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 Ludwig van BEETHOVEN (1770-1827)    
 Symphony No.5 in C minor   
 arr. Franz Xaver Scharwenka for piano duet*a [33:00]
1 I  Allegro con brio 7:32 
2 II  Andante con moto 9:04 
3 III  Scherzo. Allegro 4:50 
4 IV  Allegro 11:33
   Tessa Uys primo  ·  Ben Schoeman secondo

 Robert SCHUMANN (1810-56)    
5 Andante and Variations in B-flat major, Op.46b  13:28
   Tessa Uys piano 1  ·  Ben Schoeman piano 2

 Camille SAINT-SAËNS (1835-1921)    
6 Variations on a Theme of Beethoven in E-flat major, Op.35c  18:16
   Ben Schoeman piano 1  ·  Tessa Uys piano 2

                                                               Total duration: 65:02
  *First recording
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 The unique achievement Beethoven accomplished in his Eroica Symphony 
(No.3) in 1804 – of expanded length allied to greater concentration of 
organic development throughout the work – had surely been both a source 

of satisfaction and a spur for further innovation for him: not innovation for 
innovation’s sake, but a means by which he could express, purely musically, those 
human emotions which he believed were universal. 

As we noted in commenting on the Eroica (in the first of our on-going series of 
recordings of Beethoven symphonies in Scharwenka’s transcriptions; SOMMCD 
0637), he regarded these emotions as inspirational, in the sense of triumph over 
adversity (which, considering his increasing deafness – Beethoven did not become 
totally deaf until the summer of 1818 – was always a profoundly personal thing for 
him), expressed through the one language – musical composition – over which he, 
of all living composers, was the absolute master. 

Despite his increasing deafness, Beethoven did not withdraw from the world 
around him. He could not avoid the times in which he lived – although, as an artist, 
he would continue to create in purely musical terms, increasingly driven inwards 
to the deeper recesses of his mind. The impact of the Eroica Symphony at its first 
public appearance in April 1805 was followed five months later by Nelson’s victory 
over the superior forces of Napoleon’s navy at the Battle of Trafalgar: conflict, 
change and resolution were very much ‘in the air’ at that time across much of 
Europe, and although Beethoven never remained aloof from such events (as his 
later symphony, Wellington’s Victory, clearly proves) the creative achievements of 
the Eroica could well be developed further.

And they were: the unique quality of the essentially organic nature of the 
Eroica’s structural fabric was merely the beginning of newer, equally greater, 

developments in Beethoven’s symphonism. He became fascinated by the concept 
of joining movements together – the unification, if you like, of opposing emotions: 
a profoundly organic concept, but always an essentially humanitarian one.

Beethoven began to move toward this concept in the music he was writing towards 
the end of 1805, though the challenges were very great and were not resolved until 
several years later. He had begun what were eventually to become his Fifth and 
Sixth Symphonies, each reflecting aspects of this idea, when a generous financial 
commission in 1806 from Count von Oppersdorff – a great admirer of Beethoven, 
who maintained his own orchestra at his spacious country residence – for a new 
symphony, interrupted Beethoven’s thoughts.

His Fourth Symphony was written quickly, its character reflecting the civilised 
circumstances by which it came into being. Even so, the new B flat Symphony 
displays aspects of the conundrum Beethoven had set himself: the first movement 
has the longest ‘introduction’ of any Beethoven symphony – indeed, so brilliantly 
does it evolve into the main Allegro part of the movement that it is difficult not to 
recognise it as one solution to his self-imposed compositional problem. Nor is this 
all – the double pulse in each bar of the Allegro vivace is ‘held over’ to the second 
movement to become one beat of the Adagio’s 3/4. 

Having, as if fortuitously, solved a part of the ‘joining together of movements’ 
conundrum in the Fourth, Beethoven could now devote his full attention to the 
differing emotional demands of the two symphonies he had begun earlier. In the C 
minor Symphony No.5 he goes even further.

This astounding masterpiece takes aspects of the creation of the Eroica much 
further: it is possible to analyse the earlier work’s thematicism as growing from 
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the three notes of a major triad, but in the Fifth, as well as the Sixth Symphony, 
Beethoven develops the concept (aspects of which can also be found in several 
earlier works) of creating large-scaled symphonic movements from small, germ-
like, musical cells. The first movements of both the Fifth and Sixth Symphonies 
are concerned with an identical four-note rhythm – in the Pastoral (No.6) the first 
four notes are melodic, lyrical: in the C minor they are eruptive, powerful and 
more inherently rhythmical – a call to action unleashed, indeed unheard, in any 
symphony (perhaps in any music) before. 

The opening of the Fifth Symphony is for many people its most memorable aspect: 
an undoubted gesture of defiance. As the movement expands on this cell-like idea, 
the growth in power and energy is considerable, if occasionally set to one side for 
more lyrical expression before a reflective solo oboe theme heralds the eruptive, 
fiery coda.

The Andante second movement brings more melodic, lyrical relief from the 
eruptive nature of the first movement, yet the sense of power with which the 
symphony began has not gone away. It does not threaten, but returns nobly to 
reinforce elements of inner strength before the flowing theme is heard again.

The Scherzo returns to C minor. The movement opens mysteriously, to be soon 
dispelled by a thrilling call two octaves higher. Once more it calls before falling 
over an extended low repeated bass pattern, which builds with considerable 
tension until C major blazes through in a gesture and sound-world unheard in any 
symphony up to that time. 

The finale is upon us, flowing with unstoppable energy – until, suddenly, it 
fades and the mysterious music from the Scherzo reappears. Robert Simpson 

suggested this remarkable passage implies that the C minor music of the Scherzo 
has not gone away – it is still there, behind the finale, waiting to return. Only the 
most supreme effort can remove it forever. Here, Beethoven’s concept expands 
ever further – unimagined by any other composer. Now, the finale’s opening is 
recalled to banish all doubt and fear, ushering in an extended coda of thrilling 
power and proportions, ending this most positive of all symphonies in a blaze of 
overwhelming strength. Here is Beethoven’s humanity, overcoming all odds, writ 
large for all with ears to hear, and resounding as powerfully today as it did more 
than two centuries ago. 

Such was the impression Beethoven’s Fourth Symphony had made on its initial 
appearances that publishers who had fought shy of the Eroica on first seeing the 
manuscript now welcomed it. Beethoven’s admission that he was working on two 
new symphonies led to him signing a contract in September 1808 with Breitkopf 
und Härtel for both works before they had been played. The first performances of 
the Fifth and Sixth Symphonies took place in a long concert, also including the 
Choral Fantasy and other works, on December 22 that year in Vienna. 

The impact of the new symphonies was considerable. In July 1809, seven 
months after the first performance, Breitkopf issued the first transcription of the 
Fifth Symphony for piano duet, by Friedrich Schneider (1786-1853). It was soon 
reprinted, since when, in orchestral and keyboard versions, the work has taken its 
place as the most famous symphony ever written. 

Beethoven’s admiration for Schneider’s transcription of the Fifth was such that 
he permitted him to give the first public performance of the Emperor Concerto in 
1811, in Leipzig. Beethoven could not be present on that occasion. 
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By the end of the 19th century, the development of pianos had far surpassed 
those of Beethoven’s day – most notably in pedalling, dynamics, range, voicing 
and retaining of pitch. Transcriptions of orchestral works by various musicians had 
appeared at regular intervals throughout the 1800s, but the appearance of the 
nine Beethoven Symphonies by the greatly-admired composer and piano virtuoso 
Xaver Scharwenka (1850-1924) for piano duet at the dawn of the 20th century 
saw a new standard in scholarship and practicality in the era preceding radio 
broadcasting and the gramophone. A student of Franz Kullak, who had studied 
with Beethoven’s pupil Carl Czerny, Scharwenka continued a thread leading 
directly from the composer himself.

Born in Paris eight years after Beethoven’s death, a true child prodigy, Camille 
Saint-Saëns was musically closer to Beethoven than might at first be thought. 
He studied with Friedrich Kalkbrenner, himself a pupil of one of Beethoven’s (and 
Czerny’s) teachers, Johann Georg Albrechtsberger. Saint-Saëns’ appreciation of 
and admiration for Beethoven was life-long: his Op.35 Variations on a Theme 
of Beethoven brilliantly fuses serious aspects of his understanding with lighter 
humour that Beethoven would surely have appreciated.

It cannot be entirely coincidental that in 1874 Saint-Saëns composed his set of 
Variations (with concluding fugue and coda) in E-flat major for two pianos, Op.35, 
in homage to Beethoven’s identically numbered Op.35: his Variations and Fugue 
in E flat (1802, for one piano). Saint-Saëns’ work shows the Frenchman at his most 
brilliant and searching. His cycle of variations have been variously categorised as 
beautiful, imposing and elegant, as well as humorous – in the last instance because 
Saint-Saëns alludes to the Eroica Symphony (the theme he chose is from Minuet 
trio of the Op.31 No.3 Sonata).

The Introduction is almost deliberately uncertain in character and the following 
variations themselves are wide-ranging in their expression, exploiting varied 
possibilities through ornamentation and lyricism – occasionally with funereal 
character and even a sardonic nature – that is always brilliantly written for the 
two keyboards. 

The concluding fugue is preceded by a brief recitative; the working is at times quite 
brilliant and builds to a truly virtuosic extended coda, ending a finely composed 
work in extrovert fashion.

Robert Schumann’s Andante and Variations in B flat for two pianos, Op.46, is one 
of the composer’s loveliest, yet all-too-rarely-played masterworks. It was originally 
scored for two pianos, two cellos and horn (it is uncertain if the work was played in 
this form during Schumann’s lifetime) but Mendelssohn convinced Schumann to 
produce a new version for two pianos. This he did, taking the opportunity to revise 
the work and shortening it slightly.

The work’s emotional content is masterly: overhung with a pervading sense of 
intimacy, the music unfolds as a series of reflections upon the Andante theme, 
refracted in genuine variation styles of tempo, rhythm, tonalities (beautifully 
implied) and character – held strongly together by the creative genius of this 
quintessential Romantic composer. 

Robert Matthew-Walker © 2022
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Tessa Uys and Ben Schoeman piano duo

In 2010, Tessa Uys and Ben Schoeman established a duo partnership after being 
invited to give a two-piano recital at the Royal Over-Seas League in London. Ever 
since, they have performed regularly at music societies, festivals and at the BBC. In 
2015, they embarked on their journey with the 9 Beethoven Symphonies transcribed 
for piano four hands by Franz Xaver Scharwenka. They are currently recording the 
complete Beethoven/Scharwenka Symphonies for SOMM Recordings.
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Tessa Uys and Ben Schoeman gratefully acknowledge the generous financial support 
of Graham and Ruth Fennell and The Nicholas Boas Charitable Trust.

Tessa Uys
Born in Cape Town, Tessa Uys 
was first taught by her mother, 
Helga Bassel, herself a noted 
concert pianist. At 16, she won a 
Royal Schools Associated Board 
Scholarship and continued her 
studies at the Royal Academy in 
London where she studied with 
Gordon Green. In her final year 
she was awarded the MacFarren 
Medal. Further studies in London 
with Maria Curcio, and in Siena with 
Guido Agosti followed. Shortly after 
this Tessa Uys won the Royal Over-
Seas League Competition and was 
elected an Associate of the Royal 
Academy of Music.

During the past decades, Tessa Uys has established for herself an impressive 
reputation, both as concert performer, and as a broadcasting artiste, performing at 
many concert venues throughout the world. She has performed at Wigmore Hall, 
the Southbank, Barbican and St John’s Smith Square, and has played under such 
distinguished conductors as Sir Neville Marriner, Walter Susskind Louis Frémaux 
and Nicholas Kraemer.

impulse-music.co.uk/tessauys/
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Ben Schoeman
Ben Schoeman was born in South 
Africa. He studied piano with 
Joseph Stanford at the University 
of Pretoria and then received 
post-graduate tuition from Boris 
Petrushansky, Louis Lortie, Michel 
Dalberto, Ronan O’Hora and Eliso 
Virsaladze in Imola, London and 
Florence. In 2016, he obtained a 
doctorate from City, University of 
London and the Guildhall School of 
Music and Drama. He won the First 
Prize in the 11th UNISA International 
Piano Competition, the Gold Medal 
in the Royal Over-Seas League 
Competition, the contemporary 
music prize at the Cleveland International Piano Competition, and the Huberte 
Rupert Prize from the South African Academy for Science and Art. 

He has performed at the Wigmore, Barbican and Queen Elizabeth Halls in London, 
Carnegie Hall in New York, the Konzerthaus in Berlin, the Gulbenkian Auditorium 
in Lisbon and the Enescu Festival in Bucharest. Ben Schoeman is a Steinway Artist 
and a senior lecturer in piano and musicology at the University of Pretoria.

benschoeman.com                        @BenSchoeman1
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BEETHOVEN SYMPHONIES  
Volume 1 

Tessa Uys, Ben Schoeman  

piano duo

SOMMCD 0637

“The mastery of their part-playing… and complete conviction matched  
the depth of texture that Scharwenka’s four hands conjure up…  

I eagerly look forward to hearing the other planned eight symphonies” 
Gramophone

“Splendidly put across [with] a drivenness and gloriousness that  
seem to define what a musical argument might be” 

Sunday Times

“Played affectionately as here, with a velvet touch as though the music were  
emerging through a shimmering heat haze, the effect is utterly beguiling” 

BBC Music Magazine

“I was blown away by this magnificent recording” 
MusicWeb International


