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Allegro 
Ryan Uy 

14 June 2025 
Escaler Hall, Ateneo de Manila University 

Quezon City
 

Young entrepreneur and amateur pianist Ryan Uy delivered a 
recital entitled “Allegro” on the early evening of 14 June 2025, at 

the Escaler Hall of the Ateneo de Manila University. This recital was 
presented by the Department of Interdisciplinary Studies of the Ateneo 
de Manila University, with support from the John Gokongwei School 
of Management. Uy performed a program that paired the experimental 
brilliance of Ludwig van Beethoven’s Piano Sonata No. 12 in A-flat Major, 
op. 26, with the early grandeur of the same composer’s Piano Concerto 
No. 1 in C Major, op. 15, the latter featuring the Narra Quintet in an 
arrangement for piano and a small ensemble. These works are among 
Beethoven’s groundbreaking compositions from his early creative period, 
and they made the evening’s recital be defined by technical brilliance and 
musical maturity, demonstrating a profound insight into the composer’s 
voice as an emerging classical virtuoso.
	 Uy began with the A-flat Sonata, a work that breaks with 
convention by not having a single movement in sonata allegro form, the 
typical structural setting used in the first movements of classical sonatas. 
The A-flat Sonata opens with a delicate theme and variations, Andante 
con variazioni, with each variation revealing a specific character while 
building toward shaping a unique dramatic structure. The focus of this 
movement is on lyrical beauty and subtle character changes, and pianists 
who render this sonata are expected to showcase a variety of textures 
and moods—from the calmness of the opening section to moments that 
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provide hints of the grandeur of Beethoven’s late style.  Uy’s execution was 
immaculately clean, handling the tricky runs and ornamented passages 
as effortless threads in Beethoven’s musical tapestry. Uy displayed utter 
control in interpreting this opening theme and variations.
	 The second movement, Scherzo: Allegro molto, was a lively 
contrast to the opening movement that is marked by musical brilliance 
and wit. Uy’s performance showed the needed exuberance and rhythmic 
drive while he grappled to maintain clarity. The dramatic momentary 
contrast required by the middle Trio section before the boisterous return 
of the Scherzo completing its ABA form was carried out with serious 
intent. In his interpretation of the Scherzo, Uy effectively demonstrated 
the dancing, almost impish quality in Beethoven’s music. 
	 The emotional and structural core of the Sonata in A-flat—the 
famous Funeral March marked Marcia funebre sulla morte d’un eroe—
captures Beethoven’s dramatic expression of profound grief, solemnity, 
and intense pathos. Uy’s delivery expressed a noble gravity marked by 
the delicate treatment of the triplet figures and dotted rhythms in a 
consistent and measured slow and weighty stride. Uy was also observant 
of the wide range of dynamics that required him to render deep, somber 
p (soft) passages to violent, passionate ff (very loud) outbursts to reflect 
the anguish and struggle of the hero’s death. Similar to the Scherzo, this 
movement contained a middle Trio that featured “drum roll” tremolos 
that provided a spine-chilling effect, creating an unsettling glimpse of 
hope, almost similar to the sounding of a fanfare amid the dark and heavy 
feeling of anguish.
	 The last movement, Allegro, symbolizes a return to joy and 
regaining of energy, an appropriate closing for the sonata. This movement 
is marked by a capricious character, moving the music in a seeming 
perpetual motion through the continuous sixteenth-note passages which 
requires interpreters to play with “light-fingered” dexterity and virtuosity. 
It is in this closing movement that Uy’s struggle to maintain the necessary 
precision and zest to fully resolve the dramatic tension was apparent. 
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Nonetheless, Uy achieved the expected quiet ending of the entire sonata 
and was able to make the music seem to evaporate into thin air. This 
sonata’s ending affirms Beethoven’s experimental spirit during his early 
compositional period. It is a work that bridges the elegance of Mozart and 
Haydn with the dramatic power and virtuosity of the emerging radical 
and progressive Beethoven.
	 The second half of the recital brought the chamber musicians of 
the Narra Quintet—Angelo Miguel Delos Santos and Vincent Romanban 
on violin; Gabriel Gene Regojos on viola; Irish Glenn O. Portugal on 
cello; and John Cerwin Salaguinto on contrabass—to the stage for a 
unique, scaled-down performance of Beethoven’s Piano Concerto No. 1 in  
C Major, op. 15. This arrangement for string instruments accompanying 
the piano is inherently tricky, requiring Uy to project a grand, symphonic 
vision while integrating seamlessly into a delicate chamber setting. 
Rather than feeling constrained by the reduced forces, the performance 
gained an appealing sense of intimacy and dialogue. However, while the 
Narra Quintet performed their roles with fine balance and generally 
crisp articulation, the overall performance of the concerto struggled to 
get ignited. 
	 The opening Allegro con brio lacked the vigorous, expectant lift 
required of a young Beethoven announcing his arrival on the Viennese 
scene. Uy’s solo entrance was elegant, but the subsequent dialogue with 
the strings was often polite rather than electrifying. The rendition lacked 
the energy required for this movement, making Uy’s virtuosity felt labored 
rather than high-spirited. The rhythmic driving force, which is key to the 
C Major concerto’s youthful exuberance, often felt constrained, with little 
or no room to add subtle alterations to the dynamic markings or tempo, 
or even the addition of spontaneous flourishes or extended endings. In 
this movement, Uy and the Narra Quartet endeavored to play every note 
exactly as written by Beethoven.
	 The slow movement, Largo, fared better, benefiting from the 
intimacy of the chamber arrangement, with beautiful, sustained lines from 
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the string soloists creating a poignant backdrop for Uy’s rendition of the 
piano’s contemplative melody. It was a moment of transcendent beauty, 
appropriately set in the expressive key of A-flat major. Uy noticeably felt 
at ease with the delivery of a singing cantabile tone coupled with poetic 
sensitivity as he interpreted the poignant introspection in Beethoven’s 
deep expression of the sublime. The subdued instrumentation allowed 
for the effective musical dialogue between the piano and the ensemble. 
Uy’s singing tones and expressive control made the slow movement a 
deeply affecting and intimate experience.
	 The final movement, Rondo: Allegro scherzando, was a joyous 
explosion of sound—playful, witty, and rhythmically precise. Although 
seemingly inhibited by his usual maintenance of a steady pulse, Uy 
slowly freed himself up as he began to communicate the sheer fun of the 
music, leaving the audience breathless and confirming his competence 
as a pianist with both the finger power, intelligence, and philosophical 
depth to master this demanding program.
	 Ryan Uy is clearly an artist with a sincere affinity with Beethoven’s 
music, demonstrating a commitment to challenging repertoire. Ultimately, 
this was a performance defined by its striking contrasts, unified by a 
formidable technique. The performance of Sonata No. 12, with its unusual 
form and emotional heft—especially the haunting Marcia funebre—
was handled with a blend of scholarly rigor and profound expressive 
depth, demonstrating the pianist’s ability to “keep the leash short” only 
when absolute clarity was required. However, it was the re-imagined 
Piano Concerto No. 1 that truly challenged convention. By embracing 
the reduced instrumentation for the orchestral part, the performance 
stripped away the grand, public rhetoric of the full concerto, replacing 
it with an intimate, chamber-music dialogue. This choice, far from 
being a limitation, forced both soloist and accompaniment to play with 
laser-like precision and nuance, creating a rendition that felt less like 
a contest of virtuosity and more like a deeply personal conversation 
between the piano and its closest confidantes. The result was a fresh, 



PERSPECTIVES IN THE ARTS AND HUMANITIES ASIA   16: 1 (2026)

111

revealing, and ultimately triumphant journey through two pivotal works 
from Beethoven’s early creative period.
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