix of the macabre and the beautiful, ending with exactly the warm, weird kind of happiness that the author seems to have intended. Entirely in tune with the atmosphere was the narrator Gavin Friday, who revealed in his deep, breathy delivery a twinkling appetite for the morbid as well as an appreciation for the positive human outcome of the story.”

Michael Dungan, Irish Times. October 6th 2007. Gavin Friday, Carol McGonnell, Catherine Leonard, Guy Johnston, Finghin Collins. National Gallery of Ireland, Dublin.

 

‘unbroken white line’ for string quartet (2006)

“[The Carducci Quartet] were at their most impressive in Ian Wilson’s unbroken white line, an adaptation of music originally for saxophone quartet and a piece which only briefly steps out of its aggressive moto-perpetuo manner. They presented it as good, old-fashioned, jagged, dissonant modernism, with moments that seemed to emerge straight out of the world of Bartók.”

Michael Dervan, Irish Times. September 18th 2007. Carducci Quartet Festival, CIT Cork School of Music.

 

‘Miranda, Ariel, Umbriel’ for symphonic wind ensemble(2007)

“Ian Wilson, like Marshall and Bennett, relished the sonorities available from a wind ensemble and his work needs more hearings to be appreciated fully. At first hearing it is taut, athletic music of serious intent.”

Tim Reynish, www.timreynish.com. July 2007. International Youth Wind Orchestra, cond. Gerhard Markson. WASBE Conference, Killarney, Ireland.

 

‘re:play’ for improvising tenor sax, piano, string quartet and bass (2007)

“This was the premiere of Ian Wilson’s re:play, the second of this year’s new works at the West Cork Chamber Music Festival. It’s a septet that brings together an improvising saxophonist (Cathal Roche), a pianist (Hugh Tinney), a double bassist (Malachy Robinson) and a string quartet (the RTE Vanbrugh Quartet). Wilson lists the sources of inspiration as Roche’s saxophone playing and lines from Samuel Beckett’s Play, which the composer mined ”for melodic and rhythmic material”. The process may sound abstract but the results are anything but dry. The music is rhythmically giddy, and the use of microtones to explore between the cracks of conventional scales helps to create a floating, almost light-headed effect. Think of an atmosphere that’s at once everyday and familiar, but also disorientingly different, like those peculiarly heightened versions of reality that certain film directors create so well - think David Cronenberg or David Lynch. In Wilson’s world there are whiffs of nightclubs, of Astor Piazzolla, suggestions of Conlon Nancarrow, and this droll and slippery piece, which seemed as much fun to play as it was to listen to, also makes a feature of weaving comfortably in and out of improvisation.”

Michael Dervan, Irish Times. July 5th 2007. Cathal Roche, Hugh Tinney, Malachy Robinson, RTE Vanbrugh Quartet.

“The extraordinarily hard-working Vanbrugh [Quartet], at the top of their form, scared me with the world premiere of Ian Wilson’s “re:play”, which also called for saxophone (Cathal Roche), piano (Hugh Tinney) and double bass (Malachy Robinson). This mixture of modern jazz and art music had no boundaries and, while full of tension, was most exciting.”

Declan Townsend, Irish Examiner. July 10th 2007.

  

‘Messenger’ for violin and 13 instruments (2006)

“The concerto gives us the heroic image of a single player, bravely making a musical statement with a huge orchestra behind and an even bigger audience in front. On friday night, Catherine Leonard gave this image new meaning whe she performed the premiere of Ian Wilson’s “Messenger” Concerto for Violin and Chamber Ensemble. Not only did she play brilliantly, but the music’s own imagery - that of a frightened family anticipating, and then fleeing, the NATO bombardment of Belgrade in 1999 - came through in vivid colours. Wilson wrote the first movement of the concerto in the days leading up to the bombing, the second movement just after the birth of his son, and the third and fourth after the Wilson family had fled to Northern Ireland. The first movement began coherently, with clear melodies and ominous rumblings which then gave way to nearly hysterical fear. In contrast, the lullaby in the second movement didn’t become clear until the end; it’s then that you recognize the terrified parents calming their newborn son. The third movement was full of drive and industry, but the fourth kept returning to a single note (a high B) over and over again, making a sound like a cardiac monitor when the patient flatlines.”

Congratulations to Adrian Spence and Camerata Pacifica on a brilliant finale and a magnificent season.

James Donelan, Santa Barbara Independent. May 24th 2007. Catherine Leonard, Camerata Pacifica.

 

‘Little red fish’ for choir and saxophone quartet (2006)

“…a setting of a superficially childish but in fact rather macabre little poem by the Expressionist painter Oskar Kokoschka…is thoroughly engaging in its dismantling of the text down to individual syllables and phonetic units, and in its ear-opening exploration of the special sonorities on offer. Alongside everything technically interesting was the constant presence of both the text and its underlying themes of violence, death and – more obtusely – sex. …The performance aroused a strong sense of occasion, of being witness to something rare.”

Michael Dungan, Irish Times. 3rd June 2006. National Chamber Choir of Ireland, Rascher Saxophone Quartet, cond. Celso Antunes.

 

‘Winter finding’ for orchestra (2004/05)

“…a striking addition to Wilson’s already copious orchestral output …bright, clean orchestral sound, punctuated by splashes of colour …Wilson’s reputation for technical resourcefulness is evidenced in his efficient use of material, and well-measured sense of pace.”

Fergal Dowling, Journal of Music in Ireland (JMI), Nov/Dec 2005. 16th September 2005, National Symphony Orchestra of Ireland, cond. Gerhard Markson.

“The music engages vividly with the poetry’s successive images…this extended work shows its composer’s characteristic technical command and manipulation of orchestral sound…there is no denying Wilson’s ability to conceive ideas that hold one’s attention, that connect, that show humane sensibility, and that demand to be taken seriously.”

Martin Adams, Irish Times, 19th September 2005.

 

‘SKIN’ multi-media dance work (2005)

“Collaborations between artists of diverse disciplines are often judged on their ability to coalesce. We determine the success of common ground found in pre-production artistic dialogue by what we can spot on opening night: a dancer’s sweeping arm in time with a similar musical gesture, or dark visual images reflected in comparable musical tonal colours. But common ground is often a barren place. Shared strengths can also be shared weaknesses and the richness in collaboration comes not in affirming what you know but learning what you don’t. Skin could be a dance performance by Jenny Roche backed by a musical score by Ian Wilson and featuring video images by Ian Joyce. Instead they have dismantled performance hierarchies and conventions to create a space where all three contributions are equal but still self-serving partners. The audience is seated on two sides of a square dance floor with white fabric video screens on either side. Opening video projections are of forests, clouds and craters, setting off thoughts of skin and surfaces, but as the images flick from one screen to the other to fragile, vibrato-less high cello notes, finding meaning gets overruled by just experiencing. In seeking to depict “a world of inner contemplation and an outer world of instability and change”, the individual voices speak clearly. Wilson’s episodic score is in the gap between improvisational intimacy and showmanship, as he flits between techniques that reflect the constantly changing visuals. When Roche dances, the impetus seems to be from within, although her gaze looks out far beyond the walls of Project. And the tiniest shift of energy in one part of her body causes movement in another, like a mobile. Similarly, Joyce’s images reflect the innocence of daisy chains held up in the wind alongside the tragic reality of flooded villages. Maintaining these individual voices strengthens the overall message, like cross-party politicians suddenly agreeing on something. And we leave, not bolstered by one message, but by the richness of difference in how these artists choose to speak to us.”

Michael Seaver, Irish Times, 25th May 2005. Jenny Roche, dancer, Ian Joyce, visuals

 

‘Licht/ung’ for orchestra (2004)

“The mood of the piece is one of foreboding, punctuated with heavy, percussive convulsions, with chords of low, threatening brass, like a barely contained braying… David Brophy kept [the work] on an appropriately firm and threatening trajectory.”

The Irish Times, October 16th 2006. RTÉ National Symphony Orchestra of Ireland, cond. David Brophy. National Concert Hall, Dublin.

“… the entire evening from the performance point of view unfolded under the banner of concentration: …in the timbric essentiality of  ‘Licht/ung’ by Ian Wilson, who does not forego the clarity of invention even amid the tension - quite openly dramatic at times - of the sonorous gestures… All the pieces were cordially applauded by the Teatro Malibran audience, and Wilson’s work with particular warmth.”

Il Giornale di Vicenza, 19th October 2004 . Orchestra dell’Arena di Verona, cond. Johannes Debus. Venice Biennale.

“Ian Wilson is an overflowing talent.”

Il Manifesto, 21st October 2004 .

How can you measure modern compositional thought using an object [the orchestra] which is now historicized and which no longer provides opportunities for seeking new sounds?  Is it necessary to pursue something original or, as the Irish composer Ian Wilson maintains, is it only necessary to seek to express what you are?

L’Osservatore Romano, 27th October 2004.

 

‘Eigenschatten’ for solo violin and live recording (2004)

“…lonely and remote, with shimmering harmonics like troubled sighs…the overall effect was both mesmeric and haunting in Leonard’s intensely thoughtful performance.”

Irish Times, 6th April 2004, Catherine Leonard, violin

‘Arbres d’alignement’ for orchestra (2003)

“The carefully layered piece showed a conceptual strength and gestural clarity.”

Irish Times, 24th February 2004. RTÉ CO cond. Jacques Mercier

 

‘Eat, Sleep, Empire’ and ‘Involute’ (‘Unterwelt’ parts 1 and 2) – for ensemble (2002/03)

“We can hopefully look forward to more additions to the Unterwelt series; these two pieces already point towards a set with strong group identity, but also a group of individuals.”

Journal of Music in Ireland, May/June 2003. Psappha Ensemble.

 

‘Hamelin’, chamber opera (2002)

LESSON IN POWER MANIPULATION AND THE MEDIA

Ian Wilson’s opera “Hamelin” enthusiastically received at the Provincial theatre.
Let no one believe he can always enjoy himself passively at the opera. No: during the premier of Ian Wilson’s “Hamelin” (libretto: Lavinia Greenlaw) at the provincial theatre interaction was demanded.  There was free beer, leaflets, and those in the front rows had to be “extras” or they became scenery.

Producer Christian Marten-Molnar had had built, by decor and costume director Hans Jurgen Baumhofner, a podium in the middle of the Flensburg studio.  Around this sat the audience as at a boxing match or in a disco; on TV monitors clips of pop stars like Britney Spears and subsequently live excerpts of the performance itself could be seen.

Antje Bitterlich brings great power to her role and shows the development from the shy outsider to the confident woman, contributing to this with many nuances of her beautiful soprano voice.  Markus Wessiack (Bass) and Harald Quaaden (Tenor) are complete slobs oppressively tormenting and amusing at the same time, but always vocally at their best.  Wilson ’s music which the small orchestra under the leadership of Theo Saye plays effectively, contains virtually all the techniques of modern composing; it is at the same time extremely catchy and always oriented towards the action.  A flute symbolically reminds us of the piper.  The remaining players with violin, guitar, harp, clarinet, double bass and percussion makes possible a filigree web of sound. 

Ian Wilson’s “Hamelin” is a multilayered lesson in power manipulation and the media composed and produced in such a way as to produce a great effect.

Enthusiastic applause!!

Flensburg Daily, 17/03/03, Christoph Kalies

SUCCESSFUL PREMIERE IN THE PROVINCIAL THEATRE OF FLENSBURG: THE PIED PIPER TALE AS MODERN MUSICAL THEATRE

The provincial theatre of Schleswig-Holstein has, at least in miniature, taken a serious step forward in the affairs of new musical theatre. 

… the theatre manager Michael Grosse was able to celebrate on Friday, on the little stage in Flensburg, the German language premiere of “Hamelin”; this is a concise chamber opera lasting one and a half hours by the Irish composer Ian Wilson (present at the performance), and the London librettist Lavinia Greenlaw. The libretto, translated into German by the Swiss lyricist Raphael Urweider, is characterised by a compact dialogue structure.

The town from which the ominous” piper” has enticed away not only the rats but also the children is represented by two dignitaries suffering from very guilty consciences and correspondingly repressed behaviour, and by a disabled girl.  She couldn’t follow the piper quickly enough.

Ian Wilson has concentrated her effusive but disillusioned monologue into a remarkable and ambitious vocal flow to which the soprano Antje Bitterlich did justice in bravura fashion.  Indeed, the vocal parts intermingled in an artistic garrulousness.  At times this meant that they were not easily comprehensible; yet they had an atmospheric vividness.  The work had its strongest moments when it turned into a grotesque and in contrast to the basic honesty of the girl, with Monty Python-like sharpness an opportunity for middle class political humour was given to the arch comedian and splendid juggler of voice, the bass Markus Wessiack (Doctor) and his slightly paler tenor partner Harald Quaaden (Mayor).

Christian Marten-Molnar the director is to be congratulated on the speed with which the action took place on the smallest of stages; he was enabled also by the provision of hanging TV monitors to blend together the Pied Piper MTV and the Hollywood ideals of the girl into a cheap local TV.

Kieler Nachrichten, 17/03/03, Christian Strehk

 

‘The Falling Upward of Things’, multi-media installation (2002)

“…an inspired collaboration between composer Ian Wilson and installationist Ian Joyce…a mesmeric integration…often heart-stopping music…you couldn’t close your eyes…in the centre of the church spun Joyce’s shroud-like vertical tomb of swaying, rotating linen panels…”

The News Letter (Belfast), 11th November 2002 . Belfast Festival performance.

 

‘Man-o’-War’ for orchestra (2001)

“As much as I admired the Vanbrugh Quartet’s recording of his String Quartets, I hadn’t expected Wilson’s orchestral writing to be this powerful. As he explained in his pre-Prom interview, he was playing on both definitions of the title – the Portuguese jellyfish and the naval vessel – hoping to convey a sense of threat. It worked…I found ‘Man-o’-War’ both extremely disturbing and technically impressive… Wilson’s talent is an exciting one. Let’s hope his next commission is for a much longer piece. I can’t wait.”

            Independent on Sunday, 12 August 2001. Ulster Orchestra/Dmitry Sitkovetsky, BBC Proms.

“[The work’s] terse concentration, technical economy and command of sharply focused gesture were all strikingly impressive.”

            Sunday Telegraph, 12 August 2001.

“…a ten-minute tone poem attempting to evoke both the warship and the poisonous jellyfish of the title, and doing so by means of a darkly colourful, often quite hefty, orchestral style. The instrumental sections were dramatically demarcated on the platform, the textures could not have been clearer. Brass and low woodwind dominated with rich, glowering sonorities, outright snarliness and a striking tuba solo midway. Lower strings sometimes created a treading-water effect; while Wilson’s penchant for quarter-tones allowed the strings as a whole to produce ripples of subtle dissonance that washed back over the orchestra like a polluted tide.”

            Sunday Times, 12 August 2001.

 

‘In blue sea or sky’ for solo harp (2000)

“One associates the concert harp with lush arpeggios and rich glissandi, but nothing could be sparer than Ian Wilson’s new work, ‘In blue sea or sky’. It alters its harmonies so frequently that there is no time to linger over passing concordances, which end with single notes disappearing off the top of the instrument’s range. The title refers to pictures by Cy Twombly, in which it is not clear whether the ostensible subjects, boats, are floating in the sea or the sky. The music moves between the two elements with easy freedom; nothing much happens, the movement is all.” 

The Irish Times, 22 October 2000. Cliona Doris, harp.

 

‘Abyssal’ for bass clarinet and ensemble (2000)

“Ian Wilson’s ‘Abyssal’ may have been often light in texture and spare of notes, but it was also overwhelmingly heavy of message. Its spaced-out, falling lines seem to tell not only of sighing and of keening, but also of burdens not quite lifted, agonies not quite suppressed. Stark and emotionally direct in its exploitation of quarter tones, it represents a recent and extremely impressive dark turn in the composer’s output.” 

The Irish Times, 28 December 2000. Harry Sparnaay, bass clarinet, Crash Ensemble/David Brophy.

 

‘bluebrighteyes’ for choir (1999)

“Wilson is a composer who, understandably, finds that texts suitable for setting to music are rare. His approach to Frank Sewell’s translation of a love poem by Cathal O’Searcaigh is clear and immediate, his response to the text sensitive and exact.” 

The Irish Times, 3 May 2000. The National Chamber Choir/Colin Mawby.

 

‘An angel serves a small breakfast’ : violin concerto no. 2 (1999)

“…violinist Rebecca Hirsch and the BBC National Orchestra of Wales introduced something that would certainly stand repetition: Ian Wilson’s compact, one-movement violin concerto, ‘An angel serves a small breakfast’.  The title comes from a painting by Paul Klee. Perhaps comparison with Klee’s whimsical imagery night add new dimensions of meaning; perhaps not.  But this exquisitely lyrical and remarkably single-minded piece came over well enough on its own terms. Troubled, yet at the same time beguiling, Wilson’s concerto occasionally echoed the long-breathed, sweet-and-sour melodic writing of Berg, and perhaps Szymanowski, but it never sounded derivative or unsure of itself.” 

The Guardian, 20 July 2000.

 

‘What we can see of the sky has fallen’ for orchestra (1999)

“…a rhapsodic idyll with a superb oboe solo.” 

The Irish News, 26 April 1999. Camerata Ireland/Barry Douglas.

 

‘Messenger’ : violin concerto no. 1 (1998-99)

“In this highly personal work, the four movements (’Messages’) are influenced by the composer’s experiences, both during the NATO bombardment of Belgrade when he and his family lived there, and subsequently in Ireland. It is, he says, “a testament to fear, anger and determination”.  Catherine Leonard was a superb soloist. The violin plays almost all the time and has close relationships with some members of the orchestra, espacially the harp. This solo part calls for the acuity of the chamber musician, as well as an independent personality.

With just over 35 minutes of music, most of it slow, this is a long and predominantly dark piece. It shows the composer’s characteristic blend of crafted detail, concern with form, and disciplined, neo-Romantic expression. The performance was one of the most authoritative premieres I have heard in recent times.”

The Irish Times, 15 January 2001. Catherine Leonard, violin, National Symphony Orchestra of Ireland/Gerhard Markson.

 

‘Limena’ - concerto for piano and strings (1998)

“… the concerto inhabits an unusually subdued world, less a contest of wills between soloist and orchestra than a meditative, joint exploration of half-lit colours and delicate sonorities.  The composer launches with a weave of octave-punctuated piano lines, the strings creeping in stealthily to borrow flickers of material from the piano part and sounding faint and remote through the use of metal mutes; it’s a captivating effect.  As with any steam of consciousness, there is a risk that the termination will be jarring…perhaps that’s how the composer wants it to be in what is the most impressive work I’ve heard from him.”

The Irish Times, 6 March 1999. Hugh Tinney, piano/Irish Chamber Orchestra.

 

‘Who’s afraid of Red, Yellow and Blue?’: concerto for alto saxophone and orchestra (1998)

“This was intense music, brilliantly written for the orchestra.”

The Irish Times, 6 May 1999.  Gerard McChrystal, saxophone, Ulster Orchestra/John Lubbock.  Sonorities Festival, Belfast.

 

‘Phosphorus’ - string trio no. 1 (1997)

“Wilson’s string trio, ‘Phosphorus’, often written in trailing lines and pitting one instrument against the other two, has something of that mode of directness and mood of spirituality that is currently associated with some of the composers of Eastern Europe.”

The Irish Times, 19 May 1998.  Psappha.  Sonorities Festival, Belfast.

 

‘from the Book of Longing’ – for violin and piano (1996)

“The unusual allure of ‘from the Book of Longing’ was inspired by the New Testament account of the temptation of Christ in the desert. Wilson chose a tangled tango to stand for the temptation, with music of slower sensuality around it, and he teases the ear with many evocative moments in which the music seems just about to – but never does – launch into something familiar.”

The Irish Times, 28 January 2002.  Catherine Leonard, vln, Charles Owen, pno.  Mostly Modern Series, Dublin.

 

‘Six Days at Jericho’ - for cello and piano (1996)

“Ian Wilson’s ‘Six Days at Jericho’ was a processional piece in which the piano kept up a steady beat and the cello sang above [in] a lyrical line of long notes which tried to break away from the ostinato-like bass.  The atmosphere was sombre, but there were moments of illumination, as when the moon shines through a break in the clouds.”

The Irish Times, 11 November 1999.  Arun Rao (vcl), David Adams (pno).

 

‘The Seven Last Words’ : piano trio no. 2 (1995)

“Wilson’s substantial trio, which plays continuously for around 30 minutes, is direct of gesture, sometimes spare (he’s not afraid to exploit the simplest of ideas), and highly effective in a way that is reminiscent of Messiaen, but without ever really sounding like the great French master’s work.”

The Irish Times, 24 July 2000. Kammerspiel.

 

‘I sleep at waking’ - for alto saxophone (1995)

“The most rewarding item was the first, Ian Wilson’s ‘I sleep at waking’, a meditation for solo alto saxophone which explored the technical and expressive resources of the instrument.”

The Irish Times, 13 June 1998.  Gerard McChrystal (saxophone).  Hillsborough Castle, Great Irish Houses Music Festival.

 

‘Rich Harbour’ : concerto for organ and orchestra (1994-95)

“Wilson’s music is always worthy of attention and this exciting new large-scale piece seems set to be one of the most valuable and significant creations of recent years.”

The Sunday Tribune, 30 June 1996.

“Wilson has created some wonderfully atmospheric sounds in this piece. His use of the orchestra is completely secure. There were some beautifully evocative quiet passages.  The final climax - featuring virtually full organ, then stark hammer blows from the three percussion players, leading to a reposeful conclusion from the strings - was immensely dramatic.”

The Irish News, 27 October 1997. Peter Sweeney, organ, Ulster Orchestra/Niklas Willen.

 

‘Rise’ for orchestra (1993)

“An ovation was certainly merited for the opening work, ‘Rise’. This was commissioned for the concert by the university [of Ulster] with the help of the Arts Council [of Northern Ireland].  The composer, Ian Wilson, is one of the most interesting of the batch of Irish composers in their twenties and thirties. He packed a lot into the work’s 10-minute span, pushing the orchestra to its limits with a rich rhythmic structure and complex interplay of sonorities.

Wilson (the university’s first doctor of composition) is a confident composer who, unlike some of his contemporaries who drift into abstraction, is not afraid to confront images. ‘Rise’ had them in abundance: church bells, chimes, the belligerence of a storm, shafts of light penetrating the gloom.

At times, Wilson betrayed the influence of minimalism - the hypnotic repetition of short phrases - but his writing has moved forward from this.  The evidence was there to be seen in the brilliant use of orchestral colour.  Matthias Bamert conducted with vigour. The piece had a great sense of cohesion, and the orchestra rose magnificently to its challenges.”

The Irish News, 25 April 1994. Ulster Orchestra/Matthias Bamert.

 

‘Winter’s Edge’ : string quartet no. 1 (1992)

“Wilson’s work…was a taut piece of writing which explored the stress lines which run between conflict and calm. The atmosphere of the piece (inspired by Paul’s second letter to Timothy) was best encapsulated in the halting melancholic figure on viola beautifully sustained against a wash of high strings at the opening.

But throughout, the instrumental solos, duets and choruses created a series of striking musical images which dissolved almost cinematically to allow the next image to sweep in; until the final moments when a delicate pianissimo faded to nothing.

The musical language had a direct appeal without being patronising or derivative, and the performance was polished and coherent with each of the players bringing a sense of commitment to the music.  It was commissioned with the help of the Arts Council of Northern Ireland which I suspect has backed a winner.”

The Irish News, 15 March 1993. Vanbrugh Quartet.

“From the restrained, and entirely intelligible dissonance of its opening bars, through lyrical phrases in conflict with outer disharmony, to the final, ascending strings pointing to an ethereal beyond, ‘Winter’s Edge’ held the imagination in the firm grasp of the genuine artist.”

The Ulster News Letter, 15 March 1993.

“‘Winter’s Edge’ by Ian Wilson opens with such a loud and stunning chord that it seems no music could live up to the possibilities adumbrated there.  The second chord, however, sounds a satisfying consequence to the first and imposes a direction which leads into a long and expansive melody for the viola. The melancholy mood is sustained by long-held notes in all registers of the instruments, but there is little danger of being hypnotised by the often ethereal sounds, for there are frequent episodes characterised by insistent rhythms and pungent chords. The handling of musical contrasts and confrontations keep the listener on the alert. ‘Winter’s Edge’… makes a valuable addition to the repertoire.”

The Irish Times, 22 October 1993. Vanbrugh Quartet.

“…Ian Wilson’s chillingly beautiful string quartet…”

The Observer, 11 July 1999. Vanbrugh Quartet.

