Preface to the first Edition."

Hvrss Chant (Cantus Gregorianus) arose as pure melody; it was in-
vented and composed without harmonic accompaniment and without
time, with free recitation of the text. The text gives-clear-insight
into the mode of rendering this chant; in other words the execution
of the chant must be of the same nature as the correct recitation of
the text. By this rule any mode of execution that appears “tedious,
drawling, dry, all alike, or tasteless” is judged and condemned. As
I cannot here treat of Plain Chant as such, but only of its accom-
paniment, I must refer the reader for that part of the subject to
my “Historical Studies” in Musica “Sacra” for the years 1868 (P. 9.)
and 1872 (P.9.); as regards the accompaniment, however I lay down
the following theses: —

1. Any harmonic accompaniment to Plain Chant is an evil;
and it is a real misfortune for art when it is accompanied. The
proofs of this and of my subsequent assertions will be found in the
“Studies” above mentioned. The. only exceptions are those simple
antiphonal chants, which in early Christian times were sung by the
people themselves. - These were necessarily svery simple — for the
most part only a recitation of the text upon one note, with certain
cadences, inflexions and melodic passages, according to fixed rules,
at the full stops, commas &c. in the text. Such are the responses
(P. 96 of this work) and the psalm-tones. These do not belong to
the scientific chant proper, the chant which from the first was en-
trusted to specially trained singers, who wore the tonsure and the
ecclesiastical dress; who were considered to belong to the clergy,
but who were seldom priests. For this scientific chant, which forms
by far the greater portion of the Gregorian Chant, any harmonic

* Translation by H. S. Butterfield, Author of “The Reform of Chureh-
Music in Germany &e.” (Tablet.)

accompaniment, even if it be by the first artist in the world, is the
greatest misfortune; it is in fact its death. Twenty years’ practical

‘experience “has convinced me that singers who always sing Plain

Chant accompanied are quite incapable of singing it with proper
feeling, and I consider that such singers ounght to go through a
regular course to enmable them to sing it properly unaccompanied.
An organ accompaniment, though liked by everyone almost (see
Paragraph 2), is and must be monotonous;* a proper change of
the registers, the perpetual accentuation and non-accentuation, the
crescendo and decrescendo, with which the text declaims, and with
which the chant must consequently be rendered, cannot by any
possibility be managed on an organ. — The countless embellishments
(reumee on short syllables, 20 and more, in fact in old books from
160 to 200 notes on one short syllable) which resemble the arabesques
round the initial letters in ancient illuminated Missals, and which
must be treated with the same delicacy, become quite unmeaning
with any accompaniment; moreover everything else becomes, to say
the least of it, coarse, colourless and spiritless, and a want of spirit
and of expressiveness, or singing everything alike, as people say,
kills any music, any melodic outpouring of the soul or feelings of the
heart. Yet this is almost infallibly the necessary consequence of any
accompaniment to Plain Chant.

2. I know of only one choir that uses a vocal accompaniment
(Alto, Tenor and Bass) for Plain Chant, viz: the choir of Treves
Cathedral. I have not yet heard it, but am thinking of deing so,
and will report in due course. But — the books used lie before me,

* The practice, common in Rhine-land, of accompanying if possible the omus
orationum dc. of the Celebrant as well as all the choral chants makes the evil
worse, because the monotony is still greater.
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and no matter how well trained the singers may be supposed to
be — the accentuation, the declamation of the text may be ever so
correct and precise, as if with one breath; it may sound edifying,
flowing and even beautiful, yet to the connoisseur, to whom the
soul of the chant has been revealed, to whom its spirit is an
open book, this accompaniment, this “Plain Chant in 4 parts,” will
of a certainty appear strange; i.e. something familiar to which some-
thing strange has been added — a picture that is painted over with
foreign substances; and therefore that unity of spirit, which is the
first requirement of every work of art, is wanting. It is and it
remains a foreign element. This is so true that even when men sing
in octaves with the upper voices a.discordancy arises, in untrained
choirs, which spoils the effect, or at least weakens it; of course in
the case of trained choirs, which sing together as one man and one
spirit, the effect of singing in octaves is the same as that produced
by a violoncello and double-bass played together, i.e. much clearer
and much brighter. A vocal accompaniment well rendered is de-
cidedly better than an organ accompaniment because it is more
intellectual. The reason why an organ accompaniment is almost
universally preferred is because it is far more difficult to train a
large number of singers (say 12 only, 3 to each part) so that they
shall sing with one breath, as it were, than to accompany with
the organ. Such accompaniment is, as I have said, a misfortune
for Plain Chant, its death, for the reasons given in Paragraph L
I proved this practically in the presence of 500 people on the 4th
August, 1869, at the 2d General Meeting of the German Cecilian !
Society. To this hour not a single voice has been raised to contra- |
dict the facts which I stated in the following words: — “Although
I had at my command the most beautiful, sweet-toned voices for!
the Requiem, which was accompanied by the organ, although the |
execution was exactly the same as with the Misse in Dominicis
Adventus et Quadrag., which had been sung without the organ, a
great impression was not made, as had been the case with the un-
accompanied Mass, and the audience seemed to have grown in-

different.”
3. But as people will have this misfortune, this death of Plain |

Chant, at any price and everywhere almost, the only question quj
consideration is, how can this misfortune be made more bearable, .

how can we make the form of this death less terrible? In the
“Studies” referred to I have proved that the system on which Plain-
Chant is founded (not its theory, but its system, i. . the absence of
time and harmony) has its origin from the Greeks. But the Greeks
used an accompaniment, and therefore the only question is, how did
they accompany? Write, it will be said, an ancient Greek accom-
paniment. Well, the accompaniment used by the Greeks as well as
by the primitive Christians was in consonances; but of these there
were only two, the octave and fifth (in reality the 4tb note from
above, counting from the principal melody). According to this system
then the accompaniment to the melody of the Asperges would be as

—
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follows:

A - sper- ges  me.
In other words, they did not understand the contrary motion of
voices upon which modern polyphony and harmony are based. This
was not a harmonic accompaniment in the modern sense, such as I
referred to above as a misfortune, but only the melody in another
position. Whether the fifths of the chord were sung all through
by .the choir is very doubtful. I believe (and I am the first to bring
this to notice) that the fifths were only employed at the end of a
melodic group, therefore .
o ———
prabably thus: %Ilﬂhwuiﬂmiﬂlm
SE=ES==7
A - sper - ges me.

If this hypothesis (for so I call it) be correct, the question as to
what kind of ears our forefathers had to have been able to endure
the fifths is satisfactorily answered, and all difficulties in regard to
the historical question as to the Greek mode of accompaniment,
which, as all writers unanimously agree, was in fifths and octaves,
are solved (compare Fliegende Blitter 5t year, Page 61).

From what has been said it follows that the best accompaniment
for Plain Chant is in octaves, with harmonisation of the cadences

indicated by bars mwm.
would then be this: The organist is to play all neume, the melodies,
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The rule for a systematic accompaniment



the uppermost notes, in octaves only (without the pedal), leaving

out all the chords in this book, and bringing in the fifth at the ca- |

dences. But if this systematic accompaniment does not suit it is
absolutely necessary that organists, who are not sufficiently skilled
to play the accompaniment in this book in that very rapid and flowing
manner required for Plain Chant, should play the melody in octaves
(without the pedal) and use the harmony for the cadences only.

A specimen is given in the Appendix, P. 99, of a Plain Chant
accompaniment according to the Greek system, as I Delieve it to
have been, which system is at the same time that of Plain Chant.
. This accompaniment is specially recommended because it is the near-
est approach to the one described by me as systematic.

Better than the organ would be an accompaniment of Violins,
Violas and Violoncellos, because these instruments are more capable
of giving a crescendo and decrescendo, as well as all other nuances,
and any expression required. The value of an instrument is deter-
mined according to the degree of its similarity or relation to the
homan voice. Now it cannot be denied that string-and-wood in-
struments “sing” better than an organ; even an accompaniment of
clarionets and bassoons I consider more suitable than the organ. I
do not mean to say by this that in certain cases apart from Plain
Chant the organ does not render better service than the instruments
mentioned; when, for example, the composer originally intended an
organ accompaniment for his work, or when bad violinists or wind-
instrumentalists would take the place of a good Organist. I am
thinking too of an accompaniment by violinists and wind-instrumen-
talists in octaves only, with the exception of the cadences. I also
take it for granted that the players are sufficiently skilled to follow
the singers, and that they understand the art of rendering Plain
Chant. It will perhaps be said: “If the ‘systematic accompaniment,
or the one nearest to it, is to be adhered to, why is it represented
by one example only, and not by the whole book?” Because every
idea, every truth, which, like this, is expressed for the first time,
requires time to convince the great mass of people, who would there-
fore scarcely accept at once an accompaniment on my historical prin-
ciples, so that the object of this book would not be attained. If
my principles were carried out perhaps my organ accompaniment
would not have been at all necessary, as then it would be a question
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of a few chords familiar to every organist who understands Plain
Chant. I believe this, that practical experiments will help to force
my principles trough, because people will soon convince themselves
that by means of an accompaniment with the stringed and wind-
instruments* mentioned the power of the singers can be materially
increased, should a really fine choir, which of course would not
require instruments, not be obtainable without; that by this means
the way would be prepared for a closer connection between Plain
Chant and our orchestral Church music, because the character of
orchestral music would be foreshadowed in the Plain Chant (imagine
the Introit sung choraliter with the accompaniment suggested, followed
by an orchestral Ayrie); and, lastly, that the singers by help of the
instruments would keep the pitch better, and, as they would be

| assisted in striking the intervals, they could sing with more freedom,

and so breathe forth the whole spirit of the chant. That very many
of our Plain Chant melodies are of later date than the others; what
influences this had upon their construction, for example upon the
Easter “Ite Missa est;” what influences again this must have upon
the accompaniment, 1 will shew in Musica Sacra. This modifies also
that which has been said about the ancient Greek accompaniment.
4. It was the practice to give a chord to every note of the
chant; and this brings me to the impracticability of J. G. Mettenleiter’s
system. Now even if we imagine to ourselves a true virtuoso, who
really is able to play his accompaniment with the rapidity required
to give proper effect to the chant, yet unbearable monotony must
be the result because innumerable chords and chord relations of
the same kind are constantly occurring. I was the first to express
a desire to employ the system of “passing notes,” as used by the
masters of the Palestrina style, in the accompaniment for Plain-
Chant, and Konen was, as far as I am aware, the first to make at
least some timid experiments in the organ accompaniment for the
Cologne Gradual, in order to verify my theory, which I communi-
cated to him verbally. The advantages of this theory are fourfold:
a) The accompaniment is easier to play because many notes have

* 1 need not be reminded that the scarcity of good violinists and wind-instru-
mentalists will be advanced as an argument against the use of stringed and wind-
instruments. ,
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not their own chord. b) It suits the simplicity of the chant better, |
and is therefore less monotonous. ¢) In the melodies themselves ail
the notes are not of equalimportance (accented); many are “passing

notes;” and this is decisive for my theory.* It allows the melody |

to be more prominent; for a melody over a held-out chord stands
forth much more boldly, and is therefore more effective. — Supposing
the following rendered by 4 singers:
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the melody of the soprano will stand out much more prominently
than if every note had its own chord. — The awkwardness too of an
organ scrambling along with endless chords after the melody has also
to be considered.— Another question arises as to whether the Greek
Emn of rendering the music in 3 ?ﬁm something like this perhaps,
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would not allow still more justice to be done to the Greek system,
though the accompaniment is not precisely in octaves and fifths, but
in passages of thirds and sixths, which according to history after-
wards took the place of the accompaniment in octaves and fifths
(see Musica Sacra 1. P. 18). Should this be the case fresh proof
would be gained for my theory. — Of course this system of passing
notes must not be carried to such an extent that the other parts
become quite stationary, producing thereby an effect similar to that
produced by bag-pipes. Everything that has not motion in it is dead
and brings death to everything else; the best course is to be satis-
fied with the proper proportion of these notes; but then this is just
the difficulty, and consequently there will always be disputes as to

* Of course when the melody has few passing notes there should be more

chords in the accompaniment.

' which is the proper proportion. One will have it this way, another
the other; with regard to a wﬁéoig. passage one will think that
there are too many chords or passing notes, another, that there are
too few. My opponents would therefore in this respect be sure to
find an opportunity of blaming me, no matter how I might have acted.

Though on the point referred to above I never could and
never shall agree with Mettenleiter, yet in regard to the following
matter I have always defended him. Father Schneider, it will be
remembered, laid down in the Cecilie, in opposition to Mettenleiter,
the principle, which has since been repeated over and over again,
that “as the Plain Chant melodies are diatonic, the accompaniment
must be so t0o,” i.e. no diésis must appear even in the harmony
of the ommmsamw awo notes C§, Dp, Eb, Ef, T}, G§, Ak, Gb &c.
must never appear excepting in cases of ng:m;wo:u i. e. when a piece
is pitched a second or third &e. higher or lower. This view is carried
still further by Gevaert and Van Damme. They say for instance:
The notes. which do not appear in the melody, even if they are in
the diatonic Scale, must not appear in the accompaniment; so that
if a chant has a range of five notes, only those notes must be used
in the accompaniment, particularly as regards the bass; and they
appeal, as I do, to the Greek system.

Now I by no means wish to deny the ingenuity of their system,
but if they carry it out logically they must 1) use only octaves and
fifths in the accompaniment, not triads, as they do, and as the Greeks
did not; 2) they must not employ the motus contrarius (contrary
motion) in any case, in the other three parts. But then if I differ
in these two essential points from the Greeks, if I employ harmony
in the modern sense, I prefer to go a step further and employ the
diésis in the accompaniment, because by it I obtain many advan-
tages. For although the saying, “the melody is diatonic and there-
fore the accompaniment must be so too,” sounds very true and very
forcible, yet there is a very strong objection against it. For melody
is one thing, harmony another; so much so that the nature of their
laws is quite different. A melody can be imagined without diésis;

indeed, strange to say, whenever modern Opera composers wish to

attain religious pathos, religious sublimity, they involuntarily forsake
the chromatic scale, at all events in the melody, and adhere to the
diatonic, and this is clear evidence of the correctness of the system















