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FOREWORD

Domenico  Cimarosa  (1749-
1801) was an Italian composer who
was renowned first of all for being a
master of opera buffa. It was he who
raised that genre to the top. Having
been a successor of the other Neapoli-
tan master, Giovanni Battista Pergo-
lesi, Cimarosa became the predeces-
sor of the last genius of opera buffa —
Gioachino Rossini.

Domenico Cimarosa was born in
1749 in Aversa close to Naples. His
father was a stonemason and his
mother was a laundress. In 1761, be-
ing 12 years old, Cimarosa was ad-
mitted to the oldest conservatory in
Naples — Conservatorio di Santa Ma-
ria di Loreto — where he studied for
11 years. Prominent musicians of
that time were teaching there, among
them there were such well-known
composers as Gennaro Manna, Anto-
nio Sacchini, Fedele Fenaroli and
Niccolo Piccinni. During his student
days Cimarosa perfectly mastered the
art of singing, playing the violin, the
cembalo and the organ; he wrote a
number of motets and masses as well.

In 1772 he premiered his first
opera (“Le stravaganze del conte”),
which was met by the audience with
sympathy, but didn’t have much suc-
cess. The pieces that followed gradu-
ally strengthened Cimarosa’s position

INPENCIOBUNE

Nranbsackmii  kommosurop [lome-
ko Ymmaposa (1749-1801) mpocra-
BIJICS, TIPEJKIIe BCETO, KAK MacTep orephbi-
oydpda. Nmenno B ero TBOpuUectBe 3TOT
JRAHp JocTUT cBoelt Beprimubl. Hero-
CPEe/ICTBEHHBIN MPOIOJIKATEIh TPaUINiA
JIPYyroro  HearnoJuTaHCKOTO  Macrepa,
Jiswosananm barrucra [lepronesu, Ynma-
po3a cras mpejiiecTBeHHNKOM MOCJIeHe-
ro renusi onepui-oOypda — JImoarrmHo
Poccunm.

Hlomenurko Ywmmaposza pomuics B
1749 rony B Amepce, 6au3 Heamons, B
ceMbe KameHIUKa n npauyku. B 1761 ro-
ny, B Boszpacre 12 ser, Jlomenuro ObL1
HPUHAT B CTAPEHIIyi0 KOHCePBATOPUIO
Heanonss — «Canra Mapus qu Jlopero» —
rie yumicss Ha nporsskennn 11 jger. Tawm
MPerojiaBaiil BbIJAIONNECS MY3bIKAHTHI
CBOETr0 BpPeMeHMU, cpefil KOTOPHIX ObLIN 1
nU3BECTHBIE KOMIO3UTOphI:  [lskerHapo
Manna, Auronno Caxkunu, Oegere De-
naponaun u Huxkxono Iuuunanu. 3a rojb
oOyuenusi B Koucepsatopuu Ynmaposa B
COBEPIIeHCTBE OBJIAJIe]l MCKYCCTBOM ITe-
HUSI, UTPbl HA CKPUIIKe, 4eM0aJIo u op-
raHe, a Tak yke HAMMCcAT HeCKOJbKO MOTe-
TOB U MeccC.

B 1772 romy oH mocraBmI CBOIO
nepByto onepy («IIpuuynsr rpadar), Ko-
Topas OblIa TPUHATA TYOJMKOI COUYB-
CTBEHHO, HO He mMeja 0coboTro ycrexa.
[TocnemoBaBIiie 3a 3TUM ITPOU3BEEHIUS
nocrernenHo yrepauin  Yummaposy Ha



on lItalian stage, thus making his
name famous in Italy. His operas
were put on the stage not only in Na-
ples, but also in Rome, Venice, Milan,
Florence, Turin, Verona and other
cities.

For the decade he wrote more
than 15 opere buffe, a number of in-
termezzi giocosi and two opere serie.
By the first half of the 1780s Cima-
rosa became the most famous com-
poser in Italy, having successfully re-
placed the masters that were abroad
at the moment, such as Giovanni Pai-
siello, Niccolo Piccinni and Pietro
Alessandro Guglielmi. His name be-
came popular not only in his own
country, but far beyond.

Even though Cimarosa’s opere
serie were put on the stage with great
success, his highest achievements
were connected with the genre of
comic opera. It was in opera buffa
that his talent of implementing com-
plicated comedy intrigues was ex-
pressed most fully and visibly. His
works in this genre demonstrate ex-
cellent dramatic sense, extraordinary
melodic generosity and delicate use of
intonations of folk music. Among
Cimarosa’s best works of the 1770s
and the 1780s there are such opere
buffe as “L'italiana Londra”
(1778), “Giannina e Bernardone”
(1781), “La Vanita delusa, o sia Il
Mercato di Malmantile” (1784) and
“Le trame deluse” (1786). The last
one received high praise from Gi-
oachino Rossini, who was well-known
for his severe judgments.

Despite the large number of
works written by Cimarosa by the
mid of the 80s, he never managed to
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NTATbAHCKON CIleHe, clieJlaB ero MMsi M3-
BectHbiM B Wramuu. Ero omeps crasum-
Juch He ToabKo B Heamone, no u B Pume,
Benenuu, Munaune, @nopennunu, Typute,
Bepoue u ipyrux ropopax.

3a JecArh Jer UM ObLIO HAIUCAHO
oonee 15 omep-Oydda, HECKOTBKO WH-
TePMeIIo-/FKNOK030 1 JIBe OTlephi-cepua.
R nepsoii monosune 1780-x rogoB Ynma-
po3a cTajt caMbIM U3BECTHBIM KOMIIO3UTO-
pom Mranuu, ¢ ycriexom 3aMeHUB MacTe-
POB, HAXOAMBIINXCS B TO BpPeMsi 3a Tpa-
auielt, Taknx kark /Ixopannum [lansuen-
no, Hukkomno ITuyunnan n [Teerpo Anec-
caumpo I'ynsenbmu. Ero mms npuobpeno
HOTYJISIPHOCTH HE TOJILKO Ha POJiMHe, HO
U IAJIEKO 3a eé mpejiesaMu.

Hecmotrpst Ha to, 4T0 omepwi-cepua
Yumapossl cTaBUINCH ¢ OOJBINTIM yCIie-
XOM, HAWUBBICIINE €r0 TOCTUKEHUs ObLIN
COCPEIOTOUEHBl B KAHPEe KOMUYECKOM
ornepwl. VImenno B ornepe-oydda nanbdo-
Jiee TOJTHO U HeNOCPEeCTBEHHO CKa3aics
ero Jlap yBIeKaTeJbHO U SPKO BOTLIONIAThH
3amyTaHHBble KOMeJuiiHble WHTpUTu. Kro
paboTam B ATOM jKaHpe CBOWCTBEHHO Be-
JUKOJIeTTHOe JIpaMaTypruyeckoe 4YyThbe,
HEeOOBIKHOBEHHAsI MeJofnvyecKas Iefl-
POCTH 1 TOHKOE MCIOJIb30BaHe MHTOHA-
Ui HAPOIHBIX HameBOB. K sydrum TBO-
penusm Ymmapossr 1770-1780-x romos
otHocsTess onepui-Oydda «Uranbsara B
Jlonmone» (1778), [lxxannuna u Beprap-
noue» (1781), «Pwimok ManbpmanTuie,
nan Obmanyroe tiiecinaue» (1784) u
«Heymaunnie muarpurn» (1786). O mo-
cJiefiHell oTriepe 0UeHb BBICOKO OT3BIBAJICS
Jiwoakknuo PoccuHu, m3BecTHBIN CBOM-
MU B3BICKATEJIbHBIMU CY3KICHUSMU.

Hecmotrpst Ha orpoMHOe KOJIMYeCTBO
poun3BeleHmil, Hanncanubix Ynmaposoi
K cepeanie 80-X rojoB, eMy Tak W He
YIQJIOCh TOCTUYb 00ECIIeYeHHOTO CyIIe-



achieve material well-being; a com-
poser’s fees were significantly lower
than those of a virtuoso singer at that
time. That is why in 1787 Cimarosa
accepted the invitation to Russia,
where the position of composer and
maestro di cappella at the St. Peters-
burg court of Catherine Il had been
vacated due to Paisiello’s departure.
Many Italian composers were em-
ployed at the Russian Imperial Court
since the 1730s; among them there
were Francesco Araja, Baldassarre
Galuppi, Tommaso Traetta, Giuseppe
Sarti and many others. An Italian
opera ensemble was also engaged
there on a permanent basis, as well as
a number of Italian instrumentalists
and singers.

Cimarosa’s responsibilities in-
cluded composing operas, cantatas
and chamber pieces to be performed
at court, as well as putting operas on
the stage and giving singing lessons
to high-ranking persons. During his
years in Russia he created a number
of operas, including “La vergine del
sole”, considered to be the best opera
seria among the composer’s works.
The beautiful overture and impressive
choir episodes contributed to the
tremendous success of that opera. In
addition, Cimarosa put on the stage
some of his operas that were written
in Italy, as well as a number of operas
by the other composers.

Cimarosa stayed in Russia for
three and a half years. During that
time he created several cantatas
(“Atene edificata”, “Il giorno felice”
and others) — such an enthusiasm for
choral compositions was probably
drawn from the impression that the

CTBOBAHWSI — TOHOpPapbl KOMITO3MTOPOB
TOrO BpeMeHu ObLIN 3HAYUTENHHO MeHb-
e TOHOPAapoOB TEeBIOB-BUPTY030B. [lo-
sromy B 1787 romy YUummaposza npussia
npejioskenne nepeexarb B Poccuio, re
nociie orwhesfa [lamsmesnio ocBobomuics
OCT TPUABOPHOTO KarejbMmeiictepa U
Komro3nTopa nipu aBope Erarepuunr [I.
C 1730-x romos mpu Poccuiickom umiie-
pPaTOPCKOM JIBOpe TPYAMJINCH TaKKe WUTa-
JObsIHCKIE KoM1o3utopbl Kak Mpanvecko
Apaiis, Barbnaccape Fanynnu, Tommaszo
Tpansrra, [Isxy3senme Capru u MHOTHE JIPY-
rie. Tam Tarske feiicTBOBaIA MOCTOSTHHAS
UTaTbSAHCKAS ONepHAas TpyIa, padorayiu
UTATbAHCKIE NWHCTPYMEHTATUCTBI U TIeB-
15

B obsi3annocTn Unmapossl BXOMIO
COUMHEeHMe oTep, KaHTaT, KaMepHbIX
NPOM3BEJIeHNI  [I7IT  WCIIOJHEeHUsT  I[IPH
IIBOPE, MOCTAHOBKA CIIeKTaKIeil 1 00yue-
HIle TIeHWI0 BBICOKOIIOCTABIEHHBIX 0CO0.
3a roxmwul paborel B Poccunm mm Ob1I0 cO-
37laHO HECKOJbKO OIep, Cpefnm KOTOPhIX
omepa-cepus «JleBbl commma», oxrasaB-
Masics JydIeil U3 orep HTOTO yKaHpa B
TBOpUYecTBe Komrmosuropa. OrpomHOMY
yCIexy 3TOTO MPOU3BeIeHUsT CII0COOCTBO-
BaJIM MPEeKpacHas yBepriopa u sipKie Xo-
posbie ann3opnl. [lomumo aroro Ynmapo-
3a TOCTABWJI HECKOJILKO OTep, HalucaH-
HbIX UM B Mranum, a takme psij onep
IPYTUX KOMIIO3UTOPOB.

B Poccnm YUmmaposa mipoObLT TpU ¢
MOJIOBUHOI TO/Ia. 3a ATO BpeMsi UM ObLIO
CO3/IaHO0 HeCKOJbKO KaHtar («Bospsur-
nyteie Adunby, «Heomumannoe cua-
CThe» M JIp.) — TaKoe yBJedeHmne XOPOBHI-
MU COYMHEHUSAMU, BEPOSTHO, ObIIO BbI-
3BAHO TeM BIleYATIeHUeM, KOTOpoe Tpo-
n3BeJ Ha Hero BejaurosenHbiii xop [lpnm-
IBOPHOIT MeBUeckoil Kamesibl. Hecmorpst
Ha HaNpsKeHHYI0 padoTy, KOMIIO3UTOP



magnificent choir of the Court Chapel
had made on him. Despite the hard
work, the composer didn’t make a
brilliant career at the Russian Court
— his music was lacking the ostenta-
tion and the surface gloss, therefore it
didn’t satisfy the tastes of court. Be-
sides, the northern climate had a bad
influence on his health, so Cimarosa
decided to leave Russia in 1791.

In the same year Cimarosa was
appointed court Kapellmeister by Ho-
ly Roman Emperor Leopold Il and
was commissioned to write an opera
together with a court poet, Giovanni
Bertati. The result of their collabora-
tion was Cimarosa’s most popular
opera — “Il matrimonio segreto” —
that was a tremendous success after
its premiere in 1792. Many opera
houses all over the world include this
opera in their repertoires up to this
day. The unique feature of “Il matri-
monio segreto” is the organic combi-
nation of lyricism and sincere poetic
feeling with humor and cheerful buf-
foonery. Flexible and songful melo-
dies of the opera, reproducing both
the excited patter and the love lyrics,
are based on intonations of speech, as
well as on folk songs and dance music
vocabulary.

The composer stayed in Vienna
for about a year and returned to Na-
ples already in 1793. Over the next
five years he composed music with
the same energy, writing opere buffe,
opere serie and cantatas, as well as
instrumental pieces.

The revolution that took place in
Naples in 1799 played a tragic role in
the composer’s life. Being a revolu-
tionary and a true patriot, Cimarosa

He cjiesial OecTsAIeil Kapbepbl PN Pyc-
CKOM JIBOpe — ero My3biKa Obljia JInIeHa
BHEIITHell mapajHocTu u 0Jiecka u MoToMy
He YJOBJIETBOPsIIa MPUBOPHBIM BKYCaM.
Kpome TtorO, CceBepHBII KINMAT TLIOXO
CKa3bIBAJICS HA €ro 3][0POBbe, TI0ITOMY B
1791 romy YUmmaposa npuHsI pernieHue
nokunyTh Poccuro.

B srom ke romy mmmneparop Css-
mernoit Pumckoit Ummiepun Jleommomby 11
MPUTJIACUI €r0 Ha TOCT MPUBOPHOTO Ka-
nejbMeiicTepa u IMPEAJOKUIT COUYNHUTD
orepy JJIsi BEHCKOTO TeaTpa B COaBTOP-
cTBe ¢ TPUABOPHBIM 1odTOM JIyKOBaHHM
Bepratu. Pesynbratom srtoro coppysike-
cTBa cTajia m3BecTHeiimas ornepa Yunma-
po3wl «Taiiublii Opak», MMeBIIas OTNTY-
MIUTeJILHBIN YCIIeX Mocje CBOeil TpemMbe-
pet B 1792 ropy. dra onepa u 1o ceii eHb
BXOJIMT B perepryap MHOTUX TeaTpoB IO
Bcemy wMmupy. HemoBropumas ocoben-
HocTh «TaiiHoro OGpaka» 3awritouaercs B
OPraHUYHOM TeperieTeHnn JupuaMa u
NCKPEHHero IMOITUYECKOTO YYBCTBA ¢
IOMOPOM U 3ajiopHoil Oyddonamoii. I'nod-
Kas 1 HaleBHAs MeJOJMKA Oephl, mepe-
fawIas 1 BO3OYKIEHHYI0 CKOPOrOBOP-
Ky, ¥ JIOOOBHYIO JIUPUKRY, OCHOBBLIBAETCS
Ha WHTOHATNAX Peun, HaPOHO-TeCeHHO
U TAHIeBAIbHOI MY3bIKQJIBHOM JIEKCUKE.

Rommiosurtop npoowui1 B Bere orosto
roga n y:ke B 1793 romy BepHyscs B
Heamons. Ha mporstsrennu ciemyronmx
IATH JIeT OH ¢ TPesKHeil DHeprueil covumn-
HSJT MY3BIRY: mucaJ omnepoi-0ydda, ore-
pBI-cepra, KaHTaThl, a TAKKe WHCTPYMeH-
TaJTbHbBIE TIPON3BEIeHS.

[Tpousomenmas B 1799 romy B
Hearmosne peBosionus cwirpanga Tparuue-
CKYI0 POJib B ;KuU3HU Kommozuropa. Mc-
TUHHBIN MATPUOT U peBoJiormonep, Yu-
Mapo3a IPUBETCTBOBA PEBOJIONNIO 1
naske Hammeasa B ¢BA3M ¢ atuM «llarpmo-



welcomed the revolution and even
composed a patriotic hymn to a text
by Luigi Rossi in this regard. Howev-
er, republic didn’t last long — monar-
chy was restored in Naples in half a
year, following which a punishment
of the republicans began. Luigi Rossi
was executed; Cimarosa was going to
suffer the same fate, but he was re-
leased in spring of 1800 thanks to the
intercessions of his influential
friends. The imprisonment had final-
ly undermined his health and he
passed away in January 1801, being
in Venice.

Even though the composer pro-
duced a huge amount of works (about
70 operas, two symphonies, a concer-
to for two flutes, cantatas, sacred mu-
sic, 32 sonatas for cembalo and other
chamber pieces), his name is known
today largely due to his main master-
piece — “II matrimonio segreto”
opera. Cimarosa became the author
that managed to make Goldoni’s re-
formative aspirations concerning
opera come true. He created diverse
characters instead of typical masks
and raised dramaturgic qualities of
opera to a higher level. Having
brought in ensembles as active ele-
ments of development, individualized
musical description of characters and
enriched comic writing techniques,
he set the stage for the further pro-
gress of opera buffa in the XIX centu-

ry.

* Kk

32 sonatas for clavier by Dome-
nico Cimarosa follow the tradition of
Italian clavier sonatas that was estab-
lished in the XVIII century. Italian

THYecKUil THMH» Ha cjoBa Jlynmxru Poc-
cu. OpHaro pecmybamKa TPOCYIECTBO-
Bajla HeJOJATO0 — YyyKe uepe3 TMOJTOJA B
Hearmose Oblta BocctaHoBI€HA MOHAPXUS
7 Havajach pacrpaBa HaJ| pecryOJmKaH-
mamu. JIyumsru Poccu ObL1 KazHeH, Ta ke
yuyacTh skjaagta n Ynmaposy, Ho Oaaromaps
XoflaTaicTBaM BIUATETbHBIX JIPy3eil OH
oL ocBoOOKIEH BecHoi 1800 roma. Tio-
pemMHOe 3aKrJI0ueHne OKOHYATeJTbHO TIO-
mopBajio ero 3noposbe, n B ssuBape 1801
rojia, Haxojsich B BeHeruu, oH cKOHYAJI-
cs.

Hecmorpst Ha TO, 4TO KOMITO3UTOPOM
OBIJIO  CO3/IAHO OTPOMHOE  KOJMWYECTBO
npoussefiennii (orkoso 70 omep, nBe cuM-
orumM, KOHIIEPT /s ABYX (heiiT, KaHTa-
ThI, TIEPKOBHAsI MY3bIKa, 32 COHATHI JIJIsI
qemM0OaJsI0 n Jpyrue KaMepHbie TPOou3Bese-
HIIS1), €r0 UMS JIOIIIO0 10 HAIINUX JIHel BO
MHOTOM OJiarofiapst ero rJIaBHOMY IiTeJ[eB-
py — omepe «Taiiabiii 6pak». Yumaposa
CTaJ aBTOPOM, KOTOPBII CMOT BOTIJIOTUTH B
JKU3HBb  pedopMaTopcKme  yeTpeMJIeHu s
Fonbmorun B obnacTu  omepwi: cO3/aTh
pa3HOIJIAHOBBIE XapaKTephl MmepcoHakel
BMECTO THUIMUYHBIX MAaCOK U TMOIHATH
OTIePHYIO JIpaMaTypruio Ha BHICOKUIT YPO-
BeHb. BBemenme amcambieil Kak aKkTWB-
HBIX DJIEMEHTOB Pa3BUTUs JIENICTBUS, NH-
AUBUAYATN3ATAsT MY3bIKAQIBHON Xapakr-
TEPUCTUKN TepCcOHaKell m oborareHne
KOMEJIMITHBIX TPUEMOB THUCHhbMA TOJT0TO-
BWJIN TIOYBY JIJIsI IATbHENIIeT0 pa3BuTIs
orepbi-Oydda B XIX Beke.

HKk

32 conarbl s KiaBupa /loMmenmko
Uumapossl CJHEIYIOT CIAOKUBIIENCS B
XVIII Beke Tpaguiinm NTajlbsIHCKNX KJa-
BUPHBIX coHatr. MranbsiHcKue orepHbie
KOMIIO3UTOPbI, B YMCJIe KOTOPBIX MOKHO
yromsanyts Huxkomno Homemtn n Tomma-



opera composers, among which can
be mentioned Niccolo Jommelli and
Tommaso Traetta, understood the
genre of sonata as lyrical and often
based intonational structure of their
instrumental pieces on the vocal
principles. Therefore, the musical
material of Jommelli’s, Traetta’s and
Cimarosa’s sonatas has much in
common with the melodic patterns of
their operatic works.

Considering the common com-
posers’ practice of that time, one can
assume that these sonatas were writ-
ten for playing at home and for edu-
cational purposes. However, there is
no evidence or any documents mak-
ing it possible to determine accurate-
ly the time of creation of Cimarosa’s
sonatas. Nowadays these sonatas are
performed as one-part pieces, though
some researchers express an opinion
that the sonatas could have cyclic
form. However, there are no facts
confirming this theory.

The sonatas are written not in
the classical sonata form, but rather
combine the traits of baroque sonata
and its structure with the principles
characteristic for the classical canon.
Hence, their binary or ternary form,
where the main structural caesura
usually stands between an exposition
and a development. In all the sonatas
an exposition presents two theme
groups given in different keys. The
further progress of the material de-
pends mainly on its genre basis,
character, type of contrast, etc.

The researchers divide the sona-
tas into several groups according to
the character and genre of the mate-
rial given. Fast major sonatas (19 of

30 TpasTra, moHMManm sKaHp COHATH KaK
JUPUYECKNI 1 9acTO CBA3BIBAIN WHTOHA-
IINOHHBIN CTPOU CBOMX MHCTPYMEHTAlb-
HBIX COYMHEHWI ¢ BOKAJbHBIM HAYaJIOM.
Mysbikanbubiii  Matepuan comar Mo-
mesn, Tpastrel 1 Unumapossl, Takum 00-
pa3oM, MMeeT MHOTO OOTIETro ¢ MeJIOIMKOT
MX OMEePHBIX MTPON3BEIeHMII.

YuurbiBasg OOBIYHYIO KOMITO3UTOP-
CKYIO TIDAaKTHKY TOTO BpPEMEeHU, MOKHO
MPEeATIONOKITh, YTO ITU COHATHI TIHcA-
JUCH I TOMAITHero MY3UIUpoOBaHuUsA 1
nefgarornyecknx HY:RA. I[lpm asrom He
0CTAJIOCHh HUKAKUX CBUIETENHCTB UM J10-
KYMEHTOB, TO3BOJISONINX TOYHO OTIpejie-
JUTHh BpeMsi co3fannsi coHar UYmmapossl.
Ceityac aTH cOHATHI WMCIOJHSIIOTCS Kak
OJTHOYACTHBIE ITPON3BEJIeHNST, HO HEKOTO-
pbie MceaeloBaTes il BHICKA3BIBAIOT MHe-
HIIe O TOM, YTO OHU MOTJN NUMeTh ITNKJIN-
qeckyio Gopmy. [lpm srom rRarmx-1mb0
MAHHBIX, TOJATBEPKAAIONINX DTy TEOPHUIo,
He 00HAPYsKeHO.

Conarbl HanMcaHbl He B Raaccuyve-
CROU COHATHOI (popMe, HO cOUeTaroT B ce-
Oe 4epThl ODapoUHOI cTapocoHaTHOW dop-
MBI ¢ IIPUHIUIIAMY, CBOMCTBEHHBIMU Ka-
HOHY KJaccuiuama. Orciofa JBYX- Wian
TpEXUacTHasi CTPYKTYpa, B KOTOPOWM OC-
HOBHAs CTPYKTypHas 1e3ypa, KaKk mpaBu-
710, TIPOXOUT MERIAY DKCIMO3MITNMOHHON
4acThi0 W Pa3BUBAIOIINM pPasaesoM. JKC-
MO3UIMOHHAA YacTh BO BCeX COHaTax
npejicTaBisieT iBe oOpas3Hblie cdepwi, M3-
JaraeMble B Pa3HbIX TOHATBLHOCTAX.
Jlanbmeiitee ke pasBuTHe Marepuasa
3aBUCHT INIABHBIM 00Pa3oM OT ero yKaHpo-
BOIl OCHOBBI, TUTIA KOHTPACTa, XapaKrepa
0o0pasoB 1 T.]1.

WcenenoBarenn moapasfesnsior co-
HaThl HA HECKOJIBLKO OOpPa3HBIX U JKAHPO-
BBIX TPYII, CPe KOTOPBIX BeyITyIO
pPOJTb UTPAIOT OBICTPHIE MajyKOpPHbIE COHA-



32 pieces) are playing a leading role.
Sonatas in moderate tempos consti-
tute a smaller group (10 pieces). The
last three sonatas have a mixed struc-
ture that clearly illustrates the pro-
cess of establishing the sonata form.

Thematic material of the sonatas
in the first group is usually instru-
mental in nature and relies on melod-
ic and harmonic figuration, ornamen-
tation and passages. Such features
are first of all characteristic for oper-
as’ overtures of that time and orches-
tral fragments in operas. The lack of
marked thematic contrast between
different theme groups is compen-
sated with the key contrast, which is
characteristic for baroque forms.

At the heart of the image system
of the second group lie "instrumental
arias", established in the XVIII cen-
tury as part of the suite cycle. The
themes of these sonatas are based on
vocal principles, hence the presence
of an expressive melody with accom-
paniment. The intonational system
displays the features of aria lamento
(vivid melodic phrases, suspensions,
etc.). Obviously, the contrast between
these groups is similar in principle to
the contrast between the parts of a
sonata cycle, so fast major sonatas
could serve as the first parts and lyri-
cal sonatas with moderate tempos as
slow second parts.

Sonatas with a mixed structure
combine a binary sonata form with a
ternary principle or a principle of
rondo. A huge variety of individual
solutions of the sonata form along
with the imaginative vividness of
these works show the author's mas-
terly sense of the laws of composition,

e (19 u3 32 conar). Menee mHoOTOUMC-
JEHHYI0 TPYIITY COCTABJSIOT COHATHI B
ymepernnom temnie (10 cownar). Tpm
OCTaBIIINECsT COHATHI MMEIOT CMeIaHHyIo
CTPYKTYPY, HATJSIHO WITIOCTPUPYIOTTYIO
MpOIecc CTAaHOBIEHUSI COHATHOI (DOPMBI.

Temarnuecknii  mMatepuasa  coHaT
MePBON IPYIIIbI, KAK MPABUJIO, UMEeT MH-
CTPYMeHTATbHBII XapaKkTep, OCHOBbIBAET-
¢Sl HA MEJOJIMYECKNX W TapMOHUYECKUX
durypanuax, mnaccaykax, MeJH3MaTHKe.
[TomoOHBIe YepThI CBOWCTBEHHBI TIPesKIie
BCETO OTIEPHBIM YBePTIOpaM TOTO BpeMeHU
1 OPKeCTPOBBIM (parMeHTaM u3 oOIep.
OrcyrcrBiie BBIPayKeHHOTO TeMaTHYeCKO-
r0 KOHTpacTa MKy HapTUsAMU KOMIIeH-
CUPYeTcsi KOHTPACTOM TOHAJTbHBIM, YTO
XapakTepHo /st 0apouHBIX HOPM.

B ocnoBe obpasHoro crTposi Bropoit
IPYIIbLL  JIesKAaT — «MHCTPYMEHTaJbHbIe
apun», yreepausiinecss B XVIII Bere B
KavyecTBe OJHOW M3 dYacTeil CIOUTHOTrO
nukaa. B remarname sTMX coHAT 1Mpeod-
JajiaeT BOKaJbHOE HAvasjgo, OTcioa —
HaJIuMe BbIPA3UTEJIHLHON MEeJOINN ¢ aK-
KoMIaneMeHTOM. HToHAIMOHHBII ¢TPOi
oOHapy;kmBaer 4yeptol apuu lamento (sip-
Kue MeJIofindYecKie TIOTeBKU, 3ajiepska-
Hust u 7.J.). O4eBUIHO, YTO KOHTpacT
MERITY dTUMU IPYITIaMI CXO3K ¢ TTPUHIII-
MOM KOHTpacTa 4acteil B COHATHOM I[MK-
Je, 1 ObICTPbIe MasKOPHBIE COHATBI MOTJIN
OBl CJIYKUTH TIePBBIMU YACTAMU, a JUPU-
YecKre COHAThl YMEPEeHHBIX TeMIIOB —
MeJIJIeHHBIMI BTOPBIME YaCTSIMMU.

CoHaThl  CcMENIAHHON  CTPYKRTYPbI
00BeIMHAIOT B cebe IByXUacTHYIO COHAT-
ayio GopMy ¢ TPUHIUIIOM pernpu3Hoil
TPEXUACTHOCTU WJIM TPUHIUIIOM POHJIO.
Orpomuoe pasnooOpasue WHIMBUYaTb-
HBIX pelleHnii coHaTHON (OpPMbI 1 00-
pasHas SPKOCTH IPOU3BEIeHNMIT CBUE-
TeJILCTBYIOT O MacTepCKOM OITYIeHUH

10



as well as the outstanding dramatur-
gic talent. So the interaction of opera
music and instrumental genres in the
composer's creative process is obvi-
ous.

Since the sonata works by Cima-
rosa figure prominently in the reper-
toires of mid and higher grades of
children's music schools, it would be
useful to give some methodological
advice involving the interpretation of
these works.

Considering these sonatas can-
not be authentically performed on the
piano because of the difference in
technical parameters of the instru-
ments, their sound and touch, it is
necessary to maintain the clarity of
the sound characteristic for harpsi-
chord music. To achieve this it is rec-
ommended to use less wrist and elbow
movements, but pay more attention to
the activity of the fingers. Since the
gradual change of the loudness on the
harpsichord was impossible, it is best
to avoid too bright crescendo and di-
minuendo. It is also necessary to re-
member about rhythmic accuracy,
seek to attain the ringing and bright
sound and very carefully apply the
pedal. Use of a full pedal and fusion
of harmonic figurations in melody are
unacceptable.

kg

To date, there are many editions
of Cimarosa’s clavier sonatas, most of
which adhere to the order that was
established at their first publication.
However, some collections give a dif-
ferent number of sonatas, the numer-
ation of which may not correspond to
the generally accepted canon. This is

11

aBTOPOM 3aKOHOB KOMIIO3UIUM, a TaK Ke
0 He3aypsAAHOM JapoBaHNN JpaMaTypra.
OueBUIHO B3aMMOBJUSTHIE OMEPHON MY-
3K 1 MHCTPYMEHTAIHHBIX JKAHPOB B
TBOPYECTBE KOMITO3MTOPA.

[TockonbKky comarHoe TBOPUYECTBO
YUnmapossl 3aHnMaeT 3HAUYNTETHLHOE Me-
CTO B perepryapax CpeHNX W CTapIImX
KJIACCOB JIETCKNX MY3BIKQJILHBIX TITKOJI,
MOKHO TIPUBECTH HEKOTOpBhIe MeTojyde-
CKIe COBeTHI, CBA3AHHbIE ¢ MHTepIpeTa-
IMeil 3TNX POU3BeeHNII.

[Tpn HEBO3MOKHOCTN ayTEeHTHYHOTO
NCIIOMHEeHU HTUX coHaT Ha (oprennano
M3-3a Pa3HUIBI B TeXHNYECKNX MapaMer-
pax WHCTPYMEHTOB, 3BY4YaHUN 1 ITPUKOC-
HOBEHWN, HEOOXOIMMO COXPaHATHh ITPO-
3PAYHOCTL 3BYUYaHUs, XapaKTepHYIO [
KJIaBeCMHHON MY3bIKU. [l 3TOTO pero-
MeHJTyeTCsl MCIOJIb30BaTh MEHbIe KICTe-
BBIX T JIOKTEBBIX JIBIKEHWI, HO YAETIAThH
00JIbITIe BHUMAHWST aKTUBHOCTI TAJIBIEB.
[TockombRy  moOCTerenHOe — W3MeHeHUe
TPOMKOCTH Ha KJIaBecnHe OBIIO HeBO3-
MO’KHO, CTOUT TI0 BO3MOKHOCTH M30erarh
CIAMTITKOM SPRUX crescendo n
diminuendo. Tak ke HeoOXonMMO TOM-
HUTb O PUTMHYECKOW YETKOCTH, CTpe-
MUTBCS K 3BOHKOCTH M SIPKOCTH 3BYKa W
OYeHbL OCTOPOKHO TPUMEHATH Teflalb.
Ucrnob3oBanme MOTHON Teaan m Cams-
HIe Tefajblo TapMOHMYeCKNX Qurypa-
U B MeJOJINU HEOITYCTUMO.

Hkok

Ha ceropusiauii feHb cyiecrByer
MHOJKECTBO WM3JIaHUIl KAABUPHBIX COHAT
Uumapossl, OOJTBIIMHCTBO M3 KOTOPBIX
HPUIePsRUBACTCS TOTO MOPSIRA, KOTOPBIH
OBLI TIPUHAT TIPU WX TEePBOl MyOImKa-
TV, Onrako HeROTOpble COOPHURM
npeJiyIaraloT MHOe KOJMYeCTBO COHAT, HY-
Mepaius KOTOPHIX MOJKeT He COOTBeT-



probably due to the complicated his-
tory of discovery and publication of
these works.

No original manuscripts of the
composer’s sonatas have survived.
Almost all the clavier compositions
by Cimarosa known today go back to
the manuscript collection comprised
of two books that was discovered in
1924 in one of the Florentine librar-
ies. The first volume of this collection
contained 50 pieces of various genres,
the second — 31 more. Shortly there-
after, 32 sonatas selected from this
collection were published in France
under the editorship of I. Philipp, a
professor of the Conservatory in Par-
is. The French edition became in
some way canonical, and to this day
sonatas by Cimarosa are published
and performed mostly in this form.
Their first Russian publication was
carried out in 1930. In the second
half of the XX century the composer's
sonatas were printed in many Euro-
pean countries, but in Russia they
were published only twice (in 1961
and 1998), so they had long been a
rarity on the shelves of domestic
stores. This edition presents a com-
plete collection of all 32 sonatas by
Domenico Cimarosa, based on the
French canon established in the per-
forming practice.

Alexander Skripko, sheet music editor,
publishing house “The Planet of Music”

CTBOBaThH O0IENpuHATOMY KaHoHy. CBsi-
3aHO 9TO, TMO-BUANUMOMY, CO CJOKHOI MC-
TOpUell OTKPBITUS W W3JIAHUS DTUX ITPO-
M3BeJeHUIA.

CoOcrBennbix  aBrorpagoB coHar
KOMIIO3UTOpa He coxpaHmiaoch. [Iparru-
YeCKHU BCe M3BECTHBIE HA JAHHbBII MOMEHT
KJIaBUpHBIe counmHennss Ymmaposbl BoC-
XOAT K PYROTIMCHOMY COOPHUKY 13 JIBYX
KHur, obHapy:reanomy B 1924 romy B ofi-
HOTI 13 aopenTuiicknx o6udanorer. Ilep-
BBIII TOM 3TOro cobpanus copepskan o0
bec PasanyHbIX JKAHPOB, BTOPOI — erneé
31. Berope 32 nzbpannbie cOHATHI U3 HTO-
ro cOOpHUKA OBbLIN OIMyOJMKOBAHBI BO
Opannun nop peparmueir M. Ounnmnia,
npodeccopa llapmkeroit Koncepsaro-
pun. Mpanirysckoe uaaanme cTano B He-
KOTOPOM POjie KAHOHWYEeCKUM, W TI0 ceil
leHb coHatbl UYmMapo3bl vale Bcero ms3-
MAIOTCS W UCTIOMHSAIOTCS UMEHHO B TAKOM
Buje. VIx mepBas pycckas myOJmKarus
obta ocymectsiena B 1930 romy. Bo
BTOpOI TosoBnHEe XX BeKa COHATHI KOM-
MO3UTOPA TeYaTajnmch BO MHOTUX €BPO-
neiickux crpanax, Ho B Poccum msnasa-
nuch auiib aBaskabl (B 1961 u 1998 ro-
liax), B CBsA3W ¢ UeM Ha IPHJIaBKaxX oTeve-
CTBEHHBIX MAara3mHoB OHH YiKe [aBHO
cTanm pearocThi0. B panHOM wuM3maHun
MpejicTaBIeHO TMOJHOe coOpaHme Beex 32
conar Jlomernnrko Ynmapossl, onupaioie-
ecst Ha YCTOSIBIIUIICS B MCITOJTHUTEThCKOM
npaxkTuke GpaHIly3CKIil KAaHOH.

Anercandp Cepunko,
MYBbLEAABHBLIL pedarmop
usdameavcmsa «llianema mysvirur
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Domenico CIMAROSA
(1749-1801)
Allegro giusto
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