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In any life – either musical or non-musical – an event can occur 
that fi res up a new energy when the routine of  the familiar is 
suddenly broken and challenged.  Such an experience occurred 
when I heard the legendary Russian-American violinist Oscar 
Shumsky for the fi rst time in London in the 1980’s. Similarly, 
and completely unexpected, was the fi rst time I heard Miloš 
Milivojević play at the Royal Academy of  Music in London 
when he was a student there in 2007.  The sound of  the free-
bass accordion was new to me and thrilling to hear, but it was 
the repertoire that gave me the greatest pause for thought. For 
here I was listening to the familiar (Bach, Scarlatti, Sarasate etc. 
in transcription) but also to magnifi cent new twentieth century 
repertoire (Vlasov, Angelis, Semenov).  

Miloš Milivojević +
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Miloš has given live interviews and broadcasts on BBC Radio 2 - Friday
Night is Music Night, BBC Radio 3 World Music on BBC 3, BBC Radio 4,
Classic FM, ABC, Serbian national radio and television networks.
His playing is featured on the award winning Bollywood movie ‘Barfi ’ and 
he has performed tango live in front of  millions on the BBC’s Strictly Come 
Dancing TV programme.

The versatility of  Miloš’s playing extends to working with leading opera com-
panies and he is regularly invited to perform with Opera North, most recently 
in their production of  Mozart’s Magic Flute, Don Giovanni, Humperdinck’s 
- Hansel and Gretel and Donizetti’s Elixir of  Love. In 2017 Miloš performed 
Brett Dean’s new opera of  Shakespeare’s great tragedy, Hamlet, with Glynde-
bourne Opera’s touring production. 

In 2014, Miloš was elected an Associate of  the Royal Academy of  Music 
ARAM for his contribution to music. Miloš is extremely grateful to the Burton 
Bradstock Festival for generous support towards his professional music career. 
He is an offi  cial artist and exclusively performs on Pigini Accordions.

Million thanks to: David and Jane Juritz, Graeme Humphrey, Craig Ogden,
Lord and Lady Chadlington, Adrian Bradbury, Živorad and Olivera Nikolić, Ian, Chris
and Harriet Mackenzie, Meg Hamilton, Rex Billingham, Janet Whitaker, Joanna Brendon,
Burton Bradstock Festival, Vojin Vasović, Raphaël Mouterde, Jelena Simić, Nemanja 
Obradović, Alejandro Tamagno, Adrian Farmer, Nimbus Foundation, Jayne Rollason,
Massimo and Francesca Pigini, Mirković and Ivanović family, sister Jelena and parents
Dragan and Dragana! 

milosmilivojevic.com
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Miloš enjoys performing with London Tango Quintet, Kosmos Ensemble, 
AccordDuo, Balkan group Paprika, and regularly performs with acclaimed vio-
linists David Juritz, Harriet Mackenzie, classical guitarist Craig Ogden, cellists 
Adrian Bradbury and Matthew Sharp and soprano Bibi Heal.

Miloš has performed at venues including the Royal Albert Hall, Wembley 
Arena, Birmingham Symphony Hall, Sydney Opera House, Wigmore Hall, 
Cadogan Hall, Purcell Room, St John’s Smith Square, St James’s Piccadilly, St 
Martin-in-the Fields, Kings Place, Snape Maltings, Jersey Opera House, Teatru 
Manoel Malta, Kolarac Hall Belgrade, Shepherd’s Bush Empire, Powerhouse 
Brisbane and Forum Theatre Melbourne. 

Appearances at festivals include: Park Lane Group Young Artists, Cheltenham, 
Aldeburgh, Jersey Liberation, Leeds International Concert Series, Norfolk & 
Norwich, Berio Festival, Oxford Chamber Music, Norfolk & Norwich, Ma-
chynlleth, Sounds New, Canterbury, Oundle, Auckland (New Zealand), Belef, 
Nomus, Exit (Serbia,) Grad Teatar (Montenegro), Camilieri (Malta), Womad, 
WomAdelaide Festival, Melbourne Festival (Australia), Edinburgh Fringe, 
Glastonbury. 

Miloš has also appeared with the London Mozart Players, Russian Virtuosi, 
London Sinfonietta, Filharmonika Orchestra, Chroma Ensemble, Chorus of  
Opera North and has worked with conductors including Zoltán Kocsis, Oliver 
Knussen, Brian Schembri, Paul Kildea, Christopher Austin, Justin Doyle, 
Gerry Cornelius, German Clavijo, Duncan Ward and Eamonn Dougan.  
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Music for keyboard (whether harpsichord, clavichord or organ) 
was now being played on what is essentially a wind instrument.  
I quickly learned that not all music would successfully transcribe 
to this ‘new’ instrument. Beethoven and Brahms would be 
completely out of  place in such transcriptions, but there was a 
considerable body of  ‘old’ music that was suffi  ciently all-purpose 
as to become exciting and ‘new’, especially in the hands of  such 
a creative artist as Milos. Hearing the ‘old’ become ‘new’ helped 
me reassess what more could be expected of  the conventional 
piano and violin if  only we were freed of  what we were taught 
in the mid-twentieth century in the interests of  so-called histori-
cally informed performance practice. How times have moved on. 
The great musical conservatoires of  both Europe and the USA 
have bred a new musician completely comfortable in bringing 
this ‘old’ music to ‘new’ life.  There has been an explosion in the 
competence of  performers of  baroque music on both original 
and new instruments throughout the second half  of  the twen-
tieth century and the beginning of  the twenty-fi rst century that 
has led to the renaissance of  musical interest in the baroque 
period. Now the accordion can add to this ongoing process.
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Then there were the truly new composers of  the twentieth 
century who were writing for the instrument and exploiting the 
unique sound characteristics of  both classical and free-bass ac-
cordions.  In the case of  the classical accordion, the sheer sight 
of  two hands (120 buttons on the left hand keyboard completely 
hidden from the performer’s view, 58 buttons on the right 
hand side only occasionally looked at in performance) weaving 
miracles of  tightly-packed movement was, of  itself, a fascinat-
ing and breath-taking visual experience. Then one closed one’s 
eyes and just listened to the extraordinary musical narrative 
of  (for example) Vlasov’s ‘Five Sights on Country Gulag’ and 
realised the almost cinematic possibilities of  the new instrument. 
The actual sounds of  feet stamping on forced marches, of  cold 
Siberian winds chilling the core of  the prisoners in the gulags, 
and the noise of  prisoners sawing logs to be used to further 
imprison them could all be recreated on the accordion like on 
no other instrument. The instrument is giving us, interestingly, a 
visual sound on a journey in which the performer provides both 
the sound and the sight of  the narrative without the need to be 
watching a fi lm.

Graeme Humphrey
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In 2002, Miloš was awarded a full scholarship from the Royal Academy of
Music (RAM) for Undergraduate, Postgraduate and Master degrees studying 
with Professor Owen Murray.

In 2004, Miloš made his debut at London’s Purcell Room as part of  the Park 
Lane Group Young Artists Series to critical acclaim. In the same year, Miloš was 
selected to perform as soloist at the Foundation Awards Ceremony before HRH 
The Princess Royal at the University of  London Senate House.

In 2007, Miloš became the fi rst accordionist ever to win the RAM Club Prize 
open to all instrumentalists and in 2008 was selected to represent the RAM and 
subsequently won the prestigious Derek Butler London Prize at the Wigmore 
Hall - contested by students from all four of  the London conservatoires. At 
graduation, Miloš was awarded a Distinction and the Vice Principal’s Special 
Prize at the Royal Academy of  Music.

Miloš is an ambassador for the classical accordion and has premiered works 
and collaborated with British composers including Anthony Gilbert, Howard 
Skempton, Elena Firsova, Patrick Nunn, Ben Foskett, Julian Philips, Anna 
Meredith, Philip Venables, Bushra El-Turk, Errollyn Wallen as well as the UK 
premiere of  Sequenza No.13 by Luciano Berio.

As a result of  his diverse musical interests, Miloš has appeared as a soloist and 
chamber musician at many prestigious classical and world music festivals across 
the UK, Russia, Slovenia, Hungary, Italy, Iceland, Serbia, Montenegro, Spain, 
the Canary Islands, Malta, Australia and New Zealand.
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Award-winning Serbian born Miloš Milivojević has been described as
“A hurricane of  imaginative invention” by Hilary Finch, The Times.
His versatility as a musician performing diff erent genres including classical, 
tango and world music, has ensured he is in demand internationally. 

Miloš began his musical education in Kragujevac with Professors Milica 
Lazarević, Radomir Tomić and Vojin Vasović. He won fi rst prize at the 
International Accordion Competition in Castelfi dardo Italy, Diremose Prisen 
Denmark, Grand Prix France and Klingental Germany. 
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List of  Composers

1. Domenico Scarlatti (1685 – 1757) – Sonata D minor K.1

2. Domenico Scarlatti (1685 – 1757) – Sonata F major K.44

3. Domenico Scarlatti (1685 – 1757) – Sonata F sharp minor K.25

4. Felix Mendelssohn (1809 – 1847) – Chorale and Variations
    (fi rst movement) from the Organ Sonata in D minor, Op.65 No.6

5. Johann Sebastian Bach (1685 – 1750) – Ich ruf  zu dir, Herr Jesu Christ
   (I call to you, Lord Jesus Christ) BWV 639 

6. Viktor Vlasov (b. 1930) 

 – Five views on Gulag state, A zone
 – Five views on Gulag state, A stage (Marcia funebre)
 – Five views on Gulag state, Thieves
  – Five views on Gulag state, Wood-cutting area
 – Five views on Gulag state, Criminal authority and creep

11. Franck Angelis (b. 1963) – Interieur

12. Viacheslav Semenov (b. 1946) – Don Rhapsodie No.2 second movement

13. Pablo de Sarasate (1844 – 1908) – Introduction and Tarantella, Op.43
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Domenico Scarlatti (1685 – 1757) 

Sonatas in D minor K.1, F major K.44 and
F sharp minor K.25

The majority of  Scarlatti’s 550 keyboard sonatas were probably in-
tended for the harpsichord, although some may have been written for 
the more delicate sounds of  the clavichord, for the organ, or even the 
newly developed fortepiano, an instrument certainly available to Scar-
latti in the royal palaces of  Spain. These sonatas exhibit an astonishing 
range of  pace and energy, and it is of  considerable benefi t to the mod-
ern performer that Scarlatti left virtually no performance instructions 
in his music. Thus the performer of  any era can individualise his/her 
performance, and transcription is very eff ective on many instruments. 
Baroque performance has, in recent years, fl ourished hugely with a new 
confi dence and variety that performers can bring to this music. The ac-
cordion is, of  course, a ‘new’ instrument for Scarlatti transcription, and 
brings its own wonderful individuality to the transcription ‘party’! The 
sonatas were never intended for the piano as we know it; transcriptions 
exist for instruments as diverse as guitar, saxophone, 
vocal ensemble, etc – and now accordion. The only question to be 
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years previously for the piano and Paganini had done (again for the 
violin) in the forty years before Sarasate’s birth.  

Born in Spain, he became a European musician, touring the Royal 
courts and playing at the most prestigious venues. His most celebrated 
violin works all require prodigious technique, and many important vio-
lin works by other composers were dedicated to him out of  respect to 
his legendary playing prowess – Bruch s second concerto and Scottish 
Fantasy, Wieniawski’s second concerto, Lalo’s Symphonie Espagnol and 
Saint Saens’ fi rst and third concerti amongst them. The Introduction 
and Tarantella, op. 43, would prove to be his most enduringly popu-
lar non-Spanish Dance short work. It was published in 1899 and has 
remained a showcase virtuoso violin work ever since.

Programme notes by
Graeme Humphrey
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Sofi a, Bulgaria (1968) and Berlin, Germany (1973), securing signifi cant 
prizes in all competitions. As a concert artist Viacheslav Semionov has 
given concerts in more than 30 countries. 
Viacheslav Semionov began teaching in 1968 at the Rostov Musical 
Pedagogical Institute. Since then, many of  his students have been com-
petition winners at international level and many others of  his students 
have won national competitions.  In 1977 he was awarded the title 
“Honoured Artist of  Russia”, created Professor of  Music at the Russian 
Academy of  Music in 1988, and awarded the highest possible honour 
“People’s Artist of  Russia” in 1995 by President Boris Yeltsin.  
Viacheslav is now well known as a composer for the bayan. His compo-
sitions – ‘First Sonata’, ‘Four Rhapsodies’, the present ‘Don Rhapsody’ 
and others are considered standard repertoire by many accordionists in 
the world and his works are compulsory pieces for many international 
accordion competitions.

Pablo de Sarasate (1844 – 1908) 

Introduction and Tarantella, Op.43

Sarasate’s world was the violin. He lived for it, wrote for it, played it, 
and became a one-instrument legend much as Chopin had done thirty 
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asked – and answered – about any transcription is: ‘does the ‘new’ in-
strument bring something new and exciting to the original?’  The char-
acter and temperament of  the performer is as important as that of  the 
music itself  in determining which sonatas work well in transcription.

Felix Mendelssohn (1809 – 1847) 

Chorale and Variations (fi rst movement) from the Organ Sonata
in D minor, Op.65 No.6 

Mendelssohn was not only an accomplished performer on the organ 
but wrote a small yet important body of  organ music. This Chorale 
and Variations is a good example of  his affi  nity with the instrument. 
The present work is the opening movement of  the Organ Sonata in D 
minor, Op.65 No.6, fi rst published in 1845. Mendelssohn’s reverence 
of  Bach is, of  course, well known – he conducted the fi rst performance 
of  Bach’s St. Matthew Passion in England a century after it had been 
composed, and some of  his keyboard music shows a fascination with 
counterpoint. The six piano Preludes and Fugues Op.35 are another 
particular and obvious tribute to J.S. Bach, and there are many exam-
ples of  his love of  contrapuntal technique on a small scale in many 
of  the more Victorian piano pieces, which made Mendelssohn such a 
particularly well-loved fi gure in 19th century England. 
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Johann Sebastian Bach (1685 – 1750)

Ich ruf  zu dir, Herr Jesu Christ (I call to you, Lord Jesus Christ)
BWV 639 

The Orgelbüchlein (‘Little Organ Book’) BWV 599−644 is a collection 
of  46 chorale preludes for organ written by Johann Sebastian Bach. All 
but three of  them were composed during the period 1708–1717, while 
Bach was court organist at the court in Weimar. 

The basis of  the Chorale Prelude ‘Ich ruf  zu dir’ is a hymn by Johann 
Agricola using the following words:

Ich ruf  zu dir, Herr Jesu Christ,
ich bitt, erhör mein Klagen;
verleih mir Gnad zu dieser Frist,
laß mich doch nicht verzagen.
Den rechten Glauben, Herr, ich mein,
den wollest du mir geben,
dir zu leben,
meim Nächsten nütz zu sein,
dein Wort zu halten eben.
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competitions, such as The Grand Prix in 1979 and the Trofée
Mondiale in 1981.  ‘Interieur’, written in 1998, is a composition cast 
in a single arch starting from a solitary note that gradually fi lls out har-
monically before breaking out into an animated, rhythmic middle sec-
tion. This section subsides to return to the solitary note of  the opening.  

In his compositions, Angelis has tried to establish his own modern style. 
He likes to use a new and original style, and through the recordings of  
all his works, hopes to show that there exists a respected repertoire of  
French accordion literature. 

Viacheslav Semenov (b. 1946) 

Don Rhapsody No.2 second movement
 
Viacheslav Semionov was born in Bryansk (about 300km south of  
Moscow) in 1946. His father and grandfather were important expo-
nents of  the bayan (chromatic accordion); after his father’s initial tui-
tion Viacheslav continued his studies at the Rostov Art College and the 
Gnessin Musical Pedagogical Institute in Moscow (now known as the 
Gnessin Academy of  Music). 
At 21 years of  age his international career began when he started to 
take part in accordion competitions in Klingenthal, Germany (1967), 
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5 – ‘Criminal authority and creep’ (‘Pahan and Shestroyka’) – In Gulag 
language, a “pahan” is a criminal authority, a leader within the group. 
A ‘shestroyka’ is a servant who off ers unquestionable obedience to the 
leader. On the pahan’s instructions a shestroyka could be forced to 
commit the most terrible crimes - otherwise he could pay with his own 
life. How many layers of  fear can man devise…

Franck Angelis (b. 1963)

Interieur

The contemporary French composer Franck Angelis is recognized as 
one of  the outstanding accordion composers of  modern accordion 
literature today. He draws inspiration from the Russian school, drawing 
inspiration from Zolotaryev and Gubaidulina. Along with other well-
known composers, Angelis has helped in considerably elevating the 
level of  accordion literature.  

Franck’s reputation as a composer of  modern accordion literature was 
launched when his composition ‘Boite à Rythme’ won at the inter-
national accordion competition in Klingenthal, Germany. ‘Boite à 
Rythme’ is a very modern and technical work, much infl uenced by jazz 
rhythm. Angelis won several important international accordion

9

Lord, hear the voice of  my complaint,
To Thee I now commend me,
Let not my heart and hope grow faint,
But deign Thy grace to send me.
True faith from Thee, my God, I seek,
The faith that loves Thee solely.
Keeps me lowly,
And prompt to aid the weak,
And mark each word that Thou dost speak.

‘Ich ruf  zu dir’ is amongst the most popular chorale preludes in the 
collection. Pure in style, this ornamental chorale prelude has been de-
scribed as “a supplication in time of  despair.” Written in the meantone 
key of  F minor, it is written for two manuals and pedal in the original 
for organ. It is possible that the unusual choice of  key followed Bach’s 
experience playing the new organ at Halle which employed more 
modern tuning.
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Viktor Vlasov (b. 1930)  

Five views on Gulag state

This original work for accordion was infl uenced by the novels of  Al-
exander Solzhenitsyn, Varlam Shalamov and Lev Razgon. Here, with 
chilling musical clarity, some of  the horrors of  Stalin’s ‘Zonas’ of  the 
1930 – 50’s are transformed into sound, using techniques unique to the 
free bass accordion. Vlasov achieves in this music a dramatic tension 
and picturesque brightness sometimes bordering on cinematographic 
clarity. It is impossible to imagine this work being transcribed for any 
other instrument, such is the special sound world of  the accordion. It is 
not a ‘comfortable’ piece.

The term Gulag is an acronym for the Soviet bureaucratic institution, 
Glavnoe Upravlenie ispravitel’no-trudovykh LAGerei that operated 
the Soviet system of  forced labour camps in the Stalin era. Since the 
publication of  Solzhenitsyn’s The Gulag Archipelago in 1973, the term 
has come to represent the entire Soviet forced labour penal system.

1 – ‘A zone’ (‘Zona’) – A long winter’s night in Siberia...the burningly 
cold wind howls...all is surrounded with cutting wire...towers with 
watchers...fl ashlights beam, shadows hop from the lanterns hanging in 
the wind. This is ‘Zona’, the symbol of  the Gulag.
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2 – ‘A stage (Marcia funebre)’ – While imprisoned, prisoners were often 
moved from one colony to another, sometimes over very long distances. 
The transportation could be by foot, by train or ship. Every part of  this 
transportation was called a ‘stage’. This piece represents a foot stage. 
One can imagine how, exhausted with inhuman work, starving and ill 
people were made to walk many tens and even hundreds of  kilometres. 
A man goes on and on...day and night - fi rst, second, third…. a week... 
in winter, in summer - the heat, the thirst…a man surrenders and falls 
down…he is still alive but cannot move...watchers shout at such men, 
and then register them as the ones who tried to escape...
 
3 – ‘Thieves’ – All the prisoners in Gulags were divided into political 
or criminal classes. Political prisoners were the elite of  the nation (often 
simply slandered, not guilty people) while criminals were social riff -raff  
(murders, thieves, scroungers, etc.)  Political and criminal prisoners 
were often intentionally placed in the same wards in order to create 
social and emotional unrest.
 
4 – ‘Wood-cutting area’ – One of  the work punishments in Siberian 
Gulags was timber cutting. It was hard but sometimes preferable work. 
Prisoners were brought to the work areas, and the watchers sometimes 
disappeared for the whole day. There was nowhere to run. You are in 
the air, free, and while monotonously sawing a log you can remember 
your home, your relatives and friends…
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5 – ‘Criminal authority and creep’ (‘Pahan and Shestroyka’) – In Gulag 
language, a “pahan” is a criminal authority, a leader within the group. 
A ‘shestroyka’ is a servant who off ers unquestionable obedience to the 
leader. On the pahan’s instructions a shestroyka could be forced to 
commit the most terrible crimes - otherwise he could pay with his own 
life. How many layers of  fear can man devise…

Franck Angelis (b. 1963)

Interieur

The contemporary French composer Franck Angelis is recognized as 
one of  the outstanding accordion composers of  modern accordion 
literature today. He draws inspiration from the Russian school, drawing 
inspiration from Zolotaryev and Gubaidulina. Along with other well-
known composers, Angelis has helped in considerably elevating the 
level of  accordion literature.  

Franck’s reputation as a composer of  modern accordion literature was 
launched when his composition ‘Boite à Rythme’ won at the inter-
national accordion competition in Klingenthal, Germany. ‘Boite à 
Rythme’ is a very modern and technical work, much infl uenced by jazz 
rhythm. Angelis won several important international accordion
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Lord, hear the voice of  my complaint,
To Thee I now commend me,
Let not my heart and hope grow faint,
But deign Thy grace to send me.
True faith from Thee, my God, I seek,
The faith that loves Thee solely.
Keeps me lowly,
And prompt to aid the weak,
And mark each word that Thou dost speak.

‘Ich ruf  zu dir’ is amongst the most popular chorale preludes in the 
collection. Pure in style, this ornamental chorale prelude has been de-
scribed as “a supplication in time of  despair.” Written in the meantone 
key of  F minor, it is written for two manuals and pedal in the original 
for organ. It is possible that the unusual choice of  key followed Bach’s 
experience playing the new organ at Halle which employed more 
modern tuning.
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Johann Sebastian Bach (1685 – 1750)

Ich ruf  zu dir, Herr Jesu Christ (I call to you, Lord Jesus Christ)
BWV 639 

The Orgelbüchlein (‘Little Organ Book’) BWV 599−644 is a collection 
of  46 chorale preludes for organ written by Johann Sebastian Bach. All 
but three of  them were composed during the period 1708–1717, while 
Bach was court organist at the court in Weimar. 

The basis of  the Chorale Prelude ‘Ich ruf  zu dir’ is a hymn by Johann 
Agricola using the following words:

Ich ruf  zu dir, Herr Jesu Christ,
ich bitt, erhör mein Klagen;
verleih mir Gnad zu dieser Frist,
laß mich doch nicht verzagen.
Den rechten Glauben, Herr, ich mein,
den wollest du mir geben,
dir zu leben,
meim Nächsten nütz zu sein,
dein Wort zu halten eben.
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competitions, such as The Grand Prix in 1979 and the Trofée
Mondiale in 1981.  ‘Interieur’, written in 1998, is a composition cast 
in a single arch starting from a solitary note that gradually fi lls out har-
monically before breaking out into an animated, rhythmic middle sec-
tion. This section subsides to return to the solitary note of  the opening.  

In his compositions, Angelis has tried to establish his own modern style. 
He likes to use a new and original style, and through the recordings of  
all his works, hopes to show that there exists a respected repertoire of  
French accordion literature. 

Viacheslav Semenov (b. 1946) 

Don Rhapsody No.2 second movement
 
Viacheslav Semionov was born in Bryansk (about 300km south of  
Moscow) in 1946. His father and grandfather were important expo-
nents of  the bayan (chromatic accordion); after his father’s initial tui-
tion Viacheslav continued his studies at the Rostov Art College and the 
Gnessin Musical Pedagogical Institute in Moscow (now known as the 
Gnessin Academy of  Music). 
At 21 years of  age his international career began when he started to 
take part in accordion competitions in Klingenthal, Germany (1967), 
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Sofi a, Bulgaria (1968) and Berlin, Germany (1973), securing signifi cant 
prizes in all competitions. As a concert artist Viacheslav Semionov has 
given concerts in more than 30 countries. 
Viacheslav Semionov began teaching in 1968 at the Rostov Musical 
Pedagogical Institute. Since then, many of  his students have been com-
petition winners at international level and many others of  his students 
have won national competitions.  In 1977 he was awarded the title 
“Honoured Artist of  Russia”, created Professor of  Music at the Russian 
Academy of  Music in 1988, and awarded the highest possible honour 
“People’s Artist of  Russia” in 1995 by President Boris Yeltsin.  
Viacheslav is now well known as a composer for the bayan. His compo-
sitions – ‘First Sonata’, ‘Four Rhapsodies’, the present ‘Don Rhapsody’ 
and others are considered standard repertoire by many accordionists in 
the world and his works are compulsory pieces for many international 
accordion competitions.

Pablo de Sarasate (1844 – 1908) 

Introduction and Tarantella, Op.43

Sarasate’s world was the violin. He lived for it, wrote for it, played it, 
and became a one-instrument legend much as Chopin had done thirty 
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asked – and answered – about any transcription is: ‘does the ‘new’ in-
strument bring something new and exciting to the original?’  The char-
acter and temperament of  the performer is as important as that of  the 
music itself  in determining which sonatas work well in transcription.

Felix Mendelssohn (1809 – 1847) 

Chorale and Variations (fi rst movement) from the Organ Sonata
in D minor, Op.65 No.6 

Mendelssohn was not only an accomplished performer on the organ 
but wrote a small yet important body of  organ music. This Chorale 
and Variations is a good example of  his affi  nity with the instrument. 
The present work is the opening movement of  the Organ Sonata in D 
minor, Op.65 No.6, fi rst published in 1845. Mendelssohn’s reverence 
of  Bach is, of  course, well known – he conducted the fi rst performance 
of  Bach’s St. Matthew Passion in England a century after it had been 
composed, and some of  his keyboard music shows a fascination with 
counterpoint. The six piano Preludes and Fugues Op.35 are another 
particular and obvious tribute to J.S. Bach, and there are many exam-
ples of  his love of  contrapuntal technique on a small scale in many 
of  the more Victorian piano pieces, which made Mendelssohn such a 
particularly well-loved fi gure in 19th century England. 
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Domenico Scarlatti (1685 – 1757) 

Sonatas in D minor K.1, F major K.44 and
F sharp minor K.25

The majority of  Scarlatti’s 550 keyboard sonatas were probably in-
tended for the harpsichord, although some may have been written for 
the more delicate sounds of  the clavichord, for the organ, or even the 
newly developed fortepiano, an instrument certainly available to Scar-
latti in the royal palaces of  Spain. These sonatas exhibit an astonishing 
range of  pace and energy, and it is of  considerable benefi t to the mod-
ern performer that Scarlatti left virtually no performance instructions 
in his music. Thus the performer of  any era can individualise his/her 
performance, and transcription is very eff ective on many instruments. 
Baroque performance has, in recent years, fl ourished hugely with a new 
confi dence and variety that performers can bring to this music. The ac-
cordion is, of  course, a ‘new’ instrument for Scarlatti transcription, and 
brings its own wonderful individuality to the transcription ‘party’! The 
sonatas were never intended for the piano as we know it; transcriptions 
exist for instruments as diverse as guitar, saxophone, 
vocal ensemble, etc – and now accordion. The only question to be 
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years previously for the piano and Paganini had done (again for the 
violin) in the forty years before Sarasate’s birth.  

Born in Spain, he became a European musician, touring the Royal 
courts and playing at the most prestigious venues. His most celebrated 
violin works all require prodigious technique, and many important vio-
lin works by other composers were dedicated to him out of  respect to 
his legendary playing prowess – Bruch s second concerto and Scottish 
Fantasy, Wieniawski’s second concerto, Lalo’s Symphonie Espagnol and 
Saint Saens’ fi rst and third concerti amongst them. The Introduction 
and Tarantella, op. 43, would prove to be his most enduringly popu-
lar non-Spanish Dance short work. It was published in 1899 and has 
remained a showcase virtuoso violin work ever since.

Programme notes by
Graeme Humphrey
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Award-winning Serbian born Miloš Milivojević has been described as
“A hurricane of  imaginative invention” by Hilary Finch, The Times.
His versatility as a musician performing diff erent genres including classical, 
tango and world music, has ensured he is in demand internationally. 

Miloš began his musical education in Kragujevac with Professors Milica 
Lazarević, Radomir Tomić and Vojin Vasović. He won fi rst prize at the 
International Accordion Competition in Castelfi dardo Italy, Diremose Prisen 
Denmark, Grand Prix France and Klingental Germany. 
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List of  Composers

1. Domenico Scarlatti (1685 – 1757) – Sonata D minor K.1

2. Domenico Scarlatti (1685 – 1757) – Sonata F major K.44

3. Domenico Scarlatti (1685 – 1757) – Sonata F sharp minor K.25

4. Felix Mendelssohn (1809 – 1847) – Chorale and Variations
    (fi rst movement) from the Organ Sonata in D minor, Op.65 No.6

5. Johann Sebastian Bach (1685 – 1750) – Ich ruf  zu dir, Herr Jesu Christ
   (I call to you, Lord Jesus Christ) BWV 639 

6. Viktor Vlasov (b. 1930) 

 – Five views on Gulag state, A zone
 – Five views on Gulag state, A stage (Marcia funebre)
 – Five views on Gulag state, Thieves
  – Five views on Gulag state, Wood-cutting area
 – Five views on Gulag state, Criminal authority and creep

11. Franck Angelis (b. 1963) – Interieur

12. Viacheslav Semenov (b. 1946) – Don Rhapsodie No.2 second movement

13. Pablo de Sarasate (1844 – 1908) – Introduction and Tarantella, Op.43



4

Then there were the truly new composers of  the twentieth 
century who were writing for the instrument and exploiting the 
unique sound characteristics of  both classical and free-bass ac-
cordions.  In the case of  the classical accordion, the sheer sight 
of  two hands (120 buttons on the left hand keyboard completely 
hidden from the performer’s view, 58 buttons on the right 
hand side only occasionally looked at in performance) weaving 
miracles of  tightly-packed movement was, of  itself, a fascinat-
ing and breath-taking visual experience. Then one closed one’s 
eyes and just listened to the extraordinary musical narrative 
of  (for example) Vlasov’s ‘Five Sights on Country Gulag’ and 
realised the almost cinematic possibilities of  the new instrument. 
The actual sounds of  feet stamping on forced marches, of  cold 
Siberian winds chilling the core of  the prisoners in the gulags, 
and the noise of  prisoners sawing logs to be used to further 
imprison them could all be recreated on the accordion like on 
no other instrument. The instrument is giving us, interestingly, a 
visual sound on a journey in which the performer provides both 
the sound and the sight of  the narrative without the need to be 
watching a fi lm.

Graeme Humphrey
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In 2002, Miloš was awarded a full scholarship from the Royal Academy of
Music (RAM) for Undergraduate, Postgraduate and Master degrees studying 
with Professor Owen Murray.

In 2004, Miloš made his debut at London’s Purcell Room as part of  the Park 
Lane Group Young Artists Series to critical acclaim. In the same year, Miloš was 
selected to perform as soloist at the Foundation Awards Ceremony before HRH 
The Princess Royal at the University of  London Senate House.

In 2007, Miloš became the fi rst accordionist ever to win the RAM Club Prize 
open to all instrumentalists and in 2008 was selected to represent the RAM and 
subsequently won the prestigious Derek Butler London Prize at the Wigmore 
Hall - contested by students from all four of  the London conservatoires. At 
graduation, Miloš was awarded a Distinction and the Vice Principal’s Special 
Prize at the Royal Academy of  Music.

Miloš is an ambassador for the classical accordion and has premiered works 
and collaborated with British composers including Anthony Gilbert, Howard 
Skempton, Elena Firsova, Patrick Nunn, Ben Foskett, Julian Philips, Anna 
Meredith, Philip Venables, Bushra El-Turk, Errollyn Wallen as well as the UK 
premiere of  Sequenza No.13 by Luciano Berio.

As a result of  his diverse musical interests, Miloš has appeared as a soloist and 
chamber musician at many prestigious classical and world music festivals across 
the UK, Russia, Slovenia, Hungary, Italy, Iceland, Serbia, Montenegro, Spain, 
the Canary Islands, Malta, Australia and New Zealand.
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Miloš enjoys performing with London Tango Quintet, Kosmos Ensemble, 
AccordDuo, Balkan group Paprika, and regularly performs with acclaimed vio-
linists David Juritz, Harriet Mackenzie, classical guitarist Craig Ogden, cellists 
Adrian Bradbury and Matthew Sharp and soprano Bibi Heal.

Miloš has performed at venues including the Royal Albert Hall, Wembley 
Arena, Birmingham Symphony Hall, Sydney Opera House, Wigmore Hall, 
Cadogan Hall, Purcell Room, St John’s Smith Square, St James’s Piccadilly, St 
Martin-in-the Fields, Kings Place, Snape Maltings, Jersey Opera House, Teatru 
Manoel Malta, Kolarac Hall Belgrade, Shepherd’s Bush Empire, Powerhouse 
Brisbane and Forum Theatre Melbourne. 

Appearances at festivals include: Park Lane Group Young Artists, Cheltenham, 
Aldeburgh, Jersey Liberation, Leeds International Concert Series, Norfolk & 
Norwich, Berio Festival, Oxford Chamber Music, Norfolk & Norwich, Ma-
chynlleth, Sounds New, Canterbury, Oundle, Auckland (New Zealand), Belef, 
Nomus, Exit (Serbia,) Grad Teatar (Montenegro), Camilieri (Malta), Womad, 
WomAdelaide Festival, Melbourne Festival (Australia), Edinburgh Fringe, 
Glastonbury. 

Miloš has also appeared with the London Mozart Players, Russian Virtuosi, 
London Sinfonietta, Filharmonika Orchestra, Chroma Ensemble, Chorus of  
Opera North and has worked with conductors including Zoltán Kocsis, Oliver 
Knussen, Brian Schembri, Paul Kildea, Christopher Austin, Justin Doyle, 
Gerry Cornelius, German Clavijo, Duncan Ward and Eamonn Dougan.  
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Music for keyboard (whether harpsichord, clavichord or organ) 
was now being played on what is essentially a wind instrument.  
I quickly learned that not all music would successfully transcribe 
to this ‘new’ instrument. Beethoven and Brahms would be 
completely out of  place in such transcriptions, but there was a 
considerable body of  ‘old’ music that was suffi  ciently all-purpose 
as to become exciting and ‘new’, especially in the hands of  such 
a creative artist as Milos. Hearing the ‘old’ become ‘new’ helped 
me reassess what more could be expected of  the conventional 
piano and violin if  only we were freed of  what we were taught 
in the mid-twentieth century in the interests of  so-called histori-
cally informed performance practice. How times have moved on. 
The great musical conservatoires of  both Europe and the USA 
have bred a new musician completely comfortable in bringing 
this ‘old’ music to ‘new’ life.  There has been an explosion in the 
competence of  performers of  baroque music on both original 
and new instruments throughout the second half  of  the twen-
tieth century and the beginning of  the twenty-fi rst century that 
has led to the renaissance of  musical interest in the baroque 
period. Now the accordion can add to this ongoing process.
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In any life – either musical or non-musical – an event can occur 
that fi res up a new energy when the routine of  the familiar is 
suddenly broken and challenged.  Such an experience occurred 
when I heard the legendary Russian-American violinist Oscar 
Shumsky for the fi rst time in London in the 1980’s. Similarly, 
and completely unexpected, was the fi rst time I heard Miloš 
Milivojević play at the Royal Academy of  Music in London 
when he was a student there in 2007.  The sound of  the free-
bass accordion was new to me and thrilling to hear, but it was 
the repertoire that gave me the greatest pause for thought. For 
here I was listening to the familiar (Bach, Scarlatti, Sarasate etc. 
in transcription) but also to magnifi cent new twentieth century 
repertoire (Vlasov, Angelis, Semenov).  

Miloš Milivojević +
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Miloš has given live interviews and broadcasts on BBC Radio 2 - Friday
Night is Music Night, BBC Radio 3 World Music on BBC 3, BBC Radio 4,
Classic FM, ABC, Serbian national radio and television networks.
His playing is featured on the award winning Bollywood movie ‘Barfi ’ and 
he has performed tango live in front of  millions on the BBC’s Strictly Come 
Dancing TV programme.

The versatility of  Miloš’s playing extends to working with leading opera com-
panies and he is regularly invited to perform with Opera North, most recently 
in their production of  Mozart’s Magic Flute, Don Giovanni, Humperdinck’s 
- Hansel and Gretel and Donizetti’s Elixir of  Love. In 2017 Miloš performed 
Brett Dean’s new opera of  Shakespeare’s great tragedy, Hamlet, with Glynde-
bourne Opera’s touring production. 

In 2014, Miloš was elected an Associate of  the Royal Academy of  Music 
ARAM for his contribution to music. Miloš is extremely grateful to the Burton 
Bradstock Festival for generous support towards his professional music career. 
He is an offi  cial artist and exclusively performs on Pigini Accordions.

Million thanks to: David and Jane Juritz, Graeme Humphrey, Craig Ogden,
Lord and Lady Chadlington, Adrian Bradbury, Živorad and Olivera Nikolić, Ian, Chris
and Harriet Mackenzie, Meg Hamilton, Rex Billingham, Janet Whitaker, Joanna Brendon,
Burton Bradstock Festival, Vojin Vasović, Raphaël Mouterde, Jelena Simić, Nemanja 
Obradović, Alejandro Tamagno, Adrian Farmer, Nimbus Foundation, Jayne Rollason,
Massimo and Francesca Pigini, Mirković and Ivanović family, sister Jelena and parents
Dragan and Dragana! 

milosmilivojevic.com
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