
Yundu Wang, Piano

Yundu Wang is a Chinese-American classical pianist currently based in Boston, MA. A

passionate chamber musician and collaborator, Yundu has performed widely

throughout the U.K., U.S., and Europe. Notable venues include Barbican Hall, Carnegie’s

Weill Hall, Jordan Hall, Sendesaal Bremen, St Martin-in-the-Fields, TivoliVredenburg,

and Wigmore Hall. Yundu has collaborated with artists including Henk Guittart, Paul

Katz, Alan Kay, Roger Tapping, and Sam Walton. She has toured throughout Germany

and the U.K. with the Neos Ensemble and violinist Savitri Grier. Currently, Yundu is in

collaboration with violinist Audrey Wright on her debut album, Things in Pairs,

scheduled for release in 2022 on the PARMA Recordings Navona label.

Yundu has participated in numerous festivals, including the Yellow Barn Chamber Music

Festival, Perlman Music Program Chamber Music Workshop, Aspen Music Festival, Holland

Music Sessions, and Jeunesses Musicales Deutschland. As a soloist, she has won top prizes

at the Honors Competition at the New England Conservatory of Music, the Seiler

International Piano Competition, the Julia Crane International Piano Competition and the

Cincinnati World Piano Competition, among others.

Yundu graduated with Honors from the New England Conservatory of Music in Boston and

received a Master’s with Distinction at the Guildhall School of Music & Drama. She was

recently awarded a Doctor of Music from the Guildhall School, supervised by Ronan O’Hora,

Cormac Newark, and Elinor Payne (University of Oxford). Her doctoral research explores,

through interdisciplinary and multi-methodological study, the relationship between speech

and musical performance. Her work also involves autoethnographic examinations of musical

expression, East Asian identity, and the performer’s voice in Western classical music.

Alejandro Cardona (b. 1959) – Moyugba Orisha (1997)

Moyugba Orisha (“with reverence to the orishas”), for solo cello, was written in 1997 and is

dedicated to the cellist Alvaro Bitrán. The title of this piece comes from a salutation or greeting

(reverence) to the Orishas or “saints”, deities from the Yoruba Pantheon of Nigerian origin which

have been kept alive in the religious practices of some Latin American and Caribbean

communities, mostly of African descent.

The work has three movements, each one dedicated to an Orisha.

The first, a kind of blues, is dedicated to Elegguá, the Orisha of destiny, who opens the doors to
disgrace or joy. Elegguá Alá Lu Banché (the title of this movement) is one of the “caminos”
(facets) in which Elegguá, according to Natalia Bolívar, among other things, acts as a divine
messenger of dance.

The second movement, Obbañá, is a spirited dance with the cello playing only pizzicati. Obbañá
is one of the "caminos" of Changó, Orisha of fire, lightning, thunder, war, the Ilú Batá drums,
dance and music. Obbañá is the “king” of the Batá drums (the ritual drums played by the Cuban
“santeros”).

The third movement, Asesún Yemayá (”Yemayá is the birth of spring“) is dedicated to the Orisha
that, according to Yoruba tradition, gives origin to all life, owns the waters and represents the



ocean. This movement has a slow introduction (almost like a cuban bolero) which leads into a
Piazzola-like dance.

-Alejandro Cardona

Reinaldo Moya (b. 1984) – Diaspora (2019)

Diáspora is my first work of chamber music written expressly for Venezuelan musicians. I was

excited when we worked out the commission, and it immediately got me thinking about our

common Venezuelan identity and heritage. Especially in the early days of 2019, being a

Venezuelan away from home is a strange mix of worry, sadness, nostalgia, disappointment,

hope, and many other emotions. The Venezuelan crisis was very much in my mind as I wrote

this work, but I didn’t want to feel like I was minimizing (or cheapening) the very real suffering

going on in Venezuela by trying to somehow depict the situation directly in my music. I opted

instead to approach the writing of this work from a perspective that I know: that of being a

Venezuelan abroad and trying to communicate with family still left at home, attempting to get

news and information, and generally feeling helpless and worried. Diáspora is then a work that

is personal, but one that looks at a tragedy in an oblique way.

The work’s two movements have resilience at their core. Venezuelans are famously optimistic

and good-natured. We always look for ways to joke around so that we can release the tension in

a situation. It is this persevering spirit that continues to help Venezuelans get through this crisis.

This resilience is manifested differently in each movement. In the first movement, Bululú

Rucaneao, a traditional Venezuelan merengue pattern is heard constantly, but in ever-changing

contexts. A bululú is a typical Venezuelan word for a mess, a throng of people. Rucaneao relates

to the 5/8 pattern that is often found in merengues from Caracas. These merengues are often

happy and elegant dances. In this movement, the elegance is mixed in with irony and bitterness.

It is common for other rhythms to glide over this relentless 5/8 pattern, and in Bululú Rucaneao

this is exactly what happens, but these accompanying rhythms become more complicated. The

nature of the conflict in this work is rhythmic, not harmonic. I see this movement as

representing the good humor and character that most Venezuelans have, even in the face of

adversity. The second movement is titled “Todo bien, mijo”: Passacaglia. In this movement, I

explore the experience of trying to communicate with family members who are still living in

Venezuela, and having to wonder if they’re telling you the whole story about what they’re

experiencing. They say: “Todo bien, mijo,” everything is good, my son. But those on the outside

know that things are far from good. This is how Venezuelans approach the crisis: they keep on

keeping on, and they simply say “todo bien, mijo.” To represent this, I chose to write a

Passacaglia, where a harmonically ambiguous melody is heard throughout the movement.

Sometimes quite clearly, others almost hidden. I think of this passacaglia melody as the subtext



in these phone conversations: the sadness, desperation, and worry that all Venezuelans living in

the crisis experience on a daily basis. Many other melodies, textures and rhythms surround this

passacaglia melody sometimes overwhelming it, others supporting it before the whole thing

appears to break down.

Diáspora is my humble attempt to process my own feelings about this situation. It is not my

intention to try to represent the entirety of this crisis in one piece of chamber music. Rather,

Diáspora is a way for me to get in touch with certain emotions that I would rather not face head

on.

-Reinaldo Moya

Adriana Verdie (b. 1958) – Jira (Yira) che (‘k) Tango (1995)

The piece was inspired by Czech cellist Jiri Barta, and written for him. "Yira, yira" is the name of

a very famous tango composed by Enrique Santos Discépolo in 1929, and made famous by

Carlos Gardel (beloved by Colombian people). I used the words Jira (yira) in the title because of

the similarity with the cellist name (although not the pronunciation) and the name of the tango.

Also I used the word "che" followed by the (k) that together sound like the pronunciation of the

word "Czeck." The whole title is a sort of phonetics' puzzle

Che is a popular word that we, Argentineans, use colloquially (and it is a word-symbol and

common nickname for Argentineans in the US). Che is a form of colloquial slang used in a

vocative sense as "friend", and thus loosely corresponds to expressions such as "mate", "pal",

"man", "bro", or "dude", as used by various English speakers.

-Adriana Verdie

Manuel Ponce (1882-1948) -- Sonata for Violoncello and Piano (1922)

Manuel Ponce was the most influential composer in México in the first half of the
Twentieth century. Throughout is life, Ponce was influenced by European musical trends
as are Romanticism, Impressionism and Neo-classicism. Moreover, his inspiration had
ideological influences rooted in Nationalism. As a result, the composer started to collect
folk songs and to foster Mexican nationalism already in the first decade of the century.
His style developed from a romantic period (up to 1915), through a transitional period
(1915 – 1925) to a more modernistic period in the last part of his life. In all his
compositional periods, Ponce’s music shows a national inspiration by the use of
rhythms, intervallic structures and other features of a nationalistic character.



Ponce’s oeuvre displays compositions for the more traditional instrumentations of
late-romantic Western art music. His production includes solo works (for piano and
guitar), songs, chamber music (sonatas a duo, trios, quartets), songs, concertos for solo
instrument and orchestra (piano, guitar and violin), and symphonic poems for orchestra.

He wrote his Sonata for cello and piano in his transitional period and under the influence
of his stay in Cuba (1915 – 1917). It was dedicated to the Uruguayan cellist Oscar
Nicastro and it was premiered by Nicastro and the composer in Mexico City in 1922.
While the sonata shows clearly romantic procedures (traditional harmonic structure with
some modal traces, cyclic treatment of the themes, and use of traditional sonata form),
it also displays rhythms that are an integral part of the Cuban identity (cinquillo). The
work has a traditional division into four movements.

The first movement is built as a traditional sonata form of broad proportions with themes
of contrasting character. Its opening already shows the cinquillo rhythm that acts as an
ostinato under the melody of the primary theme. The second and third movements are
laid out as three part forms. The second has the particularity of combining a
moto-perpetuo in quintuplets with a duple figure creating rhythmic complexity. The third
acts as a simple, intimate intermezzo. The last movement is full of rhythmic energy
coming from the constant use of dotted rhythms and syncopations. Although its form is
not clearly defined, it can be interpreted as a modified sonata-rondo where the second
appearance of the theme becomes a fugue.

-Horacio Contreras


