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FOREWORD

The number of Scarlatti sonatas heard on the concert platform and learned by piano students is
relatively small. We can understand this if we consider that the publications including a greater
amount of material have not been accessible to larger sections of the public. For this reason the chief
task of this selection is to widen the circle of these few and with reason popular works. At the same
time it aims to give a comprehensive view of Scarlatti’s sonatas, following the composer’s development
from the Essercizi of 1738 to the pieces written towards the end of his life. As a result the more impor-
tant types of sonata are introduced so as to be characteristic of Scarlatti’s various creative periods as
well. For practical reasons, however, it was possible to apply this principle only within certain limits.
Thus apart from anything else several works of interest are not included in the selection, for example
the only sonata in variation form (K 61) or the sonatas in more than one movement which were
probably written for violin and harpsichord (K 81, 88, 89, 90, 91).

The sonatas are not grouped according to their degree of difficulty; they are given in the order
which corresponds with the Kirkpatrick numbering. This is approximately identical with the order
in which they were composed. In this way it became possible for the pairs of sonatas included in the
selection to be placed closely after one another.

Apart from inevitable minor alterations this edition follows the original text and its markings
exactly. This does not apply to the fingering which is entirely an editorial addition. (In the original
there is no fingering.)

Since for the musician of today Scarlatti’s markings are no longer self-explanatory, some remarks
are made in what follows which it is hoped will help towards a correct interpretation. On problems
which are not treated here further information is given in the foot-notes of the notepart.

PERFORMANCE

The pairs of sonatas which appear from around K 100 are not really multi-movement sonatas
as opposed to some Scarlatti sonatas with actually more than one movement. The sonatas making
up the pairs are more loosely connected to each other than the movements of the multi-movement
sonatas. The connection between the sonatas is established by their identical key, their use of the
major and minor keys with the same keynote or the complementary or contrasting characters
(slow-fast tempo, even-uneven metre, etc.). They are performed attacca one after the other.

Although some places in the sources slow definite instructions for these sonatas to be played after
each other this should nevertheless not be regarded as compulsory. The performer has the right
to decide whether he plays these works as pairs of sonatas or not, since each one is also an
independent, complete unit in itself. '

It should be noted that in four cases it is not two but three sonatas which belong together. This
selection contains two such cycles (K 434-436 and K 490-492).

Tempo, character

Contemporary interpretation of the tempo indications differed from today’s: the markings by which
Scarlatti indicates extremes of tempo (Grave—Prestissimo) did not then signify as slow or fast tempi
as they would today. This difference is to be noticed to a greater or lesser extent on the intermediate
levels as well.

The more moderate nature of the tempi is explained by the content and character of the music.
The sonatas include many dance movements: quite recognizable are the rhythms of folk dances such
as the bolero, jota, seguidilla. siciliano and tarantella, and the dances of the baroque suite. Frequently
the tone colour and playing style of various instruments is evoked.

Thus it is basically the character of the work which determines the tempo of the performance.
If on the other hand, the performer sees in these sonatas the possibility of virtuoso playing it is to be
feared that if the tempo is too fast the performance will lose its plasticity and become distorted
to be nearly incomprehensive: the lyricism or humour expressed in Scarlatti’s music will get lost.
Dynamic markings are given in the sources only in exceptional cases—no such piece is included in this
selection.

Since the sonatas were written for harpsichord, their performance generally requires terraced
dynamics. Within each dynamic level, however—above all in cantilena playing—it is necessary to make
full use of the dynamic possibilities offered by the piano. On the harpsichord compensation for this
may be sought in increased agogic.

Ligature, staccato marks
As well as using slurs to bind notes together and to join the small print appoggiaturas to the main
note, Scarlatti also uses ligatures to indicate articulation. He rarely writes in staccato marks.



Legato, non legato, staccato

In performance it is the principally non legato playing, which most closely approaches the effect
of harpsichord playing, that should be used. Legato and above all sharp staccato are more rare.
Peculiarities in notation

Tremulo (abbreviated: Tre., Trem., Trem!?)

This occurs at long notes and in chains of notes and it probably means the same as the trill. (There
may, of course, be some other difference in meaning which is not yet known. The sign was also used
in contemporary Italian and German practice to indicate repetition, a mordent and an inverted
mordent.)

Wavy line

Written after a note; it may have several meanings. In this edition it occurs in two sonatas: in K 52
it signifies the lengthening of the value of the note, while in K 53 it takes the place of a rest sign.
Dotted rhythm notation differing from today’s

If the first note of the rhythm pattern - . is replaced by a rest, the notation, in accordance
with contemporary practice, becomes ¥ - (There are, however, exceptions). It is to be played
A . # This occurs in this edition in K 238.

Arbitri

This is used by Scarlatti ih two sonatas, K 508 and K 544, to indicate tempo rubato.

Ornaments

It is not possible to fit the notation and interpretation of Scarlatti’s ornaments into a regular system
as it is in the case of several contemporary composers. It is not rare to find inconsistent and imprecise
notation of ornaments—indeed at such times it may be necessary to guess at the composer’s intentions.

Since the frequently ambiguous notation gives the performer relatively wide scope to use his taste
and imagination in finding the best solution it appeared wiser to leave it to the performer rather than
to give editorial suggestions. For this reason no alterations have been made to the notation used for
the ornaments in the sources even when there might have been good reason to unify or make correc-
tions. (At most, supplementary suggestions have been made by analogy.)

The general rule is that every ormament substracts its value from the note which follows it.
An exception is the anticipated appoggiatura which is always written out in rhythmic values.
Appoggiaturas
Scarlatti uses two different notations: small notes, not giving in general any hint to the thythm to be
played and writing out the rhythm as it is to be played. It is not rare to find both kinds of notation
within the same work. When there is some analogy the written out rhythm can assist in reaching
a correct interpretation of the smail note type.

The short appoggiatura reduces the value of the note which follows it only slightly. Generally,
it comes before notes in fast passages or triplets or before notes which do not change their original
rhythm. The slide, which is an appoggiatura consisting of several (two, three, four) consecutive notes,
can be mentioned here on account of its fast tempo.

If the note which follows can be divided into two, the long appoggiatura takes away half its value;
if it can be divided into three it takes up two-thirds of its value. However, practice shows that there
are many exceptions to this rule. It sometimes happens, for example, that an appoggiatura written
out in rhythmic values by Scarlatti takes up only one-third of the original value of the following
main note which can be divided into three; and also within the same piece it may take up one-third
on one occasion and two-thirds on another occasion.

Trill

Apart from a few exceptions, the trill always begins on the upper auxiliary note, even when that
means repeating the preceding note or when the trill is unprepared. To begin on the main note
or to apply a so called inverted mordent would be out of style: that is characteristic of the nine-
teenth century.

Scarlatti marks the trill in two different ways: #, and ~. They are identical in meaning—that is,
v is not restricted to Pralier.

The trill often has a termination—which, however, is frequently not written in when it is necessary.
(Scarlatti does not use small notes for indicating this.) In doubtful cases the way to end the triil must
be determined by considering the character of the music.

In performance the duration of the trill and increases and reductions in its speed are left — within
given characters and tempi — largely to the musical imagination of the performer. As far as the
termination is concerned, it is an organic part of the trill and its speed is determined not so much by
its rhythm as written as by the trill’s whole progress.

Tied trill

If the trill is preceded by the upper auxiliary note and the first note of the trill is tied to that note
(that is, if the otherwise usual repetition is omitted), we have a tied trill. Scarlatti does not mark this
but its use may be justified by the character of the music (e.g. in a melodic line requiring smooth
performance which would be disturbed by the accent caused by the repetition).

Upper appoggiatura and trill

Depending on the context the appoggiatura here either draws attention to the fact that the trill is to
begin on the upper auxiliary note or it marks a “delayed trill”’. This latter means that the value of
the first note of the trill is lengthened. It occurs mainly in slow tempo sections. It may also be used
in performance even when it is not indicated in the printed music.



l.ower appoggiatura and trill
Depending on the context, this may mean a combination of appoggiatura and mordent, or it may
mean a trill begun on the lower auxiliary note.
Acciaccatura
This originally meant a note a minor second away from the main note sounded simultaneously with
it; its duration was much shorter than that of the main note, e.g. The shorter note was intended
to add colour.

With Scarlatti the acciaccatura gets a wider meaning—it is used as an internal pedal and superposition
of chords (Kirkpatrick). Sometimes it reminds one of the cluster effect used in present-day music.

Scarlatti docs not use a special sign for the acciaccatura: he writes the acciaccatura notes into the
chord as well--the way it is performed depends on the character of the music and the performer’s
conception of the music. Accordingly, the dissonant notes may be played short or long; a chord may
be broken (this is sometimes indicated by appoggiaturas consisting of several notes).

Arpeggio

Scarlatti marks it mainly {(not with the arpeggio sign but in the form of an appoggiatura consisting
of several notes) if he wants the acciaccatura to be played as an arpeggio. This may also be used even
where it is not marked if it is required by the logic of performance.

Gyérgy Balia



52.

55-

56.

59-

61.

62.

J“?‘,
HIE
FOREWORD
Allegro Ki175,L 429
12
16
Vivo [ Ki178,L 162
; r T m T I»Fv
@; = 18
-—
Allegro - K181, L1gg
e =" FEiE= 20
23
26

65.

66.

67.

68.

[ Andm;tino]

Kai,Lis

K 221, L 259
Allegro
& 1 =
Vivo K 222, L 309
i > = - | I
§ ==gan
Allegro K 223,L 214

K 23, L 467

46

50

54

58

61

64

66

69

72

75

78

80



Kz, L

K 240,L S.29

o w [=] [y} un [+2]
& & & Q ) A ® 5 ~ < 0 0 ]
-~ - ~ — — - Aas -~ -~ - - -— -
& = - X - % Cx © e i
. L % | “~ 4 N ~ 7] 3] -
Tu’ | -~ 1 b - L) L’ m - - .h
3 < g ; 5 I o,, g
. [ v < V] N x../; M < LN Y
M e M ) v v,
U H ]
n
L
m H
= 1 g
: 2 N ) ,
2 g ‘b '
pm I.m =t [ & ' g
4 ¥ g & 5 £ £ £ # Y
m < e 2 -m & lm —
3 3 & wﬁ < Eall g° L <
2 & & & ) R - & ) & % -3 8
Te3 © (o2} — ™ r~ o
2 3 8 S 8 3 2 = o S @
o oo N o0 L3 - o~ N
- ] £ 3 M 3 N ) 3
L ) = A . - . - =
N - - - N - oo - .
% & ) g . 3 ) X 2 e
3 N ] v z v 2 N
oz X b 4 _“ P “ ¥
i
4
Ly (
A
L
|
L]
[ _ B
2 ¥
I, g o & . £ ) B
i .mb Wa M - : F .hﬂml_- bo
£ 2 W 2 2 <

&




12

Allegro K 175, L 429
1
2 9> 4— o —
il } l 1 f — T—1 ‘
- i ! | I

51

:
:

F NG

3 45 3
2 Tremulo
) J/__\J 3 J e N
12 > ¥ 7 -
o = - , g




- & Trem. Ay Tre. ~ Trem.
h’
! AN v E VIE il 3 i .
e e e %
= E— — l ] i i 3
5
" Dranliapl
—® I i B . — f - ” — ]
| i e et e——je——
ele 4. et 4 |e je |2t o by
= s = =
» 3 1 W 3 2
. S=S=S5
T
s . N . e € Feo,
*x —— r Y ——Je—
—— 1 Y —— —
2 — ' J\J 4 5 1
3
i e * o E
X == 1 7 -%5
o |BE e s B 7
enlel Pheote | ks 2o ste ,
it * 1 # — T g
=== —
48 4 1 3
ale 4 3 4 IT. 2.
-
it P T » »




14

53
— N
. J
—M = bis
_—j 14
N
Y - x
58 5 4 5
My g M 4 ) f— | g o2 ,
1 1 1 J‘_
A7 J } e/ he '— 4 H t % 1 1
— n —a & h-i—l—.l T
tr 2
1LiJ et ‘ .—
=a — — ] m T ——
| % — —
o4 Tre.
ﬁi ;‘*I | N | N
1 1 1 (] I) 1 | [¥] I,]
% d AR
. J
=== T S S et
o T R R ——— I
69
| — B R T N
1 i | 1 | ] | i
1 1 1 — 1 P | 7 7 ]
Eg === r—‘. #
SRS == ? : 4&‘:#4_—‘%
o 7 —" —— ] —

Tre.
— = J%: — ===
—— ;-:é | I 45—




