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A book like this requires no preface; it makes its own way, supported by its contents. But the famous author deems that his acquaintance with me gave him the direct impulse for producing this work, which has been desired so long and from all sides; and he wishes that I shall say something about the history of its production. I seize the opportunity gladly to prove the esteem and the friendship that the talent of this honorable contemporary and fellow countryman, a talent combined with the utmost ambition and with childlike good nature and unselfishness, have inspired in me.

One may not declare that his contemporaries showed indifference to the invention of lithography to which his fortunate star led Herr Alois Senefelder, and to the improvements that he sought with thousands of experiments and restless labor. On the contrary, the invention has spread itself with surprising speed through Europe and beyond, and has been received with admiration everywhere. But the lack of proper instruction, due to the many who had learned it only partially and introduced it only for the sake of a small, passing profit, has hampered its perfect success.

Therefore the inventor, who, happily, still lives among us, has been urged from near and far to tell the story of his important, many-sided discovery, and to give instructions for its use, that is, to produce such a work as is before us now.

But the artistic genius, full of his subject, would far rather work, experiment, strive, than write! Many times Herr Senefelder decided to set down how he happened on this art, how the successive steps of its development were reached, and at what point of development its various processes now stand; but always his ceaselessly striving spirit showed him something new that might be achieved, and forced him back again into his element,—experimentation.

 Thus the "Pattern Book," begun in 1809, remained unfinished and without text; and the other work, announced two years ago by Herr Andre, in Offenbach, as being undertaken by him with Herr Alois Senefelder, hardly would have seen the light.

A forceful impetus from without was needed to compel Herr Senefelder to fulfill the general request of the public. It came as follows. Many statements in print attracted my attention. They credited the invention of lithography to Paris, to London; and in Munich there were various contradictory legends, some alleging that Herr Alois Senefelder had made the very first experiments and others crediting them to Herr Schmidt in Miesbach, at that time Professor in Munich. I considered it my duty to clear away this uncertainty and to prepare a critical history of this invention while it still was possible.

The weekly Anzeiger für Kunst und Gewerbfleiss in the kingdom of Bavaria, which has appeared since 1815, exists for the purpose of producing annals of the art and industrial history of Bavaria. Therefore, toward the end of 1816 and early in 1817, I inserted some letters about the invention of lithography and called on all friends of native art history to point out any inaccuracies and send proofs to the contrary, that the truth might thus be ascertained about a subject of great literary value for this generation and for posterity. More than all, I urged Herr Alois Senefelder, then absent, "to produce a detailed history of his invention as soon as possible, with a text-book embellished by specimen plates, in which the full use of the art might be truly and clearly explained." I sent this printed letter to Herr Senefelder in Vienna.

The first object of my request has been without much result. Hardly a single voice has been raised to uncover the correct and the incorrect in the various stories with strictly historical accuracy, and thus to bring the truth to light, that lithography may not experience what our Klopstock sings: "Too oft in eternal night is cloaked the inventor's great name!"

I have been more fortunate in my second object. Herr Alois Senefelder recognized my good intention and my pure pleasure in this important art that will give our Bavaria unending fame and spreading celebrity. Since his return to Munich, it has been the subject of many conversations between us, and I have endeavored to enliven the courage and self-confidence of this remarkable man, who often was depressed by the failure of many an enterprise.

My three endeavors—to win the gracious attention of our most high royal family for the latest improvements in chemical printing attained through Herr Senefelder's work; to impel the venerable national institution to which I belong to investigate the art scientifically; and the publication of the text-book and the history of the inventor—these have been not without result.

His Majesty, our most gracious King, this all-honored Father of his nation and his people, and long a gracious promoter of lithography, has taken gracious cognizance of the newest, amazing experiments in metallography and papyrography with which Herr Senefelder busied himself last winter, has encouraged him magnanimously to publish the present work, and has permitted that it shall be dedicated to his noble name. Her Majesty, our supremely honored Queen, herself a connoisseur in the creative arts, also has honored these experiments with her gracious attention, and thus has enlivened the courage and the energy of the artist.

The most celebrated technicians in the Royal Academy have examined these processes and also the various small presses lately invented by Herr Senefelder in order to make stone-printing, and also metal and paper printing available for private use and business, and have given him the most flattering testimonials. The Polytechnic Association of Bavaria also has aided, through its before-mentioned weekly publication, in making Herr Senefelder and his art, and especially his most recent achievements, known in a wider field than might otherwise be possible, and to bring him to the attention of his fellow citizens and interested travelers.

At last, Herr Alois Senefelder has used the hours that he could spare from his continuous experiments and investigations to write down the history of his labors out of his faithful memory; and also to give a full description of all methods invented by him to this time, accompanied by highly instructive specimen pages, partly made by himself and partly by artistic friends, but all printed either with his own hand or under his direct supervision.

Thus with the past winter there developed a new, still more busy life of this rare, useful man; and thus there originated the present work that I do not hesitate to declare as belonging among the most noteworthy productions of the present Leipsic Book Fair.

The book is in two parts: (1) the history of the invention and of the various applications of the new art: (2) the description of the methods for writing, drawing, engraving, transferring, etching, and printing, stated with all the clearness possible, and accompanied with object-lessons in the form of wonderfully successful and instructive specimen plates.

With the great candor inherent in the character of the author he tells faithfully how he came to make his first experiments, what mistakes he made, with what inner and outer difficulties he contended, how one idea led to another, what combinations he tried, what plans, successful and unsuccessful, he made, and under what unrest and embarrassments he lived for many years.

The minute detail of the history and the interpolation of the personal relations of the author and his acquaintances may surprise many readers at first sight; but many of these are intimately connected with the development of stone-printing, and in the cases of others, the author did not have time to re-write what really had been written as only the first draft, because his original intention of re-writing would have prevented the appearance of the book in the present Easter Book Fair.

In the history of an important invention, minuteness hardly can be called a fault. How gladly would we read all the family circumstances of Johann Gutenberg and Johann Fust, if there were such a history of the beginnings of typography as now is before us about lithography!

Thus there has been fulfilled the desire that Herr Alois Senefelder tell openly and plainly how he came to discover stone-printing. Now that his testimony and claims lie open to all eyes, it is possible to compare it with the other stories that are told, and to bring the necessary accuracy into the investigation by sharply defining those things that properly may be called stone-print. It is time to urge contemporaries once more to declare anything known to them that is in contradiction of this history, so that a critical history of stone-printing may be produced, with a chronicle of what was done in the early years of the art, how and by whom, so that we may learn if several minds had the idea simultaneously, and thus to do justice to all. It is to be desired that a writer equipped for the purpose with total non-partisanship, utter truthfulness, and clearness of perception and judgment may do this not unimportant service to literature very soon!

As to the text-book, forming the second part of this publication, it has been demanded even more than the history.

Stone-printing has spread so much in recent years that a few certain lithographers could no doubt give satisfactory instruction. But there is only one voice among those who are acquainted with the matter thoroughly, and that is, that Herr Alois Senefelder made not only the earliest but the most numerous and various experiments, and therefore is the foremost man to give instruction.

He is of an upright spirit, and I can assert with full conviction that in this text-book his aim was not only to tell everything fully, but also with the utmost accuracy. Already he has instructed many in the art, trained many others, and thus has learned what are the circumstances that ordinarily hinder the efforts of a beginner.

Even recently, according to his statement and that of Professor Mitterer, whom I consider the best expert in lithography next to Senefelder, there still have been phenomena that surprised lithographers most unpleasantly in the midst of a piece of work, and ruined results as if by witchcraft,—cases wherein, in two apparently perfectly similar manipulations, there would not succeed to-day that which had succeeded yesterday, nay, even an hour before. The text-book gives all explanations and remedies for such cases that the wide experiences of Senefelder have made known to him. Therefore, if an artist proceeds exactly according to the instructions given here, and yet meets obstacles, he need merely look for the reason in some small, unnoticed detail or in the quality of his materials. He need not become discouraged, for if he has faith in his faithful and candid teacher, he will attain the goal.

Besides the branches and methods already known and practiced with success outside of Munich, as in Karlsruhe, Stuttgart, Berlin, London, Paris, etc., this text-book teaches several methods that had not been made public by the inventor till now; and the fundamental principles of those methods already known are stated here solidly. He gives information also of his most recent attempts to use metal plates as well as the stone paper recently invented by him.

Although the procedure in these two latter methods resembles stone-printing largely, it differs so much in some points from real lithography that Herr Senefelder proposes to publish a work about these processes especially, which may then serve as a supplement to this one.

So may this work go forth in the world under good auspices, to increase the fame of its author, secure for him the respect of all friends of art in and outside of Germany, and become an encouragement for him to dedicate his life further to his greatly promising art and its fullest development!

Honor in rich measure has come to him already through his art. A worldly wise man in his place would have become a wealthy one. That he is not; but our magnanimous King has made him secure against want during his remaining life, and my knowledge of his character assures me that he will utilize this, and any other advantage that may accrue to him in time to come through this work or his art, for perfecting it, and then to train his only son, now five years old, to the art, so that he may practice it in future with honor to his father's name.

Friedrich von Schlichtegroll.

Munich, Easter Day, 1818.
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As my father, Peter Senefelder of Königshofen in Franken, was court actor in Munich, I had ample opportunity in early youth to see and read many theatrical pieces. Thus I developed such a love for this branch of literature and for the theatre that I would have become an actor myself had I been permitted to obey my inclination. But my father, who was determined not to permit any of his children to choose the stage, compelled me to study law. I could satisfy my longings only occasionally by playing a few times in private theatricals and by venturing on a few dramatic writings in my hours of recreation. In my eighteenth year (1789) the question arose, at a gathering of youngsters, as to how we should entertain ourselves in the approaching Carnival time. We decided to give a little private play.

Many pieces were proposed, but none seemed suitable, because each one wished to play a good and suitable part, and, besides, we could not fill most of the parts, as we lacked women. We were almost giving up hope when Herr Kuerzinger, now court actor, proposed to me to write a play, as I had begun one shortly before that happened to suit each of my friends.

I finished the little piece, Die Mädchen Kenner, in a short time. It was ready for production, when through accident we were disappointed about securing the private theatre on which we had counted. We were emboldened to request leave to produce it in the Kurfürst's Court Theatre and succeeded, thanks to my father's aid. The over-kind praise which it won encouraged me to have the play printed. Although I was pretty generous with free copies among my friends, I received so much from Lentner, the book-dealer in Munich, that a net profit of fifty gulden remained to me.

I had not worked eight days on the little thing, and had made all this money, without counting the pleasure of the work. No wonder that now I feared no longer for my future! My love for the theatre became overpowering, and as my father died soon afterward (1791), and I found no further assistance toward completing my studies in Ingolstadt, I resolved to become a dramatic author and actor.

I found no place for me in the Court Theatre. Its leaders were opposed to my family, because my mother with her large family received a larger pension, through the favor of the Kurfürst, than she could have expected in ordinary course. In a few strolling theatres, such as Regensburg, Nürnberg, Erlangen, and Augsburg, where I endured privation and misfortune enough, my enthusiasm was well dampened in the course of two years. I decided, as I could see no other prospects for the moment despite my not inconsiderable attainments, to support myself in future as author.

I had written several dramatic pieces already that had won sufficient applause. Therefore I decided to have some of these printed in order to meet my immediate expenses. I gave one of them to the printing establishment of Herr Hübschmann, in Munich, and when the first folio was finished, I made the proposition to Herr Lentner to take some or all of the copies. He told me that I would have done better to let him have the manuscript; but since it had been begun, he told me to make sure that it be finished before the beginning of the Leipsic Easter Fair, in which case he promised to obtain for me one hundred gulden net, after deducting all costs. I begged Herr Hübschmann to finish the printing, but, as he assured me that it was impossible, I took the remaining folios to another printer. Despite this the play was not printed till two weeks after the fair, and I received from Herr Lentner barely enough to pay the printing cost.

My hope of profit was lost. I had, however, seen the entire procedure of printing, because I had spent many a day in the establishments. I found that it would not be hard for me to learn, and could not withstand the desire to own a small printing establishment myself. "Thus," thought I, "I can print my productions myself, and so alternate healthfully between mental and physical activities." I could earn a decent living, too, and thus become an independent man.

This idea controlled me so that I studied all sorts of ways to realize it. If I had possessed the necessary money, I would have bought types, a press and paper, and printing on stone probably would not have been invented so soon. The lack of funds, however, forced me to other expedients. At first I thought of etching letters in steel. These matrices I planned then to impress on pear wood, in which the letters would show in relief, somewhat like the cast type of the book printers, and they could have been printed like a wood-cut. A few experiments showed me the possibility of this, and I could easily have invented a machine with which the moulding could have been done more quickly than a printer could set his type. I reserve the right to use this possibly fruitful idea in future with improvements. At the time, however, I had to give up the whole thing through lack of implements and sufficient skill in engraving.

Then it struck me that if I had only enough types to set one column or folio, I could press this into a soft material, transfer the impression to a board covered with soft sealing-wax, and reproduce the relief plate thus obtained in stereotype form. The attempt succeeded perfectly. I made a sort of dough of clay, fine sand, flour, and coal-dust, which, being firmly kneaded, took the impression very well, and was so dry in a quarter of an hour that I could print warmed sealing-wax thoroughly well with a small press. I inked these letters of sealing-wax relief with printing-ink laid on with a leather roller stuffed with horse-hair and obtained a result as clean as any obtained from ordinary types. By mixing finely powdered gypsum with the sealing-wax I made the latter harder than the ordinary type composition. Thus there was nothing in the way of my making stereotype plates (which I did not know by this name at that time), except a few minor appliances and a small stock of types. But even this exceeded my financial power and I gave up the plan, especially as I had conceived a new one during my experiments.

This was to learn to write out ordinary type letters exactly, but reversed. I planned that as soon as I attained the skill, I would write them with an elastic steel pen on a copper plate covered in ordinary manner with etching surface, etch, and let the copper-plate printers print them. In a few days I had such skill in reverse writing that I attacked the etching on copper bravely. Here, to be sure, I met greater difficulties. Writing on copper over the etching surface was far more difficult than writing on paper. Then the preparation of the plate, the etching, etc., demanded some practice; but all this I hoped to conquer in time. The one thing that troubled me was that I could not correct the errors made during writing. The accessories of copper-plate engravers, especially the so-called cover varnish, were quite unknown to me. I knew no remedy except to paint the faulty places over with molten wax, but the covering generally became so thick that I could not work through it properly and had to leave the corrections for the graving stilus, which, however, I could not handle at the time.

As, however, the proofs were thoroughly satisfactory to me, I labored desperately to overcome the difficulty. During my student years I had attained much chemical knowledge, and I knew that most of the resinous products which withstand acid, as well as the fats, wax, tallow, and so forth, can be dissolved and diluted partly in etheric oils and spirits of wine, and partly in alkalies. My problem was to obtain a thin mass which would permit itself to be spread very thinly in cold condition over the copper etching surface, dry quickly, become sufficiently firm after drying without getting tough, and, above all, be something that would not attack the etching surface. A few trials with spirits of wine and various resinous forms gave no satisfaction. The one experiment that I made with oil of turpentine and wax also failed, presumably because I diluted the mixture more than necessary, which caused it to flow too much and dissolve the etching surface, at which time several well-done parts of the engraving were ruined. Besides, this mixture dried only slowly to the degree necessary for working. Fortunately I made no further experiments with this material, because then I should not have invented stone-printing, as I know now how to make a cover varnish that is quite satisfactory.

 I turned, instead, to an experiment with wax and soap, which succeeded beyond all expectations. A mixture of three parts of wax with one part of common tallow soap, melted over the fire, mixed with some fine lampblack, and then dissolved in rainwater, gave me a sort of black ink with which I could correct faulty spots most easily.

Now I needed only practice in order to carry out my project of etching my literary productions in copper. This presented a new difficulty. After I had written on my single little copper plate, etched it, and pulled proofs at the house of a friend who possessed a copper-plate press, I had to spend some hours again laboriously grinding and polishing the plate, a process which also wore away the copper fast.

This led me to practice on zinc, which was easier to scrape and polish. An old zinc plate of my mother's was requisitioned at once, but the results were very unsatisfactory, because the zinc probably was mixed with lead, and I had used only aqua fortis instead of more powerful acid.

I did not continue trials with zinc, because just then I obtained a handsome piece of Kellheimer stone for the purpose of rubbing down my colors on it; and it occurred to me that if I painted this stone plate with my wax ink, it would serve as well for practicing as copper or zinc, with very little labor in grinding and polishing. The experiments succeeded, and though I had not thought originally that the stone itself might be used for printing (the samples I had seen hitherto of this Kellheim limestone were too thin to withstand the pressure exerted in printing), I soon began to believe that it was possible. It was much easier to do good work on the stone than on the copper. I observed also that I needed weaker and much diluted aqua fortis.

A stone mason told me that he could provide me with this sort of limestone in plates from one inch to eight inches thick. Thus I needed not to fear cracking of the stone; and the only thing that I needed to invent, in order to use the stone just like copper, was either a way to give the stone a better polish, or else a tint which would be easier to rub away than the ordinary copper-plate printing-ink. The stone will not take the polish that is demanded with ordinary printer's ink,—and perhaps this is the reason why the stone has not been used long before my time as substitute for copper, for I imagine that such attempts must have been made.

I tried all possible kinds of polishing and grinding without attaining my purpose completely. The result was best when I poured a mixture of one part of concentrated oil of vitriol and four or five parts of water over the stone after polishing it. This mixture, which is very sharp, has the property of boiling immediately when poured over the stone, but ceasing instantly, so that one is tempted to believe that the vitriol has sated itself and lost its power. This is not so, however; for the same fluid, placed on an untouched part of the stone, boils again at once. The reason is that a firm skin of gypsum forms at once on the stone, and this remains impervious to the fluid. If now the etching fluid is poured off and the stone is rubbed lightly with a rag, it attains a shining polish. Unfortunately this is so thin and weak that one can make barely fifty impressions without repeating the process, which involves some loss to the drawing. But if one desires to print in the present chemical style, that is, wet, and the stone is polished before the drawing, one can make several thousand imprints, which will be described in the proper place.

All experiments to find a color easy to wipe away showed me that on a stone prepared with oil of vitriol none was better than a light oil varnish with fine Frankfurter black and some tartar. This mixture could be washed off with a weak solution in spring water of potash and common salt. However, it happened often that slight carelessness in washing destroyed designed parts which took color again afterward only after much trouble. Recollection of this occurrence, which I could not understand clearly at the time, led me some years later to the invention of the chemical stone-printing of to-day.

I have told all these things fully in order to prove to the reader that I did not invent stone-printing through lucky accident, but that I arrived at it by a way pointed out by industrious thought. It will be seen that I knew the ink, before I thought of its use on stone. The stone I used at first only to practice writing. The ease of writing on stone lured me then to try to make it available for direct printing. To do this, I had to discover a way to rub away the black as completely from all unetched parts of the stone as the copper-plate printer can do it from his surface, in comparison with which the stone was but slightly smooth.

At this time my further experiments with this etched form of stone-printing were entirely checked by a new, accidental discovery. Until now I had invented little that was new, but simply had applied the copper-plate etching method to stone. But this new discovery founded an entirely new form of printing, which basically became the foundation of all succeeding methods.

Had the stone merely proved available as substitute for copper, I would have returned to copper as soon as I could afford it, despite several advantages of stone, and for the following reasons: first, the necessary weight and thickness of the stones; second, because the printing process was slower than with copper; third, because probably I never would have become sufficiently skilled in the difficult manipulation of washing off; but chiefly, because the necessary spur, the originality of the discovery, would have been lacking, since I remembered that as a child of five or six I had seen a music-printery in Frankfurt or Mainz where the notes were etched in black slate-stone. I had played often with the broken stones, which lay in a heap near our house. Enough, I was not the first discoverer of stone-etching, nor of stone-printing; and only after I made this new discovery which I will describe now, which led me from the engraved to the relief process, with my new ink, might I call myself the inventor of an art.

At that time I could not guess that I was to invent a form of printing different even from this new and original form, a method which was to be based not on mechanical but purely chemical properties. Even this method, new in 1796, still was purely mechanical in its purpose, whereas the present printing method, which I began in 1799, may be called purely chemical.

I had just ground a stone plate smooth in order to treat it with etching fluid and to pursue on it my practice in reverse writing, when my mother asked me to write a laundry list for her. The laundress was waiting, but we could find no paper. My own supply had been used up by pulling proofs. Even the writing-ink was dried up. Without bothering to look for writing materials, I wrote the list hastily on the clean stone, with my prepared stone ink of wax, soap, and lampblack, intending to copy it as soon as paper was supplied.

As I was preparing afterward to wash the writing from the stone, I became curious to see what would happen with writing made thus of prepared ink, if the stone were now etched with aqua fortis. I thought that possibly the letters would be left in relief and admit of being inked and printed like book-types or wood-cuts. My experience in etching, which had showed me that the fluid acted in all directions, did not encourage me to hope that the writing would be left in much relief. But the work was coarse, and therefore not so likely to be under-cut as ordinary work, so I made the trial. I poured a mixture of one part aqua fortis and ten parts of water over the plate and let it stand two inches deep for about five minutes. Then I examined the result and found the writing about one tenth of a line or the thickness of a playing-card in relief.

A few finer strokes had been injured slightly, but the others had hardly lost breadth noticeably and not at all in depth, so that I had good reason to hope that a well-written plate, particularly in type letter, would be susceptible of much better relief.

Eagerly I began inking in. I used a fine leather ball, stuffed with horsehair, and inked it very gently with thick linseed oil varnish and lampblack. I patted the inscription many times with this ball. The letters all took the color well, but it also went into all spaces greater than half a line. That this was due to the over-great elasticity of the ball was clear to me. So I cleansed my plate with soap and water, made the leather tense, and used less color. Now I found color only in such spaces as were two or more lines apart.

I saw that I could attain my purpose better with a dauber of stiffer material. I tried at once with a piece of glass from a broken mirror, and as this succeeded fairly well, I tried elastic metal plates. Finally I made an entirely satisfactory appliance out of a thin board, very smoothly planed and covered with a fine cloth.

 My further experiments with this relief plate succeeded far better than my previous ones with etched letters. The inking in was much easier, and hardly one quarter of the force was necessary for making impressions. Thus the stones were not so liable to crack, and, what was the most important for me, this method of printing was entirely new, and I might hope to obtain a franchise and even financial aid. This hope grew when I learned that Riegel of Munich, who had invented a new sort of Frankfurter black, had received ten thousand gulden to erect a factory, although no human being could use it as a sufficient substitute, as I proved by many trials. I saw the great field for my stone-printing art and did not doubt that I would obtain assistance, even should it be only a twentieth part of what Herr Riegel had received for his entirely worthless process.

The new art was invented, and soon was sufficiently practiced; but again came the need for a little capital, to buy a press, some stones, paper, tools, and so forth. If I did not wish to give up my hopes again, I must seek some way to obtain the necessary means. All my endeavors were fruitless. Only one way showed itself. An acquaintance, who served in the artillery, had offered to pay two hundred gulden for a substitute. In my helplessness I offered myself. I thought: "Once you are in the artillery and have mastered the exercises, you can get furlough and the permission to do your printing. You can pay others to do your sentry goes, and thus there will be only a few weeks a year in which the regiment will demand your presence. As soon as you have earned a few hundred gulden you can get a substitute yourself, or, at worst—how soon six years will pass! Perhaps you can make your fortune in the artillery, too! You will display zeal, and your knowledge is such that probably few in the corps will be superior to you. Mathematics, and especially mechanics and geography, were ever your favorite studies; you were one of the first of the Munich Lyceum in these branches; therefore it is certain that you will be noticed and promoted"—and other such chimerical hopes.

On the third day I went with a transport of recruits to Ingolstadt, which then was the quarters of the Bavarian artillery. I entered that city with feelings different from those with which I had left it as Academician. But the thought of my invention elevated my spirit to a certain dignity and comforted me with the prophecy of a better future. I was presented to the chief of company and slept a night in the barracks, where unpleasant remarks and the conduct of a vulgar corporal cast heavy shadows over the coming soldiering. Next morning, when I was to be enrolled and named Prague as my birth-place, I was informed that a recent royal order shut out all foreigners from the Bavarian service. So I started on my return, poorer by a hope, but not in entire despair. As I looked down from the Danube bridge into the majestic stream, where as a student I was nearly drowned once, I could not quite prevent the thought that my rescue at that time had not been fortunate, since a too unkind fate seemed to deny me even the one means of support, open to the most helpless, that of the army.

Still, though cheated by hope a thousand times, I ever followed her lures again, and a new plan instantly formed itself to replace the one that had just gone to wreck. I decided to give up my literary work for the time being and work as a printer for wages.

Some very badly printed music that I bought in Ingolstadt awakened the idea that with my new printing process I could furnish much better work. I decided to go at once to Herr Falter, the music-dealer of Munich, to interest him in my invention and obtain a small advance of money. Had I done this, my art might have been more thoroughly perfected long ago; but, again, it might never have been developed as it has been, for it was amply sufficient already for music-printing. My shyness, however, prevented me from addressing Herr Falter. Twice I was at his door, and each time I retreated. The second time I met a good acquaintance, a musician named Schrott. In reply to my inquiry if he knew Herr Falter, he said "No," but he told me that the court musician, Gleissner, had paid recently to have several masses printed and intended to publish some more church music soon. Who was happier than I over this news!

Herr Gleissner was a good friend of old. While I was in the theatre I had engaged him to compose several songs, and had found him a humane and righteous man. Within half an hour I was in his house and explaining my invention to his wife, he being absent. I aroused her interest so much that she seemed thoroughly eager to have me hurry back with a little press model, in order to show them both the working of the process.

The entire behavior of the woman was so open and artless that I dismissed my first thought, "I might be cheated out of my invention," and hurried to Herr Gleissner in the afternoon with my simple apparatus.

My printing succeeded absolutely. Gleissner marveled at the swiftness and beauty of the impressions, and, knowing my penniless condition, he offered of his own free will to pay for a small printery.
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