




English Translation:

Cheng² Duo: Russia, passionately

Silvie and Bryan Cheng form the Cheng² Duo. The Canadian piano and cello duo has 
just released a generous third album of more than two hours of Russian music entitled 
Russian Legends.

On the program of Russian Legends: the three greatest sonatas for cello and piano of 
the Russian repertoire, those of Rachmaninov, Shostakovich and Prokofiev, to which 
are added some short pieces by Tchaikovsky, Arensky, Scriabin, Glazunov and 
Rachmaninov (including his famous Vocalise).

The Russian artistic soul is full of emotions, one could say pathos, as intense as deep. 
We can overplay it, of course. It's easy, and it works most of the time. One can also try 
to tame it, to reduce it to its structural components, its brain, but that does not pay 
tribute to all its expressive load, of course.



Bryan and Silvie (both from Ottawa, and Bryan having been one of Yuli Turovsky's last 
students in Montreal) are undoubtedly asserting themselves as part of the first family, 
without exaggerating the rhetoric.

There is drama, even theatre in these interpretations. Russian music is full of twists, 
contrasts and emotional changes. Cheng² Duo (pronounced "Cheng squared") plays 
with elegance and panache, but also with impressive sound power. 

We note especially the solid discursive architecture built by the two young artists. It may 
seem a bit cerebral as a description, but it has a significant impact on the way we 
"receive" music.

We go to bed less stupid tonight:

Each piece of music is constructed as a scenario, whether it is explicit or not. A 
scenario is made of sentences. To give life to a story, it must be told by 
modulating its intonations, punctuating its attacks, its flow, sometimes subtly, 
sometimes more exaggeratedly. It's an active narration. To proclaim Molière in 
the same tone, all equal words in uniform cadence, would be boring to death. It's 
the same thing in music. There are phrases that underlie ideas, which in turn 
underlie an overall discourse. It seems obvious, and it is in principle. But it is in 
the subjective execution of all these nuances that the music comes alive, with 
more or less efficiency, or sometimes with great differences that make this art, 
particularly that resulting from this kind of repertoire, a language alive and 
vibrant. This is the fundamental architecture of a play, and the musicians are 
sensory builders, like inspired children who build with immaterial Lego blocks.

Like the performances, the program oscillates between powerfully incarnated lyricism, 
biting irony, sardonic humour, affective tenderness and airy sweetness.


