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The works of Karol Szymanowski (1882–1937) took
some time to achieve their rightful place in music
history, and remain relatively unfamiliar in the
United States. But they amply reward those willing
to open their ears to a truly unique style, forged
from eclectic inﬂuences into a poignant and highly
individual sound.
Like so many artists who emerged into adulthood
around the turn of the 20th century, Szymanowski
lived through the shattering of the old world
order precipitated by World War I — an event that
changed far more than national boundaries and
the names of rulers. Old ways of living and thinking
were destroyed; fortunes were lost; time-honored
traditions were ridiculed and forgotten. Raised
in a secure atmosphere of aristocratic privilege,
enriched by his parents’ love for literature and music,
the talented young pianist-composer grew up
without the expectation of having to earn a living.
His family’s estate was near Kiev in the Ukraine,
but his family maintained strong ties to its roots
in Poland. Home-schooled in both academics and
music, Szymanowski moved to Warsaw in 1901 for
studies at the conservatory. He soon joined other
students in a movement that became known as
Young Poland, which hoped to encourage more
progressive, less provincial attitudes in the city’s
musical establishment, and to ﬁnd opportunities for
the performance of their own compositions. Young
Poland included the violinist Pawel Kochanski,
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who became Szymanowski’s lifelong friend, and a
promising pianist named Artur Rubinstein.
Young Poland concerts were given in both Warsaw
and Berlin in 1906; Szymanowski’s Concert Overture
and Variations on a Polish Folk Theme drew favorable
critical attention. New experiences now beckoned.
Like other young men of means, he devoted his next
few years largely to travel, visiting Berlin, Vienna,
Paris, numerous Italian cities, Sicily, and North Africa.
Eagerly opening his mind, spirit, and ears to these
new environments, he absorbed inﬂuences including
German late Romanticism, the works of Debussy and
Ravel, Arab poetry and, most especially, the mix of
ancient and medieval cultures he found in Sicily.
Szymanowski’s most important stage work, the
opera King Roger, was premiered in Warsaw in 1926.
Set in medieval Sicily, it vividly portrays a conﬂict
between the conventional, ordered world of the
Christian church and royal court that held sway in the
Middle Ages and an older and perhaps freer system,
harking back to the traditions of classical Greece.
This older world is represented in the opera by a
mysterious, charismatic ﬁgure called the Shepherd.
King Roger reveals a great deal about Szymanowski,
both intellectually and emotionally. Beyond the
enthusiastic medievalism common to Romantic-era
artists, it reﬂects the philosophical conﬂict often
described as Apollonian vs. Dionysian: the light
of reason contrasted with the “darker” impulses

of the human psyche. In terms of Szymanowski’s
own psyche, the opera conveys a large measure of
sexual ambivalence. King Roger has a Queen but is
also strongly attracted to the Shepherd: whether
in physical or in spiritual terms is left unclear. Seen
through contemporary eyes, King Roger expresses the
anguish of a homosexual man trapped and repressed
by the heterosexual hegemony of his time.
King Roger was several years in the future when
Szymanowski returned to his parents’ home in 1914
to wait out the war and grapple with the myriad
stylistic inﬂuences that aﬀected his development as
both a writer and a composer. As a Polish national, he
was exempt from being drafted into the Russian army
(Ukraine was then part of Russia) and would in any
case have been disqualiﬁed for frail health: he suﬀered
from the eﬀects of a childhood injury, depression,
and above all tuberculosis. His output during the
war included an unﬁnished novel, his Symphony No.
3, Myths for violin and piano, Metopes for solo piano,
songs on exotic themes from Arabian poetry, and
the Violin Concerto No. 1, dedicated to his friend
Kochanski, who contributed the virtuosic cadenza.
The Szymanowski family was forced oﬀ its estate
in 1919, in the wake of the Bolshevik Revolution.
The composer eventually settled in Warsaw and
added yet another thread to the complex weave of
his stylistic identity — that of the newly-resurgent
Polish nationalist movement. He stayed in contact

with Kochanski and Rubinstein during visits to Paris
and the U.S., but increasingly spent time at a resort
in Poland’s Tatra Mountains. Polish nationalism
inﬂuenced a number of his late works, including a set
of mazurkas, the ballet Hanarsie, the String Quartet
No. 2, and his choral masterpiece, Stabat Mater.
Now middle-aged and needing to earn money,
Szymanowski embarked on a brief tenure as head of
the Warsaw Conservatory, but found himself unhappy
in an academic setting and artistically at odds with
the faculty (though not with the students). He also
undertook a career as a concert pianist despite his
modest keyboard talents. Syzmanowski gained
fame and respect in the 1930s through international
performances of his compositions, but the eﬀects of
tuberculosis precluded further creative activity. He
died in a Swiss sanatorium at the age of 54.
The Violin Concerto No. 1 represents a kind of early
midpoint of Szymanowski’s continually-evolving
style. A large, late-Romantic orchestra, augmented
by piano and harps, supports and enhances an
exuberant, rhapsodic solo part that tells us much
about the virtuosity of the dedicatee, Pawel
Kochanski. Three sections, the ﬁrst two both marked
Vivace, are performed without pause. The third is
simply labeled Cadenza. The structure of the work
is essentially that of a gigantic rondo, with a lyrical
main theme transformed at each re-introduction
between episodes of greater agitation, sometimes
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shared by the orchestra and soloist, sometimes
presented in dialogue.
The large orchestra is not employed as a monolithic
sound source. While there are many “tutti” passages,
Syzmanowksi just as often spotlights an individual
section — winds, horns, low strings — in the ongoing
interchanges. Gustav Mahler famously broke up
his huge orchestral forces into chamber-sized
groupings; Szymanowski uses the same technique.
Mahler, of course, never wrote a violin concerto. At
times, it almost seems as if Szymanowski has done
it for him. The inﬂuence of the late-Romantic music
of Mahler and Richard Strauss is obvious, but in the
end the work doesn’t sound like them: it sounds like
Szymanowski.
Out of a frenetic orchestral opening gently emerges
the ﬁrst violin solo, calming and subtly dominating
the texture. This sequence happens twice more, as the
orchestra re-asserts itself and the soloist’s lyrical lines
grow seemingly inevitably out of the surrounding
agitation. These early violin solos establish both the
main theme and the high range in which the soloist
will play throughout most of the work.
Large symphonic climaxes, now majestic, now
frenzied, separate the passages where the soloist
reiterates and elaborates the main theme — which is
presented at times in clear, diatonic, tonal fashion and
at other times with more dissonant colors. The violin
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plays double-stops and dramatic running ﬁgurations
up and down its full range, though the higher ranges
are always the most prominent, reaching up to the
instrument’s highest notes, imparting an intense
sense of yearning. Leading up to the ﬁnal section, the
violin restates its main theme, which the orchestra
takes up brieﬂy, but then stops abruptly as the soloist
begins Kochanski’s cadenza, a brilliant collection of
runs, chords, and octaves that brings the emotion of
the piece to a climax. The orchestra responds with a
full-strength coda that leads the violin on to one more
triumphant statement of the main theme, soaring
over an accompaniment that becomes gentle and
restrained, presaging a sly, quiet ending.

E

ight years younger than Szymanowski,
Bohuslav Martinů (1890–1959) spent
his formative years in very diﬀerent
circumstances. Instead of living on a country estate,
he grew up in a church bell tower, where his father
worked three jobs: cobbler, bell-ringer, and town
ﬁre warden. The town was Polička in Bohemia, then
a province of the Austrian Empire, now the Czech
Republic. The boy showed amazing talent on the
violin; townspeople helped his family raise money to
send him to the Prague Conservatory in 1906. Though
he never achieved academic success, the wider
artistic horizons of Prague stimulated a number of
his early compositions. A major event, pointing the
way to future surroundings and experiences, was the
1908 Prague premiere of Debussy’s opera Pelléas et

Mélisande, a work that deeply aﬀected and inspired
Martinů. He grew discontented with conservatory
routine and returned home, where the World War I
cataclysm passed him by: never robust, he managed
to avoid military conscription while continuing to
compose and give music lessons. He would return to
Prague to play violin in the Czech Philharmonic, and
the ﬁrst of his many travels abroad took place when
the orchestra toured Western Europe, including Paris,
in 1919. Four years later, he decided to abandon
symphonic playing and returned to Paris to take
advanced composition lessons with Albert Roussel.

he married in 1931. A professional dressmaker
and woman of exceptional resourcefulness,
steadfastness, and loyalty, she stood by her husband
through poverty, inﬁdelity, exile, and illness. The
Martinůs’ situation in Paris became precarious in the
late 1930s, after the Nazis took over Czechoslovakia.
As the Czech opposition’s cultural attaché in Paris,
Martinů aided a number of Czech artists who tried
to ﬁnd refuge in France, but the approaching Nazi
occupation forced him to become a refugee himself.
In 1940, the couple left Paris for Marseilles, then
Lisbon, then New York.

In Paris, Martinů encountered not only the teaching
of Roussel but also the revolutionary styles of
Stravinsky and the iconoclastic group known as
Les Six, which included Poulenc, Milhaud, and
Honegger. Like them, Martinů was fascinated by
the new transatlantic style called jazz. He was also
inﬂuenced by the 1920s trends known as neo-Classic
and neo-Baroque: a look back toward forms and
instrumentations of the 18th century reinterpreted
with 20th-century sounds. His works of the 1920s
and Thirties were performed in Paris and also back
home in the newly-created nation of Czechoslovakia.
He also attracted the notice of Russian émigré
conductor Serge Koussevitzky, who would have a
powerful inﬂuence on his later career.

Martinů found teaching positions at Vermont’s
Middlebury College and at Tanglewood, the
summer home of the Boston Symphony, but was
aﬄicted by depression, homesickness, and a lack
of English ﬂuency. He never adjusted well to life
in the United States, but it was in this country that
his compositional career really took oﬀ, thanks to
Koussevitzky, who had left Paris to become music
director of the BSO. One of the most remarkable
conductors of the 20th century, Koussevitzky had
a passionate commitment to new music and to
encouraging talent. His foundation commissioned
countless compositions and he mentored Leonard
Bernstein among many others. Commissioned by
the Koussevitzky Foundation, Martinů’s Symphony
No. 1 was premiered by the Boston Symphony in
November 1942. In the audience was the celebrated
violinist Mischa Elman who, at Koussevitzky’s

Perhaps his most important encounter in Paris,
however, was with Charlotte Quennehen, whom
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suggestion, asked Martinů to write a new violin
concerto, which Elman ﬁrst performed in Boston,
December 1943.
Continually encouraged by Koussevitzky, Martinů
wrote four more symphonies during the 1940s
and continued his teaching activities, but still felt
alienated from American life. He returned to Europe,
though never to Czechoslovakia, and died of cancer
in Switzerland in 1959. His remoteness from the
land of his birth, oppressed ﬁrst by fascism, then
by communism, led him to take some inspiration
from Bohemian folk music. It’s a major thread in
his compositional fabric, alongside the many other
inﬂuences he assimilated into a vigorous, sometimes
abrasive, but always attention-compelling style.
Mischa Elman was an exuberant and virtuosic
violinist. Martinů (a violinist himself ) seems to have
understood his new patron practically on ﬁrst contact
and crafted for him an extroverted work that blends
tunefulness, dissonance, and rhythmic complexity
into a meaty romp for both soloist and orchestra. If
Martinů was depressed about being an émigré in
a strange land while the world was plunged into a
frightful war, those circumstances seem largely to
have been put aside here.
A dramatic opening statement in the orchestra dies
down to let the soloist enter with an athletic theme
that transforms into a more lyrical statement. There’s a
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sense of dialogue between soloist and orchestra that
is constantly disturbed by rhythmic displacement:
accents are not on the ﬁrst note of the bar. You can see
it if you’re looking at the score, but that’s not necessary:
you can hear it in the energetic edginess the music
acquires as it progresses. The moderate Andante
tempo of the opening shifts to Poco Allegro; the
violin quickens the pace and the orchestra responds
to its scurrying arpeggios with a big “tutti” climax.
The rhetorical exchanges continue until a dissonant
orchestral chord ushers in the soloist’s ﬁrst cadenza,
which ruminates on all the themes introduced earlier
and further elaborates them. A lyrical passage marked
Moderato ends the movement.
The Andante Moderato middle movement begins
with a folklike theme in the orchestra and a gorgeous
solo for the violin, gently supported by the orchestra.
The tempo picks up in the solo part and then
slackens again as the orchestra restores the bucolic
opening mood enhanced with rich harmonies. Solo
winds usher the violin back into a short cadenza-like
passage that leads to a quiet end.
The Poco Allegro ﬁnale starts out with the soloist
leading a village dance. Rapid ﬁgurations and
ﬂeeting motives are tossed back and forth between
violin and orchestra. The dance brieﬂy becomes
an orchestral march tune, but the soloist turns the
mood back into a dance, with octaves, double-stops,
and virtuoso patterns that exploit the intrument’s full

range. The orchestra responds with a declamatory
statement dominated by the brasses, then in rondo
fashion the violin returns to prominence with its
dance. Martinů provides the soloist with a cadenza
that introduces a touch of melancholy, but sunshine
returns as soloist and orchestra plunge together into
a brilliant ﬁnal celebration of the dance.

T

he oldest of the three composers on this
CD, Béla Bartók (1881–1945) was also the
most revolutionary. One of the dominant
musical geniuses of the 20th century, a master of
stage, symphonic, chamber, and solo genres, Bartók
was also a pioneer in the realm of ethnomusicology
— the study of regional folk music. This he explored
in his native Hungary and surrounding nations with
the help of his friend and fellow-composer Zoltán
Kodály, and the new technology of recording.
Both Szymanoski and Martinů were inﬂuenced by
folk music; Bartók transformed it into an essential
element of his style. The motives and rhythms of
indigeous Eastern European songs and dances
would emerge in stage works, string quartets, and
his powerful Concerto for Orchestra.
Another profound inﬂuence on the young Bartók
was his love for the talented violinist Steﬃ Geyer,
who is remembered in a long-suppressed concerto,
now known as his Violin Concerto No. 1, and in
the Two Portraits composed in 1907–08 and 1911,
respectively. (The ﬁrst movement of the concerto

is identical to the ﬁrst movement of Two Portraits.)
The portraits are a reﬂection of their broken love
aﬀair. In the ﬁrst part, titled “Idealistic,” the solo violin
opens with a lyrical theme in the instrument’s lowto-medium register, with a progression based on the
notes D-F#-A-C#, a modiﬁed and dissonantly-inclined
scale pattern. The theme turns sinuous and chromatic
as the unobtrusive orchestral accompaniment
gradually gains attention by intertwining with the
soloist. The violin dominates, however, by playing
with ever-increasing intensity, then retreats into
meditation. The opening theme returns in the violin
part, and leads to a big climax in partnership with the
orchestra. Supported by a harp, the violin soars into a
ﬁnal statement of the love song.
In the second Portrait, the solo violin is silent. The
orchestra takes up the original four-note theme and
mocks it. This movement is labeled “Distorted,” and
that is exactly what Bartók does: he distorts the lyrical
atmosphere of the opening into a strident, dissonant
dance dominated by hammering percussion, blaring
brass, and scrambling woodwinds. The pace is
headlong. The love song of the ﬁrst movement has
disintegrated into bitterness.
Andrea Lamoreaux is music director of WFMT-FM,
Chicago’s classical-music station.
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about jennifer koh

Violinist Jennifer Koh is recognized in the U.S. and
abroad for her ability to fuse intensity of temperament
with classical poise and elegance. In the words of
The New York Times, she is a “fearless soloist” who has
a formidable capacity for “living through” the music
she performs on stage. Equally at home in classic
and contemporary repertoire, Ms. Koh revels in the
unexpected.
During the 2005–2006 season Ms. Koh performs
the Tchaikovsky Violin Concerto with the New York
Philharmonic in Central Park and other New York
park locations; she plays the same concerto with the
New York Philharmonic at the Bravo! Vail Valley Music
Festival in Colorado. At the Festival de Lanaudière
near Montreal she gives a solo recital and performs
The Red Violin: Chaconne for Violin and Orchestra by
John Corigliano with the Montreal Symphony. Ms.
Koh has also been heard this season in Györgi Ligeti’s
Violin Concerto (with a cadenza written expressly for
her by John Zorn) with the Ensemble Contrechamps
in Geneva and at the Holland Festival in Amsterdam’s
Concertgebouw. She has recently appeared as
guest soloist with the Czech Philharmonic under
Christopher Hogwood (Martinů Double Concerto),
Los Angeles Philharmonic, Honolulu Symphony,
Oberlin College’s Contemporary Ensemble at Oberlin
College and Columbia University’s Miller Theatre
(Ligeti Violin Concerto), and in Philadelphia and New
York with Jaime Laredo and the Curtis Orchestra
(Mozart Symphonie Concertante). An active recitalist
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and chamber player, Ms. Koh has recently appeared
with pianist Reiko Uchida at Lincoln Center’s Walter
Reade Theater, New York City’s Town Hall, the Supreme
Court Recital series in Washington, D.C., and the
Philadelphia Art Museum; at the Paciﬁc Symphony’s
“Lou Harrison Festival” with pianist Ursula Oppens;
and in chamber music performances at New York’s
92nd Street Y with Jaime Laredo, Sharon Robinson,
Kim Kashkashian, and Zuill Bailey.
Ms. Koh came to international attention in 1994
when she took the top prize and all of the special
prizes awarded at the Tchaikovsky Competition
in Moscow. She was also a winner of the Concert
Artists Guild Competition and a recipient of the
Avery Fisher Career Grant. Since these triumphs,
she has been heard with the world’s leading
orchestras, including the Cleveland Orchestra; the
Chicago, St. Louis, Detroit, Cincinnati, Minnesota,
Houston, San Diego, Iceland, Moscow Radio, and
Washington National Symphonies; and the Helsinki
and Czech Philharmonics; among many others.
Her festival appearances include Marlboro, Wolf
Trap, Mostly Mozart, Santa Fe, Spoleto, Vail, Ravinia,
and Schlewsig-Holstein in Germany (in recital with
Christoph Eschenbach).
Born and raised in Glen Ellyn, Illinois, Ms. Koh
studied with Almita and Roland Vamos at the Music
Center of the North Shore in Winnetka, Illinois
(now known as the Music Institute of Chicago). At

11 she had already appeared as a soloist with the
Chicago Symphony Orchestra, and at age 15 she
won ﬁrst place at the 1992 Illinois Young Performers
Competition, sponsored by the CSO. Jennifer Koh
completed her studies with Jaime Laredo and Felix
Galimir at the Curtis Institute of Music in 2002. She
received a Bachelor’s Degree in English Literature
from Oberlin College and a Performance Diploma
in Music from the Oberlin Conservatory. Ms. Koh
enjoys outreach activities, working with students of
all ages in masterclasses and lecture/demonstrations.
Her uniquely personal education program, “Jennifer
Koh’s Music Messenger,” introduces children to music
and encourages music-making as a means of selfexpression that can transcend boundaries of culture,
language, race, and socio-economic background. Ms.
Koh currently resides in New York City.
This is Jennifer Koh’s third CD for Cedille Records
(see p. 15). She has also recorded Gian Carlo
Menotti’s Violin Concerto for Chandos Records, Carl
Neilsen’s Violin Concerto on the Kontrapunkt label,
the Violin Concerto by Uuno Klami on BIS, and
Andrei Eshpai’s Violin Concerto No. 4 for Albany.
Ms. Koh wishes to thank her private patron for the
generous loan of the 1727 Ex Grumiaux Ex General
DuPont Stradivari which she uses in performance
and on this recording.
For more information, please visit
www.JenniferKoh.com
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about carlos kalmar

about the grant park orchestra

Carlos Kalmar is the Principal Conductor of Chicago’s Grant Park Music
Festival and Music Director of the Oregon Symphony. Mr. Kalmar was born
in 1958 in Montevideo, Uruguay, to Austrian parents. He studied conducting
with Karl Österreicher at the College for Music in Vienna, and won First Prize
at the Hans Swarowsky Conducting Competition in Vienna in June 1984.
From 1987 to 1991 he was chief conductor of the Hamburg Symphony
Orchestra, and general music director and chief conductor of the Stuttgart
Philharmonic Orchestra between 1991 and 1995. From 1996 through 2000,
Carlos Kalmar was the general music director of the Opera House and
Philharmonic Orchestra in Dessau, Germany. Between 2000 and 2003, he
was principal conductor and artistic director of the Tonkünstler Orchestra in
Vienna.

The Grant Park Orchestra is the resident orchestra of the Grant Park Music Festival, which
is dedicated to providing the public with free,
high-quality orchestral performances through
the presentation of classical-music concerts.
Founded by the Chicago Park District in 1935
and co-presented by the Chicago Department
of Cultural Aﬀairs since 2001, the Festival is the
nation’s only remaining free, municipally funded
outdoor classical music series. The Grant Park
Orchestra was created in 1943. Nicolai Malko
was named the ﬁrst principal conductor in 1945,
a post he held through 1956. Since then, other
prestigious conductors have held the position,
including Irwin Hoﬀman, Leonard Slatkin, David
Zinman, Zdnek Macal, and Hugh Wolﬀ. In October 1999, Carlos Kalmar was named the Festival’s
newest principal conductor. In 2002, Christopher
Bell was installed as the Festival’s chorus director. In addition to performing an array of classical
repertoire, the Grant Park Orchestra is renowned
for its focus on contemporary American music.
The Grant Park Music Festival runs for ten consecutive weeks each summer. In 2004, the Festival moved to its new home, the Jay Pritzker
Pavilion in Millennium Park, a state-of-the-art
venue designed by internationally renowned architect Frank Gehry with sound system designed
by the Talaske Group of Oak Park, Illinois. This is
the Grant Park Orchestra’s third recording for
Cedille Records.

Mr. Kalmar’s recent guest conducting engagements (through the 2005–
2006 season) in North America have included subscription concerts with
the Philadelphia Orchestra; the Minnesota Orchestra; the Dallas, St. Louis,
Milwaukee, New World, Houston, Phoenix, Cincinnati, San Francisco, and
Baltimore Symphonies; and the National Arts Centre Orchestra of Canada.
Kalmar’s international conducting appearances have included the Berlin
Radio Symphony, the National Orchestra of Spain, the ORT Orchestra of
Florence, the Bournemouth Symphony, the Hamburg State Opera, the BBC
Welsh Orchestra, the Vienna State Opera, the Yomiuri Japan Orchestra, the
Flemish Radio Orchestra, and the Zurich Opera, among others.
Carlos Kalmar has recorded CDs with the Jeunesse Musicales World Orchestra
(Alban Gerhardt, cello soloist) and Vienna’s Tonkünstler Orchestra for
Austrian National Radio. This is his fourth recording for Cedille. His previous
Cedille recordings with the Grant Park Orchestra — American Works for
Organ and Orchestra (David Schrader, organ) and Symphonic Works by Robert
Kurka — and the Chicago Symphony — Brahms & Joachim Violin Concertos
(Rachel Barton Pine, violin) — have garnered widespread acclaim.
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About the Harris Theater for Music and Dance

Since its opening in November 2003, the Harris Theater
has garnered critical acclaim for its impeccable sightlines
and clear acoustics and is rapidly becoming the premiere
venue in which to experience music and dance in Chicago. Along with its superior technical capabilities, the
non-proﬁt theater is also distinguishing itself from other
downtown Chicago venues by acting in partnership with
the non-proﬁt performing arts groups that use the facility. Through marketing, technical, and patron support
services, the Harris Theater enables these remarkable
organizations to focus on what they do best — bringing
the ﬁnest in music and dance to the public.
Among the companies that have graced the Harris stage
and thrilled more than 250,000 audience members are
the Grant Park Orchestra and Chorus, Hubbard Street
Dance Chicago, Chicago Opera Theater, Music of the
Baroque, Muntu Dance Theatre, the Vermeer Quartet,
the Chicago Children’s Choir, Apollo Chorus of Chicago,
and River North Chicago Dance Company. Organizations
such as the Mexican Fine Arts Center Museum, The Dance
Center of Columbia College, and the Ravinia Festival in
conjunction with Music of the Baroque have used the
1,500 seat performance space to present companies
of international renown including Merce Cunningham
Dance Company, Ballet Folklorico de Guadalajara, Lyons
Opera Ballet, the Mark Morris Dance Group, and Mariachi
Reyna de Los Angeles.

Photos: Jon Miller © Hedrich Blessing
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This is the ﬁrst commercial recording to be made at the
Harris Theater, which is located at 205 East Randolph Drive,
at the north end of Chicago’s Millennium Park.

also with jennifer koh on cedille records

CDR 90000 060

Solo Chaconnes
Works by J.S. Bach, Richard Barth & Max Reger

“As Jennifer Koh’s excellent new recording of solo chaconnes
makes clear, Bach had distinguished followers in the genre. . . .
[Koh] is a boldly expressive musician who is alert to harmonic
implications and details . . . she is a violinist who obviously enjoys setting challenges for herself — and then meeting them
to splendid effect.”
— Gramophone
“[This] grateful critic . . . expects to return time and again to this
winning, beautifully engineered disc.”
— ClassicsToday.com

CDR 90000 073

Violin Fantasies (with Reiko Uchida, piano)
Works by Schubert, Schumann, Schoenberg & Ornette Coleman

“What a truly sensational disc this is! . . . Simply one of the few
great CDs. Violin Fantasies is a total success.”
— Audiophile Audition
“Her tone is bright, her intonation flawlessly centered in the
pitch. . . . With no obvious technical problems to consider, Koh
seems to devote herself entirely to matters of interpretation
— and it is here where she succeeds with remarkable grace.
Other performers may similarly place their programme in
chronological order, but rarely do they connect the dots with
such linear fluidity.”
— The Strad
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