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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 first 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.
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DISC ONE
 Sonata no. 10, in B-flat Op. 268 (1831) 29.20
1 I Allegro con spirito 8.25
2 II Adagio espressivo 7.21
3 III Scherzo: Molto allegro quasi presto 3.52
4 IV Finale: Allegro con fuoco 9.42

5 Rondino No. 6, ‘Les Jours Passées’ 
 on an original theme in E-flat Op. 42 (1823) 11.04
 Allegretto moderatissimo ed espressivo quasi Andante
 
 Sonatine, in G Op. 251 (c.1830) 14.45
6 I Allegro animato 4.40
7 II Andante, sostenuto e cantabile 3.39
8 III Scherzo: Allegro vivace e con neglgenza 1.40
9 IV Rondo: Allegro vivace 4.46

 Gran Capriccio, in C minor Op.172 (c.1828) 13.40
10 I Adagio non troppo – Allegro 4.24
11 II Andante serioso 4.47
12 III Presto 4.29
   Total playing time 68.56
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DISC TWO 
 Sonata no. 3, in F minor Op. 57 (1824) 31.26
1 I Allegro moderato 7.13
2 II Andante con moto ma serioso 6.37
3 III Scherzo: Allegro molto agitato 6.19
4 IV Finale: Allegro ma non troppo. Capriccioso 11.17

 Andante and Allegro 6.37
5 I Andante espressivo 3.36
6 II Molto allegro 3.01

7 Romance Op. 755 No. 13 (c.1845-50) 2.46

8 Capriccio à la Fuga Op. 89 (1826) 4.59

 Sonata no. 4, in G Op. 65 (1824) 29.29
9 I Allegro vivace con energia 10.26
10 II Adagio molto espressivo 7.35
11 III Presto 4.06
12 IV Finale: Rondino scherzando 7.22
   Total playing time 75.23
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Martin Jones has been one of Britain’s most highly regarded solo pianists since 
first 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 prolific 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 film ‘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 first performance 
of the revised version of Alun Hoddinott’s Third Concerto at the 1974 BBC 
Promenade Concerts, and recorded Hoddinott’s Second Concerto with Andrew 
Davis and the Royal Philharmonic Orchestra for Decca.
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brilliant triplet figuration. Czerny works it up to a bravura passage (worthy of a 
concerto cadenza) that eventually triggers a return of the jaunty polka theme, 
which then plunges unexpectedly into the minor, con fuoco. The various elements 
are recapitulated and developed with vertiginous virtuosity, the march-tune 
reappearing in the tonic G major, and Czerny rounds everything off with an 
enthusiastic più mosso coda whose pyrotechnics are guaranteed to bring an 
audience to its feet in a storm of applause.

Note © copyright 2011 Calum MacDonald 
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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-influential 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 prolific 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 definite claim to fame.

Czerny was born in Vienna on 20 February 1791 to a family of Czech extraction, 
and Czech was in fact his first 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 
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autobiographical reminiscences of Beethoven. Partly as an adjunct to his teaching, 
Czerny composed a host of exercises and studies for piano, in which 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 figurations 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 prolifically 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, fill two facing pages, 
go to the next desk, fill two pages of that work, and so on. By the time he returned 
to the first 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 Vienna Gesselschaft der Musikfreunde, the Monks and Nuns of 
Charity, and – perhaps thinking of the plight of his teacher Beethoven – to an 
institute for the deaf and dumb.
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The Adagio molto espressivo slow movement, in E flat, is a deeply-felt and 
profoundly romantic invention full of passionate feeling and daring harmonic 
exploration. The abundance of plangent major-minor thirds, diminished-seventh 
harmonies and chromatic inflexions gives the music a rich, nocturnal colouring. 
At several points we seem to be hearing anticipations of Chopin’s mature pianistic 
style. A dolce second idea in B flat seems almost operatic in its suggestions of vocal 
coloratura. The music then enters an oppressed E flat minor region, with a 
passionate descending melody in octaves, answered dolcissimo by yet another 
highly romantic theme in G flat whose anticipations of Chopin are quite startling. 
The movement unfolds as a kind of fantasia, finding its way back to the two initial 
subjects, presented now in reverse order and dying out against simulated drum-
rolls in the bass. Czerny directs that the next movement, a G minor Presto, should 
follow without a break. This is a grimly impressive scherzo in percussive staccato 
vein, whose fire and concentration show how much Czerny had learnt in this area 
from Beethoven. The trio, marked dolce and sempre legatissimo, returns us to G 
major and develops a long, hymn-like theme with a confidence that is 
undermined by harmonic instability. A percussive link leads back to the minor 
mode and the reprise of the scherzo.

After two such serious movements, Czerny changes the mood completely with 
the finale, which he describes as a ‘Rondino Scherzando’. This is a playful bravura 
showpiece, very much in the manner of Czerny’s lighter salon music. It makes a 
delightful contrast and relaxation to end with, showing this sonata as a real 
kaleidoscope of moods. A capricious introduction, beginning with a blithe five-
note gruppetto, leads us eventually into the rondo theme, which seems to be a very 
early example of a polka and is based on the same five-note figure. A transition 
with brilliant scalar writing leads to a new, march-like theme in D with equally 
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a pause on the dominant leads to a quieter closing section during which the 
momentum of this splendid polyphonic display piece ebbs away. 

The Piano Sonata No. 4 in G major, op. 65 dates from 1824, just a year after No. 3. 
In strong contrast to the previous sonata, this is an outgoing, extroverted work, but 
similarly impressive in its proportions and sovereign command of keyboard 
technique. The first movement starts with an ebullient, cadenza-like introduction 
in G major, whose very first rhythmic figure (semiquaver upbeat to two quavers 
separated by a quaver rest) becomes an important motif in its own right 
throughout the movement. The first subject proper is an energetic idea carried by 
powerful left-hand semiquaver figuration, leading to a richly-harmonized 
‘walking’ theme in B major that serves as second subject. After this theme has been 
extended and developed the exposition closes with a suave calando closing idea in 
which the rhythmic figure from the opening regains prominence. It leads equally 
effectively into the exposition repeat and, more dramatically, into the start of the 
development section. 

The development is a bravura affair that modulates widely and unexpectedly, and 
gives rise to a new melodic idea, loosely related to the two main subjects of the 
exposition, as well as an extended development of the rhythmic motif in march-
like vein. This prepares for the recapitulation, which arrives via a cadenza-like 
flourish and is fairly regular, though the ambling second subject now appears in E 
major – a third down from the main key, just as it originally appeared a third up, 
establishing an unusual tonal symmetry. In the closing stages the calando theme 
reappears and the rhythmic motif has the last, quiet word.
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Czerny’s long-lasting reputation as a composer of technical studies has led to the 
entirely unjustified 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 (including a series of six symphonies composed 
quite late in his career), sacred choral music (including 24 Masses and 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 much of his music may not 
demonstrate any great originality (though there are exceptions to this), 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 influences.

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 justification, to ‘foreshadow in style and content the 
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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 reflects 
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, 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: first, 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 significant and 
complete instrumental piece. 3 

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.
2 La Mara, Letters of Franz List translated by Constance Bache (London, 1894), p. 266.
3 Czerny, School of Practical Composition, op. 600, translated by John Bishop (London, 1848).
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develop the material in unexpected ways, culminating in a bravura più stretto 
section, apparently resolving emphatically in F minor. At this point, however, 
Czerny inserts a seraphic reminiscence of the major-key canonic section, before a 
final barnstorming coda, Molto Allegro. 

So immense is Czerny’s oeuvre that it is not always possible to date or even 
identify some works. The Andante and Allegro recorded here look as if they 
should be the second and third movements of a three-movement work, perhaps a 
Sonatina, but the score of these two movements is all we have to go on. The Andante 
espressivo is a particularly beautiful and ruminative movement that starts in F 
major but then goes to E: the writing is full of delicate filigree and romantic – 
sometimes Chopinesque – harmonies. The balancing Molto Allegro is a raffish, 
ebullient A major movement in 6/8 time, with a hint of popular (perhaps Italian) 
song to its devil-may-care main theme. 

The Romance in E major, op. 755 no. 13 comes from Czerny’s 25 Etudes melodieux, 
op. 755 published in the late 1840s. Marked Andante con sentimento, this is a fine 
example of his salon music, the melody discreetly emotional without overplaying 
its hand, enlivened by little riffs and curlicues of figuration that culminate in a 
sweet ‘quasi cadenza’ and coming to a contented end with repeated bird-like trills.

The Capriccio à la Fuga in E minor, op. 89, of 1826, on the other hand, is a fine 
demonstration of Czerny’s powers as a contrapuntist and as an admirer of the 
fugal techniques of J. S. Bach. It is, in fact, a brilliant and exhaustively worked-out 
fugue on an argumentative four-bar subject with several contrasting constituent 
motifs, including a six-times-repeated note ending in a trill. Czerny uses all the 
techniques of modulation, imitation, stretto, augmentation and so on. A climax and 
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longest movement in the sonata, and it contains several surprises. A dramatic 
introduction establishes a hard-bitten F minor theme, in which the dotted rhythms 
of the first two movements are subtly present. A roiling tide of left-hand triplet 
arpeggios carries a more melodic second theme, dolce and full of romantic fervour, 
and then a con fuoco transition brings in a richly textured third theme in A flat, 
punctuated by a staccato three-chord gruppetto; this theme immediately 
modulates to C flat, an immense distance from the F minor tonality of the 
movement as a whole. These elements are worked on through a succession of keys 
before the exposition (which is immediately repeated) concludes with a bravura 
closing theme also dominated by triplet arpeggios. The music plunges into B flat 
minor at the start of the development, the triplet figuration becoming an excited 
tremolando played off against the opening theme. After a startling modulation to 
A major, the fury subsides and Czerny inserts a lengthy Poco sostenuto episode in F 
major: a series of canons almost Bach-like in the purity of their counterpoint – their 
archaism and serenity are completely at variance with the rest of the movement.  

Purchasers of the previous volumes in this series will be aware that Czerny liked 
to show off his contrapuntal erudition in his sonatas: Sonatas Nos. 1 and 2 both, 
after what appears to be an orthodox finale, grow an additional fifth movement in 
fugal style. This extended canonic passage within the finale of No. 3 could perhaps 
be viewed in the same light, but it is also to some extent cyclic in effect. Although 
the first subject of the first movement is not recalled exactly, the canonic subject 
(which imitates at the octave over a varying number of beats) certainly resembles 
it closely in contour, though without the first movement’s dotted rhythms. 
Becoming more assertive, this canonic section culminates, con fuoco e vivo, with a 
thunderous two-part canon, both hands in octaves, that leads into the ff agitato start 
of the recapitulation. Though this begins fairly straightforwardly it continues to 
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Czerny naturally 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 significant’. 4 
Czerny’s contention that the sonata is able to contain ‘most of the other principal 
forms’ is eloquently reflected 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 five or even six movements. Martin Jones’s 
complete recording of these works, of which this recording of Nos. 3, 4 and 10 
constitutes the third and final volume, may help to restore to the repertoire a 
fascinating body of work.

DISC 1
Most of Czerny’s Sonatas, though they are often taxing works requiring a bravura 
command of the keyboard, do not exploit virtuoso technique per se. The one 
exception is Piano Sonata No. 10 in B flat, op. 268, which he subtitled Grande 
Sonate d’Etude. Here Czerny the thoughtful and adventurous innovator in sonata 
form, and Czerny the legendary composer of etudes and exercises in every 
possible aspect of finger technique, are dissolved into a single musical entity, 
producing a work of awesome difficulty. Published in 1831, Sonata No. 10 was 
paradoxically the one Czerny sonata which remained in currency for over a 
hundred years. Until the 1930s it was a mandatory piece for graduating students 
competing for the Prix du cours at the Paris Conservatoire, clearly because it 

4 Quoted in William S. Newman, The Sonata in the Classical Era (New York, 1974), p. 181.
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exploits every then-known advanced piano technique. Nor is it any barren 
display of phenomenal prestidigitation, but a highly exciting and sometimes 
moving work of considerable power.  

As in some of Czerny’s other sonatas, the motive power of the Allegro con spirito 
first movement derives from a short rhythmic gruppetto, here of four semiquavers 
and an octave drop, heard in the left hand at the outset. Equally important is the 
answering two-note semitone figure in the right hand, which leads to many 
features of unstable chromatic harmony in the ensuing music. These entities 
constitute a rather sinister introduction before the suave first subject proper 
appears. Both this and the corresponding second subject in F major are not so 
much developed as deliquesced into a veritable kaleidoscope of different kinds of 
rapid figuration, requiring utmost dexterity and wide finger stretches in both 
hands. A canonic development of the semitonal figure closes the exposition, and 
the development begins in gloomy hesitation only to burst forth in brilliant 
pyrotechnics, with a new, imitative Agitato semiquaver theme in C minor and an 
exciting build-up to the point of recapitulation. This is regular, but Czerny caps it 
off with a further new theme to form a decisive coda. 

The G minor slow movement, Adagio espressivo, must be one of the gems of 
Czerny’s vast output: it combines the exalted spiritual qualities of a Beethoven 
adagio with a highly elaborated, fantasia-like aspect that harks back to both J.S. 
and C.P.E. Bach. Out of the gloom of the weighty opening chords emerges a 
wonderful, aria-like melodic line of genuine pathos, contrasted with a more 
dramatic transitional idea and a serene, hymnic second subject. Czerny then 
develops and elaborates these ideas with a wealth of shimmering figuration and 
‘vocal’ fioriture which often seems to anticipate Chopin in intricacy and delicacy 
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first subject returns ff in F minor to initiate the recapitulation. Here Czerny finds 
space for some reflective passages and also a vivace episode (the dotted rhythms 
clipped and staccato in octaves) before a coda propelled by the cascading 
figuration, which comes to an unexpectedly delicate and thoughtful close.

In the second movement, marked Andante con moto ma serioso, the dotted rhythms 
have not relinquished their hold. The music suggests a kind of funeral march in 
3/8 time, but on that basis Czerny erects an extraordinary virtuoso structure that 
– as occasionally in his other sonatas – seems to anticipate the music of Alkan. 
There are two subjects, in D flat and B flat, again intimately related by rhythm. 
Drumbeats in the left hand and filigree figuration in the right accumulate through 
a long developmental section to a climactic and elaborated return of the opening 
section that rises to a passionate climax and gutters out with echoes of the 
drumbeat figure.

The scherzo, which returns us to F minor, is a whirlwind affair anticipating some 
of the studies in Czerny’s School of Velocity, op. 299. Powered by coruscating 
semiquaver figuration, first in the left hand and then in the right, and almost 
continuously modulating, it presents two contrasting ideas and has something of 
the character of a wild ride. The Trio, in D flat, marked Sempre sotto voce e un poco 
sostenuto, presents a radical contrast in its hymn-like melody and the romantic 
dolce con amore territory, replete with unexpected chromaticism, into which 
Czerny leads it. The scherzo returns verbatim though without its first-time 
repeats, its hard-driven agitato style making an even greater impact after this 
interlude.

The finale, which Czerny appropriately marked Capriccioso, is as mentioned the 
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DISC 2
As noted above, Czerny asked the publisher C.F. Peters to ‘consider the Third 
Sonata …as one item of an over-all series, which I hope to make more and more 
significant’. With its sombre F minor tonality and spacious layout Piano Sonata 
No. 3 in F minor, op. 57 is indeed in some respects a more ambitious work than 
the two sonatas that preceded it, even though Nos. 1 and 2 were cast in a larger 
number of movements. Roughly contemporary with Beethoven’s last sonatas and 
the Diabelli Variarions, it is one of Czerny’s longer sonatas in terms of duration, 
and the tumultuous finale is the longest movement in any of the sonatas outside 
of the tremendous Sixth Sonata (recorded on Nimbus NI 5832/3), perhaps his 
masterpiece in the genre. Indeed No. 3, which Peters brought out in 1824 as 
‘Troisième Grande Sonate pour le Piano-Forte’, is the first of Czerny’s sonatas in 
which the finale is clearly the goal and culmination of an unfolding musical 
argument. Unlike its two predecessors it bears no dedication: it seems to be a 
work that Czerny wrote very much for his personal satisfaction.

The first movement’s pensive opening theme, with its pervasive dotted rhythm, 
becomes more impassioned in a forte restatement and expansion, with prominent 
syncopations and dissonant grace-notes. This whole paragraph is structured as a 
crescendo up to its decisive fortissimo concluding cadence. Immediately there 
follows, with no transition, a contrastingly gentle dolce e sostenuto second subject 
in the relative major, which nevertheless feels like a variant of the main idea since 
it, too, is pervaded by a dotted rhythm. In fact the dotted rhythm will persist, 
obsessively, throughout the entire movement, giving it a march-like feel. The 
exposition is repeated and flows into a quicker, vivo development beginning in C 
sharp minor. A new element – cascading semiquaver figuration – becomes the 
motive force for some almost Bachian contrapuntal display, ff con fuoco, and the 
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but in fact remains distinctly Czernian. The agitated firefly trills of its culmination 
and the deep melancholy of the fading, closing bars are intensely memorable. This 
marvellous movement deserves to be much better known, and could perhaps 
stand on its own in a recital programme. 

In extreme contrast to such a profound meditation, the naughtily capering 
scherzo is in the manner of a galop, full of difficult skips for the right hand. 
Unusually, there is no trio section as such, but a contrasting E flat middle section, 
un poco più tranquillo, that continues the development of the scherzo material. The 
whole movement is a kind of salon bonbon raised to an almost ridiculous state of 
virtuosity. Allegro con fuoco, the rondo finale begins with a running pattern of 
arpeggiated semiquavers in the left hand over which a theme in abrupt dotted 
rhythms takes shape. In fact, through a parade of themes, the semiquaver motion 
virtually never stops. To all intents and purposes the movement is a toccata-like 
study in velocity recalling some of the pieces in Czerny’s Art of Finger Dexterity, 
op. 740, which was published in the same year. Half way through this expository 
section a more sombre theme in right-hand octaves appears on the scene, but can 
do little to stem the flow of virtuosic chatter, which Czerny uses to develop all his 
motifs and figuration, throughout, in a brilliantly fluid and resourceful fashion. 
Towards the end the octave theme reappears in the tonic B flat, and a scintillating 
Presto coda brings this astonishing work to a thrilling close. 

Here as in previous volumes of this series we present a selection of other works 
from Czerny’s multitudinous piano output, as foil and complement to his majestic 
series of sonatas. Czerny wrote, for instance, a series of Rondinos – literally, little 
rondos – which are actually a form of variations, mostly based on themes by other 
composers. The Rondino No. 6 in E flat, op. 42, however, which he composed in 
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1823, is founded on an original theme. Czerny calls it ‘Les Jours Passées’, and it is 
a fragrantly sentimental melody with discreet passing chromaticisms announced 
in an intensely relaxed tempo (Allegretto moderatissimo ed espressivo quasi Andante) 
which he puts through a wealth of filigree variations and changes of key and 
character, culminating at last in an extraordinary display of tremolando in both 
hands and a cadenza-like link back to a richly satisfying reprise of the initial 
theme. 

Czerny composed at least 29 sonatinas for piano, sometimes grouping as many as 
six together under a single opus number. The Sonatine in G major comes from 
his Troisième Décaméron, op. 251, a collection of ten varied pieces published about 
1830 (the word Decameron comes from the Greek, meaning ‘ten days’) which 
Czerny subtitled a Recueil de compositions amusantes pour le piano seul. A genuine 
miniature four-movement sonata, the work begins with a blithely tuneful Allegro 
animato, remarkable for the different thematic characters and textures that Czerny 
packs into a comparatively small space. There are clear echoes of both Mozart and 
Beethoven in this music. After the exposition has been repeated a varied reprise, 
with much modulation, does duty for both development and recapitulation. The 
C major slow movement, Andante sostenuto e cantabile, is a charmingly tuneful 
piece of domestic salon music with a more impassioned central section. A brief, 
skipping scherzo in G has a carefree C major tune for trio. The witty Rondo finale 
makes the greatest technical demands: it sets off with a cheerful trotting melody, 
Czerny introducing bravura flourishes, unexpected modulations and mock-
sententious cadences along the way and finally signing off with a passage of 
giddy, bubbling virtuosity.
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In some ways the splendid Gran Capriccio in C minor, op. 172, composed about 
1828, resembles a terse three-movement sonata, but in a turbulent romantic idiom 
very different from the Sonatine’s serene classicism. A brooding slow introduction 
gives way to a hard-bitten, headlong Allegro with a contrapuntal central episode 
based on a form of the introduction’s theme instead of a development proper; the 
reprise of the main ideas is accomplished with intensified bravura, suddenly 
subsiding to a quiet, shadowy close. A central Andante serioso in the tonic major 
follows without a break, as a series of variations on a calmly glowing, hymn-like 
theme, presented first over a staccato bass, almost pizzicato in its effect. The 
middle variations plunge into a passionately afflicted C minor, creating a 
contrastingly agitated section whose principal figuration persists into the major-
key restatement of the theme. As this movement dies out the Presto finale starts, a 
fiery, whirlwind invention dominated by obsessive rapid triplet rhythms, with a 
grim, Alkan-like gleam in the music’s eye. It sweeps up to a sudden pause, and 
Czerny springs one of his contrapuntal surprises: a slower four-part polyphonic 
invention takes over, based on the chordal theme that first accompanied the 
hurrying triplets, and also on a variant of the theme of the first-movement 
introduction. This reminiscent episode soon rises to a rhetorical climax and the 
headlong scurry of the triplets is off again, driving everything before it right up to 
the breakneck Più Presto coda.      
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DISC ONE

1-4   Sonata no.10, in B–flat Op. 268       29.20

5 Rondino, in E-flat Op. 42 11.04

6-9 Sonatine, in G Op. 251 14.45

10-12 Gran Capriccio, in C minor Op. 172 13.40

Total playing time 68.56

DISC TWO

1-4 Sonata no. 3, in F minor Op. 57 31.26

5-6 Andante and Allegro 6.37

7 Romance Op. 755 No. 13 2.46

8 Capriccio à la Fuga Op. 89 4.59

9-12 Sonata no. 4, in G Op. 65 29.29

Total playing time 75.23


