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Born in Brazil, Nelson Freire began piano studies at the age of three with Nise Obino and Lucia Branco, who had worked with a pupil of Liszt. He made 
his �rst public appearance at the age of �ve with Mozart Sonata in A K.331. In 1957, after winning a grant at the Rio de Janeiro International Piano 
Competition with his performance of Beethoven's "Emperor" concerto, he went to Vienna to study with Bruno Seidlhofer, teacher of Friedrich Gulda. 
Seven years later he won the Dinu Lipatti Medal in London and the �rst prize at the International Vianna da Motta Competition in Lisbon.
Nelson Freire
 His international career begins in 1959: Europe, USA, Central and South America, Japan and Israel. He has collaborated with distinguished 
conductors such as Pierre BOULEZ, Riccardo CHAILLY, Charles DUTOIT, Valery GERGIEV, Eugene JOCHUM, Fabio LUISI, Lorin MAAZEL, Kurt MASUR, 
Rudolf KEMPE (tours in the United States and Germany with the Royal Philharmonic Orchestra), Vaclav 
NEUMANN, Seiji OZAWA, André PREVIN, Gennady ROZHDESTVENSKY, David ZINMAN, Hugh WOLFF, Ingo 
METZMACHER, Yuri TEMIRKANOV, Myung-Whun CHUNG, I. VOLKOV, A. VERDERNIKOV, A. WIT, J. 
BELOHLAVEK, Tugan SOKHIEV, Jean-Claude CASADESUS, Leopold HAGER, Louis LANGREE, Thomas 
DAUSGAARD. 
 He is invited by prestigious orchestras such as the Berlin Philharmonic, Leipzig Gewandhaus, Munich 
Philharmonic, Bayerische Rundfunk, Concertgebouw Orchestra of Amsterdam, Rotterdam Philharmonic, 
Danish Radio Symphony, St. Petersburg Philharmonic, Tonhalle Orchestra of Zurich, Vienna Symphony, 
Royal Philharmonic, St Petersburg Philharmonic, London Symphony, BBC Scottish Symphony, BBC 
Symphony, Israel Philharmonic, Czech Philharmonic, Seoul Philharmonic, Orchestre National de France, 
Orchestre de Paris, Radio France Philharmonic, Orchestre de la Suisse Romande, as well as American 
Orchestras of Baltimore, Boston, Chicago, Cleveland, Los Angeles, Montreal, New York, Philadelphia… 
With Martha Argerich, he toured Japan in 2003, Brazil and Argentina in 2004 and USA in 2005 (New York, 
San Francisco, Philadelphia, Québec).



Peter Ilyich Tchaikovsky
Piano Concerto No. 1

 Peter Ilyich Tchaikovsky was neither the greatest nor the most innovative musician of his time, yet his contributions to music 
are still felt today, for it was his gift to write beautiful, evocative melodies that are not easily forgotten. From the love theme of 
the Romeo and Juliet Overture (1870), to the music of Swan Lake (1877) or his Sixth Symphony (Pathétique, 1893), to the 
well-known opening of the Piano Concerto No. 1, his music has become almost inescapable, a part of the collective conscious.
 Yet the oft-told tale of the Piano Concerto's conception reminds us that even Tchaikovsky's melodies could fail to charm. He 
completed the work in December of 1874, and dedicated it to his teacher and friend, the great Russian pianist Nikolai 
Rubinstein. Rubinstein's brother Anton had brought Tchaikovsky to Moscow in 1866 as a music theory teacher for the new 
Moscow Conservatory; Tchaikovsky roomed with Nikolai, and the brothers promoted the young composer's works in Moscow 
and St. Petersburg. Tchaikovsky was not a pianist and wanted Nikolai's opinion about the suitability of his �rst piano concerto. 
So on Christmas Eve, Tchaikovsky played it for his mentor.
  He described the scene in a letter to a friend: "I played the �rst movement. Not a word, not a remark. If you only knew how 
disappointing, how unbearable it is when a man o�ers his friend a dish of his work, and the other eats and remains silent!" 
Tchaikovsky played the entire piece and then, he wrote, Rubinstein told him it was "worthless, impossible to play, the themes 
have been used before ... there are only two or three pages that can be salvaged and the rest must be thrown away!"
 Rubinstein o�ered to play the piece if Tchaikovsky rewrote it, but the composer replied, "I won't change a single note," and 
instead gave it to the pianist and conductor Hans von Bülow. Von Bülow did not share Rubinstein's distate, and premiered the 
work in Boston on October 25, 1875. Though a critic there called it an "extremely di�cult, strange, wild, ultra-modern Russian 
Concerto," the audience was enthusiastic, as was a second audience in New York a week later, demanding an encore of the 
�nal movement. Rubinstein later recanted and performed the piece as well, while �fteen years later Tchaikovsky made some of 
the changes Rubinstein had requested. Rubinstein's criticisms still have merit, for the piece is in some places nearly 
unplayable, while other passages for the soloist are barely audible. And the famous opening theme, for all its grandeur, is just 
as remarkable in its disappearance -- for after storming in with blaring horns calls, sweeping strings, and maestoso ascending 
chords from the piano, the theme continues for only 110 measures and simply drops out of the piece, never to be heard again.
 Yet it is at that point that the �rst movement, Allegro, may be said to truly begin. Two themes are introduced in double 
exposition, with the athletic �rst theme reappearing to interrupt the more restrained second at dramatic moments, and the 
piano "indulging in cadenza-like �ights of startling execution," as the Boston reviewer wrote in 1875. The movement ends in a 
burst of pyrotechnics from both orchestra and soloist. The gentle Andantino simplice o�ers a respite from the bold gyrations 
of its predecessor, with the �ute, oboe, and viola taking turns with the solo piano to develop the gentle, lilting �rst theme. The 
second theme is a rapid scherzo, based on a French song, "Il faut s'amuser, danser et rire" (One must amuse one's self by 
dancing and laughing), a song favored by the opera singer Désirée Artôt, with whom Tchaikovsky had once been infatuated. 
The �rst theme for the �nal Allegro is based on a Ukrainian folk song, "Viydi, viydi Ivanku," (Come, come Ivanku), and it dances 
up and down in brilliant syncopations. A second, more lyrical theme sweeps in above the virtuosic piano line, and the piano 
answers in kind. The two themes build to a maestoso tutti followed by bravura �reworks all around.

EDVARD GRIEG was born in Bergen, Norway, on June 15, 1843, and died there on September 4, 1907. He began his (only) piano concerto in June 1868, completing the score early in 
1869. The �rst performance took
place in Copenhagen on April 3, 1869, with Edmund Newpert as soloist and Holger Simon Paulli conducting the orchestra of the Royal Theater. Grieg made revisions to the concerto in 
1872, 1882, 1890, and 1895; he sent the last set of revisions (which included
the addition of third and fourth horns) to his publisher on July 21, 1907, six weeks before his death. In addition to the piano soloist, the score of Grieg’s Piano Concerto calls for an 
orchestra of two �utes (second doubling piccolo), two oboes, two clarinets, two bassoons, four horns, two trumpets, three trombones, timpani, and strings. Grieg’s familiar and popular 
piano concerto was one of the most important steps on his path toward the creation of a national Norwegian music.  After completing his course at the Leipzig Conservatory, he 
returned north and settled in Copenhagen, the only Scandinavian city to have an active musical life. There he met Rikard Nordraak, another Norwegian composer just one year his 
senior, whose in�uence on him was to prove decisive, especially after Nordraak’s premature death at the age of twenty-four. He spent several years in the musical backwater of 
Christiana, Denmark, where he was the director of the Philharmonic Society, �ghting the good �ght for music of real substance on his programs. He was later to look on these years as 
“entirely unproductive,” since his time was almost totally taken up with performance rather than composition. Following the birth of a daughter on April 10, 1868, Edvard and Nina Grieg 
spent a pleasant and productive summer in a cottage at Søllerøc, Denmark, where he experienced a creative outburst that resulted in the Opus 16 concerto. From the very �rst it has 
been regarded as Grieg’s �nest large-scale accomplishment (he generally found the small keyboard miniature to be more congenial to his temperament) and as the fullest musical 
embodiment of Norwegian nationalism in romantic music. The winter following this splendidly fruitful summer was discouraging, as Grieg found himself once again trapped in the 
indi�erence and philistinism of Christiana. He had applied for a state traveling grant and had bee  rejected; it seemed unlikely that any new application would be favorably received. 
Then, suddenly, he received a gracious letter from Franz Liszt, apparently unsolicited, in which Liszt expressed the pleasure he had received in perusing Grieg’s Opus 8 sonata for violin 
and piano and invited the young composer to visit him in Weimar should the opportunity arise. This letter opened doors that had up to then been �rmly shut; not long after, Grieg 
received his travel grant, which allowed him to take Liszt up on his invitation a year later. In the meantime there was the �rst performance of the new concerto to be attended to, as well 
as repeat performances to introduce the work to Denmark and Norway. At about this time, too, he discovered a treasury of Norwegian folk music transcribed into piano score. He delved 
avidly into the collection and began to realize how a skilled musician could make use of folk elements in his works. From this time Grieg’s interest in the formal classical genres began to 
decline—of that type, he produced only a string quartet and two sonatas after this date. It took until February 1870 for the Griegs to catch up with Liszt, not in Weimar but in Rome. 
When they did, though, the result was highly gratifying for the young man. Liszt promptly grabbed Grieg’s portfolio of compositions, took them to the piano, and sight-read through the 
G major violin sonata, playing both the violin and piano parts.
   When Grieg complimented him on his ability to sight-read a manuscript like that, he simply replied modestly, “I’m an experienced old musician and ought to be able to play at sight.” At 
a later visit, in April, Grieg brought his piano concerto, and this time Liszt’s sight-reading was even more fabulous: he played at sight from the manuscript score the entire concerto, both 
orchestral and solo parts, with ever-increasing enthusiasm. Grieg recounted the incident in a letter home: I must not forget one delightful episode. Toward the end of the �nale the 
second theme is, you will remember, repeated with a great fortissimo. In the very last bars, where the �rst note of the �rst triplet—G-sharp—in the orchestral part is changed to 
G-natural [�ve bars before the end of the piece], while the piano runs through its entire compass in a powerful scale passage, he suddenly jumped up, stretched himself to his full height, 
strode with theatrical gait and uplifted arm through the monastery hall, and literally bellowed out the theme. At that particular G-natural he stretched out his arm with an imperious 
gesture and exclaimed, “G, G, not G-sharp! Splendid! That’s the real thing!” And then, quite pianissimo and in parentheses: “I had something of the kind the other day from Smetana.” He 
went back to the piano and played the whole thing over again. Finally he said in a strange, emotional way: “Keep on, I tell you. You have what is needed, and don’t let them frighten you.” 
Though the concerto was popular from the start, and was published in full score only three years after its composition, Grieg himself was never entirely satis�ed with it, and he 
continued to touch up details of both the orchestral and solo parts for the rest of his life. A few critics have attacked the work—notably Bernard Shaw (writing as “Corno di Bassetto”) and 
Debussy—and it has certainly been overplayed and mistreated, especially in a popular operetta, Song of Norway, very loosely based on Grieg’s life, but it retains its freshness and 
popularity nonetheless. The basic architecture is inspired by Schumann’s essay in the same medium and key, though the piano part is of Lisztian brilliance, blended with Grieg’s own 
harmonic originality, which was in turn in�uenced by his studies of Norwegian folk song.
  One Norwegian analyst has pointed out that the opening splash of piano, built of a sequence consisting of a descending second followed by a descending third, is a very characteristic 
Norwegian melodic gesture, and that this opening typi�es the pervasiveness of the folk in�uence. For the rest, the �rst movement is loaded with attractive themes, some obviously 
derived from one another, others strongly contrasting, a melodic richness that has played a powerful role in generating the concerto’s appeal. The animato section of the �rst movement 
includes �gurations of the type used by folk-�ddlers; the lyric song of the second movement is harmonized in the style of some of Grieg’s later folksong settings; and the �nale consists 
of dance rhythms reminiscent of the halling and springdans.

Edvard Grieg Piano
Concerto in A minor, Opus 16



 Please Note:  In the interest of preserving the superb sound quality of these historic recordings, they have been preserved in 
their original,  pristine state for maximum �delity. Transferred from commercially released, analog reel-to-reel tapes (some of 

which are more than 50 years old), the recordings themselves can be subject to certain "artifacts" which are an inseparable part 
of the original analog recording process, such as tape "hiss" or other defects, and these may be audible on certain music tracks.  

 Because your CD or DVD-A was individually "burned" in order to realize superior sound quality to stamped, mass-produced 
versions, microscopic cosmetic blemishes may be visible. Please regard these tiny marks as  evidence of the "human touch" in 
the care and individual attention that each and every HDTT disc receives during its very demanding  manufacturing process.

For more info e-mail us:
admin@highdeftapetransfers.com

or visit our website:
www.highdeftapetransfers.comHD
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Transferred from a Columbia 4-track Tape
Recorded May 1968

Tchaikovsky Concerto No. 1 in B Flat Minor for 
Piano and Orchestra, OP. 23

1) Allegro non troppo e molto maestoso 18:38 
2) Andantino simplice 7:04 

3) Allegro con fuoco 6:46

Grieg Concerto in A Minor
for Piano and Orchestra, Op. 16

4) Allegro molto moderato 12:21
5) Adagio 6:19

6) Allegro moderato molto e marcato 10:14

Nelson Freire Piano
Rudolf Kempe Munich Philharmonic Orchestra


