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.
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Concerto series. Callaghan’s first disc for 
Hyperion, with the BBC Scottish Symphony 
Orchestra, formed part of his successful 
PhD project at the Royal Northern College 
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Callaghan has also recorded for Somm, 
Resonus and EM Records, and has 
expanded his role to encompass 
performing and producing in an exciting 
association with Nimbus Records and The 
Lyrita Recorded Edition Trust. His 
reputation and experience in chamber 
music led to his accepting the role of 
Director of Music at London’s celebrated 
Conway Hall, curating the longest-running 
series of its kind in Europe. He counts 
among his most important teachers a trio 
of British masters: Bernard Roberts, Yonty 
Solomon and Frank Wibaut. 
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The rise in popularity of the harmonium in the second half of the nineteenth century brought 
with it a large repertoire of chamber music, especially in France, where the instrument had 
been developed and refined. The combination of harmonium with piano was an especially 
popular one: arguably the most famous of all works featuring the instruments, Rossini’s Petite 
Messe Solennelle, was premiered in Paris in 1864, in the home of its dedicatee, the 
Comtesse Louise Pillet-Will. It was perhaps not as ubiquitous a domestic instrument as the 
piano (in Rossini’s case, a pair of pianos) but it certainly graced many large homes, and was 
an ideal substitute for the pipe organ in smaller churches, being relatively compact and 
portable. As well as original compositions, the harmonium attracted composers making 
arrangements for reduced forces – Schoenberg used it in transcriptions of Bruckner and 
Debussy – and its distinctive timbre may also be heard in works by Mahler, Richard Strauss, 
Zemlinsky and Berg. The accordion, taking the role of the harmonium on these recordings, 
produces sound in a near identical way – air passes over vibrating free reeds made of metal; 
the accordion is, of course, still more compact and portable than its larger relative, and it 
has come into its own as a solo concert instrument in the late twentieth century, with a 
growing repertoire of concertos and – in Brett Dean’s opera, Hamlet – a significant operatic 
role.

Most of the works by all three composers featured here already exist in several versions. 
César Franck’s Prélude, Fugue et Variation started life as a solo organ piece before being 
transcribed for piano and harmonium. Camille Saint-Saëns’ early (1858) set of Six Duos was 
originally written for piano and harmonium and then some forty years later four of the pieces 
were arranged for two pianos. Alexandre Guilmant’s pieces too were mostly conceived for 
the combination of piano and harmonium, with the exception of the Final alla Schumann for 
organ and orchestra, and the Prière, which comes from an eighteen-volume collection of 
organ ‘pièces dans différents styles’. However, the Pastorale then appeared in a version for 
solo piano, and the Prière was published with optional violin or cello obbligato.

The individual voices of these composers – even in the relatively early pieces by Saint-Saëns 
and Franck – are distinctive. Franck, the father-figure (he was affectionately known by his 
students as ‘père Franck’) to so many French organists and composers during his time as 
professor at the Paris Conservatoire, explores a gently melancholic vein that was to recur, 
sometimes in a more anguished form, in his later, mature works. Saint-Saëns repeatedly 
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displays his Classical credentials – particularly the influence of Beethoven – whilst subverting 
tradition and confounding expectations with harmonic quirkiness and unexpected phrase 
structures. Guilmant is an unashamed melodist whose models include Gounod and 
Mendelssohn, with an occasional nod towards Russia. All, however, share a level of 
craftsmanship that must surely be related to their improvisatory skills.

Guilmant’s Scherzo Capriccioso is, rather nicely, dedicated to Saint-Saëns, and the playful 
mood and interplay between the two instruments here is mirrored in Saint-Saëns’ own 
Scherzo. A Puckish air hangs over both, mischievous and occasionally barbed. Guilmant 
introduces the first of several chorales that we hear over the course of these recordings in his 
second Trio section (many of the pieces here are in simple ternary form, or an extension of 
it), and promptly decorates it with delicate piano figuration. These chorales remind us that 
all three composers had significant posts as organists at some of Paris’s most important 
churches – Guilmant for thirty years at L’Eglise de la Sainte-Trinité (where Messiaen was to 
preside between 1931 and 1992), Saint-Saëns at La Madeleine for almost twenty years, and 
Franck at St-Clotilde from 1858 until his death in 1890. Both Franck and Saint-Saëns 
considered themselves pianists first and organists second – Saint-Saëns only took up the 
instrument when he entered the Paris Conservatoire at the age of thirteen, having already 
made a name for himself as an extraordinary pianist with a large repertoire dominated by 
Beethoven. Guilmant, on the other hand, achieved fame as one of the first French concert 
organists, touring the world and having notable success in America.

In his Pastorale, Guilmant seems to be trying to recapture the innocently rustic atmosphere 
that we find in the early nineteenth-century romances and bergerettes echoed in the mélodies 
and operas of Gounod and Bizet. Again, the piano later adds filigree decoration, evoking 
the delightful sound of a music-box – an idealised landscape à la Watteau, perhaps.

We are reminded of Saint-Saëns’ formidable piano technique in the repeated notes that 
pepper his Scherzo. The quicksilver tonal shifts and clear textures are compositional 
fingerprints he left behind throughout his long creative career – eighty years from his first 
extant piano pieces to his final songs, and encompassing en route concertos, symphonies, 
symphonic poems, chamber, instrumental and choral music, opera, and even the first 
bespoke film score (L’assassinat du Duc de Guise, 1908). 
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Ogden and the Orchestra of the Swan in a virtual concert and in 2022 he performed the 
Jonathan Dove Accordion Concerto ‘Northern Lights’ with St Paul’s Sinfonia, London. In 
2022, Miloš performed in Graeae Theatre and the BBC Concert Orchestra’s production of 
Errollyn Wallen’s groundbreaking opera ‘The Paradis Files’ which was recorded for BBC 
Radio 3.

Miloš has performed at many venues and festivals across the UK and around the world.  He 
has appeared with orchestras and opera companies and is a member of the London Tango 
Quintet, Kosmos Ensemble, AccordDuo and the Balkan group Paprika.  He regularly 
performs with guitarist Craig Ogden and violinists David Juritz and Lizzie Ball and his playing 
is featured on the award-winning Bollywood movie 'Barfi'. He has performed tango live in 
front of millions on the BBC's Strictly Come Dancing TV programme.

Miloš was awarded an Associate of the Royal Academy of Music ARAM for his contribution 
to music. He is an official artist and exclusively performs on Pigini Accordions.

Miloš’s debut solo CD “Accord for Life” is available on the Nimbus label. 

www.milosmilivojevic.com 
www.facebook.com/MilosMilivojevicAccordion/

Simon Callaghan
A favourite artist at the internationally-renowned Husum Festival of Piano Rarities in Germany,
Steinway Artist Simon Callaghan’s recent sellout recital drew praise from audience and critics,
with the Frankfurter Allgemeine Zeitung describing his “cleverly curated recital full of 
discoveries” (VAN Magazine) as “technically brilliant”.

Callaghan’s current repertoire includes over fifty concertos, highlights of the standard solo 
and chamber works of the 19th and 20th centuries, and much that is rare and unexplored. 
One cornerstone of Callaghan’s work is his commitment to British music, and he has recently 
begun a projected series with Lyrita, presenting world premiere recordings of British 
concertos with Martyn Brabbins and the BBC National Orchestra of Wales. By the end of 
2023 he will have recorded four albums for Hyperion’s celebrated The Romantic Piano 
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Miloš Milivojević, classical accordion

"Milivojević's artistry on the humble button accordion took the breath away” 
The Independent 

Following his studies in Serbia, award-winning accordionist Miloš was awarded a full
scholarship from the Royal Academy of Music where he became the first accordionist ever to
win the RAM Club Prize open to all instrumentalists and was the winner of the prestigious
Derek Butler London Prize at the Wigmore Hall.

Miloš has premiered many works and appeared with the London Mozart Players, Russian
Virtuosi, London Sinfonietta, Filharmonika Orchestra, Chroma Ensemble and the Chorus of
Opera North. In 2021 he performed the Piazzolla Double Concerto with guitarist Craig
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Franck’s Prélude, Fugue et Variation is the most substantial work here. It is roughly 
contemporary with the Grande Pièce Symphonique in F sharp minor (1859 – 62) and is one 
of the earliest of his works to have kept a place in the repertoire, although by the time he 
composed these pieces he already had some fifty works under his belt, including some 
charming songs, and his first orchestral piece, Ce qu’on entend sur la montagne. The 
chromaticism that is so characteristic of Franck’s mature compositions is absent here; instead, 
we have a long-breathed melodic line from the accordion over a slow-moving bass, circling 
round and musing upon the elegiac theme. A brief, Chopinesque, improvisatory Lento in the 
piano leads into the Fugue, whose subject is a much-simplified inversion of the melody from 
the Prélude. The Variation is in fact a reprise of the Prélude, but now presented with flowing, 
Bachian semiquavers as counterpoint in the piano.

Saint-Saëns once remarked that “I produce music as an apple tree produces apples”. The 
ability to create a piece as entertaining as his Capriccio from simple, even unpromising, 
ideas demonstrates this fecundity perfectly. The opening bars, familiar to all vocal students 
from their warm-up exercises, are tossed around and taken through a kaleidoscope of keys 
whilst contrasts in texture between the instruments suggest other opportunities for charm and 
wit, the sustained sounds of the accordion sprinkled with sparkling chords from the piano. 

The lovely Prière comes from one of Guilmant’s many multi-volume collections, anthologies 
of both his own and other composers’ music that were compiled with a partly didactic aim. 
His Archives des maîtres de l’orgue and L’Ecole Classique de l’orgue provide for the organist 
much the same overview of the early organ repertoire as the Trésor des pianistes of Louise 
and Aristide Farrenc provides for students of that instrument. Just as Louise Farrenc then 
included pastiches of some of those earlier styles in her own études, Guilmant, in his various 
Pièces dans différents styles, Nouvelles pièces, and L'organiste pratique and L’organiste 
liturgique, draws on a range of models from the past. Here, Gounod’s Ave Maria, based on 
Bach’s C major Prelude, appears to be his inspiration. A gently syncopated accompaniment 
underpins the accordion melody and, at its reprise, the piano adds a simple countermelody 
of its own.

Saint-Saëns’ Choral is in fact more of a Chorale-Prelude. The interest at first seems to be 
centred in the rather austere piano writing, reminiscent of the implacability of Chopin’s B 
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minor Etude, Op 25 No 10, the chorale embedded almost as an after-thought. As the piece 
develops, however, the chorale takes over the leading role, building powerfully to a release 
of cascading semiquavers and a final, extended plagal cadence.

The ‘Noël Languedocien’ upon which Guilmant’s Final alla Schumann is based bears a 
striking rhythmic resemblance to the Finale of Schumann’s Etudes Symphoniques, Op 13. 
Yet another chorale is introduced, this time superimposed on the dotted motor rhythms in the 
piano, and Guilmant indulges in some tension-building harmonic side-steps before 
launching into the final Più Vivo. Although Guilmant’s name is probably most familiar to 
organists as his output almost exclusively involves that instrument, his Morceau Symphonique 
is known to all trombonists, and the rocking fifths in the bass of the piano that propel the 
music towards its conclusion in this Final play exactly the same role in the trombone piece. 

The three remaining pieces by Saint-Saëns all reference Beethoven in some way, either 
through mood, texture, rhythm or melody. The Cavatina arguably references Beethoven 
through its title as well. It is an oasis of calm, consisting of slow-moving block chords voiced 
and spaced just as we find in the slow movements of many Beethoven piano sonatas. At the 
end of his life, Saint-Saëns intended to complete a quartet of woodwind sonatas; he lived to 
complete only three, but there are some interesting parallels between the final page of this 
Cavatina, and the first movement of the Oboe Sonata, written some sixty-three years later. 
The rhythms are the same, and there are similar unexpected harmonic clashes, although by 
1921 these have been distilled into even finer textures and simpler lines. Is this evidence of 
Saint-Saëns’ ‘conservatism’, much commented upon, or of his perennial pursuit of the 
unpredictable and idiosyncratic? A more comprehensive knowledge of his huge output 
would surely incline us more to the latter view of this contradictory character, although it 
cannot be denied that Saint-Saëns views on the more progressive musical trends of the first 
decades of the twentieth century were sometimes ungenerous. Nevertheless, he was admired 
by no less a figure than Maurice Ravel, who claimed that the older composer’s piano 
concertos were models for his own.

It is curious to think that the originality of such a popular work as Le carnaval des animaux 
largely passes us by because it is so familiar; it is worth attempting to listen to it through fresh, 
innocent ears to savour the unusual instrumental effects, the delicious humour, its economy 
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and its sheer life-enhancing joy. Then, return to the Fantasia e fuga presented here, and not 
only will the opening scales conjure up images of a grand, Baroque world, but perhaps also 
remind us of the Carnaval’s racing Hémiones (Wild Asses). A very brief cadenza for the 
accordion leads us from the Fantasia into a ruggedly Beethovenian fugue. The racing scales 
return in combination with the fugue subject towards the end of the work.

Both Franck and Guilmant were dedicated teachers (Saint-Saëns spent just four years 
teaching at the Ecole Niedermeyer). Franck was officially Professor of Organ at the Paris 
Conservatoire from 1872 until his just before his death; unofficially he also taught 
composition. His many students include Duparc, Chausson, d’Indy and Vierne, but his 
influence, particularly over the French organ school – from Widor and Tournemire to Duruflé 
and even Messiaen, cannot be understated. Guilmant also taught organ at the 
Conservatoire, succeeding Widor in 1896. Together with d’Indy and Bordes, he founded the 
Schola Cantorum, whose alumni include Roussel and Satie, and whose curriculum included 
the study of plainchant, Renaissance polyphony and the music of the Baroque and Classical 
periods – a rather different diet to that provided by the Conservatoire. Guilmant’s Elégie 
fugue was dedicated to his private student, the composer and organist Fernand de la 
Tombelle. There is a Tchaikovskian flavour to this beautiful and memorable piece. There are 
reminiscences too of the opening of Franck’s Variations Symphoniques, both in the dialogue 
between piano and accordion, and in the latter’s plaintive recitative-like interjections. The 
emphasis in the Fugue is less on rigorous contrapuntal development than on expressive 
melodic writing.

The energetic Finale of Saint-Saëns’ set of Duos is surely also a Beethovenian ‘farewell’ – its 
opening idea is a close relative of the Les Adieux Piano Sonata, here developed with a 
veritable compendium of compositional devices. As the tension increases we are irresistibly 
reminded of the final moments of the Organ Symphony that he was to complete some thirty 
years later. It is almost as if Saint-Saëns, rather than producing musical apples, was here 
shedding the acorns that would grow into the mighty oaks of his mature years.

Dr David Jones, 2022
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Miloš Milivojević, classical accordion

"Milivojević's artistry on the humble button accordion took the breath away” 
The Independent 

Following his studies in Serbia, award-winning accordionist Miloš was awarded a full
scholarship from the Royal Academy of Music where he became the first accordionist ever to
win the RAM Club Prize open to all instrumentalists and was the winner of the prestigious
Derek Butler London Prize at the Wigmore Hall.
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to music. He is an official artist and exclusively performs on Pigini Accordions.

Miloš’s debut solo CD “Accord for Life” is available on the Nimbus label. 

www.milosmilivojevic.com 
www.facebook.com/MilosMilivojevicAccordion/

Simon Callaghan
A favourite artist at the internationally-renowned Husum Festival of Piano Rarities in Germany,
Steinway Artist Simon Callaghan’s recent sellout recital drew praise from audience and critics,
with the Frankfurter Allgemeine Zeitung describing his “cleverly curated recital full of 
discoveries” (VAN Magazine) as “technically brilliant”.

Callaghan’s current repertoire includes over fifty concertos, highlights of the standard solo 
and chamber works of the 19th and 20th centuries, and much that is rare and unexplored. 
One cornerstone of Callaghan’s work is his commitment to British music, and he has recently 
begun a projected series with Lyrita, presenting world premiere recordings of British 
concertos with Martyn Brabbins and the BBC National Orchestra of Wales. By the end of 
2023 he will have recorded four albums for Hyperion’s celebrated The Romantic Piano 
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Concerto series. Callaghan’s first disc for 
Hyperion, with the BBC Scottish Symphony 
Orchestra, formed part of his successful 
PhD project at the Royal Northern College 
of Music.

Callaghan has also recorded for Somm, 
Resonus and EM Records, and has 
expanded his role to encompass 
performing and producing in an exciting 
association with Nimbus Records and The 
Lyrita Recorded Edition Trust. His 
reputation and experience in chamber 
music led to his accepting the role of 
Director of Music at London’s celebrated 
Conway Hall, curating the longest-running 
series of its kind in Europe. He counts 
among his most important teachers a trio 
of British masters: Bernard Roberts, Yonty 
Solomon and Frank Wibaut. 

www.simoncallaghan.com

mÜçíç=Äó=h~ìéç=háââ~ë
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The rise in popularity of the harmonium in the second half of the nineteenth century brought 
with it a large repertoire of chamber music, especially in France, where the instrument had 
been developed and refined. The combination of harmonium with piano was an especially 
popular one: arguably the most famous of all works featuring the instruments, Rossini’s Petite 
Messe Solennelle, was premiered in Paris in 1864, in the home of its dedicatee, the 
Comtesse Louise Pillet-Will. It was perhaps not as ubiquitous a domestic instrument as the 
piano (in Rossini’s case, a pair of pianos) but it certainly graced many large homes, and was 
an ideal substitute for the pipe organ in smaller churches, being relatively compact and 
portable. As well as original compositions, the harmonium attracted composers making 
arrangements for reduced forces – Schoenberg used it in transcriptions of Bruckner and 
Debussy – and its distinctive timbre may also be heard in works by Mahler, Richard Strauss, 
Zemlinsky and Berg. The accordion, taking the role of the harmonium on these recordings, 
produces sound in a near identical way – air passes over vibrating free reeds made of metal; 
the accordion is, of course, still more compact and portable than its larger relative, and it 
has come into its own as a solo concert instrument in the late twentieth century, with a 
growing repertoire of concertos and – in Brett Dean’s opera, Hamlet – a significant operatic 
role.

Most of the works by all three composers featured here already exist in several versions. 
César Franck’s Prélude, Fugue et Variation started life as a solo organ piece before being 
transcribed for piano and harmonium. Camille Saint-Saëns’ early (1858) set of Six Duos was 
originally written for piano and harmonium and then some forty years later four of the pieces 
were arranged for two pianos. Alexandre Guilmant’s pieces too were mostly conceived for 
the combination of piano and harmonium, with the exception of the Final alla Schumann for 
organ and orchestra, and the Prière, which comes from an eighteen-volume collection of 
organ ‘pièces dans différents styles’. However, the Pastorale then appeared in a version for 
solo piano, and the Prière was published with optional violin or cello obbligato.

The individual voices of these composers – even in the relatively early pieces by Saint-Saëns 
and Franck – are distinctive. Franck, the father-figure (he was affectionately known by his 
students as ‘père Franck’) to so many French organists and composers during his time as 
professor at the Paris Conservatoire, explores a gently melancholic vein that was to recur, 
sometimes in a more anguished form, in his later, mature works. Saint-Saëns repeatedly 



2 NI8111

Camille Saint-Saëns. Volume 4
Duos for Harmonium and Piano

Miloš Milivojević, classical accordion
Simon Callaghan, piano

 Alexandre Guilmant (1837-1911)
1 Scherzo capriccioso Op. 36 7.51
2 Pastorale Op. 26 4.39

 Camille Saint-Saëns (1835-1921)
3 Duos Op. 8 : Scherzo 3.48

 César Franck (1822-1890)
4 Prélude, fugue & variation Op. 18 [FWV.30] 10.41

5 Camille Saint-Saëns. Duos Op. 8 : Capriccio 4.02
.

6 Alexandre Guilmant. Prière in F Op. 16 4.02

7 Camille Saint-Saëns. Duos Op. 8 : Choral 4.24

8 Alexandre Guilmant. Finale alla Schumann Op. 83  3.45
 - on a Languedoc Carol

 Camille Saint-Saëns. 
9 Duos Op. 8 : Cavatina 6.22
10 Duos Op. 8 : Fantasia e fuga 9.15

11 Alexandre Guilmant. Élégie Fugue Op. 44 6.21

12 Camille Saint-Saëns. Duos Op. 8 : Final 7.52
  Total playing time 73.03
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Piano Duo & Duet - Volume One
Martin Jones & Adrian Farmer

Tarantelle Op.6 
Duettino in G major Op.11 
Le Rouet d’Omphale Op.31   
König Harald Harfagar Op.59  
Septet Op.65 Menuet & Gavotte 
Polonaise Op.77 
Feuillet d’album Op.81
Berceuse Op.105
Scherzo Op.87 
Pas redoublé en si bémol majeur 
Op.86

Piano Duo & Duet - Volume Two
Martin Jones & Adrian Farmer

Marche interalliée Op. 155 
Caprice arabe Op. 96 
Danse macabre Op. 40
Trois Rhapsodies Op. 7
Caprice héroïque Op. 106
Wedding Cake, Caprice-valse Op. 76
Beethoven VariationsOp. 35
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Piano Duo - Volume Three
Simon Callaghan & Hiroaki Take-

nouchi
Arrangements by Saint-Saëns

Chopin Sonata in B minor
Liszt Sonata in B minor

… the playing here is top notch. While they are 
both olympian in tackling the huge virtuoso 
demands their ensemble is unassailable in writing 
that at times must push co-ordination to its limits. 
The sound is marvellous and I will return to the Liszt 
just to hear the delicate beauty of much of the 
playing in the andante sostenuto; the pianissimo 
scales in the F-sharp major section are a real 
hold-your-breath-moment.  
Music Web International - Classical Review
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Volume Four
SAINT-SAËNS 

Duos for 
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Miloš Milivojević
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