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1	 Textures and registers	 3:38
2	 Cadenza I	 2:32
3	 Bohemia theme	 4:55
4	 Cadenza II	 2:47
5	 Elasticity	 3:52
6	 A wind invisible sweeps us through the world	 5:36
7	 Musique au font	 9:28
8	 Blue pencilled outlines	 7:13

1	 1st Movement	 5:47
2	 2nd Movement	 4:23
3	 3rd Movement	 6:18
4	 4th Movement	 3:25

Total playing time   1:00:00

Rembrandt Frerichs

Piano Concerto No 1

Piano Concerto No 2 “Eternal variating alternations”
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About the album
For pianist and composer Rembrandt Frerichs (1977), a new musical adventure 
began when viola player Michael Gieler invited him for an open conversation. 
Gieler is a solo violist with the Royal Concertgebouw Orchestra and leader of 
the IJ-Salon series, a cross-border ‘playground’ of chamber music with musicians 
of the Royal Concertgebouw Orchestra. Gieler planted a seed that grew into a 
composition commission for Rembrandt’s first Piano Concerto. Rembrandt took 
up the challenge.

Rembrandt Frerichs already came into the spotlight through composition 
commissions from leading musicians, including Liza Ferschtman and 
Amsterdam Sinfonietta. His star is rising further now that musicians of the Royal 
Concertgebouw Orchestra have asked him to compose a brand new piano 
concerto that features himself as soloist.
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It is a logical consequence of his artistic choices over the past decade that 
Rembrandt has come to be known as a forward-thinking free spirit for musicians 
who want to break out of the confines of their professional practice. In his 
projects, he makes every effort to test both his own limits and those of his fellow 
musicians. On this album this can be heard, for example, on the track “Finale,” 
where the strings are plunged into a rhythmic world not yet common to classical 
musicians.

Rembrandt: “Mahler’s Fourth is well-known territory for these musicians. We have 
known for a hundred years what it is supposed to sound like. For improvising 
musicians, everything they make is living material that can constantly change. 
We afford ourselves more liberties. And we know, the wrong note is where the 
adventure begins! In the second piano concerto, you can hear a great example 
of living material in the 3rd movement when the strings hold a long note and 
they have no idea what I’m going to do with that note.”

It’s easy to forget, but imagine that you could travel in a time machine to a 
Beethoven or Mozart concert and you would notice that Ludwig and Wolfgang 
mainly played their own work. Moreover, they often did not have a notated 
piano score. Later, one of these performances was transcribed and notated for 
publishing purposes. This score, passed on from generation to generation, has led 
to the widespread misconception that in what we now call classical music all the 
notes were always the same. 

The approach Rembrandt takes here goes back to the original performance 
practice of the great masters. It shows that classical and jazz are not as far 
apart as is often thought.

As in their time, a performance of the piano concerto is an experience of tailor-
made music for the individual piano soloist. Because of the improvisations, no two 
concerts are the same. An illustrative example of this is the 3rd movement of the 
first piano concerto “Musique au font”, where a joint improvisation begins from 
3:20.

Rembrandt: “For a long time it was unclear how the concert would sound in its
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entirety. The string players didn’t have a picture of the embedding of the piano 
yet. At the rehearsals I would say something like: I’m going to do something here, 
but what that is I’ll figure out during the concert. The penny didn’t drop until we 
played for an audience for the first time at the Oranjewoud festival and the 
musicians heard the piece in its entirety. You could truly read on their faces, 
‘Aaaah so this is what he meant...’ That moment can be heard during the second 
movement of the piano concerto no. 2.”

As a listener, you experience the musical battle between ensemble and piano; 
an exhilarating ritual dance of two partners. A new path is taken as improviser 
Rembrandt combines the best of two worlds with the classical musicians on 
stage. As with Ravel, Debussy and Gershwin, the composer himself sits at the 
piano.

Rembrandt: “I want to take the audience into my ‘Black page / white page’ 
approach, which is to say that the listener is aware that the classical musicians 
on stage have an actual part with black dots on paper. I, on the other hand, have 
a completely blank page. I re-imagine the conversation with the orchestra each 
concert, providing musical commentary and a counterpoint, as on ‘Cadenza 
2’ from the first piano concerto. Classical pianists play from a score. With my 
piano concerto, I take a clear stand in order to shake up performance practice 
by involving the audience in the creation process. In doing so, I am following the 
practice of both Mozart and Beethoven, who usually did not write out their piano 
parts either: they knew the parts of all the other instruments by heart but only 
created their parts during the concert. My starting point in this is my many years 
of improvised jazz background, which I bring to the fore in the last movement of 
the 1st piano concert, ‘Blue Pencilled Outlines’. In how this comes together, that 
adventure, we take the listener with us during our concerts.”

This recording was made possible by 
Investeringsfonds Muziek BumaStemra 
and Stichting Tonality.
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TRPTK
Our goal is to create immersive experiences through sound. By creating an 
acoustic hologram, we try to give you the illusion of being at the world’s most 
beautiful concert halls and churches – all without ever leaving your listening 
room.

No costs or efforts are spared to seize that magical moment in which music is 
being created, and bring it home to you in the highest quality possible. Why? 
Simply because this is how music is supposed to be experienced: fresh and alive, 
not canned and with a stale aftertase of conservation. To us, music is life, and 
should be lived to the fullest in an authentic and uncompromising way. Through 
these recordings, we bring you closer to the music than you’ve ever imagined. 
The devil is in the details, and the ability to catch those makes all the difference 
between good quality and excellent quality. Listening to our recordings, you’re 
able to perceive every breath, every bowing, every movement with astonishing 
clarity. Not only do you hear the music, you hear the music as it’s being created. 
This adds a human dimension to your listening experience, connecting you 
instantly and instinctively with artists from all over the world.

The basis for all our recordings is our Optimised Omnidirectional Array (OOA) of 
microphones, which I developed for my Master’s Degree in Audio Engineering in 
2013. The aim of OOA is to create a truly accurate image of the soundstage, while 
retaining uncoloured transparency in the tonal characteristics of the recording. 
This means, in musical terms, that every little detail of the original performance 
and its acoustic surroundings is accurately recorded, and perfectly reproduced.

We choose our artists not just by their ability to amaze us. We’re eager to 
collaborate with musicians and composers who walk that fine line between 
renewing genres and connecting to audiences. Together with them, we can 
achieve our goal of creating daring recordings that stay loyal to the idea of 
always aiming for the highest quality possible. Because at TRPTK, we bring you 
not just the sound, but the core of music.

Brendon Heinst   founder, recording and mastering engineer at TRPTK
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Equipment used on this recording
Microphones 
DPA d:dicate 4041-SP, 4006A, 4011A & 4015A 
Ehrlund EHR-M 
Singular Audio f-48

Microphone preamplifiers 
Millennia HV-3D-8

AD/DA conversion 
Merging Technologies Hapi 
Merging Technologies Anubis 
Grimm Audio CC2 master clock

Monitoring 
KEF Blade Two 
KEF LS50 Meta 
Hegel H30 
Hegel C55

Cabling 
Furutech custom microphone, loudspeaker & power 
cables and interlinks 
Grimm Audio TPR8 breakout cables

Tuning 
JCAT Optimo 3 Duo 
JCAT M12 Switch Gold 
JCAT NET Card XE 
Computer Audio Design GC3 
Furutech NCF Boosters

For a full list of specifications, 
please visit more.trptk.com/ttk0088
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