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held until 1868, when he moved to Berlin. His
employment in Hanover allowed him time for
composition, and among fifty works from this period of
his life were two violin concertos and four concert
overtures. The second of these last was his Demetrius
Overture, Op. 6, based on the 1854 tragedy by Hermann
Grimm, son of Wilhelm Grimm, responsible, with his
brother Jakob, for the famous Kinder- und Hausmärchen
(Grimms’ Fairy Tales). The play itself, not a great
success at its first staging, treats the same subject as
Schiller’s unfinished drama of the same name. The

protagonist, better known perhaps as the False Dmitry,
is more familiar from Russian operatic treatments of this
episode in their history. Brahms, who had already
transcribed Joachim’s Shakespearian Hamlet Overture
for piano duet and his Henry IV for two pianos, arranged
the Demetrius Overture, which Joachim had dedicated
to Franz Liszt, with whom he was to break definitively
in 1857, for two pianos, completing it during the first
years of his friendship with the composer. 

Keith Anderson

Silke-Thora Matthies and Christian Köhn

The pianists Silke-Thora Matthies and Christian Köhn, with individual solo careers, came together in 1986 to form
a piano duo and played their first concert in public the last day of October 1988. As a duo the two players have won
wide acclaim, with international prizes, and appearances in recital and as soloists. They broadcast regularly and have
been responsible for a number of first performances of music by notable contemporary composers. They have held
international master classes for piano duo and duet playing. In addition to their recordings of Brahms for Naxos,
they have also recorded works by Dvofiák and Giselher Klebe.

Silke-Thora Matthies was born in Gütersloh, in North Rhine-Westphalia, and studied in Detmold with Renate
Kretschmar-Fischer and at the Juilliard School of Music in New York with Joseph Kalichstein, winning first prize
at the New York Gina Bachauer Competition and further awards in the Budapest Liszt/Bartók Competition, the
Bordeaux Jeunes Solistes, and the Cleveland (Ohio) Robert Casadesus Competition. She has recorded music ranging
from Domenico Scarlatti to the contemporary and appears as a soloist and recitalist in Germany and abroad. Since
1992 she has served as a professor of piano at the Hochschule für Musik Würzburg in Bavaria and in October 2003
became Rector of the school. She leads master classes and is often a jury member for international piano
competitions.

Christian Köhn was born in Bochum, North Rhine-Westphalia, and studied in Dortmund with Joseph Matthias
Blome and in Detmold with Renate Kretschmar-Fischer. He won prizes in the Hamburg Steinway Piano
Competition, and the Dortmund International Schubert Competition, with awards from the Hamburg Oscar-und-
Vera-Ritter-Stiftung and the Bonn German Music Competition. His career has taken him as soloist and recitalist to
various countries of Europe and the Near East. At the Musikhochschule Detmold he is an assistant professor of
piano, and is editor of Brahms Four Hand Piano Music, published by Bärenreiter.

The Demetrius Overture was recorded using the manuscript with the signature “Nachlass Joseph Joachim, Musikalien, Nr. 22”,
kept by the Staats and Hamburg University Library “Carl von Ossietzky”.
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slow movement with Clara Schumann and recent
scholars have pointed out a possible reference to E.T.A.
Hoffmann’s novel Kater Murr and the fictional
Kapellmeister Johannes Kreisler, with whom Brahms
sometimes identified himself.

The concerto had its first private rehearsals, with
Brahms as soloist, in Hanover in 1858, with Joachim
conducting. They introduced the work to the public in
January the following year to a polite reception. This
relative success persuaded Brahms to the more
ambitious step of a performance in Leipzig with the
Gewandhaus Orchestra, conducted by Julius Rietz, once
Mendelsson’s assistant in Düsseldorf and now
established in Leipzig in succession to Niels W. Gade.
The reaction of the audience to such a demanding work
was hostile, with ironic applause from one or two and
hissing from many. A well known critic found nothing
good to say about the concerto and even less to
commend in Brahms’s performance as a pianist, at the
time his principal means of earning a living. His later
supporter Hanslick, indeed, writing three years later,
found that Brahms played more like a composer than a
virtuoso, praising his honesty, his interpretative abilities,
yet aware of inaccuracies, however compelling the
whole performance. A subsequent performance of the
concerto in Hamburg met a better reception. In the
following years the work gradually won wider
acceptance, finding its way early into the repertoire of
Clara Schumann, a strong advocate. The concerto is
massive in its symphonic conception, described by one
contemporary as a symphony with piano obbligato, and
clearly posed problems to its first audiences, lacking any
trivial or superficial brilliance in its writing and calling
for sustained attention over its very considerable length.
As the symphonies Brahms was to write might seem an
extension of the work of Beethoven half a century
earlier, so the first of his two piano concertos seemed to
continue and develop the pattern set by Beethoven’s
Emperor Concerto. In November 1855 Brahms had
appeared as a soloist with orchestra for the first time in
a performance of that concerto and included

Beethoven’s Fourth Concerto and Mozart’s D minor
and C minor Concertos in his concert repertoire at this
time. These all had an observable influence on his own
writing.

The first movement opens with a feeling of tragic
significance, the marked trills adding to its ominous
nature, before a gentler element, a foretaste of the
second subject, intervenes, followed by a sudden
outburst from the orchestra, which returns to its opening
mood, hushed only by the entry of the soloist. The
pianist succumbs, in turn, to the initial theme with its
fierce trills, leading to the second subject, a hymn-like
theme announced by the soloist. The material is
developed in a section that makes heavy demands on the
solo instrument and the recapitulation brings its own
surprising shifts of key. The massive first movement is
followed by a contrasting slow movement. A long-
drawn theme is played by the strings, here the second
piano, with the soloist adding a meditation on the
melody. The solo instrument continues its progress
towards a new theme. The mood of the opening returns,
extended in a cadenza of great serenity. The last
movement, a Rondo, has a marked and energetic
opening that may remind one of Beethoven, both in his
Concerto in C minor and in other final movements,
including, even, in some of the keyboard writing, that of
the first piano sonata. The rondo form allows the
inclusion of a number of contrasting ideas, leading to a
cadenza, marked quasi fantasia and using a dominant
pedal-point, a sustained note to underpin changes of
harmony, a feature characteristic of Brahms, and a
moving conclusion. 

The concerto was not accepted for publication by
Breitkopf und Härtel, but the orchestral parts were
issued in 1861-62 by the Swiss publisher Rieter-
Biedermann and the full score from the same publisher
in 1874. Rieter-Biedermann issued the version for piano
duet in 1864 and the present version for two pianos in
1873.

In 1853 Joseph Joachim had been appointed
Concertmaster to the court of Hanover, a position he
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Johannes Brahms was born in Hamburg in 1833, the son
of a double-bass player and his much older wife, a
seamstress. His childhood was spent in relative poverty,
and his early studies in music, as a pianist rather than as
a string-player, developed his talent to such an extent
that there was talk of touring as a prodigy at the age of
eleven. It was Eduard Marxsen who gave him a
grounding in the technical basis of composition, while
the boy was able to use his talents by teaching and by
playing the piano in summer inns, rather than in the
dockside taverns of popular legend, a romantic idea
which he himself seems later to have encouraged.

In 1851 Brahms met the émigré Hungarian violinist
Reményi, who introduced him to Hungarian dance
music that had a later influence on his work. Two years
later he set out in his company on his first concert tour,
their journey taking them, on the recommendation of the
Hungarian violinist Joseph Joachim, to Weimar, where
Franz Liszt held court and might have been expected to
show particular favour to a fellow-countryman.
Reményi profited from the visit, but Brahms, with a lack
of tact that was later accentuated, failed to impress the
Master. Later in the year, however, he met the
Schumanns, through Joachim’s agency. The meeting
was a fruitful one.

In 1850 Schumann had taken up the offer from the
previous incumbent, Ferdinand Hiller, of the position of
municipal director of music in Düsseldorf, the first
official appointment of his career and the last. Now in
the music of Brahms he detected a promise of greatness
and published his views in the journal he had once
edited, the Neue Zeitschrift für Musik, declaring Brahms
the long-awaited successor to Beethoven. In the
following year Schumann, who had long suffered from
intermittent periods of intense depression, attempted
suicide. His final years, until his death in 1856, were to
be spent in an asylum, while Brahms rallied to the
support of Schumann’s wife, the gifted pianist Clara

Schumann, and her young family, remaining a firm
friend until her death in 1896, shortly before his own in
the following year.

Brahms had always hoped that sooner or later he
would be able to return in triumph to a position of
distinction in the musical life of Hamburg. This
ambition was never fulfilled. Instead he settled in
Vienna, intermittently from 1863 and definitively in
1869, establishing himself there and seeming to many to
fulfil Schumann’s early prophecy. In him his supporters,
including, above all, the distinguished critic and writer
Eduard Hanslick, saw a true successor to Beethoven and
a champion of music untrammelled by extra-musical
associations, of pure music, as opposed to the Music of
the Future promoted by Wagner and Liszt, a path to
which Joachim and Brahms both later publicly
expressed their opposition.

The monumental nature of much of the orchestral
work of Brahms is in part a sign of the great pains that
went into its construction. His first piano concerto,
which made no concessions to contemporary taste, was
conceived originally as a sonata for two pianos,
following his earlier three piano sonatas. This was
written during a difficult period in the composer’s life,
after the breakdown of Schumann, to whose
encouragement he owed a great deal, and the perceived
necessity of offering practical support to Clara
Schumann and her young family. The sonata then
became a symphony, with some help in orchestration
from his Göttingen friend Julius Otto Grimm, to reach
its final metamorphosis as the Piano Concerto in D
minor, Op. 15, completed in this form in 1859.
Developed during the difficult final years of
Schumann’s life in the asylum at Endenich, where he
was being treated, it suggests, particularly in its slow
movement, to which Brahms added the words
Benedictus qui venit in nomine Domini, a Requiem for
Schumann. Brahms also seems to have identified the

Johannes Brahms (1833–1897): Four Hand Piano Music, Vol. 17
Piano Concerto No. 1
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Brahms as soloist, in Hanover in 1858, with Joachim
conducting. They introduced the work to the public in
January the following year to a polite reception. This
relative success persuaded Brahms to the more
ambitious step of a performance in Leipzig with the
Gewandhaus Orchestra, conducted by Julius Rietz, once
Mendelsson’s assistant in Düsseldorf and now
established in Leipzig in succession to Niels W. Gade.
The reaction of the audience to such a demanding work
was hostile, with ironic applause from one or two and
hissing from many. A well known critic found nothing
good to say about the concerto and even less to
commend in Brahms’s performance as a pianist, at the
time his principal means of earning a living. His later
supporter Hanslick, indeed, writing three years later,
found that Brahms played more like a composer than a
virtuoso, praising his honesty, his interpretative abilities,
yet aware of inaccuracies, however compelling the
whole performance. A subsequent performance of the
concerto in Hamburg met a better reception. In the
following years the work gradually won wider
acceptance, finding its way early into the repertoire of
Clara Schumann, a strong advocate. The concerto is
massive in its symphonic conception, described by one
contemporary as a symphony with piano obbligato, and
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trivial or superficial brilliance in its writing and calling
for sustained attention over its very considerable length.
As the symphonies Brahms was to write might seem an
extension of the work of Beethoven half a century
earlier, so the first of his two piano concertos seemed to
continue and develop the pattern set by Beethoven’s
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appeared as a soloist with orchestra for the first time in
a performance of that concerto and included

Beethoven’s Fourth Concerto and Mozart’s D minor
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significance, the marked trills adding to its ominous
nature, before a gentler element, a foretaste of the
second subject, intervenes, followed by a sudden
outburst from the orchestra, which returns to its opening
mood, hushed only by the entry of the soloist. The
pianist succumbs, in turn, to the initial theme with its
fierce trills, leading to the second subject, a hymn-like
theme announced by the soloist. The material is
developed in a section that makes heavy demands on the
solo instrument and the recapitulation brings its own
surprising shifts of key. The massive first movement is
followed by a contrasting slow movement. A long-
drawn theme is played by the strings, here the second
piano, with the soloist adding a meditation on the
melody. The solo instrument continues its progress
towards a new theme. The mood of the opening returns,
extended in a cadenza of great serenity. The last
movement, a Rondo, has a marked and energetic
opening that may remind one of Beethoven, both in his
Concerto in C minor and in other final movements,
including, even, in some of the keyboard writing, that of
the first piano sonata. The rondo form allows the
inclusion of a number of contrasting ideas, leading to a
cadenza, marked quasi fantasia and using a dominant
pedal-point, a sustained note to underpin changes of
harmony, a feature characteristic of Brahms, and a
moving conclusion. 

The concerto was not accepted for publication by
Breitkopf und Härtel, but the orchestral parts were
issued in 1861-62 by the Swiss publisher Rieter-
Biedermann and the full score from the same publisher
in 1874. Rieter-Biedermann issued the version for piano
duet in 1864 and the present version for two pianos in
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Johannes Brahms was born in Hamburg in 1833, the son
of a double-bass player and his much older wife, a
seamstress. His childhood was spent in relative poverty,
and his early studies in music, as a pianist rather than as
a string-player, developed his talent to such an extent
that there was talk of touring as a prodigy at the age of
eleven. It was Eduard Marxsen who gave him a
grounding in the technical basis of composition, while
the boy was able to use his talents by teaching and by
playing the piano in summer inns, rather than in the
dockside taverns of popular legend, a romantic idea
which he himself seems later to have encouraged.

In 1851 Brahms met the émigré Hungarian violinist
Reményi, who introduced him to Hungarian dance
music that had a later influence on his work. Two years
later he set out in his company on his first concert tour,
their journey taking them, on the recommendation of the
Hungarian violinist Joseph Joachim, to Weimar, where
Franz Liszt held court and might have been expected to
show particular favour to a fellow-countryman.
Reményi profited from the visit, but Brahms, with a lack
of tact that was later accentuated, failed to impress the
Master. Later in the year, however, he met the
Schumanns, through Joachim’s agency. The meeting
was a fruitful one.

In 1850 Schumann had taken up the offer from the
previous incumbent, Ferdinand Hiller, of the position of
municipal director of music in Düsseldorf, the first
official appointment of his career and the last. Now in
the music of Brahms he detected a promise of greatness
and published his views in the journal he had once
edited, the Neue Zeitschrift für Musik, declaring Brahms
the long-awaited successor to Beethoven. In the
following year Schumann, who had long suffered from
intermittent periods of intense depression, attempted
suicide. His final years, until his death in 1856, were to
be spent in an asylum, while Brahms rallied to the
support of Schumann’s wife, the gifted pianist Clara

Schumann, and her young family, remaining a firm
friend until her death in 1896, shortly before his own in
the following year.

Brahms had always hoped that sooner or later he
would be able to return in triumph to a position of
distinction in the musical life of Hamburg. This
ambition was never fulfilled. Instead he settled in
Vienna, intermittently from 1863 and definitively in
1869, establishing himself there and seeming to many to
fulfil Schumann’s early prophecy. In him his supporters,
including, above all, the distinguished critic and writer
Eduard Hanslick, saw a true successor to Beethoven and
a champion of music untrammelled by extra-musical
associations, of pure music, as opposed to the Music of
the Future promoted by Wagner and Liszt, a path to
which Joachim and Brahms both later publicly
expressed their opposition.

The monumental nature of much of the orchestral
work of Brahms is in part a sign of the great pains that
went into its construction. His first piano concerto,
which made no concessions to contemporary taste, was
conceived originally as a sonata for two pianos,
following his earlier three piano sonatas. This was
written during a difficult period in the composer’s life,
after the breakdown of Schumann, to whose
encouragement he owed a great deal, and the perceived
necessity of offering practical support to Clara
Schumann and her young family. The sonata then
became a symphony, with some help in orchestration
from his Göttingen friend Julius Otto Grimm, to reach
its final metamorphosis as the Piano Concerto in D
minor, Op. 15, completed in this form in 1859.
Developed during the difficult final years of
Schumann’s life in the asylum at Endenich, where he
was being treated, it suggests, particularly in its slow
movement, to which Brahms added the words
Benedictus qui venit in nomine Domini, a Requiem for
Schumann. Brahms also seems to have identified the

Johannes Brahms (1833–1897): Four Hand Piano Music, Vol. 17
Piano Concerto No. 1
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held until 1868, when he moved to Berlin. His
employment in Hanover allowed him time for
composition, and among fifty works from this period of
his life were two violin concertos and four concert
overtures. The second of these last was his Demetrius
Overture, Op. 6, based on the 1854 tragedy by Hermann
Grimm, son of Wilhelm Grimm, responsible, with his
brother Jakob, for the famous Kinder- und Hausmärchen
(Grimms’ Fairy Tales). The play itself, not a great
success at its first staging, treats the same subject as
Schiller’s unfinished drama of the same name. The

protagonist, better known perhaps as the False Dmitry,
is more familiar from Russian operatic treatments of this
episode in their history. Brahms, who had already
transcribed Joachim’s Shakespearian Hamlet Overture
for piano duet and his Henry IV for two pianos, arranged
the Demetrius Overture, which Joachim had dedicated
to Franz Liszt, with whom he was to break definitively
in 1857, for two pianos, completing it during the first
years of his friendship with the composer. 

Keith Anderson

Silke-Thora Matthies and Christian Köhn

The pianists Silke-Thora Matthies and Christian Köhn, with individual solo careers, came together in 1986 to form
a piano duo and played their first concert in public the last day of October 1988. As a duo the two players have won
wide acclaim, with international prizes, and appearances in recital and as soloists. They broadcast regularly and have
been responsible for a number of first performances of music by notable contemporary composers. They have held
international master classes for piano duo and duet playing. In addition to their recordings of Brahms for Naxos,
they have also recorded works by Dvofiák and Giselher Klebe.

Silke-Thora Matthies was born in Gütersloh, in North Rhine-Westphalia, and studied in Detmold with Renate
Kretschmar-Fischer and at the Juilliard School of Music in New York with Joseph Kalichstein, winning first prize
at the New York Gina Bachauer Competition and further awards in the Budapest Liszt/Bartók Competition, the
Bordeaux Jeunes Solistes, and the Cleveland (Ohio) Robert Casadesus Competition. She has recorded music ranging
from Domenico Scarlatti to the contemporary and appears as a soloist and recitalist in Germany and abroad. Since
1992 she has served as a professor of piano at the Hochschule für Musik Würzburg in Bavaria and in October 2003
became Rector of the school. She leads master classes and is often a jury member for international piano
competitions.

Christian Köhn was born in Bochum, North Rhine-Westphalia, and studied in Dortmund with Joseph Matthias
Blome and in Detmold with Renate Kretschmar-Fischer. He won prizes in the Hamburg Steinway Piano
Competition, and the Dortmund International Schubert Competition, with awards from the Hamburg Oscar-und-
Vera-Ritter-Stiftung and the Bonn German Music Competition. His career has taken him as soloist and recitalist to
various countries of Europe and the Near East. At the Musikhochschule Detmold he is an assistant professor of
piano, and is editor of Brahms Four Hand Piano Music, published by Bärenreiter.

The Demetrius Overture was recorded using the manuscript with the signature “Nachlass Joseph Joachim, Musikalien, Nr. 22”,
kept by the Staats and Hamburg University Library “Carl von Ossietzky”.
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Brahms was an accomplished pianist, whose output for the piano spanned his entire life.
In addition to his solo works he made four-hand piano arrangements of many of his
orchestral, chamber and vocal scores, to give them greater accessibility. The great,
monumental First Piano Concerto, which made no concessions to contemporary taste,
was conceived originally as a sonata for two pianos. In this recording we hear the version
of the Concerto for piano duo – two pianos. The version for piano duet (one piano, four
hands) can be heard on Naxos 8.554116.

Johannes

BRAHMS
(1833-1897)

Four Hand Piano Music Vol. 17

Silke-Thora Matthies • Christian Köhn

Recorded at the Clara Wieck Auditorium, Sandhausen, Germany, from 10th to 12th December, 2001
Producer: Tonstudio Van Geest • Booklet Notes: Keith Anderson

Cover Picture: Moonrise by the Sea, 1821 by Caspar David Friedrich (1774-1840) 
(State Hermitage, St Petersburg, Russia / AKG Picture Library)
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Piano Concerto No. 1 in D minor, Op. 15 50:21
(arranged for piano duo – two pianos)

1 Maestoso 24:24
2 Adagio 13:46
3 Rondo: Allegro non troppo 12:12

4 Joseph JOACHIM (1831–1907): Demetrius Overture 15:55
(arranged for piano duo – two pianos)
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