FOREWORD

Twelve variations were written
by Beethoven in 1796 and were first
published without reference to the opus
in 1797. By this time, young Beethoven
is the author of many compositions,
testifying to the tireless work of the
composer to improve his skills. He has
already written numerous chamber
works: string trios, piano quartets,
quintet, ensembles for winds, a number
of songs, including the famous "Ade-
laide”, the first four sonatas for piano.
The time is not far off when the three
sonatas op. 10 and "Pathetic” will be
created. It is characteristic that in
these years of creative formation, com-
poser paid special attention to work on
the variation form. Almost every year,
new cycles of variations appear, and in
1795 (the year of moving to Vienna)
and in 1799 Beethoven wrote three var-
iations cycles each year. The themes of
variations for the most part were pop-
ular songs or melodies from operas and
ballets. However, already in these early
variations cycles, ingenious features ap-
pear, foreshadowing the style of the fu-
ture great master. These variations are
different from the type of variations of
virtuoso composers that were common
at that time by their slenderness of
form, thoroughness in the development
of details and, most importantly, by the
subtlety and unexpectedness of changes
in the theme, by its ingenious rethink-
ing.

The theme for the published var-
iations was the Russian dance from bal-
let “The Forest Girl” by Wranitzky and
Kinsky, which had great success in Vi-
enna in 1796 (the date of premiere was
September 23; 16 performances were
given by the end of the year).

ITPEOIVCJIOBUE

IBeHaaaTh, Bapuamui ObIIM HAIIK-
canbl BerxoBeHoM B 1796 rogy u BIepBbIe
OITyO0JIMKOBaHBI 0e3 0003HAUYEeHUSA Omyca B
1797 rogy. K sTomMy BpeMeHU MOJOIOM
BerxoBeH yike sABIsETCA aBTOPOM MHOTHUX
COUMHEHUH, CBUETEJIbCTBYIOIIUX o
HEyCTaHHOU paboTe KOMIO3UTOpPa HAJM CO-
BEPIITEHCTBOBAHWEM CBOETO0 MAaCTepPCTBa.
Um y:xe HammcaHbl MHOTOUYMCJIEHHBIE Ka-
MepHbIe IIPOM3BEAEHUs: CTPYHHBIE TPUO,
doprennanHble KBapTeThl, KBUHTET, aH-
caMOJu AJIA TYXOBBIX, ITEJIBIA PsAJ IIECeH,
B TOM UmNCJe 3HaMeHUTas <«Anmemdaumma,
IepBbIe YeThIPE COHATHI A (DOPTEIHaHO.
Henaneko To BpeMsaA, Korga OyAyT CO3TaHBI
Tpu coHaThkl cod. 10 m «IlaTreTuueckas».
XapaKTepHO, UTO B 3TU T'OJbI TBOPUYECKOTO
CTAHOBJIEHUA 0cO00e BHUMAHUE YIEIAETCS
KOMIIOBUTOPOM paboTe HaJ BapUAIMOHHON
¢dopmoii. IlouTu eKerogHO IOSABJISIOTCS
HOBBIE IIMKJILI Bapuanuii, a B 1795 (rox
nepee3na B Beny) u B 1799 romax Berxo-
BEH IUIIET [0 TPU BaPUAIMOHHBIX ITUKJIA.
Temamu Bapuaruii 00JbIlIeH YaCTHIO SABJISA-
JIUCh TOIYJSPHBIE ITECEeHKU WJIV MEeJIOIUY
u3 omep u 6asmeToB. Ho y:ke B 3TUX paHHUX
BapUAIMOHHBIX IMUKJIAX MPOABIAIOTCS Te-
HUaJbHBbIE YEPThI, IIPEeIBeIalue CTUIb
OyayIero BeJIMKOrO0 MacTepa. OTH Bapua-
IIUU OTJINYAIOTCA OT PACIIPOCTPAHEHHOIO B
TO BpeMdA THUIA Bapuanuil KOMIIO3UTOPOB-
BUPTYO30B CTPOMHOCTBHIO (DOPMBI, TIIa-
TeJILHOCTHIO B paspaboTke meraJsieir u, ca-
MoOe TJIaBHOE, TOHKOCTBHIO W HEOXKUTaHHO-
CTBI0O MBMEHEHW! TEeMbl, €e OCTPOYMHBIM
IIEPEOCMBICIEHUEM.

B kauecTBe TeMbl IJs IyOJIUKYye-
MBIX BapHAaIMi IOCJYKUJI PYCCKUI TaHeI]
u3 0asera Bpanumnkoro u Kunckoro «Jlec-
Has JeBYIIKAa», HMEBIIero 0OJILIION yCIex
B Bene B 1796 roay (umpembepa — 23 ceH-
Ts0pA; 4O KOHIIA roga maHo 16 cIeKTak-
aeii). Ilyomuke ocobenHo HpaBuica «Pyc-



The audience especially liked
Russian Dance. The Vienna newspaper
wrote in reviews of September 28:
"Foreign dances, especially Moscovite
dance, delivered an extraordinary
pleasure.”

It is worth noting that in the cla-
vier of the ballet this dance is entitled
“Russe par Jarnovich”, that is, the
dance was adopted from famous Croa-
tian virtuoso violinist Jarnovich
(1745-1804). The same melody, which
is a variant of “Kamarinskaya”, was al-
ready used in Austrian music: in 1772,
Haydn composed a piece “clock with
music” (Flotenuhr) after it.

But, being transplanted to the
foreign musical environment, this
theme underwent some kind of “euro-
peanization”: keeping the non-square
structure and the “exotic” look for the
listener of that time, this theme how-
ever acquired a periodical structure
with cadences on tonic and dominant
characteristic for European music
(while the Russian original is based on
the variant repetition of the tune with
a constant returning to the tonic).

The autograph of the variations
is lost. The title page of the first edi-
tion of 1797 had the following detailed
title: XII Variations | Pour le Clavecin
ou Piano-Forte | Sur la danse Russe
dansée par M-lle Cassentini | dans le
Ballet: das Waldmadchen | Composées
et dediees | a Madame La Comtesse de
Browne || née de Vietinghoff.

Par Louis van Beethoven.
A Vienne chez Artaria et Comp.

["12 variations for harpsichord or pi-
ano on Russian dance, which Mademoi-
selle Cassentini danced in the ballet
"The Forest Girl ". Composed and dedi-
cated to Madame Countess de Browne,
nee Vietinghoff.

CKUi TaHell». «BeHcKas rasera» mucaja B
petiersuu oT 28 ceHTAOpsA: «UysKeseMHBIE
TaHIbl, OCOOEHHO MOCKOBUTCKHH TaHeIl,
IOCTaBUJIM HeoObIUaiHOE HacCJaKIeHUe» .

JI1060IIBITHO OTMETHUTh, UTO B KJIa-
BUpe Oajiera STOT TaHell O3arjlaBJIeH Kak
«Russe par Jarnovich», To ecTh UTO TaHeI|
3aMMCTBOBAH Yy W3BECTHOTO B TO BpeMsd
XOPBATCKOTO CKpHIlaua-BUPTyo3a SIpHO-
Buka (1745-1804). 9ra xKe wesoxud,
IpeacTaBidioniasi coboir BapuauT «Kama-
PUHCKOI», yKe U paHbllle OLLJIa HCIIOJb-
30BaHa B aBCTPUICKON My3bIiKe: B 1772
rogy T'aimiH coumHMJI Ha Hee IIbecy MJIs
«uacoB ¢ Mmy3biKoii» (Flotenuhr) .

Ho, Oymyum, mepecasKeHHOH Ha
YyIKAVIO el IMOUYBY, 5Ta TeMa IIOLBepIJach
HEKOTOPOH «eBpomeu3aluu»: COXPAHUB
HEKBaJ[pATHOE CTPOEHHE U «dK30THUe-
CKUli» IJs TOTHAIITHEero CcJyllaTeas o0-
JIMK, OHA B TO K€ BpeMs IpuodpeJa mepu-
OIMYHOCTL CTPYKTYPBI C XapaKTepPHBIMU
IJis eBPOIEMCKONM MY3BIKM KaJaHcaMHu Ha
TOHUKE U Ha JOMHHAaHTe (B TO BpeMs Kak
PYCCKUIT OPUTHMHAJ CTPOUTCS Ha BapHUAHT-
HOM IIOBTOPEHUU TOIEBOK C IIOCTOSAHHBIM
BO3BpaIllleHeM — YIIOPOM Ha TOHUKY).

Aprorpad Bapumamuii He coxpa-
HujacA. TUTyJIbHBIN JINCT IIEPBOTO HU3jAa-
Hus 1797 roga nMeer cienyioliee pasBep-
HyToe sariasue: X1I Variations | Pour le
Clavecin ou Piano-Forte | Sur la danse
Russe dansée par M-lle Cassentini | dans
le Ballet: das Waldmadchen || Composees
et dediées | a Madame La Comtesse de
Browne | née de Vietinghoff.

Par Louis van Beethoven.
A Vienne chez Artaria et Comp.

[ «12 Bapuanuii gyia KJaBeCUHA MU
doprennaHo Ha PYCCKUH TaHel, KOTOPLI
TaHIleBajga MagmMyaseiab KacceHTuHu B 6a-
Jaere «JlecHas meByirka». CouMHEHBI U II0-
CcBAIMNIeHLI MamaM rpadune npe DBpoyw,
yposkaeHHoN PutumHTODD.



Ludwig van Beethoven

Printed in Vienna by Artaria
and Comp. ]

Beethoven maintained friendly
relations with the family of von Browne
manifested in numerous dedications.
Besides these variations, three piano
sonatas, op. 10 and variations on the
terzetto from Sussmeyer's opera Soli-
man II were dedicated to Princess Anna
Margaretha. Grief over her early death
found an outcome in six spiritual songs
on the words by Gellert, op. 48. Beetho-
ven’s warm feelings for this family can
also be traced in the dedication of three
trios, Op. 9 to Count von Browne, where
Beethoven wrote that he dedicated "the
best of his writings to the first Maece-
nas of his muse”.

Variations on the Russian theme
are extraordinarily euphonic and ex-
pressive, these are like pictures of var-
ious moods (the poles of which are the
sorrowful and discreet ninth variation
and the scherzo fugato in the code). “A
gentle fragrance permeates this small
piece; each note breathes the warmth
of Beethoven’s feelings”, one of Bee-
thoven’s biographers wrote about this
cycle. The types of techniques used
here are extremely diverse, but light-
ness and elegance prevail everywhere.

* k%

In this edition, variations are
published by the redaction of Hans von
Billow (1830-1894), an outstanding
German pianist and teacher, conductor
and musical public figure, associate of
Liszt and Wagner. His work as a musi-
cian was primarily educational: he per-
formed new works in his symphony
concerts twice in a row, so that they
could be better perceived by the public,

t

JIionsurom BaH BeTxoBeHOM

Usmano B Benme y Aprapua u
KOMII. » |

C cembeii ¢oH DBpoym bBerxosen
TMOAIePKUBAJ APy KecKHue OTHOIIeHUd,
YBEKOBEUEHHbIE B MHOI'OUMCJIEHHBIX IIO-
cBamennax. KHarmae Anne Maprapere,
KpoMe HAaCTOAIIUX Bapualuii, OLIIN IIO-
CBAINIEHBI TaKiKe TpU (POPTElNUaHHBIE CO-
HaThl cou. 10 m Bapmamum Ha TepIeT U3
omepsl 3iocMmaiiepa «3oauman II». CKop6b
IO TOBOJY ee paHHell cMepTH HAIIlJIa TBOP-
YeCKOe BBIPaKeHUE B IIIECTH AYXOBHBIX
mecHAX Ha cJjoBa I'emnaepra, cou. 48. O
TEIJIBIX YYBCTBAX, KOTOPHIE IIUTAJ KOMIIO-
3UTOP K DTOH CeMbe, CBUIETEJILCTBYET U
nocssainenue rpagdgy ¢Gou DBpoymy Tpex
Tpuo cou. 9, B Koropom BerxoBen mwurier,
YTO MOCBSIIAET «IIePBOMY MEIEHATY CBOeIi
MY3bI JIyUIllee U3 CBOUX COUMHEHUH ».

Bapumanmum Ha  pyccKyl  Temy
HeoOBIYaliHO OJIaro3BYYHBLI U BbIpPasu-
TeJbHBI — 9TO KaK Obl KApPTHHLI Pa3HO00-
PasHBIX HACTPOEHUH (IOJIOCAMU KOTOPBLIX
SAIBJISIIOTCA CKOPOHO-COCPENOTOUEHHAS [e-
BsTas Bapualus M CKepIlo3HOoe (Pyraro B
Kozme). «HexHBIM apomMaToM IIPOHM3AHO
BCe 9TO HeOOJbIIIOE IIPOM3BEIEHNEe; KaK-
Jas HOTA OBIIINAT TEIJOTOH 0eTXO0BEHCKOI'0
YyBCTBa», — IMUCAJ 00 3TOM ITUKJIE OJMH U3
ouorpagos Berxosenma. Buabl TeXHUKH,
IpUMeHEHHBIE 3/1eCh, UPE3BhIUaiHO Pa3Ho-
00pasHbl, HO IIPX OSTOM BCIOLY TI'OCIIOJ-
CTBYET JIETKOCTb U U3AIIECTBO.

E

B macrosineM uM3mgaHWUM BapUAIlUN
nyoaukyooTcesa B pegakmuu 'arca ¢pou Bro-
goBa (1830—-1894), BeImaroierocs HeMell-
KOr0o IMMAaHNCTa-NUCIIOJHUTENA W IIemarora,
IUPpUIKEPa U MY3bIKAJIbHO-O0II[eCTBEHHOT'O
nesaTeJis1, cmoaBH:KHUKA JIucra m Baruepa.
Ero mesarenbHOCTh KaK MY3LIKAHTA ObLIA B
TePBYIO OoUuepenb IIPOCBETUTEIbCKOM: s



his piano lessons and lectures were de-
signed not only for the performers, but
also for numerous listeners, attending
these lessons. Finally, Bulow first in-
troduced pedagogical publications with
commentaries containing methodologi-
cal advice, which were aimed to precise
understanding the author's intention
of the work and recommended this or
that pianistic technique to achieve the
desired result. Such publications played
an extraordinarily positive role in the
fight against a thoughtless approach to
piano performance, contributing to an
increase in the general musical and ped-
agogical level.

Numerous redactions of works
by Bach, Handel, Scarlatti, Haydn, Mo-
zart, Beethoven, Mendelssohn, Chopin
and others were made by Bulow. But
however in the works by old masters
Biillow (apparently wanting to bring
them closer to his time) often allowed
arbitrary changes to the text, intro-
duced strange, in our opinion, dynam-
ics, in Beethoven’s music his talent as
an interpreter was manifested very
tactfully and versatile. His editions of
Beethoven's compositions (sonatas op.
13, 26, 27, 31; Thirty-two variations,
three early variations cycles, Fantasia
with a choir, piano works, starting
with op. 53) are of outstanding interest
to the present.

In the preface to his redaction of
Beethoven’s three early variations cy-
cles (D major, A major and F major)
Bulow says that “Beethoven’s personal-
ity is already manifested so strongly
that it makes the features of his prede-
cessors and immediate teachers visible
here only on the background. This is
primarily manifested in compositional
technique. On each page, you can find
a new, still not existing. Nowhere does

interrupt the flow of ingenuity with
respect to original technical figures or

TOTO UTOOBI HOBBLIE€ ITPOMBBENEHUS JIYUIIle
yCBamBaJuCh MyOJUKOM, OH UCIIOJHAJ UX
B CBOUX CHUM(POHHUYECKMX KOHIIEpPTaxX IIO
IBa pasa HOOAPAN, ero QoprenuaHHbIE
YPOKU-JIEKIINX ObLIM pPacCUMTAHBI He
TOJBKO HAa caMUX HCIIOJHUTEJeH, HO U Ha
MHOTOYMCJIEHHBIX CJIyIIaTesieii, IPUCYT-
CTBOBABIIIUX Ha 9TUX ypoKax. Hakowmerr,
BrosioB BIepBhIe BBeJ IIefarornyecKue ms-
IaHWUS ¢ KOMMEHTAPUAMHU, COAEePIKAIIUMU
MEeTOAMYECKUEe COBETHI, KOTOphIe OBLIN
HaIpaBJIEHbI HAa TOYHOE IPOHUKHOBEHUE B
aBTOPCKUI 3aMbICeJ ITPOM3BEEHUSA U pe-
KOMEHJOBaJIN [IJIsI JOCTUKEHUS HYKHOTO
pesyabTaTa TOT WMJIM WHOM NHaHUCTUYE-
ckuii mpueM. Taxkwme u3maHmUs CuITPAIHN
HEOOBIYallHO IIOJIOKUTEJIFHYI0 pOJIb B
6opnbe mpoTHB 0e3OYMHOTO IMOAXOZA K
dopTennmaHHOMY WCHOJHUTEJILCTBY, CIIO-
CcOOCTBYSA IIOBBIIIIEHUIO OOINEr0 MYS3bI-
KaJbHO-IIeIaroruuyecKoro ypoBHs.

BrosoBy mnpuHamie:xaT MHOTOYIKC-
JeHHbIe pefaKkIuy OpousBenenuin bBaxa,
Teupensa, Cxkapaarrtu, Iaitigaa, Moapra,
BerxoBena, Mennenbcouna, Illomnena u apy-
rux. Ho ecim B mpomsBemeHUSAX CTaPBIX
MacTepoB BiosioB (Imo-BUIMMOMY, Kejaasa
OpUOINU3UTh UX K CBOEMY BPEeMEHM) YaCTO
IOIIyCKaJl IIPOM3BOJIbHEIE U3MEHEeHUA TeK-
cTa, BBOAWJ CTPAHHYIO, Ha HAII B3TJIAL,
IVNHAMHUKY, TO B MYy3bIKe BeTxoBeHa ero
TAJIaHT IeJarora-uHTEPIPETaTopa IIPo-
SABUJICS OYEeHb TAKTUYHO M MHOTOT'DAHHO.
Ero pemakmmm 0eTXOBEHCKUX COUMHEHUI
(comarsr cou. 13, 26, 27, 31; «Tpunmmarb
IBe BapHallii», TPU PAHHUX BapHUAaIlOH-
HBIX IIUKJIa, PaHTa3Usa ¢ XOPOM, (DOPTEIIH-
aHHbBIe IPOM3BEAEHUA, HAUMHAA C COU. H3)
IPEICTABIAIOT BBIAAIOININNCA WHTEpeC u
II0 HACTOsAIee BpeMs.

B nmpeguciaoBuu K cBOeMy M3TaHUIO
TpexX PaHHUX BapUaIlMOHHLIX ITUKJIOB Ber-
XoBeHa (pe MaKop, Ja MaxKkop u ¢a Ma-
JKop) BroyioB roBopuT, UTO B HUX «HUHIU-
BUIYaJbHOCTh DBeTXOBeHa IIPOABISIETCS
y3Ke HACTOJbKO CHUJIBHO, UTO 3aCTaBJIAET
OTCTYIIUTDL HA 3aJHUY ILJIAH 3aMETHBIE eIlé



piano sound effects. From the purely
musical point of view, the use of poly-
phonic and polymorphic combinations
is equally rich. Everything sparkles, so
to speak, with sudden insights. In such
finds, alternately outweighs inspira-
tion and analysis (both of these con-
cepts, in fact, cannot be separated, but
should be combined in artistic thought-
ful meditation — because without fan-
tasy analysis will be fruitless), but here
it does not change the essence of the
matter, because there is no pattern any-

where...

Paying attention to the natural
development in Beethoven’s music, to
its wholeness, Biilow very subtly char-
acterizes the dialectic of his work:
"... the Beethoven’s creative process is
based on some kind of conscious natu-
ral principle of continuous destruction
and rebirth. Hence, the convincing har-
mony of unity and diversity ... " But,
proceeding from this, "one should not
conclude that these variations demon-
strate an already mature master; it’s
learning the formation of the master
that may be the most instructive and
interesting. Even if we consider them
only “partially successful experi-
ments,” in this case, they will enable
the attentive observer to clearly see the
development process of Beethoven's
style, to look into the very sprout of his
talent, in his spiritual laboratories.”
Biuilow considers these variations as a
masterpiece and says that they “may
seem outdated only if the pianist intro-
duces in the performance the coquetry
of rococo completely inappropriate
here”.

In his edition of the Nine Varia-
tions, Bulow changed the phrasing, the
dynamic plan, the tempo directions, the
spacing of the material on the staves.
He added fingering and in some cases
steams indicating a hidden voice, and

3leCh YepThl €ro MNPeaIleCTBeHHUKOB U
HEMOCPEACTBEHHLIX yuuTegeii. B mepByro
ouepenb 3TO IIPOABJAETCS B OTHOIIEHUU
TexHUKU. Ha KaKIol cTpaHuIle MOXKHO
HaWTH HOBOE, IO CHX IIOp eIle He CcyIle-
cTBoBaBIliee. Hurnme He mpepniBaeTcs IO-
TOK M300peTaTeJbHOCTH B OTHOIIEHUU
OPUTHHAJBHBIX TEeXHUUYECKUX (GUTyp HJIN
doprenmaHHBIX 3BYKOBBIX 3a(derToB. C
TOUKM 3PEHUA UNCTO MY3BIKAJIbHOI CTOJb
JKe OoraTo W IIpuUMeHeHUe IoJudOoHUUe-
CKUX U moauMOpP(HBIX KoMOwmHarmii. Bece
CBEpKaeT, eClIM MOXKHO TaK BBIPA3UTHCH,
BHE3AITHLIMM  O3apeHusaMu. B  Takux
HAXOOKAaX IIOIepPeMeHHO IIePeBeIInBaeT TO
BIOXHOBEHUE, TO aHaau3 (oba 5TH IIOHS-
THUsI, COOCTBEHHO, HE MOTYT Pa3AessaThCH,
a JTOJKHBI OBITH OOBEeAMHEHBI B XYmOXKe-
CTBEHHOM pPAa3MbLINLICHUN-MeIUTAIIUN —
Beob 0e3 (haHTasum um amaiaums Oymer Oec-
MJIOOHELIM), HO 3/IeCh 9TO He MEeHseT cyIIe-
CcTBa JOeja, IOTOMY YTO HHUIAE HET HUKa-
Koro mrabJioHa...»

O6paiiasgs BHUMaHNEe Ha €CTeCTBEeH-
HOCTBHb PAa3BUTUA B MY3bIKE BeTXOBeHa, Ha
ee IeJIbHOCTh, DIOJIOB OUeHb TOHKO Xapak-
TEePU3yeT IOUAJEKTUKY €ero TBOPYEeCTBAa:
«...0eTXOBEHCKUH TBOPUECKUU IIpoIiecc Oa-
3UPYeETCs B OIIPEIeIEHHON CTeIIeH: Ha 0CO-
3HAHHOM TIPWUPOTHOM HPUHITHUIIE Oecipe-
PBIBHOTO pAaspyllleHHs M BO3POMKICHUI.
Orcroma e um yOeguTeJabHAA TapMOHUS
eIUHCTBA 1 MHOrooopasusd...» Ho, ucxonsa
W3 9TOr0, «HEe CJHeAyeT IejaTh BBIBOI, UTO
9TU Bapualluu JEeMOHCTPUPYIOT yKe I'OTO-
BOI'O MacTepa; KakK pas M3y4YeHUe CTAHOB-
JIEHIS MOXKET OKas3aThCsA HauboJiee IOyUun-
TE€JIbHBIM W HNHTEPECHBbIM. " JaxKe ecjin
CUnUTaTh MX TOJBKO «4YaCTHUYHO YJaBIIIN-
MHCA IKCIIEpUMEHTaMn», TO OHU U B 3TOM
caydae OagyT BO3MOXKHOCTh BHMMATEJb-
HOMY HAOJ/IOZATEN 0 SICHO YBHUAETH IIPO-
Iecc pasBUTHUA ocobeHHOocTel cTuias Ber-
XOBeHAa, 3arJISHYTb B CaMble POCTKH €ro
MacTepcTBa, B €ro AyXOBHBIE JaboparTo-
puu». OTH Bapuanuu BIOJIOB cUMTaeT Iie-
JE€BPOM M I'OBOPHUT, UTO OHU «MOI'YyT IIOKa-
3aThCA yCTAPEJIBbIMI TOJBKO B TOM CJIydYae,



in some places changed the musical text
(based on similar episodes), in order to
enrich the sound of the bass in the coda
he wrote out the ossia stave. In the
comments, he gave a number of in-
structions that are valuable not only
for students, but also for teachers.

This edition mainly contains the
text of Bulow. We have made a number
of remarks concerning the changes in
the musical text, mainly made by Bi-
low (specified everywhere), as well as
the questions of phrasing (it is not al-
ways possible to agree with it, since Bu-
low, not really understanding the Rus-
sian folk song, is trying to artificially
divide the solid five-bars construction
in two phrases). Due to the high prev-
alence and availability of the original
version of these variations, the remain-
ing changes (tempo, etc.) are not men-
tioned. Explicit typos of the Bulow’s
edition have been corrected uncondi-
tionally.

N. Kopchevsky

€CJIM WCIIOJHUTEIb IPUBHECET B CBOIO UTPY
COBEPINIEHHO HEYMECTHOE 37eCh KOKETCTBO
POKOKO».

B cBoem umamanuu «JleBsaATu Bapua-
nuii» BrosoB usMeHusa ppasupoBKY, JUHA-
MUUYECKHI IJIaH, TEeMIIOBble YKAa3aHWs,
pacipenesieHne MaTepuaJja Ha HOTHBIX
cramax. OH H0o0aBUJ aNIJINKATYypy, B He-
KOTOPBIX CJAyYaAX IIPUIKUCAJ IIITHIN, YKAa-
3BIBAIOINME HA CKPBLITOE T'OJIOCOBEIEHUE, a
B pAlle MeCT M3MEHNJ HOTHBIN TeKcT (Ha
OCHOBAHWU AaHAJOTUYHBLIX SIIM3070B), B
KOJle ¢ IIeJIbI0 o0oraleHusa 3ByuaHusd Oaca
BbeIOMCAJ OSsia. B KoMMeHTapmaAXx OH Aaj
IeJblil pAN yKasaHUU, IPeICcTaBJIAIONINX
IEHHOCTh He TOJIbKO [JISI y4alliuXcs, HO U
IJIS TIeJaroros.

B HaCToOdAIlleM M3JaHNM B OCHOBHOM
coxpaneH Tekct Brsaosa. Hamm cpenan
MeJbIA PAN IPpUMEUYaHUH, KacaloluXcs
IPEenMyIIeCTBeHHO CHeJIaHHBIX BroJoBBEIM
M3MEHEeHUI HOTHOrO TeKcTa (Besle OroBO-
PEeHHBIX), a TaKyKe BOIPOCOB (PPasupoOBKU
(c Hell He Bcerga MOMXHO COIVIACUTBLCSH, TAK
Kax BroJsoB, He MOHMMASA II0-HACTOSAIIEMY
PYCCKYIO HAPOAHYIO IIECHIO, IILITAETCS KC-
KYCCTBEHHO PAaCUJIEHUTh I[eJIbHOE IIATHU-
TAKTOBOE IIOCTPOEHME HAa JBa IIPEIJIONKe-
HUs). BeaemcTBue 00JBIION pacmpocTpa-
HEHHOCTHN MW OJOCTYIITHOCTHU OpI/IPI/IHaJIBHOﬁ
BepCUU 3TUX Bapualiuil ocTajbHbIe M3Me-
HeHus (TeMIbl ¥ T.A.) He YIOMHUHAIOTCS.
SIBHBIE oOIleuaTKu ONOJOBCKOTO W3TAHUSI
WCIIPaBJeHbI 6€30TOBOPOYHO.

H. KomueBckuii
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