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F. Alberto Gallo

Annominatio and Introitus: Parallelisms and Intermingling
of Rhetorical Figures

Amongst the outstanding features of the Cyprus repertoire collected
in the J. Il. 9 manuscript held by the National Library of Turin,
noteworthy are the direct references made, in the Latin texts of the
motets, to the singers performing the compositions.! The group of singers
is variously referred to as "noster chorus," in the duplum of motet No. 3;
"nostra contio," in the duplum of No. 10, "huic clero," in the triplum of
No. 14, "istam plebem" and "nostrum consortium," respectively in the
triplum and duplum of No. 15, "huncque gregem," in the duplum of No.
17, "noster chorus" once more, in the triplum of No. 33, and "nostra
turba," in the triplum of No. 34. The frequency with which these
references appear, together with the uniformity of style and structure
already noted by other scholars,2 leads to believe that the Latin texts of
the motets were probably drafted by the same author. Moreover, the
recurrent use of the adjective "noster" would seem to establish a personal
identification with the group of performers. This, together with frequent
references to the musical intonation with which the motets were to be
performed ("hoc melos" in the triplum of No. 6, "cantica nostra" in the
triplum of No. 14, "his cantibus" in the duplum of No. 17), tends to
suggest that the single author of the Latin texts, if not the same person as
the probably single author of the music,? could at least be someone who
must have worked in very close collaboration with the composer and the
performers.

Generally speaking, information as to the authors of the Latin texts
of these types of polyphonic compositions and to their relationship with
the composers, is extremely scarce. Not surprisingly, the topic has
received little attention. To quote an example contemporary to the

1
2

The references are to the edition by Hoppin, TORINO J.IL9, vol. 2.
HOPPIN 1957, pp. 102-103.

LEECH-WILKINSON 1995.
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Cyprus musical repertoire, Johannes Ciconia* refers to "Patavina ecclesia"
as well as directly to himself ("cum tuo Ciconia") in the duplum of the
Albane, misse celitus - Albane, doctor maxime motet, and to "patavinus
chorus" in the triplum of the Petrum Marcellum venetum - O Petre, antistes
inclite motet, and again to himself as "qui melon istud edidit" in the
duplum of the same motet. In this case there seems to be no doubt that
the author of the Latin text and the composer of the music are one and
the same person. A clear case of collaboration between text author and
composer is afforded by another contemporary example, namely the
motet Argi vice Poliphemus - Tum Philemon rebus paucis.> In the duplum of
this motet the author of the text explicitly declares to have made his work
available to the composer: "Hec Guillermus dictans favit/Nicolao qui
cantavit." If Guillermus can be identified with the prelate Guillaume de
Challant® and Nicolaus with the papal singer, Nicolaus de Leodio,” then a
close collaboration between the two can be easily presumed as both were
in the retinue of Pope John XXII, and it was in his honor that the motet
was composed.

Independently of the customary practices of the time, (that is,
whether the composer and the author of the text were one and the same
person or whether they worked in close collaboration), and of their
possible effects on the work itself, it is most likely that the peculiar
conditions of isolation in which the Cyprus repertoire of the Turin
manuscript was composed may have favoured a coming together of
experiences from both the musical and literary fields. Other scholars have
already observed "an interesting parallel between the use of traditional
phraseology in the texts and the composition of the music from a
common stock of melodic formulas".2® I shall deal here with several cases
of parallelisms and intermingling in the use of rhetorical figures in
musical and literary texts.

As an heir to Classical tradition, Medieval literary culture was always
keenly interested in finding colores rhetorici to be used as decorative devices

CICONIA WORKS.
PMEC 13.

COBIN 1978, p. 269
GALLO 1985, p. 79.
HOPPIN 1957, p. 103.
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Annominatio and introitus: parallelisms and intermingling of rhetorical Figures

in Latin poetic compositions.? A close clustered and systematic repetition
of the same verbal sounds appears clearly in the Latin texts of motets 1,
5, 14 and 31, especially in the tripla but also, at times, in the dupla. In
contemporary rhetorical texts this device is generically defined as
"annominatio", a term which refers to the repeated use of the same
"nomen." As can be seen in appendix I, the text of motet 1 plays on the
words "agnus" and "mors," which appear separately or together. In the text
of motet 5, "lux" and "lucere", which can also be found in motet 14,
appear together with "probitas" and "probus," "flamma" and "flagrare,"
"dux" and "ducere," "polus" and "polere," "donum" and "donare" as well as
with others. Finally, in motet 31, the pattern i1s achieved by playing on
the words "splendidus," "splendor" and "nubes."

Medieval musical culture was influenced by literary models. Not
surprisingly, therefore, from the very origins of polyphonic music
attempts were made to decorate musical composition by means of colores
harmonici.® The music of motets 1, 5, 14 and 31 exhibits a systematic use
of close clustered sound repetitions, at times imitating, between triplum
and duplum, brief melodic and/or rhythmic formulas with pauses in
between. The contemporary musical theorist Ugolino da Orvieto!! calls
this method -with the term "introitus" (perhaps with reference to the
successive "entries" of the voices) and considers it as being one of the
colores of music. As can be seen in Appendix II, all the four motets feature
sections in which the final part of a voice is immediately picked up by
the other one ("aliqua pars alicuius cantus finem alterius partis elusdem
cantus assumit," as explained by Ugolino da Orvieto). Moreover, in all
four motets these sections appear in correspondence to the end part of
the three taleae into which each of the motet i1s subdivided, a pattern
which conforms to the guidelines set down by Ugolino ("in fine ergo
partium cantus hic habet reperiri processus").

Generally speaking, we are confronted with a rather generic
parallelism between the use of literary and musical rhetorical figures. At
times, however, as in measures 13-15 and 31-33 of motet 1, and measures
31-44, 8890, and 160-172 of motet 14, annominatio and introitus appear

9 FARAL 1924, LAUSBERG 1960, MURPHY 1974.

10 GaLLo 1985, pp. 7-10.
11 ycoLNo, vol. 2, p. 266.
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perfectly overlapped. In some cases the two figures intermingle. In
measures 13-15 of motet 1, for instance, "Agnus a morte" and "Mortuas"
(in the duplum) and "Agni morte" (in the triplum) come to be involved
in the play of the melodic imitations between the two voices, while in
measures 4042 and 162-169 of motet 14 "probatos" (in the duplum) and
"probitasque proborum" (in the triplum) and "Nos sibi fac gratos, fac
nos" (in the duplum) and "fac nos quoque grata ............ Fac nos" (in the
triplum) respectively, come to be involved in the play of the rhythmic
imitations between the two voices.

In the already cited motet, Argi vice Poliphemus - Tum Philemon rebus
paucis, the poet and the musician work closely together, thus achieving a
perfectly organic artistic entity ("ut sit opus consummatum"). The
closeness and awareness of this mutual collaboration and the complex
interplay of the various reciprocal influences largely escape, however, the
comprehension of the present-day historian.12 To refer once again to the
terminology employed in the aforementioned motet, the rhetorical
pattern of the text was normally made to adapt to the sound of the music
("Armonie musicali/nubat sc[h]ema rhetoricum"). Notwithstanding this
apparently prevailing trend, however, the opposite can also be true. In
fact, as can be seen in the Cyprus motets, it is the sound of the text (the
annominatio) which is made to blend in with the rhetorical pattern (the
introitus) of the music.

12 For a similar combination of textual and musical rhetorical figures in the
Troubadours repertoire, see GALLO 1992, pp. 4144,
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