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BRETCH OF THE

HISTORY OF THE VIOLIN.

Fi e “fnstranment.

5y

WJAESPITE all contrary asscrtions, based upon pretended
"'”--f o moenuments, Oricntal, Greek, and Roman antiquity was
unaciuaiited with istruments playved with a bow. Neither
India nor Igypt furnish the least traces of them ; nor do Greece
and Haly; nor, mn fact, does the whele of the old civilized
world. As I slated in the * Résumé Philosophique de PHistoire
de la Musique,” the bow comes from the West; it was intro-
ducecd mto the whole of Europe by the western nations.  Though
Viols ure found among the modern Arabs in Persia and Turkey,
they were taken there by Huropeans in the time of the Crusades.
The Goudock of the Russian peasant, and the Crwth of he
ancient Irish, appear to proceed from the highest antiouity, and
to have Leen the type of mstruments of this nature.  The Insh
chroniclers speak of mnsicluns who, in the sixth century, were
celebrated for their talent on the Crwth, o species of Viol with
stx strings ; and Venance Forlupat, a Latin poet who wrote In
bog, states distinctly that this msirument belonged to Great
Britain.

It 15 not my intentlion to lollow up here the varlous trans-
formations of bow instruments in the middle ages; 1t will sufhice
Lo observe that there were Tequent changes m them from the
thirteenth to the sixteenth century; as wuch in the common
kinds, vulgarly called iu French Rebee, and in German Gelge
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ohne Bunde (Viclins withont band or side picces), which posscssed
only three strings, as in the miproved Viols, the body of which
was formed of Lelly and back joined by side pieces, as in our
Violins, Tenors, and Basscs.  The smaller kinds also possessed
only three strings; the larger kind had four; there weore also
others with five, six, and seven strings.

In the middle ages, the Rebee, called Rubebbe, possessed bint
two strings. 1t s the same instrument which in Asabia acrjuired
the name of Rebab,  Trom the fifteenth century it Is found with
its three strings. This instroment took nearly the form of a
mandoline ; the neck and the body being fored of a single plece,
the fingerboard being as wide as the entire instrument, and
reaching within a shert distance of the bridge.  No passage was
left for the bow i the body of the instrument, but the body was
very narrow, and the bridge formed a poin for the middle sting
to rest upon, so that this string could he wuoched by the bow
without touching the others,  Like all instruments later than the
fifteenth century, the Rebee was made of four different sizes, the
sarlest of which was called Discant, or upper; then [ollowed, in
progressively laeger proportions, the Al, the Tenor, and the Bass,
The dancing-master's Kil, of the latter years of the eighteemh
century, was all that remalned of the ancicnt Rebee,

The Viel was called Vielle in the middle ages,  This 1 the
Viola of the Tialians, and the Vihuoela of the Spaniards.  There
were several kinds,  As carly as the fifteenth century, one of this
kind had a flat belly, and a place for fixing the strings similar to
that of the Guitar.  As in the Lute, and all sieinged istruments
played with the fngers, the fnger-board was divided nto dis-
tances for placing the fingers,  rom the fifteenth century the
Lhellies of Viols assumced the nused or vaulled form, the Dbacks
remaining ilat.  The cavities at the side, which had formerly Leen
very large and staizht, were made in the shape of a section of a
circle, and were reduced to the dimensions necessary for the use
of the bow,  The raised bellies rendered it necessary to alter the
bridge into the bridge-shape, so as to inchine towards the rils.
Hence the termy Bridge, which is called by ihe Ttabians, from its
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form, Ponticello. The divisions for the fingers on the finger-tioard
were retained on the Viols up lo the second half of the seventeenth
century. During the fificenth century the vaulted form of Viel
possessed five strings ; In the commencement of the sixteenth it
had six, The first string was called i Iialy Canto, the second
Sotana, the third Mezzana, the fourth Tenore, the fifth Bordone,
and the sixth Basso,

The Viol was divided into three kinds, which werc called
Upper or Soprano, Tenor, and Bass, The Tenor was used also for
aying the second upper part, or Alto; it was then tuned a note
higher 1 the tuning of the upper Viel was, commencing from the
first string, 1, A, B, G, ¢, 1v; that of the Tenor tuned to Alto, a, &, 1,
5L, D, Ay the sume Instrument tuned to Tenor, 6, D, A, F, G, G ; and the
Bass, v, A, E, ¢, &3, . At the commencement of the seventeenth
century, the use of mstruments specially for accompanying the
volce became general ; there was added to the other Viols a Double-
Bass Viol, which was called Violone, that 1s, laroe Viel.  This alse
had six strings, and was wuned a fourth lower than the Bass Viol,
thus A, x, B, G, I, A, I'rior to 1650, this instrument was rarely
nsid 1n France, 1t was then called * Viole 4 la mode de Lorrame.”

In imitation of the vaulted form of Viol, there was made,
already in the fiflcenth century, 2 small instrument of the same
kind, which the Italians called Vielino, that is, small Viel.  This
is the instrumeni which was called Violon i France, and Geige
in (Germany.

It is probable that the Violin originally had the same pumber
of strings as the other Viols § that these were tuned a fourth above
the upper Viol, viz., ¢, D, A, F, ¢, ¢; and that the neck also
possessed  divisions for the fingers; but it was scon discovered
that the finger-board of the Violin was not wide enough to allow
any one to play with facility on so large a number of strings ;
and that the space for the fingers to produce the notes was two
narrow (o admit of divisions. Thesc were removed 3 the slrings,
reduced to four, were tuned in fifths; making the fitst string T,
as il is al the present day. I cannot be doubted thatl these
maprovements oniginated in France; for on refercnce to the

Tz



4 THE HISTORY OF THE VIOLEN.

list of instruments cmployed in the “Orfeo” of Monteverde, it will
he scen that the Violin was called in Italy, at the end of the
sixteenth century, and the beginning of the seventeentl, “Violino
piccoto alla francese.”

‘I'he oldest maker of Violins on record was a native of Brittany,
named Jean Kertin,  He followed his trade about the middie of
the fifteenth century,  la Borde, author of the imperfect and vito-
minous * Bssad sur la Musique,” relates that he saw in Brittauy a
Violin with four strings, the neck of which did not appear to have
been changed, and which, instead of the ordinary tail-preee, had
a small piece of wvory inlaid, picreed with four holes.  This Vieln
was thus labeted, “Joann, Kerlino, anno 134¢.7 It was afterwards
brought te Paris, and Koltker, a musical nstrument maker of that
city, had it in bis possession 1 1804, The belly was more raised
than in goad modern Iralian Violins, and was not equally rounded
at the upper and lower extemities ; the stdes were t-formed and
flattened.  Iis tone was sweet and mutfled, and resembted that of
instruments made by Antonio Amati at the close of the sixieenth
ceutury.  After Jean Kerlin, there 1s a lapse of sixty years tn the
histary of the mannfacture of Violins, for the only maker of this
instrument whose name has come down {o us 05 Gaspard
Duiffoprugear, born in the Italian Tyrol, who commenced nuaking
his Vielins at Bolopna about 1510, working afterwards in Paris,
and at Lyons,  One Violn only of the large pattern which bears
his name 1s i existence 5 it s chted 1330, The quality of tone
of this nstrumient 15 powerful and penetrating, but when played
upon for soue thne, 1t loses 1ts intensity, like an old man, it
needs repose to recover its faculties.  The screll represcmis the
head of a king’s jester, with a plaited frill. This Vielin belanged
to M. Meerts, formerty first solo viohnist of the Theatre Royal,
Brussels, and professor at the Conservatory of that ol

Gaspard d Sato, thus called from being bomn in the small
town of Salo, on the lake of Garda, in Lombardy, worked in
the sccond halt of (he sixteenth century.  Ile was specially cele-
Brrated {orhis Viols, Basses, and Double-Bass Viels, then more used
than the Violin, Nevertheless, an excellent Violin of his make,
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dated 1556, was met with in a collection of valuable instruments
which were sold at Milan in 1827 ; and the Baron de Dagge was
in possession of ene of which Rodolphe Kreurzer often spoke
with admiraton. These instruments, of rather a large pattern,
possess o powerful tone, approximating to that of the Alto.

Contemporancously with Gaspard di Salo, the two brothers,
Andrea and Nicolo Amatl became fumons for the excellence of
their Viols and Dass Viols 3 they also made excellent Violins, the
tone of which was mellow and agreexble, but they were wanting
in power, like all the instruments made by the members of this
fanidly,  Andrea and Nicolo, about 570, made Vielins of a large
pattern for the chamber music of Charles TX. King of France,
These instruments were remarkable for the beanty of their form,
and perfection of finish, They were covered with an oil vanish,
of a golden volour, shaded with red.  "Pwo of these were seen i
Paris by Professor Cartier about 1810, The successors of Andrea
and Nicolo Amuti retained in the family the fame of thosc
ariists for more than a century and a halll  Antonio, son of
Andrea, Geronune, his brother, and Nicolo, son of Geronime, were
mstrument makers of high repute, but the sonority of their Violins
and Dasses, admiraldy adapted for the mwrsic of 1heir tune, is
much too weak for the modern noisy systenn ; however, Paganini
possessed a Violin of Geronimo Amau, of large pattern, which he
prized most highly,

Two Ttalian makers were also famous at the beginning and
towards the middie of the seventeenth century for their Violins :
the first 15 Giovanni Paclo Maggini, whe had an establishment at
Brescla, his native town. Il instruments are dated from 1612
to 1620, The pattem of these Violins is geuerally very large
although there are some of the small size. The bellies are raised,
the back, rather flat at the extremities, swells oul execedmgly
towards the sides, which are very wide; the curves being well
rounded 1owards the angles. A doubie row of purlling runs
round both belly and back, terminating in some instances in an
ornament at the upper and lower parts of the back.  Aost of
Magrini's Vielins are varnished with spivit of wine, of a decp gold
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colour,  Thelir tone 15 less mellow than that of the Stradivary, and
less powetfnl than the Guarnieri s it bas more analogy to the lone
of the Viol, and its character is somewhat melanchalic, The sceond
maker of that pertod celelrated m aly is Giovann Granzino ;
Le resided at Milan, and worked there from 1612 to 16335, His
Vialins, of laree partern, resemble those of Gaspard di Salo.

The fame of Italy for the construciion of bow instruments
attained its zenith between the muddle of the seventeenth century
and the first lalf of the clghteenth.  To this penod belony the
names of Stradivart and Guarnieri.  Attonio Stradman, better
known under the Tatinised uame of Stradivarius, the tmost cele-
brated maker of Violins, Viels, and DBasses, was bom at Cremona
in 1664 ; he reached his elyhtythird year, working uniil his death
in 1545 A pupil of the Amati, he worked a long time with
them, and upon thetrr modcls. Towards 150 he left then, and
Froon that time changed his proportions, ncreased his form,
lowered the bellics, and was as fastidicus it the degrees of thick-
ness of the wood as he was in the choice of the wood he em-
ployed.  Contrary {o the principles of the older Italtan masters,
his thickness increased towards the centre, n order to give
support to the bridge npon which the tension of the strings bears,
and diminished gradually towards the sides of the instrument
All 158 calenlated, in the works of this cxcellent artist, for ihe
better production of tone, 1o these advantages are superadded
equality in all the strings, grace of form, finish of details, and
brillianey of vamnish. In a large concert room a good Violin of
Ginseppe Guarmnieri has more power of sonority ; but in a drawing-
room nothing can possibly ciquat the brilliant mellowness of a
well-preserved  Btradivarl.  Unfortunately many have fallen into
the hands of unskilful workmen for repairs,

The family of the Guarnieri or Guarncrius has also become
linstrions for the manufacture of how instruments. ‘This family
was also originally of Cremona, and constantly resided there, with
the exception of Pietro Guarnieri, who settled at Mantua, and
still resided there in 1717, "The most celebrated of these makers
is Giuseppe Guarnieri, ealled in Ttaly “Guarnieri del Gesu,” from his
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Violing hearing the mark I115. He was born at Cremona at the
close of the seventecenth century, it is sald that he learned his
trade in the workshop of Siradiuari, but he never attained his
master’s delicacy of finish: on the contrary, his work evinces very
frequently great carelessness. His sound-holes, nearly straight
and angular, are badly shaped ; his purfing badly traced ; in fact,
his insteuments carry no masterly appearance, and onc 1s tempted
ta belicve that the cxcellent quality of their lone arises miore
frora the happy choice of material than from studied principles,
Nevertheless, on close inspection, it is evident positive principles
ruided him in the constrection of Inis instruments: he has coped
10 maker who preceded him, He had two patterns, one smalt,
the other large. The nstruments of small pattern are the most
numerous, their bellies are slightly raised, and their thickness
rather exceeds that of the Stradiuarl.  'The large pattems which
proceed from Giluseppe Guarmeri are {few in number, and rarely
met with, 1t was upon one of these Violins that Paganini played
at all his concerts.  The tone of these instruments 15 exceedingly
brilliant, and camies te a great distance, but is tess round and
mellow than the ifnstruments of Stradivar, and pleases less near
than at a ccrtain distance.

After Stradivari and Cluseppe Guarnietd, the art seems to have
remained al its highest point of cxcellence, and the Italian
makers appear not to have songht to improve, contenting them-
selves with copying the one or the other of these masters.
Lorenzo Guadagnini, a pupil of Stradinari, copied the small pattern
of his master.  The fivst and second string of his Vieling possoss
brillizney and roundncss, but the third 1s unfortunately muffled.
He had a son, who worked at Milap until towards the end of
1770, [ollowing the style of his father ; but his instrumcents are
less sought after. The Gaglianl also copied the Stradiuan, but
their instruments are far from equalling those of the master, doubt-
less from want of care in the sclection of material.  Ruggieri and
Alvami copied the form of Giuseppe Guarnieri; they produced
good Violins, which are less valuable, however, than the Stradinari,

The Tyrol lays claim to some excellent makers of bow instru-
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ments, the chief of whom iz Jacob Stainer, who was born about
16z2a, at Alsom, a village near Tnspruck.  This celebrated maker,
at three different periods, changed his make.  1frstly, while pupil
of the Amati of Cremona: the Violing of this penod are admir-
ably finished, and are extremely scarce.  The belly 15 more
raised than i the Amati, the scrolls lenger and wider 10 the lower
part. Al the labels of these Violins are wotten and signed in his
own handwriting.  Ohne of these magnificent instruments, dated
1644, was the property of Gardel, ballet-master of the Opera at
Paris, who performed upon it suceessfully in the hallet of “1a
Dansomanie.” Secondly, when cstabhished at Absom, after
having marricd, he produced an Immense number of instrumenis
carelessly finished, from 16go to 1067, IHowever, after having
led a hfe of poverty for scveral years, obliged to hawk his own
Vialins, which he sold for six florins cach, he received orders from
some noblemen, which bhoproved his pesition.  His genius from
Lhis period took a mew flight, and he prodoced some splendid
instruments, which are recopnised iy scrolls that represent heads
of animals, by the close veining of the bellies, by the elose and
gven small ribs, and by the varnish, resembling red mahopgany
faded by time into a brown colour.  Stainer was assisted at this
time by his brother Marcus, who later in life entered the order
of the Brother Hermits, by the three brothers Klotz (Mathias,
George, and Scbastian), and Ty Albani, all of whom were his
pupils. The reproach attached to Stainers instruments of pos-
scssing a nasal tone applies only to this period, the labels of
which are printed ; there are, however, some adwirable instru-
ments of this time, which were 1n the possession of the violinist
Ropiguet, of the Marquis de las Rosas, a grandec of Spain, of
the Count de Marp, a Pansian amatenr, and of Frey, an artist
of the Opera, and publisher of music.  There {5 an excellent
Tenor of this peried, formerly the property of M. Matrft de
Préville, governor of the port of 1'Orient.

The third period of Stainer's career commences from his
retiring nto a convent after the death of his wife.  1n the tran-
qu[]l[ty af the cloister, he determined to close his artistic Life
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by the production of chefi-dlwnpre. Hoving obtained seme
wood of the first quality through the mediom of his supenior, he
made sixteen Violins —models, combining every perfection ; sent
one to cach of the twelve chiefs of electorates of the Empire, and
presented the remating four to the Emperar.  Since then, these
instrutents are known under the name of Stainer-électeurs. Their
tore is pure, metallic, and aerial, like the beautiful voice of a
woman | they are gracelul and elegant i form, exquisitely finished
in 2l the detalls, and have a transparvent varnish of & gold colour;
such are the qualities which distinguish these productions of the
third and last period of Stainer’s talent.  The labels are in the
hand-writing of this ceclebrated waker. Three of these rare
instruments only are now to be met with ; the fale of the others
remains unknown.  The fiest was given by the Empress Maria
Theresa to Kennts, a Belgian violinist from Liege, after whose
cdeath it was taken to Kngland, and became the property of Sir
Richard Belenson, Bart.  Another Stainer-électeur was purchased
m Cermany in 14571 by the Doke of Ovleans, grandfather of King
Louis FPhilippe, for the sum of 3,500 florins.  Afterwards, this
prifice, having discontinued playing the Violin, gave 1t to the
younger Novoigille, in token of the pleasure he expericnced in
hearing him accompany Madame de Montesson. This precious
Violin recame the property of the violinist Cartier in 1817 ; it was
in the hands of this artist when I heard and saw it.  The third
Viclin Tilector was in the possession of the King of Prussia,
Frederick Wilham I1.

After leaving Stawner, the Klotz family copied his models of
the second period, and these instruments are not unfrequently
mistaken for those of the master ; they are, however, readily dis-
tinguished by the varmish; that of Klole, instead of a deep red,
has a black ground shaded with yellow ; the tone of Mathias
Klotz' instrumnenis 1s silvery, but of httle power. These artists
produced many pupils in the Tyrol, who imitated the Cremona
models ; but these unitations are easily discoverable by the
mferior quality of the wood, the varnish, which is very dark, and
the tone, which 1s deficient in every quality,
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The ancient manufacture of nwsical mstruments in France,
incontestably inferior to that of ltuly, is represented, durimg the
reigns of Henry the Fourch and Louis the Thirteenth, by Jacques
Bocquay, born at |yons, who scttled in Paris ; Fierrel, his towns-
man, who prodiced more instroments, but of inferior finish;
Antoine Despons, and Advien Veéron; these makers generally
copied Amatl.  The Vialins of the suceessor of Bocquay, Guersan,
his pupil, are of small pattern, and Gncly fnished.  They have
Lecome cxtremely scarce: itas supposed that there are not more
than twenty which can be considered as his own make ; these are
varished in oil.  The others were made i his workshop by lus
pupils ; they are of inferior quality, and varnished in spirits of
wine, The contemporaries of Guersan at Faris were Castaghery
and Saint-Paul, whose Violins were formerly esteemed for accom-
paniment.  After these came Salemon, whose msiruments rivalled
those of Guersan.  Towards the end of the reign of lLouls the
Fourteenth. Tagetto enjoyed a certain repmtation.  As regards the
ancient manufacture in the provinces ob I'rance, there is nothing
which rises above mediocrity, with the exception of Mddard, a
cantemporary of Ceronimo Amati, whose models he copied.  Ile
lived at Nancy at the commencement of the seventeenth century,
Lambert, surnamed © Charpentier de la Lutherie,” lived a century
later in the same town. He produced nothing of any note
Saunier, his pupil, surpassed Tiis master in finish ; bul in general
Lorraine was the country of industry, not art.

In the modern mamufacture of nstrumenis at Pans, nth is
specially distinguished.  He was a German, who worked abont
1779, and followed the proportons of Siradiuan ; all bis Vielins,
varnished in l, arc finished with care They were greatly
sought after in the [frst instance, but a chanpe of taste follawed,
and opinion fell into 2 contrary excess, After Finth came Picle, a
pupil of Saumer, whose Violins were given as prizes to the pupils
of the Comservatory of Paris, at the heginning of the present
century @ they have been esteemed of Tittle value. Not so with
Lupol, who came from Orleans to settle in Paris in 1794, He
stuchied, with great perseverance, the proportions of Stradinari,
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inconicstably the best, and selected the [mest wood that could
be obtaincd.  Lupot made the manufaclure of Violins his great
study, and their finish a work of love.  They are highly estecmed,
and stand next in value with artists to good Cremona instruments,

Thus far we have only seen the manufacture of bow instru-
ments cultivated by inspiration or by Imilation ; science was not
brought to bear as an element n the construction of chese instnu-
menis ; but we have arrived at a pertod of transition in this
respect, less perhaps, from the results obtained, than from the
foundations which have been laicd: and I will first advert to the
several essays which have been made with the view of dispensing:
with certain portions of the instrument, considered as obstacles
to the free production of vibration.

‘The first essay of this kind was made in 1816 by Irangois
Chanot, the son of an instrument-maker of Mirecourt, afterwards
an engincer 1 the nevy.  Convineed that the best means of pro-
ducing vibration in all the various parts of the Vielin was to
preserve, as far as it was practicable, the fibres of the wood
lengthwise, he concluded that the shonlders of the erdinary Violin,
with their angles, were insuperable obstacles to a free and
powerinl quality of tone ; he believed, also, that the hollowing out
of the belly to give 1t the vaulted form was contrary to theoretical
principles, and consequently a radical error,  He was persuaded,
morcover, Liat short fibres favoured the production of acute Lohes,
and long fibres grave ones.  Upon these principles he constructed
a Violin, the belly of which was only slightly raised, the sound-
holes nearly straight, and, in place of sloping the instrument after
the ordinary form, he depressed the stdes gradually, similar to the
body of a Guitar. With a view of favouring as much as possible
the vibration of the belly, he attached the strings to the lower part
of ity instead of to the ordinary tail-piece,  This done, Chanot sub-
mitted his Vielin to the Academies of Sciences and Fie Arts of
the French Institute, and a favourablc report of the essay was
published in the ¥ Moniteur Universel” on the zand of Aungust,
1817, 'The judgment pronounced by these mstitutions has not
been confinmed by the opinion of artists,
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1t 12 to Lie remearked, that wlat Chanot conceived to he a dis-
covery wis simply returning to the form of Viels of the nuddle
ages; that the form had been adopted by able makers, and that
there s still extant a Bass Viel of Gaspard i Salo, the angles of
which are removed, In the possession of ML Frazzine ot Milan;,
that another Tiass of the same forn, construcied by Lietro
Guamieri, betongs o M. Cappr at Mantua; and that M, de
Rovella of Dergume, possesses an eld Vielin of the same form,
‘I'he artists who made these essays discovered that the results did
not answer thelr expectations,

A retired officer of the Italian army, M, Golbussera, repro-
duced the pretended mvention of Chanat in a Vielin which he
exhibited m the Palace of Lrera at Milan m 1832, AL Antoling, of
that cily, a disunguished artist, eribieised inoa small paumphlet the
false principle which led 1o this return to primitive forms™

Some years after Chanot's Vielin had been consigned to the
departtuent of the museum specially develed 1o this olject, Felix
savarl, a physicist of eminence, struck with the discoveries of
Chladmt on the commutication of vibrations and regulanty of
sonorous waves, devoted himself with great ardour to the applica-
tlon af these discoveries i the canstructton of haw instrumetits,
ane afler several experiments, made with great sagacity, he arrived
at the following deduetions :—i1st, When two or a larger number
of bodies, whatever they may be, come inte unmeditte contaci,
and one is directly pnt inlo mation, they all produce the same
nutiber of vibrations at the same time; and, All these vibrations
followw parallel directions: zrd. The increase of the sonnd of any
kind of body for example of a string—depends upon the simul-
tancity of the vibrations of the bodies with whicli this siring is in
cantack ; and this increase 15 carted 1o its hipliest point when the
bodies put inte motion by communication are in such conditions
that, it they were directly put into motian, they would produce
the same number of vibrations as the body acted upom in the first
nslance,

* O Oeservazsiond suoJdue Vielin esposit nelle sale dell' T, K. Palazen
Preva uno de’ yuall di formz non comumune” Milan, 1832, in Sy,
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‘The chief counscqucnces of these principles are, that the
vibrations prodnced by the strings of the Violin are communicated
to the belly by the bridge, from the belly to the back iy the
sounding-post ; and that the oscillations, in equal number, of all
these bodies, cause equal vibration, and, by similar numbers of
oseillationg, to the mass of air held 10 suspension within the body
of the instrument; hence it follows thay the object in the con-
struction of this soncrous box is to favour as much as possible
the communication of the sound-waves, and to Lrmg them inio
harmony. In seeking the application of this theory to the manu-
[acture of Dbow insumments, Savart fell mto ermror n the first
pamphlet he wrote upon this subject,” when he expressed the
opinion that the curves, the angles, and the raised belly adopted
Ly the old manufacturers could only have proeecded from the
prejudices of routine ; bul he discovered this error while prose-
cuting the continuation of his studies, and he ultimately extolled
the proportions of Stradiuari, which he first believed to be only
favourable to pood effects from codsiderations which the cele-
brated maker had not pereeived.

A manufacturer of the greatest intelligentce, 3L Vuillamne,
e, born at Mirecourt, and settled in Pans, devoted himsell to
the principles of consiructing bow instruments, at the very ume
Savart was oceupied in endcavenring to discover them.  These
iwo ingenions men, in ¢onstant communication with cach other on
this subject, reciprocally aided each other.  The artist brought to
the man of science the tribute of his experience, and the man of
sciorice to the artist the result of his meditations.  Vuillanme had
been for a lengthened period engaged o expenments on the
density, homogeneity, and the elasticity of various woods, con-
vinced of (he importance of this matter for the solution of most of
the problems of acoustics relative to the sonorous quality of
instruments. He was thus cnabled to discover the most suitable
wood 1o be used in the repairing of ancient Instruments, as
regards their quality or their defects, and the most signal suceess

* AT nabre sor a0 construetion des instroements 4 eordes el O archet, Tua
' Academie des Sciences le 31 Mai, 1510." Parls @ Deterville, Oue vol, in 8va,
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crowned his researches.  Many instruments of great price, after
having been detertorited by unskilful hands, recovered their foriner
value through the allity of this distinguished maker.  What he
acquired in ihis respect, he applicd to all instruments of his own
manufacture, and his deep study of the proportions of the best
ancicnt instraments, joined to his knowledge of the special nature
of woods, and the laws of viliration, has cnalled him Lo produce
a multitude of very superior instruments, which require onty tine
to Lie stamped with excellence.

It wall be seen, from what has been saad, that the arl of con-
structing bow insttuments has departed  from Lhe prejudices of
routine, working in the dark, and by initation, to pursuee the wake
of science, of observation, and of caleulation.  'here can e no
donbt thar this 1s & real progress ; but to shield this progress from
all contestation, the effect of tiwe Is requisite. To hring a goad
mstrument to that state of cquililbriim which  will wake its
qualities manifest, on the one band it is neeessary that the
niiterials employed in s constretion should, for a lengthened
period, be submitted to the action of the various slates of tem-
perature and atnosphere; and on the other, Lhat the elasticity
of ts various parts should have been put for a long time into
action, to acquire all its development.
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K‘W HEN singers possessed only pari-songs, such as madrigals,
cg_fl—f and glees for four, five, or six voices, positive instrumental

music was unkoown. Instrumentalists played the voice
parts in nnison, either on bow instruments, or the Organ and
Spinett, or on wihd anstruments, suoch as Ohboes, Flutes, Horns,
or Cromorns ; for cach mstrument was then divided into upper,
high, counter, tenor, and bass,  The ricercart and dance tunes for
four, five, or six Viols, formed the only instrumental music
properly so called,  Little skill was necessary in the exsculion,
angd artists required no greater amount of talent then the
music itself displayed.  As regards the Violin, few persons then
culivated it. In Lwly onc Glovanni Batlsty, sumamed Del
Viohuo, 1s constantly oited, on account of his Vielin performance,
He lived in 1590. As regards Giulio Tiburting and Ludevico
Lasagrine, who were in high repute at Flarence about 1540, and
of whom Ganassi del Tonlego speaks in his ** Regola Ruberting,”
they were performers on the Viol, and not Viclinisty, The same
may be sald of Beadlien, Salmon, and others, who were at the
court of France. According to Mersenne, the French dis-
tinguished themselves as viohnists at the commcencement of the
seventeenth century, e speaks in terims of great praise of the
glerant playing of Constantine, King of the Violius: of the
vchement enthusiasim of Boccien ; of the delicacy and expression
of Lazarin and Touwcard, ‘These artists lived in 1630, How-
ever, France soon afterwards lost its superiority in that respect,
In 1650, Father Castrovillari, a monk of Padua, became dis-
tingmished by his performanece on the Violin, and by the music he
wrote for that instrument,  The wt of executing difficulties upon
it must have attained a high degree of progress in the north of
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Furope, cven as far back as 1675, for Jean Jacques Walther,
principal Vielin soloist at the court of Saxony, published at this
neriod several works, among which ene is peculiarly remarkable,
and bears for its title * ITortulus Chelicus ¥ (Mayence, 1688, in
oblong quarte of 129 pages), containing sonatas and sercnades, to
be performed on a single Violing with double, triple, and «uad-
ruple swings.  This work, which displays great invention, cohsists
of twenly-four pieces. The title of the last may serve to show
e novelties which Walther introduced to the art of playing the
Violin: * Serenade for a chorus of Vielns, Trembling Organ, smali
Cuitar, Bagpipe. two Trunpicts and kettle Drums, German Lyre,
and Muted Harp, for o« single Vielin”  The various effects of
this plece for a single Violis prove that Walther was the Pagammn
of his day.

{viovanni Dottista Bassani, 2 Venetiun conposer, was a pupl] of
Castrovillarl for the Vialin, and became celebrated for the excel-
lent style of his instrumental music,  Ameong many other composi-
tions of vartous styles. there 15 a set of his sonatas *da coanera ™
for Violin and Bass, published in 1679, and thirleen sonatas for
two Vieling and Bass, excellent of theirr kind, and whieh hixed the
style of music for Dow instriments al ihe period at wloch they
appeared.  Dassani had the nonour of being the master of
Carelll, the great artist, possessed of immense talent, who by the
clevation of his ideas, and the perfection of his style, placed
himself at the head of the Yielin School, and hasteneed the pro-
gress of the art considerably.  Arcangelo Corelly, a name justly
celebrated in the annals of musie, will descend to ages unborn
withont losing a particle of its glory, whatever revelutions may be
elfected In the domains of art.  The great aréist wha bore that
name, no less celebrated for his compositions than for his mar-
vellous exceutton ag that peried, was born in 1653, at Fusignano,
a siall town in the States of the Chureh, and died at Rome, on
the 18th of January, 1713. lis contemporaries were not jealous
of his glory, for the whale of Europe welcomed his talent with
unanimons acclamations ; his countrymen deposited his remains
in the Pantheon, aud ecrecicd a monument to hint claose 1o that
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of Raphael. At the expiration of a century and a half, Corelli is
still considered as the primitive type of the best Violin schools ;
and although the art has been curiched by many effects unknown
in his day; although its mechanism has attained a high degree of
perfeetion, the study of his works s still one of the best for the
acquirement of a broad and majestic style.  His filth work, com-
posed of twelve sonatas for the Violin, with the continued Bass
for the Harpsichord, printed at Rome in 1700, is 2 mastorpicee
of 1ts kind.

The art of playmg the Vielin, and the composition of music
for this instrument, continued during the whote of the eighteenth
century to progress rapidly. At the commencement of this century
i almost every town of Italy, a distinguished violinist was miet
with. The genius of Corelll roused that of every artist. At Pisa,
Costantino Clan., equally remarkable as composer and executant ;
at Florence, Franceseo Veracini ; at Bologna, Geronimo Laurenti ;
at Modena, Antonio Vitali; at Massa di Carrara, Cosmo Perelll
and Franceseo Ciampi ; at Lucea, Lombardi ; at Cremona, Visconti,
whose counsels greatly aided Stradivari in the manufacture of his
nstruments ; at istola, Glacopino : ar Naples, Michaele Mascitti.
Others, as Matteo Alberti, Tommaso Albinom, Carlo Tessarini,
and Antonio Vivaldi, all pupiis of Corelli, were in their day not
only wirfussi of the first order, but admirable writers of insiry-
mental music.  Vivaldi was one of those predestined artists who
impress upon the art of their time a new direction.  To him may
be attributed the first bmprovement of the concerto; for the
concerte grosse of Corclli 1s a work 1n which all the parts agree
together, and each in turn partakes of its interest.  * I'Eslro
Armonico” of Vivaldi, composcd of twelve econcertos for four
Violins, two Vials, Vicloncelio, and Thorough-Bass for the Organ,
follows this model ; but 1n his sixth, seventh, eighth, ninth, tenth,
eleventh and twelith work, the genius of the author takes another
fight, and although there 1s no division of sefe and Zu, the prin-
cipal Violin part governs all the rest. The melodies of Vivaldi
hear a modern complexion that Somis and Gemimani imitated,

Among the above-mentinned gaiaxy of distinpuished talent,

c
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the model violinist of the first hatf of the eighteenth century was
Giuseppe Tartini, born at Pirano, in Istria, on the 12th of April,
16iga,  His carly days were heset with difficulues, but having
had the opportunity of hearing the celebrated vielinisl, Veracia,
who happened to he al Veniee when he was there, his vocation
revealed itself, He withdrew to Ancona to practisc uninter-
ruptedly ;o and he applied hunsell n solilude more especially to
the [undamental principle of bow movements. principles which
have since served as the basis of every Violin school of Daly and
of France,  Settled i Padua in 19210 as prnneipal solost and
chapel master of the celebrated church of St Anthony, he passed
forty-nine vears of peace and comfort, solely cconpied with the
labours of his arl, and died there on the 16th of February, igye.
I 1528, he established a school o that city, which became
fumeus throughout Durope, and hom which 1ssued a maulbtitdde ot
violinists, among whom the followmg may be cited : Nardini,
Pasquahne Finy, Alberphi, Domenico  Ferrarl, toe whom s
attributed the invention of harmonic sounds, Carminats, Capuazi,
Madame de Simen, and the TFrench violimists, Pagin and La
Houssaye. Tartini not only contributed towards perfecting the
arl ol playing the Vielin by his compositions lor that instru-
iment, but by the pupils he formed. His stvle 18 generally
elevated ; his ideas wvaried, and his harmony pure without being
dry. The vumber of his published concertos and mannscripts
amounts to nearly one hundred and fifty. There are also nearly
fifty sonatas of bis, among which 1s his “Sonata del Diavolo®
the inccdole of which is not dissiinilar to that told of Paganini,
Tartinl thus related it :—* One night in 1773, [ dreamt that T had
entered mto a compact with the devil, who was to be al my
service.  All succeeded o my utmost desires. My wishes were
always anticipated, my desires surpassed, by the services of my
new domestic. [ thought of giving him my Violin, with the view
of discoverimg whether he would play seme fine things upon it ;
but what was my surprisc when I heard a somata so excuoisitely
beantiiul and original, execnted with such consummate skifl and in-
telligence, that my decpest conceptions could not find its parallel.
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Chvercome  with surprise and pleasure, 1T lost my breath, which
violent sensation awecke me. I instantly seized my Vielin in the
hope of remembering some portion of what I had heard, but
vain, ‘T'he piece which this dream suggested, and which I wrote
al the timg, 15 doubtless the best of all my compositions, and I
still eall 1t * Sonata del Thavele,” but it sinks so much into insig-
nificance compared with what I heard, that T would have broken
my wnstrament and abandoned mwusie for ever, had my means
permitted me 1o do so.”

Among the pupils of Corelli, one of the most distinguished was
Geminianl, who was born at Tucea, about 1680, Having termi-
nated his studies nnder this celebrated master, he went to England
1 1714, made some good pupils there, and died in Duablin, the
17th of September, 1762, 10 his elghtythird year. Ilis cxecution
was Dritliant and solid, but his compositions were wanting in
imagination, being only a weak imitation of Vivaldi's style. Somis,
another pupil of Corelli, was born in Ficdmont, towards the close
of the seventecnth century, and had visited Rome and Venice
his youth, for the purpose of learning nnder the edéefeasi of that
period.  Corelll made him study his sonatas, and Somis at first
became attached to his style, but when he heard Vivaldi, he
modified his style, and copied him in his compositions. Somis
was the founder of the Pledmontese Vielin school, which, after
the death of Tartind, greatly influenced the ari of playing upon
this instrument, Baptiste Anet, better known as Baptiste, who
recerved lessons from Corelli, came to Pans ahout 1900, and was
considered a prodipy, not at all surprising at a period when,
according Lo Lully, “the best violinists of the opera, and of the
king's band, were incapable of playing their parts without
previous study,”  Rather a medioere musician, Baptiste made but
one pupil, Senaillé, so that he cffected no improvement in the
formation of a French school of viglinists. Besides, he resided
only five years in Pans, having accepled a positon in Paland
which was offered to him.

‘I'he glory of laying the foundation of a Vielin school in France
was reserved for Tean Marie Leelair, pumt of Somis, and o cele-

L 2
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brated violinist. He was bom at Tyonsin 1697, He at first used
the Violin as a daneing master, for in his youth he appeared as a
dancer al Rouen ; but having been engazed as balletonaster at
Turin, Somis, who was pleased at hearing him play some dance
tuncs, gave him lessons, by which he made tapid progress.  After
two years” study, the pupil surpassed the master. Leclair con-
timted his practice perseveringly, and ultimately became a ccle-
brated performer. Arriving In Daris n 1729, he was cogaged m
the orchestra of the Opera, and afterwards in the king's band.
The pupils he formed, and the publication of s sonatas, his
duets, and trios, are the startiuge points of the school of French
violinists, Jean Daptiste Senaillé had also some part in infiuene-
g the first development of this school.  Born in Pans, the 23rd
of November, 1687, he tock lessons from (Jueversiy, one of the
twenty-font violinists of the king's great band, and afterwards
became the pupl of Baptiste Anet. The great fame of the
Itaban viclinists of that period induced him to proceed to
Modena, where he recerved lessons from Antonio Vital, He
produced a greal scnsation in that oty, and became attached to
the Court, through the mfluence of the Grand Duchess.  Retormn-
ing to Pars m 1719, he made some excellent pupils, anong
others  Guignon, and probably Guillemain, whao obtained a
certain degree of celebrity for some admirable sonatas for the
Violin.

Of all Corcll’s pupils, the one who departed the most [rom
his master's style. and by his daring arrived at mest extra-
ordinary results, was Dictro Locatelli, justly celebrated as a
viglinist, born at Bergamo in 16g3.  He could have received but
tew lessons from his illustrious masier, being scarcely sixteen years
of age when Corelli died. Bold and original, he invented new
combinations in tuning the Violin, in double notes, arpeggios, and
harmonic sounds. The most important work in which he pmn
farth the resull of his discoveries in these various matlers, bears
the title of “Arte de nuova modulazione.” The French editions
ol this work are entitled “Caprices énigmatiques.” If Locutell,
who died m Holland in 1964, did not produce many pupils, he
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had many imitators, Lolli, Fiurillo, and above all, Paganini, whose
talent was the most complete development of this model.

The Piedmontese school, founded by Somis, was destined to
heconie the mogt fruitful in first-class talent.  Besides Leclair, his
nephew  Schabran, or Chabiran, became celebrated at Taris n
1751 Giardini, a model of grace, and above all Pugnani, who,
endowed with a highly developed organisation, exercised a great
influence upon the art, by the grandeur of his executive style, the
vartety of hig bowing, and the improvements he introduced iato
the form of the concerto, as regards the effect of solos. Having
become the leader of the Pledmontese school, Pugnani arnved at
the zemith of his glory In maturing and forming the purer,
beantiful, and brilhant talent of Viottt, who subsequently became
both the model and despair of the violinists of every country.

Conlemporary with Pugnani, Gavinits cffected for the French
schoal at Pans what the Piedmontese viplinist effected at Turin
for the Italian school. DMechamism of the bow, which renders
every dificulty casy, perfect intonation, imposing style, expressicn
replete with charm and fccling ; such were the qualitics which
excited Violtt when he heard Gavimis, whom he called “le
Tartimi frangais.”  The talent of this artist was especially appre-
clated at its full value upon various occasions at concerts of
sacred music, where other violinists of Incontestable mertt had
performed. He bore away the paln after contesting it with
Pugnuni, Domenico Ferrari, and John Stamitz,

The arrival of Viotti in Paris produced a sensation difficult to |
describe.  No performer had been heard who had attained so
high a degree of perfection—no artist had possessed so fine a
tone, such sustained elegance, such fire, and a style so vaned.
The fancy which was developed in his concertos increased the
delight he produced in his auditory; his compositions for: the
Violin were as superior to those which had been previously heard
as hig cxecution surpassed that of all his predecessors and rivals.
When this beautiful music became known, the rage for the concertos
of Jarnowick beeame extinet, and the French school adopted more
enlarged views. Viotti made few pupils; but there was one who
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alone was worlh an entire school @ Rode, who possessed all the
Lrilliant qualifications of his master,  There are fow alive at the
present day who have heard this artise in his prime, when he
played at the concerts m the Rue TFeydeau and at the Opera; hut
thisse artists who did will never forget the model of perfuction
whiclh entranced thein. It is an interestmz remark, which T
deern it a duly to make, that from Corelli lo Rode there is no
higtus in the schoal—for Corclll was the master of Somis, Somis
of Pugnani, Pugnanl of Viottl, and Viettl ol Rode.

When the talent of Rode was at its zenith, two other violinists
rendercd the French school illustrious, First, Rodolphe Kreutzer,
the sou of one of the Court musicians, who was born at Versaitles
i 1766, and was a pupil of Anthony Stamitz, a German violinist,
who founded a schooll  Kreulzer at first adopted the narrow
style of his master; but, vnder the guldanee of Gavinies, and
after hearing Viotid, his method became hroader, more brilliant,
and Dotd bevond conception.  Iis tone was full rather than
mellow ; and his manner of expression less reimarkable than Lis
mastery of dificulties. His preat quality was originality, being
no follower of any systeny, and obeying only the unpulsion of his
own cucrgetic sensibility.  Krentzer founded a school, and made
many pupils, whe have taken advantage of his qualitics, and who
generally, are remarked for their brilliancy of execution.

Baitlot, of whom 1 have still to speak, was not only a great
vinlinist hy the reacdiest and most varied mechanism imaginalle,
but he was a poet by his exquisite feeling for the beautics of
music and his ready conception of the style necessary for impart-
ing the true charaeter of each composition,  Pollani, pupil of
Nardini, was one of BailloU's masters ; but the immense natural
talent of Baillot formed the rich basls of his own faney; a great
solo performer, he never went to the extent of Tus vast capa-
bilities, if the work he was to mterpret failed to awaken his
appreciation, At the Opera, where he was enpaged to play the
solos for dancing, he was only the shadow of himsell ; bul when at
annual meetings for the performance of quartetts and guintetis,
with the genius of Bocchernini, of Haydn, of Mozarl, and of
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Decthoven, his enthusiasm was aroused ; he Decame sulilime and
unecualled for his varied accentuation, the vartous shadings of
cxpression, and the poctry of his 1deas.  His bow was magical ;
and every note under bis fingers became an elogquent inspiration,
Baidlot was not only a great viohnist—he was a great professor,
The number of cxcellent violinists who were his pupils 15 con-
sidcrable, s school produced Habeneck and Mazas—Dboth of
whom were emmment arlists.  Ilaving become professor at the
Conservatory of Pans, and the suceessor of his master, Habeneck
produced some  clever papils, at the head of whom stands AL
Alard, the present chicl of the French school.

Lafont, too, one of the bright glorics of the French school
of violinists, was. at first, the pupl of Kreutzer.  Thssatisfied
with the style of his master, which did not sympathise with his
own, he jomed the school of Rode, which scemed formed for the
development of his own qualities, combining grace, purity,
clegance, and charm—quahitics which, subscquently, with study,
rendered him a perfect master of his ark. The perfection of his
intonation was 50 certain—the style of his bowing so seductive—
his taste so cxquisite 1n his ormaneni—ihat, i the sentiment
of grandeur left anything to he desired, it was scarcely perceptible,
it was lost m the rapture ercated by his grace and delicacy.

A new school has been formed. 1 allude to the Belgian
school for the Vielin, which numbers o nation of heroes, the
¢hiefs of whom are De Bénot and Vieuxtemps; but, convinced
that the history of one's {riends iy as difficult to write as that of
one's enemies, I shall leave to futurc historlans the agreeable task
of handing down to posterity the names of these glorics of their
country.

Germany has produced several schools of violimsts, whose
prineipal qualities have been perfect intonation and neat execu-
fien; but which in the eiphteenth century, especially, wanted a
mare powerful tone and broadness of execution. The prodigies
invented by Walther in the seventeenth century, seem not to have
left any traces, Italy and Bohemia were the cradles of two
schools of German violinists, from whence the others proceeded.
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Corelli, who disseminated cverywhere the effects of his
powerful influence, was ficst violinist in the chapet of the
Margrave of Anspach, in 7699, when Pisendel, then chomboy,
became his puptl, and made such progress under his guidance,
that he became first violinist of the chapel in 1502, This
Pisendel, having become an eminent violinist, was attached to the
Court of Saxony as master of the concerts, and opened, at
Dresden, a school for the Viclin, Al the traditions of his masler
were transmitted to his pupils, bot wih the mannerism that was
in vogue al the Court of Trresden. Tt was here the talent of
Johann Gottiiel Graun, brother of the celebrated compaser of
that name, and imaster of the concerts of Irederick the Great, King
ol Prussia, was formed. Graom possessed sterling talent, of which
he afforded many proofs, beth by the pupils be made and by
twenty-nine concerlos for the Vialin in manuseript, some of which
1 have seen, and which evince a remarkable degree of cleverness,
I his youth, when he left the school of Pisendel, he went ta
Tialy, and there received lessons from Tartind, whose style he
adopted.

The schoal for the Violin founded in Bohemiaz, commenced
by Konieseck of Prague, Konieseck i1s only known as having
been the master of Francis Benda, o great artist, born at
Althenatka, in Bobemia, the 23rd of November, 1709,  His first
master was a blind Jew, of the name of Leebel, a vory eminent
viohnmst, IIe subsequently became the pupil of Konieseck, and
acquired his Drilliant style, though deficient in tone, which he
transmitted to all his pupils. “The school of Benda, from which
proceeded his two sons, Ramnitz, Rust, Matthes, and several
others, was celebrated for a long period in Germany. I'romn this
school came most of the Saxon and Prussian violinists.  Benda,
after the death of Graun, suceeeded hitm as master of the concerts
at the Court of Prussia in 1772, and died at Potsdamn in 1986.

John Charles Stammtz, a remarkable vielimist, and distin-
guished composer, emanated from Bohemia ; he was barn in 1710,
his Violin master was a monk of the Abbey of Reichenau, the
Father Czemohorsky. Leing in the service of the Palatinate



ARLT AN ARTIST=. 25

Elector in 1745, Stamitz becane the founder of the celebrated
school of Mannheim, which produccd the greater number of the
CGrerman violinists of later days.  The concertos of Stamitz, and a
duct for one Vicolin, several times published, would alone suflice
to prove Lhe greal capabilities of this ariist; even did his pupils
not bear evidence in favour of this judgment.  Among his pupils
were his two sons, Charles and Anthony, Canabich, Foerster,
and several others. Christran Canabich succeeded his master ;
and his pupils were Willkam Cramer, anner, Tgnace Fracnzcl,
all of whom were distinguished artists, but of different styles.
Cramer and Danner possessed broadness in the style of bowing,
but Fraenzel was a graceful and clegant performer, though his
tone was somewhat thin. A pupil of Danner, John Yrederick
Eck, born at Mannheim in 1766, became a brilliant violinist of
this school.  This artist, director of the concerts of the Court of
Munich, was the master of Spohr—at least, as far as talent can e
formed, untl individual organisation and meditation receive the
stamp of personalily. Louis Spolir has founded a Violin school
in Germany, on a more extended and more vigorous scale than
those of his predecessars.  When Paganini heard him at Venice,
he spoke of him 1n unqualified terms of approbation.  ‘This
worthy artist has formed many puopils, who occupy most
honourable positions in the large cities, and he has exposed the
principles of his school in an exiensive work, published by
Haslinger, of Vienna, and subsequently translated into French
and English.
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ﬁﬂﬂNIUS—l&]unt, whatever 1ts extent—cannot always Count
LGJ: ipon populatity.  Susceptibility of the highest conceptions
of the most sublime creations, frequently fail in scenrmy

the attention of the maultitnde. How is this most coveted point
to be attuined? It would be difficult o ardve at any precise
conclusion, from the fact that it applies wo matlers wotally differing
from each other; it iy, however, perhaps possible 1o define the
aggregation of gualities required to move the public in masses, by
calling it “sympathetic wonderment.”  Fortunate beldness 15 its
characteristic wark ; otizinality its absolute condition.  The most
rengwned popularities of the nineteenth century have cach differed
i their specialty,—Napolecon Bonaparte, Rossinn, and Paganin.
BMany other names, doubtless, recall talents of the finest order,
and personalities of the highest value ; yet, notwithstanding their
having been duly apprecated by the intelligent and enlightened
classes, they have not called forth those outbursts of enthusiasm
which have been manifested towards others during an entire
generation,  The truly popular name appears surrounded by its
prestige, even Lo the lowest deprecs of the sodial scale ; such was
the case with the prodigious artist who is the object of this notice,
Nicolo Paganimy, the most extraordinary—the most renowned
vightist of the nineteenth century—was born on February the 18th,
1934. His father, Antonio Paganini, a commercial broker, ar
simply a broker's clerk, according to some biographers, was pas-
sionately fond of music, and played vpon the mandoline, His
penctration soon discovered the aptitude of his son for this art.
He resolved that study should develope it His cxcessive
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seyerity would have probably led to reselts contrary to those he
expected, had not the younger Paganini been endowed with the
fiun deterinination of becoming an artist.  From the age of six
vears he was a musician, and played the Violin. The lessons he
received from his father, as may be presomed, were not given in
the most gentle manner. The illtreatment to which he was
subjected during this period of his youth, appears to have
exercised 2 fatal influence upon his nervous and delicate constitu-
tion. Irom his {irst attempts he was imbued with the disposition
to execute feats of strength and agility upon his instrument.  His
instinet urged him to attempt the most extraordinary things; his
precocious skill exciting the astonishment of his young friends.
His confdence in the future was not to be shaken, from the fact
of his mother saying to him one day, “ My son, you will be a
great mousician.  An angel, radiant with beauty, appearcd to me
durimg the night, and, addressing me, spoke thus: *If thau
wouldst proffer a wish, 1t shall be accomplished.” 1 askcd that
you should Geeome the greatest of all violinists, and the angel
pramised the fullilment of my desire,”

His father's lussons soon became vseless, and Servetto, a
musician of the theatre, at Genoa, hecame his teacher; but even
he was unt possessed of sufficient ability to be of benefit to this
predestined artist,  Papamini recelved his instructions for a short
perind only, and he was placed under Glacomo Costa, divector of
music, and principal viclinmist to the churches of Genoa, under
whose care he progressed rapidly. He had now attained his
ciphth year, when he wrote his first sonata, which he unfortu |
nately took no care of, and has been lost amiong many other of
hi= productions. His countryman, GGnecco, a distinguished com-
poser, encouraged the wisits of the boy, and tendered counsel
which doubtless aided hun materially in s progress.  Costa only
gave him lessons for six months, during which period he obliged
his pupil to play in the churches. Dut the master’s instructions
were not af all satisfactory to the puml, who had already con-
ceived a method of fingering and bowing.

Having reached his ninth year, the young zérfusse appeared in
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public, for the first time, in a concert at the large theatre of s
native town, given by the excellent soprano Marchesi, with the
vocalist Albertinatti,  These two arists sang subsequently at a
concert for Paganini’s benefit, and in both these instances this
extraordinary child played variations of his own compuosition on
the French air, ¢ la Carmaopole,” amid the frended acclumations
of an enthusiastic audience,  Ahout this period of his life the father
was adyised, by judicious friends, to place the boy under good
- masters of the Violin and composition ; and he shortly afier took
hint to Parma. where Alexandro Rolla then resided, so celebrated
for his performance, as conductor of the orchestra, and as a camn-
poser.  Paganinl was now twelve years of age.  The following
anccdote, related by M. Schottky, and which Paganini published
in a Vienna journal, furnishes intereating details of the master’s
first interview with the young artist:—% On armving at Rolla's
house, he said, we (ound him i, and in bed. His wife conducted
ys into a room adjoining the one where the sick man lay, in order
to concert with her hushand, who, it appearcd, was not at all dis
posed to recerve us.  Perceiving upon the table of the chamber
mto which we were ushered o Violin, and the last concerto of
Rolla, 1 took up the Violin and played the plece at first sight,
Surprised at what he heard, the composer mquired the name of
the #érdwose he had just heard. When he heard it was only a
mete lad, he would not give credence to the fact unless Ly ocular
demonstration, Fhus satisfied, he told me, that he could teach
me nothing, and recommmended me to take lessons in composition
from Paer” 'The evident desire evinced by Paganini to refutc
the supposition of his having recelved lessons from Rolla, is o
singulatity difficult to account for.  Gervasoni, who knew lim at
Parma at this period, affirms® that he was the pupil of Rolla (or
several months. However, it was not Pagrn, then m Germany,
who taught Paganini harmony and counterpoint, but Gluretts, who

* f"Nuova Teorin i Musica,” &c. Pavna, 182, 1 vol, in 8vo (page
2r4). Gervasoni adds that no teacher conld have concducted such an artist

to the sublime height I'aganini altained, snd ihat nature alone could have
direeted him.



NICOLD PAGANINI, 29

. had directed the studies of Paér himsclf.  During six months this
precocions artist tecelved three lessons weekly, and specally
applhed himsell to the study of instrumentation. Tven nosw
Paganini was accupied in discovering new cffects on his mstru-
ment.  Frequent discussions took place between him aud Rella
on the innovations which the young artist contemplated, and
which he could, at this period, only exectite tmpetfectly, whilst the
severe taste of his master deprecated these beld attemipts, cxeept
for the sake of oceasional cffects. It was, however. only afier his
return to Genoa, that Paganini wrote his first compositions for the
Vialin. This music was so diffiealt that he was obliged to study
it himself with increasing perseverance, and to make constant
cfforts to solve probleins unknown to all other violinists.  Tle was
seen to have tried the same passage in a thousand different wayvs
during ten or twelve hours, and to be completely overwhelmed
with [atigue at the end of the day, Tt is by this unexampled
perseverance that he overcame difficulties which were considercd
msurmountable by contelnporary artists, when he published a
specimen in the shape of a collection of studies.

Cutting Parma, at the commencernent of 17g7. Paganim
made his first profossional tour with his father through all the
principal towus in Lombardy, and conmenced a reputation which
increased daily from that peried.  Om his return to {Genoa, and
after having, in sohtude, made the clforts necessary for the
development of his talent, he began to feel the weight of the
chain by which he was held by his father, and determined to
release himsclf from the illtreatment to which he was st
subjected under the paternal roof.  Hizs artistic soul revolted at
this degrading slavery, and felt that some respect was due Lo him,
A favourable opportunity alone was required to execute his design,
This soon presented itself,  The féte of St Martin was colebrated
annually at Lucca by a musical festival, to which persons flocked
from overy part of Ttaly, As this period approached, Paganini
entreated his father to pormit Tum to attend it, accompanied by
his ¢lder brother. His demand was at first met with a peremyp-
tory refusal: Tut the solicitations of the son, and the prayers of
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the mother, finally prevailed, and the heart of the voung artist, at
Hberty for the first time, bounded with joy, and he set out
agitated by dreams of success and happiness. At Lucca he was
received with enthusiasm.  Encouraged by this propitious dehiit,
he visited Pisa, and some other towns, inall of which his success
was uncquivocal.  The year ryge had just commmenced, and
Paganint had not attained his fifteenth year.  This 13 not the age
of prudence. His moral edueatton had heen grossly neglected,
and the severigy which assailed his more vonthinl years, was not
calculated to awaken him to the dangers of a life of frécdom,
Freed from restraint, and relishing the dehghts of his new-born
independence, he formed connectiaons with other artists, whose sole
abilities scamed to consist In enconraging a taste for gambling n
yvoung wen of family and means, and turnming the tables npon
thein to their own advantage,  Pagammi, in thus manter, fre-
quently lost the produce of several concerts in one night, and was
conscquently often in a state of great embarrassment,  Tlis talent
soon procured fresh resources, and time passed gaily enough,
alternately between good and bad fortune, He was frequently
reduced, by distress, to part with his Vielin.  In this condition lie
found himseli at Lephorn, and was indebted to the kindness of a
French werchant, (M, Livron), a distingiished amateur, for the
lpan of a Vielm, an excetlent Guarnierr. When the concert had
concluded, Tagamim brought 1t back 1o s owner, when this
gentleman exclaimed, * Never will [ profane strings which your
ingers have touched ; that instrument is now yours.” This is the
Viohn Paganmi afierwards used i all hus concerts. A similar event
ocourred to hmm at Parma, but under different circumstances.
Pasini, an eminent painter, and an excellent amateur performer
on the Violing had disbelieved the prodigious faenlty tmpnted
te Pagamini, of playing the most difficult music at first sight,
as well as if he bad maturely studied it Ile brooght him
a manugeript concerto, containing the wost difficult passages,
mnagmed atmost by every performer as  insurmountable, and
placing in his hands an excellent instrument of Stradiuari, wdded,
“This instrument shall Tie vours, if you can play, tn a wmasterly
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mantmer, that concerto at frst sight.” ¢ If that 1s the case,”
replied Paganini, * you may bid adicu to 1t,” and he forthwith,
by his exquisite performance of the piece, threw Pasinl into
extatic admiration.

Adventures of every kind characterise this period of Paganini's
early days; the enthusiasm of art, love, and gambling, divided his
time, despite the warnings of a delicate constitution, which
proclaimed the nocessity of great care.  Heedless of everything,
he continucd bis career of dissipation, until the prostration of all
his faculties forced a respite.  He would then he up for several
weeks, in a state of absolute repose, until, with refreshed energies,
he recominenced his artistic career and wandering life.  Uncex-
pected resources occasionally relicved him from positive poverty.
In this position, at seventeen vears of age, bemg at Leghorn, in
1801, he became acquoainted with a wealthy Swedish amateur,
whaose lavounte wmstrument was the bassoon,  Complaining that
he could meet with no music for s mstrument, sufficiently
difficubt for his talent, Pagamn provided him with compositions
almost impracticable, for which he was richly rewarded. Tt was
to be feared that this dissolute life would ulumately deprive the
world of his marvellous talent, when an unforcseen and important
ciremmstance, rclated by bimsclf, ended his fatal passion for
gambling.

“ 1 shall never forget,” he swid, * that 1 one day, placed myself
n g position which was to decide my future,  The Prince of

had, for some tine, coveted the possession of my Vielin—the
only one I possessed at that period, and which I still have.  Heg,
on one particular poccasion, was extremely anxions that I should
mention the sum for which I would dispos: of it; but, not wishing
to part with my instrument, I declared 1 would not sell it for 250
pold napoleons, Sowe tune after the Prince said to me that |
was, doubtless, only speakiug 1o jest in asking such a sum, Dbut
that he would be willimg to give me 2,000 francs. 1 was, al this
moment, in the greatest want of moncy to weet a debt of honour
I had incurred au play, and was almost tempted to accept Lhe
proffered amonnt, when T reeeived an nvitation to a party that



32 NICOLO PAGANINL

P -

cvening at a friend’s house.  All my capital consisted of thirty
francs, as I had disposed of all my jewels, waich, rings, and
brooches, &c. I resolved on nisking this last resource ; abd, if
fortune proved fickle, 1o sell my Vielin to the Prince and w
praceed to 3t Detersburg, withoul instrument or igpage, with the
view of re-establishing my affairs ; my thirty franes were reduced
to three, and I fancied mysell en the road 1w Russia, when suddenly
my fortune took a swdden tom ; and, with the small vemains of
my capital I won 160 francs,  This amount saved my Violin, and
completely set me up,  PFrom that day I abjured gambling—to
which I had sacrificed part of my youth—convinced  that
A gamester 15 an objoect of contempt to all well-regulated minds,”

Although he was still in the prime of voutly, Paganim knew of
nathing but suceess and profit, when, during one of those halinei-
nations 1o which all great artists are subjecy, the Vielin Inst s
attractions in bis eyes. A lady of rank having fallen desperately
i love with him, and the fecling being recijrocited, he withdrew
with hor to an estate she possessed v Tuscany.®™  This lady
played the Guaitar, and Paganini imbibed a taste for that instra-
ment, and applied himself as sedulously 1o its practice as he had
formerly done with the Vielin Ile soon discovercd new
resources, which he imparted to s friend ; and during 2 period
of three years, he devoled all the energies of his mind 1o its study,
and to aprieuttural pursuits, for which the lady's cstate afforded
him ample opportonities. it was at this period he wrote his two
sonatas for Gmtay and Viehin, which form s second and third
wirks,

Love cools with tme in a castle as i a coltage.  Iaganind
discovered this: all Tis farmer penchant for the Vielin returned,
and he decided on resuming his tavels.  On his et 1o
Genoa, in 1804, he occupicd himself salely with composition,
and wrote bere his fourth work which consists of four grand

* This dreamstance in Lhe Tile of Taganind wode very liltle Lapres<on
upon me when he related it to me, as T was only inlerested lo Ts artistic
career : later, this aneadete appeared Lopoctaoe 1o eslabliish the choooelorieal
arider of hiy [ife, 2+ will Te lerenfier seen.
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| quartetts for Vielin, Viel, Guitar, and Viclencello ; and bravura

variations for Violin, on 4an onginal theme, with Guitar accompani-
| ment, which forms his fifth work., It appeard loo, that at this
period he gave instruction on the Vielin to Catarina Calcagno,®
born at Genoa, in 1794, who, at the age of fifteen, astounded
Italy by the boldness of her style. All traces of her seem lost alter
1816, Towards the middle of 1805, Paganini left Genoa, to
undertake a new tour in Ialy. The first town he visited was
Lucca, the scene of his fivst snceesses.  Here he again created so
great 3 sensation by a concerto he perlormed at a nocrumal
festival in a convent chapel, that the monks were obliged to leave
their stalls, in order to repress the applause which burst forth
despite the sanctity of the place.  He was then twenty-one years
of age. The principality of Taweea and Tiombino had been
organiscd in the month of March, of the ¢ane year, in lavour of
the Princess Eliza, sister of Napoleon, and the wife of Prince
Bacclochi. The Court had fixed its residence in the town of
TLucea, The great reputation of the viehnist induced the Princess
to offer him the posts of director of her private musie, and
condaclor of the opera orchestra,  Notwithstanding his propen-
sity for independence of action, and although the emoluments
were scanly, the positlon pleased him, and he accepted it The
Prince Bacciochi received instruction from him on the Vielin,
The Princess, who had appreciated the originality of his lalent,
induced him to extend his discoveries of novel effects upon the
instrumment, 1o convince him of the interest he had mspired her
with, shc granted him the grade of captain in the royal gendarmerie,
0 that he might he admitted with his Drilliant costume to all the
great Court receptions,  Paganini added many noveliies to thosc
which characterised his talent.  Thus, sceking to vary the eflect
of his instrument at the Court concerts, where it was his duly to
play, he removed the second and third strings, and composed a
dialoguc for thc first and fourth strings. He has related this
circumstance himself nearly 1n these terms - —

* Qervasoni, ** Nuava Teorla di Musica,” page 103,
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¢ At Lueca ! directed the orchestra when the reigning family
honoured the opera with their presence. 1 was eften called upon
to play al Court: and then, I organised fortnightly concerts,
The Princess Eliza always withdrew hefore the termination, as my
harmenic sonndds irritated her necves. A lady, whom I had long
laved without having avowed my passion, attended the concerts
with great regulavity, [ fancied I perceived that Towas the object
of her assiduons visits.  [nsensibly our mutual passion increased ;

but important motives rendered prudence and mystery necessary ;
our love In conseiuence becatnie more violent, I had promiscd
her, on one occasion, that, at the following concert, [ woulkd
introduce a muosical piece which should bear allusion to our
relative positions ; and T announced to the Court a novelly under
the title of “Scenc amonrcuse.™  Curiosity rase to the highest
pitch ; bat the surprise of all present at Cowrt was extreme, when
I entered the saloon with a Vielin with only two strings. [ had
only retained the first and the fourth,  The former was to express
the sentiments of a young girl, the other was to cxpress the
passionate languape of a lover. [ had composed a kind of
dialogug, i which the maost tender accents followed the outbursts
of jealousy, At oue time, chords representing most tender
appeals, at another, plantive reproaches ; eries of joy and anger,
felicity and pan, Then followed the reconciliation ; and ile
lovers, more persuaded than ever, executed a pas de dewy, which
tenminated 1 a bnlhant coda, This novelty was eminently
successtul. I do not speak of the languishing looks which the
voddess of my thoughts darted at me, The Princess Eliza lauded
me to the skics ; and sard to me o the most gracious manner
possible, P You have just performed impossililities ; would not a
single siring sulfice for your talent?’ 1 promised to make the
attempt. The idea delighted me: and, some weeks alter, T
composcd my military sonata, entitled © Napeleon,” which I
performed on the z5th of August, before o nuinerous and brilliant
Court.  Iis success far surpassed my expectations. My predilec-
tion for the G string dates from this period, Al I wrote for this
string was received with enthusiasm, and T daily acquired greater
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facility upon it: hence I obtained the mastery of it, which you
know, and should no longer surprise you.”

In the summer of 1808, Paganini obtained leave to travel, and
quitted lucca, never more to return.  As the sister of Napoleon
had become Grand Duchess of Tuscany, she fixed her residence
at Florence, with all her Court, where the great artist retained his
position.®  Ilc went to Leghorn, where, seven years previously,
he had meot with so much suceess, Herc he was not received
with the warmth extended to him on his former wvisit; but his
talent sogn overcame the coldness evinced towards him,  He hag
related, with much humour, a series of tnbulations which happened
to him upon the occasion of his first concert there.  “ A nal,”
le said, *“ had run into my heel, and I came on hinping, at which
the audience laughed. At the moment I was about to commence
my concerto, the candles of my desk fell out. {Another laugh.)
At the end of the first few bars of the solo, my frst string broke,
which increased the hilarity of the audience, but I played the
picce on the three stongs
acclamations of applanse.” The broken string frequently occurred
afierwards ; and Paganini has been accused of using it as a means |

and the grins quickly changed mto

of success, having previously practised upon the three strings,
pieces which appear to require the usc of the first also.

¥rom Lephorn he went to Turin, where the Princess Pauline
DBorghese, sister of Napoleon, the Prince, her husband, and suite,
were sojourning.  Blangini, then attached to the service of the
Princess as director of music {1803 or 18cg), there heard the
Hlustrious violinist at several concerts ; and spoke of him to me,
on his return to Pans, with unbounded admiration, It was at
Turin that Paganini was first attacked with internal inflammation,
which subsequently so debilitated his health, as frequently to
causg long interrupitions to his travels, and his senes of concerts.
ITe was nearly convalescent, when he was recalled to the Court of
Florence, in the month of Qctober, 1804, for the concerts which
were to be given on the occasion of peace between France and

* Gervasond, ** Nuova Teoria di Musica,” page 214
ooz
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Austria. 1t wag at this period that my frlend, the celebrated
sculptor, Dartolini, esecuted a hust of Paganini, which I saw in
his studio at Florence, in 1841, An excellent work by M.
Conestabile, which has just appeared, and which only reached
me a fow days ago,” furnishes me with information as to the
nuanner Paganini was emptoved i 18100 It will be found (p. 58}
that he must have teft Florence about December, 180g, to visil
Romapgna and Lombardy ; that he gave concerls at the old thearre
of Cesena; that he afterwards prodoced an extraordinary sensation
at a concert given at Rimini, the 2znd of January, 1810, This
infurmation was cxtracted by M. Conestabile, from manuscript
memoirs by ML Giangl, an amateur composer, relating to the
town of Riminl. It 1s prelable he afterwards visiled the other
cities of Central Italy, Ravenna, Forli, Tmoln, and Faenza; Dut
this is not certain. 1t appedrs also about the sane period he met
with an adventure at Ferram that nearly cost him his hfe.  Ile
had gone to Bologna with a friend, and purposed glving some
concerts there, Arrangements were already made with the manager,
and rehearsals appointed, when, at the moment the rehearsal was
about to commence, Marcolini, who was lo simg at the concerd,
capricionsly refused o do so.  Disconcerted by this awdertemps,
Pagani sought the aid of Madwme Paltering, the principal dancer
of the theatre, but who possessed a most agrecable voice, which
she only cultivated for hersell and her friends.  Vanquished by
rhe solicitations of the great violinist, she consented to sing at the
concert 3 but when she presented herself o the public, fear over-
powered her—she sang with timidity—and when she retired,
encouraged by the kind applause which rewarded her efforts, a
piercing hiss was heard. Maddened with rage, Paganini vowed
to avenge this cutrage at the end of the concert.  As he was
about to commence his last solo, he announced to the public that
he purposed Imitating the notes and cries of various animals.
After having imitated the chirping of certain birds, cock-crowing,

# o oLi YT, 1 .o . " . .
Vita di Paganini di Genova, seritta ed illustrata da Giancarlo
Concstabile.  Perugla, Tipografia di Vincenzo Bartilli, r:r.” 1 vol, in
8vo, 317 pages.
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the mewing of o cat, and the burking of a dog, he advanced to
the footlights, and while 1nuitating the braying of an ass, he called
out “ This for the men who Iassed 7 (Questo ¢ per quetll che han
fischiato 1}  He was convineed this repartee would excite Lughter,
and the hissers be hooted ; but the pit rose to 4 man, vociferating,
and rushing forward to the orchesira, which they literally sealed,
Paganinl had ounly time to escape, by hasty flight, the dangers that
menaced him. 1t was only afler he was salely al home, that he
leurned the cause of this fearful tumult. He was told that the
peasantey in the suburbs of Ferrara entertain peculiar il feelings
towards the residents of that town.—considering them as a com-
munity of idiots, and compare them (o asses. Ience, any resident
of the suburb, if guestioned from whence he came, nover admits
itis from Ferrara, butl vociferates a vigorous hee-haw, ‘T'he audience
present at Paganini's concert considered this a personal allusion
to themselves ; the result was, that the authorities withdrew their
purmission and prohibited the contnuation of his coneerts.  Since
then, Paganini was never heard again at Ferrara,

(rervasoni relates® that on the 16th of Auzust, 1811, Paganini
gave a concert at Parma, al which he prodoced an imimense sen-
sation, both upon artists and amateurs, particularly in his vara-
tions on the fourth string. It would appear that from Parma he
returned 1o his dutics at the Court of Florence. Here he
probably remained during the year 1812, for no information of
him in other places, durmpg this period, 15 met with,  He was,
thete ean be little doubt, obliged lo return occasionally io
the capital of Tuscany to fullil his duties. Hete, about the end
of 1812, or the comuncencement of 1813, occurred the adeeniure
which obliged hun suddenly lo quit the service of ithe Grand
Duchess, and leave the town.,  “Lhis advenlure had been certified
to M. Conestabile by ocular withesses, in nearly the following
terms —Al 4 grand Court gala, whete a concerl preceded a ball,
Taganini, who directed the former, and was o have performed,
appearcd in the orchestra in his wniform of captain of the royal
gendarmerie.  The Princess, as soon as she perceived this, sent

* Tog: eik,
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her commands that the uniform was o be replaced hy eveniug
dress. Ide replicd that his commission allowed him to wear the
uniform, and refused to change i. The command was repeatad
during the concert and again met with refusal ; and to prove that
he defied the orders of the Grand Duchess, he appeared at the
ball m Tus uniform.  Moreover, i order to show that he did not
care what might be thought of the insult praffered to him, le
walked up and down the room after the ball had eommenced.
Nevertheless, convinced lhat although reason and right were
Irath in his favour, absolutisin prevailed at Ceurt, and his definnce
might endanger his liberty, he quitted Tlorence during the night,
and directed his steps towards Lombardy. "The most templing
offers, and the promise of the Grand Duchess’s leniency, proved
unavailing to induce him to retum.®  Delighted at finding
himsclf his own master, he determined never again to accepl a
fixed position, however tempting the offer.

Beng at Milan in the spring of 1313, he witnessed, at the
Theatre La Seala, the ballet of “11 Noce di Benevento” by
Virgano, the music of which was by Sissmayer.t It was from
this ballet that Paganini took the theme of his celebrated varia-
tions “le Streghe,” (the Wilches), from the air being that to
which the witches appeared.  While busicd with these variations,
and making arrangements for his concerts, he was agaln selzed
with a relurn of his former malady, and scveral wanths elapsed
before he could appear in public. It was only on the zgth of
October following he was enabled to give his first concert, when
he excited a sensation which the joumals of Iraly and Germany
made known to the whole world,

Paganini always evinced an extraordinary predilection for
Milan, to which city he was much attached. Not only did he

, * From the sentiments which induced the Grand Duchess to overlook his
nsubordination, and from certain innuendoes which have vseaped the pen

of M. Conestabile, inferences may be drawn, which delicacy dictates chonld
not be mentioned unreservedly.

P ‘An artist of great merit, author of several operas, and who eontinued the
Requiem of Mozart,
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reside thore the greater part of 1813, with the exception of his
visit to Genoa, Dbut also, until the month of Seplember, 1814,
visiting 1 three times during {ive years, residing there for a long
period, and giving thirty-seven concerts.  In 1813 he gave eleven,
some at La Scala, and oihers at the Theaire Carcano ; and, afier
a repose of some months, another scrics at the Theatre Re, n
1514 In the month of October of that year he went Lo Bologna,
where he saw Rossini for the {irst thme, and commenced a {riend-
ship which became strengthened at Rome, in 7817, and al Paris
m 1831, Rossimi produced his “ Aureliano in Palmira,” in
December, 1813, at Milan, at which period Paganini was at
Genoa, so that these artisis had never vel met each other until
Rossini was about leaving Balopna, to wnite s “Turco an Itaba,”
at Milan,

Up to the year 1828, Paganini had made three times the
round of Italy. In 1813 he returned to Romagna, and having
given some concerts there, stopped at Ancona Here lus malady
retmrmed to him for several months, and he then procceded to
Grenoa, about the commencement of 18106, while Lafont was
giving concerts al Milan.  Anxious to hear the Freach violinist,
he vepaired thither, where a nivalry ensued, which was much
speken of, and appreciated 1o various ways, according to the Inas
of school and nationality. Lafont, who frequently related to me
the cireumstances of this meeting, was perfectly convinced that he
was the victor. It is nleresting to hear Paganini's relation of this
circumstance of his hife '—* Beng at Genoa, . March, 1816, I
heard thal Lafont was giving concerts at Milan, for which city I
nnmediately started, for the purpose of hearing im. His per-
formance pleased me exceedingly, A week afterwards [ gave a
concert at the Theatre Ta Scala, to make myself keown Lo hm,
The next day Lafont proposed we should both performm on the
same evening, I excused myself by saving that such experiments
were always impolitic, as the public invariably Jooked upon such
miatters as duels, in which there was always a victim, and that it
would be so in this case; for as he was acknowledged the best
violinist in France, so the public indulgently considered me as the
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best of Ttalian violinists. Lafont nat looking at it 1o this Tight, T
was nbliged to accept the challenge. T allowed him to regulate
the programme, which he did n the following manmner :(—We each
in turn played one of our own composilions, after which we
played together the “Symphonie coneertanie™ of Kreulzer, for two
Vigtins. In this I did not deviate in the least from the author's
text, while we hoth were playing our own parts; butl in the solos
I yiclded to ruy own hmagination, and introduced several noveliies,
which scemed to annoy my adversary. Then followed & Russian
air, with variations, by Lafoni, and I {inished the concert with my
vanations on “le Streghe”  Lafont probably surpassed miein Lone,
but the applause which followed my efforts convineed me 1 did
not suffer by comparison.” Lafont, it cannot be denied, acted
imprudently under the crcumstiances, {for although it may be ad-
mitted he possessed more purely classical qualitics, and was more
m accordance with French taste than Paganiny, although his tone
was fuller, and more equal, vet, in original fancy, poetry of execu-
tion, and mastcry of difficultics, he could not place himsell in
juxtaposition with his anlagomist, In a concert, at the Con-
scrvatory of Paris, in 1816, the palm would have been awarded to
him, but, with an Italian public, athirst for novelty and criginalily,
his Falure was certain.

A similar circumstance oocurred two years later, when Paganini
had returned to Plicentin to give concerts.  The Tolish viclinist,
Lipinski,* was then there (1818}, He had sought Paganini with-
ont success al Venice, Yerona, and Milan, and had abandoned all
hopes of meeting him, when a concert bill was put into his hands,
which announced that they were then together in ihe same town,
Paganini gave six concerts in this town ; and, at the sixth, played
a concerted symphony with TLipinski, which was much ap-
auded. They frequently met at cach other's residence and
mmprovised together.  Somc time afier, Lipinski dedicated to him
one of his workst as a tribute of respect; but when they again

* Who subsequenily Lecame principal Violin solaist at the Clapel of the
Wing of Baxony,

+ Tre Capricel per il Violimo, dedicati al esimio professore Nicolo IMagmanini,
da Carlo Lipiuskl,  Leipgig ¢ Breitkopf und Hartel, 1827,
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met at Warsaw, I 1829, a journal, speaking of a concert which
the Polish violinist had just given, and laudmg his talent, took
cecasion to depreciale the ability of Paganini, and to aceusce the
virtuogo of charlatanism. Other journals defended the Genoese
violinist, and undervalued the merit of Tipinski, who deemed
it a duty publicly to ¢xculpate himsclf from the suspicion of
having heen connected with the discourteous attack directed
towards his llustricus competitor.  Paganind did not seem at
all concerned about the inatter, but the intimacy of the iwo
artists ceased.

From Milan, Papanim repatred to Venice, 11 the summer of
1816, where he remained for upwards of a year, to restore his
Licalth, which had for some time been in a declining statc; he
also gave some concerts. This protracted sojourn at Venice
15 mentioned in the *Leipziger Musikalische Zeitung,” of Tuly
the 23rd, 1819, by a correspondent, who thus alludes to the
sibiect - —

*Ihe celebrated violinist, Paganini, has at last quitted Venice,
where he has been sojourning for more than twelve months, and
has returned to (Genoa, his native town, talking Milan in his
route,”

In the samc year {1817} he arrived at Rome, and found Rossini
there busy i producing his “Cencrentola.” Several concerts which
he gave there during the Camival excited the greatest enthusiasm,
Iie also [requently played at the palace of the Count de Kaunitz,
ambassador of Austria, where he met Count Mettcrnich, who
urgently pressed him to visit Vicnna. From this time Paganini
fornicd the project of leaving Italy to visil the principal citics of
Germany and France ; however, the uncertain state of his health,
which, at times, placed his life in danger, prevented bim from
realising his project at this period. Besides, he had not yet
visited Naples and Sicilv—and he had long entertained a strong
desire of doing so ; however, it does not seem that he visited, at
this time, that portion of the Peninsula, for we hear of him in
Upper Ttaly, giving concerts at Verona, at Placentia, at Turin,
at Florence, and throughout ‘Tuscany, during 1818, and a pertion
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of 181g.% Tt was only in the latter yvear that he arrived at Naples.
It 13 a very remarkable circumstance that he appeared there moa
manier unworthy of his great name ; for, instead of giving his
first concerts at the San Carle, he modesly conmenced ar the
theatre I1 Fondo, It is teue that, at the period he arved—
nanely i the middle of the snmmer, the theatrical performances
are more frequentty given at the Fondoe than at San Carlo.

(On his armval at Naples, Paganind found several artists indis-
posed towards him.  They doubted the reality of the prodigics
attributed to m, and awalted a fathwe,  To put his talent to the
test, the young composer, Danna, recently from the Conservalory,
wits engaped fo writc a quartett, contaning every species of
didficulty, eonvinced that the great viohnist would not vanguish
them.  He was, therefore, tnvited to a musical re-union, where
Ie et the siolinist Onorio de Vito, the composer Danna, the
violinst and  diccetor of wusic Festa, and the vicloncelhst
Clandell. The plece was imprediately given to him to play at
first sight.  Understanding the snare that was laid for him, he
merely glanced at it, and played it as if he had been Lailiar with
it.  Amazed and confounded at what they had heard, the highest
approbation was awarded to him, awd he was proclaimed o
mirac e,

It was during this sojourn at Naples, that Paganini et with
one of the most singular adventures of his extraordinary hife,  An
alarnting relapse of his malady took place ; and, thinkang that any
current of arrwas mjurious to him, he took an apartment in a part
of the town called Petrajo, below Sant Elmo; bul mceting here that

* Wi Conestabile places Pamanini®s first visit to Naples and  Sicily {mme-
diatedy nfler the coneerts al Hame during the Cammival, but T have found no
Urpces of his having dane soom the muosieal jowrvals, the Thalinn newspepers,
and the almanacks, of that penod (1818) It would he difficult o cnderstand
that, i a sharl time, Paranini could bave givew several coneerts at the Theatre
Fondo, nihers ar San Carlo, ot Naples, then ot Paleano ; and that he shouald
have left Upper Naly, Pictioond, and Tuoseany, o return to Naples and
Sicily i 1819, 1 believe his hrst visil to Waples only took place in 1815, In
the menths of December, 18518, and Januavy, 510, he gave (our eomncerts al
" the Theatre Carignano of Tarin in the Februayy ©lowing he gave concerls
al Florenee, and in Junce and July some at Naples.
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which he most sought to ayoid, and his health daily becuining
worse, it was reported that e was consumptive. At Naples, the
opinion prevailed that consumption is contagions.  ITis landlord,
alarmed at having in his house one who was suppeosed to be dying
of this malady, had the inhmmnanity to turn him out info the street,
with all he possessed. Fortuuately, the wioloncellist Ciandelli,
the friend of Pazanini, happencd to be passing, and, incensed at
this act of cruelty, which might have proved fatal to the great
artist, belaboured the barbarian unmercifully with a stick he
carried, and then had his friend conveyed to a comfortable
lodging, where every attention was paid to himn.  Paganini re-
covered sufficiently to give concerts,

Having - returned to Milan, o Marvch, 1820, Iagamni tank
part i founding a society of musical amateurs, which adopted the
name of “Gli Orle,” for the performance of the classical works
of the old masters. He conducted several of this sowety’s
concerts who, 11 testimony of gratilude and admiration, pre-
scnted him with inedals and crowns,  Paganini’s predilection
for the capital of Lombardy detained himn there untl December.
He then went to Rome, and amived while Rossinl was pro-
ducing his “Matilda dh Sabran,” at the Apollo Theatre,  On the
day of the general rchearsal, the leader of the orchestra was
seized wilh apoplexy. This unespected event was a source of
great emhbarrassment to the composer, masmuch as the talent of
the musicians was Dbelow mediocrity, As soon as this circum-
stance reached Pagamini, he flew to his friend's assistance,
attended the gencral rehearsal, and led the three first represen-
tations with an energy that struck the band with amazement.

In May, 1821, Paganini left Rome to return to Naples
Kandler met him here dunng the summer.  ITe gave concerts at
the Fondo, and at the Teatro Nueovo. 'This literary musician has
given an account i the “Morgenblatt” {1821, No. 2g0) of the
extraordinary 1mpression this “ Hercules of Violinists,” as he
called him, made upon him. The account is filled with cxpres-
sions of unhounded admiration.

From Naples Paganini went to Palermo, and pave eoncerts,
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which were Lut poorly attended, atiributed by the correspondent
of the * Leipziger Musikalische Zeitung ™ to the ndifference of
the Rieilians for instrumerntal music.  His stay here was of short
duration, for we find lnm at Venee, then at Macentia, at the
commencement of 18zz. In Aprl of the same ycar he gave
concerts at Milan, his return being hailed with the warmest tokens
of delight, and with a success surpassing all his former visits,  He
was now sericusly preoccupied with his visit to Germaty, as
projecied by Count Metternich; it during an excursion to Pavia,
he again fell seriously 3L, in Jaowary, 1823, and his life was
despaired of.  He had searcely recovercd when he proceeded o
Turin, where o similar welcome and success awaited him,  His
hcalth was, however, extremely delicate, and the neccssity of
repose so manifest, that he was obliged to return to his native air.
Some months of maction and calm, passed at Genea, renewed his
health and strength sullicienty to enable him to give concerts at
the Theatre Saint Augustin, to which his fellow-townsfolk flocked
in crowds.  These concerts took place In the month of May,
1824, after which he repalred te Milun.  Iere he played at
La Scala, on the 12th of Tune of the smne year, and was received
with acclamations which denoted the inrense wnterest las health
had excited.  Some days after, he retoraed to Genoa, and gave
two concerts, the first on the 3oth of fune, the seecond on the jth
of July following.

Paganini seemed Lo have recovered all s prstine health and
strength, for in the month of November in the same yecar his
talent seemed to be greater than ever at the concerts he gave at
Vemee. ‘The titlhe of ¢ Filarinonico,” which then followed his
name ol his concert bills, gave rise to polemical diseussions,
Enemies, which great talent invariably creates, pretended that the
Genoese violindst sought to induce the belief that he was a
member of the Academy of Philharmonics of Dologna ; although
such was not the case, his admirers replied that the Academy
would be honoured if Paganinl condescended to Decome one,
He terminated the discussion by declaring that his assutming the
addition to his name was mercly a declaration of his love for the art,



NICOLO PAGANTNI. 45

In January, 1825, Paganini gave two concerts at Trieste;
thence he proceeded to Naples, for the third time, and met with a
renewal of his former triumphs.  In the summer he returned to
FPalermo, and this time his success was unparalleled. The
delicious climate of Siclly was so agreeable to him that he
remained here a vear, giving here and there occasional concerts,
but enjoying long intervals of repose.  This lengthened sojourn in
such a favourable climate restored hin to better health than he
had experienced for a long period, and he returned to his project
of quitting Ttaly. However, before doing so, he wished to return
to several towns of which he retained so many delightful remi-
niscences, and went to Trieste in the summer of 1826, then to
Venmce, and finally to Rome, where he gave five concerts at the
Theatre Argentina, cach of which was a separate ovation, On
the sth of April, 1827, Pope ILeo the Twelfth decorated him with
the Order of the Golden Spur, 1o token of his admiration of his
oreat talent, From Rome he went to Ilorence, where he was
detained by a disease in one of his legs, which remaned uncured
for a very long peried, Ile wenl to Milan, where he was warmly
received by his friends, and on the 2nd of March, 1828, he
quitted this town and proceeded to Vienna, where he arrived the
10th of the same month.

On the 2gqth of March, the first concert of this great artist
threw the Viennesc population mito an indescribable paroxysm of
enthusinsm. * The first note he played on his Guarnerius {says M,
Schilling, in poctical style, in his * Universal-Lexicon der Mustk”)
—indeed, from his first step into the room—his reputation was
decided in Germany. Acted upon as by an ¢lectric spark, a bril-
lant halo of glory appeared to invest his whole person ; he stood
before us like a miraculous apparition in the domain of art.”™  The
Vicnna journals were unlinuted in hyperbolical expressions of ad-
miration ; and the immense crowd whom he had enchanted at this
conecert, unceasingly poured forth hymns of praise to the glory of
the enchanter, for two months.  The most eminent artists of the
Austrian eanpital, Mayseder, Jansa, Slawich, Léon de St. Lubin,
strebinger, Bohm, and others, all admitted his performance to be
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ineomparable.  Cther concerts given on the rzth, 16th, 18th, of
April, ete,, crealed wniversal intoxieation. Verses appeared in
evely publication —medals were struck-—the name of Papganin
engrossimg all 3 and, as M. Schottky remarks, everything was & I
Paganini.  Fashion assumed hs name.  Hats, dresses, ploves,
shoes, eto,, bore his name. Cooks designated certain praductions
alter him ; and any extroordinary stroke at Dilliards was compared
1o a bow movement of the artist,  Hig portrait appeared on snuaff-
bowes aid cigar-cases; i fact, his bust surmounted the walking-
sticks of fashionable men.  After o concert given for the benelit
of the poor, the magistrate of Vienna presciled o Paganmi the
latge pold wedal of St Sabvator, and the Iimperor conlerred upon
I the tutle of virtuoso of his private band.

A lengihened sojourn i the captal of Austria, and numerons
concerts, did not mn the least dimimish the mmpression Paganini
had crcated on lus arrlval.  The same ovalions woere showered
upon him m every town of Germany,  Prague. from cernun
traditionary opposition ta the musweal apmions of Vienna, alone
received hime coldly; Hur Berlin so amply avenged this mdiffer-
ence, that he exclaimad at his first congeerr, * Here 15 my Vienna
public!™  Aller an unminterrupied zeres of (rinmphs, durme three
vears, in Austria, Bohenua, Saxony, Doland, Bavaria, Prussia, and
in the Rhenish provinces, after nncepsing ovatlons of Vienna,
Drescen, Berhn, and Trankfort, the celebrated artist armved at
Parts, and gave his first concert al the Opera, the gth of March,
1831, His studics for the Vielin, which had been published there

for some time

a1 species of enigma which had perplesed every
violinist; the Furopean fame of the artist, his travels and
trivnphs, raised the curtosity of the artists and the public.  [r s
imposatble to desertbe the enthusiasm his first concert created—it
was universal fremzy, Tumuhtuous applause preceded and followed
all his performances, the audience rose en masse to recall him
after each, and nothing was heard but general approbation and
amazement. The same enthusiasm prevasled during his entire
stay in Pans,

Towards the middle of May he left this city, and procecded to
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London, where he was expected with the utmost impaticnce, but
nol with thai artistic and perceptive anterest with which he bad
been rcceived at Pams,  The high prices of admission charged
for his concerts drew down the reprobation of the English
journals, as il the artist was not privileged to put what price he
pleased upon his talent, or that ey were perforce obliged Lo go
and hear him, The cencerts at London, at svhich Paganint per-
formed, and his professional tour through England, Scothand, and
Ircland, produced an mmense amount of money: this was a
large fortune, o which he added considerably afterwards, during
his visits to Fravee and Helgiom, He has been reproached with
having sold himself to an Fuglish speculator [or a certain {ime
and a defimite sum: 2 systemn whichh many artists have since
adopted, though it 15 repugrant both to art and the dignity of the
artlst.  Yet the great eare necessary for the orginsation of concerls,
the diffienlties enecountered Ly an arust in England, cerainly
ofter some apeology for its adoption.  The seandalous manner n
which the managements plunder the artists— the tell clanned
by the band, charitable institutions, printers, advertisements,
hphtine, servants, &, &, &e., offer 50 many mierruptions to the
calm seremity vecessary for the disploy of talent, that the artist
can scarcely lxe blamed for ridding himself of these annovances
by concluding a compact by which he is assured a specific sum.®

Afler an absence ol six years, Paganini again set foot on his
native soil.  “I'he weulth he had amassed in his Kuropean tour,
placed him i a pesition of great independence. He sought
to place this to advantage, yet was undecided what part of (he
Peninsula he would sclect as his place of abode.  1lis former
predilection was for Tuscany ;3 but, among the various propertics
he purchused, was o charming country house 1n the environs of

* 3, Tads oaglit by this time to be pware that an artist suffers from any
of these ditficulites 10 o less degree in Boglond than in any eonmey of Edrope ;
in no part of the world is the true meot or just talene of 4 nusician sooncr
dizcerned, or mare jnstly rewarded, than in Eogland ; yol, ol the same Lime,
it musl be concelded that chavlatanism, both vative and foreign, has long been
rampant and held a sway, as far as muosic is concemed, in this country, guite
revolting to a tyue arlist,— Fronsfaror’s Note,
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Parma, called la Villa Gajona
Vatious projects occupicd him at this period, the most important

liere he decided on residing,

of which was the publication of his compositions—a publication
which was ardently desired by all violinists, under the impression
that they would arnve at the secret of his marvellous talent.
During his stay in London, M. Troupenas, one of the most
etninent publishers in Pazis at that time, arrtved there for the
purpose of purchasing the copyright of his manuscripts; yet,
although M, Troupenas was accustomed to pay large sums to
celebrated authors, whose works he published, particularly Rossini
and Auber, he could not come to terms with the great violinist
M. Troupcenas bas frequently told me that the sum asked by
Paganini for his manuscripts was so considerable, that a con-
tinnous sale during ten years would not have reimbursed him.
Afterwards, at Brussels, Paganini {old me he contemplated
publishing his works himself; hut, not havisg yet abandoned
giving coucerts, e conceived the singular idea of arranging his
music for the Pianoiorte.

On returning to Italy, where he was almost worshipped by his
countrymen, from the preat triumphs he had obtained, and the
honours conferred on him by forelgn potentates, he was received
with the most marked degree of respect. On the 14th of
November, 1834, he gave a concert at Placentia, for the benefit
of the poor.  The ollowing 1zth of December, he played at the
Court of Maria Lousa, Duchess of Parma, from whom he
recelved the wmperial Order of St George.  Dunng the year
1835, Pagaim alternately resided at Genoa, Milan, and at his
retrgat mear Parma,  The chotera, which was then raging at
Genoa, gave 11se to the rumour that he had fallen a victim to the
infection.  This cvent was announced in (he public papers, in
which there apppeared nccrological notices; bul, although bis
health was lamentably bad, he escaped the cholera.

In 1830, some speculators induced him to lend the aid of his
name and talent to establish o casing, of which muste was the
pretext, but gambling the real object.  This cstablishment, which
was situated in the most fashionahble locality of Paris, was opened
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with considerable splendour at the end of November, 1837, under
the name of Casino I’aganini; but the Government refused to
authorize its opening as a gambling house, and the speculators
were reduced to give concerts, the proeceds of which were far
exceeded by the cxpenses of the undertaking. Under the
necessity of meeting the engagement enteved into for this purpose,
the great artist withdrew from his country house near Parma,
and proceeded by way of Pledmont. At Tunn, together with the
guitarist Tegnam, he pave a concert on the gth of Junc, for the
bencfit of the poor; and he then proceeded by way of Lyons,
notwithstanding his ill state of health. and amived at Paris
oppressed with fatipuc and suffering.  The deeline of his health
was manifest ; and his wasted strength precluded the possibility of
his playing at the Casing.  As the price of his painful journey to
Paris, and the loss of his health, a law suit was commenced against
him, which he lost ; the judges, without having heard his defenee,
condemned him to pay 3o,000f. to the creditors of the speculation,
and he was to be deprived of his liberty until that amount was
paid.

When thiz decision was pronounced, Paganini was dying-—hig
malady, which was phthisis of the larynx, had mereased since the
comanencement of 1839, The medical men advised him to
proceed to Marseilles, the climate of which they considered
favourable to his health. He followed their advice, and travelled
by slow stages to the south, His great enerpy struggled against
the slloess.  In retirement at the house of a fnend, near the gates
ol the city, he still occupied himsclf with his art, and altemated
between the Vielin and (he Guitar, One day he seemed to
revive, and performed a quartett of Beethowven, his particular
favourite, with the greatest cncrgy. TDespite his extreme wenk-
ness, he went, some few days after; to hear a requiem for
male voices, by Cherubini, finally, en the z1st of June, he
attended 1n one of the churches at Marseilles, to take part in
a solemn mass by Beethoven,  FHowever, the love of chanagy,
inherent i1 all valetudinarians, induced him to return to Genoa by
sea, fully impressed that the voyage would rcermit his health,

E
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Vain hope | In the commencement of October of the same year,
he wrote from his native cily to ML CGalafre, a painter, and an
esteernned (riend of his: “ Being inomueh worse bealth than 1 was
al Marscilles, 1 have resolved on passing the winter at Nree”
Thus he believed he was flving from death, and death was pursuigg
him. Nice was destined to be his lust abode. The progress of his
malady was rapid—his voice hecame almost extinet, and dreadful
fits of coughing, which daily became more frequent, finally
reduced him to a shadow.,  The sinking of the features, a certain
token of approaching death, was visible m los face. An Ialian
writer has furmished us with a most teuching description of his
last morments in the following terms ——

“ (On the last night of his existence, he appearcd unusvally
traestl. Tle had stept a hitle ; when he awoke, he requested ihat
the curtaing of his bed should be drawn aside to eontewnplate the
moon, which, at iy full, was advancing calmly i the immensity of
the pure heavens.  While steadily gazmg at thas huminous arh, he
agnn became drowsy, bl the murmunng of the neighbouring
trees nwakened i his breast (hat sweel agitation which is the
reality of the heantiful, At this solemn hour, he scemed desirous
to retarn to Nature all the soft sensations which he was then
possessed of ; steotching forth his hands towards his enchanted
Violin—to the [althful companion of s travels—to the magician
which had robbed ecare of its stings— he sent to heaven, with 1is
last sounds, the fast sigh of a life which had heen all melody.”

I'ne great artist expired the 27th of May, 1840, at the age of
56, leaving to his only son, Achille—the fut of his hiatson with the
cantatrice, Antoma  hanchi, of Come—an unmense fortune, and
the title of Baron, which had been conceded to him in Cermany.
ANl had not ended with the man whose life was as extraordinary
as his talent.  Whether from the effect of certain popylar romours,
of which mention will he made hereafler, or whether, from the
fact of Pagamni having died without receiving the last rites of
the Church, he had left doubts as to his religion, his reinains
were vefused interment in consecrated ground by the Bishop of
Nice, Monsignor Anionie Galvano. Vamly did his son, his
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friends, and most of the artists of the city, solicit permission to
celebrate a solemn service for his eternal rest. on the plea that,
ag in 4ll cascs of phthists, the sufferer never believed his end was
approaching, but had died suddeniy; the Bishop remained
inexorable, but proffered an authentic act of decease, with per-
mission to remove the body wheresoever they pleased. This was
not gccepted, and the matfer was brought before the tribunals.
At Niee, @ verdict was returned in favour of the Bishop.
Recourse was then had to Rome, which remitted the DBishop's
decision, and charged the Bishop of Turin, conjointly with two
Canens of the Cathedral of Genoa, to institute an inquury with
reference to the catholicity of Paganmimi,  All this time the body
was lying in one of the rooms of the hospital at Nice ; it was
alterwards removed by sea from the Ia2arctto of Villa TFranea,
ngar the city, to a country spot named Poleevera, near Genoa,
which belonged to the family of the illustrious artist. It was
rumoured that piteous and exiracrdmary tones were heard there
at night. To end these popular reports, the young Baron
Paganim resolved on defraying the expense of a solemn service to
the memory of his father, as Chevalier de St. George, which was
cclebrated at Parma in the church of the Steceata, belonging
to that chivalrous order.  After this ceremony, the friends of the
d eceased obtained permission from the Bishop of Parma to brng
the body into the Duchy, to remove it to the Villa {3ajona, and to
inter 1t in the village church,  This funeral homage was rendered
to the remains of the celebrated man, in the month of May, 1845,
but without pomp, in confornmity with the orders which had
emanated from the Government.

By his will, made on the =z7th of April, 1837, and opened on
the 1st of June, 1840, Paganim left to his son, legitimzed by
deeds of law, a fortune estimated at two wmillions (£ 8o,000
sterling), out of which two Jegactes were to be paid, of fifty and
sixty thousand francs, to his two sisters, leaving to the mother of
his son Achille an annmty of 1,200 francs. Independently of
s wealth, Pagamm possessed a collection of valuable instruments,
among which was an Incowparable Stradivari, estirated at

E z
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upwards of 8000 Austrian flonns, a charming Guarnieni of the
smaller patiern, an excellent Amati, a Stradioari Bass, equoally
prized with his Violin of this master, and his large Guarnien, the
only instrument which aceompanied him i1 his travels, and which
he bequesthed to the town of (Genoa, not being desivous that any
artist should possess 1t after him,

The frenzied admiration which Papanini’s prodigious talent
excited wherever he went, and the wealth he amassed, were pain-
fally compensated for, by the distréssing state of his health during
the greater part of his life. Iz iographers attribote  this
delicate stale to the oxeesses of a stormy yvonuthy bot the imnode-
rate use, during more than twenty years, of the gquack medicine
of T.e Roy, exerted an cqually fatal influence over his physical
constitutian.  He rarely consulted the faculty, and less requently
fallowed then adyice. His confulence in this faveurite panacea
was unshaken; he resorted to it ob every occasion, convinced
that no 1l with which humanity 1s afflicted, conld resist its aclion.
The powerful agitation it excited was looked wpon as a salutary
crizsis.  Its frequent nse subjected the intestimal functions to
frequent disturbance, duced irmtation, which became chronir,
and produced nervous attacks, which often almost  deprived
him of the pawer of speech.

It was not only by his almost constant ndisposition  that
Paganini explated his gloryand his snecess, for the malignity of his
enetnies pursued him for more than fAfteen vears with calumnious
imputations, which cverywhere left their traces, and compromised
his honour. Crime was even Imputed to him. The versions
varied, as regards the deeds laid to his charge; according o one,
his liaisons, nuworthy of his talent, led him in his youth to the
commmission of highway robbery; others attributed to him a
maddening and vindictive jealansy in love affairs, which
frequently Lrought Tum to the verpe of murder. Now his
mistress, now his rival, had fallen victims to his Irepressible fury,
It was e¢ven said, a lang incarceration in prison had expiated his
crime.  The long intervals which took place between his
concerts, either for the reestablishment of his health or for
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repose and meditation, favoured these caluinnious reporis. The
qualities even of his talent wore but weapons for bis enemies,
and 1t was said that the solitude of a prison, and the impossilality
of rcplacing the sirings of his Violin which had broken, led to his
his marvellous performance on the fourth, the anly one that re-
maingd upon his instrument.  When Paganinl visited Germany,
France, and Fnogland, envy pursued him, greedy of collecting
adions calumny, to opposc his success, as 1f 1t were decreed that
genius and talent should ever expiate the advantages which nature
and study had cndowed them with. Paganim was frequentiy
driven to defend himself in the columns of the press; vainly had
he appealed to the testimony of the ambassadors of the foreign
powers; vainly did he call upon his enemies to cite, with pre-
cision, the facts and dates which they had vaguely propagated ;
but no advantageous resalts were derived from this.  Paris,
gspecially, was hostile to him, althouph that city contnbuoted
principally to his fame. Apart from the real publie, who entcrtain
neither hatred nor prejudice, and who yield to the pleasure which
talent provides for them, there 1s, 10 that eity, a hunger-starved
population, which exists on the il it docs and the good it
prevents.  This contemptible world speculated upon the celebnty
of the artist, and persvaded itself that he would purchase their
silence.  Lithographic prines peesented him a prisoncr; jowmnals
attacked his morals, his humanity, his integrity.  These reiterated
artacks—this pillory to which he saw himsclf atrached, as actor
and as spectator—afiected him deeply, He confided his sorrows
to me, and took counsel from me, satisfying me perfectly of their
unjust malice. I requested him to furmish me with some notes
to enable me to write a letter, which T published with lis
signature, and was copied nto wost of the Paris journals. The
facts, related i that letier, possess so much ntercst for the
history of the most extraordinary man of our age, that I decm 1t
important to give it a place here. I concelve it, besides; a duty Lo
omit nothing that may avenge the calumnies which attached to
one of the most dazzling glorics of the musical art :—

“ SIR,—S0 many proofs of kindness have been showered
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upon me by the French public, so much cncouraging approbation
has hecn bestowed upon me, that [ cannot avoid believing
in the fame which it is said preceded me in Paris, and that
I fclt not short of my reputaiton at my concerts,  But, 1if any
doubt of that kind existed in my bosom, it would be remaoved
by the cagemess evinced Dy your artsts to produce 1ay likeness,
{aithiul
resemblances or nol—which cover the walls of your city; bug, sir,

and by the freal mumber of portrois of  Paganini

1t 1s not only simple portraits that speculalors of that nature stop
al—for, while walking yesterday on the Boulevard des Italiens,
I saw i a shop, where engravings arc sold, a lithograph represent-
ing Paganing in prison. fOL! T exelanmed, ‘here are some honest
tolks who, atter the fashion of Basile, make a profit out of certain
calummies which have pursued me for the last fificen years)?
However, [ examined lavghingly this mystification, with all the
details that the bpaginaton of the artist had conjured up, when 1
perceived that a large number of persons had congregated around
nie, cach of whom, confronting my f[rce with that of the young
man represented in the lithograph, verified the change that had
taken place 1n my person since my detention. I then saw that
it was lovked onin a serlous light by those you call, T believe,
louts, and that the speculation was a good one. It struck me
that, as everybody must live, I inight furnish the artists, who are
kind enough o consider me worthy of their attention, with some
anccdotes—aneedotes from which they could derive subjects
of similar facetize to the subject in question. It is 1o give them
pubiicity, that I claim from your kinduess the insertion of this
letter in the ‘Revue Musteale)

“They have represented me In prison; but they are imorant
ot the cause of my incarceration ; however, they know as much
of that as I do myself, and thosc who concocted the anecdote.
There are many storics in reference to this, which would supply
thern with as many subjects for their pencils; for example, it is
stated that, having found a rivel in my mistress’ apartment,
I stabbed him honourably in the back, while he was unable to
defend himself, Others assert, that, in the madness of jealousy,



I slew my mistress; but they do not state how ¥ eflected my
bloody purpese, Some assort I nsed a dagger—others thar,
desirous of witnessing her agony, [ used poison.  Fach lhas
settled 1t 1 accordance with his own lancy,  Why should not
hthographers have the same privilege? I will relate what
occurred to me at Padua, nearly fifteen years since. I had plaved
at a conecert with great success. The next day, scated at the
tabile d'hdte (1 was the sixtieth) my entrance In the room passed
unebserved.  One of the guests spoke of the greal effect I had
produced the previous cvening,  His noighbour concurred m all
that was said, and added, *There s nothing sucprising in
Paganini’s performance—he acgured Iis talent while coufined
in g dungeon during cight years, having only his Viohn to sofien
the rigours of his confinement.  He was condemued for having,
coward-like, stabbed one of iy friends, who was his rival”  As-
you may nnagine, every one was shocked by the cnormity of my
crime, I then addressed mysclf to the person who was so well
acrquainted with 1ty history, and requested to know when and
where tus had taken place.  BEvery éye was directed towards me,
Judge the swprisc when they recognised the principal actor
m this tragical history! The nermator wis enbarrassed, [t was
no longer his fricnd who had been assassinated. Ile heard—
i had been affirmed—he believed; but it was not improbable
he had Deen deceived,  This s how an artist’s reputation
15 trilled with, because indolent people will never comprehend
that one may study at liberty as well as under lock and key.

“ A still more ridiculons report, at Vienna, tested the credulity
of some enthusiasts. I had played the vartations entitled “Le
Streghe” (the Witches), and they produced some elfect, One
individual, who was represented to me as of a sallow complexion,
melancholy air, and boght eve, afirmed that he saw nothing
surprising in oy performance, for he had distinetly seen, while
I was playing my variations, the devil at my elbow directing my
arm and gwmding my bow, My resemblance to him was a proof
of my origin,  He was clothed in red—had horns on his head—
and carded his tal between Ins legs. After so minute a de-
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scription, you will understand, sir, it was impossible to doubt the
fact ; hence, many concluded they had discovered the sceret
of what they termed iy wonderfal feats.

“My mind was disturbed jor a long time by these reports,
and I sought cvery means to prove ther absurdity, I remarked
that from the age of fourteen, I had continued to give concerts,
vonsequently wus always Dbefore the pubhic; that T had becn
engaged as leader of the orchestra, and musteal director to the
Court of ILucca; that if it were true, 1 had been delained
gight years in prison, for having assassinated my mistress or
my rival, 1t must have taken place before my appearance in
public; that I must have had o mnstzess and o rival at seven
years of age, At Viemma | appealed to the ambassador of my
eountry, who declaved he had known e for upwards of twenty
years as an honest man, and T suceeeded in setung the calurany
aside  teroporarly ; but there arve always some remains, and T
was nol surprised to fnd them here. How am T to act, sir?
I sce nothing but resignation, and submit to the malignity which
cxerts itself at my expense. 1 deem it, however, a duty, before
1 conclude, to communicate to you an anecdote, which gave rise
to the injurious reports propagated apamst me. A violmist, of
the name of Duratowskl, who was at Milan i 1798, connected
himself with two persons of disreputalle character, and was
mduced to accompany them to a village, where they purposed
assassinating the pricst, who was reporled to be very rich.
Fortunately, the heart of one failed him at the moment of the
dreadful deed, and he immediately dencunced his accomplices.
Thte gendarmeric soon arrived on the spot, and tock Duranowski
and his companion prisonecrs at the moment they arrived at the
priest’s house. They were condemned to the galleys for twenty
yeurs, and thrown into a dungeon ; but General Menou, after he
became Governor of Malan, restored Duranowsk: to hiberty, after
two years’ detenuon,  Will you credit it P—upon this groundwork
they bave constructed my history. [t was necessary that the
violinist should end in 7, it was Pagamni; the assassination
became that of my mistress or my rival; and I it was who was
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seit to prison,—with this exception, that I was to discover there
a new school for the Violin: the irons were not adjudged against
me, 10 order that my arms might be at perfect liherty. Since
these reports are persisted in, against all probability, I must
necessarily hear them with resignation, Once hope remains: it
15, that afier my death, calumny will abandon its prey, and that
those who have so cruclly avenged my triumphs, will leave my
ashes at rest,—Rceeive, &c.,
“ PagaxiNl”

As just stated, Paganini was deeply mortifed by these
reports which affected bis honour. He wrote to the editors of
the journmals 1n Vienna; and when Mr Schottky, of Irague,
formed the project of writing his Liography, to crush his calum-
niators, Paganini, who rejotced at the idea of such a publication,
urged his friend to hasten his labours. He wrote to lum from
Berlin ;:—* It i3 high tinie I should write to you. 1 have no bad
news to communicate, though I suffer shightly with my eyes,
which inconveniences me a good deal. You have probably scen
the Dresden journals. I met with all kinds of gratifications
at Diresden, which the extreme kindness of the royal family
completed, It 13 true, 1 learned that you had i one of your
contributions promised my biography, but I have nol heard
anything since. My curlosity 15 at its utmost pitch. My rela-
tion, of whom [ spoke to you, joined me at Presden ; he is also
extremely anxious, o let us see some portion of your work.
My honour is in your keeping. How fortunate to have found an
avenger, whose hame alonc suffices to crush Lhe hasest calumnics !
Your integrity and your talents will drive my enemics to despair,
and to yon will remain the gratification of having done a generous
action.”

Nothing can be more henourable or more natural than the
indignation fell by Paganini at the calumnies which his success
engendered ; but it would seem that he wag deceived as to the
means of silencing them : for the publication of the chronological
crder of his life would easily have demonsirated the absurdity
of the reporis propagated against him, It is a facl, that until
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he was nearfy fificen years eof age, be remained under the
paternal roof.  Hence he proceeded to Luesi, where he untor-
tunately formed an acquaintanee with some disreputable persons,
who, taking advantage of lis imexperience, robbed him of the
fruits of his industry, and drove him o Pisa, Arczzo, and
Lechorn, where he gave concerts to repair the inroads hus tosses
had made, and fimprove his pecuniary position.  He was at this
latter place in 18or, and wos then only seventeen yenrs of age,
This date 15 authenticatly estaldished by Gervasoni, who was his
conternporary.  Sowce menths after, s preditection for the Vielin
changed, and he took up the Guitar, acquired 2 mastery over
that nstroment pearly equal to the Vieling and wrote for it
several distinguished compesitions, which are still sought for
in Tdaly. In 1804, we find hi al Genoa, giving instructions
w the youny Catarina Caleagne, who hecame a most worthy
pupil.  The following vear, he enters the service at the Court
of Lueca, remains in that town until 1808, then undertakes a pro-
fessional tour, arrives ot bechorn, and plaps at several concerts.
In t8og, Blanuini meets him at Tuarin,  In the same year he
refurns to Florence, where Bartoling exceutes his bust. In 1810, be
travels trough the Romagna, and porforms particularly at Runim,
an wnhabitant of which furnished an account 1o AL Conestabile
It 15 afterwards that his adyventure at Ferrara oceurs ; and the 16th
of Augrust of the following year he gives concorts al Panua, as
confirmed by M. Gervasoni. Retuming to Ilorence, he remains
there dunng 1812, where, at the Dbeginning of 1813, the affair
takes place which drives him from Court,  In the same vear he
gives thirteen concerls at dMilan. In 1814 he s at Genoa, his
native place, He then relums to Milan, gives eleven concerts
there, and procesds to Bologna, where he mects Rossini,  In
1315, he wakes his second professional tour in Romagna, and
pliys at Ancona, rebuning again to fus native place.  In March,
1810, lie goes to lhear Lafont at Milan, receives the chalienge,
oives concerts, and proceeds to Venice in the summer of the
same year, He remains there nearly a year, acconding to the
report of a correspondent of the ¥ Leipziger Musikalische Zeitung,”
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from whicli period ungil his death the public journals teem with
accounts of his brilliant successes. It is manifest, and beyond
contradiction, that during an exislence constantly before the
public, no period can be found where he could have suffered
a detention of eight years, or even the (e necessary for under-
going a criminal procedure. Tagamini, with the design of
confonnding hiz wvilifiers, should have collecled the testumonies
of those he had known previously to and dudng all this period,
and have published the chronological table which has been thus
sketched: Lhe whoele marter would then have been sct at rest.
Human credulity 15 prone to feed on gutrageous absurdities.
Not only was his dignity as a man attacked, for endeavours were
ever made to deprive him of this, and to grant hin only
a fantastic existence. The almost imsuperable diffienltics hic had
gvercome as a violimst, were not the only motives which gave
birth to the reporls circulated. The extraordinary expression
of his face, his Iivid paleness, his dark and penetrating cye,
together with the sardonic sile which oceasionally played upon
his lips, appcarcd to the vulgar, and to certain diseased minds,
unmistakalble evidences of satanic origimm. Il has been seen
by his letter, which has becn given #z evfense, what he himself
relaled omn that subjece.  But these ridiculons ideas were not
entertgined in Germany only, for there are traces of lhem
even 1n ltaly, and they probably had some cffect upon the
difficulties which attended s obscquies. M. Amagl, a distin-
guished writer, has fumished M. Schottky with an anccdoic which
has reference to his acquaintance with Paganini at Florence., Tt
will be scen what impression the cxtraordinary aspect of this
singular being had upon nervous temperamcnis.  Thus speaks
the narrator;—* Near the gute of Pitti, at Florence, there 1s
a steep hill, en the summit of which stands thc ancient Fiescle,
formerly the rival of the capital of Tuscany, but divested of
its former splendour. Here the purest air is inhaled, and the
beauty of the prospecl produces rather the effeet of a dreatn than
of rcality. One beauntiful May morning, when the flowers and
verdure lay siniling, kissed by the sun's rays, and all nature was
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Leaming with youth, I ascended this hill by its most rugged path,
from whenee the most beautiful view 15 obtamed. In front
of me was a stranger, who, from time Lo time, stopped Lo recover
his breatl, and admire the enchanting landseape, which met his
eve in cvery direction.  Imsensibly | approached hinn  Believing
himsell alone, he spoke aloud, and accompanied his monologue
with rapid gesticulations and  loud  laughter. Suddenly  he
clhiecked himselt’y his linxdike eye had pereeived in the distanee
a charming object, which soon after also altracted my attention,
it was o youly peasant girl, who was approaching towards us
slowly, carrving 4 basket of ilowers. She wore o straw hat;
her hair, dark and Tustrous as jer, played upon hee forehead g
and the regulanty of her handsome features was softened by
the nuldness of her looks.  With a besugfully formed hand
shie constantly repluced her shining ninglets, which the refreshing
zephyr displaced,  The stranper, astonished at so much heauty,
fixed his avdent looks upon lier; when she had got near o lum,
she scemed transfized at the appearance of the individnal who
stood before her, grew pale, and tremlied.  Her baskel seemed
ready 1o fall from her hands.  She. however, horried on, and
soon disnppeared  behind a projection.  During  this  period,
I contemplated the stranger, whose eyes were fixed in the
direction the givi had taken. Never had I seen so extraordinary
a face. ITe mercly cast upon me a passing glance, accompanied
by a most singular smile, and pursued his way.

“The mext day, dark clouds, driven by the winds, rolled
along like the sca waves; scarcely was the sun visible, vet,
despite the weather, 1 went out, and having traversed the brdge
Dele Gragte, outside the gate which bears that name, 1 directed
my steps to the right, towards the hill, en the summit of
which 1 already percaved the roined castle with its drawbndge.
I approached the remams of thiz ancient edifice, through the
dilapidated walls of which the wind was whistling, Here
everything bore the impress of destruction.  Here, contem-
plating the fearful ravages of time, and listening to the mournful
melodies of the hurricane, the mounings of a human voice
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struck npen my ear, and made me shudder. It seeined as if
the volce proceeded from a subterranean cavity near which
[ was standing. 1 rushed forward to its mouth, where [ found
a man—pale and with haggard looks, lving upon the moss,
I recognised the stranger of the previous day; his searching
look was fised upon me; I recoiled from it, and pereciving the
stranger was in no need of assistance, I withdrew.

“(Om the following evening, [ was walking by the side of the
Arno, the moonlight flickering as it rose, 'The nightingale’s
note, and the warbling of hirds of every kind preparing to roost,
were saluting the departing rays of day. Sounds of a (otally
different nature suddenly intermingled with these harmonized
melodies of nature.  Aftracted by this exquisite and unknown
music, I [ollowed the direction from whence they scemed
to praceed, and I again found niysell near the singular being
who had occupied all my thoughts for the last three days,
Carclessly lying beneath a tree, his fuatvures were now as calin
as they had appeared tronbled the day previous, and as he
listened with inpassioned expression to the fury of the tempest
in the old castle, so did he now seem to enjoy the concert
ol the [ecathercd tribe, whose notes he was whistling with most
astounding imitation. 1 could not explam the strange destiny
that fed me constantly into his presence.

“ My astonishment had not yet ceased, for, on tcturning the
following evening from a long walk, just as the stars began their
first scintillations, I sat down 1o repose myself under the Loggie
degh Ulfizi. A joyous party passed me, and sat down on a
marlile seat some distance from 1ne; soon after, celestial sownds
struck upon my car, by turns joyful and plaintive, evidently
produced by the hand of a superior artist,  Silence succeeded
to the hilarious shouts of the mernv party, all of whom seemed
as transfixed Ly the divine music as T was mysell,  They all rose,
silently, to follow the artist, who continued walking while he
played. I also followed, to discover what mustrument it was
I heard, and who the artist might be that discoursed so enchant-
ingly upon it.  Armved at the square of the Palazzo Vecchio, the
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party entered a restaurant. T followed thema, Here they regamed
their former merriment, and the leader, more than his companions,
displaved extraovdinary annnation,  T'o my great surprise, the
mstrument was a guitar {which seemed to have become magicaly,
and the performer, I discovered to be the stranger I had so
cantinuously met.  1Ie was no longer the suffering being he had
seemied : his cyes beamed, his veins swelled with exultation, his
coat and waisteoat were both unbuttoned, lis cravat loosened,
and his gesticulations those of a madman. T inguired his name.
‘None of us knows 11, replied the individual, one of the party,
to whorn 1 adidressed miyself; *1 was in company with my friends,
who were singing and dancing to my guitar, when this singular
man pushed m among us, and snatching the guttar from my hands,
commmenced playing without saying 0 word.  Annoyed at the
intrusion, we were about to lay hands sapon him, but without
noncing us i the least, he continued playing, subjugating uy
by his exquisite perrormance.  Fach time we wnguired his name,
he resumed his plaving without making any reply, He ocea-
stonally ceased for a while, to relate to us some extraordmary
aneedote.  In this manner he has brought us hither, without more
knowledze of him than you possess.”

“Some days after, Paganini was announced (o pive a concert,
Eager to hear the meomparable artist, whose fame was so
universal, and whomy T had not vet heard, T went to the theatre,
which was literally crowded te suffocation, The utmmost im-
patience was manifested wnul the concert commenced with
a syniphony, which, although by a composer of emingnce, was
Listencd to with mdifference. At Last the artist appeared. T was
astonished at recognising 1 hin the stranger who had so
wystified me for some days, whom [ had met at Fiesele, etc,
I will not attempt to desenibe the effect s performance pro-
duced—the transports of frenzy his incomparable talent excited,
Let it suffice to say, that on that one cvemng, he scemed to
conjoin all the delighiftl nnpressions of the graceful appenr-
ance of the peasant gir]l of the mountain, the hwneane 1 the
ruins, the warbling of the feathered songsters on the banks
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of the Arno, and the mspiring deliniom of the evening at the
Logme™

With a people so imaginative as the ltahans, so extraordinary
a looking person as Pagaunini, his wondrous talent, and the
eccentricity of his mode of life, naturally eonduced to super-
stitious wdens, and the behief in the supernatural. Many believed
he had entered mio a compact with the devil. It Germany these
prejudices were greater even than among the Italians., Ii has
been scen in his letter already given what was sald of him at
Vienna, when he played his variations on the “Witches' Dance.”
At Leipzig, the * Zeitung fir die clegant Welt” rave the fellowing
account of one of his concerts:—*In the Hotel de Pologne,
resided a lady of excesding beauty, whose tresses were the object
of much admuration, but whose features wore an aspect of deep
melarcholy, though a sweet yet sad smile was ever playing on
her lips. T had seen her oncc: this sufliced to imprint her
features wpon my memory, and I sought cvery means 1o see her
at all times, The evening Paganini gave his last concert, I was
ncar the stage, and althoogh my eves wandered all over the
theatre, 1 did not discover her I sought so anxiously, Paganim
appearcd.  Can I describe the magie of his bow? The mar
vellous 1ones he extracted from the melanchaoly and plaintive G
string touched every heart; and upon this oceasion more so than
L cver remomber. At this moment, the sound of a sigh, such as
proceeds from some persan dying, struck upon my ear. 1 looked
arpund, and [ saw my fweccndfz, white as marble, unconscious,
apparently, of the tears which fell in showers down hor cheeks.
I uiteved a cry of surprise, which was heard throughout the
theatre ; every volce being al the tine hushed into silence,
Pagamim, who was only 2 few paces from wme, turned round
and looked al me. An extraordinary smwile, such as I had never
before seen, played upon his face; but 1t did not seem either
intended for me or the lady. I watched ils direction, and perceived,
not without emotion, dressed in the English fashion, and seated
next the lady, my not very reputable acquaintance of Elhingerode,
who returned the smile with one no less extraordinary, They were
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then intimate ? I understand that smile now.  In reality, it had
beett generally observed, and for a long time surmised, that
Paganini and Satan were most mtinately connected, or that they
were one and the same person. My discovery made me forget
my tady; bat judge of my horron, when upon turntng ronnd T saw
her neighbour take her hand, squecze 1t with affeetion, and
the lady grow paler than Defore,  Twas thunderstrick; but at
this moment the applanse inereased.  Paganmi bad foshed play-
e, The audience rose, as did the lady and her friend. [ followed
them to the door, Dbefore which stood a carnage with two black
horses,  'The tady got g, followed Ly her eavalier, when the
carriaize flew off, bright Qashes of lightning buorsting forth from
the horses” eyes,  Greathy agitated, T returned to the theawe ; hut
Papanini’s marvels no longer astounded me. The concert
concluded, 1 left by the same door through which tie mysterions
lady had passed, and then found there was ne place where a
carriage could stand.”

Paganim was deeply affected by these rumours, which not
only detracted from his position, but tended to render his talent
valueless. 1t is not mopeobable that i his youth he had hihnself
contributed to the propagation of such fabrications by his eccen-
tricitics, Dut when age erept on—when honours and suceesses had
accumulated—he discovered that none, however great his fame,
however favoured by fortune, could Le great when general esteem
1s withheld,  With the view of ending the ridiculous reports con-
cerming s origin, he published at Prague the following letter,
which his mother had written to im on the 215t of July, 1828 —

“Drspkse SonN,—AL last, alter seven months have clapsed
since I wrote to you at Milan, T had the happiness of receiving
your letter of the gth eurrent, through the intermediary of
Signor Agnino, and was much rejoiced to find that you were
in the enjoyment of good health. I am alse delighted to find
that, after your travels to Paris and london, you purpeose
visiting Genoa expressly to embrace me. I assure you, my
prayers are daily oftered up to the Most High, that my health
may be sustained, also yours, so that my destre may be realized.



NICOLO PACANINL 65

“ My dream has been fulfitled, and that which God promised
me has been accomplished. Your name is great, and art, with
the help of God, has placed you in o position of independence,
Beloved, csteemed by your fellow citizens, you will find in my
bosomn and those of your friends, that repose which your health
demands.

“The portraits which accompanted your letter have given
me great pleasure. I had seen in the papers all the accounts
you give me of yoursell You may imagme, as your mother,
what an infinite source of joy it was to me. Dear son, I entreat
you to continue te inform me of all that concerns you, for with
this assurance I shall feel that it will prolong my days, and be
convinced that I shall still have the happiness of embracing you,

*We areall well.  In the name of all your relations, I thank
you for the sums of money you have sent, Omit nothing that
will render your name inunortal.  Eschew the vices of great
cities, temembering that you have s mother who loves you
affectionately, and whose fondest aspirations are your health
and happiness.  She will never cease her supplications to the
All-powerful for your preservation.

“Embrace your amiable companton for me, and kiss little
Achlile. Love me as I love you,

“Your ever affectionate mother,
*“TERESA PaGaNIND”

This letter was not necessary to prove to reasoning mortals
that the great artist was not a son of Satan. But the ignorant
mass listens not {o reason, nor are Its soperstitious beliefs
easily removed. Opinien in France did justice to these follics,
but they scemed to reyive afterwards, and acquired renewed
strength after the deccase of him who had been so calumniated
during his life,

Nothing could be more variable than the moral dispositions
of Paganini; at one time melancholy and taciturn, passing several
hours seated, without ultering a word; at another, he would give
himself enticely up to unrestrained gaiety, without any apparent
motive for either the one or the other. He seldom spoke much;

'
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but while travelling, the movement of the carriage rendered him
loguacious. Mr. George Harrys, who lived for some time on
terms of intimacy with him, and who has published some
curious details on his private life,”® states that his bad health
rendered his speaking aloud extremely painful, but when the
noise of the wheels rattling over the stones was almost deafening,
he spoke loudly and rapidly. It was not, as with most persons,
the beauty of the country through which he passed that made
him communicative, for he paid no attention to the lovely Jand-
scapes which met his eve in every direction; rapid transit seemed
to be his only aim; but there was something mn the rolling of
the cozch which made conversalion a necessity.  Hlis consgant
suffering did not permit him to enjoy a beautiful country, where
others dwelt who were blessed with health.  Besides, he was
always cold, and even ar a summer heat of twenty-two degrees
he wrapped his large cloak around him, and epsconced himself
ina corner of a carriage, with the windows hermetically closed,
By a singular contradiction, he invariably kept all the windows of
his apartments wide apen, to take, as he called i, an air bath.
He cursed the climate of Germany, of France, and above all
of England, saying there was no hiving but 1 Ttaly. Travelling
was exceedingly painful to him, suffenng, as he constantly did,
from pain in the abdomen; hence his wish to travel quickly.
In the agony he experienced, his habitual palenass was replaced
by a livid and greenish hue.  Sleep to him was a source of great
delight, and he would sleep uninterruptedly for two or three
hours consecutively, and awake full of cheerfulness. When
the horses were being changed, he either remamned n the carnage,
ar walked about until the fresh horses were put to; but he never
entered an inn or post-house until he arrived at the end of his
journey, Before starting, he neither took tea nor coffec, but
a basin of soup, or a cup of chocolate. If he started carly
in the morning, he would do so fasting, and frequently remained

* Paganini in seinemy Relsewagen wwd Zimmer, ete,  Aus einem Reisejon:
nale. Brunswick, 1830, (2mo,
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nearly the whole day without taking any refreshment. His luggage
caused ne trouble, as it consisted only of a small dilapdated
trunk, contalning his precious Guarniert Violin, s jewels, hs
moncey, and a few fine linen articles, a carpet bag, and a hat-case,
which was placed 1w the interior of the carmage. Careless
of all that related to the comiorts of life, he was alike negligent
in his tonlet. A small napkin would contain his entire wardrobe:
his papers, which were of paramount importance, representing
mumense value, he kept in a small red pocket-book, which
also contained his accounts. None but himself could decipher
these hieroglyphies of his Babelltke accounts, where pell-mell
were mixed up Vieona and Carlsruhe, Berlin, Frankfort, and
Lelpzig, receipts and outlay for post-horses, ere., and concert
tickets, All was clear to him; though extremely ignorant
of arithmctic, he had devised certain means of arriving at an
exact account of all his afiairs.

In the inns on the road, Paganin was never dissatisfied, It
was a matter of indifference to him, whether he was shown into
a garret or an elegantly-furmished chamber, whether the hed was
aood or bad, as long as he was removed from all noise. 1 have
enough noise in large towas,” he would say, I wish to rest on
the road.”” His supper was always extremely light; frequently
he would take nothing bl a cupful of camomnile tea, after which he
would slecp soundly till the morning,  However, when, about fifteen
vears before his death, he was attacked with the phthisis which
ultimately proved fatal, a convulsive cough frequently interrupted
his sleep ; but as sgon as the erisis was over, he was asleep again,

The wmost securely-guarded state prisoner never experienced
s0 monotonous a course of cxislence as that to which Paganimi
condemned himself at home : he left his room with regret, and
only seemed happy in perfect solitude. Many have thought his
Violin occupied him constantly.  Never was error greater—he
never touched it except to tune it previously to going to a
rehearsal or a concert.  “I have laboured enough to acquire
my talent,” he would say, “it is tune [ should rest myself.” The
anecdote 13 perhaps known, of an Englishman, a passionate

F 2z
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admirer and amateur of the Viglin, who, intent on discovering
the secret of the great artist’s study, followed w1 his steps for
more than six months, staying at the same hotels, and always
when possible in the next room.  Vainly, however, did he scek
to hear him study some of his difhicoities—the most profound
silence reipned in the artist’s apartment. It occwrred, however,
that on cne occasion the rooms of the amateur and the ariist
were only separated by a deor which was not used.  Peeping
through the kevhole, the curnosity of the amateur was, as it
appeared, about to be gratificd. He saw Paganim, scated on
a sofa, taking from its case the precious Violin, which, on being
raised to his shoulder, assurcd him his long-sought happiness
was ahout to be realized ; hut not a nete was heard, for I'aganim
merely moved his left hand up and down the finger-board, to
calculate certain pesitions, without using the bow. This done,
the Violin was replaced in its case.  In utter despair, the English-
man gave up the fruitless pursuit, and returned to England.
Paganini did not scck to conceal that bis consiant study of
the mstrument in his early years precluded his attending to his
education, and that his mind was but illstored with litcrary
instruction. He never looked inlo a hook, not even to wile
away any portion of time by reading a romance. History and
the sciences were sealed books to him, M, Schottky, notwith-
standing, found among the documents which were furnished Lo
him by M. Amatl, an anecdote which indicates that the great
violinist’s memory retained certain smatterings of history, myiho-
logy, and poetry, which he would apply occasionally most
oppositcly,  Dining one day with the celebrated poets, Montt
and Ugo Foscolo, at the residence of the beautiful, rich, and
witty Comtesse F 's, Foscolo, who was capuvated with the
charms of the Comtesse, arnved the last, and finding Mont, his

rival, addressing her in terms of gallantry, he abruptly quitred
the apartment, and hastened to allay his ficrcencss on the zarden
terracc.  Here he met Paganiny, and his passion subsided.  Ap-
proaching him with great warmth, and seizing his hand, he said
to him, “When I heard you at the concert vesterday, Homer
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stood Lefore mein alt his sublimmty, The grandevr of the first
movement of your concerto brought to my mind the arrival of
the Greek ships before Trov. The exquisite loveliness of the
Adagio pictured to me the tender love-talk of Achnlles and Briséis.
When will you let mc hear the despair and wailings of the
hero over the body of Patroclus?” Paganimi repled, without
hesitation, “ When Achilles Paganini finds his Patroclus among
violinists,”

Political events had no interest for him; he consequently
never read a newspaper unless it contained something concerning
himself. s whole thoughts were occupied on projects for the
future, Among these were the founding of a musical conser-
vatory in Italy, the publication of his compositions, the wriling
of operas, and abandoning his professional tours, While
dwelling on these subjects, he would pace his room with great
rapidity, arrange his stray pleces of music, or number his red
diary, dress himself and go to dinner, or have it brought to s
room, which he preferred to the tablc d'%dfe. He spent a greal
portion of the day reclining on his bed, and left his room only
in the evening, to walk for about an howr. He would pass the
entire ¢vening without light in his apartment, and rarely went
to bed later than half-past ten. He frequently remained for hours
absorbed in deep thaught, almost motionless, Mistrustful, like
most Italians, he complained of the treachery of some of his
most intimate friends, which necessarily rendered him the more
s0; hence his dislike to society—he did not believe he could
repose the slightest confidence in any onc.

Notwithstanding his extremc rcpugnance to receiving visits,
his world-wide fame brought sometimes from siuty to eighty
visitors, anxious to sec and speak with him; many of these
he would refer to his secretary, but others he could not avoid
receiving, Clrcumspect with those who came on  business,
he was more so with artists who came to discover the sceret
of his talent; he listened to these patiently. His fatigue was
50 greal after receiving these visits, that he would bolt his door,
and not answer anyone who knocked.
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The invitations he received for dinners and suppers were very
numerous in all the towns he visited, or remained in to give
concerts; they annoyed him, and he refused most of them,
aware of his habit of partaking of everything that was placed
on the table. He could eat and dnnk largely without feeling
any il effects at the tme, hul in a day or two his ntestinal pains
would come oun with redoubled foree, He would invarnably,
if he could do so without heing observed, retire to rest as soon
as he left the table. He was infinitely gayer previous to dinmer
than after. One would be inclined to suppose he was desirous
of impressing upon his host the sacrifice he made in accepting
the invitation; 1t was 50, in fact,

At cvening parties he was extremely cheerful, if no mention
was lnade of music; but 1f, with the il judged view of alfording
him amugsement, it was proposed or spoken of, his spirits imme-
diately left him.  If to pather his opinions upon other violinists,
or to question himn upon his talent, he only replied inonosyllabi-
cally, and endeavoured to avoid the inquisition by stealing away
to another part of the room, or to interrupt the conversation
by observations on other subjects. In the large cities of Germany,
vocal and instrumental societies deemed 11 a homage to his talent
to perform before him some musical compositions; but, although
he would appear to listen with attention, his mind was pre-occo-
pied on other subjects, and he tarely knew what he listened to.
He occasionally avowed, with great sincerity, that the obligation
of identifying hiz public existence with music 1nade him feel
an imnperious desire to forget the art when he entered into
ordinary life, Nor can it be dissimulated that this idiosyncracy
pertains to almost every artist who has obtained great celebrity,
and who has acquired popunlar fame. With these, all their
facultics are concentrated in the feeling of their personality.
Art, separated from their own glorificalion, does not exist
Gluck and Gretry recognized no mwsic but their own, nor
believed any other to be worthy of being performed. How many
composers have been imbued with the same feeling, differing
with those greal men only in dissimulation! With those whose
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executive talents bring them in contact with the public, it 1§
worse still; without personal ovations, it is not only indifference
for the art, it 15 hatred, Hence, when, havipg returned to the
ordinary conditions of life, and withdrawn from the manifestations
of enthusiasm they have for so long a period excited, artists who
come into this category decline rapidly, and present in their
old age a spectacle of moral degradation, unless, by an extra-
ordinary exception, great intellectual faculiies have been united
to their extraordinary talent,

Paganini felt preat pleasure in a small circle of friends, and
m quiet conversation. The amusements of socicty delighted him;
and he would remain uatil a late hour, where he did not appear
to be an object of attention. He did not like the glare of light
—his sight having been affected by stage lights —hence his habit
of playing with his back to the lights, and of remaining in the dark
when at home. His memory was excellent, despite his habitual
abstraction. When once persons had been introduced to him,
their features and names were never forgotten; but, by some
inexplicable sinpularity, he never remembered the name of
a town in which he gave concerts the moment he left it,

Notwithstaading the enormous number of concerts he gave,
Paganini was pre-occupied the day on which one was given, He
would remain idle the whole morning, lying on a sofa. Before
going to a rehearsal, he would open his Viclin-case o examine
the state of his strings, tune it, and prepare the orchestral parts
of the pieces he intended playing. During these operations
he took larpe quantities of saouff—a certain token with him
ol great mental excitement and disquietude. On artiving at
rehearsal, his first care was to see that no person was in the
room or theatre. Should any one be there, he merely indicated
to the band what he desired by almost an imperceptible sound,
or slight pizzicato. He was extremely severe with the band;
and would have a solo or a tutti repeated for the slightest error.
If this continued, he would pace to and fro beflore the orchestra,
and dart the most funous looks at the musicians; but when
a tutti came in too soon, before the termination of a cadenza,



i WiCQLD PAGANINL

he burst forth into a tempest of rage which would cause the
boldest to iremble. When, however, the accompamment was
satisfactory, be would smile, and express his approbation aloud,
in these words, “Bravissimo! Siete tuth virtuosi!” When be
camec to a pause for the introduction of a cadenza, the musicians
all rose, cager ta observe what he was about to play, but Paganint
would merely play a few notes—stop suddenly—and, furning
towards them, would laughingly add, “Et catera, Dessieurs " It
was only in the evening he would put forth all his strength.  After
the rehearsal, he would converse for a few momeuts with the
lcader, to thank him for the attention that had been paid, and
sought out especial passages for his pardeuwlar ohservation.
' He invariably carried away himself the orchestral parts, of which
 he was particularly careful.  "The principal part was never seen,
tas be played from memory, to aveid his pieces being copied.
When he returned home he partook of a light repast, threw
himself upon his bed, and remained there wuntil the carriage
carac to take hin te the theatre. A few minutes sufficed for
his Loilet, and he proceeded at once to the concert. When he
arrived he evinced as much gaiety, as he had displayed pravity
during the day. Ilis first question was “is there a large
audience?’ If answered in the affirmative, he would say, “good
—pood | excellent people!” if, on the contrary, he was told the
audience was small, he expressed a fear that the effect of the
music would be lost in the empty boxes.

Paganini was not always alike disposed for his concerts. He
had doubts of lmmself; and, trying several difficult passages, if he
falled in exceuting them with his usual facility, he became angry,
and exclaimed, “If I were m Pans, I would not play to-day”
He would frequently recover himself durmg the evening, and say
ingeniously to his friends, I bave played better at the end than
at the commencernent of the concert.” He kept the public waiting |
a long time before he came on, His departure from the theatre
resembled a triumph ; a crowd formed an avenue to his carriage,
and greeted him with loud acclamations ; he was received similarly
or his arrival at his hotel. Paganini scemed delighted with the
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homage, and frequently mixed with the crowds that surrounded
the doors. Hec would join the company at the fadle d'Adfe in
the best possible spirits, and would sup heartily,

There are few examples of such devotion to severe study as
Paganini evinced in the accomplishment of his art. Ile created
the difficultics he performed, with a view of varying the effects
and augmenting the resources of his nstrument—this, as itis geen,
having been his object, so soon as he was capable of reflecting
on his ultimate destiny. Having played the music of the old
masters, particularly that of Pugnam, Viotth and Kreutzer,
he felt he could never attain great fame if he followed in their
path.  Chance brought under his notice the ninth work of
Locatelli, entitled, “VArte di Nuova Modulazione,” and he at once
saw In it a new world of ideas and facts, though, on its first
appearance it was unsuccessful from its excessive difficulty, and,
perhaps, also, bceause it was in advance of the period when
“classic” forms should be departed {rom. Circumstances wete
favourable to Taganini, for the necessity of innovation was at
its zenith in his day. In adopting the ideas of his predecessors,
in resuscitating forgotten effects, in superadding what his genius
and perscverance gave Dbirth to, he arrived at that distinctive
character of performance and his ulimate greatness. ‘The
diversity of sounds—the different methods of tuning his instru-
ment—the frequent employment of double and single harmonic
notes—the simultaneous pizzicate and bow passages—the variouy
staccatt — the use of the double and even triple notes —a
prodigious facility In executing wide intervals with unerring
precision, joined to an extracrdinary number of various styles
of bowing—such were the principal features of Paganini’s talent
—means which were rendered perfect by his exceution — his
exquisite nervons sensibility, and his enormous musical feeling.
From the manner in which he placed himself, leaning, as it werg,
on his hip, from the position of his right arm, and the manner
in which he held his bow, it would have been thoupght its move-
ments would DLe nothing less than awkward, and the arm all
stiffness; but 1t was soon observed that the bow and the arm
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moved with equal ease, and what appeared to be the result of
some malformation, was the result of deep study of that which
was most favourable to the effect the artist wished to produce.
iz bow was of ordinary dunensions; but was screwed up with
more than uwsual tension. It 13 probable Paganimi found 1t
preferable for his bounding staccato, which differed from that of
all other violinists. In the notice which he wrote at Lucea,
he says great surprise was manifested at the length of his
bow, and the thickness of his strings; but, some time after, he
evidently discovered the difficulty of producing vibration in every
part of the strings, and consequently, of obtaining a perfect
tone, for he gradually diminished their dimensions—and when

he played in Paris his strings were under the medium size.
Paganini's hands were large, dry, and nervous. His fingers, by
dint of excessive practice, had acquived a suppleness and aptitude
difficult to conceive, The thumb of the left hand =1l sasily vpon
the palm of his hand, when necessary for the exccution of
certain shifting passages.

'The guality of tone which Paganini brought from lus instru-
ment was clear and pure, without being excessively full, except
in certain efiects, when 1t was manifest he collected all his power
to arrive at extraordinary results. But what most distinguished
this portion of his talent was the variety of yoices he drew from
the strings, by means of his own, or which, after having been
discovered by others, had been neglected, their full import having
been misunderstood, Thus, the hammonic sounds, which before
his time had only been considered as curious and limited effects,
rather than as a positive benefit to a violinist, formed an important
feature in Paganini’s performance. It was not only for an iselated
effect that he employed them, but as an artificial means to reach
certain intervals, which the largest hand could never embrace
It was from the harmonic sounds that lhe obtained on the fourth
siring a compass of three octaves. Before Paganini, none had
imagined that beyond natural harmonics, it was possible to
execute thirds, fifths, sixths; in fact, that at the octaves in
diatomic succession, natural and harmonic sounds could be
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produced. All these Paganini executed in every position with
the utmost facility, In singing he frequently produced a vibra-
tory effect, which greatly resembled the buman voice, but
when, by shding the hand, the voice became like that of an
old woman, the effect was affected and exaggerated. Paganini's
intonation was perfect; this rare quality was not the least of
the advantages lie possessed over other wiglinists.

After having spoken of the great qualities of Paganini’s talent,
it 15 necessary to consider it from the general impression it
produced upon the publicc. Many overleap the bounds of
reason in cxpatiating on the pocery of his playing, particularly
upon his singing. He was cited as the great Violin singer—as
the creator of a pathetic and dromatic school, applied to the
art of bowing. 1 confess that 1 do not leck at his prodigious
talent in this light. What [ experienced In listening to him
was astonishment—-unbounded admiration; but 1 was seldom
moved by that feeling which appears to me nseparable from the
true expression of music, The poetry of the gremt wviolinist
consisted, principally, i his brilliancy; and, if [ may be allowed
the expression, the mastery of his bow. There was fulness
and pgrandeur in his phrasing—but there was no tenderness
in his accents. In the prayer from * Mos¢,” for example,
he was preat when the bantone vowe was heard on the fourth
string, from the elevated character he gave to it; but when
he came to the part of Elcia, an octave higher on the sanie
string, he fell into an affected strain of heavy, tremulous
sounds, which good taste would have rejected. His triumph
was 1n the last major strain; here he was sublime—and
he then left an impression bordering on enthusiasm.

To pronounce judgment upon Paganini, it was nccessary
to hear him in his own especial style—that which most charac-
terized his talent, In his concerts in Dars, he thoupht 1t
necessary to flatter the national feeling by playing a concerto
by Kreutzer and one by Rode—but he scarcely rose above
mediocrity in their performance, His secretary, Mr. Harmrys, tells
us the opinion Pagamini formed of himself as regards these
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attempts. e satd to him;, “1 have my own peculiar style;
in accordance with this, I regulatc my composition. Tao play
those of other arttsts, T mist arrange them accordingly : I had
much tather write a plece In which I can trust myself entirely
to my own musical impressions.”  The unfavourable impression
e made m Paris, with these two pieces, was a lesson to him;
he never plaved from that tme any musie but his own,
Faganini’s art did not apply to any speecles of composition—
his was a specialty, of which he alone could be the interpreter
—an art born with hon, the secret of which he has carried with
him to the grave,

I have used a word he often repeatcd—for he freguently
msisted that his talent resulted from a secret discovered by him
—and which he would reveal before his death, in a *study
for the Vielin,” that should only contain a small number
of pages, but that should cause the utmost consternation
to all vielinists. He eited, in support of the infallibility
of his secret, the experiment that he had made at Naples,
upon & violoncellist of little talent, named Gaetano Clandelli,
who, Ly the revelation of the mystery, became transformed
in onc morning into a mirtwese.  Apart from  the study
of mechanism—for which there is no substitute—no secret
can exist from talent, but that which nature implants in the
heart of the artist; there is, however, something astounding
and mysterious in the faculty which Paganini possessed, of
invariably overcoming the almost unbeard-of difficulties, without
ever touching the Violin cxcept at concerts and rehearsals.
Mr. Harrys, who wag his secretary, and did not leave him for
more than a year, never saw him take his Vielin from its case,
Be 1, however, as it may, death has not permitted the secret,
of which Paganini spoke, to be divulged,

Many notices of the lifc and talent of this great artist Lave
been publshed, either in collections or separately; the niost
mmportant are the following —

1. *Pagamini’s Leben und Treiben als Kinstler und als
Mensch,” (Life and Adventures of Paganini, as an Artist, and
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as a Man). Prague, Calve, 1830, in 8vo of 4ro pages. This
work, of which M. Schottky 15 the author, is but a compilation,
without order, of correspondence, anccdotes, and German
newspaper reports, as far as concerns the travels of the artist,
from his first leaving Italy, An abridgment of this work, in
which many doubtful facts and positive false accounts have
becn 1otroduced, was published by B L. Vinela, under the
title of * Paganini’s Leben und Charakter,” (Life and Character
of Paganini). Hamburg, Hoffmann and Campe, 1830, in 8vo.

2. “ Paganimi n scinem Reisewagen und Zunmer, in seinen
redschigen  Stunden, 1n gesellschaftlichen Zirkeln, und  semcn
Concerten,” (Paganini in this Post-chaise, in his Room, m his
hours of Privacy, in Scciety, and his Concerts), Brunswick,
Vieweg, 1830, in 8vo of 68 pages, A work written in simplicity
and good faith, indicating sound judgment.  Mr. George
Harrys, or Harris, the writer of this opusculum, was an English-
man, attached to the Court of Hanover. With a wiew aof
studying Paganint as a man and an artist, and to publish this
notice, he became his interpreter and secretary, and remamed
with him an entire year,

3. “Leben, Character und Kunst N. Puganini's. Eine
Skizze,” (Sketch of the Life, Character, and Talent of Paganini,
by M. I, C. J. Schiitz, Professor at Halle). Leipzig, Rein, 1830,
in §vo.

4. “Notice sur le célebre vicloniste Nicolo Paganini,”
by M. J. Imbert de la Phaleque. Paris, E. Guyot, in 8vo, of 66
papes, with portrait.

5. “Paganini, his Life, his Person, and a few Words upon
his Secrct,” by G. L. Anders. Paris, Delaunay, 1831, in 8vo.

6. “*Pacunmini et Bériot, ou Avis aux artistes qui se destinent
4 l'enseignement du Violon,” by Fr. Fayolle. Pans, Legouest,
1821, 111 3vo,

2. “Vita di Nicolo Paganini di Genova, seritta ed illustrata
da Giancarlo Conestabile, socic di varie Academie.” Perugia,
tipografia di Vincenzo Bartelli, 1831, 1 vol. in 8vo, 317 pages.
An excellent work, carefully edited, and in a good spirit
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of criticism, from documents chosen with discernment. The
portrait of Paganini is given from M. Schottky’s, but softened
and idealized.

[ndependently of the portraits which accompany most of the
above works, many were published in Italy, in Germany, and
in France. The most sought for are the following :—1st. Portrait
of Paganini, lithographed by Maurin, in the 7th volume of the
Revue Musicale; 2nd, one lithographed by Mauzaise, in 4to,
Paris, Bénard; 3rd, Milan, Ricordi; 4th, drawn and lithographed
by Begas, Berlin, Sachse, in 4to; sth, without name of author,
in 4to, Berlin, Trautwein and Co.; 6th, drawn by Hahn, Munich,
Falter; 7th, lithographed by Kratzschmar, Leipzig, Breitkopf
and Hartel; 8th, without name of author, Vienna, Artaria,
1828; oth, ditto, Hamburg, Niemeyer; roth, ditto, Leipzig,
Ponicke; r1th, ditto, Mannheim, Heckel.




IPagamni Sl ppreciated we o Elomposer.

ANALYRIE OF HIERE WORKE.
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beyond Italy, a collection of studies for the Vielin, under
hig name, siill unknown to French violinists, had been
published, and created a deep impression ; so many novelties
were there accumulated, and the difficulties they presented were
s0 problematical, and under forms sa peculiar, that many professors
doubted the possibility of their excention, and went so far as to
look upon the publication of that work as a mystifcation. How-
ever, the composer, Andreozzi, who had brought to Pans the
copy from which Pacini published his edition, artested that there
was in Italy 2 man who exceuted those difficulties as though they
were mere trifles, and who would astound the professors and
pupils of tne Conscrvatoire, if they heard hum. This man was
the author himself—it was Pagamni,

At the same time, DBlanginiy, on his return from Ialy, also
spoke of this arfist with enthnsiasm, and hikewise attested that
his art bore no affinity with the manver of playving the Violin
that all great masters had propagated until his day; that all was
the wmvention of his taleni, and that he was destined to
revolulionize the siyle of playing the Violin.  Some young artists,
among whom was Habeneck, attempted to solve these musical
enigmas, but finally abandoned them, as they could not discover
the application of these novelties to the pure music of the
great composers,

—

LDNG ere the talent of Paganim had acquired populariy
I"q.__a‘lj
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The struggle between Lafont and Paganini resuscitated the
confused recollection of his nome, and the prodigies he effected
were the subjeet of serious conversation.  Insensibly the fact
of his success became patent—the journals confirmed 1t, and
the name of the artist gradually aeqnred popularity.  However,
fame blazoned forth his name as a wvielinist only—not as a
composer. The twenty-four studies of the first work were only
known m France, more than twenty vears after it was published,
It was only after he bad enchanted all Tarts, and had traversed
France, gaining trinmphs wherever he played, that the value of
his compositions attracted some attention.  They were then
sought after. Italy and Germany were written to for copies
of his concertos, his fantasias, and his airs with variations, hut
none of them had been published. The list of this artist’s
works which appeared, comprised the following only :—

1. “Ventiquattro Capricei per Violino seclo, dedicati agli
artisti, Op. 1,
consist of arpegpgl, staceatl, trills in oclaves, and seales in octaves,

1

These studies or capriccios, 1n various keys,

tenths, combinations of double, triple, and gquadruple chords, cte,

z. “Sei Sonate per Violino ¢ Chitarra, dedicati al Signor
delle Pane? Ehx =

3. *Sel Sonatl per Violino e Chitarra, dedicati alla Ragazza
Eleonora.” Op 3.

4. “Tre gran Quartetti a Violing, Viola, Chitarra € Violoncello,
dedicati alle amatrict.” Op. 4, Idem. Op. g, Ibid. Paganim
said of this work to Mr. ITarres, that it was not his, but was
formed from some of his themes badly arvanged.

These are the only positive productions of Papanim  pub-
lished up to the present day {June, 1851}; all thar has appeared
since must be considered as commercial trickeries, as extracts
from the preceding works, or simply as fugitive recollections of
some arlists.  Such are the following ;—

“Variaziom i bravura per Violino sopra un tema originale,
con accompagnamcenle di Chitarra ¢ Piano.”  ‘These wariations
are those which form the twenty-fourth capriccio (in A minor)}
ot the fiest work.
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“ Trois airs varids pour le Violon, pour &tre exéoutds sur la
qualridme corde sculecment, avec accompagnement de Piano, par
Gustave Camlli.” These are recollections arranged by the author
of the accompanmment.

“ Imiraduzione ¢ variazioni in sol sul tema, *Nel cor pilt non
mi sento’ per Violino solo.”  This plece, published in the work
of Guhr, npon the art of Paganim™ 1s noted nearly from memory.

“ Merveille de Paganini, ou dua peur le Vielon seul en ul”
This 15 also from Guhr,

(zhys published at Paris and at Berhn the “*Carnaval de
Venise, tel que le jouait Paganimi,”  1lenst and Siveri have also
oiven, as exact traditions of this musical pleasantry, versions
differiiny more or less, which gave rise to discussions in the news-
papers, The publication of the veritable “ Carnaval de Vemse”
of the illustrious violinist will remowe all uncertainty in this
respect.

Paganini was aware that the interest which his concerts
crcated would diminish materially, if he published the compo-
sitions he perfonned.  He resolved therefore upon not publishing
them until after he had ceased to travel, and had reticed from his
carcer of exccutive artist.  TIe only carried with him the orches-
tral parts of those pieces lic habitually played; and no one ever
saw the Violin solo parts of these compositions, for he dreaded
the indiscretion of all who soupht to pain access to him. He
seldom spoke of his works, even to his most intimate friends,
consequently an indistinct notion of the nature and number
of these works could alone exist. M. Coneslabile, who made every
cffort to acquire the truth of all that comcerned the persom,
the talent, and the success of Paganini, has published in his
book the catalogue which was sent to him of all the manuscript
and original works of Paganin preserved by his son.

The titles of the works are as follows :—

1. Four Concertos for the Vielin, with accompaniments,

2. Four other concerios, the orchestral parts unwritten. The
last was written a short time pnor to his death, at Nice,

¥ Pullished by Bclwit & Coo, Mayenee and London,
)



8o NICOLD PAGANINT

P = Sl

Variations upon a comic theme continued for the orchestra.
Sonata for the large Vial, with orchestral parts,
“God save the King,” varied for the Violin, with orchestral

O NS

parts.
6. “Te Streghe,” variations on a ballet air, with orchestral
paris.
7. Variations upon *Non pii mesta,” theme from “Cene-
rentola,”
&, Grand Senumental Sonata,
g, Sonata, with varations,
ra. “La Primavera,” {Spring), Sonata, without accompaniments.
11. “Varsovie,” Sonata.
12, La ¢ darem la mano.
13. “Le Carnaval de Venise.”
140 Y1 tanti palpit,”
ts. * Maric Louise,”
16. Romance pour le chant.
17, Cantabile for Vielin and Piano.
18. Polonalse, with varialions,
19, Fantaisie Vocale.
zo. sonata, for Vialin Solo.
21, Nine Duartetts, for Vialin, Alto, Violoncella, and Guitar,
2z. Cantabile and Waltz,
23. Three Detts, for Viohin and Violoneella,
24, Other Duetts and small Pieces for Vielin and Guitar.
Unfortmately many of these compositions are incomplete.
The original scores, without omissions, which have boen found,
are the {wo concertos in K flat and in B minor (it 15 i this
latter the celebrated rondo of * La Clochetle™ s found); the
allegyo of a sonata, entitled “Maovimento perpetuo”™; the famous
variations “ Le Streghe” (the Witches) with orchestral parts;
the variations upon * God save the King,” with parts ; variations
upen ““ Di tana palpiti,” with parts; variations upon “Non pilx
mesta, accanto al fuoco,” with parts ; the “ Carnaval de Venise,”
twenty-four varlauens upon a popular Venelian awr; and sixty
varations, in three series, with accompaniment for Piano or
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Guitar, upon the popular air known at Genoca under the name of
“Darucaba,” The theme igvery short; the variations are studies of
various kind of difficulties. These were written by Paganini, at
Genoa, in Jebruary, 1835, and were among his latest svorks; he
dedicated them to s friend the advoecate, M. L. G. Germi
By some singular circumstance these variations arc not included
in the list furnished by M. Conestabile.

It will be seen the complete works of Paganini, which have
been found, arc only nine 1n number. 1t 15 to be deplored that
among these high-class productions, the magnificent concerto
that the great artist wrote for Pariz, and which he played at his
third concert at the opera, the 2z5th of March 1821, should
be wanting ; also the grand military sonata upon the fourth string
in which he displayed such marvellous ability, in a compass of
three octaves with harmonic sounds; and, fnally, his variations
upon * Nel cor pit non mi sento.”

The compositions of Papanini are redolent with merit—
novelty 1n 1deas, elegance of form, richuess of harmony, and
variety in the effects of Imstrumentation. These qualities are
especially found in his concertos, which have exercised great
influence on compositions of this nature thal have subsequently
been published. They differ in form in many points from the
classic form of Viotti's concertos. There 15 the merit of unifor-
mity and inereasing interest, which it were well all violinists
would meditate upon. In general, without diverung attention
from the solo by over-elaborated passages, the instrumentation
possessed an interest which cannot be separated from the principal
design. The enfrédes are neither cold nor symmetrical—the
efiects new and varied.

The fArst concerto 15 1 E flat, set for the orchestra, but the
Violin are written in I¥; the four strings of the instrument are
consequently tuned a semitone higher. The tutti, admirably
written, 15 bold and flowing, and very eflecive. The forms
remmind one gencrally of those of the old concerto, more than of
those Paganini wrote since, this being lus first. I have an idistinct
recallection of his having composed this one in 1811, ‘There

G 2z
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is little originality in the style of the tutti and the solos; but
in the details, and above all, in the brilliant passages, there are
certain points which render this concerto a work of the greatest
interest ; there is frequent employment of double notes anil
hurmonics.  ‘The sccond solo presents effects on the fourth string,
of which effects Paganini is the inventor, It terminates with the
last passage of the first solo transposed into the original key.

The adagio (in € minor) s a dialogue between the fourth string
and the other three. The conception of this dialogue appears
to have absorbed all the attist’s attention, for the melody has
little novelty, This s not the case with the rondo—the theme
of which is peculiarly original, There is an cxtraordinary
staccato passage, which Paganini executed in a novel manner,
peculiar 10 himself, It Is necessary lo understand the method
to give this passage its original character. Tt is m this rondo
that Paganini employed, for the first time, tenths, combined in
various ways, producing wounderful effects, by the uncrnng and
marvellous certainty of his mechanism.  The character of the
piece is bold : the second selo, nearly all on the fourth string and
in harmonics, produced an extraordinary scnsatien, nothing
similar having been heard prior to its introduction,

The second comcerto is in I3 minor. The commencement
of the first piece 1z broad and impassioned ; the harmony often
interesting in its successions ; the instrumentation wtelligent and
rich in eifccts.  The tutl are weak in development, and serve
only to connect together the various solo parts, 'The phrase of
the commencement of the first solo 1s very grand, and largely
developed, followed by a modulation in 1, where much holdness
is displayed i a novel passage of double notes. The melody
which follows 13 somewhat poor—the four first bars being repeated
withoul any change—which is a fault; Int the passage which
follows is particularly cffective. Papanini in this has cvinced
much daring in the combination of difficulties, both for the bow
and the left harud.  He has introduced a double shake, descending
in shirds—in the cxecution of which he was mcomparalile, both
in brilliancy and the ineproachable perfection of his ntonatiof.
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The second tuttl, which recalls the subject of the frst, s
rather short, but interesting ; it modulates in E minor, and
terminates with an unusual form of suspension. The subject
of the second solo differs totally from the first; the melody is
expressive and combines cffects of staccato, to which Paganini
unparted a character quite peculiar, The passage which follows
this subject, all In double notes, 15 very elfective: its combina-
tions present immense difficulties, which to the preat ariist wers
bul mere trifles. 'T'he second seolo ends in B majov, finishes with
the passage of the first, transposed into this new key, and con-
sequently rendered much more difficult,

Throughout this first picce, the double-note passages and
jumping bowing are quite novel, and depart entircly from the
orcdinary forin of the concerto, Two things are cqually remark-
able in the manner Paganini playved them. The first was his
perfect intonation of the deuble notes in this shoal of difficulties,
particularly 1 the execcssive rapidity in the passages ; the second
was the marvellous skill with which he managed the bow, how-
ever great the distances of the intervals, There was in this part
alone of the artist’s falent an evident predestination, and the
study of an entire life. It is impossible to mve any idea of
all the combinations which are mct in the fingering of the chords
strewn amaong these immensely difncult passages; they embrace
occasionally such extraordinary intervals, that wviolinists are
at 2 loss to discover the artifices by which the hand reaches them.
Besides, in this labyrinth of unheard-of difficulties, neither
a doubtful note nor uncertain mtonation ever occuired,

The adagio {in D) is a cantabile of the finest character.  More
simple than the rest of Paganini’s compositions, it produced but
little effect, finishing as it does without the exhibition of exira-
ordinary difficulties, which the public were wont to expect [rom
him ; ncvertheless, the forms of the melody are elegant, expres-
sive, and full of charms, Good taste prevails throughout this
piece, The rondo with the obbligato bell accompaniment is de-
lightfully fanciful; the most incomprehensible feats of skill are
here combined with exquisite taste. The first subject is remark- .
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able for its clegance and novelty, both in its detasls and its
general formatlon. Some charming bow effects are introduced,
which Paganini executed with marvellous brilliancy and dexterity.
The bow futtered so mimbly over the strings, and the fingers
moved so brskly and hightly, that the performance scemed one
of casy accomplishment. The rondo of the * Clochette ® obtained
enthusiastic success throughout Furope,

The allegro of the sonata for Violin and orchestra, entitled
“Movimento perpetuo,” is only remarkable as a study for de-
tached bowing of cxccedingly rapid movement, which continues
until the last bar.  This species of difficulty exacts great supple-
ness of arm to avoid fatiguc, and a perfect ensemdle of the left
hand and the bow. In this plece there are no less than 170
bars without a single rest. Considered as a compaosition, it is
unimporgant, but interesting as a study.

Few musical compositions ever obtained such universal fame
as the “Sireghe"” ({the Witches), cither from the prodigious
cxecution of the great violinist, or perhaps becanse some super-
stition attached to the title. The original manuseript indicates
that the introduction and the variations are composed upon an
original air; however, if tradition s to be depended upon, the
air was taken from the ballet of “J1 Noce di Benevento.” The
mtroduction 15 short. The first variation, in double and triple
notes, 1s extremely difficult, It may be regarded as a valuable
study for playing in tune, In the second there is a mixture of
harmonics and pizzicato which produces a very original effect.
The third 15 a dialogue between the fourth string and the double
harmonics ; a2 novel effect which never failed to draw down the
loudest acclamations of the auditory, The finale, which joins
this variation, terminates with rapid passages upon the fourth
string, and m harmonics of extreme difficulty.

In the vartations upon * God save the King,” Paganini seems
to have intended concentrating all the new effects he had dis-
covercd, and all the enormous difficulties over which he had
triumphed. The subject is written in three and in four parts;
the melody is played with the bow, and the other parts of the
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accompaniment 1§ pizzicato. The first vanation, In double notes,
presents successions of thirds and tenths, which require a large
hand and a great certainty of intomation. Iaganimi played
it m a light and rapid manner, which greatly increascd its
difficulty. The sccond wvariation is a complication of rapid
triplets, intermingled with passages of double notes and bounding
slaccalos. The execution of this variation requires extragrdinary
dexterity. In the third the subject 15 sustained in a slow move-
ment, during which the accompaniment is going on in extrcmely
rapid passages on the third and fourth strings. The fourth
is pecubrarly quaint; it consists in rapid passages pizzicato m the
uppet part, while the accompaniment 18 played upon the lower,
with the bow staceato. The {ifth, written in double notes, is an
echo cffcct on the upper octave, the bass 15 by pizzicato on the
lower strings,  The sixth and last consists in staccato arpeggios,
difficult of execution, arising from the complex positions of the
left hand.

In the fantasia with variations, on “In tantl palpity,” the
orchestra is written in B flat, the solo a semitone higher; m the
second variation the fourth string is lowercd to B flat.  Pagantm
effecled this change with so much address, that it was never
perceived at his concerts. The plece commences by an intro-
ductory larghetto, followed by a recitative. The subject which
follows 15 guite stmple, and the first variation without very
remarkable difficultics, with the exception of a very rapid descend-
ing scale in harmonics. In the sccond, where the fourth string
15 lowered to B flat, passages occur in double notes of great
difficulty for the bow, The third is the most curious and difficult;
it consists of arpegpios with double notes in a presto movement,
and combinations of harmonics and c;rdinary notes in a new and
quaint style.

The air with variations, on “La Cenecrentola” (Non pih
mesta}, is written in E flat for the Orchestra; the Violin {5 tuned
a semitone higher, The first variation contains nothing remark-
able; the sceond, a combination of bounding staccato harmonics
and pizzicato, recalls similar passages found in other works of the
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author. ‘Uhe third, In 2 minor mood, 1s composed nearly of
nctaves.  The fourth 18 an echo, the effects are double harmonics.
It is followed by a finale in thirds and octaves, briliantly eifective,
but fraupht with difficulty,

The twenty variations upen the popuolar air * Oh, Mamma,”
known as the * Carnaval de Vemse,” which has hbeen so
frequently imitated, is remarkalle for the distinct character given
to cach; all the bow and finger effects imagined by Taganini are
concentrated in il.  Good taste is sometimes depzarted from in
a few of the vartations, but 1t will not be denied that some extra-
ordinary effccts arc produced in those strange freaks, to which
the marvellous dexterity of the artist lent an irresistible charm.

The last work to which I have to allude is the collection
of sixty variations, in the form of studies, upon the popular air
“ Barucaba.”  Paganini purpesed in each of these studies to give
every style of bowing, all the difficulties of fingering, and all ihe
coimbinations of harmony, upen which his schocl is founded.
By a singular notion, nearly all these variations are written in
different keys.

If the astonishing success of Paganini, the immense popularity
of his name, and the influence he exercised over the talent of
some of the violinists of the younger school, be considered, the
high inferest attached to the publication of the worlks with which
the great artist astonished Europe, will be understood. At all
events, these considerations will afford but a very imperfect idea
of the importance of their long-withheld publication. Their value
can only be understood afler a long and close examination. For
more than twenty vears every violinist has Jooked forward to the
production of these works with anxiety and curiosity, under the
impression of being able, with them, to “do the Paganini,” and
establish himself, if not in imitation, at least as a pupil of that
ilustrious man.  But few imagined the great truths which would
manifest themselves by the revelation of the seeret of his music
—none ¢ould foresee how much this great man would e clevated
m their esteem when the prodigious difficulties he executed while
playing, were placed before them. Some of his effects, the most
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easy of execution, were hastily copied, and the mystery of hig
talent was supposed to have been discovered.  Tlow much illusion
will be dissipated by the examination and study of these anxicusly
expected works! I will not speak of the stmply corious cffcels
by which Taganmi dazzled the willion—of his pizzicato
and bow feats—of the wmodifications in tuning the instruraent,
and of the thousand combinations, the merit of which consisted
principally in perfect exccution, These will only have an
exceptional cxistence, and will never hold a place in serious
music.  Besides, the sagacity of Guhr, a skilful viclinist, and
the able conductor of the Frankfort Theatre, has penectrated,
to a certain cxtent, the secret of these things, and has cleverly
exposed the theory in a work especially devoted to this purpose.®
That which most struck me on reading the MSS. of Paganini,
that which raised him immensely in my estimation, was the convic-
tion that the mechanism of the art was never carried to the same
extent—thal he was never equalled in surmounting difficuliics—
and never was stch infinite variety displayed in brilliant passages,
The double notes for instance, always the test of great Viclinists,
as respects lrue inlonation and precision—particularly when the
left hand descends lo it natural position—form a salient feature
in the rapid passages of his compositions. The intervals are ever
varying—sometimes in thirds, sometimes in sixihs, eighths, and
tenths—passing with rapidity from one kind of interval 1o another
—jumping incredible distances—always i double notcs—with
unetring certainty and perfect intopation. His hand was a
geometrical compass which divided the finger board with mathe-
matical precision-—his fingers falling exactly where the inlonation
of the intervals of the double notes was to be found. I do not
speak of the varieties of bowing, by which he rendered these
difficultics more complicated, T merely look at the double-note
passages alone,—I therefore say, that these passages, which were
trifles 1o Paganini, will be lmpreacticable to any other violinist

" fiHEssai osur Fart de  jousr du Vielon, de Paganini' Mayence e
Londres, Schaott & Co,
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whomsoever he may be, if he would execute them with the same
rajidity and with the perfect 1ntonation of the author. As
a study, 1t 15 a new warld for the perseverance of young artists,
the results of which will be the acquisition of certainty, which
only a small number of performers possess, and the enlargement
of the great resources of the instrument,

It may be asked why new difficulties are introduced into art ;
and 1t mnay be remarked, with reason, that the abm of music is
not to surprise with marvellous feats, but to delight the feelings.
This principle I perfectly coincide with: yet I would obscrve,
on the one hand, that certain artists will never e prevented from
cudeavouring to  overcome  difficultics, however apparcntly
insurmountable, nor the public from applauding the happy result
ol their efforts 1 on the other hand, that the study of difficnlties
cotduces to certainty in what is more simple, If any vielinist
can play, with perfect intonation, and in the prescribed time, the
passages of Paganinl's concerlos, he will necessarily attain imper-
turbable certainty in ordinary music,

[s it imperative, [ may ask, thal these new and varied forms
of passages in Violin concerlos are to be excluded ?  Admirable
in sentiment, as avowedly the concertos of Viottl are, their weak-
ness consists in the monotony of the rapid passages—and the
same may be sald of nearly all other known concertos. Art
is evidently limited in this species of composition, 1o things which
cannol be considered as the last essay of the artist's skill—more
may be boldly attempted, and that by varied means. Let the
happy danngs of Paganinil be studied, and it will be found that
something is gained.
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GUHR, C. Ucher Paganini's Kunst, die Vieline zu apu,len rin Anhany
2 jerler his jetet crschicnencn by iolinschule, nebsl cioer Alhandlung
tiber das Flageoletspiel in eintachen ind Doppel-Tinen . Tdd
HERMAN. A. L'Art de 'Exécution. 30 Frodes mradodes pour Violon
avee accom)n d'on 2d, Vielon wd by, Op, vo0. Lo 2 Books,.. cach 8
HONH, J. 3Methale de Violon (Freoch and English wards) 7
EKREUTZER, R. 4o Caprices ou Etudes [_‘nmu‘ Violon seul : -
i In 3 Books .. ‘ 5 > co oERERC B
LEONARD, H. 24 Etudes cthlquL'h [3LLE 1u-li.lll::rrl scul, DIJ. z1 12
In z Books ... v TedEh B
— la GUymnastique do Vielon ow Reésumé des cldmencs los plus utiles &
travailler journcllement or offrant de noovelles resoarces powr le
doigier des Gammes, ete, ... e B
In 2z Boaks ... we D %
MAZAS, . Petite Méthode de Violon,  Nouvelle Edidon 12
MEERTS, L. J, Douze Emdes élémentaires pour Viclon, avec accoin).
dun 2d Violon, composées pour Vusage des Classes elémentaires du
Conseevalolre roval de Bruxelles 8]
Inz Books .. o each 6
—- Leg Meecanisme du Vielon, divisé en ses divers dléments el appllquc & lous
les accents de lo musigque dans nne Suite d'Etudes Lmn:anl—hque'\ 1
bro Keceeerd, 12 Frudes pour Vielon, avec accomp, d'oe 2d Violon 16
In 2 Bocks el SEEl
2d Reeredl. 12 Eludes poor i uﬂn:m} a¥ee ar_r_nml_‘l dan2d V iplon 14
In z Boolks ., wn SRR K
—  Mdcanisme des [nstruments & cordes ¢f notamment da ¥ 1u1n:m, enseipnd sons
forme d’Eiudes rythinigques pour 2 Violons, 3me Keewedd, en 12
Suites, rendetmant chacune 5 Ktudes ¢
isl and 2nd Beok .. =a £ATh 47
ged - 4
4thie 1ath ... L each 5]
—  Le Mecanisme de PArchat, 12 Btudes pmlr Violon considérdes apdeiale-
ment comme Excrelces du poignet.  In 2 Books . oo oealy g
— T2 Etudes pour 2 Violons :
1st Book. & Efudes dans la 2e Position 3
2nd. ., 6 Ewdes dans la 4e Posilion . s
~— Ltudes brillantes {en forme de Fugues) pour 2 Viclons ... G
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PAGANINI, N, Intreduction et Varlations sur M ser pﬁi:} rioi i Senio
pour Vielon seul

— Etudes en 60 Vanaltons pmgres:-waq Sur lalr H:irrm c;f&c;f 1::-::1111" V IDI'DI‘L seul
Op. 14 (Oeuvre posthume).  In 3 Dooks . ... &ach

EODE, P. 24 Caprices en forme d'Cindes dans les 24 Tcrns tle iz Gramme,
pour Viclon seul, Op, 22 .. » .

— Id, id. avee accomp. dun 2d ¥V Iﬂlﬂ]‘l armngm pzu Iﬂ 1B Meerta

— 1d. id. le ad Vielon séparément

RODE, KREUTZER, et BAILLDT I"r'léihr::lde, rédigée  par

Baillot =t adoptée par le Conservatoire de Musique a Pags pour
servir 4 Petude dans cet etablizsement
—  Id. With German words

VIVIEN, A, 5 Caprices en fn::rme d! 'Etl.r_les pour "iu ielon seul, 'Dp 3

CONCLRTOS, AIRS VﬂRIl}iS, FANTAISIES, ETC,
POUR VIOLON AVEC ACCOMI.
{CONCERTOS, VARIATIONS, FANTASIAS, ETC., FOR VIOLIN WITH ACCOME,)

AL&RD D). TFantaisie sur des motifs de Normea, Op.g, avec ace. de Plano
Fantaiste sur des motils de Linda o Chameinx, Dp 12, avec ace. de Piano
Avec ace. 'Orchesire
—  Bouvenirs des Pyrénées, Nocturne, Op, 13, avee a.li‘.c:]mp “de Piano
— 1re Conecevto, Op. 15, aver acc. de Piano
Avee ace. d'Orchestre
—  Spuvenirs de Mozart, Iantaisis, Op. 21, aves ace. de Piano
Avee acc, d'Orchestre |
—- Fantmisie camLthmque, Clp 24, Ve ﬂtuﬂ]‘l‘ll‘.l rh—: F"mm::n
Avec ace, Flrehestre L.
— Vilanelle, Dp, 29, ave aceomp, de Piano
— Le Diesir, Fantaisic sur un théme Je Beethoven, Dp 30 avec ace. de Piano
Avee acg, o Orchestre .,
— 1re Symphonie, Op. 3rhis, avee acc. de Fiano
Avecace, d'Orchestre .
— Fantaisie sur des motils de Madwcodvnosor, Dp 32, aver ace, de Piano ..
Avec ace, 'Orchestre
— 2me Concerto, Op .34, avec acc. de Piano
Aver ace, d'Orchestre :
— Fautaisie sur {a Yeiére de 'opéra Aoise, Op. 35, avee ace. de Piauo
Avee ace. d"Orchestre
—  TFantaisie de Concert sur des motifs de Za Mirette ds Poﬂ‘z.:z 'Dp _36, avec
accomp, de Plano .
— M Frovatore, Fantaisie, Op. 3?, avec accmup ‘de Piano
Mvee ace, d’'Orchestre |
— Lo Fvawiefe, Fantalste, Op. 38, avec acmmp de Piano
— B Fantaisies [aciles, Op. 38, avec ace. de Pano:
1. Raossind, fa {Tc’.!!aza Lavra.., 4 © 5. Bellini, Mprwpaz ...
2. Domuzett], O Ffsbed dmare 4 © | 6. Donieeltl, Lo Fille du

3. Adam, Le Chaler ... ive. Wl O fwgmmﬂf
4. Rossini, Lo Havdior de Heliini, Zes Puritains
54‘5!;?53 diel il B E. — La Sonnanbnio

Ln Bafio in ;W.-::.r.rrfrercz, T:Lnt:nﬂe Op. 40, aveg ace, de Fiang
L'Aragonesa, Valse de Concert, Op. g2, avee accomp. de Piano
Canzonetta, Mélodie, Op. 43, avee ace, de Piano

Kebert fe Digdle, Grande Fantatsie de Lcmcert Op. 44, avce an::L, de Pl:mc-
Caillaweme Folf, Fantaisie, Op. 45, aveo ace. de Tiang,
Fligeleits, Fantaisie, Op. 46, avec ace, de Piann ;

Fantaisie e Concerl sur Fawss, de Gounod, Op. 47, av ce ace. de Piano,.
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PUBLICATIONS OF SCHOTT & CO.,

A

ARTDT J.

LARD, D. Fe Seare Fantaisie, Op. 48, avec ace, e Piano

I’-1~.tm:L]L et celéetne Menuer de Secedering, tmnncnta, (7. 32, Avee ace.
fle Plano . . .

Frpani, Fantaisie, Op, ;,4, AVES ace. de Plﬂl'l(.l' .

e Maftres classiques du Vialen.  Collection de Morcenux choisis dans les
Chels-'Oevre des plus grands Blaftres classiques avec le style, lo
phr;lsé, Pexpression, les daigters et les coups darchet, pour Violon et
Fiano

Na, 1. Coeedli, 1210 Ronate {Fallia), I 26, Chadran, 51h Soncte {in {3}
. 5 o § 0 2 Manfiw, Bth Sonate, Opaa
2. Mich, 75 BthSenate{inl} 8 o 28, Mezars, gth Somarte {in (1)
1. Furtrni, Le Trille du 1ha- 24, Aeetheven, Rowance {in {3)
ble, Sonate i g Ope 40 .
4. Leefair, Gth  Somale  {le 30, Fupenind, 12th ‘-.mmtu C-Ip
T-::-mbem:]l 6 o 3 {in E minory ..
5. Skaawits, 1st Divertimento, 31. Hack, 7 5., 4th Sanate {m
{Flue pour Vielon scul) .. 3 6 13 minarj ..
6. Frard, 241h(jm1certﬂ{Hmin-} ra 6 32 JSuepers, 1st Sonate fm A}
7. Cavimnes, 2mlbSonmate, Opor 4 0 330 Frunceeacr, g1l Sonate {in F)
8. Mezaad, Somate{imi Bfigd) . S o 34 i'?rfi".!'.:’f.ar:fﬂ,ﬂml Somate (jn i)
g. Fethoven, Romanere {in F.) 35 Sraadrz, 2nd Divertimeato,
Om 50 ... B ] {Duo penr Violon seyl)
Ton Slnasnnd, 180 Sonrte, Opz 3 6 0 360 Lofds, 6th Sonate, in D
(. Fa Howiamcsca, Arr du I6me { Do ponr Violon seal) ...
Hiecle & 3 8 | 37 S Georges, le Chevalier,
12. Jurpore, 10th Sonate [in E} 5 0O 3rdd Sonatein A { o poar
13 Yapttud, 1oth  Somate, Viclon seul)
L’Abbandonata{in Gmin.} 5 0o | 38, Compagrali, 4 Préludes
Lo S¥awdfers, Ist Sonte {Bfiat) & o [pum Vialon seul)
15, Fugnene, 15l Sounte {in BBY 7 o | 39, Aberfeer, A, Ltmcmtn{mn}
i, Frodtd, 2and Concerto {in A 40, Barlid, "Air russe, Op. 2o
minor] . veo 12 Q| AL Cuwpagrioll, 2 Fugues pour
17. AMozart, Concuerly, Dp ThoIZ o Violon seul, Op. 2 L.
i3 f:ffff‘ﬂwﬂ Sonate, Op. 3o, | 42. Blasies, 150 Sonote (in (G
L5 i B o | 43 Mowmdonzille, 5th Sonate,
i9. Arantzer, K., La Molinara ¥ Op. 4
20, Hadlor, Air de Paiziella, 44. R{Jé;:mw, _J.rd Somate {ln F
Je suis Linder B minory .
21, Cereddi, 15t Sonate, Op 5§ 45, Slqurverone, q.th Sonale {111
finn I¥) o e & ok | C minar) ..
22. Hach, ¥, 5., Ist Sonate (in 46, D Ferrari, 20 Sonate {in
1} mumrj 8 o | Bflar) o
23 Lovatodir, Le L'lb}-l]l]tl'E {]E 4%7. Fagia, 5th Sonate (m ﬂ]
I'llarmonie panrViclonsen]l 3 & 48 .S‘Irr.:f, Jrrl sonatefin C min)
24. Lfeofpir, 4rd Bonate {Le 49. fack, 15t Concerto fin A
l"ambmulu} . o minar) .
FHarbella, 2ud ":ﬂnutf: Fﬂat} g Q ¢ 50, Hoeckerine, jrd .‘amnlrz[m{.]

znd Agr varid, Op. 2, avec ace, ¢Je Tiano

Le Réwve, Beeue, Op.6, aveo acc, {lE Piang

Avec ace, d’ G'ILh‘Ebt't’

=

Avae fu:c d'Orchestre ..
sonvendr de Belling, Fantaisle Lritlante, Gp_ 4, aves aco, de Pmno
Scine des lombeanx de Lucia o5 faninies noor, Favtasie, Up. 5, avec ace.

de Marn

Avec ace, ]’ Un,hef.tre

Scherzo, Ope %, avee ace, de Piano
Honmage a Huabini, Fantaisie Linll,,

Avee ace, FOrehestr

L=

ler Alr varié, Op 1avee ace. de Piano

Op. 8, avee aee. de Piang .,

Grande Fantaiste sur 'Hymne national rosse, Dp II avee ace. de Piana
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T S

_&,RTDT J. TFanlaiszie sur des motifs de Norma, Up 13, avec ace. de Flano
e ‘T-Lr-.:mdc Op. 14, avee ace. de Piano .. " o
— Rooido bllllaut (Jp. 15, aven ace,de Planu
— [rrande Fantaisie de Concert, Op. 16, avec ax:c:-::mp de Pmnu
— VYariations concertantes pour Vielon et Chant sur une Eomance de Paﬂlnl

Chp. 17, avee ace. de Tlano s
— It Concerto, Op. 18, avee ace. de Pimna ..

Avec ace, d'Orchestre ..,

—  Grande Fantaisie sur des mintifs e Kodorf .:’.-fﬂmﬁ.:’f, C}p Ig, aver :1::1.’: ‘dePiano
—  Romance de Field, transerite, Op. 20, avec accomp. de Tlanc
— Romance de Lwueréce Hosrgia, transerite, avee aocomp. de Prano

BAGH J E: Compestiions, see ; Alaid, Les Maitres classiqees, No. 2,

B.&ILLGT, P, Cﬂmpasiticna, see : Alard, Les Malftres classiques, No. 20,40,

BAZZINI. A, Fanlaisie dramatique sur l'air finale de Zucia of Zamnrer-
mioer, Op. 10, avee ace, de Plano
Avee ace, @'Orehostre
~— L'Ahsence, Meélodie, Op. 22, avec accomp, de Fiana
—  Souvenir de Waples, Paums]e Op. 24, avee xee. de Planoe
Avee 2oc, d'Orchestre :
— Fantaisie sur des metifs de Vopéra Aansa Bﬂfma, Dp 24, avEc AL, r_le Pizno
Avec ace, d'Orchestre
— La Rende des Lutins, Scherzo ntasliqoe, 'Dp 25, avee ace, de Piano
~ 2me Fantaisie sur La Spnnanbila, Op. 26, avee ace. de DPiano
Avee ace. d'Orchestre .., :
-~ JI Pirada, Fantaisie de Concert, Op. 27, av ec accmnp de Piano . i
Avce ace. d'Orchestre ...
~— Hymne triomphal, 3me Concerto, Gp. 24, avec fmcmnp de Piano
Avee ace. d’ D[Chﬁﬁtt’t‘
—- 6 Morteaux lyriques, Op. 35, avec accomp, de Tiano :
No. 1. Elegie ... we § 0 | 4. Pavardage ...

2 L] oie .. . & 0 | g5 Révede Banhenr .
Le Muletier . B o | 6 Boléro

~ Le Casillan d’ Arras, Air Flamand varié, Op, 36, avec acc. de Piano
— gme Coneerto, Op. 38 avec ace, de Plano
Avec ace. d'Orchestre .,
— Fantaisie sur La Seraniera, Op. 40, avee ace, de 'Pmn::
— 3 Morceaux Iyviques, Op. 41 avee accomp, de Piang @
Nao. 1. Nocturne |,
2. Scherzo
3. Berceuse
== Concerta militaire, Op. 42, avee ace, de Piano
Avec acc, d'Orehestee ’
— Ballade, Morcean [antastinue, Op, 43, No. 1, avee ace. de Plana
— La.Danse des Gnomes, Morceau fu.ll:lhhque O 43, No. 2, aver ace.
de Piano ..
~ 3 Morceaux én forme de Sonate, Crp 4.4, avec accomp de Plano :
Nu. 1. Allegra i
2. Romance
3. Finale
~ 3 Moreeaux E"LI'aClr.‘rIE-LLquEH, C’p 45, aveo 'lc{‘ump He Planu -
No. 1. Heure d'amour i
2, Regrots
3 *?egmdtila -
— 3 Morceaux cle Saion, Op. 46, avec ace. de Diario s
Nao. 1. Une Aatinée au Lido
2. %ﬂparatiun
3. Inquictude
— 2 Grandes Etudes, Op, 43, avec ace. de I’tana. Neo, randz .. each
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vl PUEBLICATIONS OF SCHOTT & (0,

BAZZINI, A. La Trawiata, Fantaisie, Op. 50, avec ace. de Frano
—  Allegro drdlﬂdl]l.'l'ﬂt.* O, 51, avee acc. e Pruano

— 5 Morceanx de Salon, Qp. §3, avec ace. de T
Na; 1. Sotti I Halicri
2. Fourguo ?
3. AMliguonne
— z2me Palonaise, Op. 56, avee ace. de I"nm:s

BEEETHOVEN, L. van, Romunce en Sal, Op. 40, avec acc. de Prana
— Tiomanee en Fa, Op. 50, avec ace. e Piano,
—  Concertoy avee ace. 4'Orcheslre, Op. 61

Avee ace. de Puano

See also : Alard, Les Maijtres c‘taxﬁlquef-. I'u:- 3, IH za,

BERIDT, COHE. de. 1er Air varid, en R mincur, Dl} 1, avec ace. e Piano
Avee ace. de Quatuor
w4y GOrchwslre
—  ame A vand, en Ré majeur, Op. 2, avec ace. e Piano .
Avee pec, de Quatior
PO 1 & et
—  Fme Afr vard, en Mi majenr, Op, 3, avec ace. e Fiano ..
Avee age. e Qualuor ;
ol Chelestre L
= ame Alr vard, Alr montagnarl, en 5i hémol, Dp. 5, avec ace. de Tlana ...
Aver ace, de (ataor -
ISR Orchestre -
— gme Air varid, oo Mioaminear, Op. 7, avec ace, e Piane
Avec ace. d'Orchestre
— fine Alrvarié, en Ta mingur, Op. 12, aves "ll:L L[L 1'1L.|]u
Avee ace, d'Orchestre ;
—  7me Air varié, en Mi umjeur, O, 15, avee ace, de Picas,,
Avec ace, d'Orchestre
-~ Ire Concerto cu Reé wajeur, Op. 16, avec acc. 1.11: T’l:Ll10
Aver ace. de Chiatuor
e ae B Orchestre
~— Le Tréwmale, Caprice suruu Théne de BLLi}:cwul. D.r‘ 30. avecice. tIE Piann
Avec ace, d'Opchestre :
— zme Concerto en Bionineur, Op. 32, avee ace. de Pilano
Awvee ace. de Ouaror
- v 'O rchestre
—  Aklante o KRondo russe, Extrails du 2me Concer l:-::- Dp 32, aveq avc.
de Piang . 8
Avee ace, de tguﬂtunr
ST d'Orchesire ;
— 3 Etudes C.L!"‘LL'[LI’]SHL‘IEE‘- O 37, avec ace. de TPlans
—  Sme Air varig, en Ké mineur, O, 42, avec ace. de Piano.,
Avee ace, 'Orehestre
—  3me Coneerto eu Ni mineur, Op. 44, 2vec ace. :1&: Piano ..
Avec ace. de (Quatuor :
- d Checliestre
— gqme Concerlo en 1id mincur, Op. 48, aver aee. die l-‘1:111r:|
Avee ace. de Quatior
o ae Orchestre
—  ame Adr varld {Fantaisie), cu 1€ mineur, Gp 5:«: avec ace, de Piauc
Avee ace, d Drr:he«he »
~~ sme Concerto en [1€ majeur, Op, 55, avee ace e Diasiv
Avec aec ':.].JU]L}:EHHE
—  Valses ponr ¥ 1alan ¢t Puano comceriants, l}p 55 i :
— 1ome Alryvarie {ffantaizie), en Reé majenr, Up 67, avee ace. de Plane ..
Avee aee, d'Orchesle
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BERIOT, CH. de. 6me Concerto en La I'I'l‘l_]Ellr Op. 70, avee ace. de Piano
Aovec ace. d'Orchestre cot bre
— gme Coneerto en Sol rﬂﬂ_]f:'lll Cip, 76, avec acc. de Piano ..
Avee acc. d'Orchestre :
—  Premicr Guide du Vicloniste, 20 Etudes meh:-dnques faciles et pI"DEI'J.‘ES*
sives, O 77, 2me "-:.Lme, 10 Etudes melodiques, et destyle en forme
de Holos, evec acc, de Piano
Partie séparee de Violon .
— 1ome Alr varté, e La mmﬂur, Op. 79, avee ace, de Planu
Aver ace. d'Orchestre ...
— Euwde de Salon, Op. Bsbis, aver ace, de Fiano
—  12me Alr varid, en Ré majeur, Op. 88, avec acc. de Pm.m:-
;‘nce ace. d'Crchestre
— Nocturne, Op. 00, pour Piano et Violon
—  Bme Lum.erl:-::u e Sol ma]ear, O 0o, avee ace. de P:nn:;:

Avec ace. d'Orchestre
— Fantaisie on Scine de Ballet, Op. 100, avece. ace. de Piana
Aoveg aces Uli’:h[,‘-:fﬂ;‘
— Les trois Bovquets, 3 Fantaizles, Up.1el, av ec ace.de Piano. 3 Hcrclks each
— gme Concertu en La mincur, Op. 104, avee ace. de Piano
Avec acc. d'Orchestre ..,
— 2ze Faniaisic-Tallet, O, 105, avec ace. de Fiano ... .

-~ Andante-Caprice, 01} 108, avec ace. de Prano 5
— 2 Fantaisics sur des thémes russes, Op. 111, avee ace. de Flano ¢
No.1 ...

— Grawde Fantaisie, Op. 115, avec ace. de Fiano
Avee ace; ('Orehestre

—  Réveuse, Morcean de Congert, Op. 118, avee ace, de Plano
Avec acc. e I{Luatuor &

— Grande Valse de Congert, Op, 119, aver acc. . de Pino
Avec ace. d’Orchestre ...

— Fantaisie lyrique, Op. 120, avee ace. de Plano

—  Andante varie, Op. 121, avec ace, de Fiano ,

— LElégie, tirde de 'Op. 123, avec ace. de Diano

—  Serémade, Op. [24, avec ace. de Piano i

— Lo Echof- Fantaisie, Op. 123, avee ace. de Planao,.

-—— BRauvenirs de Weher, Fantaisie sur des motifs 47 DE:‘:'.? 3 Et dc anﬂa&zifﬁ,

Op. 126, aver acc. de Piano i
— I0ome Lﬂncertﬂ en La minenr, Op. 127, avec acc de THano
Avee ace, d'Orchestre ...
— 12 Mélorlies italiennes, avec ace. de Piano. In % BDG]«:S ... each
— 36 Emdes mélndiqucs ayec acc. de Pianm, choisies dans la Mcthode.
In & Books .. ... wach

BHEEEKIEBSKTY, G- Fani.’llblf_‘ de Coneert sur fanse, de Gﬂunﬂr] avod
ace. de Tanag
— Souvenir de Varsovie, 2 "-qurl.as avec ALe. de Pnnc:u

BOCCHERINI, L. 3me Sunate

CARRODUS, J. T. Fantaisie sur & Frovatore, avec accomp. de Piano
-— Mantasia on Scotch Alrs, with Tianoforte accomp. .

CORBLILI, Compositions. Sec: Alard, Les Maltres classiques, No. 1, 21.
DANCLA, Ch. 6 petits Airs vanés, Op. 89, avec ace. de Piano:

No. 1, Théme de Poeini wh A O 4. Theme de lomizett:
= & Haossini ... 4 o© . ia Weigl e=)
5 Telling e abe o . i Mermadante ...

- Romanee et Mazarka, Cp. 100, avee ace. de Plano
ww ‘Tarantelte, Gyp. 102, avee ace. de Fiono :
— 3 petits Diver:i;scments, avec ace, de Plang, Tre Suite
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PUBTLICATIONS OF SCHOTT & .,

wiT;

DANCLA, GH 3 petits Divertissements, Op, 106, avee acc Jde Piane.
aoe =uite ...

— Andmjtmg et Polonaise ]}1|”11‘ltf_, Dp IIZ Eﬁ.?EE! 'lLC l:l:_ Pl“-‘l]‘.ll}

— Ilymme i Ste, Cdeile, O 1L, avee acc. de Piano.,

s L’Lu[e et ]ﬁgrmble 24 Melodiey fociles, (J'[‘- 115, aver nce, Qe Fizno,
In 4 Mooks .. ... gach

— 6 petits Adrs varies, zme "JE:':‘]E, Dp 118, AVED Ace, de ann :

Na. 1. 7 Montecchicd I Caprleeti 4 6 | 4. La Sowrambuls

2, Lo Stranmra o 4 O | B Fov Pindtins
3. Norma ..od 0| b0 L Carsraval ds Tense

B N

Variations brillantes sur £ Carnawael e Venise, Oy, 120, avec acc. de Plano
Valse de Cancerl, Op. 121, avec acc, de Piano
Petite Ecole de la Melulig, 12 pr_tﬂm Ditces trés faciles, Gp 123, Ave

ace, Jde Fiano.  In oz Books = il EER
— 6 petites Fantaisies faciles, CI-[:- I"hfi, frer acc: -Ie Planr_: :

In 3 Dooks .. . soe: - EOEN

6mne Fantaisie, Oy 127, avec acc. de Piano..
Andante mntq‘h:lﬁ, Op. 130, avec acg, e l-‘mnc:.
Bercense, Op. 131, avee ace. e Mano
Elégie, Op. 132, avec ace. de e : ;
Fanlaisie-Caprice sur Faws? de Gonnod, 'Dp 133, avie ace, de Piano
Cinzonetla, O 134, 0vee ace de 1-"m.nn
F.a Charmlille, Réverie poctigue, Op. 1335, AVEe aoc, " Prinsin
bE"]Eﬂ.]EHE Op. 1368, avee aco. oeliana :
Fanlaisic hrillente sar Lo Dawe bl Ay Op. 137, av¥ec ace, de Plano...
Souvenir de Cauterets, Cavabine, Chpo 140, avee aco, de Prane ..,

BENEST, H. W. 3 Moreceanx e Salon, avee ace. de Plano :
No. 1. 2 Noectornes, Op. 8
2. Théme allemand varic, On. g
2. Eldoie, Chamti Op o0 .
— Fantaisie brillante sur la Marche cf 1a Ruomance Ofleclia, {:‘-I[J 1 I Lvec ace,

| b

i]ItilI]I

o T e DR G L MO et | 108 Thefe fa

Lol Zhds

de Plaio . cenr
Avee' ace. dOrchestre .. :iin R
—  Fenillet d’Album, avec ace. e Fiano.. ; 2
—  Lua Romanesca, Célebre Danse du e blén:.lc, avee aee, do Pnnu v 2
FRIEDRICHS, BE. Fantaisie €legante suy Lo Carwaval de ;Hh‘-.ﬂ.", avec
ace. de Plano .., NI -
GOUNOD, CH. !ymne i Sainte Céeile, pour Violon ¢t Plano .,
HERMAN, A. TFantaisies, avec ace, de Plano :
Licia df Lammermenr, Qp. 14 7 0| Dun Prug.r.mﬁ.a O 73... 8
Lalic Kok, Op, 51 & o| NMewer, Op 7 5
Lo Fred e Clores, Op 53 7 A ﬁrf&rrr‘rf Ca’.w e 7.5 o, Crl*.- ?5 i
La Favartde, Op. 55 ... e O 0| Fremchiiiz (Aol des Ef.'a-‘),
Craladhds, Op. 60 = vii oy O 57 iws D
A Feld, Op, 61 v o0 | e fh.?‘z.ff.:s.r:a', Dp, ?S 6
Lo Hordfer dy S';Irif&, Op. 62 . 70 | Lo Somaambuiy, Op, ‘;g 7
— & Morceanx e Salon sur des motifs faveris, Op, g1, avec ace, de Plang
No. 1. Bouvenlr des Alpes e 4 0| a4, Robertle Dindle deMeyerheer &
2. Hartia de Flotow v i G| R Lo Prophidle ial. 6
3 Sfabad Muter de Rossind ... 4 6| 6, Ler Fugwenots id. &

= Les bucets du jeune Violoniste. 20 Morceaux graduds, Op. 95, pour Piano
et Violon :
No, 1. Mazarvt, La Fldi: auchantde 4 o) 5. Bellini, fe Prate ... s )
} Daonirelll, L'Lfisived Amore 4 0| B, Fr Covpaval de Vendie ...
4. Mozart, Le Wariage de v. Dellini, 7 Montorcdi od £
Frvave . i & ekt Capnlotfi .. s A

& apom

oCooCcoOmM@mO S Q% oo
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150, REGENT STHEET, LONIXON, W. 1%,
HEBREMAN, A, Le Succtsdn joune leunht:_ frontiinnat ) 5
Noy 8. Rossini, L'fafivnne  en I 14, Rossini, Ja Gaezsa Flndra g4 o
Algr e 4 o 18 Weber, Oddan ... U
9. — “La Comprentols. o | 16. Bellini, Adrdice o Zondz 4 D
10, Adam, Cantique de Nodl .. 4 o | 17. Fantaisic espapnole T A
1r. Méhual, Lo Chaiie ot jounre 4 o | 18 Le Ranz  des Vaches de
Hourd (ristddnrme Felf 4 O
12. Rossinl, Hafifa 4 o |19, Rossinl, Motk 4 6
13 Bellim, e Nrarwiow 4 © |20 Alrsrusses 4 b
~= @ Pantaisies de Salan sor des Afrs favoris anplals ¢t amdricains, Qp, 158,
aves ace. do Thana -
No, 1. The Last Rese of Summer 4 ol 3. The Slar-Spangled Banner 4 o
2. Home, Sweet 1lome e 4 o] 6. Hail Calumbia 4 0
~ Feole du Violoniste, Morceaux faciles et progressifs, avee ace. de Pianp 3
Noa. 1. Flotow, ddessandio Sirgdalle v o | 00 Adam, L Posfrlion a2
2. Anber, Ler famanis de la Lfosjwemears ; AL
Conevonne . s § 0| RooaAnber; Frg Dintale 5 Q
3 Auber, Ja ’?fz.;a'.!'e‘fcz".-f Fortict 5 o o, "\-Iaiilari Lay Dragons P
4. Meyerbeer, L'fAile ou Vr.-:'f.:rr. PR
X ; 5 ol 10. Auber, Le Dfm”fm uAF .., §5 0O
Auber, fa Pt .f.f'u Divits 5 o] 12, Rossini, Le Conede Ory 5 0O
— L5 Premiers Pas du Vialowiste.  Chotx de Réerdations tirdus des Qenvres
les plus celebres poar Violon et Plana :
No, . UnReved'Enfnt, Noctmme 3 6 | 9. Le Torrent, Valse., .. 3 0O
2. fa fennadd fapo, Marche 3 6 | 1o L ENive o dmiors % i
3. Guillapme TolH L. . 3 6|12 Tl pleut Bergére z iy
4. Llon Fran .. 2 3 0| 3 Les Cloches au village 2 6
5. Scuvenir da lyrcﬂ 3 0| 14 Gadethe % B
6, fo Pidaur Clwes. 3 6|15 Gondolina 3
7. Relen das Boks 3 6|16 Invitation a la v al*-.e [de
%, Les Alpes ... . - 3B Weber} . 3 6
HILLER, F. Concerl, Op. 152, mil I"ianofﬂrte—Eeglcitung. . I3 ©
Mit Orchester- Begleitung \ e 3300
JANSA, L. 12 lmpromptus (12 Morceaus de ".-"tlclrl.]l Op. Yo, avec acc.
de Prano. No. 1, Printemps ¢ Moo 2, Tarantella 3 No. 3, Tendresse ;
No. ¢, [MAgitation: No, 5, Rt aaibe NG, ;Toccata ; No. 7, L'Ele-
gance ; No. 8, Agrément; No, @, "_-,ert-,'rt.ﬂde, No. 10, Mdlancolie ;
No, 1, Romance ; No, 12, Galid + .. each 4 o
—  Concerlo, Op. 23, avee ace. de Fiana v IB @
Avec ace, d'Orchoestre .25 ©
—  Fantaisies brillantes er faciles sur des Aurs russes, avec ace. de Dlane :
In 2 Books, . each § @
JOACHIM, J. 3 PICL.I:'_‘.*:, Op. 2, Aves ace. de Piino 5 o
Separate : No. I, Romance 3 6
z. Fantaisie . E D
3. Fantatsic de Primavera . 8
KREUTEER, B. Compositions, See Alard, LLH"'-I&TT.I‘ES ClaSalquEE N [, 30.
LECLAIR,J. M. Compaositions. Sew Alard, Les Maitres classiques, Ivo. 4, 24,
LEONAED, H. Souvenlr de Hapdn, Fantaisie sur air © Golt erhalee
Franz den Kajser,” Op. 2, avee ace. de [rano . s R A
—  Fantaisie sor des tiiémes rusaes, Op, 3 avec ace, de Plano,.. 4 G
~= 2me Concerto, Op. 14, avec ace, e Piano ... ae 15 O
Avec ace. I'Orchestre .. 24 0
— Grande Fantaisic militaire, Op. 15, avee ace. Ie Piano o B o
Avec ace, o CIthLqu:': . o 15 ©
—  3me Uoncerlo, Op. 16, avec aee. de Tlane .. e 106
Avee sce, I'Orchestre ... s - IS



PLESET AT IOMNS OF ROFOTE fr 0k

LEDW_&LRD . f-u_u;mnlr*, Op. 17, avec acc, diz Piano

Larnade LFagitaiste surln colelwe Valse fe £207r Dp l*‘-, WVEE ACE. |Ic I‘mnu
Avee zee, d'Orchestre
Fanlalsie sur des matifs de Domeetdd, U IQJ aver ace. de Piana..
Avee acs, de Quoataar
L 15 d Uf\.—heﬁt]‘e ar
LElégie 4 la mcmoire e Marte Milanallo, Ul‘r ‘2-:3, aver ace. de Tiano
es Eclm-;, Fautaisie pastorele, Op. 22, avee ace e Plane
Aver acg, de Quﬂtnﬂr
" J'echestre
Tantaisie sudlolse, ﬁp, 23 avee e de I"lmm
Aves ace, de Cuatnor

X dlE Greheslee ...
Scene populaire cspognole, Op. 24, avec ace. de Pmno
Avec oo de Qualuor ...

v ragy Orchestre
Coneertstiick {4me Concerto], Op, 26, avec ace. de Dinno..
Avec ace. de Cualweor
s sy AU'Ovechestre ; 5
Sonvenirs Je Blankenbergphe, Morceanw ::*Lr:u,tcusuqm, Dp. 25, avec
ace, de Pirno ;

N, 1, Aux Bordsdelamer .., 3 & | 3 Conrsegl’ine (Falic masicale)

2, Promeunade a o campogne 4 o | 40 Les dclievx
ne Concerto. Op. 28, avec ace, de FPiano
Avee ace, de Quoataar
sy gy AUOrchiostre
Do Fres, Fantaisie, Op, 20, avee aco de 1‘1.1.110
Avec zce, de (juamor
ss aa POchesire
2 Morceaux, Op. 31, avec ace de Tiano
Na, 1, Audante cr Allegro de Concert
Frizslezzo, Marcia
2 Solos, Op. 32, avec ace de Plano @
oo I Andante er Rondoletto
2. Meditazione et Scherzo
2 Bolos, Op. 33, aver ace, de Plano
No. 1. Dolonaise -
. Marcean <le (_,n::.r\n:e:rt
Alrg bc:nhennem el styriens, Fuuilaisice A "-:.L[rm, avee ace. de Fiang e
Diove sono, Adr del'opdr fe Aoase de Flgaro, transerity, avee ace, de Plano
Les Bragear ao Filiars, Wantaizsie Irillante, avec ace. de 'lano ...
frnani, Fantasie de Salon, avec accomp. de Flano .
L'ElLaile du ‘mu, Rmnmu_e du  emarddser, anscelte, avec oo de Pmm
La Follin, Variations seviewses de Corelll, avee ace, de THano oo d"Crchestre
et G a.denm
& Gedichle voun I 1»."er:uﬁner, fii tir “uml.nf: nnd Pianoforie uhulugul
Martha, Tmnhcrll}tmn Caprice, aves accomps, e Fiano
Fiata "ﬂg't‘lcﬂ‘f“ Alr d'Eglise ' A, Stradella, transerit, avee ace. ito Pmnu
Pritre & 1o Madone, de L:mﬂlgnm, Lranscrite, avec ave de Piana,.,
fI Trotators, Puataisie de Balon, avec accomp. de Fiane .,

LICHTENSTEIN, G. IHansraiss, pour Vielon ¢l Plano
LIDEL, J, La Charué, Chocur de Rossini, trans, avec ace. de Diano

Cujus animam, Alr du Stefaf Azt transorite, avee ace Je Tano .,

LIPINSEKY, Ch. o Morceaux de Salon sur des mnotifs de Rossind, avec

aee. de Fiang :

No, 1, L Marinari - R T 4 L'Orgin L.
2. La Berenala I B 5. La Pasmrella el :'ﬂ}n
3. Ly Danes |, e 4 B 0. La Regata veneziana

T
b
5 o
TA @
8 D
E o
(3 o
4 6
& o
5 o
0 o
2 o
B0
10 o
2 o
E o
iz O
8 o
3 O
16 @
4 O
3 6
9 0
8 0
I§ o
5 o
T
17 O
4 0
5 O
R O
5 Q
4 b
4 O
6 o
3 o
¥
i 0
3 6
I 6
7 A
F 0
4 H
1 0
2 2
:‘,' O
3 6
6 o
4 B
3 O
4 O



150, REGENT STRUEELD, LONDOXN, Y,

MILANOLLO, Th, Ave Maria de Schubert, transcrit. Up 4, A¥ee ace.

i

Je Piann |
MORRBET, V. 6 Valas ulL l!u:thcweu transc. pour 1l.-u:rl::ln et leo e o
&

b

MOESER. A. Il.a Séénade, Noctarne, Op. 3, aves ace, de Diano
— Fanmtaisie Lrillanic sor ."fh:sffu.:s'k, (e 4, aver ace, de ana

MDZAH-T W. A, Compesitlons see Alard, Les Mafires elassiques, I\n.

5y I:?, 25,
PAGANINI, N, (Tuvresposthumes
No. 1. rer Concerto, en 3i bémol, Op, 6, avee ace. de Flano PP
'accomp. 10?[:11&?1.1‘& : i A%
1bis. Roudo do ter Concerto, Dp E'hh., ALVEC fgC. fle l-‘mno 9
—  Allegro dn 1e1r Concerlo, :::-fml eléinstrimentd avec une cadence par {_r
Lesekirsky :
Avee ace. de Tiano sy
v 1p  'Orchestre L, s
2. zme Concoerto, en Si 1muLu1|{RDndn de I 'L]".IE]'JL'[LE]',. DEJ :.r., avec
ace. le Fiang., R
L'necomy. 'Orchiestre. 33
2 ks La Clochette, Hondo, Op, "'hls avee ace, dle Pians e D
3. Le streghe (Danse des “'aDrn:lLrEa}, fameuses Variations, Op. 5, aver
ace. Jde Pano ., ; e
L'accomp. o’ Drrhe-'tre e X i A
4. God save the (Jueen, Variations, Dp 3, avee ace, de Piano | o: %
[Caccomp & Chehestre | . 10
5. Le Carnnwal de Venise, 20V :ermm Dp m, avec ace. de Piano,.. 6
6. Moto perpetuo {Maoovement pcrp:.tu::l], Allegro de Concert, Op, 11
avee ace. de Diano o
accomp, « Orchestre . " &
7. Non pia mesta, Théme et "I.Tzl.rﬂt]u.'jn't,J Dp, I.., avec acc. de P'iano ... %
L'accomp. ('Orchesire . . ‘ S e 10
8. I Palpiti, Théme ¢l Variations, Dp. '!,, avec ace. de Piana .. v
Liaccomp. 'Orchestre .. i 4
—  The aboyve posthumons w::ur]-:*-,, complete in 2 l"’ut-,, hounui n clot]] glIT. '[1i_.1_'_ It
— Td. inpaper .. PLEVIE T 0 e o
—  No, 1o, SBonate, avec ace, de Piano : i &
— 1re Sovate, Op. 2, avee ace. de Plano e 3
1201 ":-:)n:LT.r.-.-, O 3, avec ace. de Piano R |
P.ELN OFKA, ¥, =z Nocturnes brillants sar des matifs de Afiae, Op, 50,
AVEC -1<:+: ide DM, .. Ly e B
—  Romance de Vopera Dowe Siaseien, Op. §1, avee ace. de T 4
PRUME, F. La Mérncolie, Dastorale, Op. 1, avec acc, de Plano 7
- Fantisic et Vanations sur au thére d Hlrald, Clu g, avee ace, de Plano ., 8§
Avee ace, A'Orchestre 15
-— Sonveniy villageois, Andante et Rondo, Op. m :u.c-:- ace. {le l’mnu 3
Avee ace. de Choatuor £ G
s g W Grchesire. .., ; L%
— Concert héroique, Op, 11, avee ace. de Piang i5
Avee ace. d"Orchestre 3{}
—  Le Retour a la vie on les Arpeges, Caprice, {'}p. 12 avee ace, de Plano... 8
Avee ace, de Quintnor |, o
— La Danse des Sorcieres, beherzo ]Jlulc_w:luc er Lﬂ.rﬂcttrhthue, Dl‘u I3,
avec ace, de Plann . &
RAFP, J, 1aTéedamonr, Marceay c:amcicmhque 1‘.)1:- 6}, avec ace, deliane O
— 6 Morceaux pour Violon er Plane, Op. 85
No. 3. Uavatina B 3
0. Tarontella 4
REBER, H, Bercerse, aves ace, de Tiano ... ix ; i 3
REINAGLE, A. R, Théme el Variations, avec ace. de Pls.n-:r S
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PURLICATIONS OF SCHOTT & E0;
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i
BRODE, P,  Alrvang Op g, Nonw, T- -:|1L1|;111, aves ace, de Piano., i
Avec ace, cu Quaumr 3
—  ome Concerto, cu La min, arr en Sopale, ayec acc, {IE' L'ian, p’u L Iirand
Nouy. Edittow L
En Chatuor i
SATNTON, P. Dremier Concerio, C}p , A¥EC ACC, de l-‘:l::l.nch 5
Avee ace, d'Orchestre A
— Théme italien vari¢, Op. 19, avec ace, e l’nnu G
Avecace, 4 Orcliesire S5 i
—  Fantaisie sur 1o Romance favorite “Dic Fahnenwacht ™ de Lind paininer,
Op. 11, avee ace. de Piano )
Avee ace. I Cl'rl.,h{.wim 15
—  Fantaisic sur Dueresiy forgra, Op 12, avee aCL de T']’L‘nﬂ 3
Avee ace. d'Qrchesive 10
—  Souvendr e La FRL die Kécintend, }'ntlil,hlc Dp Tj, aVer Ak rle Pt'm@ 7
Aver ace, d'Crrcliestre . 18
— Adr montagmard, Famaisig, Op, 14, avec ace, c1e T g
B b, A DT .
—  Holy e Concert, Op. 16, avee ace. de Piatia.. i
‘!uu: ACE. N "Orrchestre .16
—  Rowdo-Maiurka, Op. 17, avee ace, de asia.. 5
Aver ace. 'Orchestre 1h
— 3 Romances, Op. 15, aver ace. de Piano &
-~ La Seurce, Op. 19, avez ace de Tiono a
—  Tarantelle, Op. 20, avec ace, de Pang 4]
EINGELEE, J. B. 2me Concerto, Op. 10, avee. ace, de Tiano.. 8
Avee aee, d'Crehesire 16
—  Fantoisies, avec ace. de Piano ;
Lo Prrate, Op. 13 & o La fUite enchaales, Op. 109 >
Lincte de Lammerpraor, Op, 14 h o Rawdg of Fudigf, de (Gonnod,
L Pawt du Dialie, 'I:]'p 16 70 Op. 112 i . 7
La Sivend, Up, 18 L,y B o Soraani, Qpo 113 7
Lor Moresgactnires el z‘i‘ﬁrﬂ;,D]w 21 $ o0 Gedllanme Tell Dp l[? 3
fo Freane Clerer, Op. 24 0 o Ndpadtée, Op. 118 ; i
foe Vad ' Andoree, O 25 e 0 0 Fra Dieoete, Op. 119 L. 7
Lo Barficr e Six ff.-’."r, Dua, Op. zﬂ 3 o KNolert le Dhadie, Op. 120 7
L Favorite; Op. 27 & o PFantaisie mélodique, Op. 1210, %
Frusalem fff-c?.’.’.h:f'ﬂ“?’:), O}} 2% 8 o fa Afandolinatz, Op. 122 4
Le Prophde, Op. 29 . o 8 0| Eeksugrin, Op, 123 L. 7
Lo Fifle ou Klutnientd, 'DI‘.I 30 . 8 0 Dew Posguafe, Dp, 124 ; q
Les Fhegweaots, Op, 3 ... o I8 0| Lo Fostedlonde Donpuneenn, Op. 125 )
Moz, Op, 33 - #0 | L Balle e Maschepa, Op, 1206 7
Liperzzia Borgia, Dp 34 7 0| Lo Cheeeed de Bronse, Op, I29.. O
La Sonwamobudz, Op. 3 6 0| fa Aawe a'u gowr, Op, 130 8
Les Prvitalins, O, -1.0 b o | Tannfdnicr, Op. 131 3
Fautaisic-Tasiorale, Op. 50 6 0| Lo Domine poir, Op. 133 7
Martia, Op. 67 .., o 7 0| Serdas Afaker de Rossini, Op, 1 7
Seredeita, Up. 68 7 0| fa Dame Slaacke, Op. T35 o
Lo Parbier ae Sfadle, Op. 6y 7 o Lee Mabires-Chanteitrs de Nurew-

Ffom Muagte do Doveead {"'»I.J.'_-.'uu-._ll.t;l]l terg, Op, 137 --.

Op, 7E.. VL Faeive, Op. 138
Lampa, DI} 9o \ Sémiramide !
£ Trevators, O, ugq NMoise
(bl o, Op. 95 ... ilra

Frercidae ..
| Preciose ...
Themes de I'nlﬁ'nrlf'[awhn
Fdadrice de Tenda

L Pfistre o ' A pere, Gp. 96
Hobtn wes Bois, Op, a7 .
Fantalsic flégante, Op. gE

La Traziata, Op. 107 ... i
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139, REGEXNT STRELT, LONDON, W,

SIVORI, C. La Génaise, Caprice, Op, T, avee ace. de Piano
—  Variations sur A cor S mon gt sende, Op. 2, avec ace. de Plano
—  Variattons sur un ithénme du Herfe, Op, 3, avee ace. de Piana
— Fanlaisie-Etude, Op. 10, aves ace, de Tlano
ﬂnu: aLc (' Orchestre
— Eloge des l.ammes, de Schobert, transerite, avee ace, d-._ Pl'mn;:u

SNYDERS, ED. Fantaisie-Valse, pour Violon et Piano
SPOHR, L. Daccarclle fin G), pour Violon et Piane, Op. 135, No. 2

STASNY, I., 3 Palkas [hutechLeﬁl"npageno er Amaranth-1olka) pone
Vialon et Piana .. =
BSWERT, J. de. Adelaide von I?»ucl.’tmwcn, iibertragen mit Pianoforte-
BL;-_JL![LLng 5 =
TARTINI, G. fome Sonate, Dp , avee ace. de Piano
{cddard, fus Afaitrer clnssiquecs, No. 13L

— O Sonates, Edition |éanard ;
No.o 1, e A minor,., a 4, in O oujor
T Ly LE) E' 5: ¥ F 13

IO i b vl o 6 | 6., D

— Le Trille du Inable, Sonate {in ¢ minory. Editien Léonarnd
—  Il, Tdition Alard

—  Faprations sur une Gavelle de: Lﬂ:elll. Edition Léonard ..
TOURS, B. Repos et Iévetl, 2 Morceaux de Salon, pour V ml-::un et I'iano

VIEUXTEMPS, H, Hommage & Paganini, Caprics, Op. g, avec ace,
de ianag e
Avee acc, 4'Orchestre
—  Grand Coneerto {(in B} Op. 10 (La partie {le ‘“r_mlun PT[I.'[CIP:.”
Avec acc, de Piano e
s 9y W'Cuatnor
AP Urchesne
Fantaisie-Caprice, Op. 11, avee ace, dde Piana
Yoankee Doodle, ‘I.’:m'mr:-m. hur]r:qr[uf:~ Up. 17, avec acc. dc Tlane
Morceau de Salon, Op, 22, Wo, 2, Air vane, avee. ace. de Pizno
Morcean e Salon, Dp 22, Na, 3, Kéverie, avee acc. de Piano
4] ljuwrllqaemcnh d’ Amq,h.urq sur dles '\If,lndn,s risies favorites, Op. 24,
aveo ace. de Plano :

No.o1ta3

B L

[HII

i Y eEet
anel & .. seoe Bl
=  Teuilles d Album, 3 Morceaux, Op. .:1.0, avec act. de Pmm
Mo, 1. R{}mﬂnu—: ;
-1 Flegrct:
1. Bohdmicone ...
— Old England, Caprice sur des Airs J'L[t{:hut. du 16¢ and t;.re b:FLLl:: {jp 42
avee ace. de Piano .. ,
Avec ace, d° Orcheqtm
—  Voix intimes, Pensées mélodiques, Oy 45, AVeS nec. :]e Piano :
Book 1. Douleurs, Eapair, Fai .
2. DLLL]JLm[t, Serdte, Lﬁntcmphtum
—  Fantaisie brillante sar Awegnd, avee aee, de Piano
— Fantoisie de Salon sur £ Zemedards, avec ace. de Plano
—  Fantaisie sur Ladse 30ifler, avec RCE. de Mano !
— Chansons busses, ranscriles ot varides, avee nce, de I"mnn

VIOTTI, J. B, Compositians, see : dlwrd, Lor Muftres ffr”ﬂgrmr 1\0. ,,15.
WAEFELGHEM L. van. 'F"utnra1e, avec acc, de TMann

— Rr.\"crm DV Lo, dn:} Fiana

wiil.
Tp_rf.
5 o
¥ o
B o
5 a
15 O
4 6
5
3 6
L4

4 6
L oQ
4 6O
& o
v A )
0
0
70
& o
& o
B o
B o
15 o
5 o
O
oo
G o
& o
4 6
4 O
o
6t o
4 o
4 O
7 b
E o
15 ©
5 o
E o
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i o
8 o
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4 ©
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X1V, FUBLICATIONS O 5CHOTT & C€CQ,,

WICHTL, G. 6 potits Morceaux de Salon sur des motifs d'apéras favaris,
Op, 31, avee acc delMana ¢
hn, 2 Meyerheer, L' Mtadle du Nord 4 0 | Woeber, Odoron
. Plutow) fedia e G e @] 6, lLossind, Gueiliamme ﬂ.gf

= Penlu Fantaisies Llcgﬂﬂtm, Op, 32, avec acc, de Fiano -
Noo [ Suppe, Mein Ocsterveich 3 4. Abt, Wenn die Schiwallien
heimwirt zishen i

|
2. Beyer, Schlmmmer-Poelka 3 6 i b i
3. Gumbert, O bitl’ euch B Kreipl,  Alatlifrarl
lizhe Vigrelein .. o 3 0 | & DI'rach, Iras Alpenhorn ..
-~ 6 petits Moreeauy de Salan, avec ace,de Mano, Op. 73
Mo, 1o YVerdi, D Cardos w9 4o Rosslitly, Greddionmed Tll ...
2. Meyerheer, Ld/ricuing .. 5 © 5. Walwer, fnrmauiis B
3. Wager, Losaizrin e, B D 6. Matscliner, Fempplert, ?’sff:’.a.u

— 12 Salonstileke iiber anspewililte Lieder von F. Schabert, Tiir Violine mad
Tiang, Cp, 822 . )
Nog, T. Der Wanderer {Le Mewner "B Haidenraslein  (la Hose

VOyagenT). 4 © sauvage] .
2, Der Miiller und der Bach g. Stirulelien {HLanmlLL Yo
(la Voix cnchantress2) ... 4 O Shakespeare ..
3. Gmte NachiiTedais we fuir) 4 o 1o Aufdem VWasser {Hm le Lv::J
4. 3ein {Lll2 2t a moi) - 4 © 1I. Die Taubenpost {1.'Oisean
5. Lifersuchlv, Btalz (Jalonsie) 4 © messagel}
6. Rastlose Licbe (Toupwires) 4 o 12, FrLthlml‘-r-.l-.f_]:n&.udlt[LLDLH[
=, Die Forelle {La T'moite} .. 4 o e Frintem)s)

— 6 Faulaisies brillantes et non detholes sur des D'JLma favoris pour Yialon
et [lano, Op. 86 :

Noo 1. Gusfare, or fe Hal m-“ﬁf-}-’-'"” o f1. foherd dr Dpedle
2. Jamp s P o Les Duridaius
3. La Dame Blastche ... .. b D Bl s e
— G Alrs favoris o’ OP‘leh italiens varics, avec ace, e Plana, Op, E:;#
Mo, 1, Errand L e 4. Torynate f'.:?rm
2. Lascia i Lammirmaos . 4 © 5. Leieargnioda i
3. La Scunambnia ., ol D G LR 7

WIENITAWRSKI, H, zue Polonaise brillante, Op. 21 ¢
Avee ace, de Piano
i o Oyehesire., .

DUOS POUR PIANO ET VIOILON,
[CONCERTANTE DUETS FuR PIANG AND VIOLIN. )

ALATRD, D, Tamntelle, Dha concertant, Op. 14 ... .
—  Barcarolle et Salarelle, Op, 26 3
No. 1. Barcarolle
2, Saltaells

BEETHOVEN, L. van. lhas, (See Complete Violin Caalogac),

BERIGT, CH. da. Collection de Tuaes concertant {zee Complete Violin
Catolognel.

DANGCLA, CH. Souvenir d'didade de tzlnck, Dua, 458 95
" Bouveniv d’ Arpeds, de Ghock, Do, Cp. g:.r
— Do brllanl sur Al de Kossing, Cl'p 111,
— Do briilant sor D S enchandd, Op, 106 .. i
— ’;IJme Ope i2g:
WNou 1. Nudin oo fofs (Fdey Freischiitr) 4 6 30 Adr Irlandais et le Carmaval
2 Strcnade doe Lon Feanr .. 4 0| de Venise .., .
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o v et
DEICHMANN, C. Sanate {in 12 minor] ... e 12 n
GERENSHETIM, F. Sonate 1abis, ... S 1e b
GOLDMARI, C. Suite in gSitzen. Op. IT .. 12 ©
—  Sonate, Op, 25 ... o o 16 o
GOUNOD, Ch, Mdiditation sor le 1er Prélwde de J. 8. Bach, pour Piono
et Violon on Visloneelle, avee accamp. «'Orgue ou d'un 2d Vieloncelle
ad lib, ” 4 6
—  Sdrdnade, pour Mano &t Violon {ou "'lr’mlmw:elle]l 4 0
GREGOIR, J. et LEONARD, H. Collection de IDuos concertants :
Mo, Lo £ Lowilireds ;’}‘uwwe’:m} 8 o 28 Fowsf de Gounod ... 5 o
- ,f"j"."-'j';"lifff s B 0| 30 LAfricaine . 3 o
3. Alrs styrhens e B @ | 3T, Roneco ot j;fm:’un 8 o
4. Dont Pasgienle 3 g | 34. D Waltdiey : w18
5. Lex ﬂﬂrlua‘pwmmmwa.ﬁ‘fm & o | 35 fMe  Medterninper  von
b, Moo o8 Fulictte .. ¥ 0 Noiwurbers (Lo Maitres-
No. Bite 13, 6 Duos o ;‘Luﬂteurq Chantenrs de f'rr.:n‘mffr.r&) 7 ©
sur des Meéladies russes, each 4 O | 30, Miez s 7 ©
No. i4. X Frevalere 8 o | 37. Lokewerin . 7T O
15 0 20, 6 lhuos sor des 38, Lus Kheingoid N
Thémes originany 30, Hdevon P o
Ne, 1. FRegrets 4 © | 40. Dan Fuan .. 7. B
2, Chant de Mai 4 © | 41, Der Freachsils 7. 0
3. Le Bal 4 © | 42. La Foeerite £ 7 i@
4. Bonheur passe 4 o | 43. S Muciie oo Sorticd (,;Umrfmv
5. Hur 'Eau 4 © i) .
6. Pensée d"Amour 4 © | 44. Furyaniie . L

21, Hraand 8 o 46 Lo Fatieean- ﬁrma’&me {Der

22. Martha B O J fliegende Isllinder) 8 o

21, L Cormawal ey erise i 4%. Nickard, Canr de Lion 70

24, Rigoletts 8 o | 48 fa Fuive . e B0

26, Tunniauser g o | 40 Adrs arlandaiz, (The Min-

27. Alirs bohemiens 7 0 strel Poy, ete.] ... e 5 oo
HILLER F', Tuetto appassionats, Op. 58 .., 8 o
- 3 Fantaisie-Sticke, Op. 142

No, 1. in C-major 50
A L 7 ©
3+ A ¥ wwr ks &
JENSEN, G. Svite (Praglediom, C"mt::n iCII:E‘lt"L et hmle}l Op.3 .10 6
EKETTEEREER, E., ot A. BERMAN. Duos cancertants [(See Cam-
plete ¥iolin Catalogue).
KUHLAT, B. 6 Sonatines faciles, prﬂglﬂ‘ﬁﬂ‘ﬂh et {]mLtr_Em Op, §5. Arr
par K. Schaab. Nos Tto6 ... ... each 3 o
LECARPENTIER, A. Peties I'antzusies sur ff&’; IIlDtlfb favoris ¢
No. 1. Lo Lhame blanche, Opays 4 o | 4 LEMdred Ameore  ,, 182 4 0

2, fa Sonpawbula o 150 4 o 5. fofarblerde Saiile ,, 183 4 ©

3. Aeichard Canrdelson,, 187 4 o 6, Norunr » 181 4 O
MOZART, W. A. Sonatas and Operas, {Sce Complete Violin Catalogne. )
STIEHIL, H. Sonate. Op. 37bis ., el ol
—  Sonare, . 106 s
VIEUXTEMPS, H., Grande Sonate, Op, 12. Nowvelle Edit., revue

ar autenr . i i . 16 D

—  Collection de Dues concerants, (See Complete Violin Catalogue.}



xvi. PUBLICATIONS OF SCHOTT & CO.,

o

WICHTL:, G, 6 petits Duoos str inotifs d'operas favoris de Verdi, Opog4: o
Mo, 3. M !rmﬂfglpf SR - & o s F Lombaral e e 4
a. fip Fwrvizta 4 O &, Rigelette 4
3. Ernani , ew B O 0. Neducoadorasor 4
— 6 petits Duos de L {_.'1'1}. 81
N, |:, Fabin oo Bore L. vies W O & Les Noces e Fiparw. ., 4
. Flan Fuan... o . 4 O 5. Fldelio ; ; 4
3 P oy . 4 0 0, fa Al frz.:'.&.:trze.'er 4
— Fetils Thaas sar des mt:llf:. -:l’ﬂlperae favoria, Op. g2
No. 1. Ml 5 v of B 5. Les Diamanis deia Couronne 4
2. Lo Burbier de Fc'"m’f.f e df B 6, Marse ” 4
3 H DSirata .. & B 7. Ler Flragons e Vitlars ]
. Famee 4 6 | B Lu Mowsqpuclairesde la Kane 4
—  Petits Duos sar des matifs d’ Clpera:-. de B, Wagmer, Op, g8 :
Noo 1. Ide Mezteretnyer vou Neirn- 3. Lhe Faldiive 4
Berg RN (- - 4. Sigpfiied 4
2. s J’t’&m:ws’d’ . 4 B 5. Gdtlerddmmerang ... 4
— Souvenir de Rossini. Tuos, Op. 101 :
No. 1. Stadit Mofer 8
2. La Fol I_.Jli.-b]J'l_,l"‘l.nCE i Chﬂrlte 7
MORCEAUX CONCERTANTS AVEC ACC.
{[CONCERTANTES FOR 2 VIQLINS WITH ACC.)
ALARD, D. Symphonie concertante pour z Violons, Dp. 31, AVEC
accogep, de Piano .. 5 X i T2
Avee ace, r.l"f]rchewtle 24
— zme Symphouie coucertante pnur 2z Vm]onq {:lp 3‘{,, .-1,\ l:';:q, accmnp n:]::
Piano = i . )
Avec ace, d'Orchestre 18
—  3me Symphonic concertonte pour 2V ml-:ms Dp 34131;, avec acc.de Piano 12
Avec ace. o 'Orchestre ... 18
DANCLA, CH. ae Symphonic cunceuﬂnte pn;mr 2 15.11:3:'.[:;51'1!-., Dl} 93
aver ace. e Plano ., %
— 3 peliles Symphaonies comcertantes p-::nur Z VmImm, Crp m-g, avec ace. de
Piana, Neos | to 3, cach
-~ Petite Feole de la Milodie, Piéces melc:dlquﬂs pcmr z \fmlmm Dp 129,
avee accong de Fiano.2 Hoaoks ... e CRCR F
LOUILS, N, [.'Amité, Fantaisic Lrillanie pl::lur 2 Vqunq, Op. 14a, aver
accamp, de Piano ... 7
MORBRET, V. ladomitve Rose ' Fité, Meélodividandaise. Do cotcertant
paur 2 Vielons, Op. 42, avee ace. d¢ Piany o
DUOSs POUR DEUX VIQOLONS,
[ULETS FOR Twa mehs..]
ALARD, D, Colicction methﬂdlquﬂ et progressive de Daas :
Letire A, {jp 22. 1r Duoélémentaive 3 o | G Op. 23, yme Duo facile ... 4
3% es EERE . 3 o|H, , ., SBme ., 4
rr o2y 3IME,, i 2 | I oy TYoigme o bril]:mt, 6
1. b i AT 5 3 oo By Giaome | &5 &
BE 23 guie ,, facile 4 6|1, ,, ,, Lime |, 5 f
¥y, bme ,, " 4 6|M. ,, , I2me ,, 5 &
BERIOT GH dEI 3 Duos concertants, Op. 57, Nos, 1toy .. each 7
— 2 pctm Iuos dlémentatres, Op. 87 .. 7
— 6 Dhios camactédstigues composes sur des mn_':am':-. du E:ﬂh:t Espa.gnu] r.!e
N Youszoupol, Op, 113 . R

{bﬂ:., also 3 Stadies for the Violin, )

v e B i
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DAHOL& CH. 3 Sonates faciles el Leillantes pour Violon avec ace. 5 o,
Lun 2d Vielon. Op. 138 o
{See, also %tuclmﬁ ior lhe leln i
FIORILLO, P, & Duos concertants, Op. 1o, Nowvv. Edition, revue et
angmentée par J. N. Ranch. In 3 Hooks .. tvach 5 o
6 Duos concertants, Op, 74 In 2 Books .. i1 79
HERMAN, A, 3 Duos concerlanis {noyenne foree). Op. 130 ... 5 o
M.&E.&S. F. Callection progressive
Tettre A, 13 petits Duos, dediés aux jeunes éléves, Op.38, In2Bks,each 8 o
B. 6petits Duos, dédies aux eléves.  Op. 39. i a 8 o
C. O lmos brillants, dédids aux amatenrs. Op, 40 o e o 0
1). 6 grands Duos, dédids aux artistes.  Op. 41, o w 0o
— 6 Duos faciles et progressifs.  Op. 46... e B
~— 3 Duos brillants.  Op. 66 : . Io B
— 3 Duos brillants. Op. 6 . g Fas P o E
«= & Duos faciles ot hrﬂ]ant:-. dédids aux ]Luncailcu es. Op. 82, 2 Books, each 9 o
«  Lollection de Dhos de Salon,

Ir Volume. 6 Duos brillants. Op. 83. In 3 Books... .. sach & ©

2me Volume, 6Duoshrillants,  Op. 84 44 v 79
— Le Lyete du Violoniste.

fre Annce. 1§ Duos abdeddaires concertants,  Op. 85, 3 Books, each 7 o
Zine  ,, g Duos €lémentaires,  Op. 86, 't i+ ¢ 9
ame |, g Dos ("Emulation concertants, Oy, 87, i1 by 3 0
4me & grandds Duos de Salon concertants. Op. 88, , s 8 0
PLEYHL, J. 6 petits Duos élémentaires. Op. 8 ... . T O
— 6 Tes. Op. 23. 2z Bonks ., .. ®ach g4 &
— 6 Dues, Op. 24, Nouvelle Edit. Jn 2 Books ... e Wl O
~— 6 Duos faciles etpmgresa:l’s Dp 438... % ca 9 @
— 3 Dues faciles ., 4 O

?IDTTI J. B 6 Uuos C!p 23 {5111 Hmk of Duos] Louvelle ]:.dlrmn
In 2 Bools . .. each 8§ o

TRIOS TOUR VIODLON.
{([TEIOR FOR VIOLIN.)

DANCILA, CH. 6 petits Trios faciles et concerlants pour 3 Vielons, Op.

oo, Tn 2 Books ... .. each & ©
H.E..NSEL P. 3 Trios pour 2 Violons ot Violancole, Cip 30 g o
MAZAS, F. 3 Trios pour 2 Viclons et Allo ou Vicloncelle, Op, 18 g 0
PAGANINI, N. (Euvres posthumes. No. 18, Sonata per Vieline prin-

cipille con accomp. di Violino e Violoncello W
VIOTTI, J. B. 3 Trios pour 2 Viclans et Violoncelle. Dp IE o 12 o
— Id. In 3 Nos. . 53 e obEch % 0
WANBAT, J. 3 Trios fa.m]Ls pour z 1 IDanS ct leanccllc ou Tlutc,

Violon, &t Violoncelle : 60 3 o
FETIB F. J. Bingraphical Natice of Nicolo Paganini, followed by an
ﬁna]}hm of his Compasitions, and preceded by a Sketch of the Hntm?r

of the Violin, Secoml, carefully revised Edition, with Paganinis

I'ortrait, ., . e Left
— Id. bound in cluth o
HART. G, The Violin: its Famons Makers aad their Imitators.  With

numerous Waood Engravings.  In 8vo, bound in clath, gilt ... nelt 10 6
— Id. In 4to, beautifully hound, gilt {l"ngmvlng:, on toned paper) ., n 21 ©






