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Victor Sangiorgio
Born in Italy, Victor Sangiorgio moved to Perth in
Western Australia at the age of four and began his musical
training there. He gave his first public performances at
the age of five and by nineteen had been a soloist with all
the major Australian orchestras as well as recording and
broadcasting extensively for both Australian National
Radio and Television. He was also soloist with the
Australian Youth Orchestra and with the West Australian
Symphony on their tours of Communist China, Hong
Kong and Singapore. After winning Australia’s most
prestigious awards, he lived and worked abroad in Siena,
Rome and the United States before moving to Britain.
Since settling in London he has broadcast frequently for
the BBC World Service, Radio 3, Radio 4 and Classic
FM. He has performed throughout England, Scotland,
Ireland, America, Asia, New Zealand and America. In
America he has broadcast live in Chicago and Los
Angeles for the WFMT Radio network and has appeared
on American television. He has collaborated with such
conductors as Claudio Abbado, Sir Charles Groves,

Andrew Litton, Jane Glover, En Shou, Stanisław Skrowacewzski, André Previn, Jorge Mester and Carl Davis. As a
frequent visitor to Australia he broadcasts regularly for the Australian Broadcasting Corporation as well as giving
numerous recital and concerto performances with Australian orchestras. As well as playing extremely varied repertoire,
Victor Sangiorgio has a continuing interest in chamber music and this has seen collaborations with the Brodsky
Quartet, his Piano Trio the Fiorini, violinists Ruggiero Ricci and Hu Kun, horn player Eric Ruske, the actor Andrew
Sachs and principals from the London Symphony Orchestra. He has given master-classes in many cities throughout
the world and has also been artist-in-residence at the Western Australian Conservatorium of Music and Visiting
Lecturer in Piano at the Royal Scottish Academy of Music and Drama, Colchester Institute, and the Birmingham
Conservatoire. He was the WAPAA’s 2003 artist-in-residence. Victor Sangiorgio’s recordings have met with extensive
critical acclaim and include such diverse repertoire as Stravinsky’s complete solo piano music, concertos by
Rachmaninov and Mendelssohn with the Western Australian Symphony and Vladimir Verbitsky, Liszt Transcriptions
with En Chou and the Queensland Symphony, and music by the Australian composer John Carmichael. 
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Domenico Cimarosa (1749–1801)
Keyboard Sonatas • 1

Domenico Cimarosa was by far the best-known Italian
composer of the late eighteenth century. He was first and
foremost a composer of operas. His works were performed
all over Europe, both in Italian and in translation, and some
of them, including his most famous work, Il matrimonio
segreto (1792), remain in the repertory to this day.
Cimarosa also composed in other genres but his non-
operatic output is understandably small. Between 1772 and
1801 he composed over sixty operas. The time required to
do this and to prepare the works for production left little
time for anything else, particularly as new productions of
his earlier works also required additional material from
time to time. The existence then of a substantial body of
keyboard music attributed to Cimarosa comes as a surprise.
Certainly he was no stranger to keyboard instruments – he
played the organ professionally and directed his operas
from the harpsichord or fortepiano – but he did not derive
his principal income from them either as a performer or
teacher. His motivation for composing these works is
unknown and adds considerably to their problematic
position in his œuvre.

The first Cimarosa solo keyboard music came to light
quite mysteriously in the early part of 1924. Felice Boghen,
who served the Istituto Musicale ‘Luigi Cherubini’ in
Florence as both a piano teacher and librarian, writes:

I [was] lucky enough to discover by chance a rarity of
undoubted historical and artistic importance. The book in
question is unknown and unpublished and is made up of
two groups of pages entitled: Raccolta di varie Sonate /
per il fortepiano / composte dal Signor Cimarosa, a
composer whose activity in this field was up till now
unsuspected.  To persuade myself of the validity of my
discovery I have searched through the main European
libraries, and in none of them have I found the collection
in question. The volume is not an autograph; it is a copy,
full of mistakes but quite clearly written, bound in leather
and containing, in its first book, 50 pieces, in its second,
31.

Upon his discovery Boghen agreed to send the French
publishing house Editions Max Eschig 32 of these 81
single movement ‘sonate per il fortepiano’ for immediate
publication. While correcting some of the many mistakes

of the eighteenth-century copyist, Eschig’s editor com-
mitted a few serious errors of his own in addition to editing
the works heavily and inappropriately: bars of music were
inadvertently dropped; phrases clearly marked in the
manuscript ‘staccato’ were changed to ‘legato’; numerous
dynamic markings were added, and, strangest of all, a
sonata in 3/4 was changed to 4/4 metre. The edition failed
to identify the source of the sonatas or their sequence in the
original manuscript. 

Since that first publication, a number of other editions
of Cimarosa’s keyboard sonatas have appeared although
none includes all 81 movements. In recent years five
further keyboard works attributed to Cimarosa have been
discovered in Milan: four single-movement sonatas and
one two-movement (Maestoso / Rondo) work are preserved
in a collection titled Sonate per Cembalo. These new
discoveries bring the total number of movements to 87
although their authenticity remains unproven. That being
said, most if not all of the sonatas are in much the same
position and can only be accepted as authentic with some
reservation. The circumstantial evidence surrounding their
composition is weak or non-existent; the bibliographical
evidence is negative (since none of the works is preserved
in autograph which is highly unusual in Cimarosa’s case);
and the stylistic evidence is inconclusive. Nonetheless, as
no contra-attributions have been discovered and our
knowledge of Cimarosa’s activities must always remain
incomplete, it would be somewhat pedantic to deprive him
of the credit of having composed these sparkling little
sonatas.   

There are several reasons for justifying the grouping
of these short movements into two- and three-movement
sonatas, the most important of which is the preservation in
the British Library of a three-movement sonata in manu-
script entitled Sonata/per Fortepiano whose individual
movements appear as single-movement sonatas in the
Florentine manuscript. Further support for the idea that
certain movements are meant to follow one another
uninterrupted is to be found in directions such as ‘segue
Andante’, ‘segue Allegro and ‘segue Menuè’ which appear
in the Florentine manuscript. The final argument for
grouping the movements into cycles is that in the second

book of the Florentine manuscript most of the pieces fall
naturally into movement sequences in tonal terms. There
seems little doubt that Cimarosa intended these pieces to
be performed in groups of more than one movement. The
reasons for breaking up the sets is unclear but it is possible
that at some stage an attempt was made to present the
works as single-movement sonatas in the manner of
Domenico Scarlatti’s works (which, one might add, were
also conceived as two-movement works similar to the
keyboard sonatas of his Italian contemporaries Alberti and
Durane). 

The arrangement of the sonatas in this recording follows
that first proposed by Jennifer Johnson in 1976. Some of
these groupings were of her own choosing but in other
cases the sequences follow the numbering and com-
plementary tonalities of movements in the Florentine
manuscript.

Although we can be reasonably certain that Cimarosa
composed his keyboard sonatas for fortepiano, it is equally
clear that much of the keyboard-writing was intended to be
suitable for performance on the harpsichord. On the
evidence of the extant sources there is little to suggest that
Cimarosa was interested in exploring the novel expressive
potential of the instrument. Indeed, one can go through the
first sixteen sonatas before encountering a single dynamic
marking; in Sonata R.17 there are alternating p and f
markings on the first and second beats in two successive
bars. Even when he uses such conventional dynamic
markings they remain isolated instances.  For example, he
writes a solitary f in the middle of the Andantino grazioso
of Sonata R.22 and a single, isolated f in the middle of the
opening Allegro of Sonata R.23. If one compares this lack
of detail – and it applies equally to articulation markings
– with the carefully calculated keyboard writing of
Cimarosa’s Viennese contemporaries, it comes as some-
thing of a surprise. To draw any firm conclusions, however,

is risky given the uncertain provenance of the sonatas. 
Cimarosa’s sonatas are small-scale works and struct-

urally unsophisticated in comparison with the mature
sonatas of Haydn and Mozart. They belong to a very
different tradition, however, and direct comparisons
between them are both misleading and pointless. Form and
function are so closely interrelated in eighteenth-century
music that unless one has a thorough understanding of the
circumstances for which a work or group of works was
written it is unwise to draw larger conclusions about the
relative merits of the composer in that particular genre. In
the absence of such information in this case, there is little
option but to confine general observations to the works
themselves and to speculate that some of the sonatas may
have been composed for pupils (about whom we know
nothing) or as gifts. If Cimarosa did write these works he
certainly did not seek a wider market for them. While the
style and structure of the works suggest that many of them
were probably written early in Cimarosa’s career, they are
accomplished compositions. The larger musical structures
of the sonatas are not overly complex but their musical
organization on the lower level is generally very good and
the music itself highly coherent. Cimarosa invests the
works with great variety and musical interest. The most
important musical characteristic of these sonatas is their
clarity. There is a well-defined polarity between melody
and accompaniment and the crystalline brilliance of many
of the fast outer movements is very appealing. The slow
movements are perhaps less successful but the best of them,
especially those in minor keys, are not without expressive
depth. The sonatas share little in common with Cimarosa’s
operas although one sonata (R.22) takes as its central
movement the slow movement from the overture to Il
fantico per gli antichi romani (1777).

Allan Badley & Nick Rossi
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Sonata in B flat major (Rossi 1)
1 I. Allegro 1:27
2 II. Andante 0:54
3 III. Allegro 1:00

Sonata in A major (Rossi 2)
4 I. Allegro 0:34
5 II. Andantino 1:10
6 III. Minuè 1:27

Sonata in D major (Rossi 3)
7 I. Allegro 0:58
8 II. Allegretto 2:13
9 III. Allegretto 1:06

Sonata in C major (Rossi 4)
0 I. Allegretto 1:05
! II. Andante 0:54
@ III. Tempo di minuetto 1:49

Sonata in D major (Rossi 5)
# I. Allegro 1:24
$ II. Giga 0:51

Sonata in G major (Rossi 6)
% I. Allegro 1:13
^ II. Allegro 0:53
& III. Allegro 0:35

Sonata in F major (Rossi 7)
* I. Allegro 1:03
( II. Andante 1:11
) III. Allegro 0:49

Sonata in A major (Rossi 8)
¡ I. Allegro 0:58
™ II. Andante 1:12
£ III. Allegro 1:22

Sonata in G minor (Rossi 9)
¢ I. Andante 1:01
∞ II. Allegro 1:13

Sonata in G minor (Rossi 10)
§ I. Andante 1:55
¶ II. Allegro 0:49

Sonata in B flat major, ‘Perfidia’ (Rossi 11)
• I. Allegro 3:14
ª II. Largo 1:48
º III. Allegro 1:24

Sonata in C minor (Rossi 12)
⁄ I. Allegro 2:15
¤ II. Andantino 1:48
‹ III. Allegro 1:01

Sonata in A major (Rossi 13)
› I. Allegro 1:49
fi II. Allegretto 1:38
fl III. Allegro 0:58

Sonata in G major (Rossi 14)
‡ I. Allegro 0:56
° II. Andantino 0:58
· III. Allegro 1:08

Sonata in A major (Rossi 15)
‚ I. Allegro 1:14
a II. Allegro 0:51
b III. Allegro 2:12

Sonata in F major (Rossi 16)
c I. (Allegro) 0:53
d II. Andantino 0:50
e III. Allegro 0:53

Sonata in E flat major (Rossi 17)
f I. Largo 2:38
g II. Allegro 1:20

Sonata in A major (Rossi 18)
h I. Allegro 0:59
i II. Andantino 1:02
j III. Allegro 2:08
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music that unless one has a thorough understanding of the
circumstances for which a work or group of works was
written it is unwise to draw larger conclusions about the
relative merits of the composer in that particular genre. In
the absence of such information in this case, there is little
option but to confine general observations to the works
themselves and to speculate that some of the sonatas may
have been composed for pupils (about whom we know
nothing) or as gifts. If Cimarosa did write these works he
certainly did not seek a wider market for them. While the
style and structure of the works suggest that many of them
were probably written early in Cimarosa’s career, they are
accomplished compositions. The larger musical structures
of the sonatas are not overly complex but their musical
organization on the lower level is generally very good and
the music itself highly coherent. Cimarosa invests the
works with great variety and musical interest. The most
important musical characteristic of these sonatas is their
clarity. There is a well-defined polarity between melody
and accompaniment and the crystalline brilliance of many
of the fast outer movements is very appealing. The slow
movements are perhaps less successful but the best of them,
especially those in minor keys, are not without expressive
depth. The sonatas share little in common with Cimarosa’s
operas although one sonata (R.22) takes as its central
movement the slow movement from the overture to Il
fantico per gli antichi romani (1777).

Allan Badley & Nick Rossi
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Sonata in B flat major (Rossi 1)
1 I. Allegro 1:27
2 II. Andante 0:54
3 III. Allegro 1:00

Sonata in A major (Rossi 2)
4 I. Allegro 0:34
5 II. Andantino 1:10
6 III. Minuè 1:27

Sonata in D major (Rossi 3)
7 I. Allegro 0:58
8 II. Allegretto 2:13
9 III. Allegretto 1:06

Sonata in C major (Rossi 4)
0 I. Allegretto 1:05
! II. Andante 0:54
@ III. Tempo di minuetto 1:49

Sonata in D major (Rossi 5)
# I. Allegro 1:24
$ II. Giga 0:51

Sonata in G major (Rossi 6)
% I. Allegro 1:13
^ II. Allegro 0:53
& III. Allegro 0:35

Sonata in F major (Rossi 7)
* I. Allegro 1:03
( II. Andante 1:11
) III. Allegro 0:49

Sonata in A major (Rossi 8)
¡ I. Allegro 0:58
™ II. Andante 1:12
£ III. Allegro 1:22

Sonata in G minor (Rossi 9)
¢ I. Andante 1:01
∞ II. Allegro 1:13

Sonata in G minor (Rossi 10)
§ I. Andante 1:55
¶ II. Allegro 0:49

Sonata in B flat major, ‘Perfidia’ (Rossi 11)
• I. Allegro 3:14
ª II. Largo 1:48
º III. Allegro 1:24

Sonata in C minor (Rossi 12)
⁄ I. Allegro 2:15
¤ II. Andantino 1:48
‹ III. Allegro 1:01

Sonata in A major (Rossi 13)
› I. Allegro 1:49
fi II. Allegretto 1:38
fl III. Allegro 0:58

Sonata in G major (Rossi 14)
‡ I. Allegro 0:56
° II. Andantino 0:58
· III. Allegro 1:08

Sonata in A major (Rossi 15)
‚ I. Allegro 1:14
a II. Allegro 0:51
b III. Allegro 2:12

Sonata in F major (Rossi 16)
c I. (Allegro) 0:53
d II. Andantino 0:50
e III. Allegro 0:53

Sonata in E flat major (Rossi 17)
f I. Largo 2:38
g II. Allegro 1:20

Sonata in A major (Rossi 18)
h I. Allegro 0:59
i II. Andantino 1:02
j III. Allegro 2:08
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Victor Sangiorgio
Born in Italy, Victor Sangiorgio moved to Perth in
Western Australia at the age of four and began his musical
training there. He gave his first public performances at
the age of five and by nineteen had been a soloist with all
the major Australian orchestras as well as recording and
broadcasting extensively for both Australian National
Radio and Television. He was also soloist with the
Australian Youth Orchestra and with the West Australian
Symphony on their tours of Communist China, Hong
Kong and Singapore. After winning Australia’s most
prestigious awards, he lived and worked abroad in Siena,
Rome and the United States before moving to Britain.
Since settling in London he has broadcast frequently for
the BBC World Service, Radio 3, Radio 4 and Classic
FM. He has performed throughout England, Scotland,
Ireland, America, Asia, New Zealand and America. In
America he has broadcast live in Chicago and Los
Angeles for the WFMT Radio network and has appeared
on American television. He has collaborated with such
conductors as Claudio Abbado, Sir Charles Groves,

Andrew Litton, Jane Glover, En Shou, Stanisław Skrowacewzski, André Previn, Jorge Mester and Carl Davis. As a
frequent visitor to Australia he broadcasts regularly for the Australian Broadcasting Corporation as well as giving
numerous recital and concerto performances with Australian orchestras. As well as playing extremely varied repertoire,
Victor Sangiorgio has a continuing interest in chamber music and this has seen collaborations with the Brodsky
Quartet, his Piano Trio the Fiorini, violinists Ruggiero Ricci and Hu Kun, horn player Eric Ruske, the actor Andrew
Sachs and principals from the London Symphony Orchestra. He has given master-classes in many cities throughout
the world and has also been artist-in-residence at the Western Australian Conservatorium of Music and Visiting
Lecturer in Piano at the Royal Scottish Academy of Music and Drama, Colchester Institute, and the Birmingham
Conservatoire. He was the WAPAA’s 2003 artist-in-residence. Victor Sangiorgio’s recordings have met with extensive
critical acclaim and include such diverse repertoire as Stravinsky’s complete solo piano music, concertos by
Rachmaninov and Mendelssohn with the Western Australian Symphony and Vladimir Verbitsky, Liszt Transcriptions
with En Chou and the Queensland Symphony, and music by the Australian composer John Carmichael. 
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Domenico Cimarosa was the most famous and popular Italian opera composer of the
second half of the 18th Century. In the course of a brilliantly successful career he
composed more than 65 operas as well as a significant number of other works. Although
nothing is known about the origins of the keyboard sonatas, they are attractive, small-scale
works probably intended for study purposes or for domestic performance. The crystalline
brilliance of many of the fast outer movements is very appealing and the slow movements,
although somewhat conservative in style, often possess a surprising expressive depth.
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1–3 Sonata in B flat major, R.1 3:23
4–6 Sonata in A major, R.2 3:14
7–9 Sonata in D major, R.3 4:22
0–@ Sonata in C major, R.4 3:52
#–$ Sonata in D major, R.5 2:18
%–& Sonata in G major, R.6 2:45
*–) Sonata in F major, R.7 3:05
¡–£ Sonata in A major, R.8 3:36
¢–∞ Sonata in G minor, R.9 2:16
§–¶ Sonata in G minor, R.10 2:45

•–º Sonata in B flat major, 
‘Perfidia’, R.11 6:31

⁄–‹ Sonata in C minor, R.12 5:06
›–fl Sonata in A major, R.13 4:30
‡–· Sonata in G major, R.14 3:06
‚–b Sonata in A major, R.15 4:19
c–e Sonata in F major, R.16 2:38
f–g Sonata in E flat major, R.17 4:00
h–j Sonata in A major, R.18 4:13
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