CHAPTER III

vATTED DA PERUGIA

The circumstsnce that so many compositions by Matteo da Perugia
(thirty, not counting an incomplete textless plecs and four contra-
tenors added to secular works by other composers) have come down to us,
combined with the fact that rather more than the usual amownt of infor-
mation sbout his 1ife is known, has caused the figure of this composer
to take on a certain importance in the eyes of modern historians, That
this reputation is probably exaggerated has bean pointed out more than
ance,1 and i1t is an evaluation that was certainly not shared by Matteo's
contemporaries, for all of his compositions - discounting the contra-
tenors — ars found in only one msnuscript, Mod. This may be compared
to the eighteen or twenty manuscripts in which the works of Ciconia
are preserved, and easily leads to the assumptlon that Yod had some
kind of personal connection with Matteo, especially since the more

recent part of the codex — (atherings I and ¥V — conteins almost

2
exclusively works by him,

lx. ., Besseler, "Hat Matheus de Perusio Epoche gemachi®™ MF,
VIII (1955), p. 19f.; Pirrotta, "Il codice estense , . ,," loc. cit.,
p. 143,

2
See the analysis of the manuscript by Pirrotts, ibid.,
Pp. 102£f,




1 2
The biographical facts bave been collected by Pirrotts, Fano,

-3
and Sartori, and are briefly sumarised here. Matteo was appointed

gantor st the Duomo of Milan on September 3, 102, the first singer of
polyphony at ths cathedral, although an organist, Anvonio ¥onti da Prato,
had served since 1394, Hle duties were to biscantare atl Vespers and lass
on solemn feasts and Sundays, %o "honor the service with sweet melodles.”
Matteo was & professional rusician, called magister - he was parmitted
to maintain & school of music on Church property, and was required to
{nstruct gratuitously thres choirboys selected ly the officials - and
musichus, leading one to assume that he was not a cleric, but a laymsa.
It is probable that Hatteo had been brought to Milan by Pletro Filargo
di Candia, who was appointed archbishop of Milan in 1402, and in whose
service Matteo seems to have been, Throughout his tenurs of service at

the Duomc Matteo was often on bad terms with the officials because of

frequent sbsences when he was away with the archbishop, such ae a stay
in Pavie in L405-06, His first period of employment at the Duomo eanded
in August 1407. Filsrgo nad been elsvated to Ccardinal in 1405, and was
later to be slectsd Fope Alexander ¥ (making the third one at the time)

at the ill-fated Council of Piss in 1409. He died in Bologna the

lipid., pp. MA2ef.
292: 9_&0' pp. 1Mf0

3"}§atteo da Perugla e Bertrand Feragut, 1 due primi masestri
1 eappella del Duono di Iilano," hcta, XXVIII (1956), l21£f.
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following year, Matteo probatly followed Fllargo to Bologna in 1408,

and mey have accormpanied him to Pisa ai the end of thet year, to rrato
and to Pistoia in 1409, and finally back to Bologna in 1410, He may alseo

have served Alexander's successor, John iXI1I, 1in Bologns, but there is
no evidence of any of this,

Heanwhile, Mattec's duties (but not his title) in Milan had been
carried out fram 1407 by two priest-singers -~ *perché la voce di wno &
voce di nessuno," according to the deliberstions of the deputies at the
Duomo «= and then from 1411 by the priest Ambroglo da Pessano., Matteo
returned to the Duomo from June LL1L wntil August 1414 (4ndbrogio also
remaining), According to a (reliabls?) nineteenth-century copy of a
document now lost, he died on January 13, 1418,

¥od contains twenty-two French works by Matteo (four ballades,
seven virelals, ten rondesux, and one canon), two Italian ballatas, one
textless fragment, one Latin motet, and five setlings of the Gloria:l

Bo, 2 (ff. lv=2) Et in terra 31: Idem [f. de perusio]

Ko. 11 (ff. 9v-10) Ot in terra ("fuga") 3<: ¥. de peruaio
Fo. 40 (ff. 22v-23) =t in terra 3*: de perusio

lggg also has a contratenor added to a ballade by Grenon, and
Parma three more contratenors to works by Antonello da Caserta, Plerre
rontaine, &nd Ciconia, Inventories of Parma are in Besseler, AIMW, VII
(1925), 231f., and Feno, op. cit, All the French works are published
in hpel, French seculer music of the late fourteenth cent (Cembridge,
Yass., 1950). Thirteen of tham are published in Fano, op. cit., which
&lso contains transcriptions of the two tallatas, the motet, the Hass
pleces, and seven anonymous works in ¥od which Fano attributes to Matteo.
Thus, all of Matteo's completed works are now available in modern
editions,
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No. 99 (£f. L8v-49) Et in terra 4%: Idem [K. d. p.]
¥o. 100 (ff, LOv=50) Bt in terra 37: Idem (8. d. p.}l

Ii’; is only reasonable to assume that the liturgigal works were
written primarily for the Milanese Duomo sometime belween 1402-1416,
the period of Matleo's appointments there, although we ghould avoid N
taking this too zuch for granted, since he may have held other ecclesi- W \
asticsl positions at some time or other. Apel, dealing with the secular =S
works, has placed Matteo as the mein figure in the movement away from |
the "menneristic" style in French secular music, which he dates ca.
1370-13%, to the modern, simpler style which begins ca. 1390.2 Both
the position of Matteo and the chrenology have been disputed by
Besseler,3 but Clercx has supported Apel in the ehrcmclogy.h We have
already indicated above our agreement with Besseler's ‘evaluation of
Matteo, but Clercx has proved decisively that Ciconia (ea. 1340-1411)
i{s an entire gencration earlier than Besseler had thought, and since

Ciconia's dates are & keystone in Besseler's whole system of chronology

lln thias and the succeeding lists of works the first figure
after the title indicates the number of voices and the raised figure
the nuiber of those which heve texts., Transcriptlons in Fano, op. git.:
No. 2, pp. 196ff.; Fo. 11, pp. 206ff.3 Koe 40, pp. A3ff,5 Ko. 99, pp.
22L£f.3 Mo, 101, pp. 235{f. The 1ast is also edited separately by
Fano for the :ditions de 1'Cisesu Lyrs.

?‘i“rs'ich secular music of the late XIY century, pp. 9ff.

3vr, VIII (1955), 19ff.
bnsyestion de chronologie," EEM, IX (1955), 47ff.
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Pd

for this period (The "Ciconia Epoch”: c¢a. 1&00-1&30},1 he does not
raise a valid objection to the chronology proposed by iApel,
The possidility should not be overlooked, however, thet KHatteo's

manneristic works may heve been written in a style that was slready

outdated in France itself at the time Matteo was writing them, 1In the

abasence of more precise information about the compositions of French

composers as well as Matteo, this must remain an opsn question, If he
were & truly provinclal, isclated master -— not that this sesms likely

- hes could well have worked in an idiom which had been sbhandoned by

French composers twenty or thirty years previously.

The Et in terrs No, 2 has certain characteristics which remind
one of French practice of the third quarter of the fourteenth century,
although the great use of long syncopated passages and irrezular rhythms
clearly show that it is a later composition, Conservative featurss are
the basically very simple, moderately melismatic, conjunect melodie lines
which, in spite of the artifice which sometimes overlays them with
manneristic elaborations, do not conceal the faet that they are foraed

from & few traditional cadantial formulas, These formulas are phrases

lZ.g., he pleces Pad in the early fifteenth century solely
because it includes & work by Ciconis (AfMW, VII [1925], 228), Clercx
has shown thet Ciconia was first in Itsly as early as between 1358 and
1367, but even without this evidence, of course, the mere pressnce of
&8 work in a manuseript of & particular locality does not by any means
imply a personal connection of the composer with thst locallty,
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of from two to elght breves in length, the average being four. Three

or four of the phrases are grouped intc easch of the periods, all of
which end on loaés followed by double bar lines, and only one of which
(out of eight) ends on a degree other than the tonic, This breaking wp
the composition into many ssparated periods is also a conservative
feature, as is the use of the semibreve (often followed by & minim on
the same syllable) as the standard declamation wnit in imperfect time
with major prolation, Two of the cadences are stronger than the normsl

ones by virtue of & breve rather thsen a shorter note as penultimate,
and one cadence with a pemiltimats long is the strongest of all, This

results in a four-sectioned form:

breves cadence

I 1. Bt in terrs 14 D
2, Laudamus 15 D
I1 3, Graties ' 21 E '
4, Doumdne Fili 18 D strong
III 5. ul tollis .., misersre 27 D
6. Gui sedes 26 D very strong
Iv 7. Cun Sancto 11 D
8, tuen 18 D strong

The final cadence of the Amen is actually the strongest of all, as would
be expected, because of the conventional harmonically strong sequencss
and repetitions which lead up to it. (It has six exactly repested
statements of & short rhythmic phrase of two measures in all three perts.)
Surprisingly, practically no use is made of recurring motlves in

this piece. The only thing which might be teken as such is the very weak
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connection between the opening phrases of the first three sections, in

reality nothing nore then variations of s highly conventional formuls:

2x. %<, beginnings of Sections I, II, 1II from
%t in terra, Mod Ho, 2 — latleo
(upper voice only)

0:)-

Et+ in fer- Hu/

TP
‘ / Gra- ti -as a-gi —/ |

-

Qi tol- Iis

The beglnning of the Amen is slightly related to these, Otherwise, the
only motives which recur are some unimportant cadentdial figures,
The third of the three examnples zbove 11lustrates & device which

i used several times in this composition, and one that is & favorite

th Hatteo ‘in iis whole production. This is the chord of & long with a
minim appoggiatura in the top voice, In thie plsce and in one other
(*yhesu xri-ste’ at the end of Sectlon IT1), the contratenor has a cer-
tain amomt of motion bto carry on the momentum, In two other cages

(vdorine deus [rexi" and "misersre n bis, [wuoniss)") ali three parts

e m——
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pause on & long, Finally, the beginning of Section IV has two examples

{n succession, this time marked with fermsta signe,

Ex. 53. Begiming of Section IV fron Et ir terra,
Mod No, 2 - Katteo
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Only one specisl note form is used in this composition, a minim
with a semiminim tail underneath, corresponding to & dotted minim, Its
employment makes it possible te avoid the point of zddition entirely in
the vocal part, which is useful because now there can be no confusion
between this znd the very frequent point of syncopation. The latter,
white notes, and imperfect time in diminution are the means used to

notats the passazas in irrepuler rhithm, sone of which are rather long,



-~ 169 =
end some not entirsly without antiguity for the transcriber.

ix. 54e Cadentizl phrase of Period 5 from &t in terra,
Mod Ko, 2 — Hatteo (upper voice only)

(sfem erased?)
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The V - 1 harmonic cadence is sometizes used by Matteo, 23 it is

generally in this period, Host often it has the characteristic lesp of

an octave in the contratenor.

“x. 55, From Bt in terre, ¥od Ko, 2 —— Ratieo
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vub the composition has one extmple of the much more Tare direct voice

leading.

~x. 56, From Et in terra, Mod Ho. 2 == ¥stteo

ol

4 .
v- tr;',-ge-- n-te ¥ :

~B o

It must bs emphesized, however, that here and elsewhere in this period,
v - 1 was ewployed &6 & week harmonie artievlation, almost never used
for the finsl cacdence of & vericed, but only for phrases within a period.
Its grester and greater use in the fifteanth century wes the result of
the drive toward consonance and full 4riadic harmony, restlting finally
in a prefersncs fov rost-position triads st {mportant points guch as the
cadence rather than the yraditionzl penultlnate 2-'115. The late four-
Leenth centwy saw the begiming of this develooment, and no one at the
tima wes mora up to date than katieo in nalters of harmony = not even
Ciconis, who often gives the imgressicn of 1ng harponically more nmodern

because of the greater simplicity snd clerity of his forms. We nmust



attribute this aspect of Matteo's musical language —— clear, simple
rarmony; functiornal tonality -—- to nis Italian heritage, in spite of the
fact that he worked almost exclusively in the French style,

One may agree with Fano's opinion that is the least interesting
of 21l the five Gloria settings by Hatteo,l &t least from the point of
view of technique; slthough, all things considered, it is probably 8
superior composition to the Gloris Fo. 11, This piece has the marking
"fuga® written next to the single cantus part snd a sign after nine
breves showing the entrance of the ecanonic voice., The instrumental
tenor has the character of a harmonic accompaniment; thus, the texture
13 exactly that of a secular form -- the caccla, The perfect time with
minor prolation with senibreves varied by minims as declamation units,

the predominantly syllabic text-setiing and continuous motion = the

texture is consistent from beginning to end (except for soms faster
notes and quick syncopation in the leading volce al the Amen), the
whole plece falling into one section ~- all combine to create & modest,
extrensly conpact little composition,

The tenor iine behaves like & nhermonic filler, jumping around
froq one missing chord tone to snother, frequently crossing over one
of the upper volces, It has the enpesrance of those typicel added
contratenors which ssrve to give {fullness to the harmony in the compo-

sitions of this period, Lack of purposeful melodic design is to be

lgg. Cit., p. L5.



gxpacted in & voles which has sucn a8 Iunction, pub it is & bit surpris-
ing to find a certalin awkwardiness in the ocantus part elfter the canonic
volce has entered. & two-part canon with frees eecompaninent is hardly

a great tecimicel problem, &nd Yatteo deservss no eccolades for the way
in which he hac met this mild challange. In other compositions and with

different teciniques he shows considerably greater command of his
resources.
Ludwig pointed out that ths canen is arranged in such & way thai

1
the invocations to the Father and to the Son occur at the same tima,

x. 57, From Et in terrs, Kod Fo. 11 — Hstieo
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similarly, "ol tollls peccata mundi, niserere rohis® iz echoed closely
by Mul sedes ad dexteran Pabris, risersre nobis.® These &re the only
obvious relationships wetween the musical tecnnicue of the canon and

the text,

The Gloria ¥o. &0 is the only ons of the five whieh 1s in the
earlier pert of Yod, and, as if in confirmation of this, i¢ presents
an older atylistic pleture. Gompletely devoid of msnngristic elabors~
tion, moving in 3 f1owing imperfect tine wiih major prolation, usually
with the wmdivided gexibreve and the breve carrying the syllables, it
stands close to the Prench Mass piece of Lthe tﬁirﬂ guarter of the four-
Lesnth centnry.l 1f other of ¥atteo's compositlons, guch &s the motel

Ave sancts mundi salus (¥od ¥o. 1), seen to be i{n the "post-manneristic”

style, the Gloria No. 4O must be classified a8 "pre~manneriatic.“2 The

1s. Korte (Studie zur eschichte der Yusik in Ttalien im srsten
Viertel des 15, Jonrhmnderts | Gassel, 1633], P. 51) hes classitied this
Gloris as 3 “Gonductns—&allade«ﬁass,” i.,8,, in cantllenk style with &
vexture approaching the conductus since there are no great gifferences
between the rhythede voiues of the three paris.

21 cannot agree with tnhs chronology proposed by Fano (op. cit.,
p. L7), wherein he places tne Gloria Ro, 101 earlier than all of the
others becauss it 1s the most menneristic of the liturgical works. In
this he is merely following uneritically the reneral nypothesis of Lpel
(sce suove, D. 104 —= which ey ve true for the zajority of hatteo!'s
compositions = tuat the composer at first wrote in the menneristic
Btyle and later sorned o a modern, simpiified sbyle. However, the
present Gloria Lo. L0 has every irdieation of pelonging Lo an earlier
stage than No. 10l. Fano slmost says as much whea he stztas (pe 45)
Lhat No. L0 has a cantus which moves with an agility wiich recalls
the primitive Italian Ars kove (slthough 1 can see & much clossr
affinity with the Trench Ars Nova).




tempo is undoubtedly faster than in Fo, 2 and Ko. 11 or in the two other

Gloris settings to be considered; otherwise, the piece would move at an
unbearably slow pbce,

Although double bar lines are written only at the end of the
main part and at the end of the Amen, the three parts cadence on & long
st other places, clearly resuiting in the following échm of thfee

short sections separating and encompassing two long ones.

breves
I Et in terra 13 :
II Lsudamus (Al +5¢11) +1,+13 11 = 65
III Gul tollis (Se7) + 14 = 29
IV Qui sedes (10 +7) + (10 « 10) + 16 =53
V Amen 32

Another way of looking &t it would bas to consider the mein part as con-
gisting of two large sections, each subdivided into a short plus a long

section, and separated from the Ament

A 1Q 13
2. 65 totel 78
B 3. 29
4. 53 total 82
Amen 32

Nearly all the cadences of the periods within the sections (21l those
shown above except other than the last of each group in parentheses)
end on a long followed by & rest of ons long or breve in the vocal

part while the instruments continue the motion with some recognizable
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connecting link which retwmns, Every one of these cadences is on G,
and the lesser cadences for phrases (all those in parentheses except
the last of each group) are closely related to the tonality: F, 4
{twice), Agﬁ; and Dgg.

This brings up the question of the very interesting formal procedure

in this work, The whole composition consiste of variations of a few
phrases which fall clearly into three types: an opening phrase type
(the A themes), & closing phrase type (the E themes), and a short modu-
latory connecting phrase or half-cadence {the C theme), The following
exanple gives the entire vocal part of the composition arranged in such

a2 way that the relationships and identities of ths various phrases wlll

be obvious. There are basically two types of openings, 8 1 &8 and & 2 a,
each ordinarily connécted to a continuation, The first opening, a 1 a,
is followed only by al b (21 a ¢+ 81 b ®m A 1), but the other, a 2 a,
may have either its own continuation (3 28 ¢ 2 2 b ® 4 2) or be fused
into the continuation of A1 (a2 a+81b3=43), There are thres B
themes, but B 2 and B 3 are closely reiated and together distinguished

from B 1. The single ¢ phrase is by nature unstable and usually returns
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in & varied or transposed form.

»

e 40 —- Matteo
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Analysis of upper part of Et in terra
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The encircied symbols indicate those phrases in which not only

the vocsal part but also the two instrumental parts recur in the same
or slightly varied form, In addition, many cther motives in the lower
parte retun from time to time — something which ls ignored in the
analysis given,

Did Matteo invent such a form or derive it from elsewhere? I
know of m specific composition which could have served him for s

model, although a search of the French repertory might disclose one.
But even if a fourteenth century model was not used, the idea of such
& procedure could have been easily derived from certain plainchant

settings of the Gloria, Many of these have & few melodie formulas
which recur in irregular succession to make up just this sort of
strongly integzreted, essentially simple, but apparently complex formal
design. After all, the various themes here are clesely related within
three distinet groups, as was stated sbove: opening (A) — connecting
or half-cadential (C) -~ closing (B). In the final analysis is this
nét functionally the same as & simple psalmodie formulas intonatlon =
media;;t -~ termination?

The Et in terra No, 99 is a pure example of the motet-type Mass
plece, with two vocal parts of equal range over instrumental tenor and
contratenor in long notes, The form is divided into two sections of

forty-two and twenty-one longs, with the two lower voices repeated in

exact diminution in the second ("Qui tollis , . , suscipe"; the
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repetition, but not the diminution, is indicated in the manuscript).
The mensurstion is duple on all levele: imperfect major mode,
imperfect minor mode, imperfect time, and minor prolation (2, 2, 2, 2).
Although no isorhytlmic elements are present,l the two lowsr volces
show & very clear and well-organized arrangement, with several points

of relationship between the two, In the following example, the scale

1ﬁorte's use of the word "isorhythm®" in connection with this
compogition (and others) hardly corresponds to a rigorous definition
of that term. (Op. cit., p. 61.) In the present study, the term is
restricted to the device of the repetition of a rhythmic phrase with
different melodic content,
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of reduction is that of the seooud section, where the values are one-

half those of the first. (The ligatures are disregarded.)

Two lower parts of Zt in terrs,

Ex. 59,
Mod No, 99 — Matteo
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Particularly ingenious is the manner in which the y-complex 1s varied

upon its return with a completely different tonal orisntation. The

tonal design of the whole plece is exceptionally strong.
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Over thie solid foundationt the upper voices toss the interest
back and forth lightly with short overlapping phrases, ordinarily not
in imitation (although the beginnings of the two sections are in
striet imitation), The words of ths two volces almost never coincids,
and the essy &and natural play of lines cresates a gracelul effect,

The motion of the first section is arrested on & long in all parts at
ngloriam tuam,"” dividing the first section into 20 + 22 longs {com~
pared to the totel of 21 longs in Section II), but this is ot a
regular cadences F - A, Also, the penultimate chord of one cadence
(Agﬁ) i1s stretched sut to break the motion at the first "xpiste," but
the only unquestionsbly clear division in the form is that between the
two sections,

The most important aspect of this compositlion, however, is yet

to be considered, This is the extremely interesting relationship be-
tween the two sections, The two lower parts are identical, of course,
except for the diminution by ome~helf, but a closer look at the upper
parts reveals that they, tco, are related in & much freer way — thst
the second section, in fact, is nothing less than an elaborate varia-
tion or condensation of the first section., One could hardly expsct

a very close correspondence} not only must the musie of Section 1I be
fitted to entirely different words, but -- although the degree of

rhythmic motion does not greatly change — the phrases of Section I

must be compressed into one-~half of their former duration, It is of
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great interest to observe the manner in which letteo has handled this
problem, Grasped easily by musical examples, but rather difficult to
describs in words, the technique does not so much reply upon motivie
corrsspondence - altlough this is used to some extent — as it does
upon the underlying structurs of the individusl phrases, the impor-
tant or pivotal tones recurring in the same relative positions, occe~

sionelly with intarchanges bestwsgen the two parts for & short passage,

or transpositions up or down or octave (once a fifth) for a few notes.
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is though he wanted tO point up the whole idea of the form, Katteo has
made the final cadential passage of section II in the top voice an exact

diminution of ths end of Section l.

=x. 61, PEnds of Sections I and 11 (top voice)
of Tt in terra, ¥od ko. 99 — Matleo

R4 A" ,,.

% N VQui fol - lis pec-ca-fawn-dimise-ve-re ho-b.;: '//
Gec Tl - .‘ e —— it 15 e i?ﬁ:t:::‘;:" S

- [ 3

[A] ¥ men.

wes Matteo the first to use such & variation procedurs? The
anawer to this guestion involves an sspect of fourteenth=century iso-
rhythmic forms thab, 4o my knowledge, has heretofore escaped notice.
It is well known that & stardard type of the fourteenth century iso-
rhythric motet congists of & tenor melody divided into three or four
{sorhythmic periods with the whole repested in diminution. Ten of
¥achaut's twenty {sorhythmic motstis follow this pattern, In many, if
not most, of these motets one can observe that when the tenor melody
{3 repeated the upper yolces show a clear jnterrelationship between the
sections, that thls type of motet, in fact, may be considered & varie-

tion form, The {nterrelaiions are not quite so obvious &s in the case

of Vatteo's Gloria, put it should not be forgotten that latleo was not
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workdng within an fgorrythmic form, and honce could permit hinself a
zood desl more fleAbility in the melodlc lines,

An example from Machaut's motet Bone pastor from the year 132h}
ney serve to $11lustrate this techniqus in its earlier stages, This
motet has a tenor melody (&) divided into two isoraythmic periods

(A I, II) which is followed by an exact repetition (8 I, 1I), Both

liee Ludwig, "Die mehrstimmige Musik des 14, dJahrhunderts,”
sIMG, IV (19%02), *7. The motet is published in Guillsums de
Machaut, Musikelische werke, ed. Ludwig, III (Leipzig, 1529), 65£F.3
and Schrade, Polspoonic music of the fourteenth century (Monaco,
1956- ), 111, Lff,
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are then repeated in diminution {C I, i:5 & j. oectionsg » anc C

#-4
]
Laal
N

are given oelow:

rx. 62, Frou Bone pastor — Hachaut
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This technique may also be found in motets by Philippe de

1
Vitry; e.g., idesto, sancta trinites, 3Skeptics who may suspect that

the alleged variation teschnique is merely the inevitable result of
 1imited contrapuntel possibilities may be referred to those composi-
tions which repest the tenor exactly put have quite different upper
parts; e.g., Hachaut's motet Corde mesto,2 where the tenor has a mel-
ody unchanged three iimes.

Thus, it is clear that ¥atteo was followling & well-established
precedent in the Gloria No. 99. The festure which once made a special
type of isorhythmie form has row become the principal form-building
element in & non-isorhythmie structure. This use of & free variation
technique in place of the older isornythm is characteristic of the

early fifteenth century, and was widely used in Italy, as we shall see

when we discuss the works of Ciconia and other composers of the period.
It is most wlikely that Melteo was & leader in this development; it
would probably be more correct to consider his works &s evidence of &

general practice of the time.3

Ypid., I, 60 ff.
2
Ibid,, I1I, 147 £f.; Ludwig ed,, III, 44 ff.
3Far a later example of this variation technigue, see the

11lustrations fros Dufay's motet Huper rosarum flores (1436) which
are given in Roeese, husic in the Fenalssance, p. 8.
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The St in terra Ko. 101 has an {nstrumental tenor, a relatively
simpie vocal contratenor, and an extremely florid cantus which is much
in the manneristic style, with freguent syncopations, quick melodic
flourishes, irremilar rhythms and changes of meter, {The pilaece uses
many special note forus, fncluding both solid and hollow red as well &8s
hollow black,) In fact, this composition may be sinzled out as the
most elaborsate example of the menneristic style applied to a Mags piece
by any composer frou the entire period covered by ihe present study.

In spite of thls, however, the vocal line shows no trece of a forced
wnaturalness, The intricate passages are blended together with simple
ones into flowing, arched phrases, and the whole may be considered an

excellent exanple of the coloratura vocal style —— to be sure, rather

more secular than gacred in effect to our ears,

lone pascags (at "ignus nei”) is troublesome to the transsriber
since it probably involves someé errors in the original —- &t least,
this seems to me to be the most 1likely explanation, Farno's version
(op. cit., p. 238) 1is overly—complicated, and the seuiminias under ihe
reversed half-circle {diminished imperfect tize) move so fast that the
tempo must be taken slower at this point. This is because he sguales
a senibreve {(four senininims) in dimished imperfect time with & minim
after the half-circle with dot (imperfect tine with major prolation):
34xf=2¢=C); it is more likely that the breve (eight seximinims)
of the first is equivalent to ths sa-ibreve (three minims) of the
second: D & X t 2 )w =Ce . This results in only slightly faster
motion: eirht serdiminims in place of the usual six, and also has the
advantage of maiing the cadantial formula which follows come out
together with the two lower parts in the conventional mamnner., How-
ever, this solutlor leaves too —any notes for the Iollowing measurs;
the six winins preceding the seibreve should probably be enended to
read as six semiminims.
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Tnis Glorla uses exactly the same cantus firmus in the venor as
does the Gloris io. 99. Even the relative durations of the notes remain
wnechanged, although the mensurstion is different, ¥o. 99, it will be
renembered, is duple on a1l levels {2, 2, 2, 2), whereas Xo. 101 is in
perfect major mode, lzperfect minor mode, lmperfect tine, and major

prolation (3, 2, 2, 3). Fano's statsment that this tenor has many errorst

is not ccr:act, for it a1l works out perfectly in the mensuration indi-
cated, (This is one of the very rare cases of notated perfect major mode.)
The alterations, i-perfections, and syncopations are writien properly,
even if they are somewhat unfamiliar with such larsgz values, In the

example below the scale of reduction is very great (1:16) in order
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to facilitate the reading. (The prolation plays no part in the tenor,
8o it is disregarded here,)

Ex, 63. Tenor of Et in terrs,
Mod 101 — Hatteo

P e — . ) ——
L — B T e e ——
Tenor dimitmuitur  secundo .
% o L~ Lo Lttt
f B R R ;,} —
‘ : 3 P
Z (el ele iy £

-

The key to the nmensurstion is given by the first dot, which
would make no sense if the maxim were imperfect, (The long is obviously
imperfect because of the rests.) Comin: after a maxim plus the equiva-
lent of three longs, it serves to mark off a perfection of three longs,
thus ensuring that the first maxim is understood to be perfect. If,
instead, the dot had been placed after the maxim, there would be some

confusion whether it was a point of addition (indicating imperfect

major mode) or a point of perfection (indicating perfect major mode),



If no dot at 8ll were used the first maxim would certainly be read as
imperfected by the following long.

The tenor of Ho, 101 is repested in diminution, just as in Fe.
99, and here again we find that Section II is & free varistion of

Section I in the upper parts, although the correspondence is not quite
80 obvious because the abundant use of smaller notes in ro, 101 requires

a greater degree of contraction in Section II, Kote that the variation

character is mt apparent in the very beginning of Section II (because



of the change to & chord on B-flat instead of F), but it becomes

latser on,

zx, b4. Beginnings of Sections 1 and 11 from
ot in terre, Mod No., 101 — Katteo
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Those readers with sharp eyes may have already moticed the most
pemarkable faot of all sbout Matteo's two Gloria settings Nos, 99 and

101, Kot only are both constructed on the same cantus firmus, each piece
consisting of two sections of which the second 1s a variation of the

first, but No. 101 is nothing else than a complete variation of Ko. 99!
If Examples 60 (p. 180) and 64 are compared the relationship cen be
established, Ths cantus of No. 101 is derived almost entirely from
Cantus I of Ko, 99, and the vocal contretenor of No, 1Cl is drawn pre-
dominantly from the instrumental contratenor of Yo, 99 with & few ref-
erences to Cantus II, These relationships can be perceived more readily
by the ear than by the sye, and are more evident if one's sttention
encompssses whole phrases rather than smaller wits., It is interesting
to mote that the text-phrases (not given in the examples) do rot corres-
pond to the respective musical phrases in the two pleces after
nGlorificamus te"; e.g., Section II of No. 99 begins with "(ul tollis
. . . suscipe," wheress Section II of Ko, 10l berins with "(ul sedes" —-
yst another illustration of the well-known fact that in the compositions
of this period the words and the music often follow independent formal
plans, coordinated but not integrated.

Cf course, one cannat be absolutely certaln that No, 101 was
modelled upon lio, 99 or whether the reverse wes the case, Since the
{nstrunental contratenor of No. 99 is so carefully snd skilfully writ-

ten to go with the tenor, whereas the vocal contratenor of Ko, 101 seems
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to be rmuch more casuzl — not to sry aviward — 2% times, it is reszon-~
able to assume that they were corposed in the secuence in which they

1
tppear in the manusceript,
Finally, a word should be said about the camposition which opens
the manuscript Yod (ff. a'-l: ¥, de perusio), This it a motet in three

parts, the two esnius parts with the same words, /ve cancte mundi salus,

& rhymed metrical text addressed to the Lost, and the tenor has the words
and melody {in chant notztion) of the Agnus Dei GE IV, transposed from

F to G and with slight variants, GR IV has the form 4 & ¥, B + e,
but the motet uses only 4 ¢ X with e repetition sign, and cerries the

following canon: Tenor dieitur de secundo modo  I°, postes pradatim ,2°.

8t .3°1,diminuitur, which meane it is to be read in the second of the

old rhythulc mdes (breve-long), repested in diminution, and repeated
again in further diminution, ZEven if we cannot accepl wholeheartedly

de Van's thesis that this is one of several fiecea of evidence for what

2
e considers the pedagogical nature of Hod, it is certainly remarkshle

to find such & reference to Ars Antigua theory &t this late date,
There is some doubt about whether the Asnus text under the melody

indicates that the tenor is meant to be Bung, or whether it is there

1?ano (op. eit., p. #6) places Yo. 101 earlier than all the other
pacred pileces by ‘atieo because it showld fall into Apelts "anneristie
Feriod," ¢, 1370-%., Concerning this point, see above, p. 173, nots 2,
It is rot critieism of fpel's general hypothesls to point ocut that it is,
&s it must be in this period, based upon scanty evidence, and has nelither
been proved nor disproved &s yet., It hardly seems prudent to apply it
to an individusl camposition when any other svidence at all roints in =
d¢ifferent direction.

2"La pédagogie rusiccle & la fin du moyen 8ze," 1D, II (1548), &7.
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merely for the purpose of identification. This brings up the more
important question of the purpose of the composition, Is this a kind
of tropic motet for the Agnus? Most likely, it is not, If it is true
that Mod had a specisl comection with Matteo, and that his sacred

works were primarily created for the services at the Duomo in ¥ilan,

then this composition does not belong to the Ordinsry of the Hass, for
1
the Ambrosian Mass has no Agnus Dei. The motet was probably sung

before (or sfter?) the Transitorium, which is somewhat analogous to the
Gregorian Communion, Probebly Matteo, writing a Communion-motet and
desiring a tenor which would bs non~liturglical but which would still
have the sanction of a certain traditional significance, took the
obvious expedient of drawing upon another rite, and one with which he

must have been very familier since he was not Millanese by origin. The

Gregorien Agnus would have had & kind of semi-official ststus, but he
was free to use it in any manner and in any part of the service with-
out violating liturgical propriety.

The form of the work is rigidly isorhythmle. The tenor melody
in its three statements decreases f{rom forty-eight to twenty-four to
twelve breves (Sections I, II, III), while the upper voices have three

isorhythmic periods of twenty-four breves each (thus, the first two

lrhe modern hmbrosian Mass for the Dead does include an Agnus,
I have been unable to ascertain in which period it was introduced
into this service.
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coincide with the first statement of the tenor melody — Section I —,
and the third period in the upper voices correlates with Section 11)
plus one period in diminution of twelve breves, the ﬁmen.l Just as we
have seen in the two Glordia settiﬁgs by Hatteo and in Kachaut's motet
where the tenor melody is repested in diminution, here, too, the upper
voices of Sections II and III are free variations of Section I — as
much as they can be with the inflexible isorhytmmic structure., As 8

matter of fact, Section III (which, it will be remembered, is an exact
rhythmic diminution of 3ection II in &ll parts) is so closely derived
from Seetion II that it would be more accurats to call it a varied rep-
etition rather than a variation,

| The most impressive thing about this motet is how well Matteo
hes succeeded in remeining uninhibdited by all the formidable technlical
restrictions, The melodic flow seams.unconstrained, light and fresh
— and this is a remarkable achievement, Fano has arrived at the same
opinion, and he calls the werk "cleear,” #Italian,™ “pre—humanistic.”3

¥atteo, or whoever it was who directed the arrangement of Mod, must also

heve fslt that this was a work of importance, for otherwise he would not

1l
Korte (op. cit., p. 38) is wrong in stating that the hmen is
"free.”

P
Pano apparently was aware of this correspondence only at the ends

of the sections when he referred to "musical rhyme." (Op. git., p. 43.)

3Ibid.



have accorded it the place of honor at the beginning of the manuscript,

If one surveys the five Gloria settings ty Matteo, he is struck
by thelr diversity, TLach hee & completely different formal plan except
for the varietion-pair, Nos, 99 and 121, and even thsse are strikingly
different in texture and melodic style (one beinz a dust of enual voices
eénd the other hirhly soloistic with & subsidiary vocal part), Ko. 2 is
an "ordinary," functional composition in through-composed, sectionalized
form; Ko, 11 is highly economieal in the form of a continuous canon; and
Eo., 40 45 based upon the idea of variation of a few conventionsl form-~
uwlas in irrezular sequence, Each of the five has s definite stamp and
charactar which is not repeated in any other, Matieo's style, esps~
elally in the emphasis upon harmony and ciear, simple melodic phreses,
was forward-looking, and this nstive Italian gift is what saved him from
succumbling completely to the decadent over~refined sterility which elways
lay shead as the enderesult of his love for scholastie sublleness, a love
nurtured and encouraged by the aging French culture in which he found
himself, Even if Hatteo was not the leading composer of his time, he

was one of the more interesting personslities, an important lesser master

1
in an epoch in which grest ones were rare,

lFor five anonymous works which may be by Matteo, see below,
Fp. 368 &nd 371%f.




