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INTRODUCT ION

The violin wgs first recognized and adopted as a solo
instrument in the beginning of the seventeenth century.
From the first real violin virtuoso of that period, Biagio
Marini, to the eminent German violinist, Ludwig Spohr, vio-
lin technique and music developed to unbelievable propor-
tions. In 1782, Nicolo Paganini, a contemporary of Spohr,
was born. He was to become one of the truly great figures
of the violin world. His enormous virtuosity and ingenuity
led him to develop and extend the range and scope of violin
technique to such an extent that no further real contribu-
tions to this technique have since been made.

The purpose of this paper is to enumerate, analyze,
and discuss the most complicated and ingenious devices used
by Paganini in his compositions. Tonal, stylistic, and
technical devices will be explored. No attempt will be made
to trace the evolutionary development of violin technique.

The sources of the musical examples used in this work
are indicated in Chapter III. As it is almost impossible to
get authentic versions of his compositions, these sources

for the most part are edited versions. However, two works,

- "Nel cor piu non mi sento" and "Duo de Paganini,® have

been taken from a work by Charles Guhr who attended Paganini's

concerts and wrote these pieces as he heard them performed.



DEVELOPMENT OF THE VIOLIN

There is general agreement that the first forms of the
true violin came into existence in the first third of the
sixteenth century. Several medieval instruments contribu-
ted to its formation: the Welsh or Keltic Crwth, also known
as the bowed lyre; the Arabian rabab or rebecs and the
fiddles, along with their descendents, the viols.l A wealth
of material hés been amassed concerning the gradual evolu-
tion and modification of these instruments, but the origin
of the violin remains rather obscure.

Curt Sachs believes that three instruments in their
sixteenth century form had contributed to the development
of the violin: the modified rebecs, which had three strings
tuned in fifths identical with the three lower strings of
the violin, the viola, and the tenor wvioling the fiddles

which were tuned in g g' 4d' a' e"3; and the Viole da braccio

(arm viols) which corresponded to the bowed instruments of
tOday 02
The oldest true violins came from the workshops of the

violin makers Gaspar da Salo (1542-1609) and his pupil,

lourt Sachs, The History of Musical Instruments (New
York: W.W.Norton and Company, 19%0), D.208. DPP+276=277+ De347.

2Tbid., pp.355-356.
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Giovanni Paolo Maggini (1581-1632) of Brescia.3Andrea Amati
(1535-¢c 1611) was the founder of the renowned center of
violin making in Cremona which developed at about the same
time as the Brescian School. Andrea Amati, his two sons,
Antonio (1550-1638) and Geronimo or Hieronymus (1551-1635),
and his grandson, Nicolo (1596-168k4%), determined the forms
of violins for more than one hundred years, and created its
classic shape.h The two brothers, Antonio and Geronimo, were
responsible for the artistic development of the violin. It
is believed that they were mathematicians and that credit
for the methodic geometrical and flowing curvature of the
violin belongs to them. Geronimo, working independently of
his brother, was said to have made violins of a larger
pattern and superior quality.

Nicolo Amati was the greatest luthier of the family.
He did not materially alter the model developed by his
father and uncle, but made many improvements upon it, cre-
ating a more graceful outline, using a deep rich-colored
varnish and better proportions in the thickness of the wood
and the elevation of the back and the belly, His violins
possessed the same clarity of tone as those of the older

Amatits, but they had greater power and intensity. He also

3paul Henry Lang, Music in Western Civilization (New
York: W.W.Norton and Company, Inc.,,l9%Ll), pe.24O.

Ll'Sachs, op._¢it., p.358.
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made violins of a larger pattern called the nGrand Amati's."5
Nicolo Amatit's most famous pupil was Antonio Stradivari
(1644-1737) who produced the greatest number of violins,
many of which are the finest and most perfect specimens in
the world., The first violin to bear his name is dated 1666,
recorded by Alfred Hill of ILondoh. The label reads:
"Antonius Stradiuvarius Cremonensis Alumnus Nicolal Amati,
Faciebat 1666," followed by the familiar Maltese cross and
the initials Ae. S. enclosed within a double ecircle, His
violins of this early period followed Nicolo Amati's smalle
er pattern and were of poor material, covered by a thick
yellow varanish. His apprenticeship is believed to have
ended around the year 1666, but the pattern of his work as
described above continued until 1684%. He created the "ILong
Strad" in 1690 and followed this pattern up until 1698.
The backs of the " Long Strad" were nearly always cut in one
biece, and the varnish was of a rich hue of amber and red.
His finest violins were made after 1710, but it was during
the ten years which preceded this date that he settled upon
the pattern for his violins. These instruments were neat
and compact, fourteen inches in leﬁgth, with light edges,

accurate corners, broad graceful sound holes, graceful

SPaul David, "Amatiy" Groves Dictionary of Musiec and
Musicians, ed. J.A, Fuller Maitland, I (1911), 75



scroll, and a softly textured varnish.®

No enumerabtion of physical characteristics can describe
the true value of a fine Stradivarius. No other violin,
except for a few Guarneriuses del Gesu, possesses all of
the superb qualities found in one good Stradivarius. The
homogeneity of the four strings, the beautiful tone and
carrying power, and the instantaneous response of this
instrument is unparalleled .

Joseph Guarnerius (1687-after 17h42) was another great
master of the Cremona School. He was known as Guarnerius
del Gesu because of the I.H.S. which he added to the labels
in his violins. He was the pupil of his cousin Joseph
#Filius Andreae," but he patterned his violins after the
powerful and rugged instruments of the Brescian School,
and made some extraordinary violins, well known for their
powerful tone, However, the outward appearance of his in-
struments shows a great carelessness in craftsmanship com-
pared to the meticulous work of Stradivarius.7 Paganini

owned the most famous Guarnerius which he called hion cannon,

better known as "The Cannon Joseph.!
To date, no other violin maker has equaled or surpassed
the two Cremonese masters, Stradivarius and Guarnerius del

Gesue.

6E. Heron-Allen, "Stradivari," Groves Dictionary of Mu-
sic and Musicians, ed. JeA. Fuller Maitland, IV (1911),707-712.

7B.J. Payne, Esg.,"Guarnieri," Groves Dictionary of Mu-
sic and Musicians, ed. Je.A. Fuller Maitland, I1 (1911),253.




CHAPTER I
VIOLINIST~COMPOSERS PRIOR TO PAGANINI

From Fontana (d.1630) to Spohr (1784%-1859), violin
technique and playing had developed to unbelievable pro-
portionss however, with the advent of Paganini, the entire
concept of violin playing took another path and reached a
technieal climax.

The seventeenth century was really the beginning of
the period in which the violin was recoghized and adopted
as a solo instrument. Each decade, each gquarter of a cen-
tury, each violinist-composer and each Italian city, con-
tributed to the development of the violin. It was in Italy
that the masters of this instrument became continental
"Masters" spreading their knowledge across Europe, specifi-
cally, France, Germany, and later Belgium, through their
able pupils.

Germany was also developing her native talent at this
time, producing such eminent violinists as Thomas Baltzer
(c.1630-1663), Johann Fischer (c.1650-c.1720), J.J. Walther
(1650~1717), Franz Biber (1644-1704), Nicolas Adam Strungk
(1640-1700), and Georg Philipp Telemann (1681-1767). France
lagged far behind Germany and Italy, and did not make any

real contributions to violin technique until the advent of
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Jean-Marie Ieclair (1697-176h4) and Pierre Gavinies (1728~
1800) .1

Various violin schools mushroomed in Italy, in Venice,
Bologna, Modena, Rome, Padua and Turin, respectively.
From Venice came the first real violin virtuoso, the Lome
bard Biagio Marini (1597-1667), believed to be Fontana's
pupil. Marini's YRomanesca®" for a soclo violin with bass
ad libitum is probably the first published composition
written for the solo violin and contains the first known
application of the trill.2

In the next generation, the following violinist-com-
posers came to the forefront: Giovanni Legrenzi (c.lé25-
1690); Archangelo Corelli (1653-1713)3 Maurizio Cazzati
(1620-1677)3 G.B.Vitali (1644-1692); Alessandro Stradella
(c.16%45-c.1681); Giuseppe Torelli (1650-1708), and G.B.
Bassani (1657-1716) who set the model for a century of in=-

strumental music.3

Bassani is believed to have been the teacher of

14.W. Cobbett, Esq., "Violin Playing," Groves Diction-
ary of Music and Musicians, ed. JeA. Fuller Maitland, V
(1911), 319. 321.

2E, Van Der Straeten, The Romance of the Fiddle (London:
Rebman Limited, 1911), p.lt. p.19. '

3Paul Henry lang, Music in Western Civilization (New
York: W.W. Norton and Company, Inc.,19%1), p.343.




Corelli. Born in Fusignano, Corelli was the founder of

the Academle de Violon in Rome. Despite this fact, Corelli
represents the consummation of the Bologna style. After
two and one-half cenbtur&és his Twelve Violin Sonatas, Op.5,
are still considered masterpieces and excellent studies

for the student violinist. One of the best known is the
Sonata No.l, entitled "Folies d'Espagne® which has been
arranged and re-arranged by the most eminent violinist-
composers of the past and the present. Bukofzer states
that "Corelli can take the credit for the full realization
i

of tonality in the field of instrumental music."' Corelli's
ideas and the perfection of his style brought to the full-
est realization the tendency of the Bologna School toward
formal clarity, stylistic elegance, and contrapuntal de-
sign. The Baroque sonata da camera and sonata di chiesa
were definitely established by this school.”? Corelli re-
jected the complicated virtuoso writing of some of his con-
temporaries, particularly those of the German violinists,
with their forced polyphonic texture, double stops, and
other effects alien to him. His ideal was the sensuous

expressiveness of the human voice.6

YManfred F. Bukofzer, Music in the Baroque Era (New
York: W.W. Norton and Company, INCe,l947), De222.

DBukofzer, op. Cit., p.223.  OILang, loc. cit.
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Corellit's illustrious German contemporaries were Franz
Biber (1644-170%) and J.J. Walther (1650-1717). Biber ex-
plored and advanced the technique of the violin, but never
allowed technique to become an end in itself. Particularly
famous are his Mystery Sonatas written about 1675, based upon
a Biblical incident. His "Resurrection Sonataj" No.ll,
contains a Passacaglia for violin and continuo in which
the resurrection theme, "Surrexit Christus Hodie," serves
as a basso continuo ground. The violin part in this section
uses scordatura. Biber used two types of scordatura: in one
the strings were tuned to a,e',a',d"; and in the other to
g, d', a', 4", which greatly facilitated polyphonic playing.
Biber is also considered the inventor of the solo sonata
without accompaniment, a typical German invention.’/ Iater
on, J.8. Bach (1685-1750) enriched the literature of the
violin by-six masterpieces: three partitas in the style of
sonata da camera and three sonatas in sonata da chiesa
form.

JeJe. Walther made use of fast passages, bouncing bows,
double~stops and the accompaniment of a melody in left~hand
pizzicato. Walther's Hortulus Chelicus was the first vio-
1lin instruction book to be published in Germany and contains

sonatas and serenades which make use of multiple stoppings.

7Bukofzer, Ope Cit., pel116.



10
The title of the last of these twenty-four pieces may serve
to show the novelties which he introduced to the art of
violin playing, "Sérenade for a chorus of violins, trembling
organ, small gultar, bggpipe, two trumpets, kettle drums,

German lyre and muted harp," for a single violin.8

The great violinist-composers after Corelli were E.F.
dalltabaco (1675-1742), T, Vitali (1685-1750), F. Geminiani
(1687-1762) and the most famous, technically, P. Locatelli
(1693-1764).9 These violin personalities began a new trend
towards melody, sonority, and, above all, virtuosity. Pietro
Locatelli, a pupil of Corelli, was perhaps the boldest and
most original of them all. He departed greatly from his
master's style, inventing new combinations in tuning the

violin, in the use of double-stops, arpeggios, and harmonic

sounds. His famous work, the Arleds Nuqva Modulazione,
contains all of these innovations. He had many imitators,
namely, Lolli, Fiorillo, and above all, Paganini .10
Locatelli turned the moderh concerto, in a highly personal
manner into a vehicle for stupendous virtuosity. The tech-
nical demands of his Capricci, his optional cadenzas for
the solo concertos, have hardly been surpassed even by the

composers of the classical period.ll

81pid. 9Lang, op. cit., Do483.

10paul David, "Locatelli," Groves Dictionary of Music
and Musicians, ed. J.A. Fuller Maltland IT (1911), 756=759.

llpukofzer, ope cit., pp. 231-232,
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Geminiani, also a pupil of Corelli, wrote and pub-
lished a violin manual, in which, for the first time in
music history, he advocated holding the violin on the left
side of the tailpiece., This established the manner in
which the violin is held, with the later addition of a
chin~rest and shoulder pad. This manner of holding the
violin has contributed greatly to the development of modern
violin technique.12

Another pupil of Corelli, Lorenzo Somis (1676-1763),
is considered by many authors to be Corellits most famous
pupil. His fame rests upon the many famous pupils, he,in his
turn produced: Ieclair, Pugnani, and Giardini., Pugnani
was the teacher of Viotti,'d

Jean-Marie Leclair (1697-1764) was the first notable
French violinist-composer to write difficult technical works
for the violin, including passages of up and down bow
staccato. His music indicates that he utilized the seventh
position and used double-stops very freely -- at times
writing entire passages in double-stops.lh

Pierre Gavinies (1726-1800) is regarded as the most

eminent representative of the French school of violin playing,

lgStraeten, op. cit., p.238.

13george T. Ferris, The Great Violinists and Pianists
(New York: D.Appleton and Company, 1881), De2l.

1,'PL:i.onel De Ia ILaurencie, L'Ecole Francaise de Violon:
de Inlly a Viotti (Paris: Librairie Delagrave, 1922),1, 329.
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if not the founder. His teachers are unknown, and it is
believed that he was self-taught, developing his style
after the TItalian virtuosi who frequently traveled through
France. He received an appointment as Professor of Violin

at the Institut National de Musique which wgs founded in

1795.15 His Vingt-Quatre Matinees are extremely difficult
technical studies, useful only to the very advanced‘student.
A contemporary of Geminiani and Locatelll, Giliseppe

Tartini (1692-1770) was the founder of the Paduan School,

He 1s known for the great advances he made in the use of
the bow. It is thought that Tartini actually contributed
to the changes in the form and shape of the bow which were
finally perfected by Tourte. His work, L'Arte Dell'Arco,

is a series of fifty variations, based on a Jjig by Corelli,
for the development of the technic of the bow.l0 While this
work seems to be primarily for the right hand, its value
in the development of the technique of the left hand should
not be overlooked. It is not intended for the beginner and
only an accomplished violinist can derive any benefit from
it.

The art of bowing was Tartini's primary concerny, and

this is again indicated in his "Letter to Signora Lombardini,

l?Laurencie, op. cit., II, 298,
16gtraeten, op. cit., De229.
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which serves as an important lesson for violinists. His
third work was on embellishments, entitled Iraite des
Agrements de la Musigue, printed only in a French trans-
lation by P. Denis in Paris in 1780, 17

It is also interesting to note that Tartini is be-
lieved to have held his violin on the right side of the
taillpiece, although this was considered a barrier to the
development of violin technique by his contemporaries.

With Tartini, the Italian school of violin playing
reached its climax and his pupils, along with those of
Corelli, became the connecting link between the Italian
schools and those of France and Germany,

GeB. Viotti (1753-1824) was undoubtedly the greatest
classical player of his time and also the originator and
founder of the modern school of classical violin playing.
Viotti's compositions lack originality, but they are filled
with the dignity of fine ideals. Despite his masterly
technique, he treated the violin first and foremost as a
voice part avoiding unnecessary acrobatics and gave care-
ful thought to his phrasing. Tartinits mexim is fully
exploited by Viotti: per ben suonare, bisogna ben cantare
(to play well, it is necessary to sing well). Viottl was

one of the first composers to write violin concertos which

Astraeten, loc. cit.,
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used the full resources of the accompanying orchestra. He
wrote a great number of works for a varied combination of
instruments, and, above all, twenty-nine concerti for the
violin. His Concerto No.22 is the best known and the most
often played, primarily as a study. Occasionally, however,
it is performed.1
Viotti established the fundamental principles of vio=
lin playing. He did not attain the marvelous skill of
teehnique, the varied subtle and dazzling effects with
which his successor Paganini was to amaze the world, but
from all reports, his performance must have been character-
ized by great nobility, breadth, beauty of tone, combined
with a fire and agility unknown before his time.Ll9
Viotti was one of the first to use the Tourte bow,
that indispensable adjunet to the perfect manipulation of
the violin. The Tourte bow enabled the violinist to ex-
ecute every bowing found in violin technique with greater
ease and delicacy of shading. The bow is most responsive,
flexible, well~balanced, and all of the imperfections of
its predecessors have been eliminated.
. Touis Spohr (1784-1859) was a pupil of F. Eck of the
Mannheim School. Iater on Spohr was to be the founder of

a violin school in Germany, which functioned in a more

18pranz Farga, Violins and Violinists, trans., Egon
Larsen (London: Rockliff Publishing Corporation ILitd.,1955)
pp. 149-152,

19rerris, op. cit., D39
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extended and vigorous scale than those of any of his pre-
decessors. One of his contributions is a work entitled
Violin-School published in 1831. This work is useful for
the performance of his music, but it has no value for a
beginning student. Of his seventeen concerti, Nos. 7, 8,
and 9 are the most important. They are very effective
virtuoso concerti and contribute greatly to the develop-
ment of advanced violin technique with their very fast
passages and difficult double-stops.

Spohr was too original to remain fettered by any school.
He developed a style of his own in performance as well as
in composition. He treated the violin as a singing instru-
ment, which is evident in the slow movement of the ninth
and other concerti. The lighter and freer style of bowing
which originated with Paganini, a style that has been adop-
ted more or less by all modern players, was not to his taste.
He disliked the spring-bow. In Spohr's time, his concerti
presented abnormal technical difficulties. He was a pro-
lific composer, but never seemed to have been able to step
out of a given circle of ideas and sentiments. He never
left the eircle of his own individuality but drew every-
thing within it.20

Tn 1784 another violinist was born, one of the greatest

20paul David, "Spohr," Groves Dictionary of Music and
Musicians, ed, J.A. Fuller Maitland, IV (1911), ,641-045,

)
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violinists of all times, Nicolo&Paganini. He can be con-
sidered a self-taught violinist, since he was too far ad-
vanced for the teachers under whom he studied as a child.

In 1799, Paganini, together with his family, retired
to the suburb of Polcevera, a short distance from Genoa.
He made frequent trips to Di Negro's library where he was
able to study the music of all the masters of the preceding
two centuries.2! It is a well known fact that Pietro

Locatellits Arte di nuova modulazione was practically a

bible to him. G.I.C. de Courcy reports an interview between
Paganini and Boucher de Perthes, in which Paganini stated
that there had been no formative influences in his earlier
years except for Gnecco, Durand and Locatelll.2?
During his residence in Polcevera, Paganini devoted
himself to the study of music, composition, and the violin.
He explored and extended the possibilities of the wviolin
to its fullest. Indeed, no further innovations have been

made in violin technique during the one hundred and twenty-

three years since Paganinit's death.

2lpence de Saussine, Paganini (London: Hutchinson and
Company, ILtd., 1953), pp.33-3k.

22Pa%anini The Genoese (Norman: University of Oklahoma

Press, 1957), I, 2C.

In this work the date of paganini's birth is given as
1782.

g



CHAPTER II
PAGANINI AS A VIOLINIST AND COMPOSER

Numerous books have been written dealing with the life
of Paganini, but very few attempts have been made to explain
his ability to execute the fantastic devices which are found
so extensively in his works. His ability may perhaps be ex-
plained simply as the result of a consummate talent. When-
ever an analysis of his manner of playing is made, the author
invariably refers Lo L'Art de jouer du Violon de Paganini
written by Charles Guhr.l

Charles Guhr was the leader and conductor of the
theatre orchestras in Frankfurt-on-Main and Paris and had
set himself the task of discovering Paganini's "Secret.%
Guhr, who was also a violinist, attended many of Paganinits
concerts, taking notes on his posture and the way in which
he heid his instrument and drew his bow.> As he never
succeeded in viewing any of Paganini's original manuscripts,
all of the music found in his book was written from memory,
and, therefore, understandably, contains errors. Guhr des-

cribed his book as an appendix to existing violin methods

l(Paris: Henry Lemoine et Cie. Editeurs, n.d.)

2Renee De Saussine, Paganini (London: Hutchinson and
Company, Ltd., 1953), p.173.
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and, in it, he analyzed Paganini's music and his manner of
playing. It also contains an extensive section on the study
of single and double harmonics.

Since Guhr has written the only extensive eye-witness
account of Paganini's performances, it would be interesting
to examine those portions of his book which deal with the
mammer in which Paganini's playing differed from his cone
temporaries.

According to Guhr, Paganini differed from his contem-
poraries in his stance, the manner in which he held his
violin, and the position of his arms as well as his manner
of drawing the bow and the type of bridge used. Guhr de-
scribes the position of Paganinit's body as follows:

L'attitude de Paganinl n'est pas genee, quoique moins
noble que celle de Baillot, de Rode, ou de Spohr. Le
centre de gravite de son corps est dejete a gauche, et
son epaule gauche se porte plus en avant que les maitres
que je viens de citer ne se le permettent.

(Paganinits attitude is not constricted, although it
is less noble than that of Baillot, Rode, or of Spohr.
The center of gravity of his body is thrown to the left,
and his left arm is more advanced than the masters I
have just cited will allow themselves).

He describes the position of Paganini's right and left

arms as follows:

Ie bras droit est applique au corps et ne se meut pres-
que jamaisj le poignet seul fortement flechi, jouit chez
Paganini dl'une grande mobilite; 1l se meut avec aisance,
et dirige avec une prestesse admirable les mouvemens
elastiques de lt'archet: seulement, dans les accords
qu'on attague vigoureusement avec la partie inferieure

de ltarchet, pres de la hausse, il eleve un peu le coude
et ltavant bras, en les eloignant du corps.
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(The right upper arm is applied to the body and al-
most never movess only the wrist which is strongly
bent enjoys a great mobility in Paganinij it moves
with ease and directs with admirable speed the elastic
movements of the bow: only, in the chords which one
attacks vigorously with the lower part of the bow,
near the frog, does he raise the elbow and the forearm
a 1little, by moving them away from the body).

On a enseigne jusqu'a present que le bras gauche doit
rester dans sa position naturelle, de maniere a ce que
le coude soit place verticalement audessous du milieu
du violons c'est toujours la position la plus naturelle.
Celle de Paganini est plus forceej; it tient le coude
fortement applique contre le corps, et la partie su~-
perieure du bras en dehors.

(It has been taught up to now that the left arm should
remain in its natural position, in a way that the elbow
is placed vertically beneath the middle of the violinj
it is always the most natural position. That of
Paganini is more forcedj he holds his elbow strongly
applied to his body, and the upper part of the arm is
turned out).

He goes on to describe the bridge used by Paganini:

Ie chevalet de Paganini est un peu moins convexe que
celul des autres Violonistes, ce qui lui donne plus de
facilite dans les positions superieures du manche, et
lui permet de toucher trois cordes a la fois. ILes
cordes sont eloignees du manche tout Juste assez pour
eviter leur frottement contre le bois.

(Paganini's bridge is a little less convex than that

of the other violinists, which gives him greater
facility in the higher positions of the fingerboard,

and permits him to touch three strings at the same

time. The strings are just far enough away from the
fingerboard to prevent their rubbing against the wood) .3

Guhr describes at length Paganinit's manner of bowing
and the various strokes used by him to'execute all of his

bowing innovations illustrated in Chapter III of this paper.

3Guhr, Op. cit., p.lte trans. by present writer.
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BEssentially, Paganini used only that part of the bow from
the middle to the tip, except when playing chords or sing-
ing passages in legato, at which time the entire bow was
brought into play. There is a striking contrast between
the manner in which the detache bowing was accomplished
by Paganini and the method advocated by the Conservatoire
de Paris which 1s still followed to this day. The detache
bowing is ordinarily played from the middle to the tip of
the bow. This length of bow 1s required to set the string
into vibration. Guhr states that Paganini barely used the
middle of the bow, attacking the string with a brusque
jumping and whip-like movement. He used only that length
of bow which wgs necessary to vibrate the string.LF

Paganini devoted himself to the mastery of his tech-
nical weaknesses, as he saw them, and practiced endless
hours to overcome the difficulties found in his own compo-
sitions. He mastered the violin as completely as was human-
1y possible and, if legend is to be believed, discovered the
secret of playing without practicing. However, more im-
portant than the secret of playing without practicing is the
secret of his tremendous facility. How this facility was
acquired is unknown to us. The only facts which can be re~

lied upon are the documented reports of Guhr which deal

“Guhr, oD cit., P.9.
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with the physical aspects of his playing. To the extent
that Paganini is considered the worlds greatest violinist,
the physical aspects of his technique must be considered
an important contribution to the conquest of the technical

difficulties of the violin.

Paganini as a Composer

The musical style of Paganini's compositions closely
followed the Italian bel canto style of singing. His themes
are lyrical and melodious. Technically, he imitated, and
at times, surpassed the prowess of a coloratura soprano.

The greater emphasis in the interpretation of Paganinits
music, therefore, resides in the ability to execute the
intricate techniecal devices found therein.

Paganini's Twenty-four Caprices are one of his most
important works for the reason that each caprice requires
and demands from the performer the hiéhest virtuosity, and
taken as a whole, the caprices cover the entire scope of
violin technique, except for natural, artifiecial, and double
harmonics.,

One possible reason which can be given for the omission
of harmonics in this work is that harmonics cannot possibly
be played at the same speed as regular double-stops, or
single notes in fast passages. Whenever Paganini uses

double harmonics as in his concerti and other pieces
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( to be discussed later), they are always found in the
singing passages at a relatively slower pace. No matter
who the performer, from Paganini to Heifetz, it is an human
impossibility to play harmonics wvery quickly. The only in-
stance.in which harmonics can be played at great speed is
vhen they are found in chromatic succession, and this would
not have been a Lour de force for Paganinli or any violin-
ist, for in order to play harmonics at the same speed as
ordinary passages, a new fingering and a new notation must
be employed.

Paganini seldom repeats himself in the caprices, and
it would seem that he intended to make each caprice a
masterpiece of difficulty, presenting as many innovations
as was possible. It is obvious that he succeeded. Each
Caprice is unique. For example, in Caprice V, Paganini
makes use of saltato bowing throughouf the vivace section.
This bowing, actually a type of jumping sbtaccato as used
in this piece, is terribly difficult and is séldom per-
formed even by the great virtuosi of today. Instead of
the saltato bowing, a spiccato bowing is almost invariably
used.

Another innovation is Paganini's use of left-hand
pizzicato which appears only in the ninth variation of
Caprice XXIV. In the eighth variation of the same caprice,

there are chords to be played in the same direction; four



23
chords to a measure to be played down-bow in the first
measure; up-bow in the second measure and so on through-
out the caprice, but as an accepted rule every violinist
disregards this bowing, playing the chords with alternate
up and down-bows.

A1l of the caprices contain double, triple, and quaé
druple stops, except for Caprices II, V, XIT, and XVT.
Although these four caprices differ from one another,
they still have the use of the bow in common, which is of
primary importance. Caprice II does contain seven measures
of double-stops which consist of sixths, tenths, and thirds,
but these double-stops are not difficult. The difficulty
in this caprice lies in the use of the reboinding bow and
the need for clear tone production while crossing the
strings. The mastery of the string transfer is the greatest
requirement.

Caprice V, as already mentioned, requires the mastery
of the saltato-staccato bow; Caprice XII uses the undulating
bow, and Caprice XVI is a perpetual motion piece which con-
tains accented notes, produced by the bow at a very rapid
tempo. Producing the accentuation without interfering with
the tempo is the difficulty here as the accent marks in-
dicated by forte are often placed on irregular beats.

Tt is interesting to note Paganini's ingenuity in all

of his compositions and especially in his Caprices. Nowhere
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in the canon of violin composition do we find such inter-
esting studies and masterpieces all in one book and by the
same author.

For example, Caprice I is an important study of the
arpeggio jumping bow, containing combingtions of double-
stops in triplets. Caprice III is composed of fingered
octaves in the first part; in the second part Paganini
makes use of legato bowing, four measures to the bow, con-
taining about twenty~-four notes to be played at a presto
tempo. It also contains double trills performed in octaves.
Caprice IV is entirely in double-stops and requires a
mastery of the bow. In the first sixteen measures the
bow never leaves the strings. In addition the piece con-
tains chords, trills on chords, sixths, tenths, and other
intervais.

Caprice VI can be considered particularly important
for the development of the technique of the left hand. In
this respect it can be literally called a study, since
practicing the caprice will contribute to the strengthening
of the fingers, improve the stretching ability, give inde-
pendence to the fingers and develop a tremendous facility
for trills in double-stops. The contribution it makes to
the technique of the right hand is to develop the ability

to maintain an uninterrupted sound level on two strings.
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In Caprice VII Paganini employs extensive flying
staccato, spiccato, and chord combinations. Caprice X
is composed strictly of staccato bowing in different
rhythmic combinations. Caprice XIII is well known and has
been traditionally entitled "Le Rire'" because the opening
measures remind us of a human laugh. . The caprice is an
amalgamation of double-stops composed of chromatic thirds,
sixths, octaves, and tenths, ascending and descending. The
octaves are used in whole or broken form.

The corrente of Caprice XVIII is played entirely on
the G string, shifting between the third and seventhsposi-
tions in broken chord passages using staccato bowing. The
second part, an allegro, is very similar to the double-stop
passages which he uses in his concerti, and is entirely in
thirds. There are only four chords to indicate cadences,
Caprice XIX 'is a‘study of light staccato and double-stop
combinations all in staccato. For the second time, as in
the preceding caprice, he uses the G string for sixteen
measures but with skips extending from the third to the
tenth position to be played at a very fast.bempo. In the
tenth measure, he has an ascending scale of two octaves,
covering the second to the eleventh borrowed position which
is to be played in spiccato.

Caprice XX makes use of open strings for background

or pedal point sound, giving the effect of a bagpipe; In
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the seventeenth measure the same effect is transferred to
three strings to be played simultaneously, without breaking
the continuity of the sound. In the second part hesuses
trills on the firs? and second beats of each measure which
are very difficult and effective. ‘

Caprice XXI, entitled "Amoroso" is a beautiful singing
piece written entirely in double-~stops. It is played on the
@ and D strings; then a fast scale passage takes it to the
:A and E strings where the main theme is repeated in its
entirety, one octave higher. It is in Aa Ba song fonm in
the first part; in the second part, which is a presto, we
find a combination of scales ascending and descending, and
arpeggio passages using the staccato bowing.

Caprice XXIV is the best known and most widely exploi-
ted of all. Liszt, Brahms, and Rachmaninoff have all writ-
ten variations based on the main theme, and it must be noted
that this is the only caprice written in the theme and vari-
ation form.

However, the theme and variation form is extensively
exploited by Paganini in his other compositions, namely
UCarnaval de Venisej" Variations on the G string based on

Rossini's "Moses3® "I Palpitif" Sixty Etudes in Variation

Form; "Theme and Variations" (non piu mesta); Sonata in A
major, as well as in a few of his Sonatas for violin and

gulitar and in Introduction et Variations sur le theme
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"Nel cor piu non mi sento" and in "Le Streghe® (The Witches
Dance).

The most brilliant works of Paganini are his concerti
which are masterpieces both technically and musically.
only two of the original four concerti are available to us
today: the Concerto No. 1 in E flat major (D major), Op.6,
and the Concerto No.2 in B minor, Op.7.

The character of both concerti is that of a lyric
opera containing bravura passages. One might imagine one-
self listening to a nineteenth century Italian opera by
Rossini with the singers replaced by the vielin. The
second movements of both concerti are extremely melodic and,
curiously enough, do not contain any virtuosic acrobatics
save the three measures in double-stops and double harmonics
found at the end of the second movement of the B minor Con-
certo. ‘

Prod'Homme describes the second movement of the B @ajer
Concerto as a beautiful dialogue between the fourth string
and the other three.5 There are very simple but beautiful
ornamentations in this movement reminiscent of a coloratura
soprano vocalizing.

The B minor Concerto is famous for its third movement

known as "La Campanella," or the French title "ILa Clochette."

5J0G0 Prod‘thomme, Paganini (Paris: Librairie Renouard,
1927), p.118.
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This Rondo movement is much more frequently performed as a
solo piece than the concerto itself. This third movement
is not only performed by violinists, but it has been arranged,
in its entirety, for the piano by Liszt and widely played.
It has been arranged also for orchestra in recent years.

These two concerti contain all of Paganini's innova-
tions. In the D major Concerto, the passages range from
the simplest single melodic line to the most complicated
technical device. In the first movement, for example,
he uses thirds in fast succession, sixths, octaves, tenthsy
rapid scales in 32nd notes, skipping of strings, chords,
chromatic passages performed on one string, arpeggios,
combinations of thirds and fourths using three strings,
and combinations of ascending arpeggios with descending
scales in harmonics and four notes of left-hand pizzicato.

For tonal color, he uses long passages played solely
on the G string, extending to the tenth and eleventh posi-
tions.,

The bowings used in this movement are legato for sing-
ing passages, scales, arpeggios, and chromatic passages;
and detache, spicecato, and ricochet for the remaining
passages. In the first two and one-half measures of the
third movement, he uses four different types of bowings
ricochet for four notes; staccato for two notes; spiceato

for another two notes, and legato for another two notes.
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this sets the lively pattern for the entire movement.

In contrast to the first movement, the third movement
contains comparatively few double-stop passages, except
for seven measures of tenths and sixths, beginning at
measure 67. Then at measure 95 there is the sudden appear-
ance of his most famous innovation--double harmonics-~which
continue for twenty-seven measures. These double harmonics
are the most difficult of all his devices to master.

Comparatively, the first movement of the B minor Con-
certo is not as complicated technically as the first move-
ment of the D major Concerto. The over all picture is less
dramatic and more lyrical.

The third movement of the B minor Concerto contains
all of the acrobatics, fireworks, and innovations assoéia-
ted with Paganinij including single notes, double-stops,
thirds, sixths, octaves, chromatics, arpeggios, single har-
monics, double harmonics, and a combination oftbow and
left-hand pizzicato.

All of Paganini's other available compositions contain
varying combinations of his innovations. These works are
very difficult, ingenious, and extremely violinistic. Ex-
amples and illustrations of these pieces will be found in
the ensuing chapter.

One of the most recent biographies of Paganinits life

has been written by G.I.C. de Courcy. It contains the most
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complete compilation of Paganini's works and all pertinent
data. As so few of these compositions are available, 1t
would serve no purpose to include the list here.6

The same author has written a chronology of Paganini'ts
life in which the dates and places of Paganini's concerts

can be found.7

6G.I.C. de Courcy, Paganini The Genoese(Norman: Uni-
versity of Oklahoma Press, 1957), 11, 373-386.

7Tbid. Chronology of Paganini's Life (Wiesbaden: Rud.
Erdmann, 1961).




CHAPTER III

TECHNICAL DEVICES, TONAL EFFECTS, AND STYLISTIC
CHARACTERISTICS FOUND IN PAGANINI'S WORKS

According to Robert W. Flodin,1 one of Paganini's best

biographers was Jeffrey Pulver,2 who, in his work entitled

Paganini: The Romantif Virtuoso, makes the following defin-

itive statement regarding Paganinit's contributions to violin

technique:

The position occupied by Nicolo Paganini as a violinist
and composer for his instrument should be defined clear-
1y enough by the contemporary opinions reprinted in the
foregoing pages--and no amount of fresh research can
increase our knowledge in this respect. All that can
be done to-day is to decide which particular aspects
of violin-technics existed before his time to be devel-
oped by him in a normal mannper, and which of them may
be said were 'invented! by him. The lessons to be
learned from almost every page of musical history should
warn us not to use the words ‘'invented! and 'discovered!
too easily....Double-stopping passages had been written
long before Paganini's time: but no one ever attained
to his technical facility in their performance. This ease
manipulation permitted him to write successions of still
greater extent and difficulty. Where he did add new
effects to the violinists materia technica was in the
domain of bowing, left hand pizzicato, and single and
double harmonics....It was in extending the range of
his instrument, in demonstrating what surprising re-
sults could be obtained by a combination of natural tal-
ent and hard work--in short, in showing new paths for
the development of instrumental virtuosity, that Paganini's
greatest merit lay....In the enormous variety of new bow-
strokes exploited by Paganini lies a much more legitimate
reason for honouring his memory. The technic of the bow

lThe Meaning of Paganimi (San Francisco: Morgan Printing

Coe. 3 1953) 9 polo

2(London: Herbert Joseph Ltd., 1936),pp.314-315,
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lagged far behind that of the left hand when Paganini
appeared. By the time he died practically all of the
strokes he used with such electrifying effect, were
adopted-~-in some cases with modification and in others
without by all the important schools of violin play-
ing, though their successful employmeht was always
restricted to the few who possessed the requisite
flexibility and control.

As stated previously, no attempt will be made to trace
the evolutionary development of violin technique in this
chapter. The examples found here have been selected to
illustrate the technical devices found in Paganini's com-
positions.

The following list of the editions of Paganini's com-
positions have been used as the source for the examples
in this chapter.

1. Twenty-four Caprices, Op.l, edited by Carl Flesch,
Peters Edition

2. Violin Concerto No.l in D major, ©pitéd pegvised
and edited by Wilhelm Stross, edited by Carl Flesch,
Peters Edition

3. Violin Concerto No.2 in B minor, Op.7, edited
by Auvgust Wilhelmj, Schott Edition

%, "Carnaval de Venise,"edited by Karl Rissland, Oliver
Ditson Edition

5. Variations on the G string on Rossini's "Moses,"
edited by Besekirsky, International Music Co. Edition

6. "ILe Streghe", edited by V. Cernicchiaro, Carl Fischer
Edition

7. "I Palpiti," Op. 13, edited by Leopold Lichtenberg,
G. Schirmer, Inc., Edition



9.

10.

11.

12.
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Perpetual Motion, Op.ll, transcribed by Fritz
Kreisler, Charles Foley Edition

"Nel cor piu non mi sento," for solo violin, writ-
ten from memory by Charles Guhr, Henry Lemoine et
Cie., Editeurs

Duo de Paganini, for solo violin, written from mem-
ory by Charles Guhr, Ibid.

Six Sonatas for violin and guitar, Op.2, Paragon
Music Publishers Edition

Six Sonatas for violin and guitar, Op 3, Paragon
Music Publishers Edition

Scordatura or manner of tuning his instrument

A s

triking innovation, used extensively by Paganini,

was a form of scordatura. Needless to say, true scorda-

tura, or mistuning of the strings was not his invention.

It is found in the early compositions for the lute and wviol,

and, lat
Strungk

er, in the solo sonatas of F.Biber, J.J.Walther,

and Albicastro. This mistuning was ﬁsed to facil-

itate polyphonic playing and the simultaneous use of open

.strings.

Scordatura is found today in works for the guitar,

and it is still used in the orient for the violin, the tar

and the
In

Kemantcheh, among others.

true scordatura, one or two strings are tuned in

different intervals according to the needs of the piece.

For example, the strings could be tuned to g, g', 4', an,

or g, g!

, a'y, a", or to various other combinations. In
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erlental nusie g quarter-tone goordeturs iz conmenly used,
apeanding or descending.

Paganini while using wariows Intervals te change the
pitch of hic vielin, did mot howewer wse scordaturn in the
acoepiad semse.- We £ind that Papaninl at times tumed all
Tour etrings a half-tona higher.

Ex.1l a. Aooordatura of the wialin in fiftha,
be Mistuning of the vicling raised one-half Eonag.

* In his most exbenzive wark, the Concerbo He.1l in E rlat
majer, Paganini tuned hia vielin ane-half step higher, as
ahown .in the ahove example, The vielin part of this concerto
18 written in uajuﬁ*amﬂ natarally, the Ciogorings to be
taed are these of D sajor which facilitated the playing
whille the string tranepopiticon scntriboted to the briliiancy
of The axesublen. The crohestral peocompaninent was written
In E flaf major, and the musiclons in the aplience, although
Ereat puzeled heard the concerto in E £lat major. The Followling
exampples 2a and 2b 1lluatrate how &hils supposedly inexplicsbie
feat was mocomplished .

3charles Oune Llert de foserdn Yiglon 0 fogenint
(Parig: Henry Lenolns ot O By BUTE, Hatsts Do

{dahr does not oee the tern seordeturs in éascrihin:
this innevetion of Pn%anini. Ha describes his mistuning

a8 WHanner of tuning the instidsent.m

1*-::-:.-5.-:;;, the Concerto in E [lat mojor is published in
I major
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Ex.2a Conterto Mo,.l in B Tlat major, op.6
1at Hovement: Allepro moegstoao ?!I&B.ELU’"PB Gl=tBY

Written

S =

AT

Ex.0h Condarts KHo.l in B flat major, O0p.G (Trondpoded)
lat Meovemant; Allegro Moeatoac (memaures Sy="uk)

The folloawing exanple 1a found 16 the zace moveomabhl
g mrempsdira 172 would ba EIL]:cssiblﬂ o play in E. flat major
pecmoma of Lha use of bthe open strings, bat with the atring
tranaposition it becomea Teadily playable. It was thia
typo of passmge., maklng use of opan strings whinh eo puzZled

his conte@ppareriaa.

T R = See B S 8 e I it i ——1 L N NN T R
- g———— —— s - — v | e i . 5 T Beo I | I -
P T A Y P . PO i s s e s —— Yy | T s s et
T E—— e B LD . S —— —— —

F - - S

P==rF] [ —
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Ex.5a Congerte Ho.l in BE flat mejor; I:I¥
lgt Movemstt: Allegra Aaestofgo (measures 17E=171)

Ex.3b Dobnserts Ho.l in E flat Mjﬂi‘,?ﬂ'ﬁ |:'T:'m:|-l|:-.'.um=d,';l
15t Movamant: Allegro Hassbos EeasUres 172=173)

-r.ﬂ A L e

=1 r . S
Tt .=|=_—__-IH_.I--III——-—— — -_-__
e e T —

Exanple No.fp when acmbined with the plane accoppani-

mant ip E flat will read and sSound &2 Dollows;

Tielin tuned to iﬁg

Ex.d Congerts Ne.l in B flat majar, E-
1=t Movemsnty Allsgro maestono [measures =50

T o ] s T e "-| o m— e,
L - b
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Example Wo.la Wwith plane asasmpaniment in E £lat will
road and sound ag follawd:

ExX.% Congerto No.l in B £I4% major, Op.o
laft Movemant: Allegro Hapsbodo aguras- 173-171%
¥ritten and fotind

o

As 1t appesrs in the preceding examples Hos. b amd %,

the plano part 1z written in E Flat pajor and tbe wiglin part

i= written in D Eafor, Binss the vialin is reisedi o half-

step, toth viclin and sooompanimant will soubd in E [lat osjor.
Faganinl makes tse of Ehidn mafiner of ralsing the pltch

of the wiolin {(cne<half tome) in many of hiz compositions

inaluding "darnaval de-Tenise,! T Palpitl,f "1e Bhreghe

eba, The "Carnaval da Venlse," 18 wriktten in tihe key of &

pajor for the violing and the scoompaniment is writben in

E fiat mpjor. &% the wiclin plitoh is raised ene-half atep

e entire plece i Beurd Ln' B fiat major.
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Yialin tuned thos oy

Ex.6 "Carnaval de Ve
™ Phene (messutes H

+

* “‘hn:mﬂ ingh
=5 ? Var.20 tnaa.auﬁ% 531

"I Palpiti® i ug_ﬂn _ m-ﬁﬂ{; m-;m p;,-miu,.:ﬂ‘aﬂgﬂh-
sans wanmer of tuning Gne vielin da Fowd. the vielin part

g written in & m&;wamﬁampmﬁ H flnt major.
) Eaa R
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With the piteh of the viclin railsed ene-Dalf atep, we have
atige agaln a plece whish wil]l seund in B flat major.

Violin tuned thos

Ex«8 *I Palpiti®

imother I.i.m:' of tuning iz foond in Variztions on the
g String beaed n"n Hopgini's "Mogag."™ Hars he relges ondy
the & string & minor thizd higher. The resalt iz wery effec-
tive, and the transposition of the string adds to the brill-
faney of the plees. The ¥iolin part ia written in @ minor,
and the accompaninent ie in B fint minor, The piece, bepause
of tho ralswd piteh of the © string, therefare sounds in B
AT TR

Ex.0 Mosed Pantooyl o I
Introduetion: Adagie sures 1-%)
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Heny aubthors have vrlbten that Paganini mowed his 0
atring next to Whe E string in plage of the A string when
parforming exclnalively on the 0 string. The reancn fop
this mowe was extremely olever amd Ingenlogs. I 18 difTi-
cult to torn the hand to play oo the O siring in kighar
positions, &5 the hand i1 lupefed by the shoulder of the
violin. With the 6 string In the place of the A string,
Puganing hal the fresdem e move sasily to the higher posl=
tions. I have not been able to gew tho orizinael manusoript
of Paganini's "Momem Fnnbtasyy" bait, 1f the ohord Defars tha
lapgt messure exisls; as 10 1s Faund in the misie published
today, it would have besn imposeidle to move the 0 skring
and play the shord. In all probability Paganini played bhe
interwl sx shovn in exangle’ Ho.10,
Ex.10 “Moses Fantasy® ‘pofire finel measure (As playod)

-

)

fuhr, having heard Pe,onini perforn e nany ococanionn,
had written frem memory the follewing mun Irem Cuprloe XIN.

Ex.1lla Coprica XU
2 ::_:f; inq, (measures 27-28)
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Ex.llb  Gaprice XIX
Al aErn aspal (mensures 27=-268) played onm the & string

writ
"".{I_. 2.7, e Y T B | R SR T
-. . 8 . 5 et e - .| o ‘r

Guhr hpe etated that whepnever Papanind playsd on the
G atring he ralsed 4% by & minor third. In the above ax-
ample Hoollb the atring ig reized to B filat; but, since
this pansage 15 cply o part of Gaprice XIX it follows that
the other thres strings had to bhe ralised to ennble him to
play the saprise 1lm the gane key. Cubr desz net atate that
Paganinl used his particular menper of tuping when playing
hild Qupriﬂeu nrd plves o Tew short eznnples of other saprices
in thé original Eey. It is probable that he simply did net
fael 1t neoessary to repent the fact that Paganinl raised
Eha plteh of She ntrings when playimg his saprioesy this,
however, tannot be stated with sertalinty.

HEarmonias

Paganinl's Ingenious and extensive use of single ard
deuble harmenios helped to exterd the ranpe of the wiolin
and added 4 beaitifol new Tonsl guality to the Instroansnt.
The double harmonics are Papanini's most A8fTicult fnmova-
tlen in that they demand paf#aut intenation from The per=
former and g perfectly tunegd ingtrument, as well as conplote

mastery of the hew.
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There are banfoally two diatinet intervale used far
the preduction of artificial karmonica: Interwala of
parfeot foorths afd intarvals of perfect fifths.
Ex. 12 hr!‘wt Fourths Perfect Fiftha

Esaidse thess basla intervals, Paganinl ases intervals of
major Uhirds, miner thirds, and alxtla. The scubination of any
of khase intervals will peofiies double harmonlea. Fagandal
makes e of doobls harmonics or singls harmonics in wimost
every plece, extepl, ns stabed previously, in hls caprlosd.

‘e greatodst upe of double harmcnics arn lfoumd primars
11y a@ a pleas in 18palf in the Ehird movement of She E Llat
major Concerto frem measursd 99 to 125 inalusive.

Ex.1} Conterto “51 E flnil majfor,
Hovenonty Ronde (neamures 9 ElEI!
idagrn | ph:l.hnuu

The nbove cxampls No.13 45 ¥ldely known and extremsly and
extremaly treachepous to perflorm. This extenslve pandage
£

-
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in double harmonlce is the reasen for whioh Pagnninita
E flat major Codcerfio 18 so marely performed.

Anather axampls of dpuble hormonlos; this bime in oom-
binatlon with aingle harmenlaes; 1a feund in I Palpiti.n
Thiz plese 1s played using Faganinl's manner of Tunlog.

The piteh of all four strings 1= raizesd a halfeskap. These
harmanios wra found in the sesond varlation. In the thisd
manE0ra, the fipst double harmonils of the gecond beat ia a
cobination of o fourth aqd o £10th played on the G and O
shringe regpectively and 1a extremely diffiault Lo perform
becanan of the awlorard stretoh lmposed ot the lalt hand,

Bx.1b =1 pripiti=
War.2 (measura 3}
_Ahdantlhn

An cxample of an extensive passage in' ainpgle harmenics
which 1a beaatilfnlly melodic i3 found in the third movement
of the E flat majer Copcerto frod meaguve 270 Lo 2B7. Then
1% 1p fouml again from measure 321, where it continues to
measure 347, There are two interesting facters found here:

Clrat, the ralsed piteh sdds o the brillisnce of the
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exesublon; second,;the ehtire passage 18 performed on Bhe O
string from the fourth to tho twelfth poslition.

Ex.15 Conoario Heul in B flat major, Op.d
rd Mpvemant (meosures E?G-E?g‘.l
Allegre Splritucso
{Harmcnlo ‘notatlon by phesent writer)

- - F v LI MR .
My

hmether intervesting single hormonic paasapge 18 Sound
in the firat mewvement ol E flat major Cofcerto from neasure
192-10%, Thep it ip found apgain fron pesgure 360-3061. In

theas pasgnges the harmoniss are not written in harmonic

notation,

Ex.16 Concerto No.l in B £lst oojor, Op.d
1st noavenant {Heapures192- 935

Aldegro Waestoso
{Harmanic notation by pregent writer)

In addltilon fo the previsus examples; passages in
single gnd double mmrmonics are found in tha followlng

aoppaaitliona by Paganinl:

Congerte Nosd in B miner, Op.7

Plest Movement :
Bingle Barmomlas: measires 166 and 297 in broken thirds

{pobble Harmonloss measures 167-168, 208.350

-
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Concerto No.2 in B minor, Op.7
Second Movement .
Double Harmonics: measures 80-83
Third Movement
Single Harmonics: measures 32-35, 142-146, 177-180
Double Harmonics: measures 226-230, 270, 272, 274, 276
"Carnaval de Venise," Op.lO
Variation 19
Double Harmonics: measures 8-10, 12-1k
Variation 20
Single Harmonics: measures 10 and 14 in broken thirds.
Double Harmonics: measures 1-3, 5-7, 11-12, 15-16
"I Palpiti," Op.l3
Variation 2
Intermittent single and double harmonics
"Le Streghe," 0p.S
Variation 2
Intermittent single harmonics

Variation 3
Double Harmonics: measures 8-16, 32-39

Finale
Single Harmonics: measures 40-k3, 47-51
Paganini's use of single and double harmonics is not

unintentional. Throughout the use of this device, he has
created a genre which is unique in the musical annals of
the violin repertoire. The extensive passage in double
harmonics, found in the third movement of the E flat major
Concerto from measure 95 to 125 inclusive , provides a
striking contrast with the first two sections. The third
movement i1s a Rondo, rather march-like in character. The

first section is a bravoura passage conbtaining technical
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intricacies for both hands. The second section which
begins at measure 67 maintains the overall character of
the first section, with the addition of combinations of
tenths and sixths which intensifies the march-like rhythm
and solidifies if. A climax is reached, just prior to the
introduction of the double harmonics, and is followed by a
lyrical passage which quietly prepares for the harmonics.
The double harmonics produce a striking contrast in tonal
quality while maintaining the march-like rhythm. The effect
is that of two pleccolos playing in harmony as is generally
heard and expected in a march.

The introduction of the double harmoniecs are not acci-
dental but intentionals; not accidental because they follow
the introduced character of the movement; intentional be-
cause of the striking effect derived from their use.

In "Carnaval de Venise" the harmonics found in vgria-
tion nineteen repeat the main theme in variation form. In
variation Bwenty the double harmonics are used to echo the
double stops, and the single harmonics in broken thirds echo
the conventional broken thirds, providing a continuous ton-
al contrast throughout the variation. In "I Palpiti® and
"Te Streghe" the single and double harmonics are used to
create striking effects and tonal contrast. In these pieces
the harmonics are used purely to perform a Lour de force.

The effect on the listener is electrifying.
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The technical advantages derived from the use of single
and double harmonics are twofold. The range of the violin
is extended because the harmonics allow the performer to
play in lower positions while sounding two octaves higher.

a unique tonal quality is created which duplicates the flute.
Pihzicatogk

Another interesting device,developed by Paganini to the
highest degree of virtuosity, is the pizzicato exclusively
for the left hand in combingtion with the bow. It is curi-
ous to note that Paganini never wrote extensive passages in
pizzicato for the right hand. Left-hand pizzicato is used
intermittently throughout the third movement of the B minor
Concerto, and in the duets for solo violin entitled "Nel €or
piu non mi sento." He also wrote a small duo for a single-.
violin entitled "Adagio and Allegro miolto." These duets are
extremely difficult since the left hand must play the mel-
ody and, simultaneously, the accompaniment in left-hand
pizzicato.

. Teft-hand pizzicato is accomplished by depressing the
indicated note with one finger of the left hand, while another
finger of the same hand plucks the string, thus producing
the note, and eliminating the use of the bow. Occasionally
the help of the bow is required in order to play the passage

without interruption. For example, in order to play the
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following paszagay; 1t 1s abaclutely necesssry; hecause of
the apeed; to atriks the Lirst note with the baw.

Ex.17 foriginal 11lustratisn by pressak welter)

Tha ninkh varlation of Caprlde XNIV la weiSten en-
tirely Cor lpft-hand plesicato in combinatlen with the bow
and 1 the modt Créqueéntly performed of all the plecoa
welttén which incorporate this deviee. This wariation 1a
e.:lt-ie_-uth briaf and contains twelve menauresd Wwith tha Tirst

four mepasures repeated.:

Bx.18 Caprice NIV
Yar.9 (Aepsures L=l

In anabher instenes we Cind plzsieste Lor the left hand
in the wariaglone of his Bonata NHa.l; Op.3 for ¥lolin and
gultar. Thare rrae thirty=two mopsures of pizzleats, wikh
the first elghl neasures repeatad. At the end of this war-
imtian, there are two measurss in which the bow arm 1s replased

with rlgnt nand plesloato.



Ex.+ 19 Eln:nata Wesl, Op.3
Yarlaglone f

maasuces 29-31)

Tha ntlmru a¥Anpla sesds Lo be Lhe only instance in which

the right hand i3 wsed And thiz for only nine nobtas.
Asother extensive left-haml plzzicats puspape nltera

mating with bowing is found In the HEel cor piu non mi

gante. Thia pasgage onadete of twenty measlres with the
first aight bars rFepeated.

Bxq2C “H-al aor plu nen ml sento!
Var.h (measupas 1=23

-
-I_:, i J-'
 — e
T L g gL —|
FF AT F0 el £y oor” B ommeme sas §0 #aat §2 S B By Sl re e
T P, L T ..11.'|.-J.||..|..-||_-....---..—_..-.-.-.-1,-.",. i)
R S A B rrlmu..-—:;.—-|

=

_w |
The above pxasple i relatively onknown bessdse bhe pioce
1a #selden performed dus to the technical ALfficulties mn-
gountered in the dust. =

Among The Sixty E'MEE in HEE'HW Form there are

twa atudes whilsh sontain lefi=hand piesicato: Btode Ho.if
pod Etude Mokl

The fallewing exastpt from Efude No.bd 18 a mixhure

of double-ztops and left-hand plzzioato,

Ex.21 Etuda Moy Opall
[neaauraa 1—3}




L4

Plzricato Lo the laft hand 1p & 4irfieult devies for
tha wiolinlety thins difficulty is doubled when a melody
In ndded wileh moat be played simaltanecosly. In "Hel eor
e Bon =i semto, " In additiem %5 the woxanpls previously
Elven NMisstrating left-Rasd plezzleato, there are tvo duats
for & single wviolin which are a conbinstion of selody and
left-hand pizaicato. The nelody is plaved with the 1aft
hand and bow, and the sodompaninont 18 ashiewed :ﬂ.t.h lafl=
hand plzzioato. The following example is the "theme!! whioh
is the Firat duak,

Ex.23 "hel cor piu non ml mapto®
Thens [Gonsurds 1=}

The third variatien Ld the pecond doest. This varistilcn
is extremely intereating In its exemplifizatisn of throo
dovicos: left-hand pieslsats as the pocompanimenty malady

In double=stops, answered in aaha by daonbls harmaniss.

Ex.23 "¥el car plu ned mi sento!
Var.] (measirss 1=-2)

— o
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Tha left-hand pleeldato In She sesond dusk Li wery
slmple. Im the First dusk enkliled "Thamer the plezi-
éata iz more complieatod, and, at measures T and 30, thare
afe e¥tended cadenses with offmeentations in laft-hand
plzzicato. In those moasures the laft-land pizzicato be=
comes paramsimt, and the bow plays the accompaniment an
the open string D. On the fourth bpat of these two measures,
there are left-hand $rills in plesloato.
Ex.2h ;E:l ogr :pl. nnn:& nanto!

con N i, o i AE
"Dy de Paganind® 1p anothar dust for = singles wiolim.
It is the most diffiselt of all the duefs. It 1a in two
sectloas; the J1rst sedtlon Lo an adapio; the segond im an
allegro nolto in the form of & margh, The first seation e
very diffiealt, becauss, viile the melody 1in being played

on tha A mnd B strings, the mosompaninent in left-hand
plasicato 1a played of the U and D strings which places Lhm
hand in an swioened poadblons This type of piece requires
ceaplete Independence of the fingers and precise coordination

between the cight and lsf't bande. _'ﬂr perfornar nosi

=
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aaordingte threo separate actions sinultanpously, The beow
mnet prodoca the melsdy played by the left hand and not b
faflugnced by the simultanaous left=hand plzzioato. acoam-
paninent, A8 there are very few pisces written as dnata for
single wiolin, even ncccmplisbed wiolinists find this oco-

ardinaticn extremaly Alffisult ta aohlave,

Ex.25"ns de Faganini®
fdpgio (measures 1=3)

The aecond seatlon of "Dio ds Paganind!l g comparative-
1¥ enay.

Ex.20 "uo de Papanindn
Allepro Engtu (measures 17-20)

L
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In the preceding example which is typical of the entire
second section, there is almost no simulbtaneous repro-
duction of the melody with the accompaniment. While one
part is active, the other is passive.

Left-hand pizziecato was often used in the old Italian
school of Mestrino's time: the latter half of the eighteenth
century. The French and German schools had disregarded it,
but Paganini used this device to great advantage and ob-
tained astounding effects in his compositions. This device
is used as a tongl effect imitating the guitar and for
technical display. It is considered a painstaking task to
study and play left-hand pizzicato, but according to Guhr,
Paganini achieved this device with the greatest ease, clar-

ity and speed.

Passages to be played on a single string

In.most of Paganini}s music, passages to be played on
one string are quite common. These passages range from one-
fourth measure in chromatic (ascending or descending) 32nd
notes found in ¥Nel cor piu non mi sento! to an entire var-
iation as found in "Carnaval de Venilse" (Var.ld), and ul-
timately,to an entire plece written for one sfring Varia-
tions on the G string based on Rossini's "Moses."

Technically, the reproduction of an entire passage on

one string is a tremendous challenge to the performer. Should
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the passage cover the ranze of ftwo ootaves at a falely
fast tempo, as ls commonly found in Paganini's music, mamy
serioun tachnical A1ffioulties arise. The mogt challengling
diffioulty is the skip shifting, fourd, for exomple, In
variation fourteen of "Garogval do Venize" at measzurs 10,

Ex, 27 HGaprmaval de Veniga™
var,lt (measure 10}

aod in Eq_prj_;:u XIx; the ﬂﬂc{u:u!- deation of Wwhich; is to be
pluéqu entirely on she 0 string: In wdditicn fo the skip
snirting Shere ip the striet fapt tespo to be malntalned,
and s two-potave gscesding seals to climb, in 0 major and
E filgt major. The i1llustratlon of this pessage is ound

in exanple 11b, page b#l. The difticolty hers ia to achieve
snooth ahifting to higher positions, fThis iz a problem be-
cnuse the higher one olimba the aloser bhe fingera gat ko
one another; and in the highest poelfiens the fingers muat
averlap.

In % "HMoses Fentiay! gll of the difficultles men-
tilonad above Are pregent apd in additien he uses slngle Her-
monios for threa reasonst first, for the tonal effect and
to create n asnantiang :eunﬂ, to sxtend the range of Ghe

inptrument mbove and bevond the normal range of the atring;
' #
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ant, third, to eweld playing in the highest alnost wnplay=
abla posltiona.

The natural range of o ¥iolin string is two and one-
half ookaves. In the following passage from the "Hoses
Pantaey," the arpeggios resch the norpal linits of the
ptring at the ssterisk. Pagenini exbends the ranga of the
string to three cctawves by playlpg s natural harmonls G
four ledger lines above the staff. (finse the 0 string is
tuned to 8 Llat, the entive Fantssy sounds & minor thisd
highar a= Nas been mwentloned in Che seokblon oi SSordAturs;
Pags 3%},

Ex.28 "Moses Fantasy!

Var. 2 (moasure 251
Aahernnnm,

In the above exasple, after the fermata, Paganinl unses tha
artificial harmonles &4 prodose tha higher notes in & more
playatle position.

In the B flat majer Concerts thers are passages to be
plaved on one etring which sppear So have been written sole-
1y for tone color. Thase passapges produce A rounder sourd
fory even thouph there 18 no change in the Interwval, & pasa-

apge playved om the & atring scounds richer than the fdenmtlesl
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pasdage played on the D string.

Op to this pelnt, the difficaltios of playing & pass-
age on ane string have bean stressed. However, a ahfo-
matic seals in glissando, sscending or doscending; using
eng floger, whish ip usunlly played on pre string; range
pormleking, is comparatively simple to achileve. The ollow-
SEARple, from the B Flat major Cobderto, at measurs 2% ia
an exeellent 11lvatration of & chromatlo glis=ands.
SRt L Dt e,

Allegro Wuontooo
g B v e IO et o, A A A L

Ex« 30 m-i- {lﬂlm 25_’1 -

D r A e Rl T L

The above exanple iy a chromabie asceniing seale.

A great deal has been written about Popanini playins
af ans sbrlng persly to antound the andiense. Ha wan labelad
i tharlatan sod aheanp tl’iﬂ.hlt_lr+ lloweyar, hia sappasitiiana
are pagnificent 1llustrations of his mastery of the violin.
fils kmovledge of the Lostroment, his virtoosity, amd hls in-
genaity ebabled hilm Lo wrlte und fPlay thess warlsd and intar—

eating passages anfdl pleces ofi onm ebelng.
f
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Paganinl's works aboind with deuble=sbops of varloos
intervals. He uses thess Lntervalse in dany ways: In sooa
Anstanaes to produce brilliant effects; 4t tines ns oron-
wentatlions, for haroopic coloring, descriptive mocde, and
often a8 a4 technionl display. This'fs deone always with
gocd taata, Ingenuity, and musfcallty.

For sxample, there are two Caprices, XIIT ard XX,

In whioh the double=stopn ore uged to describe 5 mosde In
I:iPF_iﬂE XIII a human lawpgh 18 imitated.

Ex.1l Caprice XIII. oOp.l
{maaqures 1-—%:1

Harg interwala of thirds are uséd to prediae this offack,
Phan the spme effect la prodused in pataves,

Ex.32 Ibid. (moasores 18-200
S

Teually the performer Interprets this caprice az & virtussic
pleae in which to display his bnuhﬂiq}uli bty although 1t
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is well-played abd a tour de forge mccomplished, the inten-
ded Light, gay, and honorode posd 13 neglecbed and not under-
atond.

In Caprloe XXT entltled®dmorosat alxths are nged to
arqate & romantla moed. The caprloe L written in two parts;
the firat 1s a alow amobouc singing piege, the asecond is &
prezto. The entire Cirat park 1a in- aixthe, plaved first om
the G-and [ strings and then Fepsated on the L and £ asings
an octave higher. Althouzh dintervels of sixths ars techni-
eally difricult, In thiy egse the spphasis 15 one the aing-
ing nuality of the passoges.

Ex:33-Capride XTI, 0p.l
(measures 2~

In Caprice XNIV In ¥arietion Ho.3, ootaves are uged,
apgain not s o technical display bub to create a,gonbro
mpeds I8 £8 2 tonehing and melodlc pasnage.

Ex. i Caprise XNIV, 0D«
".rnf-lflr {HEEI].;-EEI 1-53
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Im The third movenent of the E Ilat mnjor Concerto,
there are gpight messures of broken octeves before the an-
tranoe of the double horaonies. This oreetes m 1ight and
frivolovs eontrast between the preceding thunderods clioax
ard the ensuing harmonics.

'ﬁ.::.35 canterto Ho.l in B flat pajor; Ip.6
ipd Hovepent (mexsurves S7-90%
Forndor Allegro Spirituoso
e e il
- |!- 5;

Caprice LE imitates the hunting call preduced by fwe
hu!:'r.'l.z-:. fhiE gaprice 1= & combinaticn of Eh].'n:'lﬂ.l .E‘;lfl'.'.'l.u.r and
sixthh. The imitative asation of &he IChagse™ i wrlbien
to bta plaved on the & and E afrings and the anmeer of the
munting meledy on the ¢ and D strings. The speed 18 allegre
and the gaprise ls quite easy to play, comparatively apeaking.

Ex.36 daprige IX ;) bid,
(Beasures L=2) {Eiiauraa g}
Imitating the flute Imitating the horn
 Allegratio, - = 3 .-
ﬂml.hmlf'll:l.thﬂlblhﬂmﬂﬂ----l--a-u

Thers are numerous examplss of techndenlly difficult
thirds, for sxample, in the E flat major Concerto. The
follpwing few meaiurss are “:ﬁl"di_ff}nult- especinlly when
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played at a fasttempo.

Ex.37 Concerto Ho.l in E flat mejor +F
it HOveHaRD (MeNEATHS 118" bod 193}
Allpprs Hoentosa

Gaprige ANVIIT in written entirely in dntervels of
thirds. Tt 1o not wery difflcult os the speed iz Allegro,
but it iz wanally plaved guite Paet, which makes 4t diffi-
ault.

Ex.36 Caprice AVIII; Op.l
Alleprs (mepsiros 1=2)

gaprige YIIT contolng a mixture of diffearent intervals,
cataves, seventha, slxths, dipinighed Tifths, thirds, se-
conda, undiaons, teﬂlhﬂ,“ulurnnth:. nnd twelfths. These
deviced start from meapurs eight. At msesure 17, consecs=
uElve sixths, at senstire 10, copsecotive thirds, aml at
maagure £1, Thimde are played onrthe O apd D stringd.

ExX.3% Caprice VIII, 0p.l
Magatoso (Heasures 7=9)
_-.-.'.-_—_h...'_
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Ex. 0 Caprice TIII, Op.l
Mnestoso [(meanurerl7]
Con#atitive Slxctha

Ex.%l Ibild, {meaanre:19)

Ex U2 Thid, (measuces 31-32)
danseautlive Thirds on the G and D strings
= W

Except for seven margures of ascendipg sorles in d4ffer-
ent lkeys, tha caprice ls & songlamaration of dany waried

intervale in dgubla=ntons.

Caprige XIV iz on exnmpls of o work written entieely
in double amd triple-stope produsing o narch-1ike moed.

Exalt3 G:Ericn RV ol
Moderato [(Beasbires 1=l

Modarnte, ’ Afmile
AL n¥m M m 0
AN T R

f
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Although the musla leoks extrenely r:l:.m_n}ina_ta;ﬂ. it 1a the
aasleat of Ehe gaprices and the shortsat.

Caprlas IV ccntaing mpny diffisnlt and complicated de-
vices, The introduction, marked maestoso, 19 a sinpging
place making uwee of dpouble and teiple-stope; in two distinct
rhythmia patterns. The rhythmio pattern of the first ex=
anple 15 one-quartar note tied te four-plxtesnth notes.
Ex,bk Caprice IV, Op.l

Mzoatose {mesanrea 1-47 —
o i -7&-'—"""1'"'?"'—'—""" L% e

The rhvihodic pattern in the following example; NeNF, iz in
Lriplats.
Ex.k5 IBdd,, (mesdures 17-18)

Phe saprice ia uum];a-aad antirely of dsuble=stops,
aotavas; tenths; and passager played on thres strings slmul-
tansously. ‘These passages are found Crom measice 49 To 69,
and again from measure B4 to 95,

Bx,4 Ibld, [(measures S1-52)
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The following pesasnge in octaves whleh leads into o
paggape of three strioge played sipulteneouzly & faund 1n
Zapricm IV from measure 70 ta 72,
Br4F caprics IV, Op.l
:H-ﬂ.l!Et-I:.l!F! funa.:urn_s__?lflllu?E]:

& passage playved glmultaneously on three atrings In B
Bajor 1s found from measuss BY o BF.
Ex,kd Ibid., (measures 35-575

e P e

Paganind osed the devise of plaving sipultanecisly obn
three striogs to ereate an orgep-like effoct ond te lmitate
the sound of the bagpipe. Fagenind used a rlatter bridge
which greatly facilitated the instantancous grip of the how
on g1l thres strings, sand therehy slinilnepted nuch of the diff-
Lonlty involved in preducing sustained sound on thres ar Laur
ftrings. While the present=day bSridge allows chords to ba
played Independently (up and dewn etrokes), in most of the
cased, L% ls Inmpossible to play them in trus lepato.

Capriae IV containg another parsage in tenthes to be played
on tha 0 and D strings in sadending apd destending © nnjor
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agale. This ia alpgnificant becanse the previons messure
elimbs to higher positions on the & mod B strings, and then
there 18 this aodden akip ta the & ard D strings. The asudden
gkip ooctrs from measure 105 to meagurs 106,

Ex.40  Caprice IV, Op.l
Hagatoso (medsures 105-106)

T

Double Lrills requdee sxcellent coordination as well as
camplats independant aotion of €he left-hand fingers. In
addition, the second teat of medasure 11% 1o extremély awlk-
ward for the Tingers bedatse €he notes of the t7lll are E
Tlat and C, %o be played with the sSscond and fourth fingeras
Tanally s fifth 18 played with the sams Cinger placed on
two stringa. In thiz casa fhe CiTthohas fo be plaved with
two Piogers, the second finger for the E flat, and the Ghimd
finger for the B flak.

Another wery effective esmample of Ghree-siring silpul=-

tapeous playing iz Lound In Caprice XM,which device creabes
-
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a bagpipe effaect. This capriss is more playabls than Caprice
IV because of the use of the opan string D, exoept for the
lagt four meazures of the Introduction, where the open atring
falls batwesn the intervels of sixths which are plaved an
the O and 4 atrings. S2inte tha D string 4z sroporbionately
higker than the G and & ptringa, @ofe presaare is reguired
af the bow o bring 1% down to the level of the other strings,
Ehus creating a teshnisally sbrormal and difficult situation.

Ex.5l Gaprlce XXy Op.
llla:rutta‘{ugaiurcs 21=3%)

In the following exanple, foubd frog pessore 17 te 2o,
the D stripg does not crente any difficolty as the douoble-
stops In major amd minor sixths are played on the A apd B
atringa,

Ex,52 Ibid,,(messures 17-20)

Other paassges of simultanesus three=string playing,
among othars, are found in Caprice VIT, from nessore 31 to
k5. They sre followed by passages combining fast stzccato

and simpltansons chords in legrto. Capriee XTI opens with
i
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an intredpetion conpoped of slanltanecuns thresd string play-
ing in ogmbinntione of G D A, DA E;, or G 0 A E. Thiz de-
viee i not Tfound in Paganini's condertds.

It hag been sald thal Fageninl was a master at play-
ing octrvas. His™ote Perpefua" which contalns more Than
thrae thousand sixtesath netes t& be played without inter-
rupkilon &r ahange in chytha, was suppoeedly played by
Faganinl in fingered ocotpves. e was reported to have alao
playad them in barmonide. Probably, it wes becnose of his
preat facllity in ploying octeves that we 'find so' Hafy eX-
tendlve pagsages in oetawes in mogt of hia corpositions.

The Introduction of Caprice IIT ia composed entirely
of octaves, numberdng twenty-four measures. These actavas
are writtan te be played on the & and I akrings, and tha
A and E strings,. In sdditisn o fhe d1CCiaulty of playing
these octaves in very high positicns, ascending or descgnd=
1ng, Ehe introluctlon aontaing double teills played on ot-
Raved =
Ex.%3 Caprica ITI, Op.l

Bontenute (mensures 1-2,l)

Hoslannis,
MsaIvs. ... ...

i
r.
Ex. 4 Ibid.; {messure 17}

CERE 7
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Bx, 55 Caprice III, Op.l :
deatenuto (meagureg 20-2%5]
Couble Trills on Octaves

Oapridae TIT alas opens With an Introductlon: of sixteen
mepanres In oafavesi thia possage, hestewer, in meledious
rather than diffisult, Another romantio, melodicas, and
gracaful passage in eotowes la found in the introduction of
Oaprdoe X¥. This sectlon produces a strong confrast with
the gh=dihg technldally difficult balange of the capriae.

Ex. 56 Capeica TV, Op.l
Fasato (measures 1-2)

s

L} .. ] BT --a-i 5

Caprice XVII cofitodns an entlre sactlon in octeves which

can ta conslderad the moeat J1ffioult passage o6r sedblon wrlk-
ten in aotpves among the caprices, The firsttro meszurasz
are written to be played on tha 0 as8 Dy D and A; and & sod
E atrings.

Ex. 57 Caprise IVII, Op,l
Andante (measures 23=24)




]
Then from mensure 25 to 26 there 4 o difficnlt crogging of
the atrings from A amd B te D and A.
Ex.56 Gaprice EVII, dp.l

Andante (mesgores 25=200
CLR il

Ag the 4 flnt apd 0 are not perfect fiftha, thesge notes
cannot be played with the spneé Cingar; hence; the difficolty
arigeg. af ggueeeing the fingers above the A fint. The seoe
problen exXigts 1n the Tourtl oepstre béelween ¥ and B pobural.
The eaprice iz marked ppdapte as thers are so neny Aotes te
be played in the Tirst section, bat the second section in
which the pptayes are [ound reguires o fRster tempo,; which
makes it donbly diffienolt.

In the firat mowement of the B pinor Cencerto, theve
Ln an Interseting passage in odltaves in onromatio suscomesiotbn,
This passage is copparafively emsy; because it 18 played
on the & nnd & strinps and no araossing of the strings iz re=
guiredy even more important becauss it is a ghrosatis =zeale.

Ex. 59 forcorfo Ho.2 1o B ndnar, Op.7
First Movensnt: Allegre mmestioso (memsures 163-163)
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The "Canpunella® of this copcerte conbalns ancthear

exeelient exanpla of & pazsage in ocbaves ln shromatia

guctession, ascending and descending. Tha occtaves are

played firat on the & and E strings, and then repeated;
an oetove lower, on the G and D gtrings.

Ex &0 Concerto Hos2 in B minor; I?g-'?
Third Hoverenti®la Campanella®

_{manaures 2hz-zhi)

legpretto modernto

“The entire third moversnt 15 & play on different

rhytimle potterns, and the cotgves are mlso written in
three different rhythoie patterns.

Bx, 61 Ibid., (neasura E'rﬁ_]_ -
4 Liwpiifa 17 ﬂ

Yarintion thirtean of "Carneval de Yenlse® 45 antirae-
Iy In oetaves written in four rhythoic patterns. This is
a tonplicpted vardatlon invelwving four ftypes of bowing. The
beauty of thie varigtion 1iez in the rhytheic patterns and
the interssting bowing.



Ex.62 "Dafhaval de Venigal
Var.l?
Ahxt

maRauras 1-313
Pattu 1 and 2 :

1
i

Ex.63 ¢y (mamsore 10}
Fattarn 3

(b Thid, i
B Wthles e i

gther pesaages in sctaves sen be found in Caprice XXIIL
apd Caprice VIIT and ag_previonsly menbiened, ib alwast all
of his cempostions to.a greater or laasor degree.

Faganinlis works are filled with tenbhs, bab bhelr uss
i1g limited to singing pazsages ab a relatively slow pace,
in econtrast bto dather dooble-stopa. The resson for the limi-
tation in playing tenths i physiolazical in fatura,; Intar-
vals of tenths reguira -HJ.;H.I'I;II._I"].E" wida extenslons and therefore
gan only be playsd ch':th.v,l&r_st’anﬂ r-uu..tltn Tingera,

. If'-u
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nacaasitating shifting the hamd for sachk interval of n tenth.
In highar positions LIt 1s ppseible %o play [ingored tenths
ik o date Shis type of pasasage hag not bean written.

The passages Paganind bas written in temths are gquite
short, ranging from one to elght measures in length ond are
frequently found 1n combinatlon with other imtervals, usa-
ally following thirds or preceding sixths. Pagonindl dses
thom as lharmonlc soloring.

The beat-known pasgage in tenthe fa found in variation
aix of Caprice XXIV, from mesaurs 5 to 10, following o
desoending 4 minor seale in thirds.

Ex.65 Caprice XXIV, Op,1
var.6 (measures 3-6)

In the first movement of the B T1af mpjor Conberto,
at measure 268, there ate conbinations of thirds and tenths

gontinuing for four messures.

Ex.00 Comeerto Ho,l in B flat major, Op.6
1a% Mewement (mensure 268)
Allepro HAegtogo

- — T ]
e s S [T
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it measnre 272 thara are oomblnatlons of Eanths and sixtha

coptinuing to measure 275,

Ex.87 Comcerte Mool in E . flak najor, Op.&

Ist Movement (moasire 273}
Allegro Masstoso

In the third sovemant of thla osnearts, Crem meanics

67 to 6% there are two measnren of tanths followsd by elxthos
Ex. 6 ida

ro Moveparti Honde [(messures 0F7-049)
illegro splrituoso

e

A% measures 135,137,139,d41, and 242, there are successions
af broken bentho.

Ex.69 Ipid., [(measiraslif)

In the resapitiilatisn at measures 509,511.513,5%15, and

W1, there are broken tenths In D major.
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Variation nineteen of "Carnaval de Venise" conbains
tenths in two different rhythmic patterns, eighth and six-
'teenth notes. The sixteenth notes are repeated twice. This
passage continues for eight measures. A similar rhythmic
pattern of repeated sixteenth notes, in chromatic ascend-
ing and descending scales is found in the first movement of

the B minor Conecerto.

Chords

Paganini's compositions contain innumerable passages
of chords composed of either three or four notes to be
played either up or down-bow. Our conventional bridge
will usually permit the sounding of three note chords in
unbroken form but as a result of the convexity of this
bridge chords of four notes must be broken. The difference
between the simultaneous playing on three or.four strings
and chords is one of bowing, and the tonal quality which is
produced. Simultaneous playing on three strings requires
a sustained and continuous grip of the bow on all strings
at a slow pace in legato. Chords of three or four notes
are played separately (up-bow or down-bow) and produce a
staccato effect in chordal succession. It is curious to
note that, although Paganini msed a flatter bridge, his mu-
sic does not contain any chords composed of four notes to

be played in legato.



™
In variatisn one of "Nel cor plu nen mi sento," there

are chords of thywe and Four nokes Go be played independs
ently at & Cast, bub aadible teape.

i "hal gor nan santa®
el m.li:-ﬂ.&u'?mlltl

The ohords in this variation nrs used te sonnect passngen
aontaining various teshnlonl davioes.

In variation five of the same plece, the chordn are
af Primary Ieportande.
Ex.71 nu,., Tar.§ (ssdanures 1-1}

Fagt descepiing runm and sposnding arpegglo passmges
gonnect the exbtensive passsges in ahovds,

In Caprice LU the second seoblon donbtalna ahovrds whilah
serve to esphasize the melody aon the [lrat and second baats

P

ol saoh messuroe.
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Ex.72 Caprice TH, Opsl
Allepgretto (messures 17-1H)

In tha cadenza type development saecktlon of the fipst
moweaant of tha E flat pejor goncerto, thers are doubla-
stops which are in reality brokan chords, Thess cooar ob
varlons wessures throaghont the seetiony in one instance st
meagure 203,

Ex.71 Converto Ko,l in B fiat majer, op.6

18t Movement (meapurs 292
&llegrs macatono

u::ﬁ:hﬂ
o —_ 3 B P
s [ [T
A e - | B

The Tingerings prove thase doubla-atapa bo e ohordsj) the
bowing amd the rhythm, howewver, preduces the affect of doubla=
atopa.

In the sane oovement the chords are peed ta establish
tonallSy; In measures 231 and 233, and apain £8 moasures

Ehj amd 2%5,
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Ex. 74 Concerte Mol in B Tlat Hjm Ei?

1s% Movement (meanurss F
Allogro sasafono

In the third sovesent st meanures 160 and 1631, the V=]
thords ura used to modalats to &nd establizh a naw kay, and
in measures 164 te 168 the shards are snploved as & transds
Blonal pRssage.

The Coregolng exXamplen derve o Lllvateate the purponsn
for whicsh Paganlnl wroko ahopda

As a waristidng

Az & comnecting paseage;

As a dlaplay of teshnioal wirtuwosity,

dnd to establish tomality,

t ext atrings

In zest of fhe pretceding technicsl devices, although
tha bow was. indiapensible; the examples were ahosen bo
1llustrate the technlonl requirements for the left hand,
0Of even greater inparbanse Ln Figaoloi's musle are the var-
lows bowing technigues which he developed 5o extenslvely
and hiz bowing imnovations; mome of which are seldom pars
formed in their original fors. © . g
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Caprice IT progentid two distinmet difficultiss: awlk-

ward and daring extennlenn in single notes and double=
stopa For the left hand of warlicus interwmls from a minor
Bedond bo s seventésnth s 11luskrated, in pard; in the
follewing exgaplaj

and crossing of the ofrlngs while pkipping strings Iin legate
bowldg. This capriss has o dipkinat bowlng pattern whdsh

is predominent throughaut,

Ex. 76 -Jbid.,; heasuares T-4)

Lwllﬂ

r w2 mamm

Tha caprice 1a in jf ,and as sesn in the wbove example there
iEre twelve sixtesith notes In ouoh measure. The pattern of
the bowing ls sd Follawar  Ghe £iret nete s separaba) &ho
second, third, and fourth notes are slurred; and the remailne
ing elght notes of the passdre are played separately, whan-
avar the pattersn 18 followed.

In the passgge lllusirated in example Ho.75; the bow
alss playe an lsportant role wnd & very dirficalt one in the



75
gontinaons skipping from the G to the E atring te produca

the diffiealt left-hand extensiona.

another vory difficolt example of skipping of Lha
Etrings poours in Caprises VI in meazures 5 pnd 7T oand st
varlows intervala throughout the piece.

Ex.77 Caprice XVI, Opsl
Fresto {(measures 6-7)

&L aAs, £, g, & A a A

s

|-- L]

O -"’-F'T_;'

The difficulty here lies in the temps which 18 sarked prests.

In Gaprice I at mesastre 22 thers 1# an extrengly owh-

ward extenslon, The stretch i between the third Iine B and

the fourth ledger line 0, amd Lo dgably difficult booguse

the Bola in first position and the & ig plaved in sixth posl=
Elon on the E stfing.

£x.78 Caprice I, Op.l
Anntits {ment i s oy
i E '"_'Er'n?" T -

== A
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In mgasuces 12 ard 13 the gecond beats are extrensly mwis=
ward fop the lelft hanmd.

Fx.79 Caprice T, Op.1
Andante [(measure 13)

The avkvardness arises from the necessity of plasing the
fingers prastioally on top of one another to play the notes
and la intereéating aa an 11ltatration of a technical diff-
iculty oppoaite ke the exbensions.

A apring-bow or risoohes 1s used for fihe arpegelos, ond
it 4= this bowing which 13 the main feshnlsal devige Cound
in tha espriza.

Ex.80 Indd., (memsure 1}
-

i

The contioodty of the arpeggiocs Aare accaslonally braken by

L

guitar-1ike brokan dhords wWhiloh make ose of & stooconbo hows
ing nnd thirds in triplets.

Atother extansive piece in arpegglo formy employing the
rigoghet bowing and sanbiadning arnconfortnbles extensions and

r]
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sontractions for the fipgers of the left hand; 1a the
feventh variation of "pal sor pld non ril senta.™ This
particolar ricochet bowing 12 the easisst to perfore be=
tause the crossing of tha foor stringes automatieally sets
the bow into a bouncing wotian.

A wery ioportant and effective trpe of bewing found
in Caprice XTT i the umdylated bowing,; which is performed
by playing alternately on two strinpe.

BEx.01 l:‘..uEl"inn- AIL; Opal
eg.ru tn&uwm?-lui

e

In addifion %o the teannionl AifCionlty of the mdulated bBow=
ing whileh is weed thesuphout, this daprice contalng the most
awiward extonslons to be found in Papaninl's worka,

The wndulated bew Le one of the mept diffisult to per-
fact. It requires presisieon) ceordinatlon, balamwse, and the
prapar division of the bow in sreasing the ntrings. Tha
Aatrings mist e get InEs Tibratlon without exerfing any
prassura, in order £o produce She requlred wave-like effect.
Paganini daes not was hls dewics sxbenaiwely. The only
athar plece: 1n which this bewing 18 found 18 Caprlae XEIV
1o variations Lwoy flva; unﬂ.maihlr alght.

In varlatlaon bwa E:III.E _nﬂquln.tiﬂ towing 1s kept to a mins
{oum gnd iz faand anly an the Iir#t 'h'i-ll: ol fsaoh peasura Whilah
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apnaists of four-sixtesnth notes.

Ex. B2 Caprice XIV; Op.l
Tar,2 (meggures L1=2)

The undnlaktion L= a ploy om a half-step interval throuph-
ouk £he variatisons
In-vgriatisn five the intervals naed are ootaves.

Ex.81 Inid.,{measures l=2)

Tha octsvas are geparated by & half-atep, aexcepbt dn the
twallfth measure whare the intervels hetwaen the sotaves ars
8 ploar third.

Veriptlon eight ds asuelly played nsing separeate bow
gtrokes, as Lha uriginaf'hnwlng pases too grant a 4iffi-

pulty in sinulbansous threes sbring playing.

Ex.Bl Tbid.,Var.8 (measurvas 1=4)
original bowing indigated by prezent writer.
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Ao oeaninatlon of the sasle with the original bewings
presenta She poBpibiiity that PFapgenini op® Hove used on=

dulating boking in preducing these chords; for special
affentn,

1baka ol

The most difficnlt bewing inncwatlon, mmique to Paganind
la the seltate bowing found in Caprice V.

Ex:3% Caprice V, op.l
Agitato Sgltato (mesanre 1)

Tthe torm fgltato iz the Itallan eguisvalent of tha Fremch
Bautlilie, The combined markings of saltate above the mosie
and the staccato narkings indicnted balow the notes reguirs
fhe smallest form of ricochet bowlng to be used in the Caprieca,
Ihis spring-type bowing or rloochet ip comsldered quite easy
bo perform on four airings, but in this cese 1% must be per-
formed on two atpings, and this 18 what produses the tremen-
doug diffiswliy.

Eaah memsure of Ehe caprice 1s aomposed of sixtaen
silxteehth notes. The bu-ring'rnr the firat fwo groupa of
four notes, as ﬂlutmtid_ in tne above example, is riag=
chat for the first thres notes and spfecato for the faurkh
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note. The following two groups of four notes are each
played independently in saltato-staccato or ricochet. The
swift crossing of the strings interrupts the automatic
bouncing of the bow making it almost impossible to perform
the caprice with the original bowing. It is the speed
which poses the difficulty, but to play it at a slower tempo
would completely change the character of the‘caprice. This
bowing is not found in any of Paganinit's other known com-
positions nor has any other cdmposer written a piece using

this type of sustained saltato bowing.

Legato bowing

Legato bowing is common to Paganini as it is to all
composers of string music, and is found in one or another
section or parts of ali of his works. Iegato bowing is
the fundamental or basic bowing used in viglin. As its
ultimate expression, a violin was intended to imitate the
human voice, and it is the legato bowing which for the mos?t
part achieves this end in singing passages. Paganini's use
of this bowing differed from that of his contemporaries in
that he used it not only for singing passages but for re-~
markable technical and acrobatic displays.

Paganini has written two sﬁriking and extensive com-
positions based exclusively on legato bowing: they are

Caprice III and Caprice VI.
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Ex, 3¢ Caprice TIT; Opel
Freato {measirea hd=50%

In the above exadple Twealy-foar notes are plared in the sase
bow, The plece rogalres rapld tesbmigne and perfect intani-
Flon for the left hand as well an complete mastery of She
[ET5

Caprioe ¥I presentn another dLffloulty which involven
tha simolbanesus plaving on twe obrings 1o legato,

EI-H-? Japrice VI, Op.l
"Adagio {messure 1)

and In af8ition the caprles somtalns doobls-stops and gwke

ward extensions. Each wensure in divided in two partn, and
#uoh half containg thiriy-aix notes to be played in one Bow,

In other instanded the legato bowing ia wsed to play
arpaggios as in the prelude of Caprics V. In this example
there mra saceniing arpsggios in combipation with descanding
goilesy found in tha firet measdre of the prelnds.
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Fx.88 Caprice v, op.l
Trom the Prelode (ns bar linas)

E-: ._ﬁ e B

A% The efd of the prelode of Saprice ¥, there 18 o ghro=
matic aacending ond descending scale of forty-sipht noted

to be played In one bow ipn Jegato.

£x. 89 Ibid,,
chrematle ending of prelude (no bar lines)

—

Tachnically Aifficnlt rapid ahrosatls passages ara
Tound 1n tha seoond sachion af Oeprilss VLI, These pass=
agas range from thirteen notes ap to thirty-seven notes to
ba played in one bow, OCaprbios XAT has soalas of frop threas
to Lfoopr ootavea In legato.

Curioosly enoogh Crprice COIV which contalng almast
all of Paganini's technical devices Tfor the left hend, nses
lpgirto bowlng only, in oost of the variations.

The thems iz in legato.

Var: £ nses A conbination of legato and undolpted bhowing.

Var. % ig strietly in legnto.

Yar: *t L in chropatic legato.

Yar. % Ls stpictly “in lepato.
Var. & contalng thirdd and tenths in lepgato,
r
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Var, 7 containg trlpletas inm lepato.

Var. 8 asntalng a i in legato.

Var.10 1s & meledis varlation wsing single notes in

Var.l1i MM and arpegglos In legate.

Faganinlis-Bix Bonatas fer wlalin and gmitar, Op.2;
are filled with lagats boving whereln a great ssny notes
are played in one boW. Fach of ihe Slx Bonalas for wisolin
&nd gultar, Opad contalnn an intrefscticon in legato, and
othor Ionf Iephto padsafges &Fe found in waricanm sectlens
of the ponatas. Scontn Ho.0, Ope3 L1s the nost melodicus of
thane ahort senatan. The entire firet movenment i in o low
winging legato, pleved on o haunting melody.

Ex.50 ﬂmtu. m.& mnn
-un

The third movenehl cantaing fusl pareages In logato;
and the fourth movenant is in left-hend plzzicato ending in
fapt rune in legaba.

"Carnaval de Yenlse" containn one warintion, number Cive,
which lg sirictly in -].=||.t:r. Wnrintleon sight is in four
nete legato which forms & pattern except at the cadencen
where the logafo pandage contalms altteen Dotes. Variations

fourtesn and sixtesn are in _legato and staccato.
= i f-'



gy

In Y Palpitl! the Larphotto containg lonp stretches
of legato. The thems 1la strictiy In legato, Variastion
ona agaln containe long passages in legate. Vardation two
sohiinlna broken tilrds in karmeniop and arpegpics In Lepac.
Vardation thres dontalng & Pew measures of arpeggics in
legrto, combined with double=stops,

The Conoerta Ho.l in E flat pejor, Op.S conkalns ar-
peggios mnd double-stops asing lagate Tewlnk, 1n the first
movenstt.  Tha enbtire second movemsnt dg strictly in lagabo,
incorporating long, faszt, coleratura Lypas runs. & brpical

exanple of thiz type of pessege 4= found at’ pessore 17,

Ex. 9L coneerto He.l in E Clat nalor, Op.6
1l Howement (megaore 17)
Adppin egpregaive

The third movement aontains ATpeRglo rung in legato gnd @
singing passage in legato iz Found from mesoure 270 to 347.

Tha flrst morement of Paganinlls fascond Qonserks in B
ninor donbaing many legate pasfaged. The seoond movemenk
ageln 1s strictly in Ieguto. The third movement containsg
intereating pitterns played in legato.
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Ex,92 Congerta Ne.2 in B miner, Op.7
ard Movenent {messure 10%)
Allegratto moderata

This paktiern in donble=stons,

in aotaves.

.f-in tenthe, two
-_nuﬁﬂa o B Do

in tenths in
matriplets,
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Ex.5% in%%ﬁi (measure 2B8)
L fifth pattern of trille plaved in & two-ootove
desgending shromatlc sonle.

The above example is The sefond instande of trills played
ofl & ehrcteabla scale at o fapthempo, 1n Papaninits dompos
sltiens,

Tha last five mugifal eXomples serve to 11lictrata
Papaninil's use of legate bowing as-a Geahnloal display.
The tachnlque af the left hand 1a equally as important as
thel of the right hand,

dpdeeato and Saubiills

There-are two types of robvoumding bowings used by
Faganini; the epiccats and bhe sautilla. the splecato
ia played at 8 zlow Tedpo, abd the bouholhg of the bow
op the strings ia cnntré&laﬁ at will by the parforoer)
and the pantille sotomatioally conbinoes te boonce ot sat
iptervals at a reasohably Ca=st tecgpo, obhoe put into motion
by the wrist ant the Cfingers. The saotille verles In bespo,
ranglng from o recsonable tempo to bthe fastest tenpo
pogalible while respipning pudible.

hn exgallent axample of spiccnto 45 found in tha first
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povemant of hls F Flat major Congerte from moasuee 280 to

e,

Ex.97 Cencerte No.l in E flat major, Op.«6
15t Movement (mEssures 260=261 )
Allegro Masptoon

The terpo iz moderate and a@ the musle indlostes the aplo-
cate hawing is gentrolled by the forearm.

Jnother interesting exonple of spiocate 1s found in
the firat varistion of "I Palpiti," at menjure ciit. A8 1D

the above exnnple; Lt Lg also in double=sbops.

Ex:28 "I Palpiti™
Ynr.l (meaeurs 1}
e . o =i

Var 1.

In the same plece, In the firet varlatlon ot measures ning
and thirteen, there ig an example of almultaneous playing
on three atringes in opliceato.

Ex.99 Ibid.,(sea=mureg 8 and 13)
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At mansures 11 amd 13 there are artifieial slsgla harasnios
%0 be played in sautille. The tempe of tha following sx-
ample in approximately twiee as fost oo thet of sxample Ho.
b

Ex, 100 "I Palpigin
Varsl (measure 1L1)

Another example of splocuto dombined with atagoato is
Found in the Flrat variatien of Caprios ¥XIV, frop memsore 1,

Ex,10] Oaprise XEIV, Op.l
Yar:l {meamuraa 1-4)

As the 11lustrations show, whether s passage is to be
played in aplossto or sautllls ia determined by the apeed,
by tha crossiog of the atrings; and the shifting, In the
Eplapato the spoed 18 moderats, there ln akipplng of the
atringa, and Aiffianlf double atops. In bhe sanbllle; thesa
ponditions are reversad.

In the sautllle various complicated double and triple-
stops ean he played provided that tha notes are closs to-
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gakher and isn sutossalon: CaprPloe XVIIT Lo writien don=
plataly in deuble-stopd walng dautille bowing. In sawtille
as the tempo Iinoreases the presaurs of The bow décreases.

Ex.102 Daprics IVIIL, Op.l
allegro {messures 17-18)

Paganini's Goncerio In E flat major containe diffioult
donble-atops and pingle note pasdagen in sautille; in the
Cirat and Thind movemsnti. Tn the FLrat oovedenk, moasurels
111 and 112 are dodble-ftopn In sautills.

Ex, 103 Conoerto No.l in B Flat majer; Dp.c
lst Movemant (measures llh‘:]i]
Allezre masstoso

The Cirat seasure of the above illustration ig comparatively
aAmy %0 play, but in the second wensure there Ln o oroAning
from the E string to the 4 atring without & break.

The moat ALfficult and awlward passage in double-dtopd
in seutille odouts i the Cirnt movemsnt of Ehe oonoetis

at masaura 179.



2. 104 Cenearto Ho.l Lo B Clat #pajar, Op.b
12t Hovement (messara 179]
Allegro miastoss

It oecur= sgsin in the recapitulatlion at measurs W7,

The moat outstanding example of single-note sautille
in Paganini's "Moge Perpefus’ in l%i cntlrety. It is
sompoted of more thop thres thoussnd sixteenth noten ployed

ag Ats name inddeates witheul any inberraptien,

Ex.104% "Hoto Perpetoo®
,ndtrntu (monsures 1=2)

Tha speed 1z allagro and at Gimes allegro vivase. The bow=
Ing indicated at the béginning of the work in meny editiens
is ptaconto. This Lo n grods erfor, since in wiolin playing
ttnoente means to play twe or more notes in one bew with
gtops betwoan tha notes, The indieation should be seabllle.
The srror mey eriae from the et that in plano staooato iz
pinply thg opposite of legako. However in violin The squlv-
alent of the plano placcato is splecato or sautills. The
splosate sceelerated beconsd saullllp; the asatille



fagelerated beoomes splonato.

Lo, FPlying stpsaont I

Phere ara twao Lypes of staccats used by Paganini
deternined ar differantiated by the tampo, (me bype is
played on the string which he Adistinatly marked tmactallaton
atul 13 simllar to the staccate found in the "Hora Htacaate!
of Dinieu, more papularly known with the embelllahmenta mnd
re-arrangerant by Helfetiz., Whoraver the indleation iz
fmprtelleto™ o heavy staccabs at o wiveas tempo 1s required,.

Thisg " t¥pe of peesnge 13 wesually played up-bow.

Ex.106 Caprice X i1
'H.'rpu.ﬂ'l I:'u.au.;}ﬂ:l"a 1=21

This type of ataccato L8 Toumd in Caprises XV and XEII.

The aeeond type of ataccate whish I a very 1ight god
Faaf atasanto, accomplished by throwing the bow on the string
and allowring 1% to tEavel at will, is .'I.'l:.u.:.r:d. for q:;{.a,mp]‘_g.l.n
Caprioe XMNI, dseaklon two.



Ex:107 Caprise XXI, Op.l
" Presto (aeibire 14)

Goor spoke of this type of ataccato and siated Tt Papanind
pleyed pessages of this sors et lightening speed. Por thin
type of staccato Faganinl sarked the tempo Ypreste’ and the
Aytamics nre memEso forte as no pressure is exercised. The
light atncento amd T1¥ing sbaconto nre essantially the

anme -Shing .

Flacohel bewing fn In reallsy a type of staccato which
iz extremsly light and can be played elther up or down-bow,
bat 13 uwaually played down-bow., In the ricochet bowing
thera is the adwvaniags of being able to play = greater
nusber of notes at & traly lightening speed, especially in
ahromatis pessages of ningle notes or fcuble-stops provided
that thers 11 fo Hnllm; af' the stringn. Papaninliy miasin
aontaing ricoshet paoongen of from four nmotes to ARy FeaAcHs
abla numbar. Thirty-aegend or alxty-Courth noten are almont
invariahly waad,

The third sectlon of dapriss [X sonsists entirely of
ghort ricochat pamasgad.
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Ex. 108 Caprice TH, dp.l
Allagratto (menzures 92-93)

e e e

The repeated pattern of fobr-note ricochet paasages, in B
precliae Tempo, givee This third secticon of the ceprice n
atidied afr. Tt possegass o pedantle repetition whieh ig
exapllent for the atody of this bowing.

Gimilar four=note rlicochet passnges are found in the
:‘J.ra':_ novement ol the E Tlat major Sonperto. However; their
s and the sffect produced iz coupletely different, Lrono
that of the previgpys example. These pagsages. in the firet
movement of the concerto nre wsed pa prasing tones, enball=
lshments, and pasaing tonea in geguemce leading to the refo=
lutlon of the kKey: In this case from the dominant, F aharp
major to B minor. (A4 Papaninl ralsed the piteh of his strings
one=hnlf step, Ehis shotld petunlly read from O majer To

WmiNnGT) .

Ex. 109 Conperto Hool In B flat major, Op.b
18% Movenent (nensures S6R-2f)

Allegro Magatopgo
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AL oemsure 268, a ten-note descending soals in Flaoce
chet iz naed te medolate Lo ancthar key.

Bx.110 Soncerto Mao.l in B flab EEJnI Lt
lat Moverent (deasures 26 nzﬁﬁl
Allegra mnsstozo

The mood of this padenza-type section of the first movement
af measure 260 ia peoomte (weighty) in a strict tempo. The
rleotlwet phssages produce s sudden electrifying effect.
Faganinl'a genius in compositlon is elesrly evident hara.
Without EBhs rioochet passapes To interrupt the set shythoic
pattern in thipds, tenthe, amd teills, this sectlion would
shortly become exbremely Mmoo oS .

The' third movement of fthe E flat major Conderto Li based
oh four-pots descending passing-tone rlogohet passagas.
Invarlably mll of Lhese euns are deacending and alwvays
razalved,

Ex.111 Concartg Ho.l in B £lat :r.ajq-r* pad

rd povemant {magsura 1-33
Rondo £llapgre dplritusss
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The third movement is a Bomdo in E timp and the Rote ¥allis
in the riocahet pansages 18 & thirty-gesond. These four
nobeg dn rizeshet determine the brllllant, Llively, bravoura
chiaPadbar of tha entirve thivd mevement.

The irest povemsnt of the 3 minsr Concerta sontains
paszapges af three; foar; #ix, fourteon, and sixbteon notas
in ricochat bowing. Here, the longer rilasohat passsges are
uped for technical display.

The third movenent which ie s Aopdo has two naln themes,
hoand By The theme B is baged on the following pattern
wileh songlats of four-note Ticochet passages.

Ex.l12 Qencerte No.2 in § minor
Jrd Moyvemenf "Ia Campanella! (mensires 17=18)
Lllegretto Bederato

In "Nel eor plo nof ol sento,™ the third mnd fourth
measures of the Capricclo are conposed of twelve-tote
throoptle ascending or descending ricochet passnges.

Ex.1L% "Kel cor pin pon mi ganto"
Gapritelo (measure 3; long meagures ad 1ibitun)
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Varlation ona of bha sams pleas conbains many long
ricoohel passages warying from foprtesn to twenty-Cour

notes.

Ex. 11 FHol cor piu nan gl sspta®
Yor.l (nemsdre 100

In the abeve example, the fote value 1 g 12B8th, and the
p&!!th has o range of thres octaves plga tWo totes, played
on fﬁqy syrings. Thip wariation i3 in B tine, and this
pagsage miat be played In one beat, onking 1t extremely
Airriault %o execute, There are twe difficultics ilnvolwed:
The crosging of the strings which epuld interrupt the aute-
matilc bounoing &f the bow) the fingers of the laft hand must
be synchronized with the inaredibly fast spesd of the bow.

Fortunatialy,; since Lhls plede la for wlolin solay a
gertnin freedom can be taken with tThe Gemps, such as gtretsh-
ing tha third besst, msklng 1ts execution poaaibles. Riooahat
paggapes are al=s faund in variationa threa, er and gix
of thiz plece. Variatilcn seven is composed snblraly of sprlag=
bow four-string arpeggilca.

Ailcachet bowing i3 comsidered to te Paganinil'z ingenius

invention, and 1L 1= certainly ope of the more predopinent
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bewinpe Found throughabt his warks. Th aan be sald bEhet
at leazt ninety percent of his compoaitions coptaln rico-
thet prEsages to o greatar or lesser dogreae, as well as

pazzapgee In stacoata of one btype or another,

Papaninie Sowing
There fa one type of bowlng, invented by Paganini,

winich bears hiz nana,

Ex,115 Caprieg X¥1,; Op.l
(menpara 39-ﬂn]

A8 The above exadple illustrates Gheres are tWwelve=sixtesnth
notes to 4 Hesszuras The bewlng ia maried- aa follews: one
sepnrate spieccato note, fallowed hy twa slurred notes, 52551
de gulte. In the first group of four hote: the slur iz
plaeed on the second and third notesj in the sacond group
the alur is plpoed on the Tirst two notes, and the Coartihn
note of thiz second group iz tied to the First note of the-
third group of four notess The third and foorth notez of
the third groop are tisd togethar,

This is nn Inganlds t¥pe of bowing whioh mast ba ooras
rully stufied, Far 1t can ba seafusifgg however, onge dasbe
ered, the effect of bths 1;r¢gu1nrlr placed slurs is atriking

amd plengant. 2



CHAPTER IV
PAGANINI'S INFLUENCE

Paganinit's genius, the technical devices he developed
which expanded the range and scope of the violin, and the
originality of his compositions began a trend in virtuosity
which has continued to this day. He was the paragon of tech-
nique which not only the strings, but the brasses, woodwinds,
and piano attempted to emulate.

Although acclaimed by the public and the lesser known
instrumentalists, Paganini was most widely admired and accept-
ed during his lifetime, by those musicians and composers
who were not primarily violinists. The established Paris
school of violin playing represented by Viotti, Kreutzer,
Rode, ILafont, Beriot, and Baillot was not suddenly revolu-
tionized by the appearance of Paganini on the scene. Baillot
simply saw in Paganini an omen of things to come, but Beriot
was to be the founder of the Franco-Belgian school of violin
playing. The great German violinist, Ludwig Spohr, disliked
both the French and Italian schools of violin playing and
considered Paganini's devices an anathema.l

Paganini had an indirect influence upon the violinists

1%effrey pulver, Paganini, The Romantic Virtuoso(London:
Herbert Joseph Limited, 1936), D%
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of his time and those who came after him rather than direct
imitation except perhaps for Ole Bull (1810-1880) and
Heinrich Wilhelm Ernst (181k4-1865). Pulver2 states that:

& school of brilliant technicians came into being-
belonging to no particular nation, but having its
followers wherever the necessary physical and tempera-
mental conditions showed themselves.

Ole Bull was, like Paganini, a self-taught virtuoso
and a great admirer of Paganinit's style of playing. He first
heard Paganini play in 1831 which was the <+turning point
in Bull's life. He devoted himself to the study of violin
technique in order to emulate the older violinist., However,
his manner of playing was similar to that of Paganini's
only in the use of similar technical devices. His knowledge
of harmony and composition was very limited, and this is
revealed in his original Works.3

Ernst was also a great admirer of Paganini, and his
well known Concerto in F sharp minor, Op.23, is a rather
weak imitation of Paganini's style of writing.LP The only

difficult passage in the concerto worthy of Paganini occurs

in the first movement in measures 152, 153, 159, and 160.

2pulver, ope cit., p.216

3Franz Farga, Violins and Violinists, trans. Egon Iarsen
(London: The Camelot Press Ltd.,1959) pp.199-201; and Mortimer
Smith, The Iife of Ole Bull (New York: Princeton University
Press, 1943), p.39.

hgaw. Ernst, Xongert fur Violine, ed. Arno Hilf(ILeipzig:
C.F.Peters).
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This passage consists of scales in consecutive thirds,
ascending and descending. All of these passages which at
first glance seem very difficult are well calculated to a
avoid any risk in execution. In spite of these consider-
ations, the concerto is very effective, violinistic, and
a delight to play. Paul David mentions the fact that Ernst

himself was not alway successful in overcoming its tech-

nical difficulties.’ Notwithstanding the foregoing remarks,
Ole Bull and Ernst were both fine virtuosi and in so far
as was possible carried on Paganini's tradition.

Charles Auguste de Beriot (1802-1870) was the founder
of the Franco-Belgian school of violin playing. He was the
first violinist of the so-called Paris school to break with
many of its traditions and to adopt a variety of brilliant
effects in the way of harmonics, arpeggios, pizzicati, etc.
He had been the pupil of Viotti and Baillot in Paris.6
Henri Vieuxtemps (1820~1881) was de Beriot's most famous
pupil. Vieuxtemps , accompanied by Baillot, was in London
in 1833 where he played with the Philharmonic./ Here he met
with Paganini. Although his compositions display the fiery
character of Paganini's works, Vieuxtemp's music is of a

more Bohemian character, containing brilliant ascending and

5Paul David, "Ernst," Groves Dictionary of Music and
Musicians,ed. J.A. Fuller Maitland, I (1911),759-90.

6pavid, "Beriot," ope.cit., P+309.

7Farga, Op«Citey Pe191
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descending arpeggios so typical of Gypsy music, His con-
certi are extremely violinistic and appealing, but they are
not difficult.

Until the advent of Leopold Auer, a Hungarian who
achieved fame in Russia, the Franco-Belgian school was re-
sponsible for producing many of the great violinists of the
nineteenth century which included Sauret and Eugene Ysaye.
The so-called German school is obsolete today. The two
schools which have developed nineteenth and twentieth cen-
tury artists are the Franco-Belgian and the Hungaro-Russian.
Eugene Ysaye's Six Sonatas for Violin Solo, Op. 27, are re-
quired playing for the "Concours International Ysaye!" for
violin and piano which takes place in Brussels.8 Oftstrakh
won the first prize at this competition in 1937. Among the
other compositions, he played Ysaye's "Sonata No.3".

In the field of violin composition, Mendelssohn, Brahms,
and Wieniawski, among others, have written outstanding con-
certi and other works, all of which are highly virtuosic and
incorporate many of the technical advances in violin tech-
nique first developed by Paganini.

Paganinit's influence is most strikingly seen in the cadenza
of Mendelssohn's Concerto in E minor, Op.6l, in which arpeg-
giato passages in spring bowing are found: passages amazing-

ly similar to those found in Paganini's Caprice I. Passages

8Eugene Ysaye, Six Sonates pour violon seul, Op.27 (New
York: G. Schirmer, Inc.,l924)
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of this type are usually written either in E minor or G
major. In the last movement of the Mendelssohn Concerto,
flying staccato is used throughout,

Wieniawski's Dix Etude-Caprices, Op.l0 are a fanbtastic
work of virtuosity,9 and, almost all of Paganini's devices
are found here. The ninth etude~caprice is entitled "Iles
Arpege," variations based on the"Austrian Hymn," reminiscent
of Paganini's variations based on "God Save the King."

The third variation of "Les Arpeges" contains a duet fop
violin solo which combines a study of fast arpeggios with
a left-hand pizzicato accompaniment. The second variation
of the same etude-caprice contains single and double har-
monics in arpeggio form. His works require complete virtu-
osic competence.

Paganini's influence on the pianist-composers of his
time was equally as great. Liszt, sometimes called the
"Paganini" of the piano, first heard'Paganini in Paris in
1831. Liszt was despondent at tﬂis time, and the revival
of his interest in the piano has been directly attributed
to the tremendous impression Paganini had made upon him, a
fact mentioned by both Liszt's and Paganini's numerous bio-
graphers., Returning to his work at the piano, he began the
task of transcribing several of Paganini's caprices for the

piano. Lillian Day states that "Liszt in his transcriptions

YHenri Wieniawski, Dix Etude-Caprices, 0p.l0 (Hew York:
International Music Company).
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enlarged the technical possibilities of the piano and
re-shaped the piano hand."10 This work entitled Bravour

Etudes after Paganini, arranged for the plano etc., was

completed in 1838 and was first published in 1839 by Tobias
Haslinger in Vienna.tl

Schumann was also impressed by Paganini's performance
on the violin and, like Liszt, returned to his music. He
was partifularly aware of the poetic quality of Paganini,
and wrote several works for the piano based on Paganini's

Caprices. These were his Opus 3, Six Studies after Paganini's

Caprices, and his Opus 10, which bears the same title.

Brahms and Chopin have also written works based on
Paganini's compositions, but it must not be assumed that
Paganini had a direct influence on Chopin.

In the larger field of chamber and orchestral compo=-
sition, such men as Berlioz, Wagner, Tschaikowski, Rimski-
Korsakoff, Ravel, Dukas, and Casella have used the Paganini
technique to great advantage.12

Paganini did not form a violin school which could be

adopted by any violinst, and his promise to write a treatise

which would produce virtuosi in a very short period of time

10ri111an Day, Paganini of Genoa (New York: The Macaulay
Co., 1929), p.303

1lpaolo Gallico, "Preface," Liszt's Six Grand Etudes (New
York: G. Schirmer, Inc.,1906).

13-Day, OE.Ci’b., Pp'303-3o’+'
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never materialized. His Sixty Studiesl3 cannot be considered

a method. However, all of his innovations are present in
his compositions, and the entire vioclinistic world studies
and performs these works. The great composers who came after
him brought their own genius and style of composition to
their works, but it was Paganini's ofiginal expansion of vio-
lin technique which opened the door to the inexhgustible

possibilities in both Romantic and Modern nmusic.

13

Nicolo Paganini, Sixty Etudes in Variation Form Op.lk,
ed. Norman Black (New York: Omega Music Edition, 1951)



LECTURE RECITAL

Tonighﬁ% lecture is based on the technical devices used
by Paganini in His compositions and will attempt to demonstrate
the manner in which these devices broadened and extended the
range of violin technique, a technique whitch has had no real
violinistic additions since Paganinits time.

The seventeenth century marks the beginning of the per-~
iod in which the violin was recognized and adopted as a solo
instrument. FEach ensuing decade, each quarter of a century,
each violinist-composer and every Italian city contributed %o
the development of the violin. It was in Ttaly that the vio-
lin reached its perfect form, and it was in Ifaly where the
famous centers of violin playing were established whose tech-
hical and musical advances were spread throughout France,
England and Germany by their able pupils. Among those great
violinists and teachers were Archangelo Corelli, M. Cazzati,
G.B. Vitali, G.B. Viotti, Giuseppe Tartini, and Lorenzo Somis.
Germany also developed her violinist-composers at the same
time, among them, Strungk, F. Biber, and J.J. Walther. France
and, particularly, Paris became the accepted center of violin
playing in the middle of the eighteenth century, represented
by Viotti who had brought to the Paris school the traditions
of the established or classical Italian school.

Violin playing as performed by these masters was char-
acterized by nobility, breadth and beauty of tone, but it was
Paganini who added the marvelous skill of technique and the
dazzling effects which were to become so much a part of our
modern violin school of glaying.

Born in Genoa in 1782, he was, for the most part, a self-
taught violinist because his innate talent made him too far
advanced for the teachers with whom he was sent to study. In
1799, Paganini and his family retired to the suburb of Polcevera,
a short distance from Genoa, where he was able to make frequent
trips to Di Negro's library. There he was able to study the
music of all the masters of the preceding two centuries.
During this period of semi-retirement, he devoted himself to
the study of music, composition and the violin, He explored
the technical possibilities of the violin and developed them
to the fullest. The musical style of Paganini's compositions
closely followed the Italian bel canto style of singinge.

The themes of his compositions are lyrical and melodious.
Technically, he imitated and surpassed the prowess of a color-
ature soprano, and the greater emphasis for the interpretation
of Paganini's music rests in the performers ability to execute



109

the intricate technical devices he finds in Paganini's works.

To understand Paganini's manner of playing it is necess-
ary to refer to Charles Guhr who attended many of Paganini's
concerts and took careful note of the way in which Paganini
performed, his intricate technical feats, and his original
compositions.

According to Charles Guhr, Paganini differed from his
contemporaries in his stance, the manner in which he held
his violin, the position of his arms, the type of bridge he
used and his handling of the bow.

He stated that Paganini's attitude was not constricted,
although it was less dignified than that of his contempor-
aries. The center of gravity of his body was thrown to the
left, and his left shoulder was brought forward. The upper
part of his right arm clung to his side, and only the lower
arm and wrist moved freely, except when he played chords
which required the use of the lower part of the bow. At such
times, thé,entire arm was raised a little, and, as for the
left arm, the elbow was strongly applied to his body while
the upper arm was turned outwards. Another interesting ob-
servation made by Guhr concerns Paganini's bridge, which was
less convex than those used by his contemporaries, and which
enabled him to play simultaneously on three strings. Paganini
used his bow from the middle to the tip for almost all of
his most difficult innovations.

Among Paganini's numerous compositions his most impor-
tant and elaborate works are his Twenty-four Caprices and
his two concerti, Opus 6, No.l originally in E flat major,
which is his most extensive and difficult concerto and his
Opus 7, No.2 in B minor, which is best known for its third
movement, the famous "La Campanella" or "La Clochette."
These works contain all of his basic technical devices,styl-
istic characteristics, and tonal effects.

Scordatura or manner of tuning

One of the most striking innovations used extensively
by Paganini was a form of scordatura. Needless to say, true
scordatura or mistuning of the strings was not his invention,
It is found in the early compositions for the lute and wviol
and, later, in the solo sonatas of F. Biber, and J.J. Walther,
True scordatura was used to facilitate polyphonic playing and
the simultaneous use of open strings. In true scordatura,
one or two of the strings are tuned to different intervals.,
Paganini used a form of tuning which was particular to him,
and it can be called his invention. He transformed the vio-
1in into a transposing instrument. At times he raised the
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piteh of all four strings a half-tone, and, at other times,
when playing solely on the G string, he would raise the
pibch of this string a minor third. This transposition
contributed to the brilliancy of execution, and succeeded
in puzzling the musiclans in his audience. Ordinarily, the
violin is tuned in fifths, and the accordatura of the violin
is g 4' a' e, When the pitch is raised a half-step the
strings sound a flat, e!' flat, b' flat, and £" natural. The
most extensive work in which this device is found is his
Concerto No.l in E flat major. The violin part is written
"in D major, and the fingerings used are those of D major.
The accompaniment was written in E flat major, and, thus,
in order to have both the violin and orchestra sound in E
flat major, he raised the pitch of all four strings one-half
tone. The increased tension of the strings produced a more
brilliant tone and greatly facilitated the production of the
double harmonics found in the third movement of this concerto.
In Paganini's Variations on the G string, based on
Rossini's "Moses," Paganini raised the pitch of the string
e minor third. The violin part was written in C minor and
the accompaniment in E flat minor. Because of the raised
pitch of the G string, the entire piece will sound in E flat
minor and in E flat major, when the piece modulates from
minor to major. While playing this work, Paganini moved the
G s8tring to the place of the A string which facilitated the
execution of the piece, because the left arm did not then
have to be turned outward so extremely. There is evidence
which would lead us to believe that Paganini also mistuned
his strings when playing his caprices.

Passages to be played on a single string

The "Moses Fantasy! is: the only available work written
by Paganini intended to be played on one strings; however,
in most of Paganini's. compositions, passages to be played on
one string are quite common. These passages range from one-
fourth of a measure in chromatic ascending or descending
thirty-second notes found in "Nel cor piu non mi sento!" to
an entire variation as found in "Carnaval de Venise,"varia-
tion fourteen.

Technically, the reproduction of an entire passage on
one string is a tremendous challenge to the performer.
Should the passage cover the range of two octaves, at a fair-
1y fast tempo, as is commonly found in Paganini's music, many
serious technical difficulties arise, the most challenging
of which is the skip shifting. There is also the problem of
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achieving smooth shifting while climbing into higher posi-
tions, where the physical distance between the notes is vast-
1y reduced until the fingers are forced to displace one another
in order to play the required note. It becomes extremely
difficult to maintain the strict tempo of these passages.

In order to further extend the range of the single string,
which is normally two and one~half octaves, Paganini used

the following device, single harmonics.

Single and double harmonics

Paganini's ingenious and extensive use of single and
double harmonics helped to extend the range of the violin
and added a beautiful new tonal quality to the instrument.
The double harmonics are Paganinit's most difficult innova-
tion and demand perfect intonation from the performer, a
perfectly tuned instrument, and complete mastery of the bow.

There are basically two distinct intervals used for the
production of artificial harmonics: intervals of perfect
fourths and perfect fifths. When playing an interval of a
fourth, for example a and d', thée note produced will be a"
sounding two octaves higher. When playing an interval of a
fifth, for example, a and e', the note produced will be ev,
or the e' one octave higher.

In gddition to these basic intervals, Paganini used in-
tervals of major and minor thirds, and sixths. Double
harmonics are produced by playing two single harmonic notes
simultaneously on two strings. Paganini included either
single or double harmonics in almost all of his works, ex-
cept for the Twenty~four Caprices.

The most extensive use of double harmonics are found in
the third movement of the Concerto No.l in E flat major, as
almost a piece in itself.

Another example of double harmonics, this time in com=-
bination with single harmonics, is found in variation two of
"I Palpiti." The first double harmonic of a fourth and a fifth,
played on the G and D strings respectively, and is extremely
difficult to perform because of the awkward stretch imposed
on the fingers of the left hand.

The "Moses Fantasy'" contains all of the devices dis-
cussed up to this point , with the exception of double har-
monics.

Example to be played: Variations on the G string based
on Rossinil's "Moses." (see pages 39 Ex.9 and page 55 Ex.39)
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Pizzicato

Left-hand pizzicato is another effective device used by
Paganini in many of his compositions. This device 1s accom-
plished by depressing the indicated note with one finger of
the left hand, while another finger of the same hand plucks
the string, thus producing the note, and eliminating the
use of the bow. Occasionally, the bow is used alternately
with the fingers to allow a particularly fast passage to be
played without interruption.

The most familiar example of pizzicato for the left
hand is variation eight of Caprice XXIV, and it is the only
instance in which Paganini used left-hand pizzicato in the
caprices.

There are three duets written by Paganini, available
today, which are composed of left-hand pizzicato to be played
simultaneously with a bowed melody, which explains the term
duet. The "Theme" and variation three of "Nel cor piu non
mi sento" comprise two of the duets, and the third is a work
entitled "Duo de Paganini,!" which is the most difficult. Ih
the first section of this duet, an adagio, the melody is
played on the A and E strings simultaneously with the left-
hand pizzicato which is played on the G and D strings. This
places the hand in an extremely awkward position and requires
complete independence of the fingers and precise coordination
of the right and left hands.

Left-hand pizzicato was often used in the old Italian
school of Mestrino's time, but the French and German schools
had for the most part disregarded it. Paganini used the de-
vice to great advantage and obtained interesting effects in
his compositions. It is considered a painstaking task to
study and play left-hand pizzicato, but according to Guhr,
Paganini achieved this device with the greatest ease, clarity,
and speed.

Double and Triple-stops

Paganini's works abound with double-stops of various in-
tervals, which he uses for different purposes: in some instan-
ces to produce brilliant effects, at times as ornamentations,
for harmonic coloring, descriptive moods, and often as a tech-
nical display. This is always done with good taste, ingenuity,
and musicality.

For example, Caprices XIII and XXI contain double-stops
which are used to describe a mood. In Caprice XIIT intervals
of thirds are employed to imitate the sound of a human laugh.
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In Caprice XXI entitled "Amoroso," intervals of sixths are
used to create a romantic mood. The first part of this
caprice is written entirely in sixths, and although these
intervals are technically difficult, the emphasis here is
on the singing quality of the passages.

In the third movement of the E flat major Concerto,
there are eight measures of broken octaves before the en-
trance of the double harmonics, which create a light and
frivolous contrast between the preceding thunderous climax
and the ensuing harmonics.

In Caprice IX generally known as "La Chasse" a hunting
call is imitated. The caprice is a combination of intervals
of thirds, fifths, and sixths. The hunting call is first
played on the A and E strings imitating the flutes, and the
response of the horns is played on the G and D strings.

Example to be played: Sixteen measures of Caprice IX.
(see page 59 Ex.36)

Caprice XVII contains the most difficult section in
fingered octaves to be found in all of the caprices. The-
first two measures are written to be played on the G and D
strings, D and A strings, and A and E strings. Then at
megsures three and four, there is a difficult crossing of
the strings to be executed from the A and E to the D and A
strings. As the A flat and D are not perfect fifths, these
notes cannot be played with the same finger; hence, the
difficulty arises of squeezing the fingers above the A flat.
The same problem is encountered in the fourth measure be-
tween the F and B natural.

Passages of octaves in chromatic succession are found
in the first and third movements of the B minor Concerto.

Variation seventeen of "Carnaval de Venise" is composed
entirely of octaves written in four rhythmic patterns.

Paganini was reported to be a master at playing octaves.
His "Moto Perpetuol which contains more than three thousand
sixteenth notes to be played without interruption, was sup-~
posedly played by Paganini in fingered octaves.

Paganini's works are filled with tenths, but their use
is limited to singing passages at a relatively slower pace
in contrast to other double-~stops. They cannot be used in
a perpetual motion type piece. The reason for the limitation
is physiological. As intervals of tenths require extremely
wide extensions, they can only be played with the first and
fourth fingers which necessitates shifting the hand for each
tenth, as in harmonies. The passages Paganini has written
in tenths are quite short and range from one to eight measures,
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and are frequently found in combination with other intervals,
usually following thirds or preceding sixths. The best-known
passage in tenths is found in variation six of Caprice XXIV
after a descending A minor scale in thirds.

Paganini used the device of playing simultaneously on
three strings to create a bagpipe organ-like effect. It is
known that Paganini used a flatter bridge,which greatly
facilitated the instantaneous grip of the bow on all three
strings and thereby eliminated much of the difficulty en-
countered in producing a sustained sound on three strings.
Although the present-day bridge allows chords to be played
independently, using either an up or down stroke; in mos?®
instances, it is impossible to play them in true legato., A

An example of three string simultaneous playing is found
in Caprice XX, which recreates the tonal effect of a bagpipe.
The use of the open D string facilitates the execubtion of
this device, except in the last four measures of the intro-
duction, where the open string falls between the infervals
of sixths which are played on the G and A strings, As the
D string is proportionately higher than the G and A strings,
more pressure is required of the bow to bring the D string
down to the level of the other strings thus creating a tech-
nically abnormal and difficult situation.

Chords

The difference between the simultaneous playing on three
and four strings and chords is one of bowing and of tonal quality
which is produced. Simulbtaneous playing on three strings
requires a sustained and continuous grip of the bow on all
strings at a slow pace in legato. Chords of three or four
notes are played separately either up-bow or down-bow.

Paganini used chords in his compositions for a number
of purposes® as a variation, as a connecting passage, as a
display of technical virtuosity, and to establish tonality.

In variation one of "Nel cor piu non mi sento" there are chords
of three and four notes which are to be played independently
at a fast but audible tempo. The chords serve to connect

other passages which contain a variety of technical devices.

In variation five the chords are of primary importance. Fast
descending ricochet and ascending arpeggilo passages connect

the extensive chord passages. In the cadenza type develop-
ment section of the first movement of the E flat major Con-
certo, there are double~stops which are in reality broken
chords. The fingerings prove these double~stops to be chords;
the bowing and the rhythm however, produce the effect of double-
stops. In the same movement, chords are used to establish



115

tonalitys and in the third movement chords are employed
to modulate to and establish a new key.

Saltato bowing

Paganinit's most difficult bowing innovation is the sal-
tato bowing found in Caprice V. In this instance, the term
saltato--the Italian equivalent of the French sautille-~is
confusing hecause of the staccato markings indicabted below
the notes. However, the bowing, which is actually required,
is an automatically bouncing staccato or a saltato-staccato
bowing, which is extremely difficult to realize on two
strings. Hach measure of the caprice is composed of six-
teen sixteenth notes. The bowing for the first two groups
of four notes consists of saltato-staccato for the first
three notes and spiccato for the fourth note. The follow-
ing two groups of four notes are each played independently
in saltato-staccato. This bowing is extremely difficult be-
cause the swift crossing of the strings interrupts the auto-
matic bouncing of the bhow.

Legato bowing

Legato bowing is the fundamental or basic bowing used
in violin. As its ultimate expression, a violin was intend-
ed to imitate the human voice, and it is the legato bowing
which, for the most part, achleves this end in singing
passages. Paganini's use of this bowing differed from that
of his contemporaries in that he used it not only for sing-
ing passages but for remarkable technical and acrobatic dis-
plays. Paganini has written two striking compositions based
exclusively on legato bowing: they are €Gaprice III and Caprice
VI. Caprice III requires rapid technigque and perfect inton-
ation for the left hand and complete mastery of the bow.
Caprice VI presents another difficulty which involves the
simultaneous playing on two strings in legato, and, in addi-
tion, it contains double-stops and awkward extensions.
Curiously enough Caprice XXIV contains almost all of Paga-
nini's technical devices for the left hand, while employing
legato bowing only, in most of the variations.

Sonata No.6 in E minor, Op.3 is the most melodic of
the twelve sonatas written by Paganini for the violin and
guitar. The sonata is composed of four short movements. The
first and third movements are strictly in legato, but it is
the first movement which contains a haunting melody, making
the sonata unforgettable.

Example to be played: Sonata No.6 in E minor, Op.3
(see page 86 Ex.90)
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Spiccato and sautille

There are two types of rebounding bowings used by
Paganini: the spiccato and the sautille. The spiccato
is played at a relatively slow tempo, and the bouncing
of the bow on the strings is controlled at wéll by the
performer; and the sautille automatically continues to
bounce at a reasonably fast tempo, once put into motion
by the wrist and the fingers. An excellent example of
spiccato in double-stops, composed of thirds and sixths,
is found in the first movement of Paganini's E flat major
Concerto. A similar passage is found in variation one of
"I Palpiti.m®

The sautille is found in most of Paganini's works,
but his most famous composition which makes use of this
bowing exclusively is his "Moto Perpetuo.

Staccato, Flying staccato, and ricochet

There are two types of staccato foupd in Paganini's
nusic, each of which is determined or differentiated by
the tempo. The staccato with the martellato marking is a
heavy staccato played on the string, found in Caprices X,
XV, and XXII, among others. The second type is the flying
staccato played at a much quicker tempo than the heavy
staccato. The flying staccato is accomplished by throwing
the bow on the string thus allowing it to travel at will.

It is found in Caprice XXI in the second section. Guhr
spoke of this type of staccato and stated that Paganini
played passages of this sort at lightening speed. In these
passages, the tempo is marked presto, and the dynamics are
mezzo forte.

Ricochet bowing is a type of staccato bowing which is
extremely light and can be played either up or down-bow, but
is usually played down-bow. In the ricochet bowing, there
is the advantage of being able to play a greater number of
notes at a truly lightening speed, especially in chromatic
passages of single-note or double-stops, provided that there
is no crossing of the strings. Paganini‘'s music contains
ricochet passages of from four notes to any reasonable number.
Thirty-second or sixbty-fourth notes are almost invariably
used. The third section of Caprice IX consists entirely of
short ricochet passages. The repeated pattern of four-note
ricochet passages gives this section a studied air. It
possesses a pedantic repetition which is excellent for the
study of this bowing.
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Similar four-note ricochet passages are found in the
first movement of the E flat major Concerto. However, there
use and the effect produced is completely different from
that of Caprice IX. The passages in the first movement of
the concerto are used as passing tones, embellishments, and
passing tones in sequence leading to the resolution of the
key. The third movement of the E flat major Concerto is
based on four-note descending pasging-tone ricochet passages.
The third movement is a Rondo in B/L time, and the note
value in the ricochet passages is a 32nd. These four notes
in ricochet determine the brilliant, lively, bravura char-
acter of the entire third movement. The first movement of
the B minor Concerto contains longer ricochet passages used
for technical display. The theme B of the third movement
gf the B minor Concerto is based on four-note ricochet pat-

erns.

Ricochet bowing is considered to be Paganini's ingen-
ious invention, and it is certainly one of the more pre-
dominent bowings found throughout his works. It can be said
that at least ninety percent of his compositions contain
ricochet passages to a greater or lesser degree as well as
passages in staccato of one type or another.

Difficult Extensions and crossing of the strings

Awkward and daring extensions in single notes and double
stops of vgrious intervals from a minor second to a seventeenth,
and crossing of the strings while skipping strings in legato
bowing present two distinet technical difficulties in exe-
cution in Caprice IT. The bow strokes in the Caprice play
an impbrtant role and a very difficult one in the continuos
skipping from the G to the E strings in order to produce the
difficult left-hand extensions.

Another very difficult example of skipping of the strings
occurs in Caprice XVI at various intervals throughout the
pieci. The difficulty here lies in the tempo which is marked
presto.

Undulated bowing

A very important and effective type of bowing found in
Caprice XII is the undulated bowing, which is performed by
playing on two strings alternately. In addition to the tech-
nical difficulty of the undulated bowing which is used through-
out, this caprice contains the most awkward extensions tombe
found in Paganinit's works. The undulated bow is one of the
most difficult to perfect. It requires precision, coordin-
ation, balance, and the proper division of the bow in cross-
ing the strings. The strings must be set into ¥wibrationc
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without exerting any pressure,in order to produce the wave-
like effect which is required. Paganini does not use this
device extensively. The only other piece in which this
bowing is found is Caprice XXIV in variations two, five,
and, possibly, variation eight. Variation eight is usually
played using separate bow strokes, as the original bowing
poses too great a difficulty in simultaneous three-sitring
playing.

An examination of the music with the original bowings
presents the possibility that Paganini may have used undu-
lated bowing in producing these chords, for special effects.

Example to be played: Caprice XXIV ( see page 48 Ex.18)

Paganini's bowing

There is one type of bowing invented by Paganini which
bears his name. A good example of the Paganini bowing is
found in Caprice XVI. The bowing consists of playing one
single note, followed by two slurred notes, followed by one
single note ainsli de suite for twelve notes in every measure.
In the first group of four notes the slur is placed on the
second and third notes; in the second group, the slur is
placed on the first two notes, and the fourth note of the
second group is tied to the first note of the third group
of four notes. The last two notes of the third group are
tied together. The effect of the irregular pulse is strik-
ing and pleasant.

Conclusion

Paganini's Concerto No.l in E flat major, Op.6 contains
all of the devices discussed in tonights lecture except for
the saltato-staccato, undulated, and his own bowings: Scord-
atura or mistuningj single and double harmonicsj pizzicatos
passages on one stringj; double,triple and quadruple stops;
difficult extensions and crossing of the strings; adndalegato,
spiccato, staccato, sautille and ricochet bowings.

Example to be played: Excerpts from the first, second
and third movements of the Concerto No. 1 in E flat major,
played in D major(see pages 35, 36, 37, etc.)

Paganini's influence

Paganini's genius, the technical devices he developed
which expanded the range and scope of the violin, and the
originality of his compositions began a trend in virtuosity
which has continued to this day. He was the paragon of tech-
nigue which not only the strings, but the brasses, woodwinds
and piano attempted to emulate.
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Paganini did not form a violin school which could be
adopted by any violinist, and his promise to write a treat-
ise which would produce virtuosi in a very short period of
time never materialized. His sixty studies cannot be con-
sidered a method. However, all of his innovations are pre-
sent in his compositions and the entire violinistic world
studies and performs these works. The great composers who
came after him brought their own genius and style of com=
position to their works, but it was Paganini's original
expansion of violin technique which opened the door to the
inexhaustible possibilities in both Romantic and Modern
music.



BIBLIOGRAPHY

BOOKS

Bukofzer, Manfred F. Music in the Baroque Fra. New York:
W.W. Norton and Company, Inc.,l947.

Bull, Sara C. Ole Bull, A Memoir. Boston: Houghton Mifflin
and Company, 1883.

Courcy, G.I.C. de,. Paganini, The Genoese. 2 Vols. Norman:
University of Oklahoma Press, 1957.

Day, Lillian. Paganini of Genoa. New York: The Macaulay
Company, 1929.

Farga, Franz. Violins and Violinists., Trans. Egon Larson.
London: The Camelot Press Ltd.,1955.

Perris, George T. The Great Violinists and Pianists. New
York: D. Appleton and Company, 1881,

Fetis, FsJ. Nicolo Paganini. London: Schott and Company,
ne.d.

Flodin, Robert W. The Meaning of Paganini. San Francisco:
Morgan Printing Company, 1953.

Grillet, Laurent. Les Ancetres du Violon. 2 Vols. Paris:
Librairie Generale Des Arts Decoratifs, Charles Schmid,
Editeur, 1901.

Guhr, Charles L. L'Art de Jouer dd "Violon de Paganini., Paris:
Henry Lemoine et. Cie., Editeurs, n.d.

Lang, Paul Henry. Music in Western Civilization. New York:
W.W. Norton and Company, Inc.,1943.

Laurencie, Lionel de la,. L'Ecole Francaise de Violon. 3 Vols.
Paris: Librairie Delagrave, 1922.

Maitland, J.A.Fuller. (ed.) Groves Dictionary of Music and
Musicians. 5 Vols. New York: The MacMillan Company
Itd.,1911.

Prod'Homme, JeGs Paganini. Paris: Librairie Renouard, 1927.



121

Pulver, Jeffrey. Paganini, The Romantlc Virtuoso. ILondon:
Herbert Joseph Limited, 1936.

Sachs, Curt. The History of Musical Instruments. New York:
W.W. Norton and Company, 1940.

Saussine, Renee de,. Paganini. London: Hutchinson and Co.,
Ltd.,1953.

Smith, Mortimer. The Life of Ole Bull. New York: Princeton
University Press, 1943.

Straeton, E, Van Der,. The Romance of the Fiddle, London:
Rebman Ltd., 1911,

Stratton, Stephen S. Nicolo Paganini, His Life and His Work,
New York: Charles Scribner's and Sons, 1907.

Articles

Gallico, Paolo. "Preface" Liszts 8ix Grand Etudes. New York:
G. Schirmer, Inc.,1906.

Ysaye, Eugene. "Author's Preface" Ten Preliides . Paris:
Schott Freres, 1952.

Music .

Liszt, Fganz. Six Grand Etudes. New York: G. Schirmer, Inc.,
1906.

Ernst, HeW. Xonzert in F sharp Minor, Op.23. Leipzig:
C.F, Peters, n.d.

Paganini, Nicolo. Violin Concerto No.l in D Major, Op.6.
(ed.) Carl Flesche. New York: C.F. Peters Corp., n.d.

o Violin Concerto No.2 in B Minor, Op.7.
(ed.) A. Wilhelmj. Mainz: B.Schott's Sohne, n.d.

~ . Twenty-Four Caprices, Op.l. (ed.) Carl
Flesch. New York: C.F. Peters Corp., n.d.

N . Carnaval de Venise, Op.10. (ed.) Karl
Rissland. Boston: Oliver Ditson Company, n.d.

o« Variations on the G String on Rossinits
. MMoses." (ed.) W. Besekirsky. New York: Internatiomil
Music Company, 1947.




122

Paganini, Nicolo. Sixty Etudes In Variation Form, @p.l4% (ed.)
Norman Black. Hew York: Omega Music Company, 1951.

. The Witches Dance (Le Streghe), Op.S.
(ed.) V. Cernicecharo, 1908,

o« 1. Palpiti, Op.l1l3.(Posth.) (ed.) Leopold
Lichtenberg. New York: G. Schirmer, Inc.,1903.

. Perpetual Motion, Op.ll. (ed.) F.Kreisler.
New York: Charles Foley Co., 1932,

o 9Six Sonatas, Op.2. New York: Paragon
Music Company, 1957.

» Six Sonatas, Ope3. New York: Paragon
Music Company, 1957.

o Nel Cor Piu Non Mi Sento, Paris: Henry
Lemoéne et Cie., Editeurs. Found in L'Art de Jouer du
Violon de Paganini.

« Duo de Paganini. Pgris: Henry Lemoine
et Cie., Bditeurs. Found in L'Art de Jouer du Violon
de Paganini,

Wienigwski, Henri. Dix Etudes-Caprice, 0p.10. New York:
International Music Coe, nd.

Ysaye, %. Dix Preludes, Op.35. Bruxelles: Schott Freres,
1952.



