
given   by   the   end   of   the   year). 

variations cycles, ingenious features ap-

quintet, ensembles for winds, a number 

let “The Forest Girl” by Wranitzky and 

3

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, 

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 

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-

Kinsky, which had great success in Vi-
enna in 1796 (the date of premiere was 
September 23; 16 performances were 

ÏÐÅÄÈÑËÎÂÈÅ 

 

Äâåíàäöàòü âàðèàöèé áûëè íàïè-
ñàíû Áåòõîâåíîì â 1796 ãîäó è âïåðâûå 
îïóáëèêîâàíû áåç îáîçíà÷åíèÿ îïóñà â 
1797 ãîäó. Ê ýòîìó âðåìåíè ìîëîäîé 
Áåòõîâåí óæå ÿâëÿåòñÿ àâòîðîì ìíîãèõ 
ñî÷èíåíèé, ñâèäåòåëüñòâóþùèõ î 
íåóñòàííîé ðàáîòå êîìïîçèòîðà íàä ñî-
âåðøåíñòâîâàíèåì ñâîåãî ìàñòåðñòâà. 
Èì óæå íàïèñàíû ìíîãî÷èñëåííûå êà-
ìåðíûå ïðîèçâåäåíèÿ: ñòðóííûå òðèî, 
ôîðòåïèàííûå êâàðòåòû, êâèíòåò, àí-
ñàìáëè äëÿ äóõîâûõ, öåëûé ðÿä ïåñåí, 
â òîì ÷èñëå çíàìåíèòàÿ «Àäåëàèäà», 
ïåðâûå ÷åòûðå ñîíàòû äëÿ ôîðòåïèàíî. 
Íåäàëåêî òî âðåìÿ, êîãäà áóäóò ñîçäàíû 
òðè ñîíàòû ñî÷. 10 è «Ïàòåòè÷åñêàÿ». 
Õàðàêòåðíî, ÷òî â ýòè ãîäû òâîð÷åñêîãî 
ñòàíîâëåíèÿ îñîáîå âíèìàíèå óäåëÿåòñÿ 
êîìïîçèòîðîì ðàáîòå íàä âàðèàöèîííîé 
ôîðìîé. Ïî÷òè åæåãîäíî ïîÿâëÿþòñÿ 
íîâûå öèêëû âàðèàöèé, à â 1795 (ãîä 
ïåðååçäà â Âåíó) è â 1799 ãîäàõ Áåòõî-
âåí ïèøåò ïî òðè âàðèàöèîííûõ öèêëà. 
Òåìàìè âàðèàöèé áîëüøåé ÷àñòüþ ÿâëÿ-
ëèñü ïîïóëÿðíûå ïåñåíêè èëè ìåëîäèè 
èç îïåð è áàëåòîâ. Íî óæå â ýòèõ ðàííèõ 
âàðèàöèîííûõ öèêëàõ ïðîÿâëÿþòñÿ ãå-
íèàëüíûå ÷åðòû, ïðåäâåùàþùèå ñòèëü 
áóäóùåãî âåëèêîãî ìàñòåðà. Ýòè âàðèà-
öèè îòëè÷àþòñÿ îò ðàñïðîñòðàíåííîãî â 
òî âðåìÿ òèïà âàðèàöèé êîìïîçèòîðîâ-
âèðòóîçîâ ñòðîéíîñòüþ ôîðìû, òùà-
òåëüíîñòüþ â ðàçðàáîòêå äåòàëåé è, ñà-
ìîå ãëàâíîå, òîíêîñòüþ è íåîæèäàííî-
ñòüþ èçìåíåíèé òåìû, åå îñòðîóìíûì 
ïåðåîñìûñëåíèåì. 

Â êà÷åñòâå òåìû äëÿ ïóáëèêóå-
ìûõ âàðèàöèé ïîñëóæèë ðóññêèé òàíåö 
èç áàëåòà Âðàíèöêîãî è Êèíñêîãî «Ëåñ-
íàÿ äåâóøêà», èìåâøåãî áîëüøîé óñïåõ 
â Âåíå â 1796 ãîäó (ïðåìüåðà ? 23 ñåí-
òÿáðÿ; äî êîíöà ãîäà äàíî 16 ñïåêòàê-
ëåé). Ïóáëèêå îñîáåííî íðàâèëñÿ «Ðóñ-



ñâÿùåíû ìàäàì               äå Áðîóí, 
nee Vietinghoff.
cated to Madame Countess de Browne, 

   The  audience  especially  liked 

          (Flotenuhr)«÷àñîâ ñ ìóçûêîé»                 . 

Browne || nee de Vietinghoff. 
et dediees || à Madame La Comtesse de 
le Ballet: das Waldmadchen || Composees 
Russe dansee par M-lle Cassentini || dans 

selle Cassentini danced in the ballet 
"The Forest Girl ". Composed and dedi-

óðîæäåííîé Ôèòèíãîôô.

characteristic for European music 
(while the Russian original is based on 
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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 
(1745B1804). 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 

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 
dansee par M-lle Cassentini || dans le 
Ballet: das Waldmadchen || Composees 
et dediees || à Madame La Comtesse de 
Browne || nee de Vietinghoff. 

Par Louis van Beethoven. 

A Vienne chez Artaria et Comp. 

["12 variations for harpsichord or pi-
ano on Russian dance, which Mademoi-

ñêèé òàíåö». «Âåíñêàÿ ãàçåòà» ïèñàëà â 
ðåöåíçèè îò 28 ñåíòÿáðÿ: «×óæåçåìíûå 
òàíöû, îñîáåííî ìîñêîâèòñêèé òàíåö, 
äîñòàâèëè íåîáû÷àéíîå íàñëàæäåíèå». 

Ëþáîïûòíî îòìåòèòü, ÷òî â êëà-
âèðå áàëåòà ýòîò òàíåö îçàãëàâëåí êàê 
«Russe par Jarnovich», òî åñòü ÷òî òàíåö 
çàèìñòâîâàí ó èçâåñòíîãî â òî âðåìÿ 
õîðâàòñêîãî ñêðèïà÷à-âèðòóîçà ßðíî-
âèêà (1745?1804). Ýòà æå ìåëîäèÿ, 
ïðåäñòàâëÿþùàÿ ñîáîé âàðèàíò «Êàìà-
ðèíñêîé», óæå è ðàíüøå áûëà èñïîëü-
çîâàíà â àâñòðèéñêîé ìóçûêå: â 1772 
ãîäó Ãàéäí ñî÷èíèë íà íåå ïüåñó äëÿ 

Íî, áóäó÷è, ïåðåñàæåííîé íà 
÷óæäóþ åé ïî÷âó, ýòà òåìà ïîäâåðãëàñü 
íåêîòîðîé «åâðîïåèçàöèè»: ñîõðàíèâ 
íåêâàäðàòíîå ñòðîåíèå è «ýêçîòè÷å-
ñêèé» äëÿ òîãäàøíåãî ñëóøàòåëÿ îá-
ëèê, îíà â òî æå âðåìÿ ïðèîáðåëà ïåðè-
îäè÷íîñòü ñòðóêòóðû ñ õàðàêòåðíûìè 
äëÿ åâðîïåéñêîé ìóçûêè êàäàíñàìè íà 
òîíèêå è íà äîìèíàíòå (â òî âðåìÿ êàê 
ðóññêèé îðèãèíàë ñòðîèòñÿ íà âàðèàíò-
íîì ïîâòîðåíèè ïîïåâîê ñ ïîñòîÿííûì 
âîçâðàùåíèåì ? óïîðîì íà òîíèêó). 

Àâòîãðàô âàðèàöèé íå ñîõðà-
íèëñÿ. Òèòóëüíûé ëèñò ïåðâîãî èçäà-
íèÿ 1797 ãîäà èìååò ñëåäóþùåå ðàçâåð-
íóòîå çàãëàâèå: XII Variations || Pour le 
Clavecin ou Piano-Forte || Sur la danse 

Par Louis van Beethoven. 

A Vienne chez Artaria et Comp. 

[«12 âàðèàöèé äëÿ êëàâåñèíà èëè 
ôîðòåïèàíî íà ðóññêèé òàíåö, êîòîðûé 
òàíöåâàëà ìàäìóàçåëü Êàññåíòèíè â áà-
ëåòå «Ëåñíàÿ äåâóøêà». Ñî÷èíåíû è ïî-

.. 

.. 
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.. 
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published by the redaction of Hans von 

of Beethoven’s feelings", one of Bee-
piece; each note breathes the warmth 

trios, Op. 9 to Count von Browne, where 

Margaretha. Grief over her early death 

terzetto from Sussmeyer's opera Soli-

relations with the family of von Browne

                âàí Áåòõîâåíîì 

pressive, these are like pictures of var-
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         Ludwig van Beethoven 

Printed in Vienna by Artaria 
and Comp. ”] 

 

 Beethoven maintained friendly 

manifested in numerous dedications. 
Besides these variations, three piano 
sonatas, op. 10 and variations on the 

man II were dedicated to Princess Anna 

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 

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-

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 

thoven’s biographers wrote about this 
cycle. The types of techniques used 
here are extremely diverse, but light-
ness and elegance prevail everywhere. 

* * * 

In this edition, variations are 

Bulow (1830B1894), 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

Èçäàíî â Âåíå ó Àðòàðèà è 
êîìï.»] 

 Ñ ñåìüåé ôîí Áðîóí Áåòõîâåí 
ïîääåðæèâàë äðóæåñêèå îòíîøåíèÿ,

óâåêîâå÷åííûå â ìíîãî÷èñëåííûõ ïî-
ñâÿùåíèÿõ. Êíÿãèíå Àííå Ìàðãàðåòå, 
êðîìå íàñòîÿùèõ âàðèàöèé, áûëè ïî-
ñâÿùåíû òàêæå òðè ôîðòåïèàííûå ñî-
íàòû ñî÷. 10 è âàðèàöèè íà òåðöåò èç 
îïåðû Çþñìàéåðà «Çîëèìàí II». Ñêîðáü 
ïî ïîâîäó åå ðàííåé ñìåðòè íàøëà òâîð-
÷åñêîå âûðàæåíèå â øåñòè äóõîâíûõ 
ïåñíÿõ íà ñëîâà Ãåëëåðòà, ñî÷. 48. Î 
òåïëûõ ÷óâñòâàõ, êîòîðûå ïèòàë êîìïî-
çèòîð ê ýòîé ñåìüå, ñâèäåòåëüñòâóåò è 
ïîñâÿùåíèå ãðàôó ôîí Áðîóíó òðåõ 
òðèî ñî÷. 9, â êîòîðîì Áåòõîâåí ïèøåò, 
÷òî ïîñâÿùàåò «ïåðâîìó ìåöåíàòó ñâîåé 
ìóçû ëó÷øåå èç ñâîèõ ñî÷èíåíèé». 

 Âàðèàöèè íà ðóññêóþ òåìó 
íåîáû÷àéíî áëàãîçâó÷íû è âûðàçè-
òåëüíû ? ýòî êàê áû êàðòèíû ðàçíîîá-
ðàçíûõ íàñòðîåíèé (ïîëþñàìè êîòîðûõ 
ÿâëÿþòñÿ ñêîðáíî-ñîñðåäîòî÷åííàÿ äå-
âÿòàÿ âàðèàöèÿ è ñêåðöîçíîå ôóãàòî â 
êîäå). «Íåæíûì àðîìàòîì ïðîíèçàíî 
âñå ýòî íåáîëüøîå ïðîèçâåäåíèå; êàæ-
äàÿ íîòà äûøèò òåïëîòîé áåòõîâåíñêîãî 
÷óâñòâà», ? ïèñàë îá ýòîì öèêëå îäèí èç 
áèîãðàôîâ Áåòõîâåíà. Âèäû òåõíèêè, 
ïðèìåíåííûå çäåñü, ÷ðåçâû÷àéíî ðàçíî-
îáðàçíû, íî ïðè ýòîì âñþäó ãîñïîä-
ñòâóåò ëåãêîñòü è èçÿùåñòâî. 

 

* * * 

 Â íàñòîÿùåì èçäàíèè âàðèàöèè 
ïóáëèêóþòñÿ â ðåäàêöèè Ãàíñà ôîí Áþ-
ëîâà (1830?1894), âûäàþùåãîñÿ íåìåö-
êîãî ïèàíèñòà-èñïîëíèòåëÿ è ïåäàãîãà, 
äèðèæåðà è ìóçûêàëüíî-îáùåñòâåííîãî 
äåÿòåëÿ, ñïîäâèæíèêà Ëèñòà è Âàãíåðà. 
Åãî äåÿòåëüíîñòü êàê ìóçûêàíòà áûëà â 
ïåðâóþ î÷åðåäü ïðîñâåòèòåëüñêîé: äëÿ 

concerts twice in a row, so that they 
could be better perceived by the public, 

.. 

 

Ëþäâèãîì 

.. 
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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 
Bulow (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

òîãî ÷òîáû íîâûå ïðîèçâåäåíèÿ ëó÷øå 
óñâàèâàëèñü ïóáëèêîé, îí èñïîëíÿë èõ 
â ñâîèõ ñèìôîíè÷åñêèõ êîíöåðòàõ ïî 
äâà ðàçà ïîäðÿä, åãî ôîðòåïèàííûå 
óðîêè-ëåêöèè áûëè ðàññ÷èòàíû íå 
òîëüêî íà ñàìèõ èñïîëíèòåëåé, íî è íà 
ìíîãî÷èñëåííûõ ñëóøàòåëåé, ïðèñóò-
ñòâîâàâøèõ íà ýòèõ óðîêàõ. Íàêîíåö, 

Áþëîâ âïåðâûå ââåë ïåäàãîãè÷åñêèå èç-
äàíèÿ ñ êîììåíòàðèÿìè, ñîäåðæàùèìè 
ìåòîäè÷åñêèå ñîâåòû, êîòîðûå áûëè 
íàïðàâëåíû íà òî÷íîå ïðîíèêíîâåíèå â 
àâòîðñêèé çàìûñåë ïðîèçâåäåíèÿ è ðå-
êîìåíäîâàëè äëÿ äîñòèæåíèÿ íóæíîãî 
ðåçóëüòàòà òîò èëè èíîé ïèàíèñòè÷å-
ñêèé ïðèåì. Òàêèå èçäàíèÿ ñûãðàëè 
íåîáû÷àéíî ïîëîæèòåëüíóþ ðîëü â 
áîðüáå ïðîòèâ áåçäóìíîãî ïîäõîäà ê 
ôîðòåïèàííîìó èñïîëíèòåëüñòâó, ñïî-
ñîáñòâóÿ ïîâûøåíèþ îáùåãî ìóçû-
êàëüíî-ïåäàãîãè÷åñêîãî óðîâíÿ. 

 Áþëîâó ïðèíàäëåæàò ìíîãî÷èñ-
ëåííûå ðåäàêöèè ïðîèçâåäåíèé Áàõà, 
Ãåíäåëÿ, Ñêàðëàòòè, Ãàéäíà, Ìîöàðòà, 
Áåòõîâåíà, Ìåíäåëüñîíà, Øîïåíà è äðó-
ãèõ. Íî åñëè â ïðîèçâåäåíèÿõ ñòàðûõ 
ìàñòåðîâ Áþëîâ (ïî-âèäèìîìó, æåëàÿ 
ïðèáëèçèòü èõ ê ñâîåìó âðåìåíè) ÷àñòî 
äîïóñêàë ïðîèçâîëüíûå èçìåíåíèÿ òåê-
ñòà, ââîäèë ñòðàííóþ, íà íàø âçãëÿä, 
äèíàìèêó, òî â ìóçûêå Áåòõîâåíà åãî 
òàëàíò ïåäàãîãà-èíòåðïðåòàòîðà ïðî-
ÿâèëñÿ î÷åíü òàêòè÷íî è ìíîãîãðàííî. 
Åãî ðåäàêöèè áåòõîâåíñêèõ ñî÷èíåíèé 
(ñîíàòû ñî÷. 13, 26, 27, 31; «Òðèäöàòü 
äâå âàðèàöèè», òðè ðàííèõ âàðèàöèîí-
íûõ öèêëà, Ôàíòàçèÿ ñ õîðîì, ôîðòåïè-
àííûå ïðîèçâåäåíèÿ, íà÷èíàÿ ñ ñî÷. 53) 
ïðåäñòàâëÿþò âûäàþùèéñÿ èíòåðåñ è 
ïî íàñòîÿùåå âðåìÿ. 

 Â ïðåäèñëîâèè ê ñâîåìó èçäàíèþ 
òðåõ ðàííèõ âàðèàöèîííûõ öèêëîâ Áåò-
õîâåíà (ðå ìàæîð, ëÿ ìàæîð è ôà ìà-
æîð) Áþëîâ ãîâîðèò, ÷òî â íèõ «èíäè-
âèäóàëüíîñòü Áåòõîâåíà ïðîÿâëÿåòñÿ 
óæå íàñòîëüêî ñèëüíî, ÷òî çàñòàâëÿåò 
îòñòóïèòü íà çàäíèé ïëàí çàìåòíûå åùё 

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

.. 

.. 

.. 

.. 



strate an already mature master; it’s 

where... " 
matter, because there is no pattern any-

acterizes  the  dialectic  of  his  work: 
"... the Beethoven’s creative process is 

mony of unity and diversity ... " But, 
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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 B because without fan-
tasy analysis will be fruitless), but here 
it does not change the essence of the 

Paying attention to the natural 
development in Beethoven’s music, to 
its wholeness, Bulow very subtly char-

based on some kind of conscious natu-
ral principle of continuous destruction 
and rebirth. Hence, the convincing har-

proceeding from this, "one should not 
conclude that these variations demon-

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." 
Bulow 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. 

çäåñü ÷åðòû åãî ïðåäøåñòâåííèêîâ è 
íåïîñðåäñòâåííûõ ó÷èòåëåé. Â ïåðâóþ 
î÷åðåäü ýòî ïðîÿâëÿåòñÿ â îòíîøåíèè 
òåõíèêè. Íà êàæäîé ñòðàíèöå ìîæíî 
íàéòè íîâîå, äî ñèõ ïîð åùå íå ñóùå-
ñòâîâàâøåå. Íèãäå íå ïðåðûâàåòñÿ ïî-
òîê èçîáðåòàòåëüíîñòè â îòíîøåíèè 
îðèãèíàëüíûõ òåõíè÷åñêèõ ôèãóð èëè 
ôîðòåïèàííûõ çâóêîâûõ ýôôåêòîâ. Ñ 
òî÷êè çðåíèÿ ÷èñòî ìóçûêàëüíîé ñòîëü
 æå áîãàòî è ïðèìåíåíèå ïîëèôîíè÷å-
ñêèõ è ïîëèìîðôíûõ êîìáèíàöèé. Âñå 
ñâåðêàåò, åñëè ìîæíî òàê âûðàçèòüñÿ, 
âíåçàïíûìè îçàðåíèÿìè. Â òàêèõ 
íàõîäêàõ ïîïåðåìåííî ïåðåâåøèâàåò òî 
âäîõíîâåíèå, òî àíàëèç (îáà ýòè ïîíÿ-
òèÿ, ñîáñòâåííî, íå ìîãóò ðàçäåëÿòüñÿ, 
à äîëæíû áûòü îáúåäèíåíû â õóäîæå-
ñòâåííîì ðàçìûøëåíèè-ìåäèòàöèè ? 
âåäü áåç ôàíòàçèè è àíàëèç áóäåò áåñ-
ïëîäíûì), íî çäåñü ýòî íå ìåíÿåò ñóùå-
ñòâà äåëà, ïîòîìó ÷òî íèãäå íåò íèêà-
êîãî øàáëîíà…» 

 Îáðàùàÿ âíèìàíèå íà åñòåñòâåí-
íîñòü ðàçâèòèÿ â ìóçûêå Áåòõîâåíà, íà 
åå öåëüíîñòü, Áþëîâ î÷åíü òîíêî õàðàê-
òåðèçóåò äèàëåêòèêó åãî òâîð÷åñòâà: 
«…áåòõîâåíñêèé òâîð÷åñêèé ïðîöåññ áà-
çèðóåòñÿ â îïðåäåëåííîé ñòåïåíè íà îñî-
çíàííîì ïðèðîäíîì ïðèíöèïå áåñïðå-
ðûâíîãî ðàçðóøåíèÿ è âîçðîæäåíèÿ. 
Îòñþäà æå è óáåäèòåëüíàÿ ãàðìîíèÿ 
åäèíñòâà è ìíîãîîáðàçèÿ…» Íî, èñõîäÿ 
èç ýòîãî, «íå ñëåäóåò äåëàòü âûâîä, ÷òî 
ýòè âàðèàöèè äåìîíñòðèðóþò óæå ãîòî-
âîãî ìàñòåðà; êàê ðàç èçó÷åíèå ñòàíîâ-
ëåíèÿ ìîæåò îêàçàòüñÿ íàèáîëåå ïîó÷è-
òåëüíûì è èíòåðåñíûì. È äàæå åñëè 
ñ÷èòàòü èõ òîëüêî «÷àñòè÷íî óäàâøè-
ìèñÿ ýêñïåðèìåíòàìè», òî îíè è â ýòîì 
ñëó÷àå äàäóò âîçìîæíîñòü âíèìàòåëü-
íîìó íàáëþäàòåëþ ÿñíî óâèäåòü ïðî-
öåññ ðàçâèòèÿ îñîáåííîñòåé ñòèëÿ Áåò-
õîâåíà, çàãëÿíóòü â ñàìûå ðîñòêè åãî 
ìàñòåðñòâà, â åãî äóõîâíûå ëàáîðàòî-
ðèè». Ýòè âàðèàöèè Áþëîâ ñ÷èòàåò øå-
äåâðîì è ãîâîðèò, ÷òî îíè «ìîãóò ïîêà-
çàòüñÿ óñòàðåëûìè òîëüêî â òîì ñëó÷àå, 

He added fingering and in some cases 
steams indicating a hidden voice, and 

.. 

.. 

.. 



in some places changed the musical text 

in two phrases). Due to the high prev-

(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 Bu-
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 

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 

åñëè èñïîëíèòåëü ïðèâíåñåò â ñâîþ èãðó 
ñîâåðøåííî íåóìåñòíîå çäåñü êîêåòñòâî 
ðîêîêî». 

 Â ñâîåì èçäàíèè «Äåâÿòè âàðèà-
öèé» Áþëîâ èçìåíèë ôðàçèðîâêó, äèíà-
ìè÷åñêèé ïëàí, òåìïîâûå óêàçàíèÿ, 
ðàñïðåäåëåíèå ìàòåðèàëà íà íîòíûõ 
ñòàíàõ. Îí äîáàâèë àïïëèêàòóðó, â íå-
êîòîðûõ ñëó÷àÿõ ïðèïèñàë øòèëè, óêà-
çûâàþùèå íà ñêðûòîå ãîëîñîâåäåíèå, à 
â ðÿäå ìåñò èçìåíèë íîòíûé òåêñò (íà 

îñíîâàíèè àíàëîãè÷íûõ ýïèçîäîâ), â 
êîäå ñ öåëüþ îáîãàùåíèÿ çâó÷àíèÿ áàñà 
âûïèñàë ossia. Â êîììåíòàðèÿõ îí äàë 
öåëûé ðÿä óêàçàíèé, ïðåäñòàâëÿþùèõ 
öåííîñòü íå òîëüêî äëÿ ó÷àùèõñÿ, íî è 
äëÿ ïåäàãîãîâ. 

 Â íàñòîÿùåì èçäàíèè â îñíîâíîì 
ñîõðàíåí òåêñò Áþëîâà. Íàìè ñäåëàí 
öåëûé ðÿä ïðèìå÷àíèé, êàñàþùèõñÿ 
ïðåèìóùåñòâåííî ñäåëàííûõ Áþëîâûì 
èçìåíåíèé íîòíîãî òåêñòà (âåçäå îãîâî-
ðåííûõ), à òàêæå âîïðîñîâ ôðàçèðîâêè 
(ñ íåé íå âñåãäà ìîæíî ñîãëàñèòüñÿ, òàê 
êàê Áþëîâ, íå ïîíèìàÿ ïî-íàñòîÿùåìó 
ðóññêóþ íàðîäíóþ ïåñíþ, ïûòàåòñÿ èñ-
êóññòâåííî ðàñ÷ëåíèòü öåëüíîå ïÿòè-
òàêòîâîå ïîñòðîåíèå íà äâà ïðåäëîæå-
íèÿ). Âñëåäñòâèå áîëüøîé ðàñïðîñòðà-
íåííîñòè è äîñòóïíîñòè îðèãèíàëüíîé 
âåðñèè ýòèõ âàðèàöèé îñòàëüíûå èçìå-
íåíèÿ (òåìïû è ò.ä.) íå óïîìèíàþòñÿ. 
ßâíûå îïå÷àòêè áþëîâñêîãî èçäàíèÿ 
èñïðàâëåíû áåçîãîâîðî÷íî. 

      
   Í. Êîï÷åâñêèé 

.. 

.. 

.. 
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









dolce
sf

Allegretto q=96

legato

fp





ten. f p mf





cresc. f
dim. p ten.

non staccato leggiero

Var. I

ben tenuto






Thema. Air

1)
3 4 3

2



 

L. Beethoven

Л. Бетховен

(1770-1827)

 VARIATIONS                      ÂÀÐÈÀÖÈÈ

ON A RUSSIAN THEME        ÍÀ ÐÓÑÑÊÓÞ ÒÅÌÓ

  a)

1 3

 
 1

3

2

 
1 3

 


2

2

2
3 


4 3 2 2




  


 

2


b)

    1 3
4

1 1

4 3 1

6

 4 3


5

2)


1



                
       

        

              
      


        

       
         

  


        

           
       

        

 
 


 


 


 

          
      

       
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







grazioso msf dolce





p
pp

mf p

mf f

sf





sf mp

1.

ben tenuto cresc.

2.

Var. II

leggieramente e vivamente staccato


3 4 3 4 

1 3


3 3
     



 1

3 3

2

3)

 
2    

1

 4    2 
1


1

1




 



  1

4
3

4 3 4

 
2

4


5

    


 с) 4

   


2
3


1

4) 
1

       
2

               
1

   

           
 


 


 


 

 

         

                            

  
        

                          


   

          
  



 


 


 

  
           

            

            


                             
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