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to Prince Carl von Lichnowsky

SONATA

in A-flat Major Ludwig van Beethoven

Op. 26
Abbreviations: M.T. signifies Main Theme; S.T., Sub-Theme; Tr., Transition, R., Return.
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a) This arpeggio-mark is not found in the original; indeed, the Master employed it far more seldom than his pre-
decessors Haydn and Mozart. Isolated exceptions (e.g.,in Op.7, Op.31 N? 2, etc.) simply confirm the easy conjecture,
that the arpeggio style of playing was incempatible with his orchestral habit of thinking. Nevertheless, a moder-
ately free use of the arpeggio in this place — and in various others as well - is eminently proper, not only on tech-
nical, but still more on acoustical, grounds (for the sake of euphony). The reproach of irreverence is disarmed by point-
ing to movements 1 and 2 of Op.109, where we meet with a notation of chords in the form of small tied notes; — in
Op.27 N? 2, Finale in C§-minor, he even definitely indicates the breaking of the chord by rhythmically dividing it. An
almost urnoticeable dwelling on the (melodically) most important highest tone is advisable, so as not_to alter its rel-

>

ative value to the next. To be played nearly thus: and similarly in meas. 24:

— S—
—
b) The counter-melody in the left hand must be brought out in the same independent relief as the thematic song in
the right, and with opposed shading. -7

¢) Here the trill should undoubtedly be rounded off with an after-beat: although the Master desires

this only where he expressly writes it (for instance, even in the initial theme of the Sonata with Violin, 0p.96,n0
after - beat must be added).
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Var. 1.
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a) This taking of the lower tone of the octave with the left hand, in order to facilitate the legufo in the
melody, is equally applicable to the last eighth-note of 'the preceding measure.

b) In so-called bravura variations, intended to exhibit an applause - craving virtuosity, a pause after the
theme, and between the several variations, is justifiable; but the art-form of the Variation, Beethoven's
own peculiar creation, will not bear such a chilling interruption. The player should rather strive to at-
tain flowing continuity, and to render the transitions (for instance, the acceleration in the tempo which is
indispensable to the Third Variation, to prevent any effect of dragging) as imperceptible as possible.
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Var. II.

Pid animato, ma non troppo. (- 96.)
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a) The melody contained in the after-striking sixteenth-netes, while making itself felt throughout, must
be played no louder (though a trifle more Jformly, as indicated by the short dash_.) than the antici-
pating bass notes alternating with them. Do not neglect to give due weight to the middle parts in the
right hand, which are so essential as an harmonic filling.

b) A slight delay on the second eighth _ a momentary pause, as if at a semicolon_ is needful to in-
troduce the remoter key (F-major) in which the middle section begins. This nuance may also be observed
both in the Theme and the other Variations, although less imperatively demanded in these cases by ru-
phonic considerations.
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a) The crescendo in this retrogressional ‘measure is borrowed from the original transition in the Theme,
the shading and expression of which must be studiously followed in the performance of each Variation.
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Var. ITI. (Minore.)

Piu sostenuto. (ch - 80.)
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a) A signature of seven flats is unnecessary, and confuses the pupil’s eye. Hummel, in his Eb - mi-
nor quintet, was also content with the signature of the major key.

b) The sforzato-sign 4/ always applies only to the note or chord over or under which it stands___
a rule carefully to be observed throughout this Variation and the next- following.
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a) The dialogue-form characteristic of this Variation (whose mode of presentation, more especially the alternation between
different registers, has often been imitated, particularly by Mendelssohn) requires, in our opinion, a corresponding char-
acteristic shading, for which, especially in the middle section, we have marked a free mode of execution, easily modifi-
able according to individual taste. In the sforzafos themselves (meas. 20-25) certain gradations must be observed; as
sf= f, sfs mf ofz p,— in short, one should attempt to‘color,” but without interfering with the requirement of fluent exe-
cution (with sharp contrasts of /egafo and sfaccato in the two hands),
b) The normal fingering for. staccaty passages'in thirds is elsewhere } and } , the latter on white keys.



Var.V.d-ss)

—
A e AR e e FEE
1 ii‘l :‘i_ - y i T J—fl tm
TR SR S At 4 =
p d)olce ondeggiando.
T 2 Foﬂ? . . . gﬁpﬁ:
Q#VH : i*é—m’ = &, ] —
& L=
sempre legato. A
-
! ﬂi —$ ;
P -
crese. - !

JES—

4

dim.

Zof

Ccrese. =
| -

3

N

o :
molto espr.
) legrato sempre.

——
11618

a) Not only the bass notes, but also the harmonic middle parts (as the first note in the right hand), may be held down:

" this is, indeed, indispensable for the procuction of the pianistic euphony evidently aimed at here by the

composer.

e

[N
b) Here the executant should remember the counter-melody for the right hand in the Theme: @
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a) This charming Coda must end dreamily, as if lost in reverie, but not begin so; therefore,no perceptible change
in the Tempo should be made, letting the ca/ando, both as regards tone-power and movement, creep on very gradually.
b) Some new editions have the unjustifiable alteration:

©) A strict /ega?o, and not, as in the measure precedi;g and following, 7 .>

d) The shading pp —= == pp marked in some new editions is incorrect.



