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Promenade Concerts, and recorded Hoddinott’s Second Concerto with Andrew 
Davis and the Royal Philharmonic Orchestra for Decca.

In the USA he has served as jury member on a number of international piano 
competitions, and performed in New York, Washington, Florida, Tennessee, 
Louisiana, Texas, Utah, Wisconsin and California. In Los Angeles he gave a recital 
as part of the 1994 UK/LA Celebration of British Arts, which was broadcast live 
on KUSC Radio. He gave the world premiere of Ravelled Threads by American 
composer, Wendy Carlos in New York. In 1996 he became the fi rst major British 
artist to give a solo recital in Ekaterinburg, Russia. Recent highlights include a 
recital at the Adelaide Festival, a programme of Percy Grainger at the Eifeler 
Musiktage in Germany, and the complete Iberia of Albéniz at London’s South 
Bank Centre.

19

Carl Czerny
(1791-1857)

The Sonatas for Solo Piano
Volume One

Martin Jones

Recorded by Nimbus Records at Wyastone, Monmouth UK
 3 & 4 December 2007 and 9 & 10 June 2008

Cover photo: Schönbrunn Palace, Vienna. istockphoto.com
© 2008 Wyastone Estate Limited     2008 Wyastone Estate Limited



 NI 5832/3  NI 5832/3

This very remarkable and powerful sonata is for the most part music of high 
quality, imaginative resource and expressive intensity. It shows Czerny to have 
been no inconsiderable disciple to Beethoven and should make us reconsider his 
possible infl uence on his successors of the high Romantic era 

Note © copyright 2008 Calum MacDonald 

Martin Jones has been one of Britain’s most highly regarded solo pianists since 
fi rst coming to international attention in 1968 when he received the Dame Myra 
Hess Award. The same year he made his London debut at the Queen Elizabeth 
Hall and his New York debut at Carnegie Hall, and ever since has been in 
demand for recitals and concerto performances on both sides of the Atlantic.

He is a prolifi c recording artist and his many discs for Nimbus Records include 
the complete solo piano works of Mendelssohn, Brahms, Debussy, Grainger, 
Szymanowski (voted Best Instrumental Recording of 1996 by the Spanish 
magazine ‘CD Compact’) Stravinsky, Korngold and the sonatas of Alun 
Hoddinott. He has recently recorded several Spanish piano masters and Volume 
2 of this series received the 2000 Classical Indie Award from the Association 
for Independent Music in the USA. The soundtrack of the fi lm ‘Howards End’ 
features Martin Jones performing Grainger’s Bridal Lullaby and Mock Morris. 
Nimbus recently released Martin Jones’s performances of Gershwin songs 
arranged by Earl Wild, the piano music of Hans Gál and Carlos Guastavino.

His performance repertoire, as well as encompassing most of the standard works 
for piano, also includes unusual concertos such as the Busoni Concerto, which 
he performed with the BBC Symphony Orchestra and Norman Del Mar. He has 
also championed the music of British composers and has performed concertos by 
Britten, Benjamin, Mathias, McCabe and Lambert. He gave the fi rst performance 
of the revised version of Alun Hoddinott’s Third Concerto at the 1974 BBC 
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DISC ONE
 Sonata no.9, in B minor Op. 145 (1827) 33.26
1 I Allegro con brio 8.45
2 II Scherzo: Allegro molto, Trio: Un poco sostenuto 3.41
3 III Adagio: Molto espressivo 8.06
4 IV Allegro vivace 2.15
5 V Rondo: Allegro moderato 7.11
6 VI Fuga: Allegro 3.28

 Sonata no.8, in E-fl at major Op. 144 (1827) 32.19
7 I Allegro moderato 9.00
8 II Menuetto & Trio: Allegro non troppo 6.01
9 III Adagio con sentimento 7.33
0 IV Scherzo: Prestissimo  1.21
q V Rondo: Allegretto moderatissimo 8.24

w Nocturne in E-fl at major Op. 647 (c.1840) 5.17

  Total playing time 71.05
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minor except for the Sostenuto Variation 4, in D major, which Randall Sheets has 
claimed ‘foreshadows the writing of Brahms in its breadth, harmonic richness 
and grandeur’. The concluding variation combines the chorale melody with 
throbbing chordal writing in the middle of the texture and a sinister drum-
fi gure in the bass. Overall, however, the movement has the character of a 
profound and deeply-felt meditation which can bear comparison with some of 
Beethoven’s late quartet and sonata slow movements.

The fi fth movement is a second scherzo, marked Presto scherzando. In G minor, 
it is a vigorous dance, but mostly to be played very quietly; there is something 
a little grim about it. The central trio in G major is a rustic musette over a 
drone bass. The peasant fl avour and bagpipe imitations of its opening rapidly 
give way to unexpected harmonic instability and wandering, which leads the 
music to fragment and then stumble upon a sinister falling-semitone fi gure: 
none other than the opening motif of the entire Sonata, rising here like an adder 
from beneath an overturned stone, as a presage of the fi nale. After this the 
sombre undertones of the reprised scherzo are easier to understand.

The fi nale is a full-blown sonata form, Allegro con fuoco. The arresting dotted 
rhythms of the opening idea, accompanied in the left hand by gruff rising bass 
fi gures, effectively disguise the fact that this fi rst subject is closely related to 
the ‘Bohemian Chorale’ of the fourth movement. The remorseless motion of 
this movement, the fi erce sforzando chordal textures and occasional fl amboyant 
bursts of octave writing are again prophetic of Alkan. Though there is a slightly 
gentler second subject in F major, this plays no part in the furious development 
which roves feverishly through a wide range of tonalities. The recapitulation, 
like that of the fi rst movement, is abbreviated, with the second subject appearing 
swiftly and orthodoxly in D major; indeed, a resplendent D major is the hard-
won goal of the whole Sonata in its triumphant fi nal bars.

DISC TWO 
 Sonata no.5, in E major Op. 76 (1824) 29.07
1 I Allegro molto moderato ed espressivo 5.33
2 II Aria: Andante cantabile 5.24
3 III Scherzo: Presto 3.41
4 IV Andantino con Variazione 8.36
  [Theme: Legato; Variation 1; Variation 2 Capriccioso;
  Variation 3 Leggiero; Variation 4 Sostenuto e semplice;
  Variation 5 Minore vivo e passionate]
5 V Finale - Toccatina: Allegro moderato 5.53

 Sonata no.6, in D minor Op. 124 (1827) 50.41
6 I Introduzione: Adagio sostenuto ed espressivo 3.02
7  – Capriccio Appasionata: Allegro energico 12.27
8 II Allegretto con moto, vivace ma serioso 7.50
9 III Scherzo & Trio: Presto 2.51
0 IV Chorale der Böhmen  12.01
  [Theme: Non troppo adagio; Variation 1; Variation 2; 
  Variation 3; Variation 4 Sostenuto; 
  Variation 5 Tempo primo un poco piu moto]
q V Presto scherzando 3.27
w VI Finale: Allegro con fuoco 9.03

  Total playing time 79.51 

  17 



 NI 5832/3  NI 5832/3

modulations. Unexpected modulations, syncopated rhythms, motivic 
intensifi cation of the thematic material characterize the eventful development 
section. The recapitulation is much compressed compared to the exposition, 
giving way to a thrilling coda in the most passionate vein whose fi nal fl urry 
of notes subsides to an unexpectedly quiet close. Throughout this movement, 
as elsewhere in the sonata, Czerny looks ahead not so much to Liszt as to the 
highly rhythmic idiom of Alkan.

An antidote to the ferocious intensity of this fi rst movement is provided by the 
ensuing Allegretto con moto in B-fl at, which Czerny marks vivace ma serioso. This 
is an ambling, lyrical piece, almost serenade-like in character, but constructed 
as quite a large sonata-rondo form. The central developmental section includes 
a Bach-like episode in two-part counterpoint, and in the fi nal sections a drum-
like fi gure makes an appearance in the bass. The third movement is a swift, 
fl eet-footed scherzo in D major, remarkable for being based on the scherzo-
theme of Beethoven’s fi rst string quartet, op. 18 no. 1 (Beethoven’s movement 
is in F). This theme of Beethoven’s bears a strong resemblance to the second 
subject in Czerny’s fi rst movement. As in the scherzo of Czerny’s Fifth Sonata, 
the largely staccato style of this scherzo is balanced by smooth legato writing 
when it comes to the trio (in B major), whose main theme seems to be developed 
from the scherzo’s descending bass line.

The heart of the Sixth Sonata is found in the fourth movement, a variation-
movement headed by Czerny ‘Chorale der Böhmen, auf die Worte des 
Vaterunsers, mit Veränderungen’ (Bohemian chorale to the words of the Lord’s 
Prayer, with alterations). The chorale itself is a noble melody with chromatic 
harmonic progressions which Czerny explores thoroughly in the rich 
harmonies of some of the ensuing variations (notably Variation 2), occasionally 
approaching the idiom of much later composers. The whole movement is in D 
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A torchbearer at Beethoven’s funeral, Beethoven’s pupil, friend and protégé Carl 
Czerny is almost forgotten today except as the author of educational piano pieces 
and the author of a long-infl uential piano method. But like his peers among 
Beethoven’s circle of friends, notably Ferdinand Ries and Ignaz Moscheles, 
Czerny was one of those who carried on the torch of the late-classical style into 
the early years of the age of Romanticism, and made a distinctive contribution 
through his own creative work. He was a gigantically prolifi c composer, and 
much of his huge output has remained unknown since his death. Yet there 
is plenty in it that is worth searching out, and as a virtuoso pianist his most 
substantial piano works, such as the sonatas, give him a defi nite claim to fame.

Czerny was born in Vienna on 20 February 1791 to a family of Czech extraction, 
and Czech was in fact his fi rst language. His father, Wenzel Czerny, was an 
oboist, organist, singer and piano teacher (he also repaired pianos). Carl was a 
Wunderkind who started playing the piano when he was three, and composing 
at the age of seven. He also started learning the violin, and at the age of ten his 
violin teacher, Wenzel Krumpholz, who was friendly with Beethoven, took Carl 
to meet the great composer, who accepted the boy as his pupil.

Czerny himself began teaching at the age of 15, and though himself a pianist 
of great gifts, tended to devote these to teaching rather than concert-giving. He 
had many gifted pupils of whom the most famous was none other than Franz 
Liszt (whose Transcendental Etudes were dedicated to Czerny) but he taught 
other great virtuosi, such as Sigismond Thalberg. Czerny became famous, 
nonetheless, as an interpreter of Beethoven’s piano music and in 1816 initiated 
a series of weekly recitals of Beethoven’s works at his home. He also wrote 
authoritative commentaries on how to perform Beethoven’s piano works, as 
well as autobiographical reminiscences of Beethoven. Partly as an adjunct to his 
teaching, Czerny composed a host of exercises and studies for piano, in which 
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he dealt with virtually every aspect of technique and interpretation from the 
simplest to the most virtuosic levels. Some of these educational pieces are still in 
use, such as the School of Velocity, op. 299, whose apparently endless, repetitive 
fi gurations are full of quirks and pitfalls for the unwary student. The summit of 
his output of teaching pieces was the Complete Theoretical and Practical Pianoforte 
School, op.500, published in 1839.

Despite teaching at times as many as ten hours a day, Czerny managed to 
compose an immense amount of music, eventually totalling over 1,000 works. It 
is said that he composed so prolifi cally that he worked on several compositions 
simultaneously. He would set up a series of desks in his workroom, each with 
a different work in progress on it. Czerny would start with one, fi ll two facing 
pages, go to the next desk, fi ll two pages of that work, and so on. By the time he 
returned to the fi rst desk, the ink would have dried, he could turn the page, and 
go on.

As this account suggests, Czerny was a workaholic. He never married, saying he 
was so driven by the need to compose that he had to give up the idea. He retired 
from teaching in 1836, and his health began to fail in the 1840s. His astonishing 
productivity had made him a rich man, and on his death in Vienna in July 1857, 
having no living relatives, he left the bulk of his estate to various charities, 
including the Gesellschaft der Musikfreunde in Vienna, the Monks and Nuns 
of Charity, and – perhaps thinking of the plight of his teacher Beethoven – to an 
institute for the deaf and dumb.

Czerny’s long-lasting reputation as a composer of technical studies has led to 
the entirely unjustifi ed notion that his music is essentially empty, merely clever 
patterns without expressive substance. In fact he wrote many other kinds of 
music: chamber and orchestral works (included a series of six symphonies 
composed quite late in his career), sacred choral music (including 24 Masses and 
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This fi nale Czerny designates a Toccatina (little Toccata), presumably because of 
its continuous semiquaver motion, which never slackens. It is cheerful in mood 
and essentially a study in dexterity in E major, with occasional digressions to 
other keys, and concludes the sonata in appropriately sunny style. 

Few greater contrasts to this essentially classical and untroubled sonata could 
be imagined than the huge Piano Sonata No. 6 in D minor, op. 124, the largest 
in Czerny’s output and perhaps one of his greatest works altogether. The fi rst 
of the four sonatas he composed in 1827, the year of Beethoven’s death, this is a 
stormy and turbulent utterance in six movements, three of them on the largest 
scale. Apart from the Introduzione of the fi rst movement, and the slow variation-
movement that comes fourth, all the movements are fast. The overall six-
movement form, however, with two relatively brief scherzos fl anking the hymnic 
variation-movement, suggests that Czerny had the designs of Beethoven’s late 
string quartets in mind – as he certainly had in mind one much earlier Beethoven 
quartet which is specifi cally recalled in the third movement.

The Sixth Sonata’s original (and only) edition (Nägeli, 1827) suggests there are 
actually seven movements, for it prints the Introduzione to the fi rst Allegro as a 
separate piece. Nevertheless this is merely a true – but large – prelude to the 
main matter of the fi rst movement, comparable perhaps to the opening section 
of Beethoven’s Appassionata Sonata. The sinister drooping semitonal fi gures 
rising from the bass, however, have an altogether different, almost Lisztian 
effect. The ensuing, highly dramatic Allegro energico, which Czerny labelled a 
‘Capriccio Appassionata’, is a gripping and unyielding sonata form that proceeds 
at headlong pace. (Randall Sheet has pointed to an apparent reminiscence of 
Schubert’s Erlkönig, composed in 1821, at one point in the exposition.) The second 
subject is broader, but underpinned by the nervous dotted rhythms of the fi rst, 
and though it begins in the relative major (F) is undermined by febrile chromatic 



 NI 5832/3  NI 5832/3

14

DISC 2

Czerny composed his Piano Sonata No. 5 in E major, op. 76 in 1824. The choice 
of key suggests this is one of his more emotionally tranquil works, and this 
impression is reinforced by the fact that, of all his sonatas, No. 5 is the only one 
that has no actual sonata-form movement. The fi rst movement, where sonata-style 
key-confl ict and thematic opposition is most often to be expected, is in this case an 
amiable Allegro molto moderato ed espressivo in straightforward ternary form. The 
outer sections have a light-hearted song-like character, to which the persistent 
dotted rhythms impart the sense of a marching gait. The middle section brings a 
brief hint of drama with pulsating triplet rhythms and more passionate melody, 
but passes quickly through a range of keys to a dominant pedal, precipitating a 
decorated reprise of the fi rst section.

Czerny designates the second movement an ‘Aria’: it is a B major Andante cantabile, 
once again in ternary form. The vocal qualities of the outer sections recall those 
movements in Beethoven’s early sonatas where he was clearly infl uenced by 
operatic style. The central episode is a little E major dance, marked con tenerezza. 
The third movement, a short Presto scherzo, also in E, is played almost throughout 
in staccato and is reminiscent of Beethoven’s scherzo style; but the trio is more 
Schubertian, in the sense that it is a gentle Ländler in A major. Its harmonic 
simplicity and legato melodic line provide an effective counterpoise to the rapidly-
modulating music of the scherzo.

The fourth movement is an Andantino con Variazione: the smooth and tranquil theme 
and its harmonic structure are developed in fi ve neatly-contrasted variations, 
sometimes approaching ‘salon style’ (variation 3) but culminating in a striking 
fi nal variation in E minor with full right-hand chords set against a sinister triplet 
bass. Czerny resolves this variation unexpectedly to C major, and a bridge-passage 
leads to a fi nal restatement of the theme and a coda that links to the fi nale.

7

four Requiems), songs and hundreds of arrangements in diverse styles. Part of 
Czerny’s special genius lay in his ability to write music that sounded brilliant 
and passionate while remaining within the capabilities of the average performer: 
something that recommended his works strongly to the swift-growing market of 
middle-class amateur music-making. And while his music may not demonstrate 
any great originality, his compositional personality is often witty, imaginative, 
and charming in surprising ways. His name will forever be associated with his 
teacher Beethoven, but – though there are clear similarities and reminiscences 
of the older composer at many points in his works – it is far from the case that 
he was merely a Beethoven epigone. He clearly was able to appreciate Schubert, 
Weber, Hummel, Clementi and Mendelssohn among his contemporaries, and 
his music is to some extent an able synthesis of such diverse infl uences.

Something of Czerny’s true stature as a composer is revealed in his series of eleven 
published Piano Sonatas. (At least two other sonatas remain in manuscript.) 
These are mature works, written largely between 1820 and 1827, and have been 
claimed, with justifi cation, to ‘foreshadow in style and content the works of the 
later Romantics’1. On the whole Czerny does not emulate Beethoven in terms of 
generating large forms from small motifs; rather he uses more expansive melodic 
paragraphs and harmonic progressions to construct the form, in the manner 
more resembling Schubert and the early Romantic composers. The First Sonata, 
op. 7 (composed in 1820: the apparently early opus number refl ects the fact that 
Czerny did not publish a vast amount of music he had written between 1806 and 
1819), was in fact much admired by Liszt, who performed it throughout Europe. 
In a letter of 1856 Liszt mentioned that sonata ‘and other works of that period, 
1 Randall Sheets, ‘The Piano Sonatas of Carl Czerny’ Doctoral Dissertation, 

University of Maryland, 1987. Mr Sheets’ dissertation remains the only thorough 
survey of these works and I have inevitably drawn upon it, with gratitude, for 
some of the substance of these notes.



 NI 5832/3  NI 5832/3

8

which I rate very highly, as compositions of importance, beautifully formed and 
having the noblest tendency’2. Czerny himself regarded the sonata form as 

Among all the forms of composition, … the most important, and this: fi rst, 
because most of the other principal forms may be included in it; secondly, 
because it presents the composer with opportunity and space for displaying, 
in the worthiest manner, both his invention and fancy, and also his musical 
acquirements; and thirdly, because its form and construction precisely 
correspond with those of the Symphony, the Quartet, the Quintet, and 
indeed of every signifi cant and complete instrumental piece.3

He accordingly placed a high value on his own solo piano sonatas, writing to 
the Leipzig publisher C. F. Peters in 1823 that he intended to make his these 
works ‘an entirety in themselves, in which I want, little by little, to record my 
artistic views and experiences. Therefore I ask you to consider the Third Sonata 
sent to you, as one item of an over-all series, which I hope to make more and 
more signifi cant’4. Czerny’s contention that the sonata is able to contain ‘most 
of the other principal forms’ is eloquently refl ected in this series: his sonatas 
are distinguished by the range and variety of the different forms making up 
the individual movements. Moreover only four sonatas (Nos. 3, 4, 10 and 11) 
are in the classical four-movement form; the others are cast in fi ve or even six 
movements. Martin Jones’s complete recording of these works, of which this 
recording of Nos. 5, 6, 8 and 9 constitutes the fi rst volume, may help to restore to 
the repertoire a fascinating body of work.

13

theme, and the range of piano writing seems at one moment to refl ect Chopin, 
at the next to anticipate Rachmainov. Ardent, throbbing rhythm and Lisztian 
fi oriture characterizes the central section, and a highly elaborated version of the 
main theme precedes a delicate reprise of the opening section; the last bars are 
like a contented sigh. 

 4 Quoted in William S. Newman, The Sonata in the Classical Era 
 (New York, 1974), p. 181.

 3 Czerny, School of Practical Composition, op. 600, translated by John Bishop 
 (London, 1848).

 2 La Mara, Letters of Franz List translated by Constance Bache 
 (London, 1894), p. 266.
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The ensuing Allegro vivace movement constitutes a second brief scherzo, in B 
minor like the fi rst and this time in a 2/4 metre. This swift-moving, emotionally 
disturbed music looks forward to Schumann or even Brahms, and the chordal trio 
in B major, marked sotto voce, brings little relief. There follows an Allegro moderato 
in sonata-form. Czerny marks it dolce e mesto, and the music has an anxious, 
bittersweet character: indeed it is one of his most sensitive and atmospheric 
utterances, with an underlying melancholy worthy of Schubert or Chopin. In the 
recapitulatory section he unexpectedly introduces in two-part counterpoint a 
new theme which is a clear variant of the main theme of the second movement’s 
scherzo and trio, only to quit it for the movement’s coda, which boils up in a 
wrathful spiral of fi guration before ending quietly. 

By recalling the scherzo theme towards the end of the fi fth movement Czerny 
was already looking towards the sonata’s sixth and fi nal movement: a vigorous B 
minor fugue in three voices on a subject derived from that same theme. There are 
nine complete fugal entries in this bustling movement, apart from episodes, false 
entries and stretto imitations, and then a harmonically remarkable transition 
(underpinned by an almost complete whole-tone scale in the bass) leads to a 
più vivace coda. This is almost dying away into silence when Czerny suddenly 
restates the terse, downward-leaping ‘motto’ theme from the very opening of the 
fi rst movement, closing the circle of this unusually diverse sonata. The last, very 
quiet cadence ends the work in the major rather than the minor mode.

Czerny’s Nocturne in E fl at major, op. 647 was seemingly composed about 1840 
and published by Mechetti in Vienna. It belongs, therefore, to a later period of 
the composer’s development: he had completed his Tenth Sonata about 1831 
and only the Eleventh Sonata of 1843 remained to be written. If this is an essay 
in ‘salon style’ (and it is) that style is here raised to kind of sublimity. Chromatic 
infl exion and fi ligree decoration lend interest and incident to the songful main 

DISC 1

In 1827, the year of Beethoven’s death, Czerny wrote four piano sonatas, Nos. 
6-9, and designated each of the last three, Nos. 7-9, which share the adjacent opus 
numbers opp. 143-145, as a ‘Grande Fantasie en forme de Sonate’, a formulation 
which evokes Beethoven’s op. 27 sonatas and perhaps the Wanderer-Fantasie of 
Schubert. 

The second of these Grand Fantasies is Piano Sonata No. 8 in E-fl at major, op. 
144, which Czerny dedicated to the celebrated contemporary piano composer 
Frédéric Kalkbrenner (1785-1849). It has been called ‘the most lightweight of 
Czerny’s sonatas’ and criticized for containing ‘ideas that approximate to a 
salon-style of composition’. But since that verdict was delivered in 19875 we have 
become more familiar with the stylistic ambit of the period, and ‘salon style’ is 
not quite the ultimate put-down that it used to be. Rather this sonata appeals 
to a contemporary taste for the pleasing, the picturesque, the occasionally 
sentimental – but does so with elegance, grace and lively invention.

The sonata-form fi rst movement opens with a melodious, rather Schubertian 
theme which, despite subsidiary ideas and a short second subject, remains the 
true focus of the music. Only in the development section does Czerny begin 
to upset the placidly tuneful mood, but he saves the real surprises for the 
recapitulation when, having restated the two main subjects, he moves by an 
unexpected modulation into a second, more capricious and increasingly virtuosic 
development, which collects itself just in time to conclude the movement in the 
lyrical vein in which it began.

The second movement, in E-fl at like the fi rst, is the only Minuet to be found 
in Czerny’s eleven published sonatas. It is not, however, much like a classical 

12 9
 5 In Randall Sheets’ thesis, pp. 114-5.



 NI 5832/3  NI 5832/3

   

Minuet, since the full textures and the almost constantly roving harmonies give 
it, if anything, a rather Brahmsian sound. The trio, in A-fl at, is more delicate, with 
rippling right-hand fi gures above quiet slow chords which, typically, wander 
a good deal before the return to the Minuet. This is followed by the sonata’s 
only slow movement, an Adagio con sentimento in B-fl at, in sonata-rondo form. 
The marking ‘con sentimento’ may warn us beforehand that this movement is in 
the manner of an extended lyric in ‘salon style’, but apart from its undeniable 
tunefulness the constituent themes are well worked out and effectively varied 
and decorated on their reappearances.

The Prestissimo scherzo in A-fl at is a fl eet, quiet, very brief movement. There is no 
trio-section: the middle of the movement contains a new theme which modulates 
freely, but the swift tempo and 2/4 time are maintained throughout. The sonata 
concludes with a Rondo fi nale marked Allegretto moderatissimo con espressione, 
which to some listeners may recall Schubert’s late sonatas (the last three of 
which were not yet written). Despite the ‘very moderate’ tempo and generally 
lyrical mood, established at once by the lilting and sighing main theme, this 
is structurally quite a complex movement with several subsidiary themes and 
thematic groups and calls for considerable virtuosity at certain points, notably 
in the central episode in the relative minor (C minor), and in the fi nal return 
of the main rondo-theme, which Czerny neatly combines with elements of the 
movement’s other themes to form a kind of summatory coda. The movement 
as a whole forms a delightful conclusion to this sonata, whose very modesty of 
expression tends to disguise its sterling qualities. 

The fourth and last of Czerny’s sonatas of 1827, another Grand Fantasie, is the 
Piano Sonata No. 9 in B minor, op. 145. Czerny dedicated it to the highly 
infl uential composer-pianist Ignaz Moscheles (1784-1870), who had, like himself, 
been close to Beethoven but was then currently living in London. Though not on 

the heroic scale of Czerny’s Sixth Sonata (see disc 2), the Ninth is, like that work, 
an impressive and sometimes sombre design in six movements which ranks 
among his more important piano compositions. His next piano composition, 
incidentally, would be a Marcia funèbre sulla morte di Luigi van Beethoven, op. 146.

The Ninth Sonata’s fi rst movement, marked Allegro con brio, begins with an 
introductory passage that immediately announces a powerful downward-
pouncing motif in dotted rhythm, followed by a brief, poignant digression into 
the Neapolitan region of C major before the exposition proper, in which the 
pugnacious dotted-rhythm theme emerges as the basis of the fi rst subject. The 
second subject has two principal ideas, the fi rst of them being a jaunty march 
and the second a beautifully-worked espressivo theme in two-part counterpoint 
over a descending bass. The development is entirely concerned with the dotted-
rhythm motif; the introductory passage returns in the tonic B minor to signal the 
imminence of the recapitulation, but the fi rst subject is then recapitulated, most 
unusually, in G-sharp minor, though the second subject arrives orthodoxly in the 
tonic. The opening motif reappears in G major to kick-start an exciting coda.

Abrupt, detached sforzando phrases and rhythmic dynamism inform the concise 
scherzo in B minor which follows. Its trio, in the major, has a more songful 
character but is clearly closely derived from the scherzo theme itself. A meditative 
slow movement in D major follows, Adagio: molto espressivo, in concise sonata-
form. It seems serenely lyrical, but the second theme makes unexpected, dramatic 
modulations which create an uneasy atmosphere, reinforced by rumblings in the 
bass and high treble interjections, and this emotional instability carries over into 
a brief but turbulent development. Serenity is restored in the recapitulation, with 
the second theme’s modulations now tending to confi rm rather than undermine 
the main tonality.
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