
MILOŠ 

Classical guitar  

 

 

SYLVIUS LEOPOLD WEISS  (1687–1750) 

Fantasia and Passacaglia 

(approx. 7 minutes) 

 

JEAN-PHILIPPE RAMEAU  (1683–1764) 

The Arts and the Hours  (arr. Michael Lewin) 

(approx. 5 minutes) 

 

GEORGE FRIDERIC HANDEL  (1685–1759) 

Minuet in G minor  (arr. Michael Lewin) 

(approx. 4 minutes) 

 

JOHANN SEBASTIAN BACH  (1685–1750) 

Chaconne in D minor 

(approx. 15 minutes) 
 

Intermission 

 

 

ISAAC ALBÉNIZ  (1860–1909) 

Asturias (Leyenda) from Suite Española No. 1  

(approx. 7 minutes) 

 

DOMENICO SCARLATTI  (1685–1757) 

Sonata in D minor  K 32   (arr. Michael Lewin) 

(approx. 3 minutes) 
 

 



AGUSTÍN BARRIOS  (1885–1944) 

Andante Religioso from La Catedral 

(approx. 2 minutes) 

 

HAROLD ARLEN  (1905–1986) 

Somewhere Over the Rainbow  (arr. Tōru Takemitsu) 

(approx. 4 minutes) 

 

MATHIAS DUPLESSY  (b. 1972) 

Amor Fati 

(approx. 7 minutes) 

 

 

Sylvius Leopold Weiss 

Fantasia and Passacaglia 

The lute repertoire reached its high point at the end of the Baroque era in the 
works of German lutenist and court musician Sylvius Leopold Weiss, an exact 
contemporary of Bach.  

Early in his career Weiss was employed at the court in Rome of dowager 
Queen Maria Casimira of Poland (1641–1716), where he rubbed shoulders with 
Alessandro Scarlatti and his son Domenico. He later established himself at the 
court of Saxony in Dresden, where his court colleague, Wilhelm Friedemann 
Bach (1710–1784), would later bring him into the social circle of Wilhelm’s 
famous father, Johann Sebastian. 

*  *  * 

Weiss’ musical style, like that of Bach senior, is a blend of Italian melody-
making and German counterpoint. Famed for his skill at improvisation, he 
would often begin his dance suites with an unmeasured movement in free 
improvisatory style, such as the Fantasia that begins this evening’s recital. 

Structured as a typical Baroque-era pairing of prelude and fugue, it opens 
with a free-ranging pattern of broken chords responding to a climbing 
bassline.  

 



This soon develops into a three-voice imitative texture, leading to a mini-
fugue in the second section. 

 
 

*  *  * 

The Passacaglia that follows features a series of variations on a descending 
bassline that repeats throughout. 

 
The rhythmic pattern is that of a dignified sarabande, with an emphasized 
second beat of the 3/4 bar.  

Weiss uses this rhythmic pattern to emotionally resonant effect by putting a 
dissonance on the first beat of most bars, a dissonance that resolves on the 
stronger second beat. 

 

 

Jean-Philippe Rameau  

The Arts and the Hours from Les Boréades  (arr. Michael Lewin)  

In Act IV of Jean-Philippe Rameau’s last opera, Les Boréades (1763), 
protagonist Abaris is pining with love for Alphise, Queen of Bactria, but is 
unable to marry her because of his murky family background.  

A storm ensues, emblematic of the gods’ displeasure and of Abaris’ inner 
turmoil. But wait! The din subsides and the divine Polyhymnia arrives, leading 
a quiet procession of allegorical figures representing The Arts and the Hours 
of which she, as goddess of poetry and dance, is the chief inspiring figure. 

The message she brings is one of hope; hope that a way may yet be found to 
unite our hero with the girl of his dreams. 



 
The repeated descending scale figures of this intermède lend it a processional 
quality while long-held suspensions over the bar line evoke the yearning of the 
tormented lover. 

The serene mood and delicate emotional palette of this small piece of French 
theatrical stage music have won it many admirers, including pianist Víkingur 
Ólafsson, who has recently recorded his own piano transcription of it. 

The guitar transcription played by MILOŠ is by Michael Lewin. 

 

 

George Frideric Handel 

Minuet in G minor (arr. Michael Lewin)  

While modern scholarship has stripped Handel’s Minuet in G minor from its 
erstwhile association with the composer’s Keyboard Suite in B-flat major 
HWV 434 published in 1733, few scholars today would deny that it constitutes 
one of the saddest, most contemplative dance pieces to come out of the 
Baroque era. 

 
Its wistful moping quality derives from the plaintive pattern of falling intervals 
in its melodic line, moving in parallel with the implacable stepwise descent of 
its bass, made all the more pathos-laden by yearning suspensions in the tenor. 

  



Johann Sebastian Bach 

Chaconne in D minor 

Bach’s Chaconne in D minor, the final movement from his Partita in D minor 
BWV 1004, stands at the summit of the violin repertoire, both for the technical 
challenges it poses for the performer and for the crystalline brilliance of its 
formal design.  

Musicologist Susan McClary has called it “the chaconne to end all chaconnes,” 
while violinist Yehudi Menuhin referred to it as “the greatest structure for solo 
violin that exists.” It should not be surprising, then, that transcriptions for 
piano by Busoni and Brahms, and for guitar by Andrés Segovia, have made it 
a staple of the repertoires of those instruments, as well.  

*  *  * 

At its core is a four-bar pattern of chords, stated sternly and resolutely at the 
outset, that serve as the harmonic foundation for a series of variations that 
follow. Bach’s four-bar thematic pattern comes in the distinctive rhythmic 
profile of a sarabande, emphasizing the second beat of the bar. 

 
The 64 variations that follow may be organized into three parts. The first 33 
variations in D minor become increasingly animated as smaller and smaller 
note values fill out the harmonic pattern of the theme until a flamboyant re-
statement of the stern opening chords closes out the section: 

 
There then follows a new section of 19 variations in the major mode, which 
begin in a much quieter mood 

 
but soon undergo their own long build-up of excitement, climaxing in this 
“ringing bell” episode on the dominant of A: 

 



The final section of 12 variations in the original key of D minor also begins 
quietly, almost contemplatively 

 
but builds to the greatest climax of all to finish in a furious blaze of 
instrumental tone that serves as a capstone to the entire work. 

 

 

Isaac Albéniz  

Asturias (Leyenda) from Suite Española No. 1 

The best-known piece of Spanish guitar music began as a work for piano. First 
published as a prelude to Albéniz’s Chants d’Espagne in 1892, it was 
posthumously re-published as part of the composer’s Suite Española just 
before the First World War with the title Asturias and the subtitle Leyenda 
(legend), under which names it is known today. 

The publisher’s titling was quite mistaken. This work has nothing to do with 
Asturias and everything to do with the southern Spanish region of Andalusia. 
Andalusia is the cultural homeland of the flamenco tradition, an art that 
developed under gypsy influence to embrace a passionate amalgam of guitar-
playing, singing, wailing, dancing, stomping, clapping and finger-snapping, the 
sonic echoes of which Albéniz transferred with consummate skill to the 
keyboard. 

Many transcriptions of this piano work exist for the guitar, but the most 
popular is undoubtedly that of Andrés Segovia, who transposed it from its 
original G minor to the more guitar-friendly key of E minor, allowing the 
fingers of the right hand to play on an open string the work’s most ear-
catching riff: a chiming pedal note in the treble that constantly sounds while 
the guitarist’s thumb picks out melody notes down below. 

 
This opening section is structured as a long crescendo, eventually punctuated 
by brusque exclamatory full chords played rasgueado (strummed with the 
fingernails), in imitation of the sharp heel-stomp of a flamenco dancer.  

 



The piece is in three parts. Its more soulful and pensive middle section 
features a free-floating melody with minimal accompaniment  

 
that eventually returns to the “busy-bee” hum of the work’s opening section. 

 

 

Domenico Scarlatti 

Sonata in D minor  K 32 (arr. Michael Lewin)  

The 550-odd sonatas of Domenico Scarlatti are perhaps the most successful 
works to migrate from the harpsichord to the modern grand piano. Equally 
successful, however, is their migration back to the guitar, the timbre and 
characteristic figurations of which found their way into these sonatas from the 
composer’s decades-long career at the courts of Portugal and Spain.  

Their transparent texture of simple two- and three-part keyboard writing 
anticipates the Classical era of Haydn and Mozart in its clarity of phrase 
structure and harmonic simplicity.  

The Scarlatti sonatas exist in two distinct varieties. Many are fast, display-
oriented virtuoso pieces bristling with dazzlingly novel and effective keyboard 
textures that tickle the ear. Others are more lyrical and songlike, however, 
reflecting Scarlatti’s roots in the traditions of Neapolitan opera, with its 
unusual emphasis on pathos and soulful lyricism. 

The Sonata in D minor K 32 is clearly in the latter category. Labelled Aria, it 
features a recurring pattern of phrases each beginning with a “sobbing” little 
run-up figure and ending with a mournfully dissonant appoggiatura. 

 



The utter simplicity of the setting combined with the density of 
expressiveness in each phrase supports Horowitz’s famous remark that 
Scarlatti gives us “so much music in so few notes.”  

 

 

Agustín Barrios 

Andante Religioso from La Catedral 

The Paraguayan guitarist Agustín Barrios, who added Mangoré to his name in 
tribute to his Indigenous ancestry, was a prodigiously talented performer and 
one of the first guitarists to make recordings, his first being in 1911. His career 
largely centred on South America, and he was forgotten for many years until 
John Williams brought his music back into view in the 1970s. 

The style of Barrios’ three-movement La Catedral (The Cathedral) is late 
Romantic but with a backward-looking reverence for the Baroque, as 
exemplified in its second-movement Andante Religioso, the inspiration for 
which is distinctly Bachian.  

In 1921 the composer was staying in the Uruguayan capital of Montevideo 
where he could hear from his hotel room the bells of the nearby Cathedral of 
San José.  

In this second movement of the suite, he imaginatively enters the cathedral, 
attracted by the tolling of the bells, and finds that an organist is playing Bach. 

 
 

  



Harold Arlen   

Somewhere Over the Rainbow  (arr. Tōru Takemitsu) 

The $28-million-dollar price paid recently at auction for the red shoes worn by 
Judy Garland in the 1939 musical fantasy film The Wizard of Oz testifies to the 
enduring appeal of this cinematic landmark in Western filmmaking. 

Coming at the end of the Great Depression, the film’s welcome message of 
hope for a better future is evoked in the yearning opening octave leap of its 
signature song Somewhere Over the Rainbow. 

 

 
 

Japanese modernist composer Tōru Takemitsu (1930–1996) also fell under its 
spell, creating an affectionate arrangement for guitar in 1974, framed in the 
song’s original jazz harmonies and replete with loving countermelodies. 

 

Mathias Duplessy 

Amor Fati 

Mathias Duplessy is a wildly eclectic French composer and multi-
instrumentalist with an interest in classical music (Ravel, Stravinsky and 
Prokofiev in particular) and in world musical cultures, especially the music and 
guitar-like instruments of India, China and Mongolia. He is astoundingly 
prolific, having written scores for several dozen feature films and 
documentaries, and he has made more than two dozen recordings. As a 
performer he is described by one critic for Radio-France International in 
following terms: 

A guitarist of the highest virtuosity, Mathias Duplessy is one of those rare 
performers capable of shining in every genre: classical, jazz, oriental music, 
flamenco... As a composer he has assimilated all of these styles in order to 
compose and perform music that is uniquely his own, alive and personal, 
brilliant and coming from deep within, sensitive and yet contemporary. 

 



Amor fati was written for MILOŠ in 2021 and premiered by him in New York in 
a recital honouring the legendary guitarist Andrés Segovia (1893–1987). 

The Latin phrase amor fati means “love of (one’s) fate,” and in his remarks on 
this work the composer states that 

Amor fati is a concept of my favorite philosopher: Nietzsche. It means 
loving life in its entirety, the good along with the bad, embracing life with 
all your soul, on sunny days and stormy nights, loving life as it is. 

 
The work begins simply, with a kind of invocation: 
 

 
 
But in the course of its development, it builds to unleash a torrent of life-
affirming energy and propulsive momentum that gives voice to the 
composer’s belief in the intrinsic value of Life itself — as it is.  
 

Donald G. Gíslason  2025 


