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trained as an accompanist at the Royal Northern College of Music in
Manchester from 1977, following a music degree at Birmingham . He first encountered Nimbus
Records in 1979, when he was invited to record for them, but quickly made the decision to join
the founders as a record producer. In the mid-1980s he became Nimbus’s Music Director,
joining the Board of Directors. He became a co-owner of the company in 1992.

(1835-1921)

Through the 1990s Adrian spanned both sides of Nimbus’s varied business interests;
maintaining the creative focus for Nimbus Records and coordinating the international
marketing activity of the company’s optical disc technology division ‘Nimbus Technology &
Engineering’.

Piano Duo & Duet Volume 1
Original compositions and arrangements

Martin Jones & Adrian Farmer
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Op.6 (1857)

6.24

Adrian has made several recordings for Nimbus
with other artists: Nimbus’s founder the bass Shura
Gehrman, in songs by Vaughan Williams and
Butterworth, tenor Dennis O’Neill in songs by
Liszt, pianists Nina Walker in Schubert and Martin
Jones at one and two pianos in works by Halffter,
Françaix, Reizenstein and Roger-Ducasse. In the
1980s he recorded Ravel’s
with
legendary pianist Vlado Perlemuter, which
remains a treasured memory.

For flute, clarinet and piano, arranged for two pianos by the composer
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Op.11 (1855)
Andantino grazioso
Allegretto

4.03
4.04

Original work for piano 4 hands

4

Op.31 (1871)

8.14

Poëme symphonique, arranged for two pianos by the composer
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Op.59 (1880)

Most recently his partnership with soprano
Charlotte de Rothschild has produced two
volumes of songs by Schumann, a CD of Fauré
including the late cycles
and
, an album of songs by Roger Quilter, and the
first recording of songs by Charlotte’s 19th century
ancestor, and pupil of Chopin, Mathilde de
Rothschild.

5.04

Original work for piano 4 hands
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has been one of Britain’s most highly
regarded solo pianists since first coming to
international attention in 1968 when he received the
Dame Myra Hess Award. The same year he made his
London debut at the Queen Elizabeth Hall and his
New York debut at Carnegie Hall, and ever since has
been in demand for recitals and concerto
performances on both sides of the Atlantic.
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Op.65 (1880)
Menuet
Gavotte

4.02
2.34

For trumpet, string quartet, double bass & piano, arranged for two pianos
by the composer

He is a prolific recording artist and his many discs for
Nimbus Records include the complete solo piano
works of Szymanowski which was voted Best
Instrumental Recording of 1996 by the Spanish
magazine ‘CD Compact’. He has recorded several
Spanish piano masters and Volume 2 of this series
received the 2000 Classical Indie Award from the
Association for Independent Music in the USA. The
soundtrack of the film ‘Howards End’ features Martin
and
Jones performing Grainger’s
.

8

Op.77 (1886)

10.35

Original work for two pianos
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Op.81 (1887)

3.18

Original work for piano 4 hands
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Op.105 (1896)

2.42

Original work for piano 4 hands
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Op.87 (1889)

10.11

Original work for two pianos

His performance repertoire, as well as encompassing most of the standard works for piano, also
includes unusual concertos such as the Busoni Concerto, which he performed with the BBC
Symphony Orchestra and Norman Del Mar. He has also championed the music of British
composers and has performed concertos by Britten, Benjamin, Mathias, McCabe and Lambert.
He gave the first performance of the revised version of Alun Hoddinott’s Third Concerto at the
1974 BBC Promenade Concerts, and recorded Hoddinott’s Second Concerto with Andrew
Davis and the Royal Philharmonic Orchestra for Decca.

12

NI 5940

Op.86 (1887)

4.22

For military band, arranged for piano 4 hands by the composer

Total playing time 65.35

Recorded by Nimbus Records at Wyastone Leys, UK
Tracks 1-3, 9-12: 14/15 May 2015 Tracks 4-8: 1/2 October 2015
Cover : Charles Courtney Curran (1861-1942)
(1889)
c 2016 Wyastone Estate Limited © 2016 Wyastone Estate Limited

In the USA he has served as jury member on a number of international piano competitions, and
performed in New York, Washington, Florida, Tennessee, Louisiana, Texas, Utah, Wisconsin
and California. In Los Angeles he gave a recital as part of the 1994 UK/LA Celebration of British
Arts, which was broadcast live on KUSC Radio. He gave the world premiere of
by American composer, Wendy Carlos in New York. In 1996 he became the first major British
artist to give a solo recital in Ekaterinburg, Russia.
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The widely accepted opinion of Saint-Saëns is that, yes, he was an extremely good
composer, but… And even if the ‘but’ is not explicitly stated, it’s often implied, giving the
impression that in this beautifully crafted music there’s nevertheless something missing –
some inner core of passion, of what the Germans call ‘Schwung’. Is this true ? We may
find some kind of answer if we consider the composer’s relationships with his musical
contemporaries: what they thought of him, and what he thought of them.
Two of his earliest supporters were Rossini and Berlioz. Saint-Saëns liked to tell of the
Rossini salon evening which included a performance of the young man’s delightful
for flute, clarinet and piano, given, as always at that salon, anonymously. The
piece’s polish and wit left the assembled company quite certain it was yet another Rossini
masterpiece and they duly showered him with praise – to which he replied, ‘No, my
friends, it’s the work of this young man here.’
With Berlioz, Saint-Saëns enjoyed a long and affectionate friendship, nourished by mutual
admiration. The younger man was not only thunderstruck by the brilliance of Mephisto’s
three-chord signature in
, but saw through the sheer noise of
Berlioz’s
to its ‘poignant feeling’ and ‘incredible elevation of style’. As the years
went by, and Saint-Saëns came to realise what a bear-pit the Paris musical scene really
was, he began to sympathize with Berlioz’s often sourly negative comments on it, and at
the end of Berlioz’s life would play Bach to him on the piano to soothe his nerves. Just
before his own death in 1921 he was instrumental in preparing a score of
for
the work’s first ever complete performance that June at the Paris Opéra, and his last article
was on Berlioz.
As for Saint-Saëns’s view of Wagner, at the time it pleased practically nobody. He refused
to say that Wagner’s music was rubbish, or indeed that it was, of itself, dangerous. The
danger came from its supporters. In his 1899 volume
, in an article
entitled ‘L’illusion wagnérienne’, he confronted the belief that ‘Wagner is not only a
genius, he is a Messiah; until he arrived, Drama and Music were in their childhood and
paved the way for his appearance;… he has revealed the gospel of perfect Art to the
world.’; and he finished by saying, ‘Quite an entertaining anthology could be compiled
of the errors, the nonsense and the silly sayings of all kinds that multiply themselves in
4
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The year 1886 saw the premiere of one of Saint-Saëns's most impressive works, the Third
Symphony, dedicated to Liszt. On a smaller scale, another work of that year, the
for two pianos (dedicated to Henri Dutilleux's grandfather Julien Koszul, the
director of the Roubaix Conservatoire) is hardly less impressive, taking its cue from the
polonaise's origins as a parading dance for males, and building into a work of
considerable power, including a reference to the rattling four-note bass pattern from
Chopin's A flat Polonaise op 53. In 1913 Saint-Saëns played it with Paderewski, with
scores of people turned away for lack of room.
The two pieces from the following year show Saint-Saëns recovering from his labours. The
, like the earlier
, is easy listening, though with some expert
counterpoint in its middle section. The
, probably a transcription from its
military band version, may owe its patriotic character to the political upheavals of the
time, when the Third Republic momentarily looked as though it might not last. Why the
piece should be dedicated to the Société des touristes du Midi remains a mystery...
Perhaps the most surprising work among those recorded here is the
of 1889. At
the time Saint-Saëns, mourning the death of his beloved mother, was in the grip of a deep
depression, which he tried to assuage with a trip to Spain and thence to the Canaries
Islands, travelling under the name 'Charles Sannois, businessman' and discouraging
conversation with monosyllabic grunts. Facile though it may be, a link between this
disturbed mood and the extraordinary music of the
is hard to discount: wholetone chords, a maybe-not-so-innocent waltz, weird modulations, and an ending worthy
of Erik Satie. What might have been the reactions of the dedicatee, Philippe Bellenot, the
worthy choirmaster of Saint Sulpice, one cannot imagine. Seven years later he might have
found solace in the delightful
of 1896, almost certainly inspired by the one that
opens Fauré's
(in the same key of E major, both tunes beginning with repeated
Bs): not only had this piece been published on its own in 1894, Saint-Saëns almost
certainly knew it from its original, unpublished 1864 version as
,
when he was teaching Fauré at the Ecole Niedermeyer. Happy to relate, in 1896 their
friendship of 30 years still had another 25 to run.
NI 5940
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improvisatory jousts, and are treated to the kind of playing more characteristic of
Saint-Saëns as soloist, which was predominantly clean and delicate and, for some critics,
rather unemotional. In his preface to the score, the composer says that the regular sound
of the spinning-wheel is merely a prop for its rhythmical contribution and that the main
themes of the piece are feminine seduction and the triumphant battle of weakness against
strength, as Hercules, dressed by Omphale in woman's clothing, spins monotonously
away, with her mocking his predicament. The elegance of the writing recall's Berlioz's
and, quite possibly, Mendelssohn's
.
(King Harald Fairhair), based on
Feminine wiles also inform
Heinrich Heine's version of a Norwegian legend in which
The great King Harald Harfager
Sits in the depths below,
With his beautiful water-fairy,
While the years come and go.
Sober historians tell us that Harfager was the first king to unite the whole of Norway and
that he died of old age around 930AD: legend has it that he will return from the watery
depths when Norway one day has need of him. Saint-Saëns's score, starting in those
depths, employs chromaticism to signify yearning, before a final C major chord tells us,
presumably, either that he is perfectly content where he is, or that, unbeknown to Norway,
he has in fact surfaced to bring her salvation. The overall serious tone may also owe
something to the work's dedicatee, the Comtesse Marie de Schleinitz, who had for many
years been one of Wagner's staunchest sup
porters.
Also dating from 1880, the two movements from the
show the composer once
more having fun, one might even say at the expense of the formal, 18th-century Minuet
and Gavotte. The writing provides an opportunity for the traditional French 'jeu perlé',
after which the rude final cadence brings us down to earth with a bump.
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Wagnerian criticism.’ At a time when French Wagneromania was at its height, this was
nothing less than treason.
When Saint-Saëns was not being criticized for the emptiness of his music, he was reviled
for the grumpiness of his pronouncements. No doubt he would retort that he had a lot to
be grumpy about, and increasingly so as music departed from the tonal world to which
he always remained true: reviewing one of Milhaud’s earliest polytonal works, he wrote
‘Happily, there are still mental institutions in France’. Milhaud framed the review and
stuck it on his studio wall. But Saint-Saëns also had his unstuffy moments. In Moscow in
1875, he struck up a friendship with Tchaikovsky, the height of which perhaps was
reached when, on the stage of the Conservatory, they danced a little ballet of their own
invention,
, with the 35-year-old Tchaikovsky playing Pygmalion
and the 40-year-old Saint-Saëns appearing as Galatea. Then, at the very end of his life,
Saint-Saëns coached the young, and glamorous, pianist Jeanne-Marie Darré in his five
concertos and, after one fine performance, actually embraced her onstage. This, around
1920, was considered very bold, but no doubt being a Grand-Croix de la Légion
d’honneur helped him get away with it.
One particular recipient of his grumpiness was Debussy. Saint-Saëns moved from
complaining, as the member of a jury considering Debussy’s early orchestral piece
, that ‘one does not write for orchestra in F sharp major, with six sharps’, to
‘contains not a note of music in the
asserting that the
true sense of the word’, to telling a friend in 1902 (with his eternal lisp) that ‘I’m thtaying
in Parith to thay nathty thingth about
’, to finally, in 1915, writing in a rage to
’: ‘it’s
Fauré after perusing the two-piano work he referred to as ‘
unbelievable, and it’s imperative that the door of the Institut be closed against a man
capable of such atrocities; it’s on the same level as Cubist paintings.’ Debussy, for his part,
was surprisingly measured in his opinions. Reviewing the opera
, all he could
accuse the composer of was lacking ‘that grandiloquence inside bad taste characteristic
of the genius of Meyerbeer. [Saint-Saëns] is more of a musician than a man of the theatre,’
and his sharpest hit came in a review of a performance of the
, of which
he wrote ‘M. Saint-Saëns won’t hold it against me if I dare to say that there he gave
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promise of being a very great composer.’
Saint-Saëns's music and life both testify that he had a sharp sense of humour. After sitting
in on a concerto rehearsal of Paderewski, who subscribed freely to the old habit of
unsynchronised hands, Saint-Saëns asked the conductor ‘Which one are you following ?’
And in his music there are untold occasions when he gives in to sheer playfulness: the
final ‘Gavotte’ of the Septet for trumpet, piano and strings (a most unusual ensemble, and
not followed up, so far as I know), or the moment in his ballet
when the severe
father, until this point accompanied by equally severe fugal entries, returns from the fair
‘having drink taken’, at which the fugato breaks out into inebriated discords – one of the
most hilarious moments in all classical music.
At other times, this sense of humour takes on a darker tone, as in the sarcasm with which
Dalila berates the stricken Samson in Act III of Saint-Saëns’s opera, taking music from
their earlier love duet and distorting it, thereby reminding us of the truth that love and hate
can be dangerously close to one another. And at the very end of the opera, he judges to
perfection the dose of almost laughable banality that can be allowed to the Philistine
chorus without destroying the opera’s coherence. We may well feel that people capable
of such musical philistinism deserve to have heavy buildings pulled down on top of them.
Saint-Saëns complained regularly that it was
that was staged, year after
year, to the neglect of all his 11 other operas. The trouble was,
is such
a tremendous work. How anyone, having heard even a moderate performance of it, can
think Saint-Saëns’s music was incapable of passion, is beyond me. To take just one
passage, the Act II F minor duet between Dalila and the High Priest – this is full-blooded
Verdian drama that even the great Italian maestro would surely have been proud to have
written.
The answer to the question in my first paragraph is surely that Saint-Saëns mined this
dramatic vein only when it suited him. His favourite pupil, Gabriel Fauré, wrote in his
obituary of his teacher of the ‘serene regions’ his music often inhabited, ‘where violence
and paroxysms are unknown, where gravity, wit, charm and smiling tenderness rule side
by side.’ In this he was echoing his teacher’s own response to the world around him: ‘Are
6
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smiles and graces to be ignored by all?... Happiness is disapproved of in the music of our
time... Long live sadness ! Long live boredom !’ To which I respond, ‘Long live keys, tunes,
clarity and playfulness ! Long live the music of Camille le Grand !’

Saint-Saëns has come down to us in general as a rather dry stick, along the lines of the
'sharp little man' Stravinsky spotted in the audience at the premiere of
. But this was very far from being the whole story, and playing the piano with
friends seems to have been a particular spur to Saint-Saëns's more extravagant,
exhibitionist side. Of course, playing two pianos does give more room for exhibitionism
than duets do, and there are reports of what can only be called his 'jousts' with such
keyboard luminaries as Raoul Pugno, Louis Diémer and Edouard Risler, in which each of
the two parties would improvise and attempt to unhorse the other with outlandish
modulations, accompanied by loud cries of 'Bravo!' and 'Allez-y!'
Perhaps slightly less exhibitionist are the published pieces for both media, with duets
feeding the non-virtuoso market of the bourgeoisie (and especially of the 'jeunes filles
bourgeoises'), and works for two pianos either providing a parallel life for orchestral
pieces or else standing in their own right as examples of serious craft and intention - not
that, in any of these, the element of surprise is altogether eliminated.
The
of 1855, with its high octaves in the primo part and its discreet modulations,
plainly aims at the young girls whose traditional occupation of the piano stool after
supper was intended, not always successfully, to settle the assembled stomachs. In the
, a version of the piece so successfully performed in Rossini's salon (see
accompanying note), considerably more agility is required, with its humorous leaps and
final accelerando - presumably as the spider's venom begins to take hold.
On a quite different level of invention is the version of
, the first of
the four symphonic poems Saint-Saëns composed on the lines of those by his friend and
mentor Franz Liszt. Here too we are far from the rumbustious interplay of the
NI 5940
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Op.6 (1857) For flute, clarinet and piano, arranged for two pianos by the composer
Op.11 (1855) Original work for piano 4 hands
Op.31 (1871)

8.14
5.04

Poëme symphonique, arranged for two pianos by the composer
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6.24
8.07

Op.59 (1880)
Original work for piano 4 hands
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Op.65 (1880) Menuet & Gavotte

6.36

For trumpet, string quartet, double bass & piano, arranged for two pianos by the composer
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Op.77 (1886) Original work for two pianos
Op.81 (1887) Original work for piano 4 hands
Op.105 (1896) Original work for piano 4 hands
Op.87 (1889) Original work for two pianos
Op.86 (1887)

10.35
3.18
2.42
10.11
4.22

For military band, arranged for piano 4 hands by the composer

SAINT-SAËNS MUSIC FOR PIANO DUO & DUET VOL. 1
MARTIN JONES & ADRIAN FARMER

SAINT-SAËNS MUSIC FOR PIANO DUO & DUET VOL. 1
MARTIN JONES & ADRIAN FARMER

1
2-3
4

Total playing time 65.35

Made in the UK by Nimbus Records
c 2016 Wyastone Estate Limited
© 2016 Wyastone Estate Limited
www.wyastone.co.uk

NI 5940

NI 5940

DDD

