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U�c�Ðe«l�g ·ÿe  
f�«g�··e� �¼¯lc �f  
Sa�¼e� C��e«ldge-Ta×��«
A¯ ·ÿe 150·ÿ a��lÐe«¯a«× �f 
C��e«ldge-Ta×��«’¯ bl«·ÿ 
a¨¨«�acÿe¯, a b��d �eÑ ¯·¼dl� 
a�b¼� b«ea·ÿe¯ f«e¯ÿ �lfe l�·� 
���g-�Ðe«���}ed Ñ�«}¯ b× ��e 
�f ·ÿe ea«�× 20·ÿ ce�·¼«×’¯ ��¯· 
ce�eb«a·ed B�ac} c��¨�¯e«¯. We 
¯a· d�Ñ� Ñl·ÿ GRAMMY®-Ñl��l�g 
c��d¼c·�« Mlcÿae� Re¨¨e« a�d 
GRAMMY®-���l�a·ed Ðl��l�l¯·-
a««a�ge« C¼«·l¯ S·eÑa«· ·� eÖ¨��«e 
�egac×, ¯¨l«l·¼a�¯ a�d Ñÿa· l· �ea�¯ 
·� «el�agl�e ÿl¯·�«× ·ÿ«�¼gÿ ¯�¼�d

Tÿl¯ «ec�«dl�g fea·¼«e¯ ·ÿe Ñ�«�d-¨«e�le«e ¯·¼dl� 
¨e«f�«�a�ce¯ �f Sa�¼e� C��e«ldge-Ta×��«’¯ ·��e 
¨�e� Toussaint L’Ouverture a�d Ballade O¨. 4, 
a���g¯lde a �eÑ�× ¼�c�Ðe«ed �«cÿe¯·«a� ¯¼l·e �f ìÐe 
Negro Melodies a�d ·ÿ«ee ��de«� «el�agl�l�g¯. 
Wÿ× Ña¯ l· l�¨�«·a�· ·� b«l�g ·ÿe¯e ¨a«·lc¼�a« 
¨lece¯ ·� �lgÿ· ��Ñ, a�d Ñÿa· d� ×�¼ ÿ�¨e �l¯·e�e«¯ 
·a}e aÑa× f«�� ÿea«l�g ·ÿe�?

Michael Repper (MR): These pieces deserve to be heard 
because they’re exceptional music. Coleridge-Taylor had a 
powerful artistic voice, and the works on this album carry 
enormous emotional weight and cultural significance. They’re 
deeply moving, beautifully crafted and unjustifiably have been 
left out of our mainstream concert repertoire.

It felt urgent to bring them forward now, when our field 
is beginning to confront those exclusions – and the reasons 
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behind them – more honestly. We also thought that the 
composer deserved a true celebration on what would  
have been his 150th birthday. But even more than that,  
we know listeners will fall in love with this music just like  
we did. I believe listeners will come away inspired by the 
sound and story behind these works and with a sense 
that there’s still so much music out there waiting to be 
rediscovered and reimagined. 

Curtis Stewart (CS): I have been looking for works deeply 
influenced by the blues and African folk music within a 
classical context for years – it was important for me to find 
music that resonates with that side of my musical heritage 
and upbringing, to hear the voice of my dad in these songs, 
to imagine their setÝng in church, to hear them related to the 
popular American music we experience in everyday life. The 
Ballade is an amazingly youthful and graceful work – I try to 
imagine what it must have been like to be Coleridge-Taylor  
at the turn of the 1900s, the rise of industrialisation changing 
what is possible in England and making opportunities for  
his music to be heard as a composer – to do it all with grace 
and joy is something I aspire to myself as a violinist–composer 
in 2025.

Tÿe ¨«�zec· l�Ð��Ðed c«ea·l�g ��de«� ¨e«f�«�a�ce 
edl·l��¯ f«�� C��e«ldge-Ta×��«’¯ �«lgl�a� 
�a�¼¯c«l¨·¯. Wÿa· Ñe«e ·ÿe blgge¯· cÿa��e�ge¯ l� 
¨«e¨a«l�g ·ÿe¯e ¯c�«e¯ f�« ¨e«f�«�a�ce, a�d ÿ�Ñ 
dld l· l�í¼e�ce ×�¼« l�·e«¨«e·a·l�� a¯ a c��d¼c·�«?
MR: Preparing these scores was both exciting and complex. 
The manuscripts came from a variety of sources, such as 
the Library of Congress and the British Library. Each one 
presented its own set of challenges. Some materials were 
handwritten by Coleridge-Taylor himself, others by copyists, 
and some had markings that were incomplete, inconsistent 
or in need of interpretation. A great deal of care went into 

understanding what was there and how best to prepare the 
music for performance.

This work was done in consultation with Coleridge-Taylor 
scholars, especially Lionel Harrison and Patrick Meadows 
(who initially uncovered the Ballade and Negro Melody Suite). 
As a conductor, being so closely connected to that process 
allowed me a deeper relationship with the music. 

Ultimately, our decision to release modern editions freely 
to the public was a direct extension of our mission. We 
believe anyone who hears this music and wants to perform 
it should be able to do so without cost and without barriers. 
That commitment to access was always at the heart of the 
project, and informed our every step, from the research to 
the rehearsal to the studio. When the album is released, these 
scores will be available on my website.

Tÿe a�b¼� fea·¼«e¯ ×�¼« ��de«� «ec��¨�¯l·l��¯ �f 
·ÿ«ee �f C��e«ldge-Ta×��«’¯ �«lgl�a� Negro Melodies, 
a���g¯lde a �eÑ�× ¼�c�Ðe«ed ¯¼l·e a««a�ged b× 
C��e«ldge-Ta×��« ÿl�¯e�f. H�Ñ dld ×�¼ a¨¨«�acÿ 
ÿ���¼«l�g ·ÿe �«lgl�a� c��¨�¯l·l��¯ Ñÿl�e b«l�gl�g 
×�¼« �Ñ� c��·e�¨�«a«× Ð�lce ·� ·ÿe¯e ¨lece¯?
CS: The practice of "recomposing" a work lives somewhere 
between arrangement and composition. I begin by improvising 
on what is already there using the latent language in my ear, 
what the original material draws me to associate with, how the 
mathematics of the rhythmic constellations can be remapped 
to allude to other styles, what textures may heighten or 
recontextualise the feeling of the work for me. Those allusions 
can be culturally significant in that they point to deep 
connections between the musics; those latent connections 
imply that these distinct and respected styles, these peoples 
from deeply different backgrounds and their expression, 
aren't as far away as commercial or political boundaries would 
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imply. The three recompositions on this album are closer to 
the arrangement side of a recomposition. They decorate the 
form that already exists, reharmonising slightly, throwing 
the different voices of the piano into curious combinations 
in the strings and adding extended techniques that point to 
rhythmic worlds that the folk songs evoke.

C��e«ldge-Ta×��« lde�·lìed ¼�eª¼lÐ�ca��× a¯ a 
B�ac} �a� a�d d«eÑ l�¯¨l«a·l�� f«�� Af«lca� a�d 
Af«lca� A�e«lca� �¼¯lca� ·«adl·l��¯. H�Ñ d�e¯ ÿl¯ 
�egac× «e¯��a·e Ñl·ÿ ×�¼« �Ñ� a«·l¯·lc a�d c¼�·¼«a� 
lde�·l·×, a�d Ñÿa· ¯lg�lìca�ce d� ×�¼ fee� l· ÿ��d¯ 
Ñl·ÿl� ·�da×’¯ c�a¯¯lca� �¼¯lc Ñ�«�d?
CS: As long as Americans have been composing concert 
music, the blues has existed in its language. I think of the blues 
as a North American classical music. We refer to the spirit 
of that music, we refer to the literal harmonic configuration 
for meaning of tension and vocal sensibility, we look to the 
form as a sense of development and return, a return to the 
blues as the natural state of things, happy, hopeful, woeful or 
longing for home. In my opinion, there could be no American 
classical music without the blues – even some of our sense 
of abstraction stems from distancing ourselves from that 
reference point. The blues is not necessarily only a Black 
American music, though it has been popularly and socially 
allowed as a value of Black expression. My mother and father 
are both musicians deeply affected by their own specificities 
and extensions of their blues, their own folk – Greek music, 
Polish Roma music, rhythm and blues, second-line band 
music, et cetera. I am finding my own version of this from my 
American classical training – the thing about the blues for me 
is that many cultures’ voices can hold space inside of their 
own "blue note”.

Y�¼’Ðe ¯¨�}e� ab�¼· ·ÿe l�¨�«·a�ce �f �a}l�g 
�¼¯lc ��«e l�c�¼¯lÐe a�d c���¼�l·× «��·ed. H�Ñ 
d�e¯ ·ÿl¯ C��e«ldge-Ta×��« ¨«�zec· «eíec· ×�¼« 
b«�ade« �l¯¯l�� a¯ a c��d¼c·�« a�d a«·l¯·lc �eade«?
MR: Great music should be heard. As professional musicians, 
our performances and our work should be vehicles for 
positive change. Coleridge-Taylor’s works are full of beauty, 
depth and meaning, and occupy an important position in 
classical music’s legacy. Bringing them into spaces where 
they hadn’t been heard, at least for over a century, and 
making the performance materials freely available aligns 
with the broader goal of making classical music more open, 
more representative, and more connected to the people who 
engage with it.

Y�¼’Ðe ca��ed ·ÿe b�¼e¯ “A�e«lca’¯ ��·ÿe«-�¼¯lc.” 
H�Ñ d� ×�¼ ¯ee ·ÿl¯ a�b¼�, a�d C��e«ldge-Ta×��«’¯ 
Ñ�«} ��«e b«�ad�×, c��·«lb¼·l�g ·� a «edeì�l·l�� �f 
·ÿe A�e«lca� c��ce«· «e¨e«·�l«e?
CS: I don't think it is possible to redefine American concert 
repertoire. Brahms is not American concert repertoire, 
except that it occupies a majority of American concert stage 
programmes. Beethoven is not American concert repertoire. 
American concert repertoire is just that. When American 
orchestras, soloists, chamber ensembles primarily programme 
American composers, there will be an American concert stage 

repertoire. Currently, to me, a general American concert 
repertoire does not exist. In my view American classical 
music and the music that gets programmed on American 
concert stages are two different things. One harks back to an 
imagined old world, and the other imagines what our world 
sounds and feels like. Coleridge-Taylor sought to be the 
Bartók of Black diaspora music (before Bartók was Bartók...) 
– the Tchaikovsky, the Mozart, the Bach, the Rachmaninov, 
the Copland, the Bernstein, the "you name it" of their culture, 
bringing their folk music into their concert repertoire. This is 
not a new idea, what is new is that certain types of folk music 
are NOT to be included in "American concert repertoire" for 
reasons… beyond me.

GRAMMY®-nominated violinist Curtis Stewart and 
GRAMMY®-winning conductor Michael Repper join 
the National Philharmonic for a landmark recording of 
works by Samuel Coleridge-Taylor. Released by Avie 
Records on 1 August 2025 to mark the composer’s 
150th birthday (15 August), the album features world-
premiere studio recordings of Toussaint L’Ouverture and 
Ballade Op. 4 for Violin and Orchestra, alongside  
a newly uncovered orchestral suite of five Negro 

Melodies and three modern recompositions by Stewart, 
Hamilton Berry and Andrew Roitstein. All works draw 
from Coleridge-Taylor’s original 24 Negro Melodies for 

Solo Piano. 

Accompanying the album, will be newly available free 
open-source PDF performance materials for music on 
the album by Samuel Coleridge-Taylor compiled by 
Michael Repper and Lionel Harrison. These will include 
Toussaint L’Ouverture (Michael Repper’s Performance 
Edition), and Ballade Op. 4 and 5 Negro Melodies, 
editions prepared by Coleridge-Taylor experts 
Lionel Harrison and Patrick Meadows, with edits by 
Michael Repper.
For more information and to access the free scores, 
visit mikerepper.com/coleridge-taylor-project
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