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Carl Nielsen had a very original conception of what music can be. It is all about rhetoric, of the way music “talks”: how to set  
musical statements in motion, how to create dynamics and contrasting elements, and how to express different musical situations. 
When you read his memoirs you are struck by his eye for a situation – the way he picks up the minor drama in some everyday 
occurrence, and how he conceives it as interplay between contrasting forces. This was also how he experienced music, and he uses 
models of this type when he composes. For Nielsen, this was the essence of life. This is his own contribution to musical history.

Nielsen is an anachronism, and that in itself makes his music interesting. In his music traditional tonality has to accommodate 
modern structures, while agitated musical phrases must fit into a harmonic framework and structural fabric that may be constricting. 
All this energizes the music in all sorts of directions. Any attempt to categorize these factors would be unhelpful, as well as being 
something Nielsen would have disapproved of. Had he subscribed to a single neat aesthetic model we could perhaps have found 
something cogent to say about it. But he evades any such commentary because he is himself always looking for something new. He 
is like a sniffer dog perpetually smelling out new musical possibilities. Nor did he have any regular compositional method. He just 
began at the beginning and felt his way forward. “We have no idea where we will end up,” he used to say. 

When we talk about a composer’s music as bearing their personal stamp, we must ask how we define “personal”? We usually 
approach a comparison of composers through the criteria of chords and harmonic development. These are musical cornerstones that 
define epochs: musical history unfolds as they change. They are criteria that determine how “unique” or how “modern” a composer 
is. This, when you think about it, is a bit odd, for it pushes under the carpet other aspects of music, and thus underplays or even  
ignores other criteria that can determine the modernity of a composer. Nielsen, for his part, did not need advanced tonality to 
express his ideas. As we have said, he explored movement and dynamics, not tonality. Perhaps it was his background that pulled 
him in this direction. Nielsen grew up in the country. He was not what we would call intellectual, nor was he especially well-read 
or interested in theory. While other composers studied, and developed new theories, he preferred to lie in the grass and look at 
bumble-bees. He was born and raised in a provincial setting, and was happy in this environment. This meant that a lot of changes 
sailed past him unseen – his back was turned. It is perhaps going too far to call him narrow-minded, but it is a fact that most of 
the innovations of his time struck him as artificial and spurious. He ridiculed Mahler – what he saw as his obsession with monster 
orchestras – and Bartok, who was, in his view, simply out to be modern.

The tonal system he inherited from Schumann and Brahms, on the other hand, was, for Nielsen, a firm and rock-solid foundation, 
containing, as he saw it, music’s intrinsic strength. He declared that tones themselves, the tonal register, and intervals are “the al-
pha and omega of music”. Everything else is superficial. Nothing foreign should be included; everything should belong as a natural 
and organic part of the music – indeed, “natural” and “organic” are two key-words that run through his writings. It is, of course, 
easy to label him as a conservative. But we should hesitate before we do so. Nielsen exploited to the full the major/minor system. 
It is indeed an amazing system; like chess, it offers so many options that they can never be exhausted. Moreover, he undoubtedly 
developed his own very individual musical voice, his dialect if you like, one of its ingredients being his use of older modal scales. 
And we should add that in his later years he also experimented boldly with harmony. 

Nielsen certainly writes idiomatically! He is a superb composer of piano music. But it took a while before he discovered this himself. 
His first large-scale piano composition, Symphonic Suite, is clumsily written and awkward to play. In it he is preoccupied with 
purely musical questions, without taking into account the instrument he is composing for. Busoni – one of the great pianists of his 
time – complained that its instrumentation was all wrong. But as Nielsen matures as a composer, his ability to choose just the right 
medium to express his every idea becomes one of his great strengths. In fact, as we see in his Flute Concerto and Clarinet Concerto, 
he masters this aspect of composing so brilliantly that, rather than using the instrument as a more or less fortuitously chosen tool 
for expressing a musical idea, it is the instrument itself that he is expressing. We find this everywhere in Nielsen’s late orchestral 
works. He has procured a large number of unique musical expressions by coaxing from instruments their truly distinctive sound. This 
may seem obvious and easily achieved, but it is not. And it is when Nielsen succeeds best here that his music functions best. The 
lively characterisation, the different sorts of energy that struggle side by side, the individual voices that demand attention. All this is 
wonderful! No other composer had achieved quite the same. It is most evident in the late orchestral works, in the two concertos and 
in the Wind Quintet. Of course, a varied group of instruments gives a composer far more opportunities than a single piano. However, 
in time, this way of thinking about music begins to dominate his whole approach to composition, and it imposes itself on his 
musical structures. In his final three piano works the different ideas are so individualised that they really belong to different worlds, 
as if they came from different abstract instruments.

Nielsen’s music, being so personal, is full of original features that will delight new listeners. Today, with so many well-worn musical 
paths, it is his ability to surprise and take us in unexpected directions that is exciting and valuable. Nielsen’s originality will always 
be there. No one else has written quite like him, and no one will do so again. May his music live on!

Christian Eggen, 2015
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I have a strong personal bond with this particular recording. I still remember the intensity of Christian’s playing. There was a degree 
of concentration where the instrumental and musical development from take to take was evident in Christian’s every movement and 
in his physical contact with the instrument. For me, a young sound engineer at the time, it was an experience that set a benchmark 
for later work in music production.

This recording was made direct to DAT in 1993. Early digital technology had many drawbacks and weaknesses. For this remastering 
we dug out the original SONY PCM-2700 from our storage and fed test signals into it to provide a sonic “fingerprint” of the 
converter. Using new technology from MQA we can now correct inaccuracies in the time domain, the so-called pre- and postringing 
in the impulse response, that were present in the old digital recordings. The result lifts a veil from the sound image and gives us a 
transparent and intimate listening experience.

This was one of my first productions after completing my education as a sound engineer. The set-up was extremely simple and 
straightforward: a stereo pair of Brüel & Kjær omnidirectional microphones recorded direct onto a DAT player. A brand new Steinway 
D-model had just arrived from the factory in Hamburg to the old Oslo University Hall. A few months later this particular piano 
was sold to a theatre, where it was unfortunately badly serviced and ended up a virtual ruin. Perhaps it is this very element of 
irretrievability that makes the recording of this instrument so special, but I should add that I have never, in all the years since, come 
across a piano with such a strong sonic personality.
 

Morten Lindberg, 2015

This album is the first example of a “white-glove” process utilizing the MQA technology. If we play the old CD, the music is in 
there – but also all the problems of early digital converters: the sound is indistinct, brittle and grainy. Morten is a great recording 
engineer, as can be heard in this earliest work; he is also a careful archivist with the original equipment in the cupboard. We used 
special signals to capture the characteristics of the digital converter so that the MQA encoder could remove its ’fingerprint’ and reveal 
the original sound. This isn’t changing the music in any way, it’s more like cleaning an old painting that had been stained with 
smoke. Done carefully it doesn’t change the picture, it reveals the artist’s intent by removing an obscuring film. 

Using conventional digital converters and processing, audio has been blurred more than we realise and in a way that makes  
it unnatural, remote and lacking immediacy. To overcome this, modern ’re-mastering’ will often add artificial reverberation and 
compression to try to restore brilliance and a sense of space, but it never succeeds. With MQA we don’t need to ‘brighten’ or  
‘add’ – the artifacts are removed and what is left is the brilliant, sensitive, and natural original.

Using MQA this recording is a total revelation! You can clearly hear the instrument timbre, the room, the piano action, Christian’s 
technique, and – the point of it all – we get lost in the music. You’ll hear an incredible sense of space and clarity in this recording.  
So we think it’s very exciting, because it’s being brought back, authentically, through the lens of the original equipment. 

Bob Stuart, 2015

MQA is an end-to-end process which captures the original sound and delivers it perfectly all the way through to playback. It sounds 
best through an MQA decoder which confirms this studio recording as you listen, but even with no decoder you will enjoy something 
much finer than the original CD. Using pioneering scientific research into how people hear, MQA technology captures the full magic of 
an original audio performance in a file size that’s small enough to stream or download.

www.2L.no



Carl Nielsen hadde en original forståelse av hva musikk kan være. Det har med retorikk å gjøre, hvordan musikken snakker. Hvordan 
å sette musikalske utsagn i bevegelse, skape dynamikk, motsetninger, iscenesette musikalske situasjoner med ulike karakterer. Når 
du leser memoarene blir du slått av hans øye for situasjoner, hvordan han fester seg ved dynamikken i en dagligdags hendelse, 
hvordan han oppfatter det som samspill mellom ulike energier. Det var slik han opplevde musikk også, og det er slike modeller han 
bruker når han setter musikken i spill. For Nielsen var dette essensen av liv. Dette er hans originale bidrag til musikkhistorien. 

Nielsen er en anakronisme, og det i seg selv gjør musikken interessant. Det gamle tonespråket får tåle belastningen av moderne 
strukturer, rabiate fraser skal tøyles innenfor harmoniske eller andre rammer som kan være for små. Det er et hav av momenter her 
som lader musikken fra alle kanter. Å kategorisere vil ikke hjelpe oss, dessuten ville Nielsen blitt rasende. Hadde han sverget til en 
bestemt estetikk kunne vi kanskje sagt noe fornuftig. Men han unnslipper hele tiden fordi han selv er på leting. Han er en sporhund 
som snuser etter musikalske muligheter. Han hadde heller ingen metode når han komponerte. Han begynte på begynnelsen og følte 
seg fram. «Ja, vi vet jo ikke hvor vi ender,» pleide han å si.

Hvordan definerer vi «personlig»? De første kriterier når man sammenligner komponister er gjerne akkordikk og harmonikk. 
Disse er bæresøyler som definerer epoker og avtegner historiens forløp. Det bestemmer også hvor «unik» eller hvor «moderne» en 
komponist er. Det er i og for seg et pussig fenomen. For hva med alle de andre aspektene? Nielsen trengte ikke spesielt avansert 
tonalitet for å uttrykke sine idéer. Som vi var inne på: Han utforsket bevegelsen og det motoriske, ikke det tonale. Kanskje det var 
bakgrunnen hans som satte ham på dette sporet. Nielsen kom fra landet. Han var ikke det vi kaller intellektuell, ikke spesielt belest, 
ikke teoretisk interessert. Mens andre komponister studerte og utviklet nye teknikker lå han heller i gresset og kikket på humler. 
Egentlig var han en typisk provinsiell, godt fornøyd med sitt eget ståsted. Dermed var det mye i tiden som seilte forbi mens han sto 
tvert med ryggen til. Skal vi sette det på spissen kan vi si at han var sneversynt. I det meste av det nye så han bare kunstigheter 
og påfunn. Han hånlo av Mahler og hans monsterorkester, som han kalte det, og av Bartok, som ifølge Nielsen var så opptatt av å 
være moderne.

Det tonale systemet han arvet fra Schumann og Brahms derimot, det var et system som sto fjellstøtt, og som bar i seg musikkens 
urkrefter, slik Nielsen så det. Tonene, tonerekkene og intervallene er musikkens Alfa og Omega, sa han. Alt annet er utvendigheter. 

Ingen ting må være fremmedartet, alt skal være naturlig og organisk, det er to nøkkelord som går igjen i tekstene hans. Dette kan 
fort oppfattes som konservativt. Men Nielsen bruker dur/moll-systemet for hva det er verdt. Det er et fantastisk system. Det er som 
sjakkspillet. Det har så mange muligheter at det aldri tar slutt. Og Nielsen skapte definitivt sin egen dialekt, blant annet med bruk 
av eldre modale skalaer. Og rett skal være rett: mot slutten eksperimenterte han også friskt med det harmoniske. 

Javisst skriver han idiomatisk! Nielsen er en glimrende klaverkomponist. Men det tok litt tid før han fant ut av det. Hans første store 
klaververk, Symfonisk Suite, er klønete skrevet og ligger ikke godt i hendene. I dette verket er han opptatt av de rent musikalske 
problemstillingene, og tar ikke hensyn til instrumentet han skriver for. Busoni – en av tidens største pianister – sa at det er «galt 
instrumentert». Men etterhvert som Nielsen modnes er det nettopp dette som blir en av hans største styrker: det å finne riktig middel 
til å uttrykke sine idéer. Faktisk – som du ser i fløytekonserten og i klarinettkonserten – mestrer han dette til slutt så brilliant at 
det formelig er selve instrumentet han ønsker å uttrykke, istedenfor at instrumentet er et mer eller mindre tilfeldig redskap til å 
uttrykke en musikalsk idé. Sånt finner du overalt i de sene orkesterverkene. Nielsen har funnet mange unike uttrykk ved å lokke 
frem instrumentenes særpreg. Dette høres selvfølgelig ut, men er det slett ikke. Det er når Nielsen lykkes med dette at musikken 
hans fungerer best. Den livlige karakteriseringen, de ulike energitypene som kjemper side om side, de individuelle stemmene som 
krever oppmerksomhet. Det er glimrende! Ingen annen komponist har oppnådd noe tilsvarende. Det kommer aller best frem i de 
sene orkesterverkene, i de to konsertene og i blåsekvintetten. Et variert instrumentarium gir flere muligheter enn et enslig klavér. 
Men etterhvert som denne måten å tenke musikk på blir dominerende for ham, så virker det tilbake på de rene strukturene også. I 
hans siste tre klaverstykker er de forskjellige idéene så individualiserte at de tilhører forskjellige verdener, som om de kom fra ulike 
abstrakte instrumenter. 

Men alt er vel aktuelt, til alle tider? Det eneste som ikke er aktuelt er det du vet fra før. Kunstens aktualitet handler om hvilket rom 
og hvilken sammenheng den presenteres i, og dermed hvilken forutsetning vi har til å ta imot. Fordi Nielsens musikk er så personlig 
har den veldig mange originale trekk som vil glede nye lyttere. Ikke minst hans evne til å overraske er verdifull i dag, hvor det er så 
mange opptråkkede spor. Nielsens originalitet vil alltid være der. Ingen andre har skrevet sånn musikk, og ingen kommer til å gjøre 
det heller. Leve Nielsen!

Christian Eggen, 2015

Carl Nielsen Piano Music 2015 remastering



Jeg har et personlig sterkt forhold til nettopp denne innspillingen. Jeg husker ennå den inderligheten som Christian levde inn i 
flygelet. En konsentrasjon hvor den instrumentale og musikalske utviklingen fra tagning til tagning lå i Christians opplevelse av 
egen motorikk og fysiske kontakt med instrumentet. Som ung lydtekniker var dette en opplevelse som satt standard for videre 
etterlevelse i musikkproduksjon. 

Denne innspillingen ble gjort direkte til DAT i 1993. Tidlig digitalteknikk hadde mange feil og svakheter. For denne remasteringen 
hentet vi frem den originale Sony PCM-2700 fra lager og matet den med testsignaler som dannet et «fingeravtrykk» for konverteren. 
Med ny teknologi fra MQA kan vi nå korrigere for unøyaktigheter i tidsdomenet, såkalte pre- og postringing i impulsrespons, 
introdusert i de gamle digitaliseringene. Resultatet løfter et slør fra lydbildet og gir oss en transparent og intim opplevelse. 

Dette var en av de første produksjonene jeg gjorde rett ut fra lydskolen. Ekstremt enkelt og rent med to Brüel & Kjær kulemikrofoner 
direkte til en DAT-spiller. En Steinway D-modell hadde nylig kommet rett fra fabrikken i Hamburg til Universitetets aula i Oslo. Noen 
få måneder etter innspillingen ble instrumentet solgt videre til et teater og dessverre snart ødelagt av vanskjøtsel. Kanskje er det 
nettopp det ugjenkallelige som gjør forestillingen om dette instrumentet så spesiell, men aldri senere har jeg møtt et flygel med så 
stor klanglig personlighet.

Morten Lindberg, 2015


