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Chevalier J.J.O. de Meude-Monpas:
Violin Concerto No. 4 in D Major (1786)* (16:56)

  1 Allegro (7:57)  2 Adagio (5:47) 3  Rondeau Allegretto (3:02)

Chevalier de Saint-Georges:
Violin Concerto in A Major, Op. 5 No. 2 (1775) (23:43)

 4   Allegro Moderato (10:23)  5  Largo (8:36) 6 Rondeau (4:35)

Joseph White: 
Violin Concerto in F-sharp Minor (1864)** (21:34)

  7 Allegro (11:40) 8  Adagio ma non troppo (4:51) 9 Allegro moderato (4:58)

Samuel Coleridge-Taylor:
 10  Romance in G Major for Violin and Orchestra (1899)* (12:33)

Rachel Barton, violin
Encore Chamber Orchestra     Daniel Hege, conductor

*World Premiere Recording **First time on CD  TT: (75:17)



Scholars have identified two possible and 
markedly contrasting derivations for the 
term “concerto.” Each of these has resonance 
for the musical and social parameters that 
surrounded the creation of the works on this 
recording. One school of thought emphasizes 
the contentious juxtaposition of soloist and 
ensemble by tracing the term to the Latin 
verb “concertare,” meaning “to fight” or “to 
contend.” Indeed, the concertos recorded 
here were and remain social weapons — 
tools created by their authors of mixed Afri-
can and European descent to carve out a 
niche in a society of uncertain expectations.
A second line of reasoning traces the term 
through a variant spelling, “conserto,” to the 
root verb “conserere,” which in Latin means 
“to join together.” This derivation highlights 
the partnership between soloist and orches-
tra and by extension, composer and society. 
The goal of these four compositions was not 
revolution, but to create a place for social 
others within the existing fabric. The suc-
cess of these compositions, therefore, rested 
not in a militant assertion of African sounds 
and symbols, but in their ability to seam-
lessly adopt the traditions and tropes of the 
Western European concert tradition. None 
of these works use African-derived melodies 
or rhythmic signatures. What these works 
do accomplish is to establish through cul-
tural excellence the essential humanness of 
a race often reduced to commodity status 

by the slave trade. To be a composer was to 
be a creator, an artist, and a slave to no one. 
This is great music, stylistically similar to 
the violin masterworks of Mozart, Brahms, 
Tchaikovsky, Wieniawski, or Sibelius. But 
these works are not simple imitations; they 
confront the Classical tradition and extend 
it, revealing the creative personality that is 
the artist and composer.
Although history has focused attention 
upon slavery and racial discrimination in the 
United States, the enslavement of Africans 
began in Western European society before 
it began in the colonies. In the fifteenth cen-
tury, Portugese traders introduced slaves to 
Spain. Eventually the Dutch, French, Dan-
ish, Swedish, and English would participate 
in the commodification of this human cargo. 
Although there were many fewer blacks in 
eighteenth- and nineteenth-century Western 
Europe than in the U.S., and thus racial 
conflict may have been less acute, blacks in 
Europe still faced a culture of discrimina-
tion. Each of the composers represented 
on this recording were of mixed African 
and European descent. Supported by their 
European parent, these individuals gained 
access to educational and social opportuni-
ties unavailable to their African relations. 
Excellent training and remarkable talents 
allowed these artists to take full advantage 
of a rare opening in the social fabric, yet 
they remained exotic and exceptional.

From Commodity to Creator:
The search for social equality through cultural virtuosity

By Mark Clague



The concerto strikes at one of the core val-
ues in Western European musical aesthetics: 
virtuosity. While in its beginnings during 
the Baroque, the concerto featured a small 
ensemble or concertino group as often as the 
individual, by the Classical period the term 
came to signify a work for solo instrumen-
talist and orchestra. The uncommon skill 
and accomplishment of these black artists 
allowed them to give musical voice to their 
ideas. Whether in reference to technical 
skill or poetic expression, to performance 
acumen or compositional genius, virtuosity 
serves to focus attention upon the excep-
tional individual. 
The inspiration for this recording began in 
1992 when the Civic Orchestra of Chicago 
and its conductor, Michael Morgan, asked 
Ms. Barton to perform Meude-Monpas’s 
Concerto No. 4 in D Major as part of a 
concert of music by black composers. Pro-
grammed alongside premieres of twenti-
eth-century American works by Ed Bland, 
Gary Powell Nash, and Henry Heard, as 
well as Hale Smith’s Innerflextions and Alvin 
Singleton’s Sinfonia Diaspora, the eighteenth-
century violin concerto sparked Ms. Bar-
ton’s interest in the possibility of discov-
ering other unknown European Classical 
gems. With the help of Dominique-René 
de Lerma, a leading authority on black 
music, she became aware of a small but 
select group of black violin virtuosi active 
over the past two and a half centuries: Le 
Chevalier de Saint-Georges (1745–1799), 
George Bridgetower (1780–1860), to whom 
Beethoven originally dedicated his Kreutzer 

Sonata, Joseph White (1835–1918), and 
Samuel Coleridge-Taylor (1875–1912), who 
played the violin but was better known as 
a conductor and composer. Although it is 
likely that he too was a performer, too lit-
tle is known about Le Chevalier J.J.O. de 
Meude-Monpas to be certain. Two Ameri-
can black virtuosi also deserve mention, 
Joseph Douglass (1871–1935), grandson of 
author and abolitionist Frederick Douglass, 
and Clarence Cameron White (1880–1960) 
who studied violin with Douglass and com-
position with Coleridge-Taylor. Many con-
sidered C.C. White the leading black violin-
ist of the early twentieth century. 
According to music scholar Gabriel Banat, 
little might be known of the exploits of 
the Chevalier de Saint-Georges if not for 
his undisputed prowess with a foil. While 
the composer’s biographers were prone to 
elaborate mythologizing, the chroniclers 
of Saint-Georges the fencing master were 
much more precise and trustworthy. Born 
in 1745, Saint-Georges inherited his name 
and title from his father, Joseph Jean-Marie 
Boulogne, a noble French plantation owner. 
Saint-George’s mother, Nanon, was an Afri-
can slave from the island of Guadeloupe 
in the Antilles. Nothing is known of his 
early musical training, but Saint-Georges 
was given the broad Classical training of 
a European nobleman that undoubtedly 
included musical study. It was not unusual 
that this child of a slave would be accepted 
as his own by his white father. According 
to André Maurois, “It was customary that 
colons return to France with their sons of 



semi-African blood, leaving their daughters 
in the islands.”
 In 1755, M. de Boulogne de Saint-Georges 
returned with his 10-year-old son to Paris. 
The boy may have studied violin with Jean-
Marie Leclair and Françoise Joseph Gos-
sec, but the first reliable evidence of his 
musical career dates from 1769 when he 
became concertmaster of Gossec’s orches-
tra, the Concert des Amateurs. Based upon the 
dedication of Saint-Georges’s trios, Gos-
sec, an important figure in the development 
of the French symphony, is considered to 
have been his composition teacher. When 
Gossec left to direct the Concert Spirituel in 
1773, Saint-Georges assumed the leader-
ship of the orchestra and dedicated himself 
to a career in music. In 1776, Saint-Georges 
joined forces with “a consortium of capi-
talists,” aspiring to become co-director of 
the Academie Royale de Musique, later known 
as the Paris Opéra. He lost the chance for 
the position when three ladies in the com-
pany petitioned the queen for his rejection, 
claiming their honor would be compromised 
if they had to take orders from a mulatto. 
While little-known today, Saint-Georges was 
a prominent musician and popular performer 
in his day. Composers such as Gossec, Karl 
Stamitz, Antonio Lolli, and J. Avolio dedi-
cated compositions to the virtuoso. Including 
eight operas, ten violin concertos, and 115 
songs, the more than 236 compositions cred-
ited to Saint-Georges give some indication 
of his impact upon the Parisian music scene. 
Saint-Georges was especially influential in 
the development of the Sinfonie Concertante, a 

genre featuring multiple soloists, usually two 
violinists, and orchestra. 
As with all of his concerti, Saint-Georges’s 
Concerto for Violin in A Major, Op. 5, No. 
2 (ca. 1775) serves as a bridge from the vir-
tuosic works of Baroque violinist/composers 
such as Corelli, Locatelli, and Tartini, to 
those of nineteenth-century virtuosi such 
as Vieuxtemps and Wieniawski. Although 
influenced by the more conservative writ-
ing of the Mannheim symphonists such as 
Johann Stamitz, Saint-Georges was both 
a performer and a showman. His virtuosic 
emphasis of the upper register, for exam-
ple, extends five pitches higher than any of 
Mozart’s (exactly contemporaneous) vio-
lin concerti. Saint-Georges also took full 
advantage of recent developments in bow 
technology to emphasize fleeting and pre-
cise passagework. Around 1750, French 
bow makers including Thomas Dodd the 
elder and Françoise Tourte l’aîné invert-
ed the usual curve of the bow, forming a 
concave shape that produced stronger and 
more aggressive tones in the upper portions 
of the bow.
Following the traditional fast-slow-fast 
plot, Saint-George’s concerto is in three 
movements. By far the longest movement, 
the opening Allegro Moderato is in a modi-
fied sonata form that lacks a recurring first 
theme stated unequivocally in the tonic 
key. While melodic ideas are repeated and 
passed from orchestra to soloist and back, 
Saint-Georges seems to possess a limitless 
melodic imagination. His melodies are often 



in two markedly contrasting four-measure 
segments whose distinct personalities are 
underscored by shifts from soft to loud. His 
writing is vigorous and intended to maxi-
mize virtuosic impact. Rather than develop 
small melodic ideas into larger ones, Saint-
Georges provides a series of independent 
melodies. The orchestral motif that begins 
the piece, for example, never comes back.  
Likewise, the soloist’s initial melody is not 
prefigured by the orchestra as would be 
typical in Mozart’s concerti (although that 
theme does return in the recapitulation). 
The soloist is also the only musician to play 
triplets in this movement. Throughout the 
work, orchestra and soloist retain their 
distinct melodic identities, sharing some 
material but also claiming certain motifs 
as uniquely their own. It is really a duo 
concerto for soloist and orchestra. One of 
the orchestra’s signature motifs is based on 
the medieval hocket or “hiccup” technique 
of alternating a motive between two instru-
mental voices, in this case an off-beat figure 
bouncing between first and second violins. 
Excepting brief turns to the minor mode 
and some chromatic passagework, Saint-
Georges’s harmonies are straightforward. 
He makes wonderful use of texture, balanc-
ing melody and accompaniment with poly-
phonic interplay and unison writing.
Lilting triplets from the orchestra announce 
a shift in character for the second movement, 
a Largo which, despite its somber mood, is in 
the key of D major. Again Saint-Georges 
strikes a remarkable balance between unity 

and variety in this lyric interlude. Tying 
this movement to the previous is the solo-
ist’s theme which, as in the first movement, 
begins with a long held note that blossoms 
into a lyric gesture. Saint-Georges borrows 
a technique from the Baroque concerto grosso 
by frequently restricting his accompanying 
ensemble to a small treble group of violins. 
The bass instruments’ return creates a pow-
erful sense of depth and variety within the 
limited context of an all-string orchestra. 
The Rondeau form is perfectly suited to 
Saint-Georges’s gift for melodic invention. 
An opening eight-measure theme serves 
as a recurring touchstone for the compos-
er’s melodic fantasies and vibrant sense 
of humor. As with the second movement 
cadenza, each of the Eingangen or impro-
vised melodic introductions recorded here 
were composed by Ms. Barton based upon 
themes from within the movement or from 
stylistically appropriate ornamental devices. 
The final movement brings the virtuoso dis-
play to a dramatic crescendo — a display 
that Ms. Barton intensifies with additional 
ornamentation, especially trills.
The only comprehensive evidence that sur-
vives concerning the life and work of the 
Chevalier J.J.O. de Meude-Monpas is in 
his music. Eileen Southern’s groundbreak-
ing biographical research into black com-
posers reveals only that Meude-Monpas 
was a musketeer in the service of Louis 
XVI of France who went into exile with the 
onset of the French Revolution. The eigh-
teenth-century composer was born in Paris 



and died in Berlin, but his precise dates 
remain unknown. He studied music in Paris 
with Pierre La Houssaye and Françoise 
Giroust and published six concertos for vio-
lin (1786) as well as two books on music. 
While written only about eleven years after 
the Saint-Georges concerto and in a similar 
French Classical idiom, the stylistic gulf that 
separates the two is impressive. The later 
concerto lacks much of the virtuosic fire of 
the Saint-Georges, but evokes a broader 
range of emotion and dramatic intensity. 
Meude-Monpas’s use of wind instruments 
in the orchestra also produces a markedly 
different overall effect. Yet, both concerti 
are constructed in much the same manner. 
Both have three movements: an allegro, a 
slow movement, and a rondo. Both lack the 
traditional first movement cadenzas of the 
German tradition, but contain opportunities 
for improvisation in the second movement. 
Their broad structural similarities likely rep-
resent an historically elusive French con-
certo tradition, yet the many more subtle 
parallels in the treatment of themes suggest 
the possibility that Meude-Monpas might 
have known the work of Saint-Georges. In 
both first movements, for example, the use 
of triplet figures in the solo part set against 
an immutable duple accompaniment seems 
more than coincidental.
The opening Allegro of Meude-Monpas’s 
fourth concerto makes dramatic use of 
silence, likely under the influence of the 
early symphonists. The whole concerto 
reveals a polish of craft and a fine atten-

tion to orchestration. Here, the soloist and 
orchestra are partners, not competitors. The 
orchestral writing is so clear and unencum-
bered that the soloist never gets lost within 
the din of the musical argument. While not 
indulging in a show of technical difficulty, 
Meude-Monpas still allows the soloist to 
shine — he increases the violinist’s range 
beyond even Saint-George’s concerto, for 
example, by using ever higher pitches to 
highlight his themes. While limited to the 
four-square melodic phrases of the Classi-
cal style, Meude-Monpas gives the illusion 
of a more lyric, almost romantic sensibil-
ity. Saint-Georges used dynamics to add 
contrast, but Meude-Monpas blends each 
phrase into its successor producing eight 
measure paragraphs with pairs of four mea-
sure sentences. Frequent internal repetitions 
invite the soloist to add echo effects which 
help draw the listener into the work.
In the second movement, Adagio, the com-
poser makes use of strong dynamic contrast 
primarily as an emotional resource. The 
halting quality of the slow dotted rhythms 
followed by rests sets up a melodic ten-
sion that drives into suddenly loud descents. 
Meude-Monpas also uses soft pianissimo 
markings to advantage, understating rather 
than overstating his dramatic conception. 
The lively Rondo: Allegretto Poco Presto serves 
as a cathartic foil to the pathos of the middle 
movement. Its skipping staccato theme is 
first presented by the soloist and only then 
imitated by the orchestra. The movement 
develops into a five-part structure, ABACA, 



in which the A section/rondo theme is 
repeated verbatim. The B section features 
the violin soloist while the C section includes 
some of the only polyphonic interplay in 
the work. Here the orchestra takes over the 
melodic role, while the soloist presents a 
rapid-fire and arpeggiated countermelody.
Born in Matanzas, Cuba to a French busi-
nessman and Afro-Cuban mother, José 
Silvestre de Los Dolores White y Lafitte 
(Joseph White) made his public debut at 
age 18 performing a fantasy on themes from 
Rossini’s William Tell along with two pieces 
of his own. His accompanist was the most 
celebrated North American pianist and com-
poser of the day, Louis Moreau Gottschalk 
(1829-1869). Gottschalk encouraged White 
to pursue further training in Paris and raised 
the money to send him there. Overcoming 
60 rival applicants to the Paris Conserva-
toire, White won the opportunity to study 
with Jean-Delphin Alard, the pre-eminent 
master of the French school of violin play-
ing, as well as Henri Reber and Ferdinand 
Taite. In 1856, he won the Prix de Rome in 
Violin and two years later began touring 
Europe, the Caribbean, South America, 
and Mexico. Gioacchino Rossini, living in 
France in retirement, wrote a letter of praise 
to the young virtuoso dated November 28, 
1858: “The warmth of your execution, the 
feeling, the elegance, the brilliance of the 
school to which you belong, show quali-
ties in you as an artist of which the French 
school may be proud.”
While living in Madrid in 1863, White was 

awarded the Order of Isabella la Catòlica by 
the Spanish court. White taught at the Paris 
Conservatoire from 1864-65 as a temporary 
replacement for Alard, and his Six études 
pour violon, op. 13 were approved as standard 
teaching materials for the school. He made 
his U.S. debut during the 1875-76 season, 
performing two concerts with the Theodore 
Thomas orchestra in New York. A reviewer 
at a Boston recital that same year exclaimed, 
“His style is perfection itself, his bowing is 
superb, and his tone exquisite.... His execu-
tion is better than Ole Bull’s, he possesses 
more feeling than Wieniawski, the volume of 
his tone is greater than that of Vieuxtemps.” 
For about ten years, White worked for the 
Imperial Court in Rio de Janeiro, Brazil, 
but he resettled in Paris in 1891 where he 
spent the remainder of his life. Approxi-
mately thirty two of his works have survived 
in published and or manuscript form.
Composed in 1864, at the beginning of 
White’s touring career, the Concerto for Vio-
lin and Orchestra in F-sharp Minor follows 
the standard three movement plan: Allegro, 
Adagio ma non troppo, and Allegro moderato. 
Although quite colorful and sonorous, the 
choice of F-sharp minor for a violin con-
certo is curious. F-sharp is a rare, but not 
unheard of, key for violin concertos. In fact, 
White’s choice may signal a competitive 
stance toward two of his contemporaries, 
composer/virtuosi who also authored con-
certi in this key in the early 1850s: Heinrich 
Wilhelm Ernst (1814–1865) and Henryk 
Wieniawski (1835–1880). White himself 



performed the solo part for his concerto’s 
1867 premiere in Paris. A critic described 
the piece as “one of the best modern works 
of its kind... The fabric is excellent, the basic 
thematic ideas are carefully distinguished, 
the harmonies are elegant and clear, and the 
orchestration is written by a secure hand, 
free from error. One feels the presence of a 
strong and individual nature from the start. 
Not a single note exists for mere virtuosity, 
although the performance difficulties are 
enormous.” The work’s American premiere 
did not occur until 1974, when violinist 
Ruggiero Ricci performed the concerto with 
the Symphony of the New World, Kermit 
Moore conducting, in New York’s Avery 
Fisher Hall.
Written after Niccolò Paganini (1782–1840) 
had redefined the standards of violin per-
formance, White’s concerto is by far the 
most virtuosic of the works on this record-
ing: frequent double stops often in parallel 
octaves and rippling arpeggios that traverse 
the entire range of the violin in just a few 
beats characterize the work. The opening 
movement is in a straightforward sonata 
form. The first theme appears at the onset 
of the work in the orchestral violins’ melody 
while the second theme is presented initially 
by the clarinet. White’s treatment of the 
development section is rather ingenious as 
he imitates the sparse and free recitative 
texture of opera, resulting in a spontaneous 
and dramatic cadenza-like delivery. The 
coda’s simple horn melody helps relax the 
aggressive virtuosity of the first movement 

and sets up the beginning of the second 
movement, which follows without a break. 
Cast in an ABA ternary form, the Adagio 
ma non troppo features a lyric violin melody 
characterized by wide leaps and angular 
rhythms that enliven the slow tempo. The 
central Animato section adds intensity and 
drama to the argument before the return 
of the A theme. The rolling grace of the 
cadenza’s passagework belies its difficulty. 
An ethnically-flavored, almost Hungarian or 
gypsy-like theme for the rondo finale pro-
pels the listener on a journey through a 
series of enchanting dances, culminating in 
a bombardment of virtuosic cadential pyro-
technics.
Although he was born in Holborn, near 
London, and lived in the English town of 
Croydon, Samuel Coleridge-Taylor became 
increasingly involved in racial politics in 
the United States as a symbol of the New 
Negro, a full cultural and social participant 
in American life. In 1905, Booker T. Wash-
ington hailed Coleridge-Taylor as “the fore-
most musician of his race” and “an inspira-
tion to the Negro, since he himself, the child 
of an African father [from Sierra Leone], 
is an embodiment of what are the possibili-
ties of the Negro under favorable environ-
ment.” Although Coleridge-Taylor became 
aware of African-American musics in 1897 
and often followed Dvorák’s call to include 
melodies from Negro spirituals in his work, 
the Romance appears to bear no relation-
ship to black musical materials. While not 
remembered primarily for his violin playing, 



Coleridge-Taylor presented the premiere of 
his Romance in G Major, Op. 39 in the year of 
its composition (1899) accompanied by his 
wife, Jessie, at the piano.
Written in one continuous movement, the 
work eschews technical display in favor of 
lush harmonic and melodic beauty. The vir-
tuosity of this work is compositional, rather 
than instrumental. The Romance is by far the 
most harmonically sophisticated and the-
matically complex composition of the four 
included here. To help sustain his lengthy 
and slow melodic essay, Coleridge-Taylor 
adopts one of the strongest and most eco-
nomical musical forms: sonata form. Theme 
one appears in the violin solo at the begin-
ning of the work. Following an extended 
transition that modulates to D major (the 
dominant of G) through both B major and 
B-flat major, the composer presents theme 
two in the solo voice using double stops (two 
pitches performed simultaneously). A faster 
Animato section presents the development 
in which theme one is transformed into a 
stormy motive primarily through accelera-
tion and melodic ornamentation. The orches-
tra restates theme two briefly before the 
recapitulation presents both themes through 
the voice of the solo violin. A short coda 
reiterates the first theme in a gesture of apo-
theosis that brings the work to a close in the 
upper reaches of the violin’s tessitura. 
Mark Clague is an Adjunct Associate Professor of Musi-
cology and Music History at The University of Michigan 
(Ann Arbor) and Executive Editor of Music of the United 

States of America (MUSA), a series of scholarly editions 
of American music administered by the American Musico-
logical Society and funded by the National Endowment for 
the Humanities.

References:
Banat, Gabriel. “Le Chevalier de Saint-Georges, 
Man of Music and Gentleman-at-Arms: The Life 
and Times of an Eighteenth-Century Prodigy.” 
Black Music Research Journal. 10, no. 2 (Fall, 
1990): 177-212.
de Lerma, Dominique-René. “Black Composers 
in Europe: A Works List.” Black Music Research 
Journal. 10, no. 2 (Fall, 1990): 275-334.
Floyd, Samuel, editor. International Dictionary of 
Black Composers. (forthcoming) Chicago: Fitzroy 
Dearborn, 1998.
Green, Jeffrey. “‘The Foremost Musician of His 
Race’: Samuel Coleridge-Taylor of England, 1875-
1912.” Black Music Research Journal. 10, no. 2 
(Fall, 1990): 233-252.
Southern, Eileen. Biographical Dictionary of Afro-
American and African Musicians. Westport, Conn.: 
Greenwood Press, 1982.
Wright, Josephine. “Violinist José White in Paris, 
1855-1875.” Black Music Research Journal. 10, 
no. 2 (Fall, 1990): 213-232.

Publishers
Concertos by Meude-Monpas and Saint-
Georges: forthcoming editions by Rachel Barton.
White: Concerto in F# minor: orchestral score and 
parts are available from Kermit Moore, New York, 
NY. Violin and piano score published by Belwin 
Mills, Miami FL.
Coleridge-Taylor: Romance in G Major: Orchestral 
score and parts, and score for violin and piano are 
available from the Fleischer Collection of the Free 
Library of Philadelphia, PA.



About the Violin
n

Rachel Barton plays the ex-Lobkowicz 
Antonius & Hieronymous Amati of Cre-
mona, 1617.

The Seal of the Lobkowicz Family on the 
back of the violin identifies it as one of the 
instruments held by this illustrious European 
family. Prince Lobkowicz was a significant 
patron of Beethoven.

The Amati family is responsible for the violin 
as we know it today. Andreas Amati invent-
ed the violin c. 1550. His sons Antonius and 
Hieronymous, known as the Brothers Amati, 
brought violin making forward into the 17th 
century. Hieronymous’s son Nicolo contin-
ued to nearly the end of the 17th century 
and was the teacher of Andreas Guarneri 
and Antonio Stradivari.

The violin Ms. Barton plays is a particu-
larly fine example of the makers’ work and 
is excellently preserved. The top is formed 

from two pieces of spruce showing fine grain 
broadening toward the flanks. The back 
is formed from two pieces of semi-slab cut 
maple with narrow curl ascending slightly 
from left to right. The ribs and the original 
scroll are of similar stock. The varnish is 
golden-brown in color.

The violin is on loan to Ms. Barton from the 
Stradivari Society through Bein and Fushi, 
Inc., Chicago. The Stradivari Society is a 
non-profit organization that advocates and 
enhances Classical music performance by 
seeking patrons who will acquire the finest 
violins, violas, and ’cellos and loan them to 
the world’s most talented artists. Founded in 
1985, the Stradivari Society has helped many 
gifted performers including Rachel Barton, 
Joshua Bell, Sarah Chang, Leila Josefow-
icz, Midori, Vadim Repim, Gil Shaham, and 
Maxim Vengerov.
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“ex-Lobkowicz” A & H Amati, Cremona, 1617 
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 Rhett del Campo



About Daniel Hege and the Encore Chamber Orchestra
One of America’s finest young maestros, Daniel Hege was appointed Assistant Con-
ductor of the Baltimore Symphony Orchestra in July 1996, and is also Music Direc-
tor of The Haddonfield (NJ) Symphony and the Newton Mid-Kansas Symphony 
Orchestra. Mr. Hege completed a four-year tenure as Music Director of both the 
Chicago Youth Symphony Orchestra and Chicago’s Encore Chamber Orchestra in 
July 1997. Before coming to Chicago, Hege was for three years Music Director of the 
Los Angeles-based Young Musicians Foundation Debut Orchestra, a top pre-profes-
sional training orchestra comprised of 75 musicians between the ages of 17 and 25.  
Daniel Hege has guest conducted many prominent orchestras including the San Anto-
nio Symphony, Louisville Orchestra, Louisiana Philharmonic, Los Angeles Mozart 
Orchestra, and the Philharmonic Orchestra of Lima, Peru. Mr. Hege has also served 
on the faculties of Chicago Musical College and Illinois Wesleyan University.

Daniel Hege founded the Encore Chamber Orchestra in 1994. The orchestra consists 
of young professional performing alumni of the Chicago Youth Symphony Orchestra, 
along with some of the CYSO’s finest current members. The Encore Chamber Orches-
tra has performed throughout the Chicago area including concerts at the Woodstock 
Mozart Festival and in Mandel Hall at the University of Chicago. The orchestra’s 
debut tour under Hege in 1995 in the United Kingdom elicited rave reviews, including 
one praising its “faultless precision, fine control, and inspiring” performance in Bir-
mingham Symphony Hall.

The Encore Chamber Orchestra acts as the professional performing ensemble of the 
Chicago Youth Symphony Orchestra, which has established itself as one of the world’s 
premier youth orchestras. Among the CYSO’s many awards are two ASCAP awards 
for adventurous programming of contemporary music and the Illinois Orchestra of the 
Year award. The CYSO has twice been featured on National Public Radio broadcasts 
and has made seven international tours throughout Europe and Japan. Eleven current 
members of the Chicago Symphony Orchestra are former CYSO players. Alumni of 
the CYSO include first desk players of major orchestras around the globe including 
the New York Philharmonic, the Boston Symphony Orchestra, the Cleveland Orches-
tra, the Los Angeles Philharmonic, the Royal Concertgebouw Orchestra (Amster-
dam), the Oslo Philharmonic, and the Orchestre de Paris.
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About Rachel Barton
n

23-year-old violinist Rachel Barton, a Chicago native, has appeared as soloist with major 
orchestras across North America and Europe, including the St. Louis, Chicago, Montre-
al, Vienna, and Budapest Symphonies. Miss Barton began violin studies at the age of 3, 
made her professional debut with the Chicago String Ensemble at the age of 7, and soloed 
with the Chicago Symphony on public television when she was 10 and 15 years old. 
Recently, she gave a solo recital at the Ravinia Festival in July 1997, and performed there 
with the Chicago Symphony, Semyon Bychkov conducting, in July 1996. Miss Barton 
played on the CSO’s subscription concerts in Orchestra Hall in February 1997, and with 
the Detroit Symphony at Interlochen in August 1997, both with conductor Neeme Järvi.
In 1992, Miss Barton won the gold medal at the Ninth Quadrennial J.S. Bach Interna-
tional Violin Competition in Leipzig, becoming the first American and youngest person 
ever to do so. She was the only American Laureate of the 1993 Queen Elizabeth Inter-
national Violin Competition in Brussels, and took second prize in both the 1992 Kreisler 
International Violin Competition in Vienna and the 1992 Szigeti International Violin 
Competition in Budapest. She also won the prize for best interpretation of the Paganini 
Caprices at both the Szigeti and 1993 Paganini (Genoa) International Violin Competi-
tions.
Rachel Barton plays the “ex-Lobkowicz” A&H Amati of 1617 (see note inside booklet). 
Her home page on the world wide web is at http://members.aol.com/rachbarton. Miss 
Barton is represented by ICM Artists, Inc.
(Please see inside for information on Daniel Hege and the Encore Chamber Orchestra.)

Also with Rachel Barton on Cedille Records
George Frideric Handel: The Sonatas for Violin and Continuo — CDR 90000 032

“Rachel Barton’s wonderfully vital Handel performances bring us some of the most refresh-
ing, life-enhancing Baroque playing heard in years.” 

— Chicago Tribune
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