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the mockery of Don Quixote.15 We discover, too, in this example that the harp was 
used mainly as an instrument of accompaniment by youths and females, and then only 
those belonging to the aristocracy. At the same time, in this burlesque scene, the song 
that announces Altisodora’s death is accompanied (shown in the woodcut taken from 

the Tonson edition; fig.  1) by the same 
instrument that the young woman had 
previously chosen to entice and bewitch 
the gallant knight-errant.  She is urged on 
by her friend and accomplice, Emerencia: 
“Sing, my poor grieving creature, sing and 
join the melting music of your harp to the 
soft accents of your voice.” When she finally 
consented to sing her amorous serenade 
to the great Knight of La Mancha, “she 
touched her harp so sweetly, that Don 
Quixote was ravished.” Consequently we 
see that Cervantes linked the two scenes 
by the same instrument in order to stress 
the satiric meaning of the second. At the 
same time, borrowing one of Garcilaso’s 
well-known lyrical poems, setting it to 
music by a great composer like Francisco 
Guerrero, and transforming its poetic 
sense into a parody, the novelist allows 
the reader to enjoy Altisidora’s trick and 
to participate in a new context created by 
all these elements connected together by 
music in its new role.16

15  “La pormenorizada presentación del túmulo que figura al principio del capítulo 69 culmina, en efecto, con la 
intercalación de dos estancias cantadas, otra vez con acompañamiento de arpa, por el ‘hermoso mancebo vestido a lo 
romano’ que no tiene empacho en apropiarse una octava completa de Garcilaso para integrarla en su homenaje fúnebre 
a Altisidora. Y la conversación que ésta sostiene con don Quijote, luego de su resurrección milagrosa, se encuentra 
enmarcada, por un lado, por la ya referida canción fúnebre y, por otro, por la breve discusión que suscita la descarada 
aplicación al caso de Altisidora de unos versos que se compusieron para otras circunstancias. La tesis que a continuación 
voy a exponer es que existe una correlación entre el abandono de la poesía burlesca, aprovechada hasta entonces a título 
de máscara verbal en las sucesivas apariciones de Altisidora, y las circunstancias conflictivas en que Garcilaso aparece 
citado de manera tan llamativa y con más abundancia que en cualquier otro lugar de la obra cervantina.” Monique Joly, 
Études sur Don Quichotte. Textes et documents du “Centre de Recherche sur l’Espagne des XVIe et XVIIe siècles” (CRES) 
6 (París: Publications de la Sorbonne, 1996) 195–96.

16  “Volviendo a mi punto de partida, lo excepcional no es, pues, que Garcilaso aparezca citado en la canción fúnebre 
interpretada en honor a Altisidora sino que aparezca citada con una abundancia totalmente inusitada. Una octava real 
completa, que según señalan todos los editores corresponde a la segunda de la Égloga III, ocupa también el segundo y, 
en este caso, último lugar, en la canción que aquí me interesa. El fenómeno, además, se complica, en la medida en que 
la otra octava, con la que se da por lo tanto comienzo a la actuación del poeta, también se encuentra estructurada en su 
totalidad en torno a reminiscencias procedentes de Garcilaso. Del soneto 23 está tomado, en efecto, el empleo recurrente 
del ‘en tanto que’, con el que se inicia de un modo solemne el poema y la alusión al cantor de Tracia con la que por otra 
parte se cierra esta primera estrofa remite a la Égloga III, de la que, según ya se ha dicho, la otra está trasladada sin el 
menor retoque. Se combinan o se contaminan, de este modo, dos tipos de parodia: la primera clarísima, apoyada en el 
empleo recurrente de rimas en /-ote, arrastradas por la referencia al nombre del protagonistaque encontramos al final 
del segundo verso y en el tratamiento bufo dado al tema del luto dueñesco; más elíptica y descarnada la segunda, en la 
medida en que lo únicoque incita a asignar un valor burlesco a la  octava tomada a la letra de Garcilaso es la novedad de 
su contextualización.” Ibid., 201. The sonnet used by Don Quixote’s author in Jordi Savall’s version is recorded on: Jordi 

1. Miguel de Cervantes Saavedra, Vida y hechos 
del Ingenioso Hidalgo Don Quixote de la Mancha 

(London: J. & R. Tonson, 1738) vol. 4, 326. 
Texas A&M University 
(Proyecto Cervantes).
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Another instance of the musical transmission of Garcilaso de la Vega’s poems will be 
taken from two Cervantes’s texts, La Galatea and Don Quixote. In his Eclogue I (from verse 
57), Garcilaso wrote a long lament in which the shepherd Salicio moans about the cruelty and 
harshness of his beloved Galatea. The poem begins with the verse “Oh, harder far than marble 
to my plaints!”, and it was set to music by several composers. We have a polyphonic version 
of the poem preserved in the Cancionero de Medinaceli, written by Pedro Guerrero (1517–86), 

Savall, Entremeses del Siglo de Oro, Alia Vox, (AVSA 9831; 7 619986298310), track 10.

2. Francisco Guerrero, Canciones y villanescas espirituales (Venice, 1589). 
“En tanto que de rosa y açuçena”, modern transcription by Juan José Pastor. 
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Francisco Guerrero’s brother (fig. 3).17 This song became well-known, and we can confirm the 
existence of three more musical settings of this poem: one composed by Julio Severino,18 another 
preserved in Portugal and composed by an unknown chapel master from Juan II’s court,19 and 
the last a musical adaptation from Guerrero’s song, composed for vihuela and voice by Miguel de 
Fuenllana and published in his book Orphénica lyra (1554; fig. 4).20 We must remember that the 
fashion for polyphonic songs spread from one country to another and to centers of music farther 
afield by using adaptations for lute or, in Spain, for vihuela and voice or for vihuela alone. Vihuela 
players looked for a more independent means of musical expression. Working towards technical 
virtuosity; they created new forms, and in fantasies and preludes, they reached new levels of 
musical creation. At the same time these kinds of musical adaptations allowed people to enjoy 
polyphonic compositions in their homes during the late 16th century: It’s no surprise to find 
evidence for this kind of musical practice within Cervantes’s circle of family and close friends. So 
let us present Garcilaso’s poem:

O harder thou than marble to my plaints,
And to the lively flame with which I glow,
Cold, Galatea, cold as winter snow!
I feel that I must die, my spirit faints,
And dreads continuing life; for, alienate
From thee, life sinks into a weary weight,
To be shook off with pleasure; from all eyes
I shrink, ev’n from myself despised I turn,
And left by her form whom alone I yearn,
My cheek is tinged with crimson; heart of ice!
Dost thou the worshipped mistress scorn to be
Of one whose cherished guest thou ever art; 
Not being able for an hour to free
Thine image form my heart?

17  See Alejandro Luis Iglesias, “Andanzas y fortunas de algunos impresos musicales españoles del siglo XVI: Fuenllana 
y Pedro Guerrero”, El libro antiguo español: Coleccionismo y bibliotecas (siglos XV–XVIII), ed. by Mª Luisa López Vidriero, 
Pedro M. Cátedra, and Mª Isabel Hernández González (Salamanca: Ediciones Universidad de Salamanca; Patrimonio 
Nacional. Sociedad Española de Historia del Libro, 1998) 461–503.

18  See Higinio Anglés, “El archivo musical de la Catedral de Valladolid”, Anuario musical 3 (1948) 59–108. 
19  Manuel Morais, Vilancetes, cantigas e romances do século XVI. Portugaliae musica 47 (Lisboa: Fundaçao Calouste 

Gulbenkian, 1986) 89–91.
20  Miguel de Fuenllana, Libro de música para vihuela intitulado ORPHÉNICA LYRA en el qual se contienen muchas 

y diversas obras (Sevilla: Martín de Montesdoca, 1554; modern ed.  Genève: Minkoff, 1981).  Spanish vihuelist and 
composer, Fuenllana was born in Navalcarnero, near Madrid, and died between 1553 and 1578. He was blind from birth. 
The earliest evidence of him is the printing licence for Orphenica lyra (Seville, 1554): see Miguel de Fuenllana, Orphenica 
lyra, ed. by Charles Jacobs (repr. ed., Oxford: Clarendon Press, 1978). The license was issued on 11 August 1553 by 
crown prince Philip, which affirms his presence at court in Valladolid.  On 29 March 1554, now resident in Seville, 
Fuenllana contracted with Martín de Montesdoca to print 1000 copies of Orphenica lyra. The edition was completed 
on 2 October, though Wagner has shown the surviving copies to represent two variants of the same impression.  In 
1555 Fuenllana is described as a citizen of Seville in a legal action initiated to suppress a fraudulent edition of the book. 
According to Bermudo (Declaración, 1555), Fuenllana was in the employ of the Marquesa de Tarifa at this time, but 
he would have left her service by 1559 after the appointment of her husband, the Duke of Alcalá, as viceroy of Naples. 
From 1560 until June 1569 he served Isabel de Valois (d.1568), third wife of Philip II, with an annual salary of 50,000 
maravedís.  On 15 May 1574 Fuenllana entered the service of Don Sebastián of Portugal in Lisbon, with an initial 
contract for three years and an annual salary of 80,000 reales. Contradictory evidence clouds his life after 1578. Anglés 
claimed that Fuenllana’s descendants received retrospective payment from the court in 1591 for money owed to their 
deceased father, while Jacobs cites a petition of 20 August 1621 presented to Philip IV by Doña Catalina de Fuenllana 
claiming that her father served Philip II and Philip III for more than 46 years, thus perhaps until 1606. Fuenllana’s 
instrumental mastery was recognized by Bermudo, who had seen him perform and cited him as a “consummate player”, 
praise echoed by Cristóbal Suárez de Figueroa (Plaza universal, 1615).
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This dost thou scorn? In gentleness of woe
Flow forth, my tears, ‘tis meet that ye should flow!21

Where is this text quoted by Cervantes? The most striking example that we have 
found comes from La Galatea (written 30 years before the publication of The second 
part of Don Quixote). The shepherds and shepherdesses of Cervantes’s La Galatea sing 
their songs, sonnets, eclogues, and madrigals accompanied by rebecs, flutes, and pipes. 
In book VI Lenio sings, accompanied on a rebec, a desperate chant uttering Garcilaso’s 
verse like a refrain: “Oh, harder far than marble to my plaints!” 

Who thee impels, cruel, who thee diverts?
Who thee withdraws from the beloved intent?
Who in thy feet doth wings of speed create,
Wherewith thou runnest lighter than the wind?
Wherefore dost thou my true faith lightly hold,
The noble power of thought depreciating?
Whyt dost thou fly me, why abandon me?
Oh, harder far than marble to my plaints!

Am I perchance of a so mean estate
That your sweet eye disdains to look on me?
Poor am I? Am I covetous? hast found
Aught false in me since I knew how to look?
My first condition is no way changed,
From less than from the tresses to depend
My soul; why the do your elude me so?
Oh, harder far than marble to my plaints.22

21  ¡Oh, más dura que mármol a mis quexas,
y al ençendido fuego en que me quemo,
más helada que la nieve, Galatea!
Estoy muriendo, y aún la vida temo;
témola con razón, pues tú me dexas,
que no hay, sin ti, el vivir para qué sea.
Vergüenza he que me vea
ninguno en tal estado
de ti desamparado
y de mí mismo yo me corro agora.
¿De un alma te desdeñas ser señora,
donde siempre moraste, no pudiendo 
salir d’ella una hora?
Salid sin duelo, lágrimas corriendo. 

Obras de Garcilaso de la Vega con anotaciones de Fernando de Herrera (Sevilla: Alonso de la Barrera, 1580).
22  Y, puesto que Lenio los vio subir, no hizo otro movimiento alguno si no fue sacar de su zurrón su rabel, y con un 

nuevo y estraño reposo se tornó asentar; y, vuelto el rostro hacia donde su pastora huía, con voz suave y de lágrimas 
acompañada, comenzó a cantar desta suerte: 

¿Quién te impele, crüel? ¿Quién te desvía? 
¿Quién te retira del amado intento? 
¿Quién en tus pies veloces alas cría, 
con que corres ligera más qu’el viento? 
¿Por qué tienes en poco la fe mía, 
y desprecias el alto pensamiento? 
¿Por qué huyes de mí ¿Por qué me dejas? 
¡Oh, más dura que mármol a mis quejas!

¿Soy, por ventura, de tan bajo estado 
que no merezca ver tus ojos bellos? 
¿Soy pobre? ¿Soy avaro? ¿Hasme hallado 
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The first time this poem appears in Don Quixote is in the second part of The 
wedding of Camacho episode—a pseudo-pastoral episode in which we encounter a lot of 
popular musical instruments, even Moorish instruments, that are played in the marriage 
ceremony when the narrator tries to describe how Quiteria reacts and responds to 
Basilio’s tricks (he pretends to be mortally wounded): 

At once all assailed Quiteria and pressed her, some with prayers, and others with tears, 
and others with persuasive arguments, to give her hand to poor Basilio; but she, harder 
than marble and more unmoved than any statue, seemed unable or unwilling to utter 
a word, nor would she have given any reply had not the priest bade her decide quickly 
what she meant to do, as Basilio now had his soul at his teeth, and there was no time 
for hesitation.23 

Then, Cervantes makes a reference to this verse when Altisidora tries to seduce Don 
Quixote: 

Such a one am I, Señor Don Quixote of la Mancha, crushed, conquered, love-smitten, 
but yet patient under suffering and virtuous, and so much so that my heart broke with 
grief and I lost my life. For the last two days I have been dead, slain, by the thought of 
the cruelty with which thou hast treated me, obdurate knight, 

O harder thou than marble to my plaint
Or at least believed to be dead by all who saw me; and had it not been that love, taking 
pity on me, let my recovery rest upon the sufferings of this good squire, there I should 
have remained in the other world.24

It is worth stating at this point that these three texts are all connected by the 
same musical reference. It is essential to realize that 16th-century readers understood 
Cervantes’s intentions and saw this musical and literary intertextuality as a heightening 
of the parody, adding a pastoral meaning to some of the scenes from Cervantes’s 
novel Don Quixote. Guerrero’s composition was probably known by Cervantes (they 
lived in the same city, Seville, for a time); it introduces Garcilaso’s poem in a specific 
musical context. The beginning of this composition, set in a homophonic style, allows 
the listener to understand easily the sense of the words; then it develops in a highly 
contrapuntual way.25

en falsedad desde que supe vellos? 
La condición primera no he mudado. 
¿No pende del menor de tus cabellos 
mi alma? ¿Pues, por qué de mí te alejas? 
¡Oh, más dura que mármol a mis quejas!

Miguel de Cervantes Saavedra, La Galatea (Alcalá: Juan Gracián, 1585).
23  “Luego acudieron todos a Quiteria, y unos con ruegos, y otros con lágrimas, y otros con eficaces razones, la 

persuadían que diese la mano al pobre Basilio, y ella, más dura que un mármol y más sesga que una estatua, mostraba 
que ni sabía ni podía ni quería responder palabra: ni la respondiera si el cura no la dijera que se determinase presto en lo 
que había de hacer, porque tenía Basilio ya el alma en los dientes, y no daba lugar a esperar inresolutas determinaciones.” 
Cervantes, Don Quijote, II, XXI.

24  “Yo, señor don Quijote de la Mancha, soy una destas, apretada, vencida y enamorada, pero, con todo esto, sufrida y 
honesta: tanto, que por serlo tanto, reventó mi alma por mi silencio y perdí la vida. Dos días ha que con la consideración 
del rigor con que me has tratado, 

Oh más duro que mármol a mis quejas,
empedernido caballero, he estado muerta o a lo menos juzgada por tal de los que me han visto; y si no fuera porque el 
amor, condoliéndose de mí, depositó mi remedio en los martirios deste buen escudero, allá me quedara en el otro mundo.” 
Ibid., II, LXX.

25  See Pastor and Barcellona, Por ásperos caminos, track 8.
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To illustrate the pastoral conception of the novel, let us examine the last instance. 
In La Galatea the same shepherd, Lenio, sings a sonnet whose first line and topics are 
borrowed from Garcilaso’s Sonnet VI: 

By rugged ways I reach towards a burn
Which awes me not, and if I strive to slack
My usual pace, or for a change draw back,
There am I dragged with cruel unconcern; 
But still, with death and hand, for life I yearn,
And seek fresh means my footsteps to reverse; 
I know the better, I approve the worse,
Either from evil custom, or the stern
Fatality of woe. Yet, my brief time
The wandering process of my wayward years
Alike in manhood as in early prime,
My will (with which Ia war not now) in fact,
Sure Death, whose peaceful slumber dries all tears,
Make me not care the harm to counteract.26

26  “Y con esto se querían despedir de Damón y de Elicio, si ellos no porfiaran a querer ir con ellas; y ya que se 
encaminaban al aldea, a su mano derecha sintieron la zampoña de Erastro, que luego de todos fue conoscida, el cual 
venía en siguimiento de su amigo Elicio. Paráronse a escucharlo, y oyeron que, con muestras de tierno dolor, esto venía 
cantando: 

Por ásperos caminos voy siguiendo 
el fin dudoso de mi fantasía, 
siempre en cerrada noche escura y fría 
las fuerzas de la vida consumiendo. 
Y, aunque morir me veo, no pretendo

3. Pedro Guerrero, “Oh, más dura que mármol a mis quejas”, Cancionero musical de la Casa 
Medinaceli (S. XVI), ed. by M. Querol Gavaldá (Barcelona: C.S.I.C., 1949). 
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salir un paso de la estrecha vía;
que en fe de la alta fe sin igual mía,
mayores miedos contrastar entiendo.
Mi fe es la luz que me señala el puerto
seguro a mi tormenta, y sola es ella
quien promete buen fin a mi viaje,
por más que el medio se me muestre incierto,
por más que el claro rayo de mi estrella
me encubra amor, y el cielo más me ultraje.”

Cervantes, La Galatea, V.

4. Miguel de Fuenllana, “Oh, más dura que mármol a mis quejas”, Libro de música para vihuela 
intitulado ORPHÉNICA LYRA en el qual se contienen muchas y diversas obras (Sevilla: Martín de 

Montesdoca, 1554) book 5, vol. 123
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Garcilaso’s sonnet had been published in 1543, and three years later was set to music 
by Alonso Mudarra in Tres libros de música en cifras para vihuela (Seville, 1546; fig. 5):27

It is by rugged paths like these I’m taken
Moreover, I am kept still by fear;
And if I try to take one step, 
I’m taken back to where I was.
With death beside me
I would be no worse; 
I seek new guidance for my life; 
I know what is best but I do what is worst, 
Owing to bad habits or my fate.
Besides this, the short time I have left,
And the mistaken course of my years,
My desire for the one I no longer trust,
Moreover, I am kept still by fear; 
And the certain death that ends 
So much suffering make me neglect myself, and my remedy.28

Alonso Mudarra was educated in Guadalajara (near Alcalá de Henares, the city 
where Cervantes was born), at the Ducal Palace of the Infantado, one of the most 
important and illustrious Castilian courts. As Canon in Seville he was in a close contact 
with Francisco Guerrero and other writers connected to Cervantes’s circle, like Gutierre 
de Cetina. Once more Cervantes quotes and develops in a musical context a poem that 

27  Mudarra, Tres libros de música, 101–03. Alonso Mudarra was a Spanish vihuelist and composer  (ca. 1510–Seville, 
1 April 1580). Raised in Guadalajara in the household of the third and fourth dukes of the Infantado, Diego Hurtado 
de Mendoza (1461–1531) and Iñigo López de Mendoza (1493–1566), it is likely that Mudarra traveled with the latter 
in the entourage that accompanied Charles V to Italy in 1529. He subsequently entered the priesthood, probably in 
Palencia, becoming a canon at Seville Cathedral on 18 October 1546, less than two months before the publication 
of his vihuela book.  During the following 34 years he played an important role in cathedral affairs, arranging the 
annual Corpus Christi celebrations, hiring wind players, negotiating the purchase and installation of a new organ, and 
consulting in 1572 with Francisco Guerrero at the request of the chapter concerning the music commissioned from 
Guerrero for the coming Christmas season. From March 1568 he served as major-domo of the cathedral, in charge of all 
disbursements. After his death the 92,000 maravedís raised from the sale of his possessions was distributed to the poor 
according to the provisions of his will. His songs are without parallel in 16th-century Spanish literature. They include 
romances, villancicos, canciones, and sonnets by Garcilaso, Boscán, Petrarch, and Sannazaro. Latin settings include two 
psalms, texts by Horace, Ovid, and Virgil, in addition to intabulated mass sections by Josquin and Févin, and motets 
by Gombert, Willaert, and Escobar. Vocal parts are notated either on a separate staff, or marked in the tablature with 
apostrophes, used to indicate fast, medium and slow tempos. Mudarra’s preface also discusses plucking technique, both 
thumb-index alternation and the plectrum-like dedillo stroke. See John Griffiths, “La Fantasía que contrahaze la harpa 
de Alonso Mudarra; estudio histórico-analítico”, Revista de musicología 9 (1986) 29–40 and idem, “Luis Milán, Alonso 
Mudarra y la canción acompañada”, Edad de Oro 22 (2003) 7–28.

28  Por ásperos caminos soy llevado	
a parte que de miedo no me muevo,
y si a mudarme a dar un passo pruebo,
allí por los cabellos soy tornado;
mas tal estoy, que con la muerte al lado
busco de mi vivir consejo nuevo,
conozco el mejor y el peor apruebo,	
o por costumbre mala o por mi hado.
De la otra parte, el breve tiempo mío		
y el errado proceso de mis años,
y el errado proceso de mis años, 	
mi inclinación, con quien ya no porfío,
la ciertamente fin de tantos daños 
me hacen descuidar de mi remedio.
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had been previously set to music. Thirty years later, in The second part of Don Quixote, 
the knight-errant assumes his condition like a pilgrim of love and says:

I know that the path of virtue is very narrow, and the road of vice broad and spacious; 
I know their ends and goals are different, for the broad and easy road of vice ends in 
death, and the narrow and toilsome one of virtue in life, and not transitory life, but in 
that which has no end; I know, as our great Castilian poet says, that

It is by rugged paths like these they go
That scale the heights of immortality,
Unreached by those that falter here below.29

The treatment that Mudarra gives the sonnets, both Italian and Spanish, is very 
similar: In this case an elegant and simple melody is supported by a discreet polyphonic 
accompaniment. Mudarra offers a carefully constructed melody, set in the framework 
of a continually developing instrumental polyphony, evident from the initial bars. 

29  “Pues con saber, como sé, los innumerables trabajos que son anejos al andante caballería, sé también los infinitos 
bienes que se alcanzan con ella; y sé que la senda de la virtud es muy estrecha, y el camino del vicio, ancho y espacioso; 
y sé que sus fines y paraderos son diferentes, porque el del vicio, dilatado y espacioso, acaba en muerte, y el de la virtud, 
angosto y trabajoso, acaba en vida, y no en vida que se acaba, sino en la que no tendrá fin; y sé, como dice el gran poeta 
castellano nuestro, que 

Por estas asperezas se camina
de la inmortalidad al alto asiento,
do nunca arriba quien de allí declina.”

Cervantes, Don Quijote, II, VI (Cervantes quotes Garcilaso de la Vega).

5. Alonso Mudarra, Tres libros de música en cifra para vihuela (Sevilla, 1546) book 3, fol. 28.
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The composer does not care to astound with virtuosic displays, but aims rather for 
expressiveness and eloquence with an aristocratic simplicity.30

In conclusion, everything that has been said illustrates how, through these three 
musical references taken from Garcilaso—“En tanto que de rosa”, “Oh más dura que 
mármol a mis quejas”, and “Por ásperos caminos”—Cervantes incorporates decidedly 
pastoral elements in both of the Don Quixotes, suggesting at least a superficial link 
between them and his first book, La Galatea.  Some episodes and characters of La 
Galatea seem to be repeated in episodes of both Quixotes (Marcela, Grisóstomo, and 
Ambrosio mirror Gelasia, Galercio, and Lenio of the pastoral novel, as do Basilio, 
Quiteria, and Camacho). It seems pertinent to consider the pastoral in Cervantes—the 
textual tradition borrowed from Garcilaso—as an integral aspect of a personal, holistic 
world view intimately linked to the music.  In this way the pastoral with its musical 
expression becomes the unifying element of the author’s corpus. His novels, then, can 
be shown to progress along what I would call a pastoral continuum, successfully created 
by Cervantes through careful adaptations of musical and lyrical poems borrowed from 
Garcilaso. We will finally remember that at the end of The second part of Don Quixote, 
Alonso Quixano attempts the literary pastoral as a Quijotiz, and he imagines himself 
playing pastoral instruments—“By god, what a life we shall lead, my dear friend Sancho. 
What a melody of churumbelas [oboes] will resound in our ears; what a mixture of 
gaitas zamoranas [Zamora bagpipes], tambourines, morrice bells, and rebec will fill the 
air!”—and singing, as we have seen, Garcilaso’s texts of everlasting yearnings and sad 
laments of unrequited love. 

30  Pastor and Barcellona, Por ásperos caminos, track 2. 
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To write historically about music during 
the 16th century: Pietro Gaetano

Philippe Vendrix
Centre National de la Recherche Scientifique 
Centre d’Études Supérieures de la Renaissance, Tours

One may wonder whether it is necessary or not to open once again the topic of the 
relationships between humanism, Renaissance, and music, and specifically, to consider 
these relationships from the point of view of historical consciousness and historical 
practice. The history of historical awareness and its various modes of expression have 
been studied by historians and critics since the 1930s. To read them again and extend 
their observations to the field of music would help to ease a debate (sometimes idle) that 
was addressed by Strohm in a recent issue of Acta musicologica.� Less studied are the 
ways 16th-century theoreticians of music understood or neglected history. To do so we 
should not confuse the narration of history with the philological frenzy of some Italian 
scholars studied by Palisca.� Even though the taste for ruins—and music of antiquity 
is a kind of ruins—demonstrates a type of historical awareness, it does not belong, 
properly speaking, to the genre of historical discourse.

Two criteria are necessary for the existence of a historical approach in the domain 
of artistic production.� The first is formal: The history of music would begin with the 
recognition of principle and the application of a method allowing the manifestations of 
musical creation to acquire a network of references in time and space. It has existed ever 
since several authors became aware, in the 15th and 16th centuries, of the importance 
of artistic creation in the history of music, by establishing those lists of composers.� 
These first perfunctory histories nevertheless do not rely upon the founding criteria of 
a genuine historical spirit: That calls for a second criterion.

The second substantial criterion is based on an opposition between normative 
discourse and historical discourse. This second criterion is markedly more difficult to 

�  Reinhard Strohm, “Musik und Humanismus”, Acta musicologica 76/2 (2004) 135–57. See also Philippe Vendrix, 
“L’impossible Renaissance musicale: Les débats sur l’histoire de la musique de la Renaissance au XXe siècle”, Bibliothèque 
d’humanisme et Renaissance 66/1 (2004) 7–22.

�  Claude Palisca, Humanism in Italian Renaissance musical thought (New Haven: Yale University Press, 1985).
�  Philippe Vendrix, “Concezioni diverse della storia musicale”, Enciclopedia della musica, ed. by Jean-Jacques Nattiez 

(Torino: Einaudi, 2002) 591–610.
�  Jessie Ann Owens, “Music historiography and the definition of  ‘Renaissance’”, Notes 47/2 (1990) 305–30.
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solidify in the musical domain. Musicologists take refuge, in an overly naive manner, 
behind the eminently rhetorical nature of the writing of history.  It is not because 
Tinctoris offers an all-in-all banal application of the Ciceronian concept of translatio 
artium that he is counted among historians.

Does it mean there is no history of music during the 16th century? Does it also 
mean that historical awareness is a fragile notion for the same century? This kind of 
assertion is too radical: A study of neglected sources is called for. It is this game I will 
play in describing an almost unknown text from an almost insignificant individual: the 
Oratio de origine et dignitate musices of Pietro Gaetano.�

The single archival document that refers to Gaetano’s career calls him simply a 
“singer” at Saint Mark’s in Venice in the 1550s. Fortunately, however, a text is conserved 
in Venice that speaks at greater length about this “singer”, allowing him thereby to avoid 
sinking into oblivion. This document is none other than a relatively long handwritten 
oration entitled Oratio de origine et dignitate musices (Museo Correr, Provenienza Cicogna 
no. 1049). Signed by Gaetano, who presents himself therein as a singer in Venice, the 
oration claims as well that he was a student of Jean Lhéritier.

The Oratio nevertheless has greater value as evidence of a socio-intellectual attitude 
than as a source of information about an admittedly rather secondary personage. Gaetano 
dedicates the Venetian exemplar of his oration to Guidubaldo II, Duke of Urbino. The 
name of this duke does not appear in the pantheon of patron princes in 16th-century 
Italy, and in terms of patronage at Urbino, the role of Federico da Montefeltro is better 
known. Yet Guidubaldo showed himself to be relatively interested in music, and what 
we know about this interest is confirmed by the comments of Gaetano. Before diving 
into the turmoils of the duchy of Urbino, nevertheless, an often neglected detail needs 
to be brought up. In reality Gaetano did not dedicate his oration to Guidubaldo; he 
dedicated to the duke only the copy preserved in Venice. Initially the Oratio de origine et 
dignitate musices was destined for Maximilian II. This dedication is relatively surprising, 
and only makes sense when we try to find a precise date for the writing of the oration. I 
will come back later to this question.

The oration of Gaetano is not fundamentally an innovative text.  It firstly forms 
part of the venerable tradition of praises of music (laus musicæ): a kind of profession of 
faith that blithely mixes pagan and Christian tales, that repeats (sometimes naively) the 
network of analogies fully justifying the position of music among the liberal arts. These 
commonplaces, however, fit into a new context that affects the wording and organization 
of the oration, and that also presupposes the introduction of elements unknown until 
then. Among these, the sense of history occupies a new position.

In spite of the abundance of praises of music, a single text written before the oration 
of Gaetano openly announces similar intentions: the De usu et inventione musices of 
Johannes Tinctoris.� Earlier, and during the first half of the 16th century, some theorists 

�  Leeman Perkins, Music in the age of the Renaissance (New York: W.W. Norton, 1999) 50–53.
�  The treatise has been known since the 19th century, but it was not until the second half of the 20th century that it 

was the object of a detailed study and critical edition. Karl Weinmann, Johannes Tinctoris und sein unbekannter Traktat 
”De inventione et usu musicæ” (Tutzing: Hans Schneider, 1961). The documentary perspective is expanded in Ronald 
Woodley, “The printing and scope of Tinctoris’ fragmentary treatise De inventione et usu musicæ”, Early music history 5 
(1985) 239–68.
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contented themselves with a brief chapter on the “discoverers” (inventores) of music, 
sometimes responding with just a brief sentence to the traditional question, “Quis sit 
inventor musicæ?” The title chosen by Gaetano, like that of Tinctoris, immediately makes 
reference to Ciceronian discourse. It is not solely a matter of enumerating, but above all 
of demonstrating, within the time of a discourse, the reasons for the invention of music, 
that which Tinctoris calls “usu”, and Gaetano “dignitate”.

Before being a history of music, the oration of Gaetano is firstly a vast praise of 
music and its effects.  It belongs, therefore, to the tradition of the encomium musicæ. 
Writing in this genre was admittedly practiced throughout the Middle Ages. It follows 
a relatively traditional format that, for centuries, displayed only minor variations.  It 
can be described as follows: Music—that is, the theory rather than the practice—is 
one of the liberal arts, undoubtedly the most important.  Esteemed by all since long 
ago, it was invented by Linus or Orpheus and then acclaimed by extraordinary men: 
Socrates learned to play the lyre. Epaminondas was a musician. In addition Plato and 
the Pythagoreans teach that the universe is constructed “musically” and that the human 
spirit is in the image of this sonorous construction. Consequently music exercises an 
undeniable influence on the movements of the soul and on the body. It distances one 
from decadence and extravagance (Asclepiades), it reinforces courage (Timotheus), cures 
apparently incurable diseases (Terpander, Arion, Ismenias). Not only does music have 
effects on individuals, it can also play an important role in community life (Lycurgus, 
Terpander). Its point is to be natural: Does one not use it in praising the gods? 

Those are the main outlines of the praises of music such as appear in medieval 
treatises.  They are, however, converted, implying a division into distinct chapters, as 
is the case in the Summa musicæ of Johannes de Muris: (1) definition of music; (2) 
derivative uses of the term; (3) the inventors; (4) the uses of music. 

In a way Gaetano is no exception with regard to this format—at least in the general 
outlines.  However, both in the method and in the goals, there are but few points in 
common between the numerous praises written during the Middle Ages and that of the 
Venetian singer.

The first element that distinguishes the Oratio de origine et dignitate musices from 
its antecedents is its documentary richness. Where his predecessors were content to 
mention Jubal, Pythagoras, or Orpheus, sometimes adding David and one or another 
figure from classical mythology, Gaetano offers a veritable encyclopedia of musical myth-
history.� Since he does not cite his sources, it remains difficult to know where he drew 
such a repertoire of names and anecdotes. Even in bringing together the most elaborate 
texts concerning music, it seems unlikely that he could have produced such a result. 
As for general histories, they approach music only in an anecdotal manner—with one 
exception, and an important one: the De rerum inventoribus (1499) of Polydore Vergil, 
which the famed historian had dedicated to Guidubaldo I della Rovere.

In its form as well the Oratio distinguishes itself. For Gaetano it is no longer a matter 
of dividing a clearly more impressive mass of documentation into distinct chapters, but 
rather of fusing the whole into a single section. Undoubtedly it is this formal innovation 
that explains the disorder of the oration, which, even if it presents itself under the guise 

�  Philippe Vendrix, “Jubal, Orphée, Pythagore confrontés: Le mythe des sons originels à la Renaissance“, Art & fact 
15 (1996) 8–15.
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of the Ciceronian model, proves to be far from equally effective. The desire to create 
something new shows through from the dedicatory letter onward.

The introductory letter that precedes the Oratio is not without interest from a 
literary point of view, for we have here a long preface in which praises, references to 
antiquity, and demonstrations of modesty abound.  The epistolary genre occupied a 
relatively important place in humanist culture from the end of the 15th century onward.� 
Tinctoris seems to have made use of this mode of writing in his De inventione.  The 
manuscript of Gaetano as well perfectly matches the spirit of those treatises preceded 
by a letter of presentation whose content exceeds that of a simple dedication. Gaetano 
shines in this exercise of style, sprinkling his flatteries with judicious comparisons with 
mythological tales. In several pages he plunges the dedicatee of the manuscript into the 
erudite atmosphere that will be seen in the oration, and he does it sometimes with a 
certain humor.

Gaetano made use of no direct model; no treatise devotes more than a few lines to 
mytho-historical tales. He did, however, draw on two first-rate models: the Naturalis 
historia of Pliny and the Le vite delle più eccellenti pittori, scultori, ed architettori by 
Giorgio Vasari, the first edition of which had appeared in Florence in 1550. From Pliny 
Gaetano could draw several lessons. Firstly, the literary text assures art and artists of a 
new permanence. The text confers immortality. Secondly, the Naturalis historia is packed 
with mythological tales which a skilled reading could bring together under another form 
in order to confer a new meaning onto them—in the present case, that of a history of 
music.  Pliny is likewise an inexhaustible source of critical vocabulary applied to art. 
Finally, the Roman historian provides criteria for the definition of inventiveness, a notion 
that plays a role of primary importance in Gaetano’s narrative. Gaetano also borrows 
from antiquity the very genre in which he writes: the oration. The first paragraphs of his 
text are exemplary in this regard. There the singer of Saint Mark’s shows himself to be 
Ciceronian both in form and in spirit.

Gaetano, preferring to leave out a description of the musical art that he does not feel 
capable of producing, in as much as it would presuppose knowledge in every domain, 
delves like an archeologist into ancient tales in order to draw out the most convincing 
testimonies:

Consequently, from fear of leaving in the shadows any longer the superiority and 
excellence of this art, to which I grant all credit, I have entered as far as I could into the 
times when it was in its infancy; I have revealed its excellence, hidden and concealed in 
the stories of the ancient writers.

With this phrase, Gaetano does not claim to be a historian, but a collector of 
information. This modesty is but a rhetorical figure. There is above all a program that 
distinguishes Gaetano from his predecessors and contemporaries.

Gaetano, however, does not necessarily mark a radical change. The problem arises 
from the difficult reconciliation of a Pythagorean vision of music with a concern for 
historical explanation of a causal nature.  The oration is firstly Pythagorean by its 
allegiance to the principal of musica mundana and musica humana. Gaetano emphasizes 
on several occasions the divine origins of the harmonic proportions and affirms, like his 

�  Cecil Clough, “The cult of antiquity: Letters and letters collections”, Cultural aspects of the Italian Renaissance: Essays 
in honour of Paul Oskar Kristeller, ed. by Cecil Clough (Manchester: Manchester University Press, 1976) 33–67.
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predecessors, the similarity that exists between these proportions and the human soul. 
More revealing yet of his Pythagorean allegiance is his conviction that the human being 
possesses the power to perceive this nature of things.  The difficulties crop up when 
Gaetano attempts to study the musica instrumentalis. Abandoning the general concepts, 
he goes into a historical perspective.

Although he recognizes the impossibility of determining the identity of the first 
musician, he situates the origins of music at the beginning of the history of humanity, 
demonstrating thus the civilizing role of music. After these few conjectures, Gaetano 
proceeds to the traversal of history. There is nothing particularly extraordinary at the 
start, in the few comments he makes about the music of the Greeks, of the Romans, 
and then of the beginnings of Christianity. This historical traversal, however, takes on 
a different appearance when the author weaves links between those ancient times and 
the current state of music. His intention is clearly to demonstrate the superiority of the 

Pietro Gaetano, Oratione de origine et dignitate musices. 
First page of the manuscript. 

Venice, Museo Correr, Provenienza Cicogna, no. 1049.
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Italians in this art. The case of sacred music serves him admirably: The Greeks, once 
their theoretical learning was lost, adopted Gregorian chant; Charlemagne, after having 
conquered the Lombards, returned to the North and brought Italian singers with him 
who created the musical splendor of his empire. And if one is not convinced by these 
two examples, it suffices to look into the inventions of Guido of Arezzo—notation and 
solmization—with which no one in the 16th century can dispense.

Gaetano does not draw all the conclusions possible from his historical view. He even 
abandons it in favor of a praise of the musical patronage of the Habsburgs, modeled on 
The republic of Plato. Taking up his initial comments again, he emphasizes the “natural 
virtues” of the Habsburgs, which are displayed most intensely in their support of 
harmony, both political and musical.

In spite of the brevity of his oration, Gaetano manages to modify the usual design of 
praises of music through the insertion of a historical dimension that rests on elaborate 
documentation of mythical tales, of Greek theory, and of the identification of causal 
systems linking chronological stages. A common practice in music theory since the end 
of the 15th century was to briefly recount musical developments since the beginning of 
that century. Owens has shown that many borrowed the categorization of the recent past 
of musical practices from Tinctoris. Gaetano does not depart from the rule, nor does he 
submit to it. The lone factual borrowing that he relates is that of the musicians of what 
he calls the “second generation”. And there, abandoning the gravity of the Ciceronian 
tone, the only argument he finds to discredit this generation is the strange sound of 
these composers’ names:

But if you ask their names, since they are just as horribly ugly to hear as their 
compositions are harsh and bitter to sing, I fear lest you be frightened at the sound of 
them. Who indeed is of such bold heart that he not be terrified by these monstrous 
names, that is to say, Duffai, Demomarto, Busnois, Héloi, Barbugan, Binthois, and 
others alike?

We possess few texts of the 15th and 16th centuries that express aesthetic judgments 
about music.� Gaetano forms no exception to the rule, once again. His vision of the 
history of modern music opens with optimistic perspectives: The musical art has attained 
its perfect state in Venice with the chapelmasters who have followed each other at Saint 
Mark’s, namely, Adrian Willaert and Cipriano de Rore.  As for Zarlino, he deserves 
credit for codifying the novelties introduced by his predecessors and transmitting them 
with an exceptional pedagogical talent. Perfection thus manifests itself in practice and 
in theory. No subsequent attempt is worthy of attention unless it fits into the continuity 
of Venetian practices.

Gaetano makes an exception of musical talent—an exception that justifies the 
rarity of exceptional composers. For Gaetano, music distinguishes itself from the other 
disciplines in that study alone does not permit one to produce an extraordinary result. 
If devoting oneself to study suffices for distinguishing oneself in the arts and sciences, 
for music, one must be gifted, or, in Gaetano’s words, to be “favored by the benevolence 
of the arts and of nature”. Such an assertion could in some way contradict Gaetano’s 
evident desire to demonstrate the omnipresence of music in the history of civilization. 

�  There are, of course, the treatises of Tinctoris, to which one could add several rare texts analyzed in particular by 
James Haar in The science and art of Renaissance music (Princeton: Princeton University Press, 1998).
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With quite a skillful maneuver, he qualifies the position he has taken.  If exceptional 
talent is rare, nature has nonetheless endowed a great number of individuals to practice 
music for the good of society, for music is able to produce beneficial effects.

If, as has sometimes been done, we had to read Gaetano’s Oratio de origine et dignitate 
musices from the reductive angle of its contribution to musical historiography, we would 
without doubt be relatively disappointed. At the same time, we would bypass that which 
makes it an important text, indicative of the position of music in humanist thought. 
Finding the most evident traces of the presence of music in humanism is an act that 
passes through those theoretical texts that attempted to reread texts belonging to the 
classical heritage with new eyes, both well-known and recently unearthed.

At the end of the manuscript Gaetano clearly wrote 1561. This is a strange date 
when one considers certain events mentioned by the author in the course of the text. 
For example, in his evocation of the musical life of Venice Gaetano emphasizes the 
pedagogical contribution of Zarlino when he was appointed head of the chapel of Saint 
Mark’s. Now Zarlino only took up the post after the departure of Cipriano de Rore in 
1565. Leeman Perkins already mentioned this point, but in any case did not propose 
a more precise date than the range of 1565–72.10 I would like to suggest here a more 
precise date of 1567–69.

This oration was originally addressed to Maximilian II, who became emperor in 
1564. At that point he had in his service as chapelmaster Jacobus Vaet,11 who kept 
his post until his death in 1567.  Then a period of searching and intrigues began. 
Did Gaetano seek to win the favor of the emperor? Did he give the original copy of 
his oration to the very active Viennese ambassador in Venice,12 who perhaps did not 
consider it worthwhile to pass on? Every hypothesis is possible, and none can be proven. 
Did Gaetano really send a copy to Maximilian? Did he not use the exemplar that was 
destined for the latter, adding a dedication adapted for a new dedicatee, Guidubaldo? 
His conclusion certainly deals with the Austrian imperial family at great enough length. 
What interest would Guidubaldo have had in reading these lines of base flattery?

Why did Gaetano suddenly decide to send his Oratio de origine et dignitate musices 
to Guidubaldo? The court of Pesaro actually found itself in a more or less identical 
situation to that of Vienna. Paolo Animuccia had succeeded Phinot in 1558 as the head 
of the duke’s musical establishment. In 1569 Animuccia died, and for nearly three years 
his post remained unoccupied, before finally being given to Leonard Meldert in 1572. 
When he mentions the duke’s musician, Gaetano hesitates between the present and the 
past; it is impossible to know, therefore, whether his praises of his colleague hide some 
vague desire to succeed him.

It remains difficult, therefore, to date the oration precisely; it could certainly be 
between 1565 and 1569 if Gaetano speaks of Animuccia in the present.  The duke’s 
musician is not the only personage active at Pesaro whom Gaetano mentions. At the 
end of his dedicatory letter, the singer of Saint Mark’s praises a famed singer then in the 
service of Guidubaldo: Virginia Vagnoli. Thanks to recent research by Franco Piperno, 
we have a better idea of the political stakes represented by Vagnoli in the relationship 

10  Written communication. I am grateful to Professor Perkins for having provided me with his information about 
Gaetano, even if I do not reach the same conclusions.

11  Vaet had replaced Jean Guyot.
12  Franz von Thurn, who died in 1566, was succeeded by Vitus von Dorimberg in April 1567.
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between Guidubaldo II and Maximilian II. Around 1560 this native of Siena was living 
in Venice. She then entered into the service of the Duke of Urbino. The singer delighted 
the ducal court; for five years (1564–69) she was engaged to Lodovico Agostini. Then, in 
1570 Maximilian II came on the scene to recall the singer to Vienna, even promising her 
an apparently profitable marriage to one of his musicians, the cornettist Luigi Zenobi. 
We do not know Vagnoli’s reaction to this tactless offer, but the fact remains that in 
June 1571, the Vagnoli were ousted from their position at the court. Virginia would 
nevertheless find a husband in the person of Alessandro Striggio.

For a long time Maximilian had been trying to secure the talents of Virginia Vagnoli. 
From the end of 1569 his ambassador in Venice had been responsible for trying to 
convince her, in vain. Did Gaetano intervene in this dispute, having known the singer 
in Venice? Once again nothing can be affirmed. However, the facts come together. We 
could hazard a summary of the origins of the oration as follows: Maximilian, in his 
tireless quest to secure the talents of Vagnoli, orders his ambassador in Venice to make 
every effort to convince her to leave the Duke of Urbino. The ambassador then likely 
turns to Gaetano, a cultured singer who knows Vagnoli. Gaetano, thus better informed 
of what is happening in Vienna thanks to his contacts with the ambassador, hears of the 
vacancy arising from the unexpected death of Vaet. He knows that Maximilian is leaning 
toward a composer of Italian origin.  Unable to claim the reputation of a composer, 
Gaetano perhaps decides to draft a theoretical text that shows him to be informed of 
literary fashions and the possessor of undeniable learning. Meanwhile Maximilian has 
changed his mind: He considers it better to choose a composer of Flemish origin than 
an Italian. In 1569 he appoints Philippe de Monte. That same year, Gaetano, who is 
well-acquainted with the court of the Duke of Urbino in Pesaro, learns of the death of 
Animuccia. He then makes a copy of his oration destined for Guidubaldo, taking care to 
preserve the allusions to Maximilian in order to show that he is not merely a singer at a 
prestigious institution. The oration arrives in Pesaro but apparently yields no favorable 
result. These are only conjectures, but the content of the oration could confirm them.

 

This long description of the Oratio’s writing and context is not simply anecdotal. It 
shows how it is not self evident for a writer on music to consider the writing of music 
history. Gaetano is not Vasari. Neither is he Conrad Gesner,13 whose contribution to 
musicology has not been reevaluated since Bernstein’s article published in a 1973 issue 
of Acta musicologica.14 This reevaluation could show that the sense of history—for music, 
of course—comes to light in voluminous encyclopedia. The Bibliotheca universalis and 
the Pandectæ pretend to be historical studies,15 where Gaetano’s intentions are not clear 

13  The Zürich doctor Conrad Gesner, born in 1515, is known today above all for his great works on natural history, 
and particularly on zoology. He died in 1565 at the age of 50, leaving behind the rich oeuvre of a multitalented humanist 
and compiler: He wrote on all manner of subjects, translated many works from Greek, and compiled various dictionaries, 
partly for pleasure and partly for his belly—for he possessed no fortune. One of his most ambitious works was the 
Bibliotheca universalis, published in Zürich by Christoph Froschauer in 1545 and supplemented three years later by the 
Pandectæ, with the same publisher.

14  Lawrence Bernstein, “The bibliography of music in Conrad Gesner’s Pandectæ (1548)”, Acta musicologica 45/1 
(1973) 119–63.

15   This encyclopedic knowledge is articulated according to “the division of philosophy”.  This division makes the 
following distinctions: (1) philosophy includes the “preparatory” and “substantial” arts and sciences; (2) the “preparatory” 
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at all. But Gaetano’s diversity of intentions is symptomatic of how impossible it was—
for a singer who became, at the time of the oration, a theoretician—to show historian’s 
intentions. Many arguments confirm the ambiguity of Gaetano’s historical perception 
(and the perceptions of Tinctoris and Heyden as well). For Gaetano the present state 
of music is an accomplishment that distinguishes itself from the past through quality 
and not through chronology. In this his argument is similar to Tinctoris. But contrary 
to Tinctoris, Gaetano tries to integrate a notion of organic evolution, even though he is 
still dependent on a genealogical vision (the enumerations of composers) limited in its 
teleological dimension. Finally, Gaetano sketches a historical periodization that allows 
him to think of the “new art” almost as a period among others (which is not the case in 
Tinctoris).

It is thus necessary to open once again the topic of relationships between music, 
a sense of history, and the Renaissance.  The relationship of music to history is not 
an easy one for theoreticians.  It is only when theoreticians write on the history of 
theory that they are practicing a kind of history that accepts and integrates the idea 
of a “Renaissance”. It is certainly necessary to open the topic again, and this time not 
by looking at texts (such as Tinctoris’s) that do not show any presence of the second 
criterion—the substantial one of the two that I described at the beginning—but in 
scrutinizing neglected sources; sources of secondary importance for the history of music 
itself but crucial for discovering the founders of a discipline, those founders who have 
opened the path to Printz, Bontempi, and Brossard, to Sartori, Lesure, and Brook.

(trans. by Ted Dumitrescu)

disciplines are divided into “necessary” and “decorative”; and (3) the “necessary” disciplines are divided into “discursive” 
(the disciplines of the trivium) and “mathematical” (the disciplines of the quadrivium, including music, books V to IX of 
the Pandectæ). Gesner affirms that history has a “decorative” character. This assertion is not justified in the Pandectæ; it 
is, on the other hand, in an autograph manuscript text preserved in Zürich (Zentralbibliothek, MS C.50) concerning 
“the benefit which the various disciplines can draw from the study of history and geography, in as much as these latter 
constitute above all a heritage of experiences and models.” This is the reason that the historiarum ratio (which means 
“historical discourse” as well as “historical method”) is, as Gesner specifies, “useful for nearly all philosophy and for all 
the arts.” History “adorns” and “decorates” the other disciplines. In this regard, it is interesting and significant to note that 
Gesner does not consider history an art of discourse (ars sermocinalis). Another question arises: Does the specific history 
of each discipline come under general history, or under the knowledge of the discipline in question? Actually, both at 
once. There again, Gesner has had to make a choice, justified by reasons of convenience: “Certain illustrious men have 
been situated with their professions: the war captains in the section on war of book [XVIII] concerning politics; the 
musicians in book [VII] concerning music.”
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In Memory of Claude V. Palisca (1921–2001)

Among the many founders and followers in music’s intellectual history, Leopold Mozart 
(1719–87),� known in the annales of music history as the author of a famous treatise 
on violin playing,� the Versuch einer gründlichen Violinschule (Augsburg, 1756),� and 

This paper focuses on several chapters from the third revised edition of Leopold Mozart’s Gründliche Violinschule, 
including “Der Einleitung zweyter Abschnitt Von dem Ursprunge der Musik, und der musikalischen Instrumenten” 
(Violinschule, 10–13), “Versuch einer kurzen Geschichte der Musik” (Violinschule, 13–19), and “Des ersten Hauptstücks 
erster Abschnitt: Von der alten und neuen musikalischen Buchstaben und Noten, wie auch von den itzt gewöhnlichen 
Linien, und Musikschlüsseln” (Violinschule, 20–26).  An English translation of the corresponding passages is found 
in Editha Knocker’s A treatise on the fundamental principles of violin playing by Leopold Mozart (Oxford, New York: 
Oxford University Press, 1937; repr. ed. 1985), specifically “Introduction — second section II. Of the origin of music, 
and musical instruments” (17–19), “A short history of music” (19–24), and “Chapter II. Of the old and new musical 
letters and notes, together with the lines and clefs now in use” (25–30). I am grateful to Zdravko Blažeković and Barbara 
Dobbs Mackenzie for their invitation to the RILM conference. I also wish to thank Richard Green (Manhattan School 
of Music) and Graeme Fullerton (RILM) for their insightful comments and Michael Beckerman (New York University) 
for chairing the conference session.

1  On Leopold Mozart’s biography, see, for example, Otto Müller, “Der Vater”, Mozart: Wesen und Wandlung, ed. by 
Erich Valentin (Salzburg: Otto Müller Verlag, 1953); Leopold Mozart, 1719–1787: Bild einer Persönlichkeit, ed. by Ludwig 
Wegele, issued under auspices of the Deutsche Mozartgesellschaft (Augsburg: Die Brigg, 1969); Erich Valentin, Leopold 
Mozart: Portrait einer Persönlichkeit (München: Paul List, 1987); Erich Valentin, Leopold Mozart: Eine Biographie, Insel 
Taschenbuch 2224 (Frankfurt am Main: Insel, 1998); Werner Pieck, Die Mozarts: Porträt einer Familie (s.l.: Europäische 
Verlagsanstalt, [1998]).  On the early stages of Leopold Mozart’s career, see Josef Mančal, “‘… durch beyhülff hoher 
Recommendation …’: Neues zu Leopold Mozarts beruflichem Anfang”, Festschrift 36. Deutsches Mozartfest Augsburg, 
21.–31. Mai 1987 (Augsburg, 1987) 23–36; also in: Leopold Mozart: Auf dem Weg zu einem Verständnis, ed. by Josef 
Mančal and Wolfgang Plath. Beiträge zur Leopold-Mozart-Forschung 1, issued under auspices of the Internationale 
Leopold Mozart Gesellschaft (Augsburg: Dr. Bernd Wißner, 1994) 157–69. 

�  For an overview of Leopold Mozart’s contributions to the disciplina musicae, see, for example, the entry “Mozart, 
Leopold”, Constant Wurzbach von Tanenberg, Biographisches Lexikon des Kaiserthums Österreich (Wien, 1868) vol. 19, 
287–91; Constantin Schneider, Geschichte der Musik in Salzburg von der ältesten Zeit bis zur Gegenwart (Salzburg: R. 
Kiesel, 1935; repr. ed., Hildesheim: Georg Olms, 1977) 105–08. 

�  Leopold Mozarts Versuch einer gründliche Violinschule, entworfen und mit 4 Kupfertafeln sammt einer Tabelle versehen 
(Augsburg: Johann Jacob Lotter, 1756; subsequent revised editions with altered title: as Leopold Mozarts Gründliche 
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his resultant notoriety as a pedagogue,� perhaps less as a composer,� but foremost as 
the father of his Wunderkind Wolfgang Amadeus (1756–91)� and of Anna Maria (or 
Nannerl) (1751–1829),� needs to be accorded a special niche. As provocative as this 

Violinschule, mit vier Kupfertafeln und einer Tabelle, 2nd rev.  ed.  (Augsburg: Johann Jakob Lotter, 1769, also 1770); 
3rd. rev. ed. (Augsburg: Johann Jacob Lotter und Sohn, 1789); 4th ed. (Frankfurt am Main, Leipzig: [no publisher], 
1791; also Augsburg: J.J.  Lotter und Sohn, 1800); repr.  of 1st ed., with pref.  by Bernhard Paumgartner (Vienna: 
Carl Stephenson, 1922); repr.  of 1st ed.  (Frankfurt am Main: H.L.  Grahl, 1956); also ed.  by Hans-Joachim Moser 
(Leipzig: Breitkopf & Härtel, 1956); also ed. by Greta Moens-Haenen (Kassel: Bärenreiter, 1995); repr. of 3rd ed., 
with explanation and commentary by Hans Rudolf Jung and pref. by David Oistrach (Wiesbaden: Breitkopf & Härtel, 
1983); see also Leopold Mozart: Gründliche Violinschule—Erstausgabe der zweiten Auflage von 1769 in moderner Schrift 
und angepasster Rechtschreibung, ed. by Matthias Michael Beckmann, with rendition of text by Gottfried Franz Kasparek 
(Salzburg: Polzer, 2007). For a facs. repr. of the title page of the first edition, see Ludwig Wegele, ed., Leopold Mozart, 
1719–1787, plate 48; and Karl Arnold, Mozart in Italien: Ausstellung in der Wiener Urania, 28 October 1971–16 January 
1972 (Wien: Jugend und Volk, 1971) facs. 3, see also p. 43. For an English trans. of this treatise, see Leopold Mozart, 
A treatise on the fundamental principles of violin playing, trans. by Editha Knocker. Early music series 6 (Oxford: Oxford 
University Press, 1937; 2nd ed. 1949; repr. ed. 1985). A copy of the original print of Leopold Mozart’s Versuch einer 
gründlichen Violinschule (Augnburg: Lotter, 1756) is preserved in the private collection of Helmut Nanz; see Marion 
Neugebauer and Georg Zauner, ed.  with a preface, Musikerautographen in Sammlung Helmut Nanz: Katalog, with a 
preface by Axel Beer (Tutzing: Hans Schneider, 1998, 2nd ed., 2005) 75. For a comprehensive overview of the editions 
of Leopold Mozart’s Violinschule, see François Lesure, Écrits imprimés concernant la musique. Répertoire international des 
sources musciales B/6 (München: G. Henle, 1971) vol. 2, 600–02. See also Friedrich Wilhelm Marpurg, “Versuch einer 
gründlichen Violinschule …,” Review in Friedrich Wilhelm Marpurg, Historisch-Kritische Beyträge zur Aufnahme der 
Musik, Vol. 3 (Berlin: Gottlieb August Lange, 1757) 160–63; Milton Steinhardt, Leopold Mozart’s Violin Method (M.M. 
thesis, Eastman School of Music, University of Rochester, 1937). 

�   Erich Valentin, “‘Was der Schüler beobachten muß’: Zu Leopold Mozarts Lehrtätigkeit”, Neues Augsburger 
Mozartbuch. Zeitschrift des Historischen Vereins für Schwaben 62–63 (Augsburg; M. Seitz, 1962) 321–32; Thomas 
R. Adunka, Leopold Mozart–Wolfgang A. Mozart. Die Regeln vom Vater zur Musik vom Sohn: Von einer praktischen 
Anwendung der Violinschule Leopolds auf das A-Dur Violinkonzert Wolfgangs (M.M. thesis, Hochschule für Musik und 
Darstellende Kunst Wien, 1989); Sonja Puntscher-Riekmann, “Der Mensch als Kunstwerk des Menschen: Gedanken 
zum ästhetisch-pädagogischen Projekt Leopold Mozarts”, Mozart-Jahrbuch (1989–90) 17–21.

�  See, for example, Max Seiffert, ed., Ausgewählte Werke von Leopold Mozart, Denkmäler der Tonkunst in Bayern 
IX/2, ed.  by Adolf Sandberger (Leipzig: Breitkopf & Härtel, 1908); see also Max Friedländer, “Leopold Mozarts 
Klavier-sonaten”, Die Musik 4/1 (1904–05) 38–40; Willi Renz, “Leopold Mozart als Komponist”, Die Musik 16/23 
(1904–05) 351–61; Georg Schünemann, “Leopold Mozart als Komponist”, Allgemeine Musikzeitung 36/52 (December 
31, 1909) 1039–40; Luigi Ferdinando Tagliavini, “Un oratorio sconosciuto di Leopold Mozart”, Festschrift Otto Erich 
Deutsch zum 8o. Geburtstag am 5.September 1963, ed. by Walter Gerstenberg, Jan La Rue and Wolfgang Rehm (Kassel: 
Bärenreiter, 1963) 187–95; David Moris Carlson, The vocal music of Leopold Mozart (1719–1787): Authenticity, 
chronology and thematic catalogue (Ph.D. diss., University of Michigan, 1976). On the preservation of Leopold Mozart’s 
works in Augsburg, especially in the Dominikanerkloster Heiligkreuz, the Mozart-Gedenkstatte Augsburg, the Staats- 
und Stadtbibliothek Augsburg, and the Universitätsbibliothek Augsburg, see Josef Mančal, Mozart-Schätze in Augsburg. 
Beiträge zur Leopold-Mozart-Forschung 3, issued under auspices of the Internationale Leopold Mozart-Gesellschaft 
(Augsburg: Dr. Bernd Wißner, 1995) 95f.

�  On the relationship between Leopold Mozart and Wolfgang Amadeus Mozart, see, for example, Florian Lanegger, 
Mozart: Vater und Sohn. Eine psychologische Untersuchung (Zürich: Atlantis, 1978, 2nd ed., 1978); see also Josef Mančal, 
“Mozart: Zum Verhältnis Leopold Mozarts zu Wolfgang ‘Amade’ Mozart: Prolegomena zur Strukturbestimmung 
einer personalen Beziehung und der Wirklichkeitsorganisation im Zeitalter des Absolutismus und der Aufklärung: (1) 
Hinweise zu einer Archäologie des Jahres 1759”, Zeitschrift des Historischen Vereins für Schwaben 84 (1983) 191–245. On 
the conscious imitation (Nachahmung) of Leopold Mozart by Wolfgang Amadeus Mozart, see Josef Mančal, “Mozart: 
Zum Verhältnis Leopold Mozarts zu Wolfgang ‘Amade’ Mozart. Prolegomena zur Strukturbestimmung einer personalen 
Beziehung und der Wirklichkeitsorganisation im Zeitalter des Absolutismus und der Aufklärung: (2) Rückblick, 
Hinweise zu einer Archäologie des Beziehungsraumes der Jahre 1759–1785”, Zeitschrift des Historischen Vereins für 
Schwaben 85 (1992) 239–71, especially 255–60; Ruth Halliwell, The Mozart family: Four lives in a social context (Oxford: 
Clarendon Press, 1998) 141–227. On the relationship between father and son in the context of Salzburg society, see 
Gunda Barth-Scalmani, “Vater und Sohn Mozart und das (Salzburger) Bürgertum oder ‘Sobald ich den Credit verliere, 
ist auch meine Ehre hin’”, Genie und Alltag: Bürgerliche Stadtkultur zur Mozartzeit, ed. by Gunda Barth-Scalmani, Brigitte 
Mazohl-Wallnig, and Ernst Wangermann (Salzburg: Otto Müller, 1994) 173–202; see also Peter Feddersen, ed. with 
commentary, Allerliebster Papa! Mozarts Briefwechsel mit dem Vater, September 1777–Januar 1779 (Zurich, Mainz: 
Atlantis Musikbuch-Verlag, 2005). So pronounced was the relationship between father and son that Wolfgang Amadeus 
Mozart in turn had a similar relationship with his son Franz Xaver Wolfgang; see Rudolf Angermüller, “‘Des Vaters 
Name war es eben, was deiner Tatkraft Keim zerstört’: Franz Xaver Wolfgang Mozart. Wie lebte er mit dem Erbe seines 
Vaters”, Mitteilungen der Internationalen Stiftung Mozarteum 46/3–4 (1998) 29–48.

�  Walter Hummel, Nannerl: Wolfgang Amadeus Mozarts Schwester (Zürich: Amalthea, 1952); Walter Hummel, 
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quest might seem from the outset, there is ample reason in the history of reception 
to support this thought, especially in light of the sparse biographical coverage of his 
life and accomplishments in comparison with the manifold contributions to the genre 
of literary writing for Wolfgang Amadeus Mozart.� Some 100 years ago the critic, 
philologist, and writer Josef Hofmiller (1872–1933) summarized Leopold Mozart’s 
contribution bluntly in the cryptic remark that “Leopold Mozart left the world his 
Wolfgang, his Nannerl, and a school on violin playing”.� In the literature on Leopold 
Mozart, two other statements by Leopold’s own contemporaries are cited frequently, 
occasionally even without the proper attribution. In a letter dated 30 September 1769 
(Vienna), the grand master of 18th-century Italian opera, Johann Adolf Hasse (1699–
1783), wrote to his friend Giovanni Maria Ortes (1713–90)10 in Venice: “I have made 
the acquaintance with a certain Mr. Mozart, Kapellmeister of the Bishop of Salzburg—
a man of spirit, well educated and of a worldly character, who, as I believe, understands 
things very well, both in music and otherwise.”11 A second comment, one that is equally 
revealing of the personality of Leopold Mozart, comes from the pen of Cajetan Rupert 
Hagenauer (1746–1811), since 1769 known as Pater Dominikus Hagenauer,12 Abbot 

Nannerl Mozarts Tagebuchblätter mit Einträgen ihres Bruders Wolfgang Amadeus (Salzburg: Das Bergland Buch, 1958); 
Rudolf Angermüller, “Testament, Kodizill, Nachtrag und Sperrrelation der Freifrau Maria Anna von Berchtold zu 
Sonnenburg, geb.  Mozart (1751–1829)”, Mozart-Jahrbuch (1986) 97–133; Eva Rieger, Nannerl Mozart: Leben einer 
Künstlerin im 18. Jahrhundert (Frankfurt am Main: Insel, 1990, 2nd ed., 1991). On the relationship between Leopold 
Mozart and Anna Maria Mozart, see, for example, Leopold Mozarts Briefe an seine Tochter, ed. by Otto Erich Deutsch 
and Bernhard Paumgartner (Salzburg: A. Pustet, 1936); Otto Erich Deutsch, “Eine neuer Brief Leopold Mozarts an 
seine Tochter”, Wissenschaft und Praxis: Eine Festschrift zum 70. Geburtstag von Bernhard Paumgartner, ed. by Eberhard 
Preussner (Zurich: Atlantis, [1958]) 57–58; Ruth Halliwell, The Mozart family, 442–564.

�  For a survey, see Simon P. Keefe, “Mozart, ( Johann Chrysostom) Wolfgang Amadeus. Biographies”, The Cambridge 
Mozart encyclopedia, ed. by Cliff Eisen and Simon P. Keefe (Cambridge: Cambridge University Press, 2006) 337–39; 
see also William Stafford, “The evolution of Mozartian biography”, The Cambridge companion to Mozart, ed. by Simon P. 
Keefe. Cambridge companions to music (Cambridge; Cambridge University Press, 2003) 200–11; Matthias Schmidt, 
“Musiker—Erzieher—uomo politico: Leopold Mozart und die Botschaften der Aufklärung,” Mozarts Lebenswelten, ed. 
by Laurenz Lütteken and Hans-Joachim Hinrichsen (Kassel: Bärenreiter, 2008).

�  “Er [d.h. Leopold Mozart] hinterließ der Welt seinen Wolferl, seine Nannerl, und eine Violinschule”; also reproduced 
in Wolfgang Plath, “Leopold Mozart 1987”, Leopold Mozart: Auf dem Weg zu einem Verständnis, ed. by Josf Mančal and 
Wolfgang Plath. Beiträge zur Leopold-Mozart-Forschung 1, issued under auspices of the Internationale Leopold Mozart 
Gesellschaft (Augsburg: Dr.  Bernd Wißner, 1994) 171–95, especially 176.  This article is also published in Leopold 
Mozart und Augsburg (Augsburg: Mozartgemeinde Augsburg, 1987) 11–25; Wolfgang Plath: Mozart-Schriften, ed. by 
Marianne Danckwardt. Schriftenreihe der Internationalen Stiftung Mozarteum 9 (Kassel: Bärenreiter, 1991) 379–89; 
see also Josef Hofmiller, “Der alte Mozart und seine Violinschule”, Sammler, supplement to the Augsburger Abendzeitung 
(4 and 8 June 1892); repr. in: Versuche: Schriftenband 1 (Leizpg, 1938; 3rd ed. 1943). Further on Hofmiller, see Erich 
Valentin, Leopold Mozart: Eine Biographie, 12f.

10  Further on Giovanni Maria Ortes, see Cliff Eisen, “Hasse, Johann Adolph”, The Cambridge Mozart encyclopedia, ed. 
by Cliff Eisen and Simon P. Keefe (Cambridge: Cambridge University Press, 2006) 210; see also Cliff Eisen, “Mozart, 
( Johann Georg) Leopold”, The Cambridge Mozart encyclopedia, ed.  by Cliff Eisen and Simon P.  Keefe (Cambridge: 
Cambridge University Press, 2006) 300.

11  “Ho fatto qui conoscenza con un tal Mr. Mozard, Maestro di Capella del Vescovo di Salisburgo, Uomo di spirito, 
fino, e di mondo; e che credo sappia ben il fatto suo si nella Musica, come in altre cose”; as cited in Otto Erich Deutsch, 
collected and ed., Mozart: Die Dokumente seines Lebens, repr. from Wolfgang Amadeus Mozart: Neue Ausgabe sämtlicher 
Werke, Werkgruppe 24: supplement, series 10, issued under auspices of the Internationale Stiftung Mozarteum (Kassel: 
Bärenreiter, 1961) 84; as reproduced in Wolfgang Plath, “Leopold Mozart 1987”, 176.

12  Elected Abbot of the Benedictine Monastery of St. Peter in Salzburg in January 1786, Kajetan Hagenauer was 
invested into the priesthood as Pater Dominikus on 15 October 1769.  For the latter occasion, Wolfgang Amadeus 
Mozart wrote the Mass in C major for soprano, alto, tenor, bass, choir, two oboes, two horns [added ca. 1775–76], four 
trumpets, timpani, and strings, K.66 (“Dominicus-Messe”) premiered that day; see Peter Clive, Mozart and his circle: 
A biographical dictionary (New Haven; Conn.; London: Yale University Press, 1993) 67. Further on Pater Dominikus 
Hagenauer, see Franz Martin, Hundert Salzburger Familien (Salzburg, 1946); see also G.  Barth, “Die Hagenauers: 
Ein Salzburger Bürgergeschlecht aus Ainring”, Ainring: Ein Heimatbuch (Ainring, 1990); Rudolph Angermüller, “Der 
Mozart-Freund Johann Lorenz Hagenauer”, Mozart Studien 17 (2008) 359–72.
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of the Benedictine Monastery of St. Peter in Salzburg (since 1786)13 and a longtime 
friend of the Mozart family who recorded in his diary on 28 May 1787 that, 

The father [i.e., Leopold] who died today was a man of much wit and sagacity, who 
would have been capable of rendering good service to the State even apart from music. 
He was the most correct violinist of his time, to which his twice-published Violin 
School bears witness.14 

Though independently conceived, both passages recognize and extol the 
professionalism, diplomacy, and multiple skills of Leopold Mozart—in essence qualities 
not unique to him15 but shared by many musicians of the 18th century, foremost by 
those masters whose legacy has been elevated to that of a father figure by virtue of their 
embracing spirituality and magnanimity not only for the immediate family but also for a 
wider family of admirers and followers, such as in the case of Johann Sebastian Bach.16

In the case of Leopold Mozart, his legacy has hardly received an independent 
assessment, but instead has been discussed largely in the shadow of his son Wolfgang. 
Here the comments by the eminent traveler Charles Burney (1726–1814), who met 
Leopold Mozart and his son on the occasion of a celebration at the Accademia Filarmonica 
di Bologna on 30 August 1770,17 may serve as a poignant illustration, referring to the 
qualities of the Wunderkind which have been recounted in the secondary literature:18 

13  On the importance of the Benectine Monastery of St. Peter as a principal center of musical composition, music 
making, and the repository of scores (including performing parts), see Das Benediktinerstift St. Peter in Salzburg zur Zeit 
Mozarts: Musik und Musiker. Kunst und Kultur, ed. by Pater Petrus Eder and Gerhard Walterskirchen; issued under 
auspices of the Institut für Musikwissenschaft, Universität Salzburg (Salzburg: Verlag St. Peter, 1991). Further on a 
comprehensive account of the cultural milieu in Salzburg, see Manfred Hermann Schmid, in collaboration with Petrus 
Eder OSB, Mozart in Salzburg: Ein Ort für sein Talent (Salzburg: Anton Pustet, 2006); Stanley Sadie, Mozart: The 
early years, 1756–1781 (New York: W.W. Norton, 2006); Cliff Eisen, “Salzburg”, The Cambridge Mozart encyclopedia, 
ed. by Cliff Eisen and Simon P. Keefe (Cambridge: Cambridge University Press, 2006) 431–43; see also Cliff Eisen, 
“Mozart and Salzburg”, The Cambridge companion to Mozart, ed. by Simon P. Keefe. Cambridge companions to music 
(Cambridge: Cambridge University Press, 2003) 7–21.

14  “Der heut verstorbene Vater war ein Mann von vielen Witz und Klugheit, und würde auch ausser der Musick dem 
Staat gute Dienste zu leisten vermögend gewesen seyn. Seiner Zeit war er der regelmessigste Violinist, von welchem 
seine zweymal aufgelegte Violinschule Zeugniss gibt. . . .”; as cited in: Otto Erich Deutsch, collected and ed., Mozart: Die 
Dokumente seines Lebens, 258, as reproduced in Wolfgang Plath, “Leopold Mozart 1987”, 177. The English trans. is taken 
from Otto Erich Deutsch, Mozart: A documentary biography, trans. by Eric Blom, Peter Branscombe, and Jeremy Noble 
(London: Adam & Charles Black, 1965) 293. The only other essay to address this aspect is Erich Valentin, “Ein gelehrter 
Musicus”, Acta Mozartiana: Mitteilungen der Deutschen Mozart-Gesellschaft 34/3 (August 1987) 49–54.

15  See, for example, Josef Mančal, “Mozart: Zum Verhältnis Leopold Mozarts zu Wolfgang ‘Amade’ Mozart”.
16  See, for example, Michael Heinemann and Hans-Joachim Hinrichsen, eds., Bach und die Nachwelt, 5 vols. (Laaber: 

Laaber-Verlag, 1997–2000); see also Michael Heinemann and Hans-Joachim Hinrichsen, in collaboration with Andreas 
Krause, ed., Johann Sebastian Bach und die Gegenwart: Beiträge zur Bach-Rezeption, 1945–2005 (Köln: Dohr, 2007).

17  This meeting is also mentioned in Karl Arnold, Mozart in Italien, 43–44.
18   See, for example, [anonymous], “Vom Wunderkind zur Meisterschaft”, Mitteilungen für die Mozart-Gemeinde 

in Berlin 21 (February 1906) 379–89; Ann M. Lingg, Mozart: Genius of harmony (Port Washington, N.Y.: Kennikat 
Press, 1946); Kurt Pahlen, Wolfgang Amadeus Mozart: Seine Leben und seine Zeit (Zürich: Schweizer Verlagshaus, 
1985, repr. ed., Herrsching: Manfred Pawlak, 1991). Further on the notion of the Wunderkind, see, for example, Karl 
Kobald, Alt-Wiener Musikstätten, Amalthea-Bücherei 6 (Zurich: Amalthea, 1919) 100; Alec Hyatt King, “The nature 
of Mozart’s genius: Some analogies and reflections”, idem, Mozart in retrospect: Studies in criticism and bibliography 
(London: Oxford University Press, 1955, 2nd rev.  impression, 1956) 188–97; Günther Bittner, “Wolfgang Amadeus 
Mozart. Die Erziehung eines Genies”, Wolfgang Amadeus Mozart: Genie und Musik, ed. by Wolfgang Lipp (Würzburg: 
Ergon, 1992) 27–68; Franzpeter Messmer, Musiker reisen: Vierzehn Kapitel aus der europäischen Kulturgeschichte 
(Zürich: Artemis & Winkler, 1992) 93–131 (“Wunderkinder reisen: Maria Anna und Wolfgang Amadeus Mozart in 
Westeuropa”); Petra Milhoffer, “Mozart—ein ewiges Wunderkind? Nachdenken über Erziehung und Werdegang eines 
Genies”, Mitteilungen der Internationalen Stiftung Mozarteum 40/1–4 (1992) 1–22; David Henry Feldman, “Mozart 
as prodigy, Mozart as artifact”, The pleasures and perils of genius: Mostly Mozart, ed.  by Peter Ostwald and Leonard 
S.  Zegans.  Mental health library 2 (Madison, Conn.; International University Press, 1993) 29–47; also in German 
trans. as “Mozart als Wunderkind, Mozart als Artefakt”, trans. by Florian Langegger. Mozart—Freuden und Leiden des 
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I must acquaint my musical reader, that at the performance just mentioned, I met with 
M. Mozart and his son, the little German, whose premature and almost supernatural 
talents somuch astonished us in London a few years ago, when he had scarce [sic] 
quitted his infant state. Since his arrival in Italy he has been much admired at Rome 
and Naples, has been honoured with the order of the Speron d’Oro, or Golden Spur, by 
his Holiness, and was engaged to compose an opera at Milan for the next Carnival.19

Leopold’s position, one undoubtedly inferior to that of his son, is also confirmed 
in the secondary literature.20 Beyond that, the published survey on music conferences 
worldwide, covering deliberations before 1966,21 attests to the apparent lacuna in 
musicological scholarship, with the two conference contributions including little more 
than a peripheral mention of the contribution of Leopold Mozart, and that remarkably 
about his compositions.22 In the more recent scholarly discourse of Gerhard Allroggen,23 

Genies, ed. by Peter Ostwald and Leonard S. Zegans (Stuttgart: W. Kohlhammer, 1997) 39–55; Gerhard vom Hofe, 
“Die Konstellation des Genies: Raffael und Shakespeare in Mozart: Mozarts Kunstgeist in parallelisierender Deutung 
des frühen 19.  Jahrhunderts”, Mozart: Aspekte des 19. Jahrhunderts.  Mannheimer Hochschulschriften: Staatliche 
Hochschule für Musik und Darstellende Kunst Heidelberg-Mannheim 1, ed. by Hermann Jung (Mannheim: Palatium, 
1995) 23–43; Annette Richards, “Automatic genius: Mozart and the mechanical sublime”, Music & letters 80/3 (August 
1999) 366–89; William Stafford, “Genius”, The Cambridge Mozart encyclopedia, ed. by Cliff Eisen and Simon P. Keefe 
(Cambridge: Cambridge University Press, 2006) 190–95; Porträt des Genius: W.A. Mozart, with an essay by Jacques 
Brenner (Paris: Hermes; Hamburg: Marion von Schröder, n.d.); Andrea Lindmayr-Brandl, “Das ‘Wunderkind Mozart’ 
als Lehrer seiner selbst,” part of Symposium III: “Der junge Mozart—Kammermusik”, Mozart-Jahrbuch (2006) 367–79. 
Various mythical accounts have been constructed about the scenario of the Wunderkind; for a summary and clarification 
of this topic, see, for example, William Stafford, The Mozart myths: A critical reassessment (Stanford, California: Stanford 
University Press, 1991). Various mythical accounts have been constructed about the scenario of the Wunderkind; for 
a summary and clarification of this topic, see, for example, William Stafford, The Mozart myth: A critical reassessment 
(Stanford, Calif.: Stanford University Press, 1991). With regard to the notion of the genius, Wolfgang Amadeus Mozart 
does not represent an isolated case; see, for example, Tia De Nora, Beethoven and the construction of genius: Musical politics 
in Vienna, 1792–1803 (Berkeley: University of California Press, 1997); see also Paula Higgins, “The apotheosis of Josquin 
des Prez and other mythologies of musical genius”, Journal of the American Musicological Society 57/3 (fall 2004) 443–510. 
For an examination of a broader context of the genius in modern historiography, see, for example, Nico Schüller, ed., Zu 
Problemen der “Herren” und der “Genie”-Musikgeschichtsschreibung (Hamburg: Bockel, 1998).

19  Charles Burney, The present state of music in France and Italy (London: T. Becket, J. Robson, G. Robinson, 1773); 
facs. repr. Monuments of music and music literature in facsimile II: Music literature 70 (New York: Broude Brothers, 
1969) 236–37; see also note 678.

20  See, for example, Bernhard Scholz, “W.A. Mozart und seine Stellung in der Geschichte der Musik: Festrede bei 
der Mozart-Feier des Dr.  Hoch’schen Konservatoriums in Frankfurt a.  M.  am 6.  Dezember 1891”, Bernhard Scholz, 
Musikalisches und Persönliches (Berlin and Stuttgart: W. Spemann, 1899) 3–18; Erich Valentin, Mozart and his world 
(London: Thames and Hudson, 1959, 2nd. ed., New York: The Viking Press, 1970); Erich Valentin, Mozart: Weg und 
Welt (München: Paul List, 1985); Max Becker, ed., Mozart: Sein Leben und seine Zeit in Texten und Bildern (Frankfurt am 
Main: Insel, 1991); Walther Siegmund-Schultze, Wolfgang Amadeus Mozart: Ideal–Idol–Idee (Trier: Wissenschaftlicher 
Verlag, 1994); Armin Raab, “‘Im Lichtkreis seines Sohnes, ohne den er im Dunkeln stünde’: Leopold Mozart im 
Verständnis der Mozart-Biographik”, Beiträge des Internationalen Leopold-Mozart-Kolloquiums Augsburg (1994), ed.  by 
Josef Mančal and Wolfgang Plath. Beiträge zur Leopold-Mozart-Forschung 2, issued under auspices of the Internationale 
Leopold Mozart Gesellschaft (Augsburg: Dr. Bernd Wißner, 1997) 191–201; see also Adolf Layer, “Leopold Mozart im 
Urteil seiner Zeitgenossen”, Schwäbische Blätter für Heimatpflege und Volksbildung 20/3 (October 1969) 84–88. 

21  James R. Cowdery, Zdravko Blažeković, and Barry S. Brook, eds., Speaking of music: Music conferences, 1835–1966. 
RILM retrospective series 4 (New York: Répertoire International de Littérature Musicale, 2004) nos. 1724, 1881.

22   Ibid.; Guglielmo Barblan, “Le orchestre in Lombardia all’epoca di Mozart”, Bericht über den Internationalen 
Musikwissenschaftlichen Kongreß Wien Mozartjahr 1956, ed.  by Erich Schenk (Graz: Böhlau, 1958) 18–21; Fausto 
Torrefranco, “Influenza di alcuni musicisti Italiani vissuti a Londra su W.A.  Mozart (1764–65)”, Bericht über den 
Musikwissenschaftlichen Kongreß in Basel, issued under auspices of the Neue Schweizerische Musikgesellschaft (Leipzig: 
Breitkopf & Härtel, 1925) 336–62.

23  Gerhard Allroggen, “Mozarts Lambacher Sinfonie: Gedanken zur musikalischen Stilkritik”, Festschrift für Georg von 
Dadelsen zum 60. Geburtstag, ed. by Thomas Kohlhase and Volker Scherliess (Stuttgart–Neuhausen: Hänssler Verlag, 
1978) 7–19; also in: Leopold Mozart: Auf dem Weg zu einem Verständnis, ed.  by Josef Mančal and Wolfgang Plath. 
Beiträge zur Leopold-Mozart-Forschung 1, issued under auspices of the Internationale Leopold Mozart Gesellschaft 
(Augsburg: Dr.  Bernd Wißner, 1994) 119–30; see also Anna Amalia Abert, “Stilistischer Befund und Quellenlage: 
Zu Mozarts Lambacher Sinfonie KV Anh. 221 = 45a”, Festschrift Hans Engel zum siebzigsten Geburtstag, ed. by Horst 
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Robert Münster,24 and Neal Zaslaw25 on the so-called “Lambacher” symphony in G 
major, K.45a (Anh. 221), transmitted under the name of Wolfgang Amadeus Mozart, 
confirmed his authorship as a result of the surfacing of a second set of parts with a title 
page including Leopold Mozart’s handwritten remark speaking to the authenticity of 
this work emanating from the hand of his son. The comparison of this authenticated 
work with another symphony in G major by Leopold Mozart, the “New Lambach” 
symphony,26 has placed greater significance, indeed much deserved attention, to the 
compositional craft of father Leopold, owing to the compositional superiority of the 
latter composition.27

This lacuna in the musicological examinations, which has also been confirmed in a 
bibliographical survey of Leopold Mozart,28 is reflected in his overall biography. As noted 
in his manifold correspondence with a number of people,29 including members of both 
his immediate family30 and the professional world—among them fellow musicians31 
and his publisher Johann Jakob Lotter (1726–1804)32—Leopold Mozart was generally 
discontent with life in Salzburg from his perspective as the teacher of his children and 
the manager of his finances (related to both his family and to the publishing of his 
violin treatise and his compositions).33 He undoubtedly saw himself as the center of the 
biography of Wolfgang Amadeus Mozart.34 During the first trip to Italy with his son in 

Heussner (Kassel and Basel: Bärenreiter, 1964) 43–56.
24  Robert Münster, “Neue Funde zu Mozarts symphonischem Jugendwerk”, Mitteilungen der Internationalen  Stiftung 

Mozarteum 30 (1982) 2–11; also in: Leopold Mozart: Auf dem Weg zu einem Verständnis, 131–41, especially 138f.
25   Neal Zaslaw, “The ‘Lambach’ symphonies of Wolfgang and Leopold Mozart”, Music and civilisation: Essays in 

honor of Paul Henry Lang, ed. by Edmond Strainchamps, Maria Rika Maniates, and Christopher Hatch (New York; 
W.W. Norton, 1984) 15–28; also in: Leopold Mozart: Auf dem Weg zu einem Verständnis, 143–56; see also Neal Zaslaw, 
Mozart’s symphonies: Context, performance practice, reception (Oxford: Clarendon Press, 1989) 129f.

26  For a modern edition of this work, see Anna Amalie Abert, ed., Wolfgang Amadeus Mozart: Sinfonie in G (“Neue 
Lambacher Sinfonie”) Nagels Musik-Archiv 217 (Kassel: Bärenreiter, 1965).  For a discussion of the “New Lambach 
Symphony”, see, for example, Cliff Eisen, The symphonies of Leopold Mozart and their relationship to the early symphonies of 
Wolfgang Amadeus Mozart: A bibliographical and stylistic study (Ph.D. diss., Cornell University, 1986) 192f.; Cliff Eisen, 
preface to Leopold Mozart: Ausgewählte Werke. I: Sinfonien.  Denkmäler der Musik in Salzburg 4 (Bad Reichenhall: 
Comes, 1990) xvi–xxviii; Wolfgang Gersthofer, Mozarts für Sinfonien (bis 1772): Aspekte frühklassischer Sinfonik. 
Schriftenreihe der Internationalen Stiftung Mozarteum 10 (Kassel: Bärenreiter, 1993) 31f.

27  For a more recent discussion of this topic, see Marianne Danckwardt, “Nochmals zu den beiden ‘Lambacher Sinfonien’”, 
Bericht über das Mozart-Symposion zum Gedenken an Wolfgang Plath (1930–1995), Augsburg, 13. bis 16. Juni 2000, ed. by 
Marianne Danckwardt and Wolf-Dieter Seiffert as Mozart-Jahrbuch 2001 (Kassel: Bärenreiter, 2003) 163–79.

28  Christian Broy in collaboration with Johannes Fenner, “Leopold-Mozart-Bibliographie”, Mozart-Jahrbuch (2005) 
264–98.

29  [anonymous], “Die Famile Mozart in Salzburg in ihren persönlichen Beziehungen”, Mitteilungen für die Mozart-
Gemeinde in Berlin, ed. by Rudolph Genée 3/1 (April 1907) 12–20.

30  See, for example, Otto Erich Deutsch and Bernhard Paumgartner, ed., “Leopold Mozart: Briefe an seine Tochter”, 
Neues Mozart-Jahrbuch 1 (1941) 49–78; Alois Kozár, Wolfgang Amadeus Mozart (1756–1791) im Spiegel der Briefe 
seines Vaters Leopold Mozart: Ein Beitrag zur Kulturgeschichte des 18. Jahrhunderts (Ph.D. diss., Universität Graz, 1955); 
Peter Branscombe, “Mozart as letter writer”, The Cambridge Mozart encyclopedia, ed. by Cliff Eisen and Simon P. Keefe 
(Cambridge: Cambridge University Press, 2006) 335–37; see also Ruth Halliwell, The Mozart family.

31  On the identification of Leopold Mozart’s contacts, see Peter Clive, Mozart and his circle: A biographical dictionary 
(New Haven, Conn.: Yale University Press, 1993); see also Heinz Schuler, Mozarts Salzburger Freunde und Bekannte: 
Biographien und Kommentare.  Taschenbücher zur Musikwissenschaft 119, ed.  by Richard Schaal (Wilhelmshaven: 
Florian Noetzel, 1998).

32  Adolf Layer, “Lotter und Mozart: Die Geschichte einer Freundschaft”, Die sieben Schwaben 14 (1964) 152–54, 
156; Adolf Layer, “Johann Jakob Lotter, der Jüngere, Leopold Mozarts Augsburger Verleger”, Leopold Mozart, 1719–
1787: Bild einer Persönlichkeit, ed. by Ludwig Wegele (Augsburg: Die Brigg, 1969) 117–28; also see Adolf Layer, “Die 
Augsburger Musikaliendrucker Lotter”, Gutenberg-Jahrbuch 34 (1964) 258–63.

33  Ernst Hinterrmaier, “Sie wissen, wie mir Salzburg verhasst ist”, Österreichische Musikzeitschrift 61/7 ( July 2006) 
58–63.

34  See, for example, Leopold Mozart, Reise-Aufzeichnungen, 1763–1771, ed. by Arthur Schurig (Dresden, 1920); 
Paul Angerer, Mozart auf Reisen: Die Reisebriefe Leopold Mozarts, Wien 1762/63, 1767–1769, 1773, ed. by Richard Pils. 
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1770,35 Leopold saw his esteem relegated to a secondary position in the biography of his 
son, whose life was then rapidly unfolding with unprecedented accomplishments,36 some 
of which were directly connected with Leopold Mozart’s own carefully contemplated 
involvement. An example of this is Wolfgang Amadeus Mozart’s preparation of his own 
thematic catalogue under the guidance of his father.37 Notwithstanding this observation 
of Wolfgang Plath,38 Leopold Mozart, by 1770, could already reflect with some pride 
on his own accomplishments, on the one hand as a recipient of a broad humanist-based 
education, and on the other as achieving success in his compositions.  His successful 
works included both sacred music, much inspired by the stile antico tradition,39 and 
secular music,40 frequently in the stile galant idiom,41 in which he was influenced by 

Bibliothek der Provinz 1 (Weitra: Bibliothek der Provinz, 2000–05). 
35  Erich Schenk, “Neues zu Mozarts erster Italienreise”, Neues Mozart-Jahrbuch 3 (1942) 22–44; Elisabeth I. Luin, 

“Mozarts Aufenthalt in Rom”, Neues Mozart-Jahrbuch 3 (1942) 45–62. Further on the first Italian trip, with stops in 
Rovereto, Verona, Mantua, Milan, Lodi, Bologna, Florence, Rome, Naples, Mitridate, Venice, and Padua, as well as on 
the second and third Italian trips by the Mozarts, see Karl Arnold, Mozart in Italien, see also Iwo and Pamela Zaluski, 
Mozart’s Europe: The early journeys (Sussex: The Book Guild, 1993); Heinz Schuler, “Mozarts Konzertreisen 1762: 
Ein biographischer und topographischer Kommentar zu den Reiseberichten”, Mitteilungen der Internationalen Stiftung 
Mozarteum 41/1–2 (1993) 23–58; Rudolph Angermüller in collaboration with Geneviève Geffray, Delitiae Italiae: 
Mozart Reisen in Italien (Bad Honnef: K.H. Bock, 1994) 17–197; Rudolph Angermüller, “Delitiae Italicae: Mozarts 
Reisen in Italien” Acta Mozartiana: Mitteilungen der Deutschen Mozart-Gesellschaft 41/1–2 (March 1994) 46–50; 
Brigitte Mazohl-Wallnig and Josef Wallnig, “Reisen zur Mozart-Zeit—die Mozarts auf Reisen”, Genie und Alltag: 
Bürgerliche Stadtkultur zur Mozartzeit, ed. by Gunda Barth-Scalmani, Brigitte Mazohl-Wallnig, and Ernst Wangermann 
(Salzburg: Otto Müller, 1994) 11–33; Iwo and Pamela Zaluski, Mozart in Italy (London: Peter Owen, 1999); Ulrich 
Drüner, Mozarts große Reise: Sein Durchbruch zum Genie, 1777–1779 (Wien: Böhlau, 2006).

36  See, for example, Hildigund Kröplin, Wolfgang Amadeus Mozart, 1756–1791: Eine Chronik (Wiesbaden: Breitkopf 
& Härtel, 1990). On Wolfgang Amadeus Mozart’s relationship with his colleagues, especially during his travels, see, 
Ulrich Drüner, “Mozarts Beziehungen zu seinen Berufskollegen”, Acta Mozartiana: Mitteilungen der Deutschen Mozart-
Gesellschaft 40/1 (March 1993) 4–15.

37  Albi Rosenthal, introduction and transcription, Mozart’s thematic catalogue: A facsimile. British Library Stefan Zweig 
MS 63 (London: The British Library, 1990); see also “Mozarts Verzeichnis seiner seit dem Jahre 1784 geschriebenen 
Tonwerke, vollständig nach der Handschrift abgedruckt”, Mitteilungen für die Mozart-Gemeinde in Berlin 16 (November 
1903) 187–219.

38  Wolfgang Plath, “Leopold Mozart 1987”, Festschrift ‘Leopold Mozart und Augsburg’ (Augsburg: Dr. Bernd Wißner, 
1987) 11–25; also in Wolfgang Plath, Mozart-Schriften: Ausgewählte Aufsätze, ed. by Marianne Danckwardt. Schriftenreihe 
der Internationalen Stiftung Mozarteum 9 (Kassel: Bärenreiter, 1991) 379–89; also in Leopold Mozart: Auf dem Weg zu 
einem Verständnis, ed. by Josef Mančal and Wolfgang Plath. Beiträge zur Leopold-Mozart-Forschung 1, issued under 
auspices of the Internationale Leopold Mozart Gesellschaft (Augsburg: Dr. Bernd Wißner, 1994) 171–82.

39  See, for example, Manfred Schuler, “Zum stile antico in Leopold Mozarts kirchenmusikalischem Schaffen”, Beiträge 
der Internationalen Leopold Mozart Kolloquiums Augsburg (1994), ed. by Josef Mančal and Wolfgang Plath. Beiträge zur 
Leopold-Mozart-Forschung 2, issued under auspices of the Internationale Leopold Mozart Gesellschaft (Augsburg: Dr. 
Bernd Wißner, 1997) 213–18. On the presence of the stile antico in the works of Wolfgang Amadeus Mozart, see Sharon 
Choa, “Stile antico”, The Cambridge Mozart encyclopedia, ed. by Cliff Eisen and Simon P. Keefe (Cambridge: Cambridge 
University Press, 2006) 492–93.

40  Manfred Hermann Schmid, “Zu den Klaviersonaten von Leopold Mozart”, Mozart-Jahrbuch (1989–90) 23–30; 
reprinted in Beiträge des Internationalen Leopold-Mozart-Kolloquiums Augsburg 1994, ed. by Josef Mančal and Wolfgang 
Plath.  Beiträge zur Leopold-Mozart-Forschung 2, issued under auspices by the Internationale Leopold Mozart 
Gesellschaft (Augsburg: Dr. Bernd Wißner, 1997) 47–55. Further on Leopold Mozart’s compositions, see David M. 
Carlson, The vocal music of Leopold Mozart (1719–1787): Authenticity, chronology and thematic catalogue (Ph.D. diss., 
University of Michigan, 1976); Ernst Ludwig Theiß, Die Instrumentalwerke Leopold Mozarts nebst einer Biographie (Ph.
D. diss., Universität Gießen, 1942), parts printed in Neues Augsburger Mozartbuch 62–63 of Zeitschrift des Historischen 
Vereins für Schwaben (Augsburg: M. Seitz, 1962) 397–468; Cliff Eisen, The symphonies of Leopold Mozart and their 
relationship to the early symphonies of Wolfgang Amadeus Mozart: A bibliographical and stylistic study (Ph.D. diss., Cornell 
University, 1986).

41  On the presence of the stile galant, see, for example, Thomas Hochradner, “‘Meistens nur um eine Uebung in 
der Radierkunst zu machen’: Leopold Mozarts kompositorisches Erstlingswerk: Die Sonate Sei (1740)”, Beiträge des 
Internationalen Leopold-Mozart-Kolloquiums Augsburg (1994), ed.  by Josef Mančal and Wolfgang Plath.  Beiträge zur 
Leopold-Mozart-Forschung 2, issued under auspices of the Internationale Leopold Mozart Gesellschaft (Augsburg: 
Dr. Bernd Wißner, 1997) 29–46. The stile galant is also exhibited in Leopold Mozart’s concerto in G major for flute 
and orchestra, which I premiered with Markus Vorzellner on fortepiano (12 November 1994) on the occasion of the 
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Johann Joseph Fux (1660–1741),42 whose music he knew from publications already 
released by Johann Jakob Lotter.43 In addition, Leopold’s interest in music pedagogy 
culminated in the completion of his Violinschule, a document made famous by its wide 
circulation as witnessed in its dissemination in multiple editions,44 including among 
members of the Freemasonary.45 But such interest did not cease with this publication, 

Internationale Leopold Mozart Kolloquium, in a program entitled “Leopold Mozart und seine Zeit”, at the Leopold 
Mozart-Haus in Augsburg, Germany. This important work is preserved in the Nikola Udina Algarotti collection housed 
at the Hrvatski Glazbeni Zavod in Zagreb, shelf number XXXIII.F.  I am indebted to Prof.  Dr.  Ernst Hintermair, 
director of the Erzbischöflichen Konsistorialarchiv, Salzburg, for kindly making available to me a microfilm of the work. 
For the only modern edition of this work, see Leopold Mozart, Konzert G-Dur für Flöte, 2 Violinen, Viola und Bass, with 
piano reduction by Martin Müller, ed. by Nikolaus Delius (München: Ricordi, 1994).

42  Wilhelm Riedel, Galanter Stil im Schafen von Johann Joseph Fux. Jahresgabe der Johann-Joseph-Fux-Gesellschaft 
19 (Graz: Johann-Joseph-Fux-Gesellschaft, 1996).

43  Adolf Layer, ed., Katalog des Augsburger Verlegers Lotter von 1753. Catalogus Musicus: Eine musikbibliographische 
Reihe 2, issued under auspices of the International Association of Music Libraries and International Musicological 
Society (Kassel: Bärenreiter, 1964); Hans Rheinfurth, Der Musikverlag Lotter in Augsburg (ca. 1719–1845), ed. 
by Rudolf Elvers.  Musikbibliographische Arbeiten 3 (Tutzing: Hans Schneider, 1977); Adolf Layer, “Lotter”, Music 
printing and publishing, ed.  by Donald W.  Krummel and Stanley Sadie.  The Norton/Grove handbooks in music 
(New York; London: W.W. Norton, 1990) 325; see also Liesbeth Weinhold and Alexander Weinmann, Kataloge von 
Musikverlegern von Musikalienhändlern im deutschsprachigen Raum, 1700–1850: Verzeichnis mit Fundortnachweisen und 
einem historischen Überblick. Catalogus musicus 15 (Kassel: Bärenreiter, 1995) 60–67; Josef Mančal, “Zum Augsburger 
Druck-, Verlags- und Handelswesen im Musikalienbereich am ausgehenden 17. und im 18. Jahrhundert”, Augsburger 
Buchdruck und Verlagswesen: Von den Anfängen bis zur Gegenwart, ed. by Helmut Gier and Johannes Janota (Wiesbaden: 
Harrassowitz, 1997) 873–907; Josef Mančal, “Augsburg als Herstellungs- und Handelszentrum für Druckmedien 
im 18. Jahrhundert: Das Beispiel Leopold Mozart”, Augsburger Buchdruck und Verlagswesen: Von den Anfängen bis zur 
Gegenwart, ed. by Helmut Gier and Johannes Janota (Wiesbaden: Harrassowitz, 1997) 909–45. On the dissemination 
of Leopold Mozart’s first composition, his Sonate Sei, by Lotter beginning in 1748, see Josef Mančal, Mozart-Schätze in 
Augsburg, 65–67.

44  Further on the editions, see note 3. Leopold Mozart sent several copies of his Violinschule to Padre Martini; see 
Karl Arnold, Mozart in Italien, 43.

45   See, for example, Manfred Hermann Schmidt, “Ein freimaurerischer Geschäftsbrief von Leopold Mozart zur 
Violinschule”, Mozart Studien 5, ed. by Manfred Hermann Schmid (Tutzing: Hans Schneider, 1995) 213–23; reprinted 
in Beiträge des Internationalen Leopold-Mozart-Kolloquiums Augsburg 1994, ed. by Josef Mančal and Wolfgang Plath. 
Beiträge zur Leopold-Mozart-Forschung 2, issued under auspices of the Internationale Leopold Mozart Gesellschaft 
(Augsburg: Dr. Bernd Wißner, 1997) 83–90; see also Karl Albrecht-Weinberger, Sylvia Mattl-Wurm, and Ferdinand 
Zörrer, eds., Zirkel und Winkelmaß: 200 Jahre Große Landesloge der Freimaurer. Katalog der 86. Sonderausstellung 
des Historischen Museums der Stadt Wien (Wien: Museen der Stadt Wien, 1984).  For an overview of the members 
of the Freimaurerloge “Zur gekrönten Hoffnung”, including Wolfgang Amadeus Mozart, see Gerald Fischer-Colbrie, 
“Die Mitgliederliste der Freimaurerloge ‘Zur gekrönten Hoffnung’ aus Mozarts Sterbejahr gefunden”, Mitteilungen 
der Internationalen Stiftung Mozarteum 41/3–4 (1993) 35–48; see also A.  Fellner, “Mozart als Freimaurer in der 
Wiener Loge ‘Zur gekrönten Hoffnung’”, Mitteilungen für die Mozart-Gemeinde in Berlin 14 (October 1902) 115–18; 
H.C. Robbins Landon, Mozart and the Masons: New light on the lodge ‘Crowned Hope’, The Walter Neurath memorial 
lectures 14 (London: Thames & Hudson, 1982, 2nd rev.  ed.  1983).  On Wolfgang Amadeus Mozart’s devotion to 
freemasonry, see Brigitte Richter, “‘Zum Zeichen wahrer ächter Freundschaft’: Mozarts musikalisches Albumblatt für 
einen Leipziger Logenbruder”, Mozart in Kursachsen, ed. by Brigitte Richter and Ursula Oehme in collaboration with 
Rat der Stadt Leipzig, Gewandhaus zu Leipzig, Oper Leipzig and Stadtgeschichtlichen Museum Leipzig (Leipzig: s.n., 
1991) 145–56. Further on Wolfgang Amadeus Mozart and freemasonry, see Richard Koch, Bruder Mozart: Freimaurer 
und Illuminaten—nebst einigen freimaurerischen kulturhistorischen Skizzen, nach geheimen Dokumenten und Quellen im 
Museum Carolino Augusteum zu Salzburg (Bad Reichenhall: Verlag des Reichenhaller Kurfonds und Sanatoriums, 
Milde Fr.  Stiftung, 1911); [anonymous], “Neues über Mozart als Freimaurer und Illuminaten (Milde Fr.  Stiftung)”, 
Mitteilungen für die Mozart-Gemeinde in Berlin 33/1 (May 1912) 27–28; Otto Erich Deutsch, Mozart und die Wiener 
Logen: Zur Geschichte seiner Freimaurer-Kompositionen, issued under the auspices of the Großloge von Wien (Wien: 
Wiener Freimaurer-Zeitung, 1932); Paul Nettl, Musik und Freimaurerei: Mozart und die königliche Kunst ([Eßlingen]: 
Brechtle, 1956); Paul Nettl, Mozart and masonry (New York: Philosophical Library, 1957, repr. ed. New York, Da Capo 
Press, 1970); Katherine Thomson, The masonic thread in Mozart (London: Lawrence and Wishart, 1977); Philippe A. 
Auxtexier, “Freemasonry”, The Mozart compendium: A guide to Mozart’s life and music, ed. by H.C. Robbins Landon 
(London: Thames & Hudson, 1990; also New York: Macmillan, 1990) 132–34; Heinz Schuler, “Mozart, der Freimaurer”, 
Wolfgang Amadeus Mozart Summa summarum — Das Phänomen Mozart: Leben, Werk, Wirkung, ed. by Peter Csobádi 
(Wien: Paul Neff, 1990) 79–84; Wilhelm Kreutz, “Mozart und die Freimaurer der Kurpfalz”, 176 Tage W.A. Mozart in 
Mannheim, ed. by Karin v. Welck and Liselotte Homering (Mannheim: Reiß-Museum der Stadt Mannheim; Edition 
Braus, [1991]) 76–83; Heinz Schuler, Mozart und die Freimaurerei: Daten — Fakten — Biographien. Taschenbücher 
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as Leopold engaged in the preparation of two further editions of this foundational 
document on string pedagogy.  His prime interest in pedagogical instruction is also 
apparent in his compilation, in 1759, of the Nannerl Notenbuch46 and subsequently the 
Londoner Skizzenbuch (“di Wolfgango Mozart à Londra 1764”).47 These documents 
served as a fertile testing ground for many of Leopold’s own ideas on pedagogy48 and 
his versatile approach to the teaching of music and rhetoric,49 which was partly inspired 
by the thoughts on education first articulated by Jean Jacques Rousseau (1712–78),50 
compiler of a Dictionnaire de musique (1768).51 French Enlightenment thought52 and 

zur Musikwissenschaft 113, ed.  by Richard Schaal (Wilhelmshaven: Florian Noetzel, 1992); Edith Rosenstrauch-
Königsberg, “Zur Philosophie der österreichischen Freimaurer und Illuminaten mit Blick auf Mozart”, Genie und Alltag: 
Bürgerliche Stadtkultur zur Mozartzeit, ed. by Gunda Barth-Scalmani, Brigitte Mazohl-Wallnig, and Ernst Wangermann 
(Salzburg: Otto Müller, 1994) 317–50; Guy Wagner, Bruder Mozart: Freimaurer im Wien des 18. Jahrhunderts (Wien: 
Amalthea, 1996); Peter Branscombe, “Freemasonry”, The Cambridge Mozart encyclopedia, ed. by Cliff Eisen and Simon 
P. Keefe (Cambridge: Cambridge University Press, 2006) 177–82; see also Dolf Lindner, Ignaz von Born: Meister der 
Wahren Eintracht—Wiener Freimaurerei im 18. Jahrhundert (Wien: Österreichischer Bundesverlag, 1986); Hans-Josef 
Irmen, Mozart: Mitglied geheimer Gesellschaften (Mechernich: s.n., 1988; 2nd rev. ed., [Zülpich]: Prisca, 1991). On the 
importance of freemasonry in the Austro-Hungarian Monarchy, see Lajos Abafi Aigner, Geschichte der Freimaurerei in 
Österreich-Ungarn, 5 vols. (Budapest: L. Aigner, 1890–99).

46  Wolfgang Plath, ed., Die Notenbücher. Wolfgang Amadeus Mozart: Neue Ausgabe sämtlicher Werke. IX: Klavier
stücke, Werkgruppe 27, published in collaboration with the Internationale Stiftung Mozarteum Salzburg (Kassel: 
Bärenreiter, 1982) 3–96 (“Notenbuch für Maria Anna [Nannerl] Mozart, 1759”); Erich Valentin, ed., Nannerl 
Notenbuch, 1759 (Wilhelmshaven: Heinrichshofen, 1969). Further on the importance of the Notenbuch, see, for example, 
Petrus Eder, OSB, “Nannerl Mozarts Notenbuch von 1759 und bisher unbeachtete Parallelüberlieferungen”, ed.  by 
Ernst Hermann Schmid. Mozart-Studien 3 (Tutzing: Hans Schneider, 1993) 37–67; Petrus Eder, OSB, “Neues zu 
Nannerl Mozarts Notenbuch”, Maria Anna Mozart: Die Künstlerin und ihre Zeit, ed. by Siegrid Düll and Otto Neumaier 
(Möhnesee: Bibliopolis, 2001) 73–84; Rudolph Angermüller, “Notenbuch für Maria Anna (Nannerl)”, Salzburger 
Mozart Lexikon, ed.  by Gerhard Ammerer and Rudolph Angermüller in collaboration with Andrea Blöchl-Köstner 
(Bad Honnef: K.H. Bock, 2005) 359–60; see also Alfred Mann, “Leopold Mozart als Lehrer seines Sohnes”, Mozart-
Jahrbuch (1989–90) 31–35.

47  Wolfgang Plath, ed., Die Notenbücher. Wolfgang Amadeus Mozart: Neue Ausgabe sämtlicher Werke, 99–168; see 
also Ulrich Kaiser, Die Notenbücher der Mozarts als Grundlage der Analyse von W.A. Mozarts Kompositionen, 1761–1767 
(Ph.D. diss., Universität der Künste, Berlin, 2007).

48   On the lengthy tradition associated with the discipline of pedagogy, see, for example, Anton Fr. Walter, “Die 
ethisch-pädagogische Würdigung der Musik durch Plato und Aristoteles”, Vierteljahrsschrift für Musikwissenschaft 6 
(1890) 388–415. On Leopold Mozart’s larger vision with regard to music pedagogy, see Sonja Puntscher Riekman, “Der 
Mensch als Kunstwerk des Menschen: Gedanken zum äshetisch-pädagogischen Projekt Leopold Mozarts”, Mozart-
Jahrbuch (1989–90) 17–21; see also Christian Thomas Leitmeier, “Leopold Mozarts Versuch einer Anweisung ein 
Klavierkonzert zu komponieren: Zur Entstehung und Funktion der Pasticcio-Konzerte KV 37, 39, 40 und 41”, Mozart 
Studien 16, ed. by Manfred Hermann Schmid (Tutzing: Hans Schneider, 2007) 49–90.

49  The latter area of teaching was inspired by formulations with recourse to rhetoric, as found in the treatises of Heinrich 
Christoph Koch’s Versuch einer Anleitung zur Composition (1782–93) and Daniel Gottlob Türk’s Klavierschule, oder 
Anweisung zum Klavierspielen für Lehrer und Lernende mit kritischen Anmerkungen (Leipzig, 1789). For an analysis based 
on principles of rhetoric, see John Irving, Mozart’s piano sonatas: Contexts, sources, style (Cambridge: Cambridge University 
Press, 1997); see also Gunthard Born, “Mozarts Rhetorik in der G-Dur Serenade (Eine kleine Nachtmusik), KV 525 und 
der C-Dur-Symophonie, KV 551)”, Mitteilungen der Internationalen Stiftung Mozarteum 38/1–4 (1990) 103–10.

50  Bin Ebisawa, “III. Leopold’s theory and practice of educating and training Wolfgang with reference to Rousseau’s 
pedagogical thought”, idem, Mozart and Japan: Selected papers (Tokyo: Nihon Art Center, 2001) 74–79; see also idem, 
Jean-Jacques Rousseau and Wolfgang Amadeus Mozart: Preliminary remarks on their relation (Tokyo: Kunitachi College 
of Music, 1996); Günther Noll, Untersuchungen über die musikerzieherische Bedeutung Jean-Jacques Rousseaus und seiner 
Ideen: Allgemeiner Überblick und spezielle Darstellung seiner Ziffernschrift als Anfang einer modernen Musikmethodik. Ein 
Beitrag zu ihrer Geschichte (Ph.D. dss., Universität Berlin, 1960).

51  Jean-Jacques Rousseau, Dictionaire de musique (Paris: Chez la veuve Duchesne, 1768; repr. ed., New York: Johnson 
Reprint, 1969); see also English trans. by William Waring as Jean-Jacques Rousseau, A Complete dictionary of music: 
Consisting of a copious explanation of all words necessary to a true knowledge and understanding of music (New York: AMS 
Press, 1975). On the significance of this dictionary, see T.W. Hunt, The Dictionnaire de musique of Jean-Jacques Rousseau 
(Ph.D. diss., North Western Texas State University, 1967); see also Cynthia Verba, “Jean-Jacques Rousseau: Radical 
and traditional views on his Dictionnaire de musique”, Journal of musicology: A quarterly review of music history, criticism, 
analysis, and performance practice 7 (1989) 303–26; Claudia Maurer-Zenck, “Die frühe Druckgeschichte von Jean-
Jacques Rousseaus Dictionnaire de musique”, Die Musikforschung 54 (2001) 131–53. 

52  Cynthia Verba, Music and the French Enlightenment: Reconstruction of a dialogue, 1750–1764 (Oxford: Clarendon 
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German discourse on music theory,53 especially the writings of Joseph Riepel (1709–
82)54 and Heinrich Christoph Koch (1749–1816),55 formed the basis for much of 

Press; New York: Oxford University Press, 1993); see also David Schroeder, “Enlightenment”, The Cambridge Mozart 
encyclopedia, ed. by Cliff Eisen and Simon P. Keefe (Cambridge: Cambridge University Press, 2006) 153–58. Further 
on Rousseau and his thoughts on music in the context of the French Enlightenment philosophy, see, for example, Jean-
Jacques Rousseau, Essay on the origin of languages and writings related to music, trans. and ed. by John T. Scott. The collected 
writings of Rousseau 7,  ed. by Roger D. Masters and Christopher Kelly (Hannover, N.H.: University Press of New 
England, 1998); Albert Jansen, Jean-Jacques Rousseau als Musiker (Berlin: G. Reiner, 1884; repr. ed., Geneva: Slatkine 
Reprints, 1971); Arthur Pourgin, Jean-Jacques Rousseau, musicien (Paris: Fischbacher, 1901); Georges Cucuel, “Notes sur 
Jean-Jacques Rousseau musicien”, Zeitschrift der Internationalen Musikgesellschaft 13 (1911–12) 287–92; A. d’Angeli, “J.-J. 
Rousseau musicista”, Rivisita pedagogica 6 (1912) 371–94; R. Lalo, “Rousseau musician”, Revue critique. Idées 17 (1912) 
691–703; Julien Tiersot, “Concerning Jean-Jacques Rousseau, the musician”, The musical quarterly 17 (1931) 341–59; 
Alfred Pochon, J.J. Rousseau musicien et la critique: Essai de mise au point (Montreux: Les Éditions du mois Suisse, 1940); 
Eric Taylor, “Rousseau’s conception of music”, Music & letters 30 (1949) 231–42; Samuel Baud-Bovy, “Rousseau musician”, 
Jean-Jacques Rousseau, ed. by M. Berenstein (Neuchatel: A la Baconnière, 1962) 51–66; Roger Cotte, “Bemerkungen über 
das Verhältnis Jean-Jacques Rousseau zur Musik”, trans. by Waltraud and Johannes Klare, Beiträge zur Musikwissenschaft 
5 (1963) 81–96; Jean Robert Armogathe, “Ecriture et musique chez Rousseau”, Beiträge der Romanischen Philologie 10 
(1971) 5–12; Colm Kiernan, “Rousseau and music in the French enlightenment”, French studies: A quarterly review 26 
(1972) 156–65; Trudy Gottlieb Ettelson, Rousseau’s writing on music: A quest for melody (Ph.D. diss., Yale University, 
1974); Roger Cotte, Jean-Jacques Rousseau, le philosophe musicien (Braine-le-Comte, 1976); Françoise Escal, “Rousseau et 
l’écriture musicale”, Littérature 7 (1977) 75–84; John F. Strauss, “Jean Jacques Rousseau: Musician”, The musical quarterly 
64/4 (October 1978) 474–82; Peter Gülke, Rousseau und die Musik, oder von der Zugeständigkeit des Dilettanten, ed. by 
Richard Schaal. Taschenbücher zur Musikwissenschaft 98 (Wilhelsmhaven: Heinrichshofen, 1984); D. Paquette, Jean-
Jacques Rousseau compositeur et théoricien de la musique (Geneva, 1986); Samuel Baud-Bovy and Jean Jacques Eigeldinger, 
eds., Jean-Jacques Rousseau et la musique (Neuchâtel: A la Baconnière, 1988); Marie-Élisabeth Duchez, “J.-J. Rousseau, 
historien de la musique”, La musique du théorique au politique, ed. by Hugues Dufourt and Joël-Marie Fauquet. Domaine 
musicologique 7 (Paris: Aux Amateurs de livres; Diffusion Klincksieck, 1991) 39–111; Claude Dauphin, Rousseau 
musician des Lumières (Montréal: Louise Courteau, 1992); Michael O’Dea, Jean-Jacques Rousseau: Music, illusion and 
desire (London: St. Martin’s Press, 1995); see also Robert Wokler, Rousseau on society, politics, music and language: An 
historical interpretation of his early writings, Political theory and political philosophy (New York: Garland, 1987); Downing 
A. Thomas, Music and the origins of language: Theories from the French Enlightenment. New persepctives in music history 
and criticism, ed by Jeffrey Kallberg and Anthony Newcomb (Cambridge: Cambridge University Press, 1995); Jean-Marc 
Vasseur, Monsieur Jean-Jacques Rousseau copiste-musicien: Suivi de la notation musicale chiffrée de Jean-Jacques Rousseau. 
Notes brèves sur l’inspiration musicale du “Philosophe de Genève” (Paris: Institut de France, 1999). On a broader conception 
of the Enlightenment, especially in the context of Johann Mattheson’s new ideas with regard to the musical syntax 
and related compositional procedures, see Laurenz Lütteken, “Musik in der Aufklärung: Musikalische Aufklärung?” 
Musiktheorie 14/3 (1999) 213–29. The Enlightenment, central to Leopold Mozart’s philosophy, also left an impact on 
Wolfgang Amadeus Mozart’s personality, including his compositional process, as disclosed in the secondary literature; 
see, for example, Georg Knepler, “Mozart und die Ästhetik der Aufklärung”, Mozart und die Ästhetik der Aufklärung: Dem 
Wirken Georg Kneplers gewidmet, ed. by Heinz Stiller, Sitzungsberichte der Akademie der Wissenschaften der DDR: 
Gesellschaftswissenschaften 11 (Berlin: Akademie-Verlag, 1989) 7–19; Harry Goldschmidt, “Aufklärung als Methode: 
Zu Mozarts ‘Entführungs’-Ouverture,” in: ibid. 29–45.

53  Further on this issue, see Walter Kurt Kreyszig, “Das Menuett Wolfgang Amadeus Mozarts unter dem Einfluß 
von Franz Joseph Haydns ‘gantz neue besondere art’: Zur Phrasenstruktur in den Menuetten der ‘Haydn-Quartette’”, 
Mozart-Jahrbuch (1991): Bericht über den Internationalen Mozart-Kongreß Salzburg 1991, 2 vols., ed.  by Rudolph 
Angermüller, et al., issued under auspices of the Zentralinstitut für Mozart-Forschung der Internationalen Stiftung 
Mozarteum Salzburg (Kassel: Bärenreiter, 1992) vol. 2, 655–64; Walter Kurt Kreyszig, “Wolfgang Amadeus Mozart’s 
Motivische Arbeit: Aspects of sonata form in the minuets of KV 421 (=417b) and KV 458 and their relationship to 
the scherzi of Joseph Haydn’s opus 33, Hob. III:37–42”, Studies in music from the University of Western Ontario 19–20 
(2000–01) 199–256.

54  See appendix, document 81.
55   Heinrich Christoph Koch, Versuch einer Anleitung zur Composition (mit einem vollständigen Register zu allen 

3 Bänden), 3 vols.  (Leipzig: Adam Friedrich Böhme; Rudolstadt: Löwe, Erben und Schirach, 1782–1793; repr.  ed., 
Hildesheim: Georg Olms, 2004). For an English trans., see Nancy Kovaleff Baker, trans. with intro. and annotations, 
Heinrich Christoph Koch: Introductory essay on composition. Music theory translation series, ed. by Claude V. Palisca (New 
Haven, Conn.: Yale University Press, 1983).
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Leopold’s teaching,56 first of his son57 and his daughter.58 This teaching is consistent 
with his discourse in the Violinschule, as indicated by the single leaf containing Leopold’s 
interval table from 1761,59 though in a highly abbreviated form. This information had 
first appeared in the fifth paragraph of the Dritte Hauptstück of his Violinschule.60 In 
fact, with these pedagogical documents, Leopold Mozart was accessing a market that 
witnessed a rapid influx of musical discourse on performance practice.61 Decades later, 
after his arrival in Vienna in 1780,62 Wolfgang Amadeus Mozart continued in the 
pedagogical footsteps of his father,63 completing a number of works aimed at responding 
to his sister’s need for continued instruction in music theory.64 These works included the 
sonata in C major for piano four hands (K.19d),65 the sonata in D major for piano four 

56  Franz Posch, “Leopold Mozart als Mensch, Vater und Erzieher der Aufklärung”, Neues Mozart-Jahrbuch (1941) 
49–78; see also Walter Kurt Kreyszig, “Das Menuett Wolfgang Amadeus Mozarts unter dem Einfluß von Franz Joseph 
Haydns ‘gantz neue besondere art’”, 656.

57  Alfred Mann, “Leopold Mozart als Lehrer seines Sohnes”, Mozart-Jahrbuch (1989–90) 31–35; Bin Ebisawa, “III. 
Leopold’s theory and practice of educating”; see also [anonymous], “Mozarts musikalische Erziehung und ein bisher 
unbekannt gebliebenes Notenbuch, das Leopold Mozart dem sechsjährigen Wolfgang widmete [i.e.  Notenbuch von 
1762]”, Mitteilungen für die Mozart-Gemeinde in Berlin 25/3 (March 1908) 71–83; Sergej Ivanovič Tanejeev, “Der Inhalt 
des Arbeitsheftes von W.A. Mozarts eigenhändig geschriebenen Übungen, mit den Unterweisungen durch seinen Vater 
im strengen Kontrapunkt und reinen Satz”, Jahresbericht der Internationalen Stiftung Mozarteum, Salzburg (1913) 29f; 
Hermann Abert, “Leopold Mozart Notenbuch von 1762”, Gluck-Jahrbuch 3 (Leipzig, 1917) 51–87; Hellmut Federhofer, 
“Mozart als Schüler und Lehrer in der Musiktheorie”, Mozart-Jahrbuch (1971–72) 74–79; Pierluigi Petrobelli, “Leopold 
Mozart e la ‘Ausbildung’ di Wolfgang”, Beiträge des Internationalen Leopold-Mozart-Kolloquiums Augsburg (1994), ed. by 
Josef Mančal and Wolfgang Plath. Beiträge zur Leopold-Mozart-Forschung 2, issued under auspices of the Internationale 
Leopold Mozart Gesellschaft (Augsburg: Dr. Bernd Wißner, 1997) 105–06.

58   Wolfgang Plath, “Leopold Mozart und Nannerl: Lehrer und Schülerin”, Festschrift Arno Forchert zum 60. 
Geburtstag am 29. Dezember 1985, ed. by Gerhard Allroggen and Detlef Altenburg (Kassel: Bärenreiter, 1986) 127–30; 
also included in Wolfgang Plath, Ausgewählte Aufsätze, ed. by Marianne Danckwardt. Schriftenreihe der Internationalen 
Stiftung Mozarteum Salzburg 9 (Kassel: Bärenreiter, 1991) 375–78; Wolfgang Plath, “Leopold Mozart und Nannerl: 
Lehrer und Schülerin. Fragmentarische Bemerkungen zu zwei Fragmenten”, Maria Anna Mozart: Die Künstlerin und 
ihre Zeit, ed. by Siegrid Düll and Otto Neumaier (Möhnesee: Bibliopolos, 2001) 85–91.

59  Erich Valentin, “‘Was der Schüler beobachten muß …’”, 323.
60  Leopold Mozart, Violinschule, 66–68.
61  Theophil Antonicek, “Musik in Pädagogik und Unterricht des 18.  Jahrhunderts”, Genie und Alltag: Bürgerliche 

Stadtkultur zur Mozartzeit, ed. by Gunda Barth-Scalmani, Brigitte Mazohl-Wallnig, and Ernst Wangermann (Salzburg: 
Otto Müller, 1994) 295–315.

62  On Mozart’s sojourn in Vienna, see, for example, Géza Rech, Das kleine Mozartbuch (Salzburg: Residenz, 1964) 
81–96; Alfred Orel, Mozart in Wien. Kleinbuchreihe Südost. Feldpostausgabe 94 (Wien: Wiener Verlag, 1944). After 
more than two decades as a resident of Salzburg, Wolfgang Amadeus Mozart and his father Leopold had to adjust to a 
more mercantile society of Vienna. For a discussion of Viennese society, see, for example, Ingrid Mittenzwei, “Zwischen 
Vergangenheit und Zukunft: Wiener Wirtschaftsbürger am Ende des 18. Jahrhunderts”, Genie und Alltag: Bürgerliche 
Stadtkultur zur Mozartzeit, ed. by Gunda Barth-Scalmani, Brigitte Mazohl-Wallnig, and Ernst Wangermann (Salzburg: 
Otto Müller, 1994) 203–20.

63  Frank Ziegler, “Wolfgang Amadeus Mozart als Kompositionslehrer. Unterrichtsmaterialien in den Handschriften
beständen der Deutschen Staatsbibliothek”, Wolfgang Amadeus Mozart: Ein Beitrag zum 200. Todestag–Aufführungspraxis–
Interpretation–Edition–Konferenzbericht der XVIII. Wissenschaftlichen Arbeitstagung Michaelstein, 14. bis 17. Juni 1990, 
ed. by Günter Fleischhauer, Walther Siegmund-Schultze, and Eitelfriedrich Thom. Studien zur Aufführungspraxis und 
Interpretation der Musik des 18. Jahrhunderts 44 (Michaelstein, Blankenburg: Institut für Aufführungspraxis, 1991) 
45–50.

64  Walter Hummel., ed., Nannerl Mozarts Tagebuchblätter und Eintragungen ihrs Bruders Wolfgang Amadeus Mozart 
(Salzburg: Das Bergland Buch, 1958); see also Manfred Hermann Schmid, “Nannerl Mozart und ihr musikalischer 
Nachlaß: Zu den Klavierkonzerten im Archiv St. Peter in Salzburg”, Mozart-Jahrbuch (1980–83) 140–47.

65  Marie-Agnes Dittrich, “Die Klaviermusik”, Mozart Handbuch, ed. by Silke Leopold in collaboration with Jutta 
Schmoll-Barthel and Sara Jeffe (Kassel: Bärenreiter; Stuttgart: Metzler, 2005) 534. On the first edition of this sonata, see 
Gertraud Haberkamp, Die Erstdrucke der Werke von Wolfgang Amadeus Mozart, 2 vols. Musikbibliographische Arbeiten 
10, ed. by Rudolf Elvers (Tutzing: Hans Schneider, 1986) vol. 1 (Bibliographie, Textband) 75; vol. 2 (Bibliographie, 
Bildband) 12; see also Wolfgang Plath, “Kleine Mozartiana. I: Mozarts ‘erste composition auf 4 Hände’; II. Zu Mozarts 
Niederschrift des ‘Miserere’ von Gregorio Allegri” Festschrift Rudolf Elvers zum 60. Geburtstag, ed. by Ernst Herttrich and 
Hans Schneider (Tutzing: Hans Schneider, 1985) 397–406; Cliff Eisen, “Mozart and the four-hand sonata K. 19d”, 
Haydn, Mozart and Beethoven: Studies in the music of the Classical period. Essays in Honour of Alan Tyson, ed. by Sieghard 
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hands (K.381[=123a]),66 the sonata in B major (K.358[=186c]),67 the concerto for two 
pianos four hands in F major (K.242 Anh.),68 and the praeludium (K. deest).69 

With the publication of four principal mid-18th-century treatises on performance 
practice70—namely, Johann Joachim Quantz’s Versuch einer Anweisung die Flöte traversiere 
zu spielen (1752);71 a treatise inspired by the chamber music of Georg Philipp Telemann 
(1681–1767);72 Carl Philipp Emanuel Bach’s Versuch über die wahre Art das Clavier zu 
spielen (1753);73 and Johann Friedrich Agricola’s Anleitung zur Singekunst (1757)74—

Brandenburg (New York: Clarendon Press, 1998) 91–99.
66   Marie-Agnes Dittrich, “Die Klaviermusik”, Mozart Handbuch, 534.  For a description of the autograph of this 

work, which survives as a fragment, see Hans-Günter Klein, ed., Wolfgang Amadeus Mozart: Autographe und Abschriften. 
Staatsbibliothek Preußischer Kulturbesitz: Kataloge der Musikabteilung.  I: Handschriften 6, ed.  by Rudolf Elvers. 
Edition Merseburger 1154 (Berlin: Merseburger, 1982) 75–76; see also Wolfgang Rehm, “Miscellanea mozartiana. II: 
1. A catalogue of musical manuscripts; 2. Zum Autograph der Sonate in D für Klavier zu vier Händen KV 381 (123a); 
3.  Das Autograph zum Klaviertrio in G KV 496”, Festschrift Otto Erich Deutsch zum 80. Geburtstag am 5.September 
1963, ed. by Walter Gerstenberg, Jan LaRue, and Wolfgang Rehm (Kassel: Bärenreiter, 1963) 141–54. On the first 
edition of this sonata, see Gertraud Haberkamp, Die Erstdrucke der Werke von Wolfgang Amadeus Mozart, 2 vols., 
Musikbibliographische Arbeiten 10, ed.  by Rudolf Elvers (Tutzing: Hans Schneider, 1986) vol.  1 (Bibliographie, 
Textband) 176–77; vol. 2 (Bibliographie, Bildband) 131–32.; see also Ernst Fritzschmid, “Neue Quellen zu Mozarts 
Werken”, Mozart-Jahrbuch (1956) 35–45.

67   Marie-Agnes Dittrich, “Die Klaviermusik”, Mozart Handbuch, 535; Joachim Brügge, “Solowerke für Klavier”, 
Mozarts Klavier- und Kammermusik, ed.  by Matthias Schmidt.  Das Mozart-Handbuch 2, ed.  by Gernot Gruber in 
collaboration with Dieter Borchmeyer (Laaber: Laaber-Verlag, 2006) 109–63, especially  114.

68  In this particular version, the work is preserved in Berlin, Deutsche Staatsbibliothek, Mus. Ms. 15468; furthermore, 
a version for two pianos six hands is in Berlin, Deutsche Staatsbibliothek Mus. Ms. 15468/2. Mozart wrote this work 
originally as a concerto in F major for three pianos and orchestra, K. 242. On extant copies of this work, see Hans-Günter 
Klein, ed., Wolfgang Amadeus Mozart: Autographe und Abschriften. Staatsbibliothek Preußischer Kulturbesitz: Kataloge 
der Musikabteilung. I: Handschriften 6, ed. by Rudolf Elvers. Edition Merseburger 1154 (Berlin: Merseburger, 1982) 
348–49. Further on the anonymous copyist, see Wolfgang Plath, “Beiträge zur Mozart-Autographie. I: Die Handschrift 
Leopold Mozarts”, Mozart-Jahrbuch (1960–61) 105.

69  Wolfgang Brunner, “Mozarts Klaviermusik für die ‘allerliebste Schwester’ …”, Maria Anna Mozart: Die Künstlerin 
und ihre Zeit, ed. by Siegrid Düll and Otto Neumaier (Möhnesee: Bibliopolis, 2001) 93–104; see also Christoph Wolff, 
“Mozarts Präludien für Nannerl: Zwei Rätsel und ihre Auflösung”, Festschrift Wolfgang Rehm zum 60. Geburtstag am 
3. September 1989, ed.  by Dietrich Berke and Harald Heckmann (Kassel: Bärenreiter, 1989) 106–18; Walter Kurt 
Kreyszig, “Das Praeludium als Übergangsform vom Hochbarock zum Empfindsamen Stil: Zu Wolfgang Amadeus 
Mozarts Klavierpraeludium (ohne Köchel-Nummer)”, Revista de musicología. 16 (1993): Actas del XV Congreso de la 
Sociedad Internacional de Musicologia “Culturas musicales del Mediterraneo y sus ramificaciones”, Madrid, 3–10 April 1992, 
ed. by Alfonso de Vicente, 3439–57.

70  For an overview, see Ingeborg Harer, “Der musikalische Vortrag um 1750, dargestellt am Beispiel der Instrumental
schulen von Johann Joachim Quantz, Carl Philipp Emanuel Bach und Leopold Mozart”, Musikerziehung 44/1 (1990) 
14–23.

71  See appendix, document 79; see also Edward R. Reilly, “Further examples for Quantz’s Versuch”, Journal of the 
American Musicological Society 17 (1964) 157–69. On the significance of the treatise, see, for example, Arthur Henry 
Christmann, Johann Joachim Quantz on the musical practices of his time (Ph.D. diss., Union Theological Seminary, New 
York, 1950); Edward R. Reilly, Quantz and his Versuch: Three studies. Studies and documents 5 (New York: American 
Musicological Society, 1971); Wolfram Sauter, Die frühen Querflötenschulen und ihre musikhistorische Einordnung. 
Schriften zur Kulturwissenschaft 16 (Hamburg: Kovac, 1998). 

72  Ingeborg Allihn, Georg Philipp Telemann und Johann Joachim Quantz: Der Einfluß einger Kammermusikwerke Georg 
Philipp Telemanns auf das Lehrwerk des Johann Joachim Quantz “Versuch einer Anweisung die Flöte traversiere zu spielen”. 
Magdeburger Telemann Studien 3 (Magdeburg: Arbeitskreis Georg Philipp Telemann, 1971).

73  Carl Philipp Emanuel Bach, Versuch über die wahre art, das Clavier zu spielen: Erster und zweiter Teil. Faksimile-
Nachdruck der 1. Auflage, Berlin 1753 und 1762, ed.  by Lothar Hoffmann-Erbrecht (Leipzig: Königliche Hof-
Buchdrucker Christian Friedrich Henning, 1753; 4th reprint ed., Leipzig: Breitkopf & Härtel, 1978). For an English 
trans. see Essay on the true art of playing keyboard instruments, trans. by William Mitchell (New York: W.W. Norton, 
1949). On the significance of this treatise, see, for example, William J. Mitchell, “C.P.E. Bach’s ‘Essay’: An introduction”, 
The musical quarterly 33 (1947) 460–80; William J. Mitchell, “Modulation in C.P.E. Bach’s ‘Versuch’”, Studies in eighteenth-
century music: A tribute to Karl Geiringer on his seventieth birthday, ed. by H.C. Robbins Landon in collaboration with 
Roger E. Chapman (New York: Oxford University Press, 1970) 333–42; Ralph Kirkpatrick, “C.P.E. Bach’s ‘Versuch’ 
Reconsidered”, Early music 4/4 (October 1976) 384–92. 

74  Johann Friedrich Agricola, Anleitung zur Singekunst (1757), zusammen mit dem italienischen Original von P.F. Tosi, 
Opinioni de’ cantori antichi e moderni, o sieno, Osservazioni sopra il canto figurato (1723) (Berlin: Georg Ludwig Winter, 
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contemporary performers and scholars alike witnessed a codification, in written form, 
of many diverse trends underlying the performance of past repertoires. While Agricola 
in essence provides a glossed translation of Pier Francesco Tosi’s Opinioni (1723),75 
Carl Philipp Emanuel Bach (1714–88), Johann Joachim Quantz (1697–1777), and 
Leopold Mozart focus largely on preclassical, rococo, and galant style repertoires. These 
three were composers/theorists by and large inspired by earlier encyclopedic works on 
organology, specifically by Michael Praetorius’s Syntagma musicum (1614–18)76 and 
Marin Mersenne’s Harmonie universelle (1636–37).77 Performance practice treatises, 

1757); facs. ed. with preface and appendix by Erwin R. Jacobi (Celle: Hermann Moeck, 1966); facs. ed. with epilogue 
and comm.  by Kurt Wichmann (Wiesbaden: Breitkopf & Härtel, 1994); modern ed., ed.  with comm.  by Thomas 
Seedorf (Kassel: Bärenreiter, 2002). For an English trans., see Juliane Baird, Johann Friedrich Agricola’s Anleitung zur 
Singekunst (1757): A translation and commentary (Ph.D.  diss., Stanford University, 1991); Juliane Baird, trans.  and 
ed., Introduction to the art of singing by Johann Friedrich Agricola.  Cambridge musical texts and monographs, ed.  by 
John Butt and Laurence Dreyfus (Cambridge: Cambridge University Press, 1995) [includes Introduction to the Art of 
Singing, trans. from the Italian by Pier Francesco Tosi with commentaries and additions by Johann Friedrich Agricola, 
Royal Prussian Court Composer (Berlin: George Ludewig Winter, 1757)]. On the significance of this treatise, see, for 
example, Jeff Fults Troxler, Johann Friedrich Agricola’s Anleitung zur Singkunst (Ph.D. diss., University of Iowa, 1988); 
Ernest C. Harris, “J.F. Agricola’s Anleitrung zur Singkunst: A rich source by a pupil of J.S. Bach”, Bach 9/3 (1978) 2–8. 
Further on the contribution of Agricola, see Friedrich Wilhelm Marpurg, Historisch-Kritische Beyträge zur Aufnahme der 
Musik, 8 vols. (Berlin: Johann Jacob Schutzens, 1754–78; repr. ed., Hildesheim: Georg Olms, 1970) 148–52; Hermann 
Wucherpfennig, Johann Friedrich Agricola: Sein Leben und seine Werke (Ph.D.  diss., Friedrich-Wilhelms-Universität 
Berlin, 1922); Hans Löffler, “Johann Friedrich Agricola”, Altenburger Heimatblätter 1–3 (1932–34); B. Berkholz, Johann 
Friedrich Agricola, Königlich Preußischer Hofcompositeur.  Forschungsergebnisse des Geschichtsvereins Wasserschloß 
Dobitschen 1 (Dobitschen: Geschichtsverein Wasserschloß, 1995). 

75  Pier Francesco Tosi, Opinioni de’cantori antichi, e moderni, osieno, Osservaziono sopra il canto figurato (Bologna: L. 
dalla Volpe, 1723); Monuments of music and music literature in facsimile. II: Music literature 133 (facs. ed., New York: 
Broude Brothers, 1968). Idem, Opinioni de’cantori antichi e morderni (Napoli: s.n., 1904); Bibliotheca musica Bononiensis 
II/50 (facs. ed., [Bologna]: Forni, 1997); idem, Opinions of singers ancient and modern, or observations on sigured singing, 
ed.  by Edward Foreman.  Masterworks on singing 6 (Minneapolis, Minn.: Pro Musica Press, 1986; also, London; 
Stainer & Bell, 1987). On the significance of this treatise, see, for example, Sergio Durante, “Theorie und Praxis der 
Gesangschulen zur Zeit Händels: Bemerkungen zu Tosis Opinioni de’ cantori antichi e moderni”, Händel auf dem Theater: 
Bericht über die Symposien der Internationalen Händel-Akademie Karlsruhe 1986 und 1987, ed. by Hans-Joachim Marx. 
Veröffentlichungen der Internationalen Händel-Akademie Karlsruhe 2 (Laaber: Laaber-Verlag, 1988) 59–72; Günther 
Wagner, “Anmerkungen zur historischen Aufführungspraxis am Beispiel von Carl Philipp Emanuel Bachs Versuch”, Carl 
Philipp Emanuel Bach: Beiträge zu Leben und Werk, ed. by Heinrich Poos under auspices of the Hochschule der Künste 
Berlin. Schott Musikwissenschaft (Mainz: Schott’s Söhne, 1993) 40–52.

76  See appendix, document 71; see also Michael Praetorius, Syntagma musicum. II: De organographia (with 20 leaves 
of enlarged woodcut illustrations) (London: Early Music Shop, 1981). On the significance of this treatise, see Dietlind-
Möller-Weiser, Untersuchungen zum I. Band des Syntagma musicum von Michael Praetorius, ed. by Gerhard Allroggen, 
Detelf Altenburg, and Silke Leopold.  Detmold-Paderborner Beiträge zur Musikwissenschaft 3 (Kassel: Bärenreiter, 
1993); see also Frederick Frank Jackisch, Organ building in Germany during the Baroque era, according to the treatises 
dating from Praetorius’ Syntagma musicum (1619) to Adlung’s Musica mechanica organoedi (1768) (Ph.D. diss., Ohio 
State University, 1966).

77  Marin Mersenne, Harmonie universelle, contenant la théorie et la pratique de la musique, où il est traité de la nature 
des sons et des mouvements, des consonances, des dissonances, des genres, des modes, de la composition, de la voix, des chants et 
de toutes sortes d’instruments harmoniques, 3 vols. (Paris: Cramoisy, 1636–37; Paris: Pierre Sébastien Ballard, 1636–37; 
facs.  ed., Paris: Centre National de la Recherche Scientifique, 1963, 1965, 1975; facs.  ed. with an intro. by François 
Lesure, Paris: Centre National de la Recherche Scientifique, 1986; facs.  ed.  by Claudio Buccolini as part of Corpus 
des oeuvres de philosophie en langue française, Paris: Fayard, 2003).  For partial translations see, Harmonie universelle: 
The books on instruments, trans.  by Roger E.  Chapman (‘s-Gravenhage: M.  Nijhoff, 1957, repr.  ed.  1964); Traité de 
l’harmonie universelle: Critical translation of the second book, trans. by John Barnard Egan (Ph.D. diss., Indiana University, 
1962); An edited translation of the fourth treatise of the Harmonie universelle, trans. by Robert Fortson Williams (M.M. 
thesis, Eastman School of Music, 1972); Wolfgang Köhler, Die Blasinstrumente aus der ‘Harmonie universelle’ des Marin 
Mersenne: Übersetzung und Kommentar des Livre cinquiesme des instruments à vent aus dem Traité des instruments 
(Celle: Moeck, 1982). On the significance of this treatise, see Albion Gruber, “Mersenne and evolving tonal theory”, 
Journal of music theory 14 (1970) 36–67.  On the significance of Mersenne’s contribution, see, for example, Hellmut 
Ludwig, Marin Mersenne und seine Musiklehre (Halle an der Saale: Buchhandlung des Waisenhauses, 1935); repr. ed., 
Beiträge zur Musikforschung 4 (Hildesheim: Georg Olms, 1971); Frederick Bill Hyde, The position of M. Mersenne in 
the history of music (Ph.D. diss., Yale University, 1954); Herbert Schneider, Die französische Kompositionslehre in der ersten 
Hälfte des 17. Jahrhunderts. Mainzer Studien zur Musikwissenschaft 3 (Tutzing: Hans Schneider, 1972) 47–112; Mark 
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by the very nature of the topics discussed and the audiences addressed, generally 
concentrate on a specific instrument (violin, flute, keyboard, voice), and this rather 
precisely circumscribed scope focuses on issues of technique, style, and so forth. Rarely 
do the authors of such treatises venture beyond the realm of topics innate to performance 
practice. Of the four authors identified, all of whom were accomplished practitioners 
of the ars musica as famous pedagogues, fine performers, and noted composers largely 
in their respective performing medium, Leopold Mozart indeed represents somewhat 
of an anomaly. His exceptionally broad education is clearly reflected in his treatise,78 
including his early training in the Gymnasium in Augsburg,79 his humanist study at the 
Jesuit College of Saint Salvator in Augsburg80 (from which he graduated in 1736),81 and 
his study of philosophy and jurisprudence at the Benedictine University of Salzburg,82 
with the latter two institutions of higher learning geared towards the studia humanitatis, 
modeled after the curriculum of Italian universities.83 As a result of his literary 
preoccupation,84 Leopold developed a keen interest in humanist scholarship early in his 
training, a path of inquiry that is firmly manifested in the Violinschule. Unlike the other 
three mid-18th-century treatises on performance practice, all of which focus on the 
venerable path of scholarship (solidifying 19th-century performance practice based on 
scholarly writing),85 Leopold Mozart expands the horizons of his readers by including 

Lindley, “Mersenne on keyboard tuning”, Journal of music theory 24 (1980) 167–203; Wilhelm Seidel, “Französische 
Musiktheorie im 16. und 17. Jahrhundert”, in: Wilhelm Seidel and Barry Cooper, Geschichte der Musiktheorie. IX: Enstehung 
nationaler Traditionen. Frankreich—England, ed. by Frieder Zaminer (Darmstadt: Wissenschaftliche buchgesellschaft, 
1986) 56–82 (“Mersenne”); Frédéric de Buzon, “Harmonies et passions: Remarques sur les musicologies de Descartes 
et Mersenne”, L’Ésprit de la musique: Essais d’esthétique et de philosophie, ed. by Hugues Dufourt, Joël-Marie Fauquet, and 
François Hurard. Domaine musicologique 10 (Paris: Klincksieck, 1992) 121–26; Théodora Psychoyou, L’Évolution de la 
pensée théoretique, en France, de M. Mersenne à Jean-Philippe Rameau (Ph.D. diss., Université de Tours, 2003); Elisabeth 
Honn Hoegberg, From theory to practice: Composition and analysis in Marin Mersenne’s Hamonie universelle (Ph.D. diss., 
Indiana University, 2005); see also Claude V. Palisca, “Père Mersenne’s pedigree: Sixteenth-century Italian precedents 
and anticipations of his musical science”, Annales, 1989–1995. Institutum Musices Feldkirchense (IMF): Annales 1, 
ed. by Walter Pass (Tutzing: Hans Schneider, 1998) 17–34; Wilbur Franklin Russell, Marin Mersenne: Life and works 
(M.M. thesis, Westminster Choir College, Princeton, N.J., 1952).

78  For a summary, see, Adolf Layer, Eine Jugend in Augsburg: Leopold Mozart, 1719–1737, issued under the auspices 
of the Deutsche Mozart Gesellschaft (Augsburg: Die Brigg, [1975]). Leopold Mozart’s broad education is intimately 
connected with the artistic/cultural background of his ancestors; see Adolf Layer, Die Augsburger Künstlerfamilie Mozart, 
issued under the auspices of the Deutsche Mozart Gesellschaft (Augsburg: Die Brigg, [no date]). 

79   Robert Münster, “Neues zu Leopold Mozarts Augsburger Gymnasialjahren”, Acta mozartiana: Mittelungen 
der Deutschen Mozart-Gesellschaft 12 (1965) 57–60; Josef Mančal, “Augsburg ‘Meine Vaterstadt’ (L.  Mozart 1756), 
‘die vatterstadt meines Papa (W.A.  Mozart 1777), ‘meine eigentliche Stammstadt’ (Fr.X.W.A.  Mozart 1821)”, Acta 
mozartiana: Mitteilungen der Deutschen Mozartgesellschaft 46 (1999) 3–31; Cliff Eisen, “Augsburg”, The Cambridge 
Mozart encyclopedia, ed. by Cliff Eisen and Simon P. Keefe (Cambridge: Cambridge University Press, 2006) 28–31.

80   Ernst Fritz Schmid, “Neues zu Leopold Mozarts Bildungsgang”, Acta mozartiana: Mitteilungen der Deutschen 
Mozart-Gesellschaft 3/1 (1956) 21f.; also in Neues Augsburger Mozartbuch of Zeitschrift des Historischen Vereins für 
Schwaben 62–63 (Augsburg: M. Seitz, 1962) 200–04.

81  For a reproduction of Leopold Mozart’s diploma, dated 4 August 1736, the original of which is preserved in the 
Landesarchiv in Salzburg, see Ernst Fritz Schmid, “Neues zu Leopold Mozart’s Bildungsgang”, 22, and also 202.

82  On the significance of the Universität Salzburg in the context of the manifold musical activities of the City of 
Salzburg, see, for example, Manfred Hermann Schmid (in collaboration with Petrus Eder, OSB), Mozart in Salzburg, 
147–56.

83  Further on this topic, see Agostino Sottili, Humanismus und Universitätsbesuch: Die Wirkung italienischer Univer
sitäten auf die Studia Humanitatis nördlich der Alpen/Renaissance humanism and univesity studies: Italian universities and 
their influence on the studia humanitatis in Northern Europe, ed. by Jürgen Miethke, William J. Courtenay, Jeremy Catto, and 
Jacques Verger. Education and society in the Middle Ages and Renaissance 26 (Leiden: E.J. Brill, 2006), with references 
to Augsburg on pp. 13, 281, 290, 292, 319, 339–44, 405–06, 422, 434 and Salzburg on pp. 108, 290–91, 398, 438.

84  Hans E. Valentin, “‘Was die Bücher anlanget …’: Leopold Mozarts literarische Interessen”, Leopold Mozart, 1719–
1787: Bild einer Persönlichkeit, ed. by Ludwig Wegele (Augsburg: Die Brigg, 1969) 102–10.

85  See, for example, Daniel Gottlob Türk, Klavierschule, oder Anweisung zum Klavierspielen für Lehrer und Lernende 
mit kritischen Anmerkungen (Leipzig: Schwickert; Halle an der Saale: Hemmerle & Schwetschke, 1789). For an English 
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a short but important historic exposé on string instruments in the introduction to his 
Violinschule, specifically focusing on their origin in the broad context surrounding the 
age-old question of the origin of music—one that emulates humanist scholarship.86 In 
fact, Leopold Mozart uses this age-old inquiry into the origin of the disciplina musicae87 
as a basis for a brief yet profound survey of music history, touching briefly on the 
principal developments. In this, he emulates humanist scholarship by focusing on the 
history of music in order to provide a link with the ancient Greek tradition,88 specifically 
Mercury as the inventor of string instruments.89

Modern scholarship on the whole has failed to acknowledge this unique perspective 
by a man deeply committed to humanist scholarship.90 In her introduction to the English 
translation of Mozart’s treatise, Editha Knocker underscores the uniqueness of the 
treatise merely on its pedagogical merits by comparing Mozart’s approach to teaching 
with that of our own day.91 Alfred Einstein, in his lengthy preface to Knocker’s English 
translation of the same treatise,92 dwells on details concerning the biography of Leopold 
Mozart in order to underscore the unique and often ambivalent relationships he had 
with his employers, specifically Archbishop Sigismund Christoph von Schrattenbach 
(1698–1771)93 and his successor Hieronymus Colloredo (1732–1812),94 his publisher 

trans., see School of clavier playing or instructions in playing the clavier for teachers and students by Daniel Gottlob Türk, trans. 
with intro. and notes by Raymond H. Haggh (Lincoln, Nebr.: University of Nebraska Press, 1982).

86  Further on this topic, see, for example, Johannes Lohmann, “Der Ursprung der Musik”, Archiv für Musikwissenschaft 
16 (1959) 148–73; 261–91.

87  On this central question, see, for example, James W. McKinnon, “Jubal vel Pythagoras, qui sit inventor musicae?” 
The musical quarterly 64 (1978) 1–28.

88   For comprehensive coverage of the ancient Greek tradition, see, for example, Annemarie Jeanette Neubecker, 
Altgriechische Musik: Eine Einführung.  Die Altertumswissenschaft: Einführungen in Gegenstand, Methoden und 
Ergebnisse ihrer Teildisziplinen und Hilfswissenschaften (Darmstadt: Wissenschaftliche Buchgesellschaft, 1977); Martin 
L. West, Ancient Greek music. Clarendon paperbacks (Oxford: Clarendon Press, 1992); Warren D. Anderson, Music and 
musicians in Ancient Greece (Ithaca, N.Y.: Cornell University Press, 1994); Walter Spiegel, Die Bedeutung der Musik für die 
griechische Erziehung im klassischen Altertum (Berlin: Martin Warneck, 1918); Martin Vogel, Die Enharmonik der Griechen, 
2 parts. Orpheus-Schriftenreihe zu Grundfragen der Musik 3 (Düsseldorf: Verlag der Gesellschaft zur Förderung der 
Systematischen Musikwissenschaft, 1963); Barbara Münxelhaus, Pythagoras musicus: Zur Rezeption der pythagoreischen 
Musiktheorie als quadrivialer Wisenschaft im lateinischen Mittelalter. Orpheus-Schriftenreihe zu Grundfragen der Musik 
19, ed. by Martin Vogel (Bonn; Bad Godesberg: Verlag für Systematische Musikwissenschaft, 1976).

89  On the significance of Mercury, see Franchino Gaffurio, Theorica musice, book 1, chapter 1, [42] ff.; idem, The theory 
of music. trans. with introductory notes by Walter Kurt Kreyszig, ed. by Claude V. Palisca. Music theory translation series 
(New Haven, Conn.: Yale University Press, 1993) 9f.

90  For a survey of humanistic scholarship, see, for example, Claude V. Palisca, Humanism in Italian Renaissance musical 
thought (New Haven, Conn.: Yale University Press, 1985); see also Ann E. Moyer, Musica scientia: Musical scholarship 
in the Italian Renaissance (Ithaca, N.Y.: Cornell University Press, 1992). For an overview of the prehumanist period, see 
Max Haas, Musikalisches Denken im Mittelalter: Eine Einführung (Berne: Peter Lang, 2005). On the longevity of the 
humanist tradition, see, for example, Claude V. Palisca, Music and ideas in the sixteenth and seventeenth centuries, Studies 
in the history of music theory and literature 1, ed. by Thomas J. Mathiesen (Urbana: University of Illinois Press, 2006). 

91   Editha Knocker, “Translator’s introduction”, A treatise on the fundamental principles of violin playing, trans.  by 
Editha Knocker, xxxii–xxxiv.

92  Alfred Einstein, “Preface”, A treatise on the fundamental principles of violin playing, trans.  by Editha Knocker, 
xi–xxxi.

93  Josef Mančal, Die Mozarts in Augsburg und Schwaben (Augsburg: Brigitte Settele, 1991) 38; see also Franz Martin, 
Salzburgs Fürsten in der Barockzeit, 1587 bis 1812 (Salzburg: Das Bergland Buch, 1949; 2nd rev. ed. 1952); Cliff Eisen, 
“Salzburg under church rule”,   The Classical era: From the 1740s to the end of the 18th century, ed.  by Neal Zaslaw 
(Englewood Cliffs, N.J.: Prentice Hall, 1989) 166–87; Ruth Halliwell, “Schrattenbach, Siegmund Christoph von”, 
The Cambridge Mozart encyclopedia, ed. by Cliff Eisen and Simon P. Keefe (Cambridge: Cambridge University Press, 
2006) 451–52; Alfred Stefan Weiß, “Schrattenbach, Sigmund Christoph Graf von”, Salzburger Mozart Lexikon, ed. by 
Gerhard Ammerer and Rudolph Angermüller in collaboration with Andrea Blöchl-Köstner (Bad Honnef: K.H. Bock, 
2005) 432–34; see also Herbert Klein “Ein unbekanntes Gesuch Leopold Mozarts von 1759”, Neues Mozart-Jahrbuch 3 
(Regensburg, 1943) 95–101.

94  Martin Schimek, Musikpolitik in der Salzburger Aufklärung: Musik, Musikpolitik und deren Rezeption am Hof des 
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Johann Jakob Lotter, and members of his own family.95 Yet, in his discussion on the 
Violinschule, Einstein fails to comment on the most unique facet of this treatise, namely, 
solidly anchoring the work in the venerable tradition of musical humanism—an approach 
that undoubtedly underscores Leopold’s unique position as an author of the Western 
tradition, not aspired to or rivalled by any other predecessor, contemporary, or successor. 
Rather, scholars generally have focused their writings on issues of organology—that 
segment of Leopold Mozart’s treatise which receives the most extensive coverage. Even 
the more recent philosophical discussion has ignored the obvious humanist tendencies 
so uniquely exhibited in this treatise.96

In his copious correspondence of some 27 letters with the editor and publisher of 
his Violinschule, Johann Jakob Lotter, written between April 1755 and April 1756,97 the 
year prior to the release of the first edition of this monumental treatise, Leopold Mozart 
focuses on the text of the treatise in the galley proof stage.98 Many of his emendations 
relate to indications of bowings99 and the odd reference to financial matters.100 However, 
in his letter of 6 November 1755, he does focus on the section “Versuch einer kurzen 
Geschichte der Musik”, providing Lotter with specific guidelines with regard to the 
emendation of the comprehensive listing of the principal music theorists who were 
responsible for both the revival and the upholding of the music theoretical discourse: 

In the last leaf place, add, if possible, on page 17, specifically another four names.  I 
am mentioning these names in the appropriate order; Glarean, Zarlin, Bontemps, etc. 
up to Kepler. After Kepler place the following names: Vogt, Neidhart, Euler, Scheibe, 

Salzburger Fürstenbischofs Hieronymus Graf Colloredo (Frankfurt am Main: Peter Lang, 1995); Thomas Hochradner, 
“Komtur und Korrektur eines Feindbildes: Hieronymus Graf Coloredo, “Mozarts Kirchenmusik, Lieder und 
Chormusik, ed. by Thomas Hochradner and Günther Massenkeil. Das Mozart Handbuch, ed. by Gernot Gruber in 
collaboration with Dieter Borchmeyer (Laaber: Laaber-Verlag, 2006) vol. 4, 381–95; Franz Martin, Salzburgs Fürsten in 
der Barockzeit; Cliff Eisen, “Salzburg”, The Cambridge Mozart encyclopedia, 431–43; see also idem, “Mozart and Salzburg”, 
The Cambridge companion to Mozart, 7–21.

95   See, for example, Erna Schwerin, “The psychodynamics of Mozart’s family relationship”, The pleasures and 
perils of genius: Mostly Mozart, ed.  by Peter Ostwald and Leonard S.  Zegans.  Mental health library 2 (Madison, 
Conn.: International Universities Press, 1993) 49–60; also in German trans.  as “Die Psychodynamik von Mozarts 
Familienbeziehungen”, Mozart: Freuden und Leiden des Genies, trans. by Florian Langegger; ed. by Peter Ostwald and 
Leonard S. Zegans (Stuttgart: W. Kohlhammer, 1997) 56–66.

96  This lacuna is readily seen in Ulrich Weiß, “System und Methode: Überlegungen zum philosophischen Hintergrund 
von Leopold Mozart’s Violinschule”, Beiträge des Internationalen Leopold-Mozart-Kolloquiums Augsburg 1994, ed. by Josef 
Mančal and Wolfgang Plath. Beiträge zur Leopold-Mozart-Forschung 2, issued under the auspices of the Internationale 
Leopold Mozart Gesellschaft (Augsburg: Dr. Bernd Wißner, 1997) 91–104; see also Augenia Angelucci, “La forma della 
comunicazione nel sistema didattico della ‘Violinschule’ di Leopold Mozart”, Beiträge des Internationalen Leopold-Mozart-
Kolloquiums Augsburg 1994, ed. by Josef Mančal and Wolfgang Plath. Beiträge zur Leopold-Mozart-Forschung 2, issued 
under the auspices of the Internationale Leopold Mozart Gesellschaft (Augsburg: Dr. Bernd Wißner, 1997) 107–45. 
Also in the secondary literature, references to Leopold Mozart are generally directed toward his Violinschule; see, for 
example, Kai Köpp, Johann Georg Pisandel (1687–1755) und die Anfänge der neuzeitlichen Orchesterleitung (Tutzing: 
Hans Schneider, 2005) especially 364 ff. Beyond that, the modern editors of the second edition of Leopold Mozart’s 
treatise have also ignored the humanist see Leopold Mozart: Gründliche Violinschule—Erstausgabe der zweiten Auflage von 
1769 in moderner Schrift und angepasster Rechtschreibung, ed. by Matthias Michael Beckmann, with rendition of text by 
Gottfried Franz Kasparek (Salzburg: Polzer, 2007); see also the preface on page 10 to this modern edition by Benjamin 
Schmid on the significance of Mozart’s Violinschule.

97  For a comprehensive overview of this correspondence, see Wilhelm A. Bauer and Otto Erich Deutsch, Mozart: 
Briefe und Aufzeichnungen. Gesamtausgabe, 7 vols., issued under auspices of the Internationale Stiftung Mozarteum 
Salzburg (Kassel: Bärenreiter, 1962–75) vol. 1 (1962) 1–48. 

98   Albi Rosenthal, “Leopold Mozart’s Violinschule annotated by the author”, Mozart-Studies, ed.  by Cliff Eisen 
(Oxford: Clarendon Press, 1991) 83–99.

99  Ibid.
100  For example, letter 6, lines 13.
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Prinz, Werckmeister, Fux, Mattheson, Mizler, Spiess, Marpurg, Quantz, and several 
others, etc.101

In this letter as well as in the handwritten annotation in the correction proofs of 
the first edition of the Violinschule, Leopold Mozart, undoubtedly cognizant of both 
the preeminence of the ars musica during the Carolingean era102 and later centuries103 
as well as the cultural tendencies in 15th-century Italy,104 captures an important facet 
of humanist scholarship, namely, the listing of important theorists. This is a technique 
used by humanist treatise writers, found especially in the printed marginalia,105and 
often without identifying the particular source of inspiration for a thought. Here, we are 
cognizant of Franchino Gaffurio (1451–1522),106 one of the principal contributors to 

101  “in dem letzten c Bogen setzen sie, wenn es sich hier thun lässt, p. 17 noch etwas Bey, und zwar nur vier Namen. 
Ich will sie alle in der Ordnung herschreiben. Glarean, Zarlin, Bontemps etc. bis auf Kepler, nach dem Kepler setzen sie; 
Vogt, Neidhart, Euler, Scheibe, Prinz, Werckmeister, Fux, Mattheson, Mizler, Spieß, Marpurg, Quantz und andere mehr 
etc:”; cited in letter of Leopold Mozart to Johann Jacob Lotter. For a modern ed. see Wilhelm A. Bauer and Otto Erich 
Deutsch, Mozart: Briefe und Aufzeichnungen, vol. 1 (1962) 19. English trans. by Walter Kurt Kreyszig.

102  Joseph Smits van Waesberghe, “La place exceptionelle des l’Ars musica dans le développement des sciences au siècle 
des Carolingiens”, Revue grégorienne 31 (1952) 81–104; published in Dutch as De uitzonderlijke Plaats van de Ars musica 
in de Ontwikkeling der Wetenschappen Gederunde de Eeuw der Karolingers (‘s-Gravenhage: M. Nijhoff, 1947); also trans. 
by M.U. Schouten-Glass as “Die besondere Stellung der ars musica im Zeitalter der Karolinger”, Dia-pason de omnibus: 
Ausgewählte Aufsätze von Joseph Smits van Waesberghe: Festgabe zu seinem 75. Geburtstag, ed. by C. J. Maas and M. U. 
Schouten-Glass (Buren: Frits Knuf, 1976) 48–70.

103  Kurt von Fischer, “Musica”, Die Renaissance der Wissenschaften im 12. Jahrhundert, ed. by Peter Weimar. Zürcher 
Hochschulforum 2 (Zurich: Artemis, 1981) 233–48.

104  Nino Pirrotta, “Music and cultural tendencies in fifteenth-century Italy”, Journal of the American Musicological 
Society 19/2 (summer 1966) 127–61.

105  See, for example, appendix, document 22.
106  On Gaffurio’s contribution to humanist thought, see, for example, Carlo Salvadori, Trent’anni di vita nazionale, 

1859–1889, memorie e  speranze: Conferenz letta nel Teatro Gaffurio in Lodi (Codogno: A.G. Cairo, 1889); Knud Jeppesen, 
“Eine musiktheoretische Korrespondenz des frühen Cinquecento”, Acta musicologica 13 (1941) 3–39; Otto Kinkeldey, 
“Franchino Gafori and Marsilio Ficino”, Harvard Library bulletin 1 (1947) 379–82; Jacques Handschin, “Anselmi’s 
Treatise Annotated by Gafori”, Musica disciplina: A yearbook of the history of music 2 (1948) 123–40; Alessandra Caretta, 
Luigi Cremascoli, and La Salamina, Franchino Gaffurio (Lodi: Archivio Storico Lodigiano, 1951); Claudio Sartori, 
“Franchino Gaffurio a Milano: Nuove notizie biografiche e documenti inediti sulla sua attitivà di maestro di Capella 
e sulla sua riforma della Cappella del Duomo”, Universitas Europae 1 (1952–53) 4–5, 8–9, 11–12; Pio Bondioli, “Per 
la biografia di Franchino Gaffuri da Lodi”, Collectanea historiae musicae. Historiae musicae cultores 2 (Firenze: Leo S. 
Olschki, 1953) 19–24; Claudio Sartori, “Il quarto codice di Gaffurio non e del tutto scomparso”, Rivista musicale Italiana 
55 (1953) 25–44; Fabio Fano, “Note su Franchino Gaffurio”, Rivista musicale italiana 55 (1953) 225–50; Irwin Young, 
Franchinus Gaffurius: Renaissance theorist and composer (1451–1522) (Ph.D. diss., University of Southern California, 
1954); Gugielmo Barblan, “Franchino Gaffurio; Musico-umanista”, Musicisti lombardi ed emiliani: Settimane musicali 
senesi, 14 –21 settembre 1958, ed. by Adelmo Damerini and Gino Roncaglia. Accademia musicale Chigiana 15 (Siena: 
[Ticci], 1958) 41–49; Kate T.  Steinitz, “Two books from the environment of Leonardo da Vinci in the Elmer Belt 
Library of Vinciana; Gaffurio and Plutarch”, Libri 2 (1959) 1–14; Claudio Sartori, “La musica nel duomo dalle origini a 
Franchino Gaffurio”, Storia di Milano 9 (1961) 723–48; Renzo Zanaboni, Franchino Gaffurio (1451–1522), I lodigiani 
illustri 4 (Lodi: Banca Provinciale Lombarda, 1961); Fabio Fano, “Vita e attività del musico teorico e pratico Franchino 
Gaffurio da Lodi”, Arte lombarda 15 (1970) 49–62; Francesco Degrada, “Musica e musicisti nell’età di Ludovico il 
Moro”, Milano nell’età di Ludovico il Moro: Atti del convegno internazionale, 28 febbraio–4 marzo 1983, 2 vols. ([Milano]: 
Comune di Milano; Archivio Storico Civico e Biblioteca Trivulziana, 1983) 409–15; Claude V.  Palisca, Humanism, 
191–232; Bonnie J.  Blackburn, Edward E.  Lowinsky, and Clement A.  Miller, eds., A correspondence of Renaissance 
musicians (Oxford: Clarendon Press; New York: Oxford University Press, 1991) 166–74, 996–98; Ann E.  Moyer, 
Musica scientia, 67–91; Claude V. Palisca, Studies in the history of Italian music and music theory (Oxford: Clarendon 
Press; New York: Oxford University Press, 1994) 11, 54, 170f., 191; James Haar, The science and art of Renaissance 
music, ed.  by Paul Corneilson (Princeton, N.J.: Princeton University Press, 1998) esp.  21f.; Walter Kurt Kreyszig, 
“Humanismus: IV. Musik”, Rezeptions- und Wissenschaftsgeschichte. Pauly-Wissowa Real Enzyklpadie der Klassischen 
Alterntumswissenschaften 14 (Stuttgart; Weimar: Metzler, 2000) cols. 560–63; also in English trans. by Walter Kurt 
Kreyszig, “IV Music”, Classical Tradition. II: DEM–IUS, ed. by Manfred Landfester in collaboration with Hubert Cancik 
and Helmuth Schneider. Brill’s encyclopaedia of the ancient world: New Pauly (Leiden: E.J. Brill, 2007) cols. 1036–39; 
Ludwig Finscher and Walter Kurt Kreyszig, “Gaffurio, Franchino”, Die Musik in Geschichte und Gegenwart: Allgemeine 
Enzyklopädie der Musik. Personenteil, ed. by Ludwig Finscher (2nd rev. ed., Kassel: Bärenreiter; Stuttgart: Metzler, 2002) 
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the reexamination of the vast literary sources from Antiquity, the Middle Ages and the 
early Renaissance.107 Undoubtedly this manner of citation represents merely one mode 
of transmitting venerable knowledge that has come to Leopold Mozart through one or 
more forms of written documentation, including compendia, commentaries, treatises, 
speeches, letters, and translations.108 In his Violinschule, in the context of his principal 
focus on the violin—including the preliminary discussion of the origin of the violin, 
which leads directly to the examination of the origin of music and of musical instruments 
in general—Leopold Mozart avails himself of all the forms of writing known to the 
humanistically inspired authors and audiences from the Middle Ages onward. Though 
slightly enlarged with the mentioning of more recent sources, including the Syntagma 
musicum109 of Praetorius (1571–1621)—a musicus equally familiar with the musica 
theorica and the musica practica,110 owing to his vast contribution as a maker of organs 
and other instruments at the Court of Wolfenbüttel,111 as a gifted composer of vocal 
and instrumental music,112 and as an astute writer on music theory113 and performance 

vol. 7, cols. 393–403; Walter Kurt Kreyszig, “Research and teaching during the era of musical humanism: Defending 
the scholar-teacher in response to the principles of creation and dissemination of knowledge in the Italian university 
curriculum and cultural milieu of the court of the Sforzas with special reference to Franchino Gaffurio (1451–1522)”, 
What is a teacher-scholar? Conference report, University of Saskatchewan, ed. by Ron Marken (Saskatoon: University of 
Saskatchewan, 2002) 97–132.

107  Paul Hirsch, “Bibliographie der musiktheoretischen Drucke des Franchino Gafori”, Festschrift Johannes Wolf zu 
seinem sechzigsten Geburstage, ed. by Walter Lott, Helmuth Osthoff, and Werner Joachim Wolffheim (Berlin: Martin 
Breslauer, 1929) 65–72.

108  For an overview of various forms of writing, see Paul Oskar Kristeller, “Der Gelehrte und sein Publikum im 
späten Mittelalter und in der Renaissance”, Medium aevum vivum: Festschrift für Walther Bulst, ed. by Hans Robert Jauss 
and Dieter Schaller (Heidelberg: Carl Winter, 1960) 212–30; also in English trans. as “The scholar and his public in 
the late Middle Ages and the Renaissance”, Medieval aspects of Renaissance learning: Three essays by Paul Oskar Kristeller, 
ed. and trans. by Edward P. Mahoney. Duke monographs in Medieval and Renaissance studies 1 (Durham, N.C.: Duke 
University Press, 1974) 3–25.

109  See appendix, document 71.
110  On Praetorius’s biography, his work and its reception as well as the homage to his contribution, see, for example, 

Wilibald Gurlitt, Michael Praetorius (Creuzbergensis): Sein Leben und seine Werke (Leipzig: Breitkopf & Härtel, 1915); 
Friedrich Blume, “Das Werk des Michael Praetorius”, Zeitschrift für Musikwissenschaft 17 (1935) 321–31, 482–502; 
also repr. in Friedrich Blume, Syntagma musicologicum: Gesammelte Reden und Schriften, 2 vols., ed. by Martin Ruhnke 
(Kassel: Bärenreiter, 1963) vol. 1, 229–64; Friedrich Blume, “Michael Praetorius”, Neue Zürcher Zeitung (21 September 
1971); also repr.  in Friedrich Blume, Syntagma musicologicum, vol.  2, 129–38; Martin Ruhnke, “Michael Praetorius”, 
Musik und Kirche 40 (1971) 229–42; Arno Forchert, “Michael Praetorius: Werk und Wirkung”, Sagittarius 4 (1973) 
98–110; Arno Forchert, “Musik zwischen Religion und Politik: Bemerkungen zur Biographie des Michael Praetorius”, 
Festschrift Martin Ruhnke zum 65. Geburtstag, issued under auspices of the Institut für Musikwissenschaft der Universität 
Erlangen-Nürnberg (Neuhausen-Stuttgart: Hänssler, 1986) 106–25; Siegfried Vogelsänger, Michael Praetorius beim 
Wort genommen: Zur Entstehungsgeschichte seiner Werke.  Orbis musicarum 2 (Aachen: Herodot [im] Rader Verlag, 
1987); Siegfried Vogelsänger, Michael Praetorius, Diener vieler Herren: Daten und Deutungen (Aachen: Alano, Edition 
Herodot, 1991). 

111  Kurt Gudewill and Hans Haase, Michael Praetorius Creutzbergensis (1571?–1621): Zwei Beiträge zu seinem und 
seiner Kapelle Jubiläumsjahr (Wolfenbüttel: Möseler, 1971); Arno Forchert, “Michael Praetorius und die Musik am Hof 
von Wolfenbüttel”, Daphnis: Zeitschrift für mittlere deutsche Literatur 10 (1981) 625–42; see also Heinz Grunow, Das 
große Zeitalter Wolfenbütteler Musik (Wolfenbüttel: Verkehsverein Wolfenbüttel, 1983).

112   On Praetorius’s compositional activities, see Friedrich Blume, Michael Praetorius Creuzbergensis: Sein Leben 
und seine Werke (Wolfenbüttel: Georg Kallmeyer, 1929); idem, “Das Werk des Michael Praetorius”, Zeitschrift für 
Musikwissenschaft 17 (1935) 321–31; also in idem, Syntagma musicologica: Gesammelte Reden und Schriften, ed. by Martin 
Ruhnke (Kassel: Bärenreiter, 1963) 222–64; Arno Forchert, Das Spätwerk des Michael Praetorius: Italienische und deutsche 
Stilbegegnung (Berlin: Merseburger, 1959); Carl Dahlhaus, “Über den Motettenbegriff des Michael Praetorius”, Beiträge 
zur Musikgeschichte Nordeuropas: Kurt Gudewill zum 65. Geburtstag, ed. by Uwe Haensel (Wolfenbüttel: Möseler, 1978) 
7–14; Siegfried Vogelsänger, Michael Praetorius beim Wort genommen: Zur Entstehungsgeschichte seiner Werke (Aachen: 
Herodot im Rader Verlag, 1987).

113  In his three-volume Syntagma musicum, which may be regarded as a summation of his total contribution, Praetorius 
brings together his experiences with the musica practica and the musica theorica. Volume I covers the principles and 
liturgical practices of sacred music, including remarks on the musical reforms of Martin Luther. In volume II, Praetorius 
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practices114—and Il musico testore (1706) of Zaccaria Tevo (1651–between 1709/12)115 
obviously of a more contemporary appeal, the overall content of these deliberations 
on the origin of music display a close correlation with similar material discussed by 
Franchino Gaffurio,116 incidentally the sole Renaissance author in Mozart’s Violinschule 
to receive two distinct references to two treatises, namely, the Theorica musice (1492)117 
and the Practica musicae (1496),118 a fact that underscores the importance of Gaffurio 
and the dissemination of his music-theoretical thought for subsequent generations of 
scholars.119 That Leopold Mozart presumably had carefully read the sources cited here 
is suggested by the references beyond Gaffurio to older treatises, specifically the treatise 
of Peter Comestor (d.1178), who focused on the question of the inventor musices in his 
widely read Historia scholastica120—a biblical encyclopedia offering a conflation of Jewish 

focuses on the discipline of organology, specifically on a detailed examination of the many families of instruments in 
vogue during the era of the Baroque, with special attention devoted to the organ. In volume III, his musical dictionary, 
Praetorius discusses a number of technical aspects, including notation and proportiones (see Gordon Paine, “Tactus, 
tempo, and Praetorius”, Five centuries of choral music: Essays in honor of Howard Swan, ed. by Gordon Paine. Festschrift 
series 6 [Stuyvesant, N.Y.: Pendragon Press, 1988] 167–215), solmisatio and transpositio—all under the umbrella of 
musical forms, foremost of motets (see Carl Dahlhaus, “Über den Motettenbegriff des Michael Praetorius”, Beiträge zur 
Musikgeschichte Nordeuropas; Kurt Gudewill zum 65. Geburtstag, ed. by Uwe Haensel [Wolfenbüttel: Möseler, 1978] 
7–14), practices of the Generalbaß (see Lars Ulrich Abraham, Der Generalbaß im Schaffen des Michael Praetorius und seine 
harmonischen Voraussetzungen. Berliner Studien zur Musikwissenschaft 3 [Berlin: Merseburger, 1961]) and the writing 
for cori spezzati (see Robert Unger, Die mehrchörige Aufführungspraxis bei Michael Praetorius [Wolfenbüttel: Robert G. 
Kallmeyer, 1941]).

114  Paul Klebs, Die musikalische Aufführungspraxis zu Anfang des 17. Jahrhunderts: Eine Einführung in das Syntagma 
musicum des Michael Praetorius, nebst einem Merkblatt zur Überwindung der visuellen Enharmonik (Berlin-Friedenau: 
Delmi, 1955).

115  See appendix, document 88. For a discussion of this treatise, see F. Alberto Gallo, “Il musico testore di Zaccaria 
Tevo”, Quadrivium 8 (1967) 101–11; see also Renate Groth, “Italienische Musiktheorie im 17. Jahrhundert”, F. Alberto 
Gallo, Renate Groth, Claude V. Palisca, and Frieder Rempp, Geschichte der Musiktheorie. VII: Italienische Musiktheorie 
im 16. und 17. Jahrhundert. Antikenrezeption und Satzlehre, ed.  by Frieder Zaminer (Damstadt: Wissenschaftliche 
Buchgesellschaft, 1989) 307–79, esp. 319 ff., 344 ff.

116   Franchino Gaffurio, Theoricum opus musice discipline, book 1, chapter 1.  For a facs., see Franchino Gaffurio, 
Theoricum opus musice discipline, ed. by Cesarino Ruini. Musurgiana: Collana di trattati di teoria musicale, storiografia 
e organologia in facsimile 15, issued under auspices by the Istituto di Bibliografia Musicale di Roma (Lucca: Libreria 
Musicale Italiana, 1996); Franchino Gaffurio, Theorica musice, book 1, chapter 1; for a facs. Franchino Gaffurio, The 
theory of music, trans. with intro. and notes by Walter Kurt Kreyszig, 48.

117  See appendix, document 22. For a more detailed examination of the Theorica musice see Walter Kurt Kreyszig, 
“Franchino Gaffurio als Vermittler der Musiklehre des Altertums und des Mittelalters: Zur Identifizierung griechischer 
und lateinischer Quellen in der Theorica musice (1492)”, Acta musicologica 65/2 (1993) 134–50.

118  See appendix, document 23. For a more detailed examination of the Practica musicae, see Clement A. Miller, 
“Gaffurio’s Practica musicae: Origin and contents”, Musica disciplina: A yearbook of the history of music 22 (1968) 105–28; 
James Haar, “The frontispiece of Gafori’s Practica musicae (1496)”, The Renaissance quarterly 27 (1974) 7–22.; also as 
reprint in James Haar, The science and art, 79–92. 

119  For example, Gaffurio’s writings were known during the Tudor period, as readily gathered from the scholarship of 
John Dygon (fl. 1497–1538), a prior of St. Augustine’s Abbey in Canterbury, during a turbulent period in British history 
when Henry VIII placed the Catholic Church of England under the control of the royalty in the 1530s. For an edition 
and English trans. of Dygon’s publication, see Theodor Dumitrescu, John Dygon’s Proportiones practicabiles secundum 
Gaffurium = Practical proportions according to Gaffurius. Studies in the history of music theory and literature 2, ed. by 
Thomas J. Mathiesen (Urbana: University of Illinois Press, 2006). For an overview of the reception of Gaffurio’s treatises, 
see Ludwig Finscher and Walter Kurt Kreyszig, “Gaffurio, Franchino”, cols. 399–400.

120  Peter Comestor, Historia scholastica ([Augsburg]: Günther Zainer, 1473; also Strasbourg: Henricus Ariminensis, 
1474; Cologne: Conrad Winters de Hornborch, 1479; Chambery: Antoine Neyret, 1485); Petri Comestoris Scolastica 
historia, ed. by Agneta Sylwan with intro. in French. Instrumenta lexicologica Latina, Series A; Enumeratio formarum, 
concordantia formarum, index formarum a tergo ordinatarum, Fasc.  160; Corpus Christianorum: Continuatio 
Mediaevalis 191 (Turnhout: Brepols, 2005); see also Eine deutsche Schulbibel des 15. Jahrhunderts: Historia scholastica des 
Petrus Comestor, in deutschem Auszug mit lateinischem Paralleltext, ed. by Hans Vollmer. Materialien zur Bibelgeschichte 
(Berlin: Weidmann, 1925); Robert Francis Seybolt, “The legenda aurea, Bible and Historia scholastica”, Speculum 21 
(1946) 339–42; Sandra Rae Karp, Peter Comestor’s Historia scholastica: A Study in the development of literal scriptural 
exegesis (Ph.D.  diss., Tulane University, 1978).  On the dissemination of Peter Comestor’s Historia scholastica in 
manuscripts, see Johannes Baptist Schreyer, Repertorium der lateinischen Sermones des Mittelalters für die Zeit von 
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and Christian sources,121 with his reconciliation between the views of the classical world 
and the Christian world first brought about by Isidore of Seville (ca. 559–636) in his 
Etymologiae sive origines.122 Leopold Mozart does not cease the examination here but 
proceeds further back to the Hebrew author Josephus Flavius (37–ca. 101), who, in 
his Antiquitatum Judaicarum credits Iubal as the inventor musices,123 an important detail 
informing Comestor’s account—one which stands in clear contrast to the Pythagorean 
legend, according to which Tubalcain, Jubal’s brother, is credited with the discovery of the 
laws of musical proportions through the hammers.124 Leopold Mozart also delves into 
the fashionable consideration of the etymological derivation of the term musica125—an 
examination that, later in the Violinschule, paves the way for a study of the constituent 
elements of music, the intervals and their physical properties.126 Like Gaffurio in the 
related passage in chapter 1 of book 2 of the Theorica musice,127 Leopold Mozart, too, 

1150–1350, 11 vols. Beiträge zur Geschichte der Philosophie und Theologie des Mittelalters 43 (Münster in Westfalen: 
Aschendorff ’sche Verlagsbuchhandlung, 1969–90) vol. 4, 636–51. Further on the reception of this important source, 
see, for example, Maria Sherwood-Smith, Studies in the reception of the Historia scholastica of Peter Comestor in Medieval 
German and Dutch literature (Ph.D. diss. University of Oxford, 1996); Maria C. Sherwood-Smith, Studies in the reception 
of the Historia scholastica of Peter Comestor: The Schwarzwälder Predigten, the Weltchronik of Rudolf von Ems, the Scolastica 
of Jacob van Maerlant and the Historiebijbel von 1360. Medium Aevum monographs, new ser. 20 (Oxford: Society for the 
Study of Medieval Languages and Literature, 2000).

121  On Peter Comestor’s indebetdness to Jewish and Christian writers, see Saralyn R. Daly, “Peter Comestor, master 
of histories”, Speculum: A journal of medieval studies 32 (1957) 62–73; Beryl Smalley, The Bible of the Middle Ages (Notre 
Dame, Ind.: University of Notre Dame Press, 1964) 214–42. Further on the interrelation between these traditions, 
see, for example, Don Harrán, In search of harmony: Hebrew and Humanist elements in sixteenth-century musical thought. 
Musicological studies and documents 42, ed. by Armen Carapetyan (Neuhausen: Hänssler-Verlag; American Institute 
of Musicology, 1988); Don Harrán, “Cultural fusions in Jewish musical thought of the late Renaissance”, In cantu et 
in sermone: For Nino Pirrotta on his eightieth birthday, ed. by Fabrizio Della Seta and Franco Piperno (Firenze: Leo S. 
Olschki; [Claremont]: University of Western Australia Press, 1989) 141–54; see also Louis H. Feldman, “The Jewish 
source of Peter Comestor’s Commentary on Genesis in his Historia scholastica”, Begegnungen zwischen Christentum 
und Judentum in Antike und Mittelalter: Festschrift für Heinz Schreckenberg, ed. by Dietrich-Alex Koch and Hermann 
Lichtenberger. Schriften des Institutum Judaicum Delitzschianum 1 (Göttingen: Vandenhoeck & Ruprecht, 1993)

122   Wallace Martin Lindsay, ed., Isidorei Hispalensis episcopi Etymologiarum sive originum libri XX.  Scriptorum 
classicorum bibliotheca Oxoniensis (repr. of 1911, Oxford: Clarendon Press, 1961). On the dissemination of this treatise, 
see Michel Huglo, “Die Musica Isidori nach den Handschriften des deutschen Sprachgebietes mit Berücksichtigung 
der Handschrift Wien, ÖNB 683”, Mittelalterliche Musiktheorie in Zentraleuropa, ed.  by Walter Pass and Alexander 
Rausch.  Musica Mediaevalis Europae Occidentalis: Publikationen zur älteren Musikgeschichte des Institutes für 
Musikwissenschaft der Universität Wien und des Institutum Musices Feldkirchense 4, ed. by Walter Pass (Tutzing: Hans 
Schneider, 1998) 79–86. For a discussion of the chapters on music, see Walter Pass, “Die Musikkapitel in der Isidor-
Überlieferung der Österreichischen Nationalbibliothek”, Mittelalterliche Musiktheorie in Zentraleuropa, ed.  by Walter 
Pass and Alexander Rausch.  Musica Mediaevalis Europae Occidentalis: Publikationen zur älteren Musikgeschichte 
des Institutes für Musikwissenschaft der Universität Wien und des Institutum Musices Feldkirchense 4, ed. by Walter 
Pass (Tutzing: Hans Schneider, 1998) 107–32; also Michel Huglo, “Les diagrammes d’harmonique interpolés dans 
les manuscripts hispaniques de la musica Isidori”, Scriptorium 48 (1994) 171–86; also as Michel Huglo, “The diagrams 
interpolated into the Musica Isidori and the scale of old Hispanic chant”, Western plainchant in the first millennium: Studies 
in the medieval liturgy and its music, ed. by Sean Gallagher, James Haar, John Nádas, and Timothy Striplin (Adelshot: 
Ashgate, 2003) 243–59.

123  Josephus Flavius, Antiquitatum Judaicarum, book 1.64; as cited in English trans. in: Judith Cohen, “Jubal in the 
Middle Ages”, Yuval: Studies of the Jewish Music Research Centre 3 (1974) 86–87. For a historical survey covering the 
period from the 12th to the 18th centuries, see James McKinnon, “Jubal vel Pythagoras, qui sit inventor musicae?”, The 
musical quarterly 64/1 (1978) 1–28.

124   Paul E.  Beichner, The medieval representative of music, Jubal or Tubalcain. Texts and studies in the history of 
medieval education 2, ed.  by Astrik L.  Gabriel and Joseph N.  Garvin (Notre Dame, Ind.: The Medieval Institute, 
University of Notre Dame, 1954).

125   Albrecht Riethmüller, et al., “Musiké–musica–Musik”, Die Musik in Geschichte und Gegenwart: Allgemeine 
Enzyklopädie der Musik, ed. by Ludwig Finscher (2nd. rev. ed., Kassel: Bärenreiter; Stuttgart: Metzler, 2001) Sachteil 
vol. 6, cols. 1195 ff.

126  Leopold Mozart, Violinschule, 61ff (“Das dritte Hauptstück”).
127  See appendix, document 22.
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comes across rather vaguely with his comments, leaving the reader to contemplate his/
her own thought. 

In his deliberations Leopold Mozart relies on the cleric from the Diocese of 
Konstanz and recipient of a magister atrium (1489) from the University of Freiburg 
im Breisgau.  Gregor Reisch (ca.  1467–1525)128 had a diverse curriculum vitae: He 
was initially at the Universität Ingoldstadt as a mentor to Count Franz Wolfgang von 
Zollern in 1494, as member of the Freiburg Kartause in 1496, as Prior of Buxheim 
in 1501, as instructor at the Universität Freiburg—especially in providing instruction 
to the future adversaries of Martin Luther (1483–1546)129 and Johann Eck (1486–

128  On details of Reisch’s curriculum vitae, see Karl Hartfelder, “Der Kartäuserprior Gregor Reisch”, Zeitschrift für 
die Geschichte des Oberrheins 5 (1890) 170–200; Gustav Münzel, “Der Kartäuserprior Gregor Reisch und die Margarita 
philosophica”, Zeitschrift des Freiburger Geschichtsvereins 48 (1937) 1–87; also as a separate publication: Gustav Münzel, 
Der Kartäuserprior Gregor Reisch und die Margarita philosophica (Freiburg im Breisgau: Waibel, 1937).

129  On Luther’s association with the discipline of music, see, for example, August Jakob Rambach, Über Dr. Martin 
Luthers Verdienst um den Kirchengesang oder Darstellung desjenigen was er als Liturg, als Liederdichter und Tonsetzer zur 
Verbesserung des öffentlichen Gottesdienstes geleistet hat: Nebst einem aus den Originalen genommenen Abdrucke sämmtlicher 
Lieder und Melodien Luthers, wie auch der Vorreden zu seinem Gesangbuche, with an intro. by Konrad Ameln (Hamburg: 
Bohn, 1813; facs. ed., Hildesheim: Georg Olms, 1972); Johann Immanuel Müller, Luthers Verdienste um die Musik nebst 
einem Verzeichnis der von demselben komponierten geistliche Lieder: Für musikalische und unmusikalische Leser aus mehreren 
Schriften zusammengestellt (Erfurt: In Kommission in der Müllerschen Buchhandlung, 1817); Dr. Martin Luthers 
Gedanken über die Musik: Zur Beförderung des Kirchengesangs aus dessen Werken, coll. by Friedrich Adolf Beck (Berlin: 
E.S. Mittler, 1825); Richard Wulckow, Luther und die Musik: Ein Beitrag zur Luther-Jubelfeier (Darmstadt: L. Brill, 1883); 
Karl Anton, Luther und die Musik (Zwickau: Johannes Herrmann, 1916; 4th rev. ed., Berlin: Evangelische Verlagsanstalt, 
1957); Hermann Kretschmar, “Luther und die Musik”, Jahrbuch der Musikbibliothek Peters 24 (1917) 39–44; Karl Storch, 
Luther und die Musik: Vortrag im Reformations-Jubeljahr 1917 zu Magdeburg (Magdeburg: Holtermann, 1917); Philipp 
Wolfrum, Luther und die Musik: Luther und Bach. Ein Vortrag zur 4. Zentenarfeier der Reformation (Heidelberg: Eugen 
Pfeiffer, 1917–18); Hans-Joachim Moser, “Luther und die Kirchenmusik”, Luther: Mitteilungen der Luther-Gesellschaft  
5 (1923) 53–59; Hermann Abert, Luther und die Musik. Flugschrift der Luther-Gesellschaft (Lutherstadt Wittenberg: 
Luther-Gesellschaft, 1924); Hans Preuss, Martin Luther, der Künstler (Gütersloh: Bertelsmann, 1931); Christhard 
Mahrenholz, Luther und die Kirchenmusik (Kassel: Bärenreiter, 1937); also as repr. in Festschrift Christhard Mahrenholz, 
ed. by K.F. Müller (Kassel: Bärenreiter, 1960) 136–53; Eva Mary Grew, “Martin Luther and music”, Music & letters 19 
(1938) 67–78; Karl Honemeyer, Luthers Musikanschauung: Studien zur Frage ihrer geschichtlichen Grundlagen (Ph.D. 
diss., Universität Münster, 1941); Walter E. Buszin, “Luther on music”, The musical quarterly 32 (1946) 80–97; Paul 
Nettl, Luther and music, trans. by Frida Best and Ralph Wood (Philadelphia: Mühlenberg Press, 1948; repr. ed., New 
York: Russell & Russell, 1967); Robert Murrell Stevenson, “Luther’s musical achievement”, Patterns of Protestant church 
music, ed. by Robert Murrell Stevenson (Durham: University of North Carolina Press, 1953) 3–12; Christoph Wetzel, 
Die theologische Bedeutung der Musik im Leben und Denken Martin Luthers, 2 vols. (Ph.D. diss., Universität Münster, 
1954); Christoph Wetzel, “Studie zur Musikanschauung Martin Luthers”, Musik und Kirche 25 (1955) 238–45; Walter 
Blankenburg, “Luther und die Musik”, Luther: Mitteilungen der Luther-Gesellschaft 1 (1957) 14–27; Theodore Hoelty-
Nickel, “Luther and music”, Luther and culture, ed.  by George Wolfgang Forell, Harold John Grimm, and Theodore 
Hoelty-Nickel.  Martin Luther lectures 4 (Decorah, Iowa: Luther College Press, 1960) 143–211; Gerhard Hahn, 
Martin Luther: Die deutschen geistlichen Lieder. Neudrucke deutscher Literaturwerke 20 (Tübingen: Niemeyer, 1967); 
Walter Blankenburg, “Überlieferung und Textgeschichte von Martin Luthers Encomion musices”, Luther-Jahrbuch (1972) 
80–104; Joe E. Tarry, “Music in the educational philosophy of Martin Luther”, Journal of research in music education 21 
(1973) 355–65; Markus Jenny, “Luthers Gesangbuch”, Leben und Werk Martin Luthers von 1525 bis 1546: Festgabe zu 
seinem 500. Geburstag, 2 vols., ed. by Helmar Junghans (Göttingen: Vandenhoeck & Ruprecht, 1983) 303–21; Jean-
Denis Kraege, “Luther théologien de la musique”, Études théologiques et religieuses 58 (1983) 449–63; Oskar Söhngen, 
“Luthers Bedeutung für die Geschichte der Musik”, Musik und Kirche 53 (1983) 225–33; F. Weiniger, “Martin Luther 
und die Musik”, Musica sacra 103 (1983) 184–86; Gerhard Kappner, “Luther und die Musik”, Singet und spielet dem 
Herrn: Bremer Beiträge zur Kirchenmusik, ed.  by Gerhard Kappner (Bremen: Schünemann, 1987) 64–68; Robin A. 
Leaver, “The Lutheran Reformation”, The Renaissance from the 1470s to the end of the sixteenth century, ed. by Iain Fenlon. 
Man & music (Englewood Cliffs, N.J.: Prentice Hall, 1989) 263–85; Helga Robinson-Hammerstein, “The Lutheran 
Reformation and its music”, The transmission of ideas in the Lutheran Reformation, ed. by Helga Robinson-Hammerstein 
(Dublin: Irish Academic Press, 1989) 141–71; Helen Pietsch, “On Luther’s understanding of music”, Lutheran theological 
journal 26 (1992) 160–68; Robin A. Leaver, “Theological consistency, liturgical integrity, and musical hermeneutics in 
Luther’s liturgical reforms”, Lutheran quarterly 9 (1995) 117–38; Robin A. Leaver, “Luther on music”, Lutheran quarterly 
18 (2004) 125–83; 20 (2006) 125–45; Robin A.  Leaver, Luther’s liturgical music: Principles and implications (Grand 
Rapids, Mich.: William B. Eerdmans, 2007).
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1543)130—and finally as scholarly and spiritual councellor of Emperor Maximilian 
(reigned 1508–19).131 This experience had afforded him a comprehensive perspective 
on the issues of historiography in general, as readily gleaned from his 12-volume 
Margarita philosophica,132 one of the principal monuments of medieval meteorology133 
and the first encyclopedia of philosophy to appear in Germany.134 Within the rather 
broadly conceived parameters of the Margarita philosophica, the discplina musicae receives 
coverage only in book 5,135 which, in its overall organization, is comparable to other 
humanist documents, such as Gaffurio’s Theorica musice.136 In book 5 of his treatise, 
Reisch captures the essentials of the traditional music theoretical and philosophical 
discourse, including the Boethian threefold classification of musica according to musica 
mundana, musica humana, and musica instrumentalis,137 the classification of consonantia 
and dissonantia, the Greek systema teleion, the divisiones monochordi, the Guidonian 
system of modes (with the distinction of authentic and plagal modes), the solmization, 
and at the outset of his deliberations, with recourse to a number of important Greek 
and Latin authorities (including Asclepiades, Jubal, Plato, Pythagoras, St. Augustine and 

130  During his formal studies in theology and law at the University of Freiburg im Breisgau, beginning in 1502, 
Johann Eck received tutoring in neo-Platonic philosophy, mathematics, and Hebrew from the author of the encyclopedic 
publication Margarita philosophica, Gregor Reisch, who at that time served as prior of the Carthusians at Freiburg; see 
Steven W.  Rowan, “Ulrich Zasius and John Eck: ‘Faith Need not be kept with an Enemy’”, Sixteenth-century journal 
8 (1977) 79–95, especially 80. Further on Eck, see Theodor Wiedemann, Dr. Johann Eck, Professor der Theologie an 
der Universität Ingolstadt (Regensburg: F. Pustet, 1865). On his earlier career, see, for example, Joseph Greving, Johann 
Eck als junger Gelehrter. Reformationsgeschichtliche Studien und Texte 1 (Münster in Westfalen: Aschendorff, 1906); 
Hermann Meyer, “Johannes Eck in Freiburg”, Schau-ins-Land 35 (1908) 1–31; Joseph Schlecht, “Dr.  Johann Eck’s 
Anfänge”, Historisches Jahrbuch 36 (1915) 1–36; see also R. Albert, “Aus welchem Grunde disputirte Johann Eck gegen 
Martin Luther in Leipzig 1519?” Zeitschrift für die Historische Theologie 43 (1873) 382–441.

131  Alphons Lhotsyk, “Maximilian I. und Gregor Reisch”, Archiv für Österreichische Geschichte 122 (1961) 235–340.
132  See appendix, document 80.
133   For an overview of important documents on meteorology, see G.  Hellmann, ed., Denkmäler mittelalterlicher 

Meterologie, mit einer Einleitung und einem Anhang.  Neudrucke von Schriften und Karten über Meteorologie und 
Erdmagnetismus 15 (Berlin: A. Asher, 1904; repr. ed., Nendeln, Liechtenstein: Kraus Reprint, 1969). 

134  On this treatise, see, for example, John Ferguson, The Margarita philosophica of Gregorius Reisch. Transactions 
of the bibliographical society II:10 (London: The Bibliographical Society, 1929); Gustav Münzel, Der Kartäuserprior 
Gregor Reisch und die Margarita philosophica (Freiburg im Breisgau: Waibel, 1937); also in Zeitschrift des Freiburger 
Geschichtsvereins 48 (1937); Robert Ritter von Srbik, Die Margarita philosophica des G. Reisch (†1525): Ein Beitrag 
zur Geschichte der Naturwissenschaften in Deutschland.  Akademie der Wissenschaften Wien: Mathematisch-
Naturwissenschaftliche Klasse, Denkschriften 104 (Wien: Hölder-Pichler-Tempsky; Akademie der Wissenschaften, 
1941); Emile Wennekes, “Die Margarita philosophica: Een vergeten vraagbook uit de zestiende eeuw”, Mens en melodie 
45 (October 1990) 622–29; Lucia Andreini, Gregor Reisch e la sua Margarita philosophica. Analecta cartusiana 138 
(Salzburg: Institut für Anglistik und Amerikanistik, Universität Salzburg, 1997). On the circulation of this treatise, see 
Wilberforce Eames, A list of editions of the Margarita philosophica, 1503–1599 (New York: s.n., 1886). In spite of the 
identification of the precise edition of the Margarita philosophica in the Violinschule, Leopold Mozart may indeed have 
had direct access to any of the editions of this treatise identified in the appendix, document 80, especially in view of the 
exceptionally wide circulation of the Margarita philosophica. Further on the world map included in this treatise, see Die 
grosse Weltkarte aus Reisch, Gregorius, Margarita philosophica zu den Ausgaben Freiburg, Joh. Schott, 1503, Strassburg, Joh. 
Schott, 1504, Basel, Michael Furter & Joh. Schott, 1508, Basel, Michael Furter, 1517, Basel, Heinrich Petri, 1535 (München: 
Ludwig Rosenthal, 1926). On the woodcut from this treatise, see Kenneth J. Capenter, ed. with intro., From the Margarita 
philosophica of Gregorius Reisch, Strassburg, Johann Schott, 1503 (Berkeley, Calif.: The Berkeley Albion Press, 1959).

135  See appendix, document 80. On the significance of the musica within the encyclopedic literature of the late Middle 
Ages and the early Renaissance, see Christel Meier, “Die Musik in der Enzyklopädie des Spätmittelalters und der frühen 
Neuzeit: Bartholomäus Anglicus–Reisch–Siderocrates–Alsted”, “Grenzgebiete”: Festschrift Klaus Hortschansky zum 65. 
Geburtstag, ed. by Michael Zywietz. Schriften zur Musikwissenschaft aus Münster 15 (Eisenach: Karl Dieter Wagner, 
2000) 55–95.

136  See appendix, document 22.
137   On the significance of the latter term in organology, see Ellen Hickmann, Musica instrumentalis: Studien zur 

Klassifikation des Musikinstrumentariums im Mittelalter. Sammlung Musikwissenschaftlicher Abhandlungen 55 (Baden-
Baden: Valentin Koerner, 1971).



K
reyzsig  |  “Leopold M

ozart …
 a m

an of m
uch …

 sagacity”: Th
e revival of hum

anist scholarship in his G
ründliche V

iolinschule

65

Boethius), the definition and origin of musica, both in words and graphic illustrations.138 
The latter topic was of vital interest to Leopold Mozart.139

To attempt a derivation of musica from the Greek is justified by the rich offspring 
of the stem moys, largely relating to the various activities of executing music.140 Mozart 
leaves room for the derivation of musica from the Greek or from the Egyptian language, 
the latter which equates moys with water.141 In the encyclopedic collection of medieval 
theoretical treatises, including the opera omnia of Guido of Arezzo, a series of anonymous 
treatises from the Middle Ages, and the earliest vocabularium musicum, all assembled 
in the 11th-century manuscript Montecassino, Archivio della Badia 318, moys,142 a 
source well-known in musicological circles,143 is equated with water in both the Greek 
and Latin languages. This is underscored in the phrase “est moys graece et latine aqua 
significant” as part of a section entitled  “de generis musis”.144 Regardless of its origin, the 
etymological derivation given here, directly copied from humanist sources of an earlier 
era, altogether incorrect, is attributable solely to the penchant of writers to associate 
the Greek tradition with biblical writings.  Here, the direct link with Scriptures, not 
mentioned by either Leopold Mozart or earlier humanists, comes through the writings 
of the first-century Jewish historian Josephus, who, in his Antiquitatum Judaicarum, 
draws the readers’ attention to the etymological derivation of Moses (Moyses in Greek), 
meaning “water”, and from yses (or eses), meaning “saved”,145 that is, “the one saved from 

138   Udo Becker, ed.  with annotations, Die erste Enzyklopädie aus Freiburg um 1495: Die Bilder der ‘Margarita 
philosophica’ des Gregorius Reisch, Prior der Kartause (Freiburg: Herder, 1970); Manfred Hermann Schmid, “Die 
Darstellung der Musica im spätmittelalterlichen Bildprogramm der ‘Margarita philosophica’ von Gregor Reisch 1503”, 
Hamburger Jahrbuch für Musikwissenschaft 12 (1994): Musikalische Ikonographie, ed.  by Harald Heckmann, Monika 
Holl, and Hans Joachim Marx (Laaber: Laaber-Verlag, 1994) 247–61.

139  In his contemplations, Leopold Mozart was undoubtedly familiar with the rich resources on this topic; for an 
overview, see, for example, Joseph Dyer, “The place of Musica in Medieval classifications of knowledge”, The journal of 
musicology: A quarterly review of music history, criticism, analysis, and performance practice 24 (2007) 3–71. 

140  Albrecht Riethmüller and Heinrich Hüschen, “Musiké–musica–Musik”, Die Musik in Geschichte und Gegenwart: 
Allgemeine Enzyklopädie der Musik, ed. by Ludwig Finscher (2nd rev. ed., Kassel: Bärenreiter; Stuttgart: Metzler, 1997) 
Sachteil vol. 6, cols. 1195–1213, especially col. 1196. 

141  Max Manitius, Geschichte der lateinischen Literatur des Mittelalters, 3 vols., ed. by Walter Otto. Handbuch der 
Altertumswissenschaft IX:2 (München: C.H.  Beck’sche Verlagsbuchhandlung, 1911–31; repr.  ed., 1959–65) vol.  2, 
717–24.

142  For the dating as well as discussion of the provenance of this source, see Francis Newton, The scriptorum and 
library at Monte Cassino, 1058–1105. Cambridge studies in palaeography and codicology 7 (Cambridge: Cambridge 
University Press, 1999) 373.

143  For a discussion of this manuscript, see, for example, Mauro Inguanez, Codicum casinensium manuscriptorum 
catalogus cura et studio monachorum S. Benedicti archicoenobili Montis Casini (Roma: Ex typographia pontificia Instituti 
Pii IX, 1915–51); Paolo M. Ferretti, “I manoscritti musicali gregoriani dell’archivio di Montecassino”, Casinesia 1 (1929) 
187–203; Adrien de la Fage, Essai de diphthérographie musicali (Paris: s.n., 1864 repr. ed., Amsterdam: Knuf, 1964); 
Joseph Smits van Waesberghe, ed., Guido Aretinus. Corpus scriptorum de musica 4, ed. by Armen Carapetyan ([Roma]: 
American Institute of Musicology, 1955); Paul Merkley, Conflicting assignments of antiphons in Italian tonaries (Ph.D. diss., 
Harvard University, 1985); Paul Merkley, Italian tonaries. Musicological studies 48 (Ottawa, Ont.: Institute of Mediaeval 
Music, 1988); Dolores Pesce, Guido of Arezzo’s Regule rhithmice, Prologus in antiphonarium, and Epistola ad Michaelem: A 
critical text and translation with introductions, annotations, indices, and new manuscript inventories. Musicological studies 73 
(Ottawa, Ont.: Institute of Mediaeval Music, 1999); Angelo Rusconi, “Il Cod. 318 di Montecassino: Note sulla struttura e 
sul contenuto”, Quellen und Studien zur Musiktheorie des Mittelalters 3, ed. by Michael Bernhard. Bayerische Akademie 
der Wissenschaften: Veröffentlichungen der Musikhistorischen Kommission 15 (München: Bayerische Akademie der 
Wissenschaften, 2001) 121–44.

144  See Mone Cassino, Archivio dell Badia, MS 318, 90. For a discussion of this statement, see Alma Santosuosso, 
“The first dictionary of music: The Vocabularium musicum of MS Monte Cassino 318”, Music in medieval Europe: Studies in 
honour of Bryan Gillingham, ed. by Terence Bailey and Alma Santosuosso (Aldershot: Ashgate, 2007) 65–78, esp. 71, 75.

145  Josephus, Antiquitatum Judaicarum libri XX (Basel: Hieronymus Froben, 1540) 2.228. Wolfgang Amadeus Mozart 
also sought the connections with Judaism; see Eric Offenbacher, “Mozartiana Judaica: Quotations and commentary”, 
Mozart Studien, ed. by Manfred Hermann Schmid (Tutzing: Hans Schneider, 1998) vol. 8, 11–47.
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the waters”, as recorded in reference to the Book of Exodus (2:1). In light of Leopold 
Mozart’s familiarity with Josephus’s treatise—perhaps through one of several translations 
such as the Commentario in Exodum146 of Rabanus Maurus (ca.  780–856)147—the 
foregoing explanations postulate one possible direction in the train of thought. Though 
compelling as this explanation may seem, especially as it ties in with the remarks of 
Leopold Mozart, the concrete source for his etymological association between music 
and water might actually lie in contemporary humanist scholarship.  Owing to the 
vastness of sources that transmit this information,148 Leopold Mozart’s disclosing of 
the identity of the author who provided this material is left open, as it also is in the 
Theorica musice of Gaffurio,149 though the latter author was known for his widespread 
practice of deliberately concealing the source of borrowing, especially with regard to 
the citing of contemporary authors.150 Marchetto of Padua’s Lucidarium,151 a work that 
enjoyed widespread dissemination through the 15th and 16th centuries,152 seems to 

146   Hrabanus Maurus, Commentario in Exodum; see Noel Swerdlow, “Musica dicitur a Moys, Quod est acqua”, 
Journal of the American Musicological Society 20 (1967) 3–9; see also J.M. van Buytenen, “Moys = Water,” Tijdschrift van 
de Koninklijke Vereniging voor Nederlandse Muziekgeschiedenis 16 (1940) 125–28; Albert van der Linden, “Glosses sur 
l’étymologie de mot ‘musique’”, Miscellanea J. Gessler (Antwerpen, 1948) 735–41.

147   On the significance of Hrabanus Maurus as a contributor to the disciplina musica, see, for example, Albert 
Richenhagen, Studien zur Musikanschauung des Hrabanus Maurus. Kölner Beiträge zur Musikforschung 162 (Regensburg: 
Gustav Bosse, 1989); Andreas Traub, “Hrabanus Äußerungen zur musica und ihr Gegenstand”, Kloster Fulda in der Welt 
der Karolinger und Ottonen, ed. by Gangolf Schrimpf. Fuldaer Studien 7 (Frankfurt am Main: J. Knecht, 1996) 481–91; 
see also M.A. Aris, “‘Nostrum est citare testes’: Anmerkungen zum Wissenschaftsverständnis des Hrabanus Maurus”, 
Kloster Fulda in der Welt der Karolinger, 417–64; Max Manitius, Geschichte der lateinischen Literatur des Mittelalters, vol. 
1, 288–302; Joseph Szövérffy, Die Annalen der lateinischen Hymnendichtung: Ein Handbuch. I: Die lateinischen Hymen 
bis zum Ende des 11. Jahrhunderts (Berlin: Joseph E. Schmidt, 1964) 220–27; Franz Brunhölzl, Von Cassiodorus bis zum 
Ausklang der karolingischen Erneuerung, Geschichte der lateinischen Literatur des Mittelalters 1 (München: Wilhelm 
Fink, 1975) 325–40, 554–56.

148  For a comprehensive inventory of sources transmitting these thoughts, see Noel Swerdlow, “Musica dicitur a Moys, 
quod est acqua”, 3. This rather substantial listing of sources may be augmented by a number of other treatises preserved 
in manuscripts that contain this information, including Manuscript Graz, Universitätsbibliothek 1201 (see Renate 
Federhofer-Königs, “Ein unvollständiger Musiktraktat des 14.  Jahrhunderts in Ms.  1201 der Universitätsbibliothek 
Graz”, Kirchenmusikalisches Jahrbuch 44 [1960] 17); Manuscript Oxford, Bodleian Library, Bodley 515 (see Gilbert 
Reaney, “The anonymous treatise De origine et effectu musicae, an early 15th-century commonplace book of music theory”, 
Musica disciplina: A yearbook of the history of music 37 [1983] 101); Manuscript Philadelphia, University of Pennsylvania 
latin 36 (see Andres Briner, “Ein anonymer unvollständiger Musiktraktat des 15. Jahrhunderts in Philadelphia, USA”, 
Kirchenmusikalisches Jahrbuch 50 [1966] 27), and Manuscript Göttweig, Benediktinerabtei Cod. 514 (see Renate Federhofer-
Königs, “Ein anonymer Musiktraktat aus der 1. Hälfte des 16. Jahrhunderts in Cod. 514 der Benediktinerabtei Göttweig/
Niederösterreich”, Kirchenmusikalisches Jahrbuch 45 [1961] 60).

149  See Franchino Gaffurio, Theorica musice, book 1, chapter 8; book 5, chapter 8.
150  Clement A. Miller, “Early Gaffuriana: New answers to old questions”, The musical quarterly 56 (1970) 367–88, 

esp. 383 ff. 
151  Marchetto of Padua, Lucidarium. For an edition, see Marcheti de Padua Musica seu Lucidarium in arte musicae 

planae ex Msc. Biblioth. Ambros. Mediolanensis. Scriptores ecclesiastici de musica sacra 3 (St. Blasien, 1784; repr. ed., 
Hildesheim: Georg Olms, 1963) vol. 3, 64–121; Jan W. Herlinger, The Lucidarium of Marchetto of Padua: A critical 
edition, translation and commentary (Chicago: University of Chicago Press, 1985).  Further on the music theoretical 
deliberations of Marchetto of Padua, see, for example, Jan W. Herlinger, “Fractional division of the whole tone”, Music 
theory spectrum 3 (1981) 4–83; idem, “Marchetto’s Division of the Whole Tone”, Journal of the American Musicological 
Society 34 (1981) 193–216.

152  See, for example, Jan Herlinger, “Marchetto’s influence: The manuscript evidence”, Music theory and its sources: 
Antiquity and the Middle Ages, ed. by André Barbera. Notre Dame Conferences in Medieval Studies 1, ed. by John von 
Engen (Notre Dame, Ind.: University of Notre Dame Press, 1990) 235–58; Walter Kurt Kreyszig; “Marchetto von Padua 
in musiktheoretischen Drucken des späten 15. Jahrhunderts: Terminologie und Etymologie aus rezeptionsgeschichtlicher 
Perspektive in Franchino Gaffurios Theorica musice (1492) und Practica musicae (1496)”, Festschrift für Floridus Röhrig, 
ed.  by Karl Holubar jun.  Jahrbuch des Stiftes Klosterneuburg.  Neue Folge 16 (Wien: Mayer, 1997) 93–111; Jan 
W.  Herlinger, “Music theory of the fourteenth and early fifteenth centuries”, Music as concept and practice in the late 
Middle Ages, ed. by Reinhard Strohm and Bonnie J. Blackburn. The new Oxford history of music 3/1 (Oxford: Oxford 
University Press, 2001) 244–300.
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offer a logical link not only with the earlier Renaissance tradition,153 but perhaps also 
with Leopold Mozart, who was familiar with writings from a slightly earlier period as 
witnessed in the citing of the writings summa summarum of Johannes des Muris (ca. 
1290/95–after 1344).154

In Leopold Mozart’s quest for the origin of music, the inclusion of Anicius Manlius 
Severinus Boethius (ca. 480–ca. 524) in his survey of music history is self-explanatory. 
The Roman writer and statesman Boethius has an exceptionally broad training in both 
speculative and practical arts of Greek philosophy, as reflected in his writings,155 which 

153  Marchetto of Padua, in his association of the muses with water (see his Lucidarium 1.6) might have been alluding 
to the water nymphs, as communicated in the writings of earlier authors, for example, by Servius, in his Commentary on 
Vergil’s Eclogues 7.21 (see Noel Swerdlow, “Musica Dicitur a Moys”, 5). Further on the muses, see Walter Friedrich Otto, 
Die Musen und der göttliche Ursprung des Singens und Sagens (Darmstadt: Wissenschaftliche Buchgesellschaft, 1954, 3rd 
ed., 1961; also Düsseldorf: E. Diedrichs, 1955, 2nd ed. 1956; also Darmstadt: Wissenschafliche Buchgesellschaft, 1854, 
repr. ed. 1971); also in Spanish trans. as Walter Friedrich Otto, Las musas: El origin divino del canto y del mito. Colección 
Lectores (Buenos Aires: Editorial Universitaria de Buenos Aires, 1981); Eleonora Rocconi, Le parole delle muse: La 
formazione del lessico tecnico musicale nella Grecia antica. Quaderni dei Seminari Romani di Cultura Greca 5, ed. by Maria 
Grazia Bonanno, Roberto Pretagostini, and Luigi Ennco Rossi (Roma: Quasar, 2003); see also J.R.T. Pollard, “Muses 
and sirens”, The classical review, new series II:66 (1952) 60–63; Reinhard Häussler, “Der Tod der Musen”, Antike und 
Abendland: Beiträge zum Verständnis der Griechen und Römer und ihres Nachlebens 19 (1973) 117–45.

154   See appendix, documents 61–65.  Concerning the significance of the writings of Johannes de Muris, see, for 
example, Robert Hirschfeld, Johannes de Muris: Seine Werke und seine Bedeutung als Verfechter des Classischen in der 
Tonkunst (Leipzig: Breitkopf & Härtel, 1884); Alfred Nagl, “Das Quadripartitum des Johannes de Muris und das 
praktische Rechnen im vierzehnten Jahrhundert”,  Zeitschrift für Mathematik und Physik 36 (1890) 136–46; Louis Charles 
Karpinski, “The Quadripartitum numerorum of John of Murs”, Bibliotheca mathematica III (1912–13) 99–114; Walter 
Grossmann, Die einleitenden Kapitel des Speculum musicae von Johannes de Muris: Ein Beitrag zur Musikanschauung des 
Mittelalters. Sammlung Musikwissenschaftlicher Einzeldarstellungen 3 (Leipzig: Breitkopf & Härtel, 1924; repr. ed., 
Nendeln, Liechtenstein: Kraus Reprint, 1976); Ulrich Michels, Die Musiktraktate des Johannes de Muris. Beihefte zum 
Archiv für Musikwissenschaft 8, ed. by Hans Heinrich Eggebrecht in collab. with Walter Gerstenberg, Kurt von Fischer, 
Wolfgang Osthoff, and Arnold Schmitz (Wiesbaden: Franz Steiner, 1970); Lawrence A. Gushee, “Questions of genre 
in medieval treatises on music”, Gattungen der Musik in Einzeldarstellungen: Gedenkschrift für Leo Schrade, ed. by Wulf 
Arlt, et al.  (Bern: Francke, 1973) 365–433; Emmanuel Poulle, “Jean de Murs et les tables alphonsines (1321), Paris, 
B.N., fonds latin 7281”, Archives d’histoire d’doctrinale et littéraire du moyen âge 55 (1980) 421–76; Daniel Seth Katz, The 
earliest sources for the ‘Libellus cantus mensurabilis secundum Johannem de Muris’ (Ph.D. diss., Duke University, 1989); 
Frank Hentschel, Sinnlichkeit und Vernunft in der mittelalterlichen Musiktheorie: Strategien der Konsonanzwertung und der 
Gegenstand der musica sonora um 1300. Beihefte zum Archiv für Musikwissenschaft 47, ed. by Albrecht Riethmüller in 
collab. with Reinhold Brinkmann, Ludwig Finscher, Kurt von Fischer, Hans-Joachim Hinrichsen, and Wolfgang Osthoff 
(Stuttgart: Franz Steiner, 2000). On the reception of the treatises of Johannes de Muris, see, for example, Charles Brewer, 
The introduction of the ‘ars nova’ into East-Central Europe: A study of late medieval Polish sources (Ph.D. diss., New York 
University, 1984); Elżbieta Witkowska-Zaremba, “Music between quadrivium and ars canendi: Musica speculativa by 
Johannes de Muris and its reception in Central and East-Central Europe”, International Musicological Society study 
group: Cantus Planus, Papers read at the fourth meeting, Pécs, Hungary, 3–8 September 1990, ed. by László Dobszay, et al. 
(Budapest: Magyar Tudományos Akadémia, Zebetudomány Intézet, 1992) 119–26.

155  See appendix, documents 9–10; see also Calvin M. Bower, “The role of Boethius’ De institutione musica in the 
speculative tradition of Western musical thought”, Boethius and the liberal arts, ed. by Michael Masi. Utah studies in 
literature and linguistics 18 (Bern: Peter Lang, 1981) 157–74.
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embrace the broad areas of logic,156 pedagogy,157 philosophy,158 and theology.159 Boethius 
was generally regarded as the auctoritas in nonmusical and musical treatises,160 the latter 
category including the Musica disciplina of Aurelian of Réôme (fl. ?840–850),161 the De 
harmonia institutione of Hucbald de Saint-Amand (ca. 850–930),162 the Ars musica of 

156  See, for example, Henry Chadwick, Boethius and the consolation of music, logic, theology, and philosophy (Oxford: 
Clarendon Press; New York: Oxford University Press, 1981).

157   See, for example, Gerhard Pietzsch, Die Stellung der Musik im Erziehungs- und Bildungsideal des ausgehenden 
Altertums und frühen Mittelalters. Studien zur Geschichte der Musiktheorie im Mittelalter 2 (Halle an der Saale: Max 
Niemeyer, 1932; repr. ed., Darmstadt: Wissenschaftliche Buchgesellschaft, 1969); see also Leo Schrade, “Die Stellung 
der Musik in der Philosophie des Boethius als Grundlage der ontologischen Musikerziehung”, Archiv für Geschichte der 
Philosophie 41 (1932) 368–400. Repr., in Leo Schrade: De scientia musicae studia atque orationes. Zum Gedächtnis des 
Verfassers, ed. Ernst Lichtenhahn, issued under auspices of Schweizerische Musikforschende Gesellschaft, Ortsgruppe 
Basel (Bern: Paul Haupt, 1967) 76–112.

158  See, for example, Leo Schrade, “Music in the philosophy of Boethius”, The musical quarterly 33 (1947) 188–200; 
David S. Chamberlain, “Philosophy of music in the Consolatio of Boethius”, Speculum 45 (1970) 80–97; Calvin M. Bower, 
“Die Wechselwirkung von philosophia, mathematica und musica in der karolingischen Rezeption der Institutio musicae 
von Boethius”, Musik und die Geschichte der Philosophie und Naturwissenschaften im Mittelalter; Fragen zur Wechselwirkung 
von “musica” und “philosophia” im Mittelalter, ed.  by Frank Hentschel.  Studien und Texte zur Geistesgeschichte des 
Mittelalters 62 (Leiden: E.J. Brill, 1998) 163–83. 

159  See, for example, William Bark, “Boethius’ fourth tractate, the so-called ‘De fide catholica’”, Harvard theological 
review 39 (1946) 55–69; also reprinted in Boethius, ed. by Manfred Fuhrmann and Joachim Gruber. Wege der Forschung 
483 (Darmstadt: Wissenschaftliche Buchgesellschaft, 1984) 232–46; “Maurice Nédoncelle, “Les variations de Boèce 
sur la personne”, Revue des sciences religieuses 29 (1955) 201–38; also in German trans.  by Eva Beate Fuhrmann as 
“Variationen über das Thema ‘Person’ bei Boethius”, Boethius, ed. by Manfred Fuhrmann and Joachim Gruber. Wege der 
Forschung 483 (Darmstadt: Wissenschaftliche Buchgesellschaft, 1984), 187–231.

160   Such status of preeminence accorded to Boethius explains the continuous reception of the Greek tradition 
throughout the Middle Ages and beyond; see, for example, Michael Bernhard, “Überlieferung und Fortleben der antiken 
lateinischen Musiktheorie im Mittelalter”, Michael Bernhard, Arno Borst, Detlef Illmer, Albrecht Riethmüller and 
Klaus-Jürgen Sachs, Geschichte der Musiktheorie. III: Rezeption des antiken Fachs im Mittlelalter, ed. by Frieder Zaminer 
(Darmstadt: Wissenschaftliche Buchgesellschaft, 1990) 7–35; Claude V. Palisca, “Boethius in the Renaissance”, Music 
theory and its sources: Antiquity and the Middle Ages, ed. by André Barbera. Notre Dame conferences in medieval studies 
1, ed. by John von Engen (Notre Dame, Ind.: University of Notre Dame Press, 1990) 259–80; Jane Bellingham, The 
development of musical thought in the mediaeval West from late antiquity to the mid-ninth century (Ph.D. diss., University of 
Oxford, 1998). Another important facet in the reception of Boethius’s writings are those manuscripts containing glosses 
of his principal texts; see Michael Bernhard and Calvin M. Bower, eds., Glossa maior in isntitutionem musicam Boethii. 
Bayerische Akademie der Wissenschaften: Veröffentlichungen der Musikhistorischen Kommission 9–12 (München: 
Bayerische Akademie der Wissenschaften, 1993–96); see also Michael Bernhard, “Glosses on Boethius’ De institutione 
musica”, Music theory and its sources: Antiquity and the Middle Ages, ed. by André Barbera. Notre Dame conferences in 
Medieval studies 1, ed. by John von Engen (Notre Dame, Ind.: University of Notre Dame Press, 1990) 136–49; Charles 
M. Atkinson, “Glosses on music and grammar in the advent of music writing in the West”, Western plainchant in the first 
millennium: Studies in the medieval liturgy and its music, ed. by Sean Gallagher, James Haar, John Nádas, and Timothy 
Striplin (Aldershot: Ashgate, 2003) 199–215.

161  Lawrence Gushee, ed., Aurelianus Reomensis: Musica disciplina. Corpus mensurabilis musicae 21, ed. by Amen 
Carapetyan (s.l.: American Institute of Musicology, 1975); see also Lawrence Gushee, The Musica disciplina of Aurelian 
of Réôme: A critical text and commentary (Ph.D. diss., Yale University, 1963); Ubaldo Pizzani, “Aureliano di Réôme e 
la riscoperta del ‘De institutione musica di Boezio’”, Esercizi arte, musica, spettacolo 2 (1979) 7–29; Michael Bernhard, 
“Textkritisches zu Aurelianus Reomensis”, Musica disciplina: A yearbook of the history of music 40 (1986) 49–61.

162   Claude V.  Palisca, ed.  and trans., Hucbald, Guido and John on music: Three medieval treatises.  Music theory 
translation series, ed. by Claude V. Palisca (New Haven, Conn.: Yale University Press, 1978) 13–44; see also Edmond 
de Coussemaker, Mémoire sur Hucbald et ses traités de musique, suivi de recherches sur la notation et sur les instruments de 
musique (Paris: J. Techener, 1841; repr. ed., Osnabrück: Biblio, 1974); René Behague, Hucbald de Saint-Amand (840–930): 
L’ecolâtre, l’historien, le musician, le poète, l’homme (Saint-Amand-les-Eaux: s.n., 1930); Rembert Weakland, “Hucbald as 
musician and theorist”, The musical quarterly 42 (1956) 66–84; Henri Potiron, “La notation grecque dans l’Institution 
harmonique d’Hucbald”, Études grégoriennes 2 (1959) 37–50; Henri Potiron, “Complément au traité d’Hucbald De 
harmonia institutione”, Études grégoriennes 3 (1959) 155–62; Richard J. Wingell, “Hucbald of St. Amand and Carolingian 
music theory”, Festival essays for Pauline Alderman, ed. by Burton L. Karson (Provo: Brigham Young University, 1976) 
19–28; Yves Chartier, “Hucbald de Saint-Amand et la notation musicale”, Musicologie médiévale: Notations et séquences. 
Actes de la table ronde du C.N.R.S. à l’Institut de recherché et d’histoire des textes, 6–7 septembre 1982, ed. by Michel Huglo 
(Paris: H. Champion, 1987) 145–55; Andreas Traub, “Hucbald von Saint-Amand: De harmonia institutione”, Beiträge 
zu Gregorianik 7 (1989) 3–101; Yves Chartier, “Clavis operum Hucbaldi elnonensis”, Journal of medieval Latin 5 (1995) 
202–24; Yves Chartier, L’oeuvre musicale d’Hucbald de Saint-Amand: Les compositions et le traité de musique. Cahiers 



K
reyzsig  |  “Leopold M

ozart …
 a m

an of m
uch …

 sagacity”: Th
e revival of hum

anist scholarship in his G
ründliche V

iolinschule

69

Hieronymus of Moravia (d. after 1271),163 the Speculum musicae of Jacobus of Liège 
(ca. 1260–after 1330),164 the Musica speculativa of Johannes de Muris,165 the Declaratio 
musicae of Ugolino of Orvieto (ca. 1380–1452),166 the Musica speculativa of Prosdocimo 
de’ Beldomandi (ca. 1380–1428),167 the Terminorum musicae diffinitorium of Johannes 

d’études médiévales 5 (Saint Laurent, Québec: Bellarmin, 1995); Andreas Traub, “Nachlese zu Hucbald von Saint-
Amand”, Beiträge zur Gregorianik 30 (2000) 57–60. 

163  Hieronymus de Moravia O.P., Tractatus de musica, ed. by Simon M. Cserba. Freiburger Studien zur Musik
wissenschaft 2; Veröffentlichungen des Musikwissenschaftlichen Instituts der Universität Freiburg in der Schweiz 2 
(Regensburg: Pustet, 1935); Leo Stephen Cannon, The Tractatus de musica of Jerome of Moravia, Dominican of the 
thirteenth century (M.M.  thesis, Catholic University of America, 1937); Michel Huglo, “La place du Tractatus de 
musica dans l’histoire de la théorie musicale du XIIIe siècle: Étude codicologique”, Jérôme de Moravie: Un théoricien 
de la musique dans le milieu intellectual parisien du XIIIe siècle. Actes du colloque de Royaumont 1989, ed. by Christian 
Meyer, Michel Huglo, and Marcel Pérès. Rencontres à Royaumont 4 (Paris: Créaphis, 1992) 33–42; see also Christian 
Berktold, “Die aristotelische und die ‘musikalische’ Zeit bei Hieronymus de Moravia”, Mittelalterliche Musiktheorie in 
Zentraleuropa, ed.  by Walter Pass and Alexander Rausch.  Musica mediaevalis Europae Occidentalis: Publikationen 
zur älteren Musikgeschichte des Institutes für Musikwissenschaft der Universität Wien und des Institutum Musices 
Feldkirchense 4, ed. by Walter Pass (Tutzing: Hans Schneider, 1998) 1–6; Frank Hentschel, Sinnlichkeit, 278–80. Like 
Leopold Mozart, Hieronymus de Moravia’s interest also embraced the discipline of organology; see Christopher Page, 
“Jerome of Moravia on the vihuela and viella”, The Galpin Society journal 32 (1979) 77–98; Christopher Page, “Jerome of 
Moravia and stopped string instruments”, idem, Voices and instruments of the Middle Ages: Instrumental practice and songs 
in France, 1100–1300 (Berkeley: University of California Press, 1986; London: Dent, 1987) 126–33.

164   Jacques de Liège, Speculum musicae, ed.  by Roger Bragard.  Corpus scriptorium de musica 3, ed.  by Armen 
Carapetyan (Rome: American Institute of Musicology, 1955); F. Joseph Smith, Jacobi Leodiensis Speculum musicae: A 
commentary, 3 vols. Wissenschaftliche Abhandlungen 3, 22, 42 (Brooklyn, N.Y.: Institute of Mediaeval Music, 1966–
83); see also Roger Bragard, “Le Speculum musicae du compilateur Jacques de Liège”, Musica disciplina: A yearbook of the 
history of music 7 (1953) 59–104; 8 (1954) 1–17; F. Joseph Smith, “Ars nova, a redefinition? Observations in the light 
of the Speculum musicae”, Musica disciplina: A yearbook of the history of music 18 (1964) 19–35, 19 (1965) 83–97; F. 
Joseph Smith, “Le contenu philosophique du Speculum musicae”, Le Moyen Âge, revue d’histoire et philologie 74 (1968) 
237–67; F. Joseph Smith, “The division and meaning of the Speculum musicae”, Tijdschrift van de Koninklijke Vereniging 
voor Nederlandse Muziekgeschiedenis 21 (1968) 5–24; F.  Joseph Smith, “A mediaeval philosophy of number: Jacques 
Liège and the Speculum musicae”, Arts libéraux et philosophie au moyen âge: Actes du quatrième congrès international de 
philosophie médiévale, Université de Montréal, Montréal, Canada, 27 août–2 septembre 1967 (Montréal: Institut d’Études 
Médiévales; Paris: J. Vrin, 1969) 1023–39; Jürgen Ballke, Untersuchungen zum sechsten Buch des Speculum musicae des 
Jacobus von Lüttich unter besonderer Berücksichtigung der Tetrachord- und Moduslehre. Europäische Hochschulschriften 
36: Musikwissenschaft 3 (Frankfurt am Main: Peter Lang, 1982); F. Joseph Smith, “Jacques de Liège’s criticism of the 
notational innovations of the ars nova”, Journal of musicological research 4 (1983) 267–313; Marina Malavasi, Osservazioni 
sul contenuto filosofico dello Speculum musicae di Giacomo da Liegi”, L’ars nova italiana del Trecento V, ed. by Agostino 
Ziino (Certaldo: Centro Studi sull’Ars Nova Musicale Italiana del Trecento; Palermo: Enchiridion, 1985) 170–78; Kay 
Brainerd Slocum, Speculum musicae: Jacques de Liège and the medieval vision of God (Ph.D. diss., Kent State University, 
1987); Beatrice Pescerelli, “’Accessus ad discantus’: Metodologia dell’analisi musicale nella Speculum musicae”, Studi musicali 
20 (1991) 39–44; Nicolas Meeùs, “Jacques de Liège et la pratique de la transposition partielle”, Revue Belge de musicologie 
47 (1993) 43–48; Kay Brainerd Slocum, “Speculum musicae: Jacques de Liège and the art of musical number”, Medieval 
numerology: A book of essays, ed.  by Robert Leo Surles.  Garland reference library of the humanities   1640; Garland 
medieval casebooks 7 (New York: Garland, 1993) 11–37; Jan A. Aertsen, “Speculum musicae als Spiegel der Philosophie”, 
Musik und die Geschichte der Philosophie und Naturwissenschaften im Mittelalter: Fragen zur Wechselwirkung von ‘musica’ 
und ‘philosophia’ im Mittelalter, ed. by Frank Hentschel. Studien und Texte zur Geistesgeschichte des Mittelalters 62 
(Leiden: Brill, 1998) 305–21.

165  See appendix, document 63.
166  Albert Seay, The Decalaratio musicae disciplinae of Ugolino of Orvieto (Ph.D. diss., Yale University, 1954); Albert 

Seay, ed., The Declaratio musicae disciplinae of Ugolino of Orvieto (s.l.: American Institute of Musicology, 1957); see also 
Otto Kornmüller, “Musiklehre des Ugolino von Orvieto”, Kirchenmusikalisches Jahrbuch 10 (1895) 19–40; Albert Seay, 
“Ugolino of Orvieto: Theorist and composer”, Musica disciplina: A yearbook of the history of music 9 (1955) 111–66; 
Albert Seay, “The Declaratio musice discipline of Ugolino of Orvieto: Addenda”, Musica disciplina: A yearbook of the history 
of music 11 (1957) 126–33; Andrew Hughes, “Ugolino: The monochord and musica ficta”, Musica disciplina: A yearbook of 
the history of music 13 (1969) 21–39; Cecilia Panti, “Una fonte della Declaratio musicae disciplinae di Ugolino da Orvieto: 
Quattro ‘quaestiones’ della tarda scolastica”, Rivista italiana di musicologia 24 (1989) 3–47.

167   Jan W.  Herlinger, ed.  and trans., Prosdocimo de’Beldomandi’s Musica plana and Musica speculativa.  Studies in 
the history of music theory and literature 4, ed.  by Thomas J.  Mathiesen (Urbana: University of Illinois Press, 
2008); see also Antonio Favaro, “Intorno alla vita ed all opera di Prosdocimo de Beldemandi matematico padovano 
del secolo XV”, Bollettio di bibliografia e di storia delle scienze matematiche e fisiche 12 (1879) 1–74, 115–251; Antonio 
Favaro, “Appendice agli studi intorno alla vita ed alle opera di Prosdocimo de’ Beldemandi”, Bollettino di bibliografia 18 



70

Tinctoris (ca. 1435–1511),168 the Theorica musice of Gaffurio,169 and the Le istitutioni 
harmoniche (1558) of Gioseffo Zarlino (1517–90),170 to mention a few of the principal 
contributors to Boethius’s stature of preeminence.171 Scholars preoccupied with the 
disciplina musicae found in Boethius’s writings a detailed examination of this field,172 not 
in its totality as initially intended but rather with a clear focus on the intervallum and 
the proportio of the musica instrumentalis, one of the three categories of classification 
(including musica humana and musica mundana) developed by Boethius.  Instead of 
treating this rather narrow focus primarily as one aspect of the materia musicae, as part 
of the musica speculativa (musica theorica), in isolation,173 Boethius placed his remarks 
in two realms: On the one hand, he articulated them within the large frame of the four 
mathematical disciplines of antiquity, namely, arithemtica, geometria, astronomia and 

(1885) 405–23; D. Raffaelo Baralli and Luigi Torti, “Il Trattato di Prosdocimo de’ Beldomandi contro il Lucidario di 
Marchetto da Padova per la prima volta trascritto e illustrato”, Rivista musicale italiana 20 (1913) 731–62; Bent Stellfeld, 
“Prosdocimus de Beldomandis als Erneuerer der Musikbetrachtung um 1400”, Natalicia musicologica: Knud Jeppesen 
septuagenario collegis oblata, ed by Bjørn Hjelmborg and Søren Sørensen (Oslo: Wilhelm Hansen, 1962) 37–50; F. 
Alberto Gallo, “La tradizione dei trattati musicali di Proscodimo de Beldemandis”, Quadrivium 6 (1964) 57–84; Mark 
Lindley, “Pythagorean intonation and the rise of the triad”, Royal Musical Association research chronicle 16 (1980) 4–61; 
Giovanni Santinello, “Prosdocimo de’ Beldomandi”, Scienza e filosofia all’ Università di Padova nel Quattrocento, ed. by 
Antonio Poppi. Contributi alla storia dell’Università di Padova 15 (Paadua: LINT, 1983) 71–84; Jan W. Herlinger, 
“What Trecento music theory tells us”, Explorations in music, the arts and ideas: Essays in honor of Leonard B. Meyer, 
ed. by Eugene Narmour and Ruth A. Solie. Festschrift series 7 (Stuyvesant, N.Y.: Pendragon Press, 1988) 177–97; 
Elena Ferrari-Barassi, “Il monocordo di Prosdocimo de’ Beldomandi nota bibliografico”, Nuova rivista musicale italiana 
25 (1991) 83–99; Jan W. Herlinger, “Music theory of the fourteenth and early fifteenth centuries”, New Oxford history 
of music. III/1: Music as a concept and practice in the late Middle Ages, ed. by Reinhard Strohm and Bonnie J. Blackburn 
(Oxford: Oxford University Press, 2001) 244–300; Jan W. Herlinger, “Prosdocimus de Beldemandis ‘contra’ Johannem 
Ciconiam?” Johannes Ciconia, musicien de la transition, ed. by Philippe Vendrix. Epitome musical (Tunhout: Brepols, 
2003) 305–19.

168  Johannes Tinctoris, Terminorum musicae diffinitorium (Treviso: [Gerardus de Lisa, de Flandria], 1495), Monuments 
of music and music liteature in facsimile. II: Music literature 26 (facs. ed., New York: Broude Brothers, 1966); idem, 
Dictionary of musical terms: An English translation of Terminorum musicae diffinitorium, together with the Latin text, 
trans.  by Carl Parrish ([New York]: Free Press of Glencoe, 1963), Da Capo Press music reprint series (New York: 
Da Capo Press, 1978); “Johannes Tinctoris Musicae Diffinitorum”, trans. into German by Johann Gottfried Heinrich 
Bellermann, Jahrbücher für Musikalische Wissenschaft 1 (Leipzig, 1863) 55–114; also trans. by Heinrich Bellermann 
and epilogue by Peter Gülke. Documenta musicologica I:1. Druckschriften-Faksimiles 37 (Kassel: Bärenreiter; Leipzig: 
Deutscher Verlag für Musik, 1983); also trans. into French by Armand Machabey, Terminorum musicae diffinitorium (ca. 
1475): Lexique de la musique (XVe siècle) (Paris: Richard-Masse, 1951); also trans. into Italian by Lionello Cammarota, 
Il terminorum musicae diffinitorium di Johannes Tinctoris (Roma: V. Bonacci, 1965); also as Latin text with Italian trans. 
by Cecilia Panti, Diffinitorium musice: Un dizionario di musica per Beatrice d’Aragona, Studi e testi FEF-SMMFA 6. La 
traduzione 8 (Firenze: SISMEL Edizioni del Galluzzo, 2004); see also Bonnie J. Blackburn, “A lost guide to Tinctoris’s 
teachings recovered”, Early music history: Studies in medieval and early modern music 1 (1981) 29–116.

169  See appendix, document 22.
170   See appendix, document 101; see also Michel Brenet, “Deux traductions françaises inédites des Institutions 

harmonique de Zarlino”, L’année musicale 5 (1911) 125–44. 
171  Boethius’s stature of preeminence becomes evident from the lengthy and continuous history of reception of his 

works.  For an overview of the reception of Boethius’s writings, see, for example, Claude V.  Palisca, “Boethius in the 
Renaissance”. For a specific example of an extended commentary on Boethius, see, for example, Alexander Rausch, “Der 
Beothius-Kommentar in der Handschrift St. Florian XI 282”, Studien zur Musikwissenschaft: Beihefte der Denkmäler der 
Tonkunst in Österreich 48 (2002) 7–83.

172   For an overview of the relevant writings of Boethius, see, for example, John Caldwell, “The De institutione 
arithmetica and the De institutione musica”, Boethius: His life, thought and influence, ed. by Margaret Gibson (Oxford: Basil 
Blackwell, 1981) 135–54.

173  Elżbieta Witkowska-Zaremba, “Spekulative Musik im Kontext des Aristotelismus: Musica als deductio”, Beiträge 
der polnischen Stipendiaten der Herzog August-Bibliothek zur Philosophie, Geschichte und Philologie, ed. by Jan Pirozynski 
in coll. with Olga Dobijanka-Witzakowa, Jan Garewicz, and Jerzy B. Korolec (Kraków: Uniwersytet Jagiellonski, 1994) 
73–81; see also Elżbieta Witkowska-Zaremba, “La musica come scientia speculative”, Studi gregoriani 4 (1988) 5–20. For 
an overview of the larger realm of inquiry, see Manfred Bukofzer, “Speculative thinking in medieval music”, Speculum 17 
(1942) 165–80. Incidentally, Boethius’s focus is consistent with the approaches to the study of music undertaken by Plato 
and Aristotle; see Lukas Richter, Zur Wissenschaftslehre von der Musik bei Platon und Aristoteles. Deutsche Akademie der 
Wissenschaften zu Berlin: Schriften der Sektion für Altertumswissenschaft 23 (Berlin: Akademie, 1961).
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musica, known as the quadrivium,174 within the latter discipline finding ample coverage 
not only in his De institutione musica175 but also in the De institutione arithmetica,176 On the 
other hand he stated his remarks within the larger realm of philosophia and theologia,177 
the latter field of inquiry providing ample reason for Boethius to delve into the origin 
of musica.178 It is exactly this topic which finds resounding coverage in the treatises of 
subsequent centuries, even as late as the 18th century, including the historical synopsis 
included in the Violinschule of Leopold Mozart. Beyond this, the enthusiasm for the 
writings of Boethius undoubtedly also rested in Boethius’s recourse to an exceptionally 
vast array of Greek sources.  The Harmonics of Nicomachus of Gerasa (fl.  late 1st 
century–early 2nd century)179 served as the principal source for Boethius’s De institutione 
musica.180 Boethius also draws on the De anima of Aristotle (384–322 b.c.e.),181 De 

174  Kurt Reindel, “Vom Beginn des Quadrivium”, Deutsches Archiv für Forschung des Mittelalters 15 (1959) 516–22; 
Jean Gagné, “Du quadrivium aux scientiae mediae”, Arts libéraux et philosophie au moyen âge: Actes du quatrième congrès 
international de philosophie médiévale, Université de Montréal, Montréal, Canada, 27 août–2 septembre 1967 (Montréal: 
Institut d’Études Médiévales; Paris: J. Vrin, 1969) 975–86; Guy Beaujouan, “L’enseignement du Quadrivium”, Settimane 
di studio del Centro Italiano di Studi sull’Alto Mediaevo 19 (Spoleto, 1972) 639–67; Gillian R. Evans, “The influence of 
quadrivium studies in the eleventh- and twelfth-century schools”, Journal of medieval history 1 (1975) 151–64; see also 
James A. Weisheipl, “Classification of the sciences in medieval thought”, Mediaeval studies 27 (1965) 54–90; Ubaldo 
Pizzani, “Cassiodoro e le discipline del quadrivio”, Atti della settimanadi studi su Flavio Magno Aurelio Cassiodoro: Cosenza-
Squillace, 19–24 settembre 1983, ed. by Sandro Leanza (Soveria Mannelli: Rubbettino, 1986) 49–70.

175  See appendix, document 9; G.B. Chambers, “Boethius’ De musica. An interpretation”, Studia patristica 3 (1961) 
170–75; Michael Masi, “Manuscripts containing the De musica of Boethius”, Manuscripta 15 (1971) 88–97; András 
Kárpáti, “Translation or compilation? Contribution to the analysis of sources of Boethius’s De institutione musica”, 
Studia musicologica Accademicae Scientiarum Hungaricae 29 (1987) 5–35; Anja Heilmann, Boethius’ Musiktheorie und 
das Quadrivium: Eine Einführung in den neuplatonischen Hintergrund von “De institutione musica”, Hypomnemata 171 
(Göttingen: Vandenhoeck & Ruprecht, 2007).

176  See appendix, document 10; see also Gillian R. Evans, “A commentary on Boethius’s ‘Arithmetica’ of the twelfth 
or thirteenth century”, Annals of science 35 (1978) 131–41; Gillian R. Evans, “Introductions to Boethius’s ‘Arithmetica’ of 
the tenth to the fourteenth century”, History of science 16 (1978) 22–41.

177  On the further examination of this dichotomy, see, for example, Louis Jacques Bataillon, “Les textes théologiques 
et philosophiques diffusés à Paris par ‘exemplar’ et ‘precia’”, La production du livre universitaire au moyen âge: Exemplar et 
precia. Actes du symposium tenu au Collegio San Bonaventura de Grottaferrata en mai 1983, ed. by Louis Jacques Bataillon, 
Bertrand G. Guyot, and Richard H. Rouse  (Paris: Centre National de la Recherche Scientifique, 1988, repr. ed. 1991) 
155–63.

178   For an overview of Boethius’s writings, see Alfred Kappelmacher, “Der schriftstellerische Plan des Boethius”, 
Wiener Studien 46 (1928) 215–25; also in: Boethius, ed. by Manfred Fuhrmann and Joachim Gruber. Wege der Forschung 
483 (Darmstadt: Wissenschaftliche Buchgesellschaft, 1984) 71–81; see also Jean Edmiston, “Boethius on Pythagorean 
Music”, The music review 35 (1974) 179–84.

179  Nicomachus of Gerasa, Manuel d’harmonique et autres texts relatifs à la musique, trans. by Charles Emile Ruelle. 
Auteurs grecs relatifs à la musique 2 (Paris: Baur, 1881); Flora Rose Levin, Nicomachus of Gerasa: Manual of Harmonics 
(translation and commentary) (Ph.D.  diss., Columbia University, 1967); Flora R.  Levin, The manual of harmoncis of 
Nicomachus the Pythagorean. American classical studies 1 (University Park, Penn.: The American Philological Association, 
1975; 2nd ed., Grand Rapids, Mich.: Phanes Press, 1994); Andrew Barker, trans., “Nicomachus”, Greek musical writings 
II: Harmonic and acoustic theory, ed.  by Andrew Barker.  Cambridge readings in the literature of music, ed.  by John 
Stevens and Peter le Huray (Cambridge: Cambridge University Press, 1989) 245–69.

180   See appendix, document 9; see also Calvin M.  Bower, “Boethius and Nicomachus: An essay concerning the 
sources of De institutione musica”, Vivarium: An intellectual journal for the philosophy and intellectual life of the Middle Ages 
and Renaissance 16 (1978) 1–45.

181  Michael Wittmann, Vox atque sonus: Studien zur Rezeption der Aristotelischen Schrift De anima und ihre Bedeutung 
für die Musiktheorie, 2 vols.  Musikwissenschaftliche Studien 4, ed.  by Hans Heinrich Eggebrecht (Pfaffenweiler: 
Centaurus, 1987); see also Lorenzo Minio-Paluello, “Les traductions et les commentaries aristotéliciens de Boèce”, 
Studia patristica 2 (1957) 358–65; also trans.  into German by Eva Beate Fuhrmann as “Boethius als Übersetzer und 
Kommentator aristotelischer Schriften”, Boethius, ed. by Manfred Fuhrmann and Joachim Gruber. Wege der Forschung 
483 (Darmstadt: Wissenschaftliche Buchgsesellschaft, 1984) 146–54; James Shiel, “Boethius’ commentaries on 
Aristotle”, Medieval and Renaissance studies 4 (1958) 217–44; also in Boethius, ed. by Manfred Fuhrmann and Joachim 
Gruber.  Wege der Forschung 483 (Darmstadt: Wissenschaftliche Buchgesellschaft, 1984) 155–83.  On the lengthy 
history of reception of Aristotle’s writings, see, for example, Charles Lohr, “Medieval Latin commentaries”, Traditio: 
Studies in ancient and medieval history, thought and religion 23 (1967) 313–413; 24 (1968) 149–245; 26 (1970) 135–216; 
27 (1971) 251–351; 28 (1972) 281–396; 29 (1973) 93–197; 30 (1974) 119–44; Charles H. Lohr, “Renaissance Latin 
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republica of Cicero (106–43 b.c.e.).182 The Eis ta Harmonika Ptolemaiou hypomnẽma 
(Commentary on Ptolemy) of Porphyry (ca.  234–ca.  305)183 provided the backbone 
for Boethius’s De institutione arithmetica.184 Boethius reviewed Greek philosophy in 
his Consolatio philosophiae,185 a treatise partly focused on music.186 He refered to the 
principal writers on Greek music in De institutione musica,187 specifically the thoughts 
of Pythagoras on arithmetic as transmitted by Iamblichos (ca. 240–ca. 320/25)188 in 
book 1 of the De institutione musica, the teaching of Nicomachus in book 2 of the same 
treatise, the doctrines of Aristoxenos (ca. 375–360 b.c.e.)189 and Philolaos of Croton 

Aristotle commentaries”, Renaissance quarterly 28 (1975) 689–741; 29 (1976) 714–45; 30 (1977) 681–741; 31 (1978) 
532–603; 32 (1979) 529–80; 33 (1980) 623–734; 35 (1982) 164–256; see also Charles B. Schmitt, Aristotle and the 
Renaissance (Cambridge: Harvard University Press, 1983).

182  See, in particular Cicero, De republica, book 6, chapters 9–29, detailing the music of the spheres, as preserved in the 
commentary of Macrobius; Karl Mras, “Macrobius Kommentar zur Cicercos Somnium: Ein Beitrag zur Geistesgeschichte 
des 5.  Jahrhunderts n.  Chr.”, Sitzungsberichte der Preußischen Akademie der Wissenschaften: Philosophisch-Historische 
Klasse (s.l.: s.n., 1933). For a discussion of this passage, see, for example, Walther Volkmann, Die Harmonie der Sphären 
in Ciceros Traum des Scipio, reprint of 85. Jahresbericht der Schlesischen Gesellschaft für Vaterländische Cultur (Breslau: G.P. 
Aderholz Buchhandlung, 1908); see also P.R. Coleman-Norton, “Cicero musicus”, Journal of the American Musicological 
Society 1 (1948) 3–22; P.R. Coleman-Norton, “Cicero and the music of the spheres”, Classical journal 45 (1950) 237–41; 
Wilhelmine Edinger, Cicero’s Stellung zur Kunst (Dichtkunst, bildende Kunst, Musik) in seinen rhetorischen Schriften (Ph.
D. diss., Universität Innsbruck, 1951).

183   Ingemar Düring, Die Harmonielehre des Klaudios Ptolemaios: Porthyrios Kommentar zur Harmonielehre des 
Ptolemaios. Göteborgs Högskolas Ärsskrift 36:1 (Göteborg: Elanders Boktryckeri Aktiebolag, 1930; also as repr., 
New York: Garland, 1980; Hildesheim: Georg Olms, 1982); also as repr.  idem, Kommentar zur Harmonielehre des 
Ptolemaios (Hildesheim: Georg Olms, 1978); idem, Porphyrios Kommentar zur Hamonielehre des Ptolemaios. Göteborgs 
Högskolas Ärsskrift 38:2 (Göteborg: Elanders Boktryckeri Aktiebolag, 1932); idem, Ptolemaios und Porphyrios über die 
Musik. Göteborgs Högskolas Ärsskrift 40:1 (Göteborg: Elanders Boktryckeri Aktiebolag, 1934; repr. ed., New York: 
Garland, 1980); Bengt Alexanderson, Textual remarks on Ptolemy’s Harmonica and Porphyry’s Commentary (Göteborg: 
Universiteit; Stockholm: Almqvist & Wiksell, 1969); see also Joseph Bidez, “Boèce et Porphyre”, Revue Belge de philologie 
et d’histoire 2 (1923) 189–201; also in German trans. by Eva Beate Furhmann as Joseph Bidez, “Boethius und Porphyrios”, 
Boethius, ed.  by Manfred Fuhrmann and Joachim Gruber. Wege der Forschung 483 (Darmstadt: Wissenschaftliche 
Buchgesellschaft, 1984) 133–45; Clemens Zintzen, ed., Die Philosophie des Neuplatonismus: Wege der Forschung 436 
(Darmstadt: Wissenschaftliche Buchgesellschaft, 1977).

184  See appendix, document 10.
185  For an English trans., see Patrick Gerard Walsh, trans. with intro. and explanatory notes, Boethius: The consolation 

of philosophy (Oxford: Clarendon Press; New York: Oxford University Press, 1999); R.W.  Sharples, trans., Cicero: 
On fate (De fato) and Boethius: The consolation of philosophy (Philosophiae consolationis) (Warminster: Aris & Phillips, 
1991). For further studies of this treatise, see, for example, Petrus Bertius, The metres of Boethius: On The consolation 
of philosophy (London: J.  Crowder, 1792); Seth Lerer, Boethus and dialogue: Literary method in The consolation of 
philosophy (Princeton, N.J.: Princeton University Press, 1985); Peter Glassgold, Boethius: The poems from On the 
consolation of philosophy (Los Angeles: Sun & Moon Press, 1994). On the reception of this treatise, see Graham N. 
Drake, Mythography in the tradition of commentaries on Boethius’ Consolation of philosophy, 1150–1500 (Ph.D. diss., 
University of Pennsylvania, 1989).

186  David S. Chamberlain, “Philosophy of music in the ‘Consolatio’ of Boethius”, Speculum 45 (1970) 80–97; also 
in Boethius, ed. by Manfred Fuhrmann and Joachim Gruber. Wege der Forschung  483 (Darmstadt: Wissenschaftliche 
Buchgesellschaft, 1984) 377–403.

187  See appendix, document 9.
188  E. Rohde, “Die Quellen des Iamblichus in seiner Biographie des Pythagoras”, Rheinisches Museum 26 (1871) 

554–76; 27 (1872) 23–61; also published in: E. Rohde, Kleine Schriften. II (Tübingen; Leipzig, 1901) 102–72; see also 
A.E. Raubitschek, “Iamblichos at Athens”, Hesperia 33 (1964) 63–68.

189  See note 278.
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(fl. ca. 450–400 b.c.e.)190 in book 3, the Sectio canonis of Euclid (fl. ca. 300 b.c.e.)191 and 
the notation tables of Alypius (fl. fourth century c.e.)192 in book 4, and the Harmonics 
of Ptolemy (after 83–161)193 (though only partly transmitted by Boethius) in book 5. 
Of this large corpus of materials contained in Boethius’s principal two treatises, the De 
institutione arithmetica194 and the De institutione musica195—information that in the case 
of the latter treatise, owing to its preservation in more than 150 codices, is generally 
regarded as the most thoroughly and vastly transmitted body of repertoire within the 
literary tradition of the Middle Ages, surviving in numerous copies, paraphrases, glosses, 
and annotations in the form of marginalia—Leopold Mozart draws attention, in a most 
general manner, merely to the exemplary effort of Boethius’s Latin translations of Greek 
treatises, thereby providing ready access to the Greek legacy for many authors of later 
eras who lacked familiarity with the Greek language (such as Franchino Gaffurio196 and 

190  A.-Ed. Chaignet, ed. and trans., Pythagore et la philosophie pythagoricienne, contenant les fragments de Philolaus 
et d’Archytas, traduits pour la première fois en français (Bruxelles: Culture et Civilization, 1873, repr.  1968); Walter 
Burkert, Weisheit und Wissenschaft: Studien zu Pythagoras, Philolaos und Platon.  Erlanger Beiträge zur Sprach- und 
Kunstwissenschaft 10, ed. by Siegfried Beyschlag, et al. (Nüremberg: Hans Carl, 1962); also in rev. English trans. by 
Edwin L.  Minar, Jr.  as Walter Burkert, Lore and science in ancient Pythagoreoanism (Cambridge: Harvard University 
Press, 1972); see also K. von Fritz, “Philolaus”, Paulys Real-Encyclopädie der Klassischen Altertumswissenschaft. Supplement 
(München: Druckenmüller, 1973) vol. 13, 453–83. For more on Philolaus and commentary on his fragments, see Carl A. 
Huffman, Philolaus of Croton: Pythagorean and presocratic: A commentary on the tragments and testimonia with interpretive 
essays (Cambridge: Cambridge University Press, 1993, repr. ed. 2006). 

191  The Euclidean division of the canon: Greek and Latin sources. New critical texts and translations on facing pages, with an 
introduction, annotations, and indices verborum and nominum et rerum, part of Greek and Latin music theory, ed. by Thomas 
J. Mathiesen and Jon Solomon (Lincoln, Nebr.: University of Nebraska Press, 1991); Oliver Busch, Logos syntheseos: Die 
euklidische Sectio canonis, Aristoxenos, und die Rolle der Mathematik in der antiken Musiktheorie (Im Anhang: Katatome 
kanonos. Die Teilung des Kanons. Die euklidische Sectio canonis in deutscher Übesetzung.) Studien zur Geschichte der 
Musiktheorie 3, ed. by Thomas Ertelt and Heinz von Loesch in collab. with Klaus-Jürgen Sachs and Albrecht Riethmüller. 
Veröffentlichungen des Staatlichen Institus für Musikforschung 12 (Hildesheim: Georg Olms, 1998); see also Flora Rose 
Levin, “Unity in Euclid’s Sectio Canonis”, Hermes 118 (1990) 430–43.

192  Karl Fortlage, Das musikalische System der Griechen in seiner Urgestalt: Aus den Tonleitern des Alypius zum erstenmale 
entwickelt (Leipzig: B.G. Teubner, 1847; repr.  ed. Amsterdam: P. Schippers, 1964); A. Samoïloff, “Die Alypius’schen 
Reihen der altgriechischen Tonbezeichnung und die Demonstration ihres einheitlichen Konstruktionsplanes vermittelst 
einer Schablone”, Archiv für Musikwissenschaft 6 (1924) 383–400; Denise Jourdan-Hemmerdinger, “La date de la 
‘notation vocale’ d’Alypius”, Philologus 125 (1981) 299–303; Thomas J. Mathiesen, Apollo’s lyre: Greek music and music 
theory in antiquity and the Middle Ages. Publications of the Center for the History of Music Theory and Literature 2, ed. 
by Thomas J. Mathiesen (Lincoln, Nebr.: University of Nebraska Press, 1999) 593–607.

193  See appendix, document 78. Further on this treatise, see A. Ziegler, Untersuchungen auf dem Gebite der Musik der 
Griechen: Ueber die Onomasia kata thesin des Ptolemaeus (Lissa: T. Scheibel, 1866); P. Leander Schonberger, Studien zum 
1. Buch der Harmonik des Claudius Ptolemäus: Ein Beitrag zur griechischen Ton- und Musiklehre (Beilage zum Jahresbericht 
des humanistischen Gymnasiums Metten für das Schuljahr 1913/1914) (Augsburg: Ph.J.  Pfeiffer, 1914); James F. 
Mountford, “Harmonics of Ptolemy”, Transactions and proceedings of the American Philological Association 57 (1926) 
71–95; Matthew Shirlaw, “Claudius Ptolemy as musical theorist”, The music review 16 (1955) 181–90; Jon Solomon, 
“A preliminary analysis of the organization of Ptolemy’s Harmonics”, Music theory and its sources: Antiquity and the 
Middle Ages, ed by André Barbera. Notre Dame conferences in Medieval studies 1, ed. by John von Engen (Notre Dame, 
Ind.: University of Notre Dame Press, 1990) 68–84; Jon Solomon, Harmony in Ptolemy’s Harmonics. Gordon Athol 
Anderson Memorial Lecture 8 (Amidale, N.S.W.: The University of New England-Armidale, 1990); also published 
as Jon Solomon, Harmony in Ptolemy’s Harmonics: The eighth Gordon Athol Anderson memorial lecture delivered at the 
University of New England-Armidale on 8th August 1990 (Armidale: The University, 1991). 

194  See appendix, document 10.
195  See appendix, document 9.
196  F. Alberto Gallo, “Le traduzioni dal Greco per Franchino Gaffurio”, Acta musicologica 35 (1963) 172–74; Walter 

Kurt Kreyszig, “Franchino Gaffurio und seine Übersetzer der griechischen Musiktheorie in der Theorica musice (1492): 
Ermolao Barbaro, Giovanni Francesco Burana und Marsilio Ficinio”, Musik als Text: Bericht über den Internationalen 
Kongress der Gesellschaft für Musikforschung, Freiburg im Breisgau 1993, 2 vols., ed. by Hermann Danuser and Tobias 
Plebuch (Kassel: Bärenreiter, 1998) vol. 1, 164–71.
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Lodovico Zacconi197), and thus depended on these translations as a primary source of 
information.198

Fundamental to Boethius’s quantification of the musical sounds perceived by the 
senses by means of ratios (of two terms) and proportiones (of three or more terms),199 
with the monochord serving as visual and oral representations of these sounds, is the 
transliteration of the Greek symbols into Latin letters200 (to which Leopold Mozart 
makes an opaque reference).  This transliteration is a graphic representation of the 
systema teleion or Greater Perfect System, spanning the range of two octaves, and its 
subgroupings of the scale into species (of diapason, diapente and diatessaron), genera (of 
tetrachords) and tonoi—all in an effort to systematize the scale.201

197  See appendix, documents 99–100; see also Hermann Kretschmar, “Ludovico Zacconis Leben auf Grund seiner 
Autobiographie”, Jahrbuch der Musikbibliothek Peters (1910) 45–69. Further on the significance of Zacconi, see Friedrich 
Chrysander, “Lodovico Zacconi als Lehrer des Kunstgesanges”, Vierteljahrsschrift für Musikwissenschaft 7 (1891) 337–
96; 9 (1893) 249–310; 10 (1894) 531–67; Ruth I.  DeFord, “Zacconi’s theories of tactus and mensuration”, Journal 
of musicology: A quarterly review of music history, criticism, analysis, and performance practice 14 (1996) 151–82. Like 
Leopold Mozart, Zacconi also had a tremendous interest in the discipline of organology; see Gerhard Singer, Lodovico 
Zacconi’s treatment of the “suitability and classification of all musical instruments” in the Prattica di musica of 1592 (Ph.D. 
diss., University of Southern California, 1968).

198  On the significance of these translations, see Walter Kurt Kreyszig, “Franchino Gaffurio und seine Übersetzer der 
griechischen Musiktheorie”, 164–71.

199  D.H. Fowler, “Ratio and proportion in early Greek mathematics”, Science and philosophy in classical Greece, ed. 
with preface by Alan C. Bowen. Sources and studies in the history and philosophy of classical Greece 2, ed. by Alan C. Bowen 
and Francesca Rochberg-Halton (New York: Garland, 1991) 98–118; see also John Emery Murdoch, “The medieval 
language of proportions: Elements of the interaction with Greek foundations and the development of new mathematical 
techniques”, Scientific change, historical studies in the intellectual, social and technical conditions for scientific discovery and 
technical invention, from antiquity to the present: Symposium on the history of science, University of Oxford, 9–15 July 1961, 
ed. by Alistair Cameron Crombie (London: Heinemann, 1963) 237–71.

200  On the monochord in its medieval and later contexts, see, for example, Sigfrid Wantzloeben, Das Monochord 
als Instrument und als System entwicklungsgeschichtlich dargestellt (Halle an der Saale: Max Niemeyer, 1911); J. Murray 
Barbour, Tuning and temperament: A historical survey (East Lansing, Mich.: Michigan State College Press, 1951, also 
1953; 2nd ed. 1961, also 1967); Facs. repr. of 1951 edition. Da capo press music reprint series (New York: Da Capo 
Press, 1972); also Facs. repr. of 1951 edition (Mineola, N.Y.: Dover Publications, 2004); Cecil Dale Adkins, The theory 
and practice of the monochord (Ph.D. diss., State University of Iowa, 1963); Jacques Chailley, “Le monocorde et la théorie 
musicale”, Organicae voces: Festschrift Joseph Smits van Waesberghe angeboten anläßlich seines 60. Geburtstages 18. April 
1961, ed.  by P.  Fischer (Amsterdam: I.M.M.  Instituut voor Middeleeuwse Muziekwetenschap, 1963) 11–20; Cecil 
Adkins, “The technique of the monochord”, Acta musicologica 39 (1967) 34–43; Clyde W.  Brockett, “A comparison 
of the five monochords of Guido of Arezzo”, Current musicology 32 (1981) 29–42; F.  Joseph Smith, “The medieval 
monochord”, Journal of musicological research 5 (1984) 1–33; Laurence Gushee, “The Tabula monochordi of Magister 
Nicolaus de Luduno”, Essays on medieval music in honor of David G. Hughes, ed. by Graeme M. Boone. Isham Library 
papers 4 (Cambridge, Mass.; London: Harvard University Press, 1995) 117–52; Christian Meyer, Mensura monochordi: 
La division du monocorde, IXe–XVe siècle. Publications de la Société Française de Musicologie, series 2, vol. 15 (Paris: 
Société Française de Musicologie; Editions Klincksieck, 1996); see also Klaus-Jürgen Sachs, “Die Rolle der Mensura 
von Monochord, Orgelpfeifen und Glocken in der mittelalterlichen ars musica”, Mensura: Maß, Zahl, Zahlensymbolik 
im Mittelalter, ed. by Albert Zimmermann and Gudrun Vuillemin-Diem. Miscellanea mediaevalia: Veröffentlichungen 
des Thomas-Instituts der Universität zu Köln 16/2, ed. by Albert Zimmermann (Berlin; New York: Walter de Gruyter, 
1984) 459–75.

201  For an overview of the systema teleion, see, for example, Michael Markovits, Das Tonsystem der abendländischen 
Musik im frühen Mittelalter.  Publikationen der Schweizerischen Musikforschenden Gesellschaft II:30 (Berne: Paul 
Haupt, 1977); Solon Michaelides, The music of ancient Greece: An encyclopaedia (London: Faber and Faber, 1978); 
Annemarie Jeanette Neubecker, Altgriechische Musik; Ernst-Jürgen Dreyer, “Das Tonsystem der Griechen”, Musiktheorie 
3 (1988) 3–25; see also C. Abdy Williams, “The notes mese and hypate in Greek music”, Classical review 12 (1898) 98–
100; Paul Tannery, “Sur les intervalles de la musique grecque”, Revue des études grecques 15 (1902) 336–52; John Dewar 
Denniston, “Some recent theories of the Greek modes”, Classical quarterly 7 (1913) 93–90; John Curtis, “Reconstruction 
of the greater perfect system”, Journal of Hellenic studies 44 (1924) 10–23; Ernest Clements, “The interpretation of 
Greek music”, Journal of Hellenic studies 42 (1922) 133–66; 56 (1936) 25–35; P. Lucas Kunz, “Ursprung und textliche 
Bedeutung der Tonartensilben Noeane, Noeagis”, Kirchenmusikalisches Jahrbuch 30 (1936) 5–22; Heinrich Husmann, 
“Olympos: Die Anfänge der griechischen Enharmonik”, Jahrbuch der Musikbibliothek Peters 44 (1937) 39–44; Matthew 
Shirlaw, “The music and tone systems of ancient Greece”, The music review 4 (1943) 14–27; Jacques Handschin, “The 
‘Timaeus’ Scale”, Musica disciplina: A yearbook of the history of music 4 (1950) 3–42; also in: Jacques Handschin, Über 
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Leopold Mozart’s upbringing in the Roman Catholic faith accounts for his moving 
forward from Boethius to Pope Gregory the Great (ca. 540–604).202 The iconographic 
representation in Codex Hatker (dated ca. 1000) shows the Holy Ghost in the form 
of a dove whispering the liturgical chants into the ear of the Pope.203 Leopold Mozart 
summarizes the Pope’s contribution as follows:

The sainted Pope Gregory abbreviated the letters. He chose the following seven—A, B, 
C, D, E, F, G—and set them on seven lines, according to the height and depth of which 
one could recognize the distance between the tones. Each line therefore had its letter, 
and one sang also by means of these letters.204

While Leopold Mozart’s alleged comments on the abandoning of the unnecessary 
letters are completely unsubstantiated, the attribution of the introduction of 
Gregorian chant to Pope Gregory, a legend which has been perpetuated since the end 
of the eighth century, is based on rather tenuous evidence. Specifically, that evidence 
includes the surfacing of Gregory’s name in a number of phrases and comments, such 
as  “antephonarius ordinatus a sancto Gregorio per circulum anni” at the opening of 
the Antiphonary of Mont-Blandin (ca.  800),205 “Gregorius praesul and [Gregorius] 
composuit scholae cantorum hunc libellum” with the addition of    “musicae artis” 
in several sources206 in the prologue to the Gradual and Antiphonary preserved in 

reine Harmonie und temperierte Tonleitern: Ausgewählte Schriften, ed. with intro. by Michael Maier. Sonus: Schriften zur 
Musik 4, ed. by Andreas Ballstaedt (Schliengen: Argus, 2000) 390–419; Ingemar Düring, “Greek music: Its fundamental 
features and its significance”, Journal of world history 3 (1956) 302–29; Martin Vogel, “Über die drei Tongeschlechter des 
Archytas”, Bericht über den Internationalen Musikwissenschaftlichen Kongreß Hamburg 1956, ed. by Walter Gerstenberg, 
et al. (Kassel: Bärenreiter, 1957) 233–35; Rudolf Haase, “Ein Beitrag Platons zur Tetraktys”, Antaios 11 (1969) 85–91; 
Barbara Münxelhaus, Pythagoras musicus; Gerhard Jahoda, “Die Tonleiter des Timaios—Bild und Abbild”, Festschrift 
Rudolf Haase, ed. by Werner Schulze (Eisenstadt: Elfriede Rötzer, 1980) 43–80; Frieder Zaminer, “Konsonanzordnung 
und Saitenteilung bei Hippasos von Metapont: Wiederentdeckung eines frühen Lehrstücks”, Jahrbuch des Staatlichen 
Instituts für Musikforschung Preußischer Kulturbesitz (1981–82) 231–40; Martin L. West, “The singing of Homer and the 
modes of early Greek music”, Journal of Hellenic studies 101 (1981) 113–29; Frieder Zaminer, “Hypate, Mese und Nete 
im frühgriechischen Denken: Ein altes musikterminologisches Problem in neuem Licht”, Archiv für Musikwissenschaft 
41 (1984) 1–26; Albrecht Riethmüller, “Logos und Diastemata in der griechischen Musiktheorie”, Archiv für Musik
wissenschaft 42 (1985) 18–36; Miroslav Czerny, “Zur Problematik der altgriechischen Tonarten”, Eirene 25 (1988) 87–
103; André Wartelle, “Remarques sur la musique grecque et ses modes”, Bulletin de l’Association Guillaume Budé (Paris, 
1993) 219–225; Andrew Barker, “Early Timaeus commentaries and Hellenistic musicology”, Ancient approaches to Plato’s 
‘Timaeus’, BICS supplement 78 (2003) 73–87.

202  On the contribution of Gregory the Great, see F. Holmes Dudden, Gregory the Great: His place in history and 
thought, 2 vols. (London: Longmans, Green and Company, 1905; repr. ed. New York: Russell and Russell, 1967); Jeffrey 
Richards, Consul of God: The life and times of Gregory the Great (London: Routledge & Kegan Paul, 1980); Carol Straw 
and Roger Collins, Gregory the Great. Authors of the Middle Ages: Historical and religious writers of the Latin West 
4/12–13 (Aldershot: Ashgate, 1996); see also C. Callewaert, “L’oeuvre liturgique de S. Grégoire: La Spetuagésime et 
l’Alleuia”, Revue d’histoire ecclésiastique 33 (1937) 306–26; Gregory the Great: A symposium, ed. by John C. Cavadini. 
Notre Dame studies in theology 2 (Notre Dame, Ind.: University of Notre Dame Press, 1995, repr. 2001).

203  For a facsimile of this iconographical representation, see, for example, J. Peter Burkholder, Donald Jay Grout, and 
Claude V. Palisca, A history of Western music (7th ed., New York: W.W. Norton, 2006) 34.

204  “Der heilige Papst Gregor hat die Buchstaben abgekürzet. Er hat die folgende [sic!] sieben erwählet: A, B, C, D, E, 
F, G, und hat sie auf die 7. Lienien [sic!] gesetzet, aus deren Höhe und Tiefe man die Verschiedenheit der Töne erkennen 
konnte. Jede Linie hat folglich ihren Buchstaben: und man sang auch über diese Buchstaben”, cited in: Leopold Mozart, 
Violinschule, 21 [“Erstes Hauptstück. Des ersten Hauptstücks erster Abschnitt. Von den alten und neuen musikalischen 
Buchstaben und Noten, wie auch von den itzt gewöhnlichen Linien, und Musikschlüsseln”, paragraph 4]. The English 
trans. is cited from A treatise on the fundamental principles of violin playing, trans. by Editha Knocker, 25–26 [chapter 1: 
“Of the Old and New Musical Letters and Notes, Together with the Lines and Clefs Now in Use”, paragraph 4].

205  Walther Lipphardt, “Gregor der Große und sein Anteil am römischen Antiphonar”, Atti del congresso internazionale, 
Rom, 25–30 May 1950, ed. with an intro. by Higini Angles (Tournai: Desclée, 1952) 248–54.

206  Bruno Stäblein, “Gregorius Praesul: Der Prolog zum römischen Antiphonale—Buchwerbung im Mittelalter”, 
Musik und Verlag: Karl Vötterle zum 65. Geburtstag, ed. by Richard Baum and Wolfgang Rehm (Kassel: Bärenreiter, 
1968) 537–61; see also James McKinnon, “Gregorius presul composuit hunc libellum musicae artis”, The liturgy of the 
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MS Lucca, Biblioteca Capitolare 490 (compiled prior to 788), and the more general 
comments of Gregory’s contributons to music in the biography on Gregory written in 
approximately 870 by Johannes Diaconus (Hymmonides), according to whom Pope 
Gregory is to have “Antiphonarium centonem compilavit”.207 In his comments Leopold 
Mozart tacitly subscribes to those musical contributions to which the Middle Ages and 
the Renaissance held on.208

Leopold Mozart undoubtedly recognized the significance of Guido of Arezzo (ca. 
991/92–after 1033) as a pedagogue of preeminence,209 in his method of leading the 
choirboys through the new system of notation210 invented by him as he initially discloses 
in his Antiphonarium.211 Following the footsteps of Boethius’s De institutione musica,212 
Guido, in his Micrologus (ca. 1026),213 describes in great detail his novel pedagogical 
system of the solmization214 and the hexachords.215 This system is conveniently advanced 
through the manus, also known as Guidonian hand216 (a device that appears to have 

medieval church, ed. by Thomas J.   Heffernan and E. Ann Matter (Kalamazoo, Mich.: Western Michigan University, 
2001) 673–94.

207  Solange Corbin, L’église à la conquête de sa musique. Pour la musique (Paris: Gallimard, 1960) 172–89; David 
Hughes, “Evidence for the traditional view of the transmission of Gregorian chant”, Journal of the American Musicological 
Society 40 (1987) 377–404.

208  Further on this topic, see, Helmut Hucke, “Die Entstehung der Überlieferung von einer musikalischen Tätigkeit 
Gregors des Großen”, Die Musikforschung 8 (1955) 259–64; Helmut Hucke, “War Gregor der Große doch Musiker?” 
Die Musikforschung 18 (1965) 390–93; see also David Hiley, Western plainchant: A handbook (Oxford: Clarendon Press, 
1993, repr. ed 1995) 501–13.

209   Joseph Smits van Waesberghe, “Guido von Arezzo als Musikerzieher und Musiktheoretiker”, Bericht über den 
Internationalen Musikwissenschaftlichen Kongreß, Bamberg 1953, ed. by Wilfried Brennecke, et al. (Kassel: Bärenreiter, 
1954) 44–47; also in: Dia-pason de omnibus—Ausgewählte Aufsätze von Joseph Smits van Waesberghe: Festgabe zu seinem 
75. Geburtstag, ed. by C.J. Maas and M.U. Schouten-Glass (Buren: Frits Knuf, 1976) 91–95; see also Joseph Smits 
van Waesberghe, “Relazione inedita di una lezione di Guido d’Arezzo sulla teorica della musica”, Note d’archivio per 
la storia musicale 13 (1936) 38–51; Hans Oesch, Guido von Arezzo: Biographisches und Theoretisches unter besonderer 
Berücksichtigung der sogenannten odonischen Traktate (Bern: Paul Haupt, 1954).

210  See, for example, Carl Parrish, “A Renaissance music manual for choirboys”, Aspects of Medieval and Renaissance 
music: A birthday offering to Gustave Reese, ed. by Jan LaRue in collab. with Martin Bernstein, Hans Lenneberg, and 
Victor Yellin (New York: W.W. Norton, 1966; New York: Pendragon Press, 1978) 649–64. For a discussion of this 
new notation within a broader historical context, see, for example, Nancy Phillips, “Notationen und Notationslehren 
von Boethius bis zum 12. Jahrhundert”, Michel Huglo, Charles M. Atkinson, Christian Meyer, Karlheinz Schlager, and 
Nancy Phillips, Geschichte der Musiktheorie. IV: Die Lehre von einstimmigen liturgischen Gesang, ed. by Thomas Ertelt and 
Frieder Zaminer (Darmstadt: Wissenschaftliche Buchgesellschaft, 2000) 293–623.

211  Dolores Pesce, Guido d’Arezzo’s Regule rithmice, Prologus in antiphonarium, and Epistola ad Michahelem: A critical 
text and translation with an introduction, annotations, indices and new manuscript inventories. Musicological studies 73 
(Ottawa, Ont.: Institute of Mediaeval Music, 1999).

212  See appendix, document 9.
213   See appendix, document 31.  For a discussion of the Micrologus, see Hubert Wolking, Guidos Micrologus de 

disciplina artis musicae und seine Quellen: Eine Studie zur Musikgeschichte des Frühmittelalters (Emsdetten, Westfalen: 
Heinrich & J.  Lechte, 1930); see also Albin Dunstan McDermott, The Micrologus of Guido d’Arezzo (M.A.  thesis, 
University of Pittsburgh, 1929); Leone Bernice La Duke, Guido d’Arezzo: Micrologus (Thesis, University Oregon, 1943); 
Nathalie Blancardi, Micrologus: Natua, scienze e società medievali/Nature, sciences and medieval societies. Micrologus 10 
(Firenze: Sismel, Edizioni del Galluzzo, 1993).

214   Rosemary Killam, “Solmization with the Guidonian hand: A historical introduction to modal counterpoint”, 
Journal of music theory pedagogy 2 (1988) 251–73.

215  Gaston Allaire, The theory of hexachords, solmization and the modal system: A practical application. Musicological studies 
and documents 24, ed. by Armen Carapetyan (s.l.: American Institute of Musicology, 1972). On the appropriateness of 
solmization in the analysis of polyphony, see, for example, Gaston Allaire, “A sample of hexchord modal analysis for vocal 
and instrumental polyphony of the Renaissance”, Musica disciplina: A yearbook of the history of music 48 (1994) 259–82.

216  On the significance and dissemination of the Guidonian hand, see Susan Forscher Weiss, “‘Disce manum tuam si 
vis bene discere cantum’: Symbols of learning music in early modern Europe”, Music in art: International journal for music 
iconography 30 (2005) 35–74.
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originated in pre-Guidonian times217), and the solmization hymn Ut queant laxis,218 
both mnemonic devices,219 and his invention of staff notation.220 His notation system 
replaced the earlier systems of alphabetic notation,221 staffless neumes comprising 
both unheightened neumes and subsequently the somewhat more advanced stage of 
heightened neumes.222 Relying on the fixation of the intervalla, namely the tones and 
semitones, within the gamut, Guido forges a new thinking about music.223 This thinking 
distances itself from an already antiquated speculative tradition of teaching entrenched 
in the mathematical-philosophical discourse of Antiquity and the early Middle Ages,224 
promulgated by Boethius and in the subsequent decades advanced by a group of later 
music theorists, including Macrobius (fl. first half of 5th century),225 Cassiodorus (ca. 

217   Tilden A.  Russell, “A poetic key to a pre-Guidonian palm and the echemata”, The journal of the American 
Musicological Society 34 (1981) 109–18.

218  Carl-Allan Moberg, “Die Musik von Guido von Arezzos Solmisationshymne”, Archiv für Musikwissenschaft 16 
(1959) 187–206; Jacques Chailley, “Ut queant laxis et les origines de la gamme”, Acta musicologica 56 (1984) 48–69; see 
also Matthew Y. Chen, “Toward a grammar of singing: Tune-text association in Gregorian chant”, Music perception 1 
(1983) 84–122.

219  Karol Berger, “The hand and the art of memory”, Musica disciplina: A yearbook of the history of music 35 (1981) 87–
119; see also Anna Maria Busse Berger, Medieval music and the art of memory (Berkeley, Calif.: University of California 
Press, 2005).

220  Joseph Smits van Waesberghe, “The musical notation of Guido of Arezzo”, Musica disciplina: A yearbook of the 
history of music 5 (1951) 15–53; see also Janka Szendrei, “The introduction of staff notation into the Middle Ages”, Studia 
musicologica Academiae Scientiarum Hungaricae 28 (1986) 303–19.

221  Richard L. Crocker, “Alphabet notations for early medieval music”, Saints, scholars and heroes: Studies in medieval 
culture in honor of Charles W. Jones. II: Carolingian studies, ed. by Margot H. King and Wesley M. Stevens (Collegeville, 
Minn.: Hill Monastic Manuscript Library, 1979) 79–104;  Alma Colk Browne, “The a-p system of letter notation”, 
Musica disciplina: A yearbook of the history of music 35 (1981) 5–54; Blair Sullivan, “Alphabetic writing and Hucbald’s 
artificiales notae”, Quellen und Studien zur Musiktheorie des Mittelalter, ed. by Michael Bernhard. Bayerische Akademie 
der Wissenschaften: Veröffentlichungen der Musikhistorischen Kommission 15 (München: Bayerischen Akademie der 
Wissenschaften, 2001) vol. 3, 63–86.

222  Jacques Handschin, “Die Rolle der Notation in der mittelalterlichen Musikgeschichte”, Schweizerisches Jahrbuch für 
Musikwissenschaft 5 (1931) 1–42; also in: Jacques Handschin, Über reine Harmonie und temperierte Tonleitern: Ausgewählte 
Schriften, ed. with introd. by Michael Maier. Sonus: Schriften zur Musik 4, ed. by Andreas Ballstaedt (Schliengen: Argus, 
2000) 68–95; Ewald Jammers, “Gedanken und Beobachtungen zur Geschichte der Notenschriften”, Festschrift Walter 
Wiora zum 30. Dezember 1966, ed. by Ludwig Finscher and Christoph Hellmut Mahling (Kassel: Bärenreiter, 1967) 
196–204; Theodor Göllner, “Notenschrift und Mehrstimmigkeit”, Die Musikforschung 37 (1984) 267–71.

223  Blair Sullivan, Interpretive models for the Micrologus of Guido of Arezzo (M.A. thesis, California State University 
at Northridge, 1988); Avid E. Cohen, “Notes, scales, and modes in the earlier Middle Ages”, The Cambridge history of 
Western music theory, ed. by Thomas Christensen (Cambridge: Cambridge University Press, 2007) 307–63.

224  This fact accounts for the inclusion of the Guidonian hand in numerous manuscripts from the post-Guidonian 
era; see, for example, Giuseppe Masserra, La ‘Mano musicale perfetta’ di Francesco de Brugis dale prefazioni ai corali di 
L.A. Giunta, Venezia (1499–1504). Historiae musicae cultores 18 (Firenze: Leo S. Olschki, 1963). For an example of 
a late 15th-century document from the German orbit, see Karl-Werner Gümpel, “A didactic musical treatise from the 
late Middle Ages: Ebstorf, Klosterarchiv, Ms. V,3”, Music in the theater, church, and villa: Essays in honor of Robert Lamar 
Weaver and Norma Wright Weaver, ed. by Susan Parisi, et al. (Warren, Mich.: Harmonie Park Press, 2000) 51–64. For 
a survey of further sources containing representations of the Guidonian hand in printed sources, see, for example, Ann 
E. Moyer, Musica scientia, 184–88.

225  Ambrosius Aurelius Theodosius Macrobius, Saturnalia, apparatus critico instruxit, in Somnium Scipionis commentarios 
selecta varietate lectionis ornavit, ed.  by James Willis.  Biblioteca scriptorum graecorum et romanorum Teubneriana 
(Leipzig: B.G. Teubner, 1963; 2nd ed., 1970); I saturnalia, trans. by Nino Marinone. Classici latini (Torino: Unione 
Tipografico-Editrice Torinese, 1967; repr.  ed.  1987).  For an English trans.  see, Commentary on the dream of Scipio. 
Records of civilization: Sources and studies 48 (New York: Columbia University Press, 1952), and Records of Western 
civilization (New York: Columbia University Press, 1990), also, The Saturnalia, trans. by Percival Vaughan Davies. Records 
of civilization: Sources and studies 79 (New York: Columbia University Press, 1969). For an Italian trans. see: Macrobii 
Ambrosii Theodosii commentariorum in Somnium Scipionis libri duo, ed. and trans. with intro. and notes by Luigi Scarpa. 
Biblioteca di cultura (Padova: Liviana, 1981), see also Commentario al Somnium Scipionis, ed. and trans. with intro and 
notes by Mario Regali. Biblioteca di studi antichi 38, 58 (Pisa: Giardini, 1983–90). On the importance of Macrobius’s 
contribution, see P. Matthaeus Schedler, Die Philosophie des Macrobius und ihr Einfluß auf die Wissenschaft des christlichen 
Mittelalters. Beiträge zur Geschichte der Philosophie des Mittelalters: Texte und Untersuchungen 13/1, ed. by Clemens 
Bäumker, et al. (Münster in Westfalen: Aschendorff, 1916); Jacques Flamant, Macrobe et le néo-platonisme latin à la fin du 
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485–580)226 and Martianus Capella (fl.  early 5th century).227 Guido’s comprehensive 
music-theoretical system relied on the monochord divisions of Boethius228 as a point 
of departure for a radical redefining of the musical gamut. The Lydian system left an 
undeniable impact on the future direction of the musica disciplina, as communicated 
both in the glosses on the Micrologus229 and in independent treatises.230 This impact can 
be readily gleaned from his introduction of the resultant new system of terminology that 
projected music in its novel embracing of musica theorica and musica practica231—with its 
many facets, including the identifying and defining of steps (passus) of clearly measured 

IVe siècle. Études preliminaries aux religions orientales dans l’Empire romain 58 (Leiden: E.J. Brill, 1977). 
226  Cassiodorus, Variarum libri XII, ed. by Åke J. Fridh (Turnholt: Brepols, 1973); Cassiodorus, Institutiones humanarum 

litterarum, trans.  by Hele Dill Goode and Gertrude C.  Drake.  Colorado College music press translations 12, ed.  by 
Albert Seay (Colorado Springs, Co.: Colorado College Music Press, 1980); see also Hermann Abert, “Zu Cassiodor”, 
Sammelbände der Internationalen Musikgesellschaft 3 (1901–02) 439–53; Hans Thiele, “Cassiodor, seine Klostergründung 
Vivarium und sein Nachwirken im Mittelalter”, Studien und Mitteilungen zur Geschichte des Benediktinerordens und 
seiner Zweige 50 (1932) 374–419; also as separate publication (München: R. Oldenbourg, 1932); Leslie W. Jones, “The 
influence of Cassiodor on medieval culture”, Speculum 20 (1945) 433–42; Georg Sowa, Die Musikanschauung Cassiodors 
(Ph.D. diss., Universität Berlin, 1953); James Joseph O’Donnell, Cassiodorus (Berkeley: University of California Press, 
1979); Louis Holtz, “Quelques aspects de la tradition et de la diffusion des Institutiones”, Atti della settimanadi studi su 
Flavio Magno Aurelio Cassiodoro: Cosenza-Squillace, 19–24 settembre 1983, ed. by Sandro Leanza (Soveria Mannelli: 
Rubbettino, 1986) 281–312; Åke   J.  Fridh, “Cassiodorus’s Digression on Music, Var.  II 40”, Eranos: Acta philologica 
suecana 86 (1988) 43–51; Fabio Troncarelli, “I codici di Cassiodoro: Le testimonanze più antiche”, Scrittura e civilità 12 
(1988) 47–99; Nancy Phillips, “Classical and late Latin sources for ninth-century writings on music”, Music theory and its 
sources: Antiquity and the Middle Ages, ed. by André Barbera. Notre Dame conferences in Medieval studies 1, ed. by John 
von Engen (Notre Dame, Ind.: University of Notre Dame Press, 1990) 100–35, esp. 108–18.

227  Opus Martiani Capellae de nuptiis philologiae et Mercurii … De grammatica … De dialectica … De rhetorica … De 
geometria … De arithmetica … De astronomia … De musica … (Vicenza: Enrico di Ca’Zeno, 1498); see also Martianus 
Capella, De nuptiis et philologiae Mercurii, ed. by James Willis (Leipzig: B.G. Teubner, 1983); William Harris Stahl, 
Richard Johnson, and E.L. Burge, trans., Martianus Capella and the seven liberal arts. Records of civilization: Sources 
and studies 84 (New York: Columbia University Press, 1971); see also William H. Stahl, “To a better understanding of 
Martianus Capella”, Speculum 40 (1965) 102–15; see also Wilhelm H. Stahl, “The Quadrivium of Martianus Capella: Its 
place in the intellectual history of Western Europe”, Arts libéraux et philosophie au moyen âge: Actes du quatrième congrès 
international de philosophie médiévale, Université de Montréal, Montréal, Canada, 27 août–2 septembre 1967 (Montréal: 
Institut d’Études Mediévales; Paris: J. Vrin, 1969) 959–67.

228  Viatcheslav Kartsovnik, “Institutiones grammaticae and Mensura monochordi: A new source of Guido of Arezzo’s 
Micrologus”, Musica disciplina: A yearbook of the history of music 42 (1988) 7–22.

229  See appendix, document 31. The principal manuscripts of the Micrologus to include glosses are the following: 
Göttingen, Niedersächsische Staats- und Universitätsbibliothek, Ms.  Philos.  84, fol.  1v–13v (12th century, with 
unknown provenance); Cambridge, Trinity College, R.15.22 (944), fol. 102r–117r (1130–1200, of English provenance); 
Oxford, St. John’s College 188, fol. 54r– 71v (late 13th century, of English provenance). For a discussion of the latter 
source, see Wolfgang Hirschmann, “Accessus und Glosse: Die Micrologus-Version der Handschrift Oxford, St.  John’s 
College 188”, Quellen und Studien zur Musiktheorie des Mittelalters, ed. by Michael Bernhard. Bayerische Akademie der 
Wissenschaften: Veröffentlichungen der Musikhistorischen Kommission 15 (München: Bayerische Akademie der 
Wissenschaften, 2001) vol. 3, 145–74. For a more comprehensive discussion of the glosses in the context of the reception 
of the Micrologus, see Wolfgang Hirschmann, Auctoritas und Imitatio: Studien zur Rezeption von Guidos Micrologus in der 
Musiktheorie des Hoch- und Spätmittelalters (Habilitation, Universität Erlangen, 1999).

230  See, for example, Cecily Sweeny, “John Wylde and the Musica Guidonis”, Musica disciplina: A yearbook of the 
history of music 29 (1975) 3–9. 

231  Joseph Smits van Waesberghe, “Wie Wortwahl und Terminologie bei Guido von Arezzo entstanden und überliefert 
wurden”, trans.  by M.U.  Schouten-Glass.  Archiv für Musikwissenschaft 31 (1974) 73–86; see also Margarete Appel, 
Terminologie in den mittelalterlichen Musiktrakaten: Ein Beitrag zur musikalischen Elementarlehre des Mittelalters (Bottrop 
in Westfalen: Wilhelm Postberg, 1935); Mary Gratia Ennis, The vocabulary of the Institutiones of Cassiodorus with special 
advertence to the technical terminology and its sources. Catholic University of America studies in Medieval and Renaissance 
Latin 9 (Washington, D.C.: Catholic University of America Press, 1939); Hans Peter Gysin, Studien zum Vokabular 
der Musiktheorie im Mittelalter: Eine linguistische Analyse (Amsterdam: Frits Knuf, 1958); Fritz Reckow, “Aspekte der 
Ausbildung einer lateinischen musikalischen Fachsprache im Mittelalter”, International Musicological Society: Report of 
the eleventh congress, Kopenhagen 1972, 2 vols., ed. by Henrik Glahn, Søren Sørensen, and Peter Ryom (København: 
W. Hansen, 1974) vol. 2, 612–17; Wolf Frobenius, “Methoden und Hilsmittel mittelalterlicher Musiktheorie und ihr 
Vokabular”, Méthodes et instruments du travail intellectuel au moyen âge: Étude sur le vocabulaire, ed. by Olga Weijers. 
Études sur le vocabulaire intellectual du Moyen Age 3 (Turnhout: Brepols, 1990) 121–36.
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intervals,232 the designation of pitches,233 and their aural recognition,234 all integral parts 
of the process of didactic learning,235 as well as a number of doctrines, among them the 
affinitas vocum,236 the modi,237 and the vis musicae.238 These doctrines are linked directly 
to the compositional premise239 and performance practice of Gregorian chant,240 with 
its melodic profile often displaying a tendency towards a formulaic organization.241 
And this knowledge informed numerous theorists identified in Leopold Mozart’s 
“Versuch eines kurzen Geschichte der Musik” included in his Violinschule. Each one of 
these important contributors was persuaded to some degree by Guido’s pragmatically 
inspired didactic method thoroughly grounded in the modal system with its multi-
dimensional facets and manifold uses and interpretations of pedagogy,242 compositional 

232  On the pervasiveness of this tradition, see, for example, Klaus-Jürgen Sachs, “Zu Tradition der Klangschritt-Lehre: 
Die Texte mit der Formel ‘Si cantus ascendit …’ und ihre Verwandten”, Archiv für Musikwissenschaft 28 (1971) 233–70; 
see also Klaus-Jürgen Sachs, “Zwischen Konvention und System: Zur Intervall-Terminologie in Mehrstimmigkeitslehren 
des 13. bis 15. Jahrhunderts”, Quellen und Studien zur Musiktheorie des Mittelalters, ed. by Michael Bernhard. Bayerische 
Akademie der Wissenschaften: Veröffentlichungen der Musikhistorischen Kommission 15 (München: Bayerische 
Akademie der Wissenschaften, 2001) vol. 3, 253–72.

233  Further on this topic and related terminology, see, for example, Calvin M. Bower, “Sonus, vox, chorda, nota: Thing, 
name, and sign in early medieval theory”, Quellen und Studien zur Musiktheorie des Mittelalters, ed. by Michael Bernhard. 
Bayerische Akademie der Wissenschaften: Veröffentlichungen der Musikhistorischen Kommission 15 (München: 
Bayersiche Akademie der Wissenschaften, 2001) vol. 3, 47–61. 

234  Susan Forscher Weiss, “The singing hand”; and idem, “Steps to singing”, Writing on hands: Memory and knowledge 
in early modern Europe, ed. by Claire Richter Sherman, et al. (Seattle: University of Washington Press, 2000).

235  Susan Forscher Weiss, “Didactic sources of musical learning”, Didactic literature in England, 1500–1800: Expertise 
constructed, ed. by Natasha Glaisyer and Sara Pennell (Aldershot: Ashagte, 2001) 39–62.

236   Dolores Pesce, The concept of the affinities in theoretical writings on music from c. 900 to c. 1500 (Ph.D.  diss., 
University of Maryland at College Park, 1982); Dolores Pesce, The affinities and medieval transposition. Music: Scholarship 
and performance, ed. by Thomas Binkley (Bloomington: Indiana University Press, 1987).

237  For a discussion of the modes in the context of musica theorica, see, for example, Antoine Auda, Les modes et les tons 
de la musique et spécialement de la musique médiévale (Brussels: M. Hayez, 1930); Frederick Sturges Andrews, Mediaeval 
modal theory (Ph.D. diss., Cornell University, 1935); Antoine Auda, Les gammes musicales: Éssai historique sur les modes et 
sur les tone de la musique depuis l’antiquité jusqu’à l’époque moderne (Woluvé-Saint-Pierre: s.n., 1947); Michael Markovits, 
Das Tonsystem der abendländischen Musik im frühen Mittelalter; Charles M. Atkinson, “The parapteres: Nothi or not?”, 
The musical quarterly 68 (1982) 32–59. For a discussion of the modes in the context of musica practica, see, for example, 
Urbanus Bomm, Der Wechsel der Modalitätsbestimmung in der Tradition der Meßgesänge im IX. bis XIII. Jahrhundert und 
sein Einfluß auf die Tradition ihrer Melodien (Einsiedeln: Benzinger, 1929; repr. ed., New York: Georg Olms, 1975); see 
also Hendrik van der Werf, The emergence of Gregorian chant: A comparative study of Ambrosian, Roman and Gregorian 
chant. Hendrik van der Werf, A study of modes and melodies 2 (Rochester, N.Y.: Hendrik van der Werf, 1983). 

238  Further on this topic, see, for example, Werner Friedrich Kümmel, “Melancholie und die Macht der Musik; Die 
Krankheit König Sauls in der historischen Diskussion”, Medizinhistorisches Journal 4 (1969) 189–209.

239  See, for example, Detlev Bosse, Untersuchung einstimmiger mittelalterlicher Melodien zum ‘Gloria in excelsis Deo’. 
Forschungsbeiträge zur Musikwissenschaft 2 (Regensburg: Gustav Bosse, 1955).

240  Joseph Smits van Waesberghe, “Dom Guido von Arezzo, Dome André Mocquereau, Dom Eugène Cardine und 
das Problem des authentischen Vortrages des gregorianischen Chorals”, Ut mens concordat voci: Festschrift Eugène Cardine 
zum 75. Geburtstag, ed. by Johannes Berchmans Göschl (St. Ottilien: EOS-Verlag, 1980) 404–29. On the wide reaching 
impact of Gudio of Arezzo’s musical system, see Klaus-Jürgen Sachs, “Tradition und innovation bei Guido von Arezzo”, 
Kontinuität und Transformation der Antike im Mittelalter: Veröffentlichung der Kongreßakten zum Freiburger Symposion 
des Mediävistenverbandes, ed.  by Willi Erzgräber (Sigmaringen: Jan Thorbecke, 1989) 233–44; see also Willi Apel, 
Gregorian chant (Bloomington: Indiana University Press, 1958, 2nd ed., 1990); Kenneth Levy, Gregorian chant and the 
Carolingians (Princeton, N.J.: Princeton University Press, 1998); Richard L. Crocker, An introduction to Gregorian chant 
(New Haven, Conn.: Yale University Press, 2000).

241  See, for example, Terence Bailey, The intonation formulas of Western chant. Pontificial Institute of Mediaeval studies: 
Studies and texts 28 (Toronto: Pontificial Institute of Mediaeval Studies, 1974); Kenneth Levy, “On Gregorian orality”, 
Journal of the American Musicological Society 43 (1990) 185–227; Theodore Karp, Aspects of orality and formularity in 
Gregorian chant (Evanston, Ill.: Northwestern University Press, 1998).

242  Joseph Smits van Waesberghe, De musico-pedagogico et theoretico Guidone Aretino eiusque vita et motibus, issued 
under auspices of the Comitato Nationale per le Onoranze a Guido d’Arezzo (Firenze: Leo S. Olschki, 1953).
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processes,243 improvisation,244 and the ear as a principal source of mediation.245 At 
the same time each contributor was cognizant of the historiography underlying this 
development in examining the practica musica, and each formulated his own notions of 
polyphony (summarized in the musica mensurabilis),246 specifically of organum247 and 
related practices,248 based on Guido’s comprehensive coverage of the musica plana. Yet, 
in the individual studies of the musica theorica, each particular author invariably pays  
tribute to Boethius’s writings, which, at least in philosophical circles, continue to serve 
as important elements of teaching in the mathematical-philosophical tradition next to 
that of the Micrologus with its widening and diversification of the discourse, including 
the strands of musica practica and musica theorica.249 Such a two-prongued approach 
is also evident in the music-theoretical discourse of the Violinschule: In the “Versuch 
eines kurzen Geschichte der Musik”, Leopold Mozart, in his decisively historiographic 
orientation, is very much influenced by both traditions, and with an obvious humanist 
bend in his brief recounting of various facets, but with a more pronounced leaning towards 
the Guidonian system in discussing the music fundamentals later in this treatise. This 
segment provides the direct link with the principal mandate of the Violinschule, namely, 
the topics of violin organology, violin repertoire and related performance practices, and, 
above all, music pedagogy,250 frequently underscored by depictions.251

243   Ernst Apfel, “Über das Verhältnis von Musiktheorie und Kompositionspraxis im späten Mittelalter (1200–
1500)”, Bericht über den Internationalen Musikwissenschaftlichen Kongreß, Kassel, 1962, ed. by Georg Reichert and Martin 
Just (Kassel: Bärenreiter, 1963) 354–56; Ernst Apfel, Grundlagen einer Geschichte der Satztechnik vom 13. bis zum 16. 
Jahrhundert, 3 vols. (Saarbrücken: Ernst Apfel; Kassel: Bärenreiter, 1974). 

244   Joseph Smits van Waesberghe, “Guido of Arezzo and musical improvisation”, Musica disciplina: A yearbook of 
the history of music 5 (1951) 55–63. For a continuation of this tradition, see, for example, Klaus-Jürgens Sachs, “Arten 
improvisierter Mehrstimmigkeit nach Lehrtexten des 14. bis 16. Jahrhunderts”, Basler Jahrbuch für historische Musikpraxis 
7 (1983) 166–83.

245  Guido’s view is also borne out by iconographic illustrations; see Elizabeth Sears, “The iconography of auditory 
perception in the early Middle Ages: On psalm illustration and psalm exegesis”, The second sense: Studies in hearing and 
musical judgment from Antiquity to the seventeenth century, ed. by Charles Burnett, Michael Fend, and Penelope Gouk. 
Warburg Institute surveys and texts 22, ed. by Jill Kraye and W.F. Ryam (London: The Warburg Institute, University of 
London, 1991) 19–42. On the importance of the ear in the music-theoretical thoughts of earlier eras, see, for example, 
John Caldwell, “The concept of musical judgment in late antiquity”, in: ibid., 161–68.

246  Anton Maria Michalitschke, “Studien zur Entstehung und Frühentwicklung der Mensuralnotation”, Zeitschrift 
für Musikwissenschaft 12 (1929) 257–79; Fritz Reckow, “Überlieferung und Theorie der Mensuralmusik”, Geschichte der 
katholischen Kirchenmusik, 2 vols., ed. by Karl Gustav Fellerer (Kassel: Bärenreiter, 1972) vol. 1, 398–405; Edward H. 
Roesner, “The emergence of musica mensurabilis”, Studies in musical sources and style: Essays in honor of Jan LaRue, ed. by 
Eugene K. Wolf and Edward H. Roesner (Madison, Wisc.: A-R Editions, 1990) 41–74; see also Sandra Pinegar, Textual 
and conceptual relationship among theoretical writings on measurable music of the thirteenth and early fourteenth centuries 
(Ph.D. diss., University of California at Berkeley, 1989).

247   Sarah Fuller, “Theoretical foundations of early organum theory”, Acta musicologica 53 (1981) 52–84; Heinz 
Ristory, “Skizzen zum Entwicklungsgang der Organum-Theorie”, Music disciplina: A yearbook of the history of music 47 
(1993) 227–57; see also Calvin M. Bower, “A bibliography of early organum”, Current musicology 21 (1976) 16–45. 

248   Fritz Reckow, “Guido’s theory of organum after Guido: Transmission, adaptation, transformation”, Essays on 
medieval music in honor of David G. Hughes, ed. by Graeme M. Boone (Cambridge: Harvard University Press, 1995) 
395–413.

249  Such widening of this discourse is directly linked to the principal facets of Medieval culture; see Horst Wenzel, 
Hören und Sehen, Schrift und Bild: Kultur und Gedächtnis im Mittelalter. C.H. Beck Kulturwissenschaft (München: C.H. 
Beck, 1995).

250  In the context of organological treatises, the venerable tradition of pedagogy, fostered in the writings of Guido of 
Arezzo, plays a most significant role, as substantiated in the historiography. For important contributions in the secondary 
literature, see, for example, Albert Seay, “The expositio manus of Johannes Tinctoris”, The journal of music theory 9 (1965) 
194–232.

251  See, for example, Jane Stevens, “Hands, music, and meaning in some seventeenth-century Dutch paintings”, Imago 
musicae: International yearbook of musical iconography 1 (1984) 75–102.
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In his review of the musica theorica, the focal point of his “Versuch eines kurzen 
Geschichte der Musik”, Leopold Mozart goes beyond his reference to Boethius by 
mentioning a more recent representative of the musica speculativa: Johannes de Muris, 
whose treatise, the Musica speculativa (1323),252 served as a complimentary text to the 
De institutione arithmetica253 and the De institutione musica254 of Boethius, key readings 
within the canon of subjects taught in the universities of the Middle Ages.255 Yet 
unlike Boethius, Johannes de Muris is amenable to the broadening of the sphere of 
examination, in essence following the venerable path of Guido of Arezzo.  However, 
his coverage of the musica theorica and the musica practica is not in a unified form but 
rather comes in distinctly separate sections of his treatise.256 In his Musica speculativa,257 
Johannes de Muris in essence recounts faithfully the content of the above-mentioned 
texts of Boethius, though expanding the Pythagorean arithmetic with observations 
from a number of other disciplines, specifically astronomy258 and acoustics,259 and the 

252   See appendix, document 63.  On the importance of this treatise within the music-theoretical canon, see, for 
example, Christian Meyer, “‘[…] per venerandae memoriae magistrum Iohannem de Muris […]’: La tradition parisienne 
de l’enseignement de Jean de Murs”, Gedenkschrift für Walter Pass, ed. by Martin Czernin (Tutzing: Hans Schneider, 
2002) 217–34.

253  See appendix, document 10.
254  See appendix, document 9.
255  Michel Huglo, “The study of ancient sources of music theory in the medieval universities”, trans. by Fabian C. 

Lochner, Music theory and its sources: Antiquity and the Middle Ages, ed. by André Barbera. Notre Dame conferences 
in medieval studies 1, ed.  by John von Engen (Notre Dame, Ind.: University of Notre Dame Press, 1990) 150–72; 
Elżbieta Witkowska-Zaremba, “I commentari universitari del Quattrocento al trattato Musica speculativa di Johannes de 
Muris”, Studi in onore Giuseppe Vecchi, ed. by Ivano Cavallini (Modena: Mucchi, 1989) 179–86; see also Guy Beaujouan, 
“L’enseignement de l’arithmétique élémentaire à l’Université de Paris aux XIIIe et XIVe siècles”, Homenaje à Millás-
Vallicrosa, 2 vols., ed. by José Maria Millás Vallicrosa (Barcelona: Consejo Superior de Investigaciones Cientificas, 1954–
56) vol. 1, 93–124; Nan Cooke Carpenter, “The study of music at the University of Paris in the Middle Ages”, Journal of 
research in music education 2 (1954) 119–33; Nan Cooke Carpenter, Music in the Medieval and Renaissance universities 
(Norman: University of Oklahoma Perss, 1958); Jeremy Yudkin, “The influence of Aristotle on French university music 
texts”, Music theory and its sources: Antiquity and the Middle Ages, ed. by André Barbera. Notre Dame conferences in 
Medieval studies 1, ed. by John von Engen (Notre Dame, Ind.: University of Notre Dame Press, 1990) 173–89; George 
Molland, “The quadrivium in the universities: Four questions”, Scientia und Ars im Hoch- und Spätmittelalter: Albert 
Zimmermann zum 65. Geburtstag, ed.  by Ingrid Craemer Ruegenberg and Andreas Speer.  Miscellanea Mediaevalia: 
Veröffentlichungen des Thomas-Instituts der Universität zu Köln 22/1, ed. by Albert Zimmermann (Berlin: Walter de 
Gruyter, 1994) 66–78; Jacques Verger, “L’Université de Paris et ses collèges au temps de Jérôme de Moravie”, Jérôme de 
Moravie: Un théoricien de la musique dans le milieu intellectuel parisien de XIIIe siècle. Actes du Colloque de Royaumont 1989, 
ed. by Christian Meyer, Michel Huglo, and Marcel Pérès. Rencontres à Royaumont 4 (Paris: Créaphis, 1992) 15–31; 
also as a reprint in Jacques Verger, Les universités français au moyen âge. Education and society in the Middle Ages and 
Renaissance 7 (Leiden: E.J. Brill, 1995) 53–67.

256   On the exceptionally broad approach to Johannes de Muris’s music-theoretical discourse carefully balanced 
between musica and philosophia, see Lawrence Gushee, “Jehan des Meurs and his milieu”, Musik und die Geschichte der 
Philosophie und Naturwissenschaften im Mittelalter: Fragen zur Wechselwirkung von ‘musica’ und ‘philosophia’ im Mittelalter, 
ed. by Frank Hentschel. Studien und Texte zur Geistesgeschichte des Mittelalters 62 (Leiden: E.J. Brill, 1998) 359–72. 

257  See appendix, document 63.
258  M. Lejbowicz, “Les disciplines du quadrivium: L’astronomie”, L’enseignement des disciplines à la Faculté des arts, 

Paris et Oxford, XIIIe–XVe siècles: Actes du colloque international [Paris, 18–20 May 1995], ed. by Olga Weijers and Louis 
Holtz. Studia artistarum 4 (Turnhout: Brepols, 1997).

259  Klaus-Jürgens Sachs, “Boethius and the judgment of the ears: A hidden challenge in Medieval and Renaissance 
music theory”, The second sense: Studies in hearing and musical judgment from Antiquity to the seventeenth century, ed. by 
Charles Burnett, Michael Fend, and Penelope Gouk. Warburg Institute surveys and texts 22, ed. by Jill Kraye and W.F. 
Ryan (London: The Warburg Institute, University of London, 1991) 169–98.
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experimentation (suggesting both Aristotle’s De sensu260 and Ptolemy’s Harmonics261) 
with arithmetic.262 This experimentation serves as the principal premise of inquiry not 
only for Johannes de Muris,263 but also for theorists of subsequent eras.264 For Johannes 
de Muris, the novel approach lies in his borrowing of Euclid’s arithmetic calculations and 
the examination of their relevance to the understanding of the theorica musica.265 At the 
time of his recounting of the Boethian doctrine, Johannes de Muris was also preoccupied 
with the profound examination of the theory of the musical consonances,266 carefully 
interpolated within the context of arithmetic and acoustic, as a central part of his musica 
theorica,267 and that as an extension of book I of his Notitia artis musicae (1321).268 
Only in the musica practica, specifically with his coverage of the musica mensurabilis,269 
does he draw musica practica and musica theorica into closer union,270 specifically by 

260  For a Greek edition of this treatise, see Immanuel Bekker, Aristoteles De anima, De sensu, De memoria, De somno 
(Berlin: Typis Academicis, 1829). For a Latin trans. of this treatise, see Aristotle, De sensu et sensili, trans. by François 
Vatable (Paris: Apud Prigentium Calvarin, 1531); see also idem, De sensu et De memoria libri, trans. by Auré Förster 
(Budapest: Sumptibus Academiae Litterarum Hungaricae, 1942).  For an English trans., see idem, De sensu and De 
memoria, trans. and ed. by George Robert Thomson Ross. Philosophy of Plato and Aristotle (New York: Arno Press, 
1906; repr. 1973). For a commentary of this treatise, see, for example, Alexander of Aphrodisias, On Aristotle’s “On Sense 
Perception”, trans. by Alan Towey. The ancient commentators on Aristotle (Ithaca, N.Y.: Cornell University Press, 2000).

261  See appendix, document 78.
262  On the affinity between arithmetic and music, see, for example, Richard L. Crocker, “Pythagorean mathematics 

and music”, Journal of aesthetics and art criticism 22 (1963–64) 189–98; 325–35; Willi Apel, “Mathematics and music 
in the Middle Ages”, Musica e arte figurative nel secolo X–XII (15–18 ottobre 1972). Convegni del Cenro di Studi sulla 
Spiritualità Medievale 13 (Todi: Accademia Tuchertina, 1973) 135–65; also in Willi Apel, Medieval music: Collected 
articles and reviews, with a forew.  by Thomas E.  Binkley (Wiesbaden: Franz Seiner, 1986) 122–53; Rudolf Wille, 
“Mathematische Sprache in der Musiktheorie”,  Jahrbuch Überblicke Mathematik 1980, ed. by B. Fuchssteiner (Mannheim: 
Bibliographisches Institut, 1980) 167–84.

263   F.  Alberto Gallo, “Lo studio della Musica speculativa di Johannes de Muris in Polonia e in Italia; Le Glosse 
dell’Università de Cracovia e i Glossemata di Franchino Gaffurio”, Primo incontro con la musica italiana in Polonia: Dal 
rinascimento al barocco, Parma, 12–13 giugno/Bydgoszcz, 11–12 settembre 1969. Miscellanee saggi convegni 7 (Bologna: 
Antiquae Musicae Italicae Studiosi, 1974) 39–54; see also Christian Meyer, “Une source inconnu de la Musica speculativa 
de Jean de Meurs: Berlin, Staatsbibliothek Preußischer Kulturbesitz, Ms. Lat.  fol. 600”, Revue d’histoire des textes 11 
(1981) 415–18.

264  See, for example, Elżbieta Witkowska-Zaremba, “‘Annotationes in Musicen Joannis de Muris’: A commentary 
to Johannes de Muris’ Musica speculativa by Andreas Perlachius”, Gedenkschrift für Walter Pass, ed. by Martin Czernin 
(Tutzing: Hans Schneider, 2002) 235–44.

265  Dorit Esther Tanay, “‘Johan de Meurs’ musical theory and the mathematics of the fourteenth century”, Tractrix 5 
(1993) 17–43.

266   Elżbieta Witkowska-Zaremba, “Some aspects of Pythagorean harmony in the late Middle Ages: The figura 
circulorum from the treatise Musica speculative by Johannes de Muris”, From idea to sound: Proceedings of the International 
Musicological Symposium held at Castle Nieborów in Poland, September 4–5, 1985, ed.  by Anna Czekanowska, Miloš 
Velimirović, and Zbigniew Skowron (Kraków: Wydano Nakladern Fundacji Zjednoczonej Europy, 1993) 44–58. In 
this endeavor, Johannes de Muris was influenced by the Greek tradition. Further on the background of this tradition, see, 
for example, Amy Kusian Holbrook, The concept of musical consonance in Greek antiquity and its application in the earliest 
medieval descriptions of polyphony (Ph.D. diss., University of Washington, 1983).

267  Max Haas, “Musik zwischen Mathematik und Physik: Zur Bedeutung der Notation in den Notita artis musicae 
des Johannes de Muris (1321)”, Festschrift für Arno Volk, ed. by Lars Ulrich Abraham, Carl Dahlhaus, and Hans Oesch 
(Köln: Gerig, 1974) 31–46. 

268  See appendix, document 61.
269   See appendix, document 64; see also Klaus-Jürgen Sachs, Der Contrapunctus im 14. und 15. Jahrhundert: 

Untersuchungen zum Termius, zur Lehre und zu den Quellen. Beihefte zum Archiv für Musikwissenschaft 13, ed. by 
Hans Heinrich Eggebrecht in collab. with Walter Gerstenberg, Kurt von Fischer, Wolfgang Osthoff, and Arnold Schmitz 
(Wiesbaden: Franz Steiner, 1974); Christian Berktold, Ars practica mensurabilis cantus secundum Johannem de Muris: 
De Recensio maior des sogenannten “Libellus practice cantus mensurabilis”. Bayerische Akademie der Wissenschaften: 
Veröffentlichungen der Musikhistorischen Kommission 14 (München: Bayerische Akademie der Wissenschaften, 
1999); Heinz Ristory, Denkmodelle zur französischen Mensuraltheorie des 14. Jahrhundert. Musicological studies 81/1 
(Ottawa, Ont.: Institute of Mediaeval Music, 2004) vol. I: Historische Darstellung, 169–349.

270  André Goddu, “Music as art and science in the fourteenth century”, Scientia und Ars im Hoch- und Spätmittelalter, 
ed.  by Ingrid Craemer-Ruegenberg and Andreas Speer.  Miscellanea mediaevalia: Veröffentlichungen des Thomas-
Instituts der Universität zu Köln 22/2, ed. by Albert Zimmermann (Berlin: Walter de Gruyter, 1994) 1023–45.
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leaning towards Aristotle’s De sensu271 in the focus on the acoustic parameters of sound 
production in conjunction with the recognition of rhythm272—topics to which Johannes 
de Muris returns in his Compendium, in dialogue form with an emphasis on a decisively 
simpler explanation of solely the musica practica. Indeed, it is this unique approach of 
Johannes de Muris to the musica theorica and musica practica, always with a pronounced 
anchoring of his thoughts in the philosophy of the late 13th and early 14th centuries,273 
in short, contributing to the historigraphic discourse which perhaps attracted the 
attention of Leopold Mozart and ultimately prompted him to include this important 
theorist in his “Versuch eines kurzen Geschichte der Musik”. 

In his cursory survey of the music history of Antiquity and the early Middle 
Ages, Leopold Mozart briefly returns to the contribution of translators in making 
important documents of Greek antiquity accessible to the Latin West—a tradition 
that reaches a culmination in the middle of the 17th century in the scholarship of 
the Danish polyhistorian Marcus Meibom (1620/21–1710).274 As philologist and 
mathematician, Meibom, in a two-volume set entitled Antiquae musicae auctoris septem 
(1652)275 and dedicated to Queen Christiana of Sweden, assembled some of the key 
texts of noted scholars, including Alypius,276 Aristides Quintilianus (fl.  late 3rd and 

271  See note 260.
272  F. Alberto Gallo, “Die Notationslehre im 14. und 15. Jahrhundert”, Hans Heinrich Eggebrecht, F. Alberto Gallo, 

Max Haas, and Klaus-Jürgen Sachs, Geschichte der Musiktheorie. V: Die mittelalterliche Lehre von der Mehrstimmigkeit, ed. 
by Frieder Zaminer (Darmstadt: Wissenschafltiche Buchgesellschaft, 1984) 257–356.

273  Max Haas, “Studien zur mittelalterlichen Musiklehre.  I: Eine Übersicht über die Musiklehre im Kontext der 
Philosophie des 13. und frühen 14. Jahrhunderts”, Forum musicologicum: Basler Beiträge zur Musikgeschichte 3 (1982) 
323–456.

274  For an overview of Meibom’s contributions, see C.S. Petersen, “Marcus Meibom og Villem Lange”, Fund og forskning 
1 (1954) 1–39. Further on Meibom’s scholarship in the context of Danish historiography, see Angul Hammerich, Dansk 
musikhistorie indtil ca. 1700 (København: G.E.C. Gad, 1721).

275  See appendix, document 58.
276  Johannes van Meurs, ed., Aristoxenus, Nicomachus, Alypius auctores musices antiquissimi, hactenus non editi (Leiden: 

Lugduni Batavorum, 1616); Charles-Émile Ruelle, Alypius et Gaudence, trad. en français pour le premier fois; Bacchius 
l’Ancien traduction entièrement nouvelle; Commentaire. perpétuel et tableaux de notation musicale.  Collection des autors 
grecs relatifs à la musique 5 (Paris: Firmin-Didot, 1895). Further on the contribution of Alypius, see; André Bataille, 
“Remarques sur les deux notations mélodiques de l’ancienne musique grecque”, Recherches de papyrologie 1 (1961) 5–20; 
Jacques Chailley, “Nouvelles remarques sur les deux notations musicales Grecques”, Recherches de papyrologie 4 (1967) 
201–16; Jacques Chailley “La notation archaique grecque d’après Aristide Quintilien”, Revue des études grecques 86 (1973) 
17–34; Martin L. West, Ancient Greek music, 5, 254, 255.
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early 4th centuries),277 Aristoxenos,278 Bacchius of Gerōn (fl. 4th century),279 Cleonides 

277   See appendix, document 1.  On the contribution of Aristides Quintilianus, see Karl Julius Caesar, “Aristides 
Quintilianus und die Solmisation der Griechen”, Jahrbücher für Philologie und Pädagogik 81 (1860) 871–77; Karl von 
Jan, “Zur Aristides Quintilianus”, Jahrbücher für Philologie und Pädagogik 81 (1860) 549–55; Charles-Émile Ruelle, “Le 
musicographe Aristide Quintilien”, Sammelbände der Internationalen Musikgesellschaft 11 (1909–10) 313–23; André Jean 
Festugière, “L’ Âme et la musique d’après Aristide Quintilien”, Transactions of the American Philological Association 85 (1954) 
55–78; Henri Potiron, “Les notations d’Aristide Quintilien et les harmonies dites Platoniciennes”, Revue de musicologie 
47 (1961) 159–76; Jacques Chailley, “L’ annotation archaïque grecque d’après Aristide Quintilien”, Revue des études 
grecques 86 (1973) 17–34; R.P. Winnington-Ingram, “The first notational diagram of Aristides Quintilianus”, Philologus 
117 (1973) 243–49; Luisa Zanoncelli, “La filosofia musicale di Aristide Quintiliano”, Quaderni urbinati di cultura classica 
24 (1977) 77–81; Andrew Barker, “Aristides Quintilianus and construction of early music theory”, Classical quarterly 32 
(1982) 184–97; Jon Solomon, “The manuscript sources for the Aristides Quintilianus and Bryennius Interpolations in 
Cleonides’ EIΣATΩTH APMONIKH, Rheinisches Museum für Philologie 130 (1987) 360–66; François Duysinx, “Aristide 
Quintilien et les modes musicaux antiques”, Serta leodiensia secunda, ed. by Arthur Bodson, Paul Wathelet, and Michel 
Dubuisson (Liège: Université de Liège, 1992) 159–71; Thomas J. Mathiesen, Apollo’s lyre, 521–82. 

278  Aristoxenou Harmonika stoicheia/The harmonics of Aristoxenus, ed. and trans. by Henry Stewart Macran (Oxford: 
Clarendon Press, 1902; Hildesheim: Georg Olms, 1974); Andrew Barker, trans., “Aristoxenos: Elementa Harmonica”, 
Greek musical writings II: Harmonic and acoustic theory, ed. by Andrew Barker. Cambridge readings in the literature of 
music, ed. by John Stevens and Peter le Huray (Cambridge: Cambridge University Press, 1989) 126–84; Aristoxenus: 
Elementa rhythmica: The fragment of book II and the additional evidence for Aristoxenian rhythmic theory, ed. with intro., 
trans. and comm. by Lionel Pearson (Oxford: Clarendon Press; New York: Oxford University Press, 1990). Further 
on the contribution of Aristoxenus, see Rudolf Westphal, Aristoxenos von Tarent: Melik und Rhythmik des classischen 
Hellenentums, 2 vols.  (Leipzig: B.G.  Teubner, 1893; Hildesheim; Georg Olms, 1965); R.  Winnington-Ingram, 
“Aristoxenus and the intervals of Greek music”, Classical quarterly 26 (1932) 195–208; P. Kucharski, “Le Philèbe et les 
Éléments harmonique d’Aristoxène”, Revue philologique 149 (1959) 41–72; Richard L. Crocker, “Aristoxenus and Greek 
mathematics”, Aspects of Medieval and Renaissance music: A birthday offering to Gustave Reese, ed. by Jan LaRue in collab. 
with Martin Bernstein, Hans Lenneberg, and Victor Yellin (New York; W.W. Norton, 1966; New York: Pendragon 
Press, 1978) 96–110; Fritz Wehrli, Aristoxenos, Die Schule des Aristoteles: Texte und Kommentare 2, ed.  by Fritz 
Wehrli (Basel; Stuttgart: B. Schwabe, 1967); Andrew Barker, “Music and perception: A study of Aristoxenus”, Journal of 
Hellenic studies 98 (1978) 9–16; Annie Bélis, “Les nuances dans le Traité d’harmonqiue d’Aristoxène de Tarente”, Revue 
des etudes grecques 95 (1982) 54–73; Andrew Barker, “Aristoxenus’ theorems and the foundations of harmonic science”, 
Ancient philosophy 4 (1984) 23–64; Aldo Brancacci, “Aristosseno e lo stato epistemologico della scienza armonica”, La 
scienza ellenistica: Atti delle 3 giornate di studio, tenutesi a Pavia dal 14 al aprile 1982, ed. by Gabriele Giannantoni and M. 
Vegetti. Elenchos 9 (Napoli: Brepolis, 1984) 154–85; Jon Solomon, “Towards a history of tonoi”, Journal of musicology: A 
quarterly review of music history, criticism, analysis, and performance practice 3 (1984) 242–51; Annie Bélis, Aristoxène de 
Tarente et Aristote: Le Traité d’harmonique. Études et commentaires 100 (Paris: Klincksieck, 1986); Malcolm Litchfield, 
“Aristoxenus and empiricism: A reevaluation based on his theories”, Journal of music theory 32 (1988) 51–73; Albrecht 
Riethmüller, “Grundlagen der Harmonik des Aristoxenos”, Neues Handbuch der Musikwissenschaft. I: Die Musik des 
Altertums, ed. by Albrecht Riethmüller and Frieder Zaminer, ed. by Carl Dahlhaus, continued by Hermann Danuser 
(Laaber: Laaber-Verlag, 1989) 237–59; Albrecht Riethmüller, “Wie Musiktheorie beginnt? Der Rat des Aristoxenos”, 
Musiktheorie 4 (1989) 3–13; Marija Svilans, The harmonics of Aristoxenus and its influence on the writings of Aristides 
Quintilianus: An investigation into correspondences between two Greek music theorists (M.A. thesis, University Queensland, 
1990); Andrew Barker, “Aristoxenus’s harmonics and Aristotle’s theory of science”, Science and philosophy in classical 
Greece, ed. with pref. by Alan C. Bowen. Sources and studies in the history and philosophy of classical science 2, ed. 
by Alan C.  Bowen and Francesca Rochberg-Halton (New York: Garland, 1991) 188–226; Andrew Barker, “Plato 
and Aristoxenos on the nature of melos”, The second sense: Studies in hearing and musical judgment from antiquity to the 
seventeenth century, ed. by Charles Burnett, Michael Fend, and Penelope Gouk. Warburg Institute surveys and texts 
22, ed. by Jill Kraye and W. F. Ryan (London: The Warburg Institute, University of London, 1991) 137–60; Martin L. 
West, Ancient Greek music, 4 ff.; Andrew Barker, “Aristoxenos and music”, The Oxford classical dictionary, ed. by Simon 
Hornblower and Antony Spawforth (Oxford: Oxford University Press, 1996, 3rd ed. 2003) 1003–12; Andrew Barker, 
“Aristoxenos”, Encyclopedia of classical philosophy, ed. by Donald J. Zeyl in collab. with Daniel T. Devereux and Phillips 
K. Mitsis (Westport, Conn.: Greenwood Press, 1997) 95–97; Sophie Gibson, Aristoxenos of Tarentum and the birth of 
musicology, ed. by Dirk Obbink and Andrew Dyck (New York; London: Routledge, 2005). 

279  Friedrich Bellermann, ed., “Eisagoge technes mousikes Bakcheiou ton gerantos”, Anonymi scritio de musica: Bacchi 
senioris Introductio artis musicae (Berlin: Albert Förster, 1841) 101–08; Alexandre Joseph Hidulphe Vincent, trans., 
“Introduction à l’art musical par Bacchius l’ancien”, Notice sur divers manuscrits grecs relative à la musique, comprenant 
une traduction française et des commentaires (Paris: Imprimerie Royale, 1847) 64–72; Karl von Jan, ed., Die Eisagoge des 
Bacchius: Text, kritischer Apparat und deutsche Übersetzung (Strasbourg: R. Schultz, 1890–91); Karl von Jan, ed., “Bacchi 
gerontis isagoge”, Musici scriptores graeci (Leipzig: B.G. Teubner, 1895) 283–316; Luisa Zanoncelli, ed. and trans. with 
comm., “Bacchio il vecchio: Introduzione all’arte musicale”, La manualistica musicale greca (Milano: Guerini Studio, 1990) 
245–304; Otto Steinmayer, trans., “Bacchius Geron’s Introduction to the art of music”, Journal of music theory 29 (1985) 
271–98. Further on the contribution of Bacchius of Geron, see Thomas J. Mathiesen, Apollo’s lyre, 583–93.
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(?fl.  2nd century)280 (misidentified as Euclid by Leopold Mozart281), Gaudentius (fl. 
3rd–4th century),282 Nicomachus,283 and Martianus Capella.284 All of these texts were 
given in the Greek original and a Latin translation with commentary. Though Leopold 
Mozart identifies the authors included in Meibom’s edition in a footnote,285 he seems 
perhaps unaware of Meibom’s other important treatise, the Dialogus de proportionibus 
(Copenhagen, 1655),286 a volume focused on Greek arithmetic, and specifically on the 
examination of the arithmetic proportions as they relate directly to the proportions 
inherent in music.

Leopold Mozart continues with this line of inquiry and the resultant tracing of 
humanist thought in his  “Versuch eines kurzen Geschichte der Musik”, thereby consulting 
the treatises of both music theorists and of nonmusical authors. Luigi Petrobelli has 
offered a general overview of Leopold Mozart’s historical exposition, providing full 
identification of the authorities of antiquity, the Middle Ages, and the Renaissance,287 
that Leopold Mozart fully identifies in his text and accompanying footnotes. Beyond 
that, Leopold Mozart has also included cryptic references to a number of more 
recent authorities on music, who, in their respective treatises, have in general traced 
the humanist tradition carefully as a means of either amplifying and substantiating 
their more contemporary perspectives or placing their own thoughts, often inspired 
by more contemporary notions on music and philosophy, squarely against the more 
archaic systems of learning and teaching. Why did Leopold Mozart suddenly on page 
17 of this chapter of his Violinschule depart from his earlier more comprehensive 
citing of sources? Surely his readers were probably more familiar with contemporary 

280  Jon Solomon, Cleonides: Eisagoge harmonike. Critical edition, translation and commentary (Ph.D. diss., University 
of North Carolina, 1980); further on the contribution of Cleonides, see Karl von Jan, Die Harmonik des Aristoxenianers 
Kleonides (Landsberg an der Warthe: R. Schneider, 1870); Jon Solomon, “The Diastaltic Ethos”, Classical philology 76 
(1981) 93–100; Jon Solomon, “Towards a history of tonoi”, 242–51; Jon Solomon, “The manuscript sources for the 
Aristides Quintilianus and Bryennius”; André Barbera, The Euclidean division of the canon; Alan C. Bowen, “Euclid’s 
Sectio canonis and the history of Pythagoreanism”, Science and philosophy in classical Greece, ed. with pref. by Alan C. 
Bowen. Sources and studies in the history and philosophy of classical Greece 2, ed. by Alan C. Bowen and Francesca 
Rochberg-Halton (New York: Garland, 1991) 164–87; Thomas J. Mathiesen, Apollo’s lyre, 366–90.

281  Leopold Mozart, Violinschule, 17.
282  Karl von Jan, ed., “Gaudenti philosophi harmonica introduction”, Musici scriptores greci (Leipzig: B.G. Teubner, 

1895) 317–56; Charles-Émile Ruelle, Alypius et Gaudence; Lucia Zanoncelli, ed. and trans. with comm., “Gaudenzio: 
Introduzione all’armonica”, La manualistica musicale greca (Milano: Guerini Studio, 1990) 305–69.  Further on the 
contribution of Gaudentius, see André Barbera, “Octave species”, Journal of musicology: A quarterly review of music history, 
criticism, analysis, and performance practice 3 (1984) 229–41; André Barbera, “The consonant eleventh and the expansion 
of the musical tetraktys”, Journal of music theory 28 (1984) 191–224; Thomas J. Mathiesen, Apollo’s lyre, 498–509.

283   Andrew Barker, trans., “Nicomachus”, 245–69; Flora R.  Levin, The manual of harmoncis of Nicomachus the 
Pythagorean. Further on the contribution of Nicomachus of Gerasa, see Flora Levin, The harmonics of Nicomachus and 
the Pythagorean tradition; Calvin M. Bower. “Boethius and Nicomachus”; Thomas J. Mathiesen, Apollo’s lyre, 390–411.

284   Martianus Capella, Satyricon, book 9.  For a comm.  on book 9 of this treatise, see Lucio Cristante, Martiani 
Capellae de nuptiis Philologiae et mercurii liber X: Introduzione, traduzione e commenti. Mediaevo e umanesimo 64 (Padova: 
Antenore, 1987); see also James Willis, Martianus Capella and his early commentators (Ph.D. diss., University of London, 
1959), Cora E. Lutz, “Martianus Capella”, Paul Oskar Kristeller, F. Edward Kranz, and Virginia Brown. eds., Catalogus 
translationum et commentariorum: Mediaeval and Renaissance Latin translations and commentaries. Annotated lists and 
guides (Washington, D.C.: Catholic University of America Press, 1960– ) vol. 2 (1971) 367–81; 3 (1976) 449–52; 6 
(1986) 185 ff. For glosses on book 9 of this treatise, see Mariken Teeuwen, Harmony and music of the spheres: The ars 
musica in ninth-century commentaries on Martianus Capella. Mittellateinische Studien und Texte 30 (Leiden: E.J. Brill, 
2002); see also Claudio Leonardi, “I codici di Marziani Capella”, Aevum: Rassegna di scienze storiche linguistiche filologiche 
33 (1959) 443–89; 34 (1960) 1–524.

285   Leopold Mozart, Violinschule, 17.
286  Marcus Meibom, Consiliarii regii, de proportionibus dialogues: Ad serenissimum principem, Fridericum III, Daniae, 

Norvegiae, Vandalorum, Gotthorumque regem etc. (København: Melchior Martzan, 1655).
287  Luigi Petrobelli, “La cultura di Leopold Mozart e la sua Violinschule,” Mozart-Jahrbuch (1989–90) 9–16.



86

literature, both musical sources and music-theoretical discourse (the latter identified in 
the Appendix). In the case of this list of more contemporary sources, Leopold Mozart 
was very much cognizant of the enormous contribution of those authors identified in 
the Violinschule to both musica theorica and musica practica, so that the mere mentioning 
of names would eliminate any kind of favoring of their literary scholarship over their 
creative output.

What at first glance appears as a haphazard list of important contributors to musical 
humanism, perhaps hastily drawn together, in fact shows some careful reflection on 
the part of its compiler, Leopold Mozart. The mention of important theorists in quick 
succession is not at all unusual, but such practice found widespread application in the 
music-theoretical discourse of the 15th and 16th centuries, especially in writings focused 
on theorica musica—with one of the most extensive applications of this practice occurring 
in the opening chapter of Gaffurio’s Theorica musice.288 Leopold Mozart’s familiarity with 
Gaffurio’s Theorica musice suggests the source of inspiration. It is perhaps no coincidence 
that Leopold Mozart begins his enumeration of names with Heinrich Glarean (1488–
1563), professor at the University of Freiburg im Breisgau initially of poetry and later of 
theology,289 who was infinitely familiar with the curriculum of antiquity and the Middle 
Ages.290 Glarean was one of the key promoters of the Greek tradition through his Latin 
edition of Boethius’s De institutione musica.291 He was also an advocate of the Guidonian 
modal system,292 which he embraced in his own widely accepted twelve-mode system293 
explored in the Dodecachordon (1547),294 a seminal publication for German music 

288  See appendix, document 22.
289   On Glarean’s biography, see Heinrich Schreiber, Heinrich Loriti Glareanus, seine Freunde und seine Zeit: 

Biographischer Versuch (Feiburg im Breisgau: Gebrüder Groos, 1837); Otto Fridolin Fritzsche, Glarean: Sein Leben und 
seine Schriften (Frauenfeld: J. Huber, 1890).

290  See appendix, documents 28–30. On Glarean’s significance as a music theorist, see, for example, Bernhard Meier, 
“Heinrich Loriti Glareanus als Musiktheoretiker”, Aufsätze zur Freiburger Wissenschafts- und Universitätsgeschichte, ed. by 
Johannes Vincke. Beiträge zur Freiburger Wissenschafts- und Universitätsgeschichte 22 (Freiburg im Breisgau: Albert, 
1960) 65–112; Rudolf Aschmann, “Glarean als Musiktheoretiker”, Der Humanist Heinrich Loriti, genannt Glarean, 
1488–1563: Beiträge zu seinem Leben und Werk. ed. by Rudolf Aschmann (Glarus: Baeschlin, 1983) 145–86; see also 
Heinrich Glarean oder; Die Rettung der Musik aus dem Geiste der Antike? ed. by Nicole Schwindt. Trossinger Jahrbuch 
für Renaissancemusik 5 (Kassel: Bärenreiter, 2006), especially the essay by Laurenz Lütteken, “Gratwanderung oder 
integrales Konzept? Glarean in der musikalischen und intellektuellen Geschichte des 16. Jahrhunderts”.

291  See appendix, document 29; see also Inga Mai Groote, “Heinrich Glarean reading and editing Boethius”, Acta 
musicologica 80 (2008) 215–29

292  Siegfried Gissel, “Die modi phrygius, hypophrygius and phrygius connexus”, Musica disciplina: A yearbook of the 
history of music 45 (1991) 5–94.

293  On the adoption of Glarean’s system of twelve modi in contemporary compositional practice, see, for example, Ignace 
Bossuyt, “Die Psalmi poenitentiales (1570) des Alexander Utendal: Ein künstlerisches Gegenstück der Bußpsalmen von 
Orlando Lassus und seine praktische Anwendung von Glareans Theorie der zwölf Modi”, Archiv für Musikwissenschaft 
38 (1981) 279–95; Martin Ruhnke, “Glareans lydischer und hypolydischer Modus bei Dulichius”, Festschrift Hubert 
Unverricht zum 65. Geburtstag, ed. by Karlheinz Schlager. Eichstätter Abhandlungen zur Musikwissenschaft 9 (Tutzing: 
Hans Schneider, 1992) 221–29; see also Bernhard Meier, Alte Tonarten: Dargestellt an der Instrumentalmusik des 16. 
und 17. Jahrhunderts.  Bärenreiter Studienbücher Musik 3, ed.  by Silke Leopold and Jutta Schmoll-Barthel (Kassel: 
Bärenreiter, 1992).

294  See appendix, document 30. On the significance of this treatise, see Sarah Fuller, “Defending the Dodecachordon: 
Ideological currents in Glarean’s modal theory”, Journal of the American Musicological Society 49 (1996) 191–224; Cristle 
Collins Judd, “Musical commonplace books, writing theory, and ‘Silent listening’: The polyphonic examples of the 
Dodecachordon”, The musical quarterly 82 (1998) 482–516; Stefano Mengozzi, Between humanist ideals and scientific thought 
in Glarean’s Dodecachordon (Ph.D. diss., University of Chicago, 1998); see also Clement A. Miller, “The Dodecachordon: 
Its origin and influence on Renaissance thought”, Musica disciplina: A yearbook of the history of music 15 (1961) 155–
66; Laurenz Lütteken, “Humanismus im Kloster: Bemerkungen zu einem der Dedikationsexemplare von Glareanus 
Dodekachordon”, Festschrift Klaus Hortschansky zum 60. Geburtstag, ed. by Axel Beer and Laurenz Lüttecken (Tutzing: 
Hans Schneider, 1995) 43–57; Michele Calella, “Die Ideologie des Exemplum: Bemerkungen zu den Notenbeispielen 
des Dodekachordon”, Heinrich Glarean oder: Die Rettung der Musik aus dem Geist der Antike?, ed. by Nicole Schwindt. 
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theory and practice of the subsequent eras.295 Glarean, who had assembled some of 
the key writings, musical and otherwise, of the Middle Ages and the Renaissance in 
his personal library,296 was exemplary in his broadly based writings,297 which on the 
one hand juxtaposed old and new systems and thoughts in music theory,298 and on the 
other hand divorced musica from its old bondage of the artes liberales,299 comprising the 
trivium and the quadrivium, so as to pave a closer affinity between musica and poesia. In 
this way Glarean was obviously pursuing a path of scholarship which agreed with that 
of Leopold Mozart in his historical survey in the Violinschule. That Leopold Mozart 
must have been aware of the twelve-mode system of Glarean as exposed in Le istutitioni 
harmoniche of Zarlino,300 though without the proper attribution to Glarean, becomes 
apparent in the Violinschule, as he mentions Zarlino immediately after Glarean.

In his synthesis of the vast discourse on musica theorica, arithmetica, cosmologia, 
historia, philosophia, and theologia,301 all of which are central to the all-encompassing 
aesthetics,302 Zarlino, in his two principal treatises, Le istitutioni harmoniche (1558)303 
and Dimostrationi harmoniche (1571),304 mentioned by Leopold Mozart earlier in the 

Trossinger Jahrbuch für Renaissancemusik 5 (Kassel: Bärenreiter, 2006) 199–212.
295  On this topic, see, for example, Craig J. Westendorf, “Glarean’s Dodecachordon in German theory and practice: 

An expression of confessionalism”, Current musicology 37–38 (1984) 33–48; see also Siegfried Gissel, “Zur Modus
bestimmung deutscher Autoren in der Zeit von 1550–1650: Eine Quellenstudie”, Die Musikforschung 39 (1986) 
201–17; Walter Werbeck, Studien zur deutschen Tonaretenlehre in der ersten Hälfte des 16. Jahrhunderts.  Bärenreiter 
Hochschulschriften: Detmold-Paderborner Beiträge zur Musikwissenschaft 1 (Kassel; Bärenreiter, 1989); Siegfried 
Gissel, “Glareans Tonarten Lydius und Hypolydius und ihre Berücksichtigung durch die Theoretiker/Komponisten bis 
etwa 1650”, Musica disciplina: A yearbook of the history of music 51 (1997) 73–102.

296   Iain Fenlon, “Heinrich Glarean’s books”, Music in the German Renaissance: Sources, styles, and contexts, ed.  by 
John Kmetz (Cambridge; Cambridge University Press, 1994) 74–102 [includes complete inventory of sources in the 
possession of Glarean, now preserved in Munich, Ludwig-Maximilians-Universität, Universitätsbibliothek].

297  See, for example, James Hebert Lyons, Humanism and mannerism in the Dodecachordon of Glarean and the Vite 
of Vasari (M.A. thesis, University of Tennessee at Knoxville, 1983).

298  On Glarean’s comprehensive view of music history, see Ernst Lichtenhahn, “‘Ars perfecta’: Zu Glareans Auffassung 
der Musikgeschichte”, Festschrift Arnold Geering zum 70. Geburtstag: Beiträge zur Zeit und zum Begriff des Humanismus 
vorwiegend aus dem Bereich der Musik, ed. by Victor Ravizza (Bern: Paul Haupt, 1972) 129–38.

299  Henrich Hüschen, “Die Musik im Kreise der artes liberales”, Bericht über den Internationalen Musikwissenschaftlichen 
Kongreß Hamburg 1956, ed. by Walter Gerstenberg, et al. (Kassel: Bärenreiter, 1957) 117–23; Edward A. Lippman, “The 
place of music in the system of the liberal arts”, Aspects of Medieval and Renaissance music: A birthday offering to Gustave 
Reese, ed. by Jan LaRue in collab. with Martin Bernstein, Hans Lenneberg, and Victor Yellin (New York; W.W. Norton, 
1966; New York: Pendragon Press, 1978) 545–59; Karl-Gustav Fellerer, “Die musica in den artes liberales”, Artes 
liberales: Studien und Texte zur Geistesgeschichte des Mittelalters 5 (1976) 33–49. Further on the artes liberales, see Richard 
W. Hunt, “The introduction of the ‘artes’ in the twelfth century”, Studia mediaevalia in honorem admodum Reverendi Patris 
Raymundi Josephi Martin, Ordinis praedicatorum s. theologiae magistri LXXUM natalem diem agentis, ed. by B.L. van 
Helmond (Bruges: De Tempel, 1948) 98–107; Cora E. Lutz, “Remigius’ ideas on the origin of the seven liberal arts”, 
Mediaevalia et humanistica 9 (1955) 32–49; Cora E. Lutz, “Remigius’s ideas on the classification of the seven liberal 
arts”, Traditio: Studies in ancient and medieval history, thought and religion 12 (1956) 65–86; see also Werner Bachmann, 
“Bilddarstellungen der Musik im Rahmen der artes liberales”, Bericht über den Internationalen Musikwissenschaftlichen 
Kongreß Hamburg 1956, ed. by Walter Gerstenberg, et al. (Kassel: Bärenreiter, 1957) 46–55; Michael Masi, “Boethius 
and the iconography of the liberal arts”, Latomus 33 (1974) 57–75; David L. Wagner, ed., The seven liberal arts in the 
Middle Ages (Bloomington: Indiana University Press, 1983, repr. 1986). 

300  See appendix, document 101. On the significance of this treatise, see, for example, Hermann Zenck, Zarlino’s 
Istitutioni harmoniche als Quelle zur Musikanschauung der italienischen Renaissance (Leipzig: Breitkopf & Härtel, 1930); 
also in: Zeitschrift für Musikwissenschaft 12 (1929–30) 540–78.

301  Zarlino’s deliberations are focused on the quadrivium as well as on the concept of the musica mundana; see, Paolo 
Sanvito, “Le sperimentazioni nelle scienze quadriviali in alcuni epistolari Zarliniani inediti”, Studi musicali 19 (1990) 
305–18; Brigitte van Wymeesch, “La musique comme reflet de l’harmonie du monde: L’exemple de Platon et de Zarlin”, 
Revue philosophique de Louvain 97 (1999) 289–311.

302  Raffaelo Monterosso, “L’estetetica di Gioseffo Zarlino”, Chigiana 24 (1967) 13–28.
303  See appendix, document 101.
304  See appendix, document 102. For a continuation of Zarlino’s thoughts, first contemplated in Le istitutioni harmoniche 

(1558), in his later Dimostrationi harmoniche (1571), see Michael Fend, “Zarlinos Versuch einer Axiomatisierung der 
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historical synopsis, aimed at joining musica theorica (that is, musica speculativa) and 
musica practica (that is, compositio),305 so as to underscore the perfection of musica.306 
This discourse emanates from the consideration of both subdisciplines not as opposites 
but rather as a perfect union, that is, between rational faculties (facultas rationalis) and 
sensory perceptions (perceptio sensuum).307 In Le istitutione harmoniche,308 Zarlino, in his 
position as a mediator between the systema teleion and the Guidonian system,309 expanded 
the tetraktys (represented by the integers 1, 2, 3, 4),310 by which his predecessors, such as 
Bartolomé Ramos de Pareja (ca. 1440–after 1490),311 Giovanni Spataro (1458–1541),312 
Lodovico Fogliano (ca. 1475–1542)313 and Franchino Gaffurio were able to derive the 

Musiktheorie in den Dimostrationi harmoniche (1571)”, Musiktheorie 4 (1989) 113–26; John Emil Kelleher, Zarlino’s 
Dimostrationi harmoniche and demonstrative methodologies in the sixteenth century (Ph.D. diss., Columbia University, 
1993); see also Jairo Moreno, Musical representations, subjects and objects: The construction of musical thought in Zarlino, 
Descartes, Rameau, and Weber. Musical meaning and interpretation (Bloomington: Indiana University Press, 2004).

305  Wolfgang Horn, ‘Est modus in rebus …’: Gioseffo Zarlinos Musiktheorie und Kompositionslehre und das Tonarten-
Problem in der Musikwissenschaft (Hannover, 1995). 

306  Fritz Högler, “Bemerkungen zu Zarlinos Theorie”, Zeitschrift für Musikwissenschaft 9 (1926–27) 518–27.
307   Isabella Palumbo-Fossati, “La casa veneziani di Gioseffo Zarlino nel testamento e null’inventario dei beni del 

grande teorico musicale”, Nuova rivista musicale italiana 20 (1986) 633–49.
308  See appendix, document 101.
309  Hugo Riemann, “Zarlino als harmonischer Dualist”, Monatshefte für Musikgeschichte 12 (1880) 155–57, 174; Carl 

Dahlhaus, “War Zarlino Dualist?”, Die Musikforschung 10 (1957) 286–90. 
310  Benito R. Rivera, “Theory ruled by practice: Zarlino’s reversal of the classical systems of proportions”,  Indiana 

theory review 16 (1995) 145–70.
311  Bartolomeo Ramos de Pareja, Musica practica. Bibliotheca musica bononiensis II/3 (Bologna: Baltasar de Hiriberia, 

1482; repr. ed. Bologna: Forni, 1969); idem, Musica practica, ed. with trans. and intro. by Johannes Wolf. Publikationen 
der Internationalen Musikgesellschaft: Beihefte 2 (Leipzig: Breitkopf & Härtel, 1901; repr. ed. Wiesbaden: Breitkopf 
& Härtel, 1969); idem, Musica practica di Bartolomé Ramos de Pareja, ed. by Clemente Terni, 2 vols. Viejos libros de 
música: Coleccionces de Joyas Bibliográficas 16 (Madrid: Joyas Bibliográficas, 1983); idem., Música práctica, trans. into 
Spanish by José L. Moralejo, with intro. by Enrique Sánchez Pedrote (Bologna: Baltasar de Hiriberia, 1482; repr. ed., 
Madrid: Alpuerto, 1990). On the editions of this treatise, see Albano Sorbelli, “Le due edizioni della Musica practica 
di Bartolomé Ramis de Pareja”, Gutenberg-Jahrbuch (1930) 104–14; Frederico Ghisi, “Un terzo esemplare della Musica 
practica di Bartolomeo Ramis de Pareia alla Biblioteca nazionale centrale di Firenze”, Note d’archivio per la storia musicale 
12 (1935) 223–27. For an English trans., see Bartolomeo Ramis de Pareia, Musica practica, trans. by Clement A. Miller. 
Musicological studies and documents 44, ed. by Armen Carapetyan (s.l.: American Institute of Musicology, 1993); see 
also Luanne Eris Fose, The Musica practica of Bartolemeo Ramos de Pareia: A critical translation and commentary (Ph.D. 
diss., University of North Texas, 1992). For an Italian translation, see Elisabetta Torselli, Musica practica di Bartolomeo de 
Pareja: Nuova edizione, traduzione in italianom stuio e commento (Ph.D. diss., Università degli Studi di Pavia, 1992). 

312  Tractato di musica di Giovanni Spataro musico Bolognese nel quale si tracta de la perfectione da la sesqualtera producta 
in la musica mensurata exercitate. Bibliotheca musica bononiensis II/14 (Venezia: Bernardino de Vitali, 1531; repr. ed. 
Bologna: Forni, 1970); for further coverage of this topic, see also his polemic writings, especially, Giovanni Spataro, Errori 
di Franchino Gaffurio da Lodi, da maestro Ioanne Spatario, musico Bolognese, in sua deffensione, et del suo preceptore maestro 
Bartolomeo Ramis hispano subtilemente demonstrati (Bologna: Benedetto di Ettore Faelli, 1521); Giovanni Spataro, Dilucide 
et probatissime demonstratione de Maestro Zoanne Spatario musico Bolognese, contra certe frivole et vane excusatione, da 
Franchino Gafurio (maestro de li errori) in luce aducte (Bologna: Hieronymum de Benedictis, 1521) facs. ed. with German 
trans.  and intro.  by Johannes Wolf. Veröffentlichungen der Musik-Bibliothek Paul Hirsch, Frankfurt am Main 7, ed. 
by Johannes Wolf in collab. with Paul Hirsch (Berlin: Martin Breslauer, 1925). Further on these polemic writings, see 
Heinrich Hüschen, “Kritik und Polemik in der Musiktheorie des 15.  Jahrhunderts”, Festschrift Arno Forchert zum 65. 
Geburtstag am 29. Dezember 1985, ed. by Gerhard Allroggen and Detlef Altenburg (Kassel: Bärenreiter, 1986) 41–47. 
In fact, many of the contemporary polemic writings provided a fertile ground for the music-theoretical thought of the 
subsequent eras; see Claude V. Palisca, The beginnings of Baroque music: Its roots in sixteenth-century theory and polemics (Ph.
D. diss., Harvard University, 1954). For a comprehensive survey of the writings of Spataro, see Frieder Rempp, “Elementar- 
und Satzlehre von Tinctoris bis Zarlino”, F. Alberto Gallo, Renate Groth, Claude V. Palisca, and Frieder Rempp, Geschichte 
der Musiktheorie. VII: Italienische Musiktheorie im 16. und 17. Jahrhundert. Antikenrezeption und Satzlehre, ed. by Frieder 
Zaminer (Darmstadt: Wissenschaftliche Buchgesellschaft, 1989) 39–220, especially 62 ff., 105 ff. 

313  Lodovico Fogliano, Musica theorica docte simul ac dilucide pertractata: In qua quamplures de harmonicis intervallis; 
non prius tentatae; continentur speculationes (Venezia: Per Ioannem Antonium et Fratres de Sabio, 1529); facs. ed.  in: 
Monuments of music and music literature. II: Music literature 93 (New York: Broude Brothers, 1969); facs. ed. with 
comm. and bibl. by Giuseppe Massera. Bibliotheca musica bononiensis II/13 (Bologna: Forni, 1970). For an English 
trans., see James Stanley Harrison, trans. with intro., Lodovico Fogliano: Musica theorica, 1529 (M.A. thesis, Harvard 
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consonances of the genus multiplex (with the diapason represented in the ratio 2:1) and 
the genus superparticularis (with the diapente as 3:2; diatessaron as 4:3;  diapason-plus-
diapente as 3:1; and the bisdiapason as 4:1),314 to the scenario (represented by the integers 
1, 2, 3, 4, 5, 6). That is, the string is divided into 2, 3, 4, 5 and 6 equal segments (passus) in 
order to extend the consonances to encompass the major third (5:4), minor third (6:5), 
major sixth (5:3), and minor sixth (8:5).315 The latter owes to its position outside the 
scenario, which had to be accounted for through the process of adding the intervals of a 
perfect fourth and a minor third (4:3 × 6:5), with the expanded scheme of consonances 
justified in the context of the syntonic diatonic tuning, already advocated by Ptolemy316 
and subsequently adopted by Gaffurio,317 yet eventually subject to criticism by Vincenzo 
Galilei (ca.  1520–91) in his Dialogo (1581).318 After the thorough exposition of his 

University, 1962). For a discussion of this treatise, see, for example, Claude V. Palisca, Humanism, 235–44; see also 
Claude V. Palisca, “The science of sound and musical practice”, Science and the arts in the Renaissance, ed. by John William 
Shirley and F. David Hoeniger (Washington, D.C.: Folger Shakespeare Library; London: Associated University Presses, 
1985) 59–73; Mark Lindley, “Stimmung und Temperatur”, Carl Dahlhaus, Sigalia Dostrovsky/John T. Cannon, Mark 
Lindley, and Daniel P. Walker, Geschichte der Musiktheorie. VI: Hören, Messen und Rechnen in der frühen Neuzeit, ed. 
by Frieder Zaminer (Darmstadt: Wissenschaftliche Buchgesellschaft, 1987) 109–331, esp. 140 ff., 162 ff.; Claude V. 
Palisca, “Humanism and music”, Renaissance humanism: Foundations, forms and legacy, 3 vols., ed. by Albert Jr. Rabil 
(Philadelphia: University of Pennsylvania Press, 1988) 450–85; Claude V. Palisca, “Die Jahrzehnte um 1600 in Italien”, 
F. Alberto Gallo, Renate Groth, Claude V. Palisca, and Frieder Rempp, Geschichte der Musiktheorie. VII: Italienische 
Musiktheorie im 16. und 17. Jahrhunderts: Antikenrezeption und Satzlehre, ed.  by Frieder Zaminer (Darmstadt: 
Wissenschaftliche Buchgesellschaft, 1989) 221–306; especially 227–29 (“Ludovico Fogliano”).

314  For a discussion of the tetraktys, see, for example, Claude V. Palisca, Humanism, 235–47; see also Julius Schwabe, 
“Hans Kaysers letzte Entdeckung: Die pythagoreische Tetraktys auf Raffaels ‘Schule von Athen’”, Symbolon: Jahrbuch für 
Symbolforschung 5 (1966) 92–102; Theo Reiser, Das Geheimnis der pythagoreischen Tetraktys. Harmonikale Studien 3 
(Heidelberg: Lambert Schneider, 1967).

315  On the continued preoccupation with arithmetic throughout the era of the Renaissance, see, for example, Paul 
Lawrence Rose, “Humanist culture and Renaissance mathematics: The Italian libraries of the Quattrocento”, Studies 
in the Renaissance 20 (1973) 46–105; see also Paul Lawrence Rose, The Italian Renaissance of mathematics: Studies on 
humanists and mathematicians from Petrarch to Galileo. Travaux d’Humanisme et Renaissance 145 (Genève: Droz, 1975); 
Menso Folkerts, “Die Bedeutung des lateinischen Mittelalters für die Enwicklung der Mathematik”, Braunschweigische 
Wissenschaftliche Gesellschaft: Jahrbuch (1986) 179–92.

316   See appendix, document 78; see also Andrew Barker, Scientific method in Ptolemy’s Harmonics (Cambridge: 
Oxford University Press, 2000, 2nd ed., 2006); see also Andrew Barker, “Reason and perception in Ptolemy’s Harmonics”, 
Harmonia mundi: Musica e filosofia nell’antichità/Music and philosophy in the ancient world, ed. by Robert W. Wallace and 
Bonnie MacLachlan. Biblioteca di Quaderni urbinati di cultura classica 5 (Roma: Ateneo, 1991) 104–30. 

317  Franchino Gaffurio, De harmonia musicorum instrumentorum opus (Milano: Gothardo Pontano, 1518) book 2, 
chapters 18 ff. For an English trans., see Franchinus Gaffurius, De harmonia musicorum instrumentorum opus, trans. with 
intro. by Clement A. Miller. Musicological studies and documents 33, ed. by Armen Carapetyan (s.l.: American Institute 
of Musicology, 1977) 104 ff. 

318  See appendix, document 25. On the dispute between Zarlino and Galilei, see Don Harrán, “Sulla genesi della 
famosa disputa fra Gioseffo Zarlino e Vincenzo Galilei: Un nuovo profilo”, Nuova rivista musicale italiana 21 (1987) 
467–75; see also Claude V. Palisca, “Mersenne pro Galilei contra Zarlino”, Essays in honour of David Evatt Tunley, ed. 
by Frank Callaway (Nedlands, Western Australia: Callaway International Resource Center for Music Education, The 
School of Music, University of Western Australia, 1995) 61–72. Further on Galilei’s theories, see Claude V. Palisca, 
“Vincenzo Galilei’s counterpoint treatise: A code for the seconda pratica”, Journal of the American Musicological Society 9 
(1956) 81–96; Daniel Pickering Walker, “Some aspects of the musical theory of Vincenzo Galilei and Galileo Galilei”, 
Proceedings of the Royal Musical Association 100 (1973–74) 33–47; reprinted in: Daniel Pickering Walker, Studies in 
musical science in the late Renaissance. Studies of the Warburg Institute 37 (London: Warburg Institute, University of 
London, 1978) 14–26; Karol Berger, Theories of chromatic and enharmonic music in late sixteenth century Italy. Studies 
in musicology   10, ed.  by George Buelow (Ann Arbor, Mich.: UMI Research Press, 1980); Frieder Rempp, “Der 
Musiktheoretiker Vincenzo Galilei und das Ende des ‘klassischen’ Kontrapunkts”, Jahrbuch des Staatlichen Instituts für 
Musikforschung Preußischer Kulturbesitz (1979) 19–34; Frieder Rempp, Die Kontrapunkttraktate Vincenzo Galileis. 
Veröffentlichungen des Staatlichen Instituts für Musikforschung Preußischer Kulturbesitz 9, ed.  by Hans-Peter 
Reinecke and Dagmar Droysen (Köln: Arno Volk; Hans Gerig, 1980); see also Claude V. Palisca, “Scientific empiricim 
in musical thought”, Seventeenth-century science and the arts, ed. by Hedley H. Rhys (Princeton, N.J.: Princeton University 
Press, 1961) 91–137; Stillman Drake, “Renaissance music and experimental science”, Journal of the history of ideas 31 
(1970) 483–500; Claude V. Palisca, “The science of sound and musical practice”, Science and the arts in the Renaissance, 
ed. by John W. Shirley and F. David Hoeniger (Washington, D.C.: The Folger Shakespeare Library; London, Toronto: 
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theory of consonance and dissonance in Le istitutioni harmoniche,319 within the context 
of the modes,320 Zarlino, in the Dimostrationi harmoniche,321 with recourse to the scenario, 
applied his theory of consonances to the rules of counterpoint,322 which he derived from 
the teachings of Adrian Willaert (ca. 1490–1562)323 and which were adopted by his 
pupil Giovanni Maria Artusi (ca. 1540–1613)324 in L’arte del contraponto ridotta in tavole 
(1586–98).325

In Giovanni Andrea Angelini Bontempi (1625–1705), Leopold Mozart recognizes 
again an author with an antiquarian perspective,326 especially in the discussion of musica 
theorica and musica practica in his Historia musica (1695),327 the first such volume in the 
Italian language.328 Bontempi devotes most of this treatise to a discussion of Greek music 
as a mathematical discipline, yet also including comments on the theory and practice of 
Baroque repertoires. By the time he completed his Historia musica—which Manfred 
Bukofzer, along with the treatises of Angelo Berardi (ca. 1636–94),329 Giovanni Maria 

Associated University Presses, 1985) 59–73; Eisuke Tsugami, “Vincenzo Galilei and natural examples of ancient music: 
An aspect of the classical tadition in Western music”, Estetika 8 (1998) 93–102.

319  Lorenzo Fico, Il concetto di consonanza e dissonanza nelle Istitutioni harmoniche di Gioseffo Zarlino (Ph.D. diss., 
Università degli Studi di Bologna, 1987); also in revised form as Lorenzo Fico, Zarlino: Consonanza e dissonanza nelle 
Istitutioni harmoniche, with pref. by Claude V. Palisca (Bari: Adriatica, 1989).

320  Richard L. Crocker, “Perché Zarlino diede una nuova numerazione ai modi?” Rivisita italiana di musicologia 3 
(1968) 48–58.

321  See appendix, document 102.
322  Robert W. Wienpahl, “Zarlino, the senario, and tonality”, Journal of the American Musicological Society 12 (1959) 

27–41; see also Marie Annette Burkart, Zarlino’s practice of counterpoint: A musical supplement to part III of Le istitutioni 
harmonice, 1558 (M.A.  thesis, Boston University, 1978); Albert Richenhagen, “Zarlinos Lehre vom doppelten 
Kontrapunkt in der Duodezime: Aspekte ihrer Vorgeschichte und ihrer Nachwirkung”, Kirchenmusik in Geschichte 
und Gegenwart: Festschrift Hans Schmidt, ed. by Heribert Klein and Klaus Wolfgang Niemöller, in collab. with Jürgen 
Schaarwächter (Köln-Rheinkassel: C. Dohr, 1998) 139–48.

323   See, for example, Michelle Y.  Fromson, “Zarlino’s modal analysis of Willaert’s Avertatur obsecro”, Secondo 
convegno europeo di analisi musicale: Atti, ed. by Rossana Dalmonte and Mario Baroni. Università degli Studi di Trento, 
Dipartimento di Storia della Civiltà Europea: Studi e testi 1 (Trento: Dipartimento di Storia della Civiltà Europea, 
Università degli studi di Trento, 1992) 237–48. 

324  In his volume entitled L’Artusi overo delle imperfettioni della moderna musica (Venezia, 1600–03), Artusi included 
Willaert’s Quid non ebrietas; see facs.  ed.  in: Biblioteca musica bononiensis II/36 (Bologna: Forni, 1968)—a fact 
which underscores the importance of Willaert’s contrapuntal practice, at least in the eye of Artusi.  For a discussion 
of Willaert’s Quid non ebrietas, see, for example, Joseph S.  Levitan, “Adrian Willaert’s famous duo Quidnam ebrietas: 
A composition which closes apparently with the interval of a seventh”, Tijdschrift van de Koninklijke Vereniging voor 
Nederlandse Muziekgeschiedenis 15 (1938–39) 166–233; Edward E. Lowinsky, “Adrian Willaert’s chromatic ‘Duo’ re-
examined”, Tijdschrift van de Koninklijke Vereniging voor Nederlandse Muziehgeschiedenis 18 (1956) 1–36; also in: Edward 
E. Lowinsky, Music in the culture of the Renaissance and other essays, 2 vols., ed. and with an intro. by Bonnie J. Blackburn, 
with fore. by Howard Mayer Brown and Ellen T. Harris (Chicago: The University of Chicago Press, 1989) vol. 2, 681–
98; see also Edward E. Lowinsky, “Echoes of Adrian Willaert’s chromatic ‘duo’ in sixteenth- and seventeenth-century 
compositions”, Festschrift Oliver Strunk, ed. by Harold Powers (Princeton, N.J.: Princeton University Press, 1968) 183–
238; also in Edward E. Lowinsky, Music in the culture of the Renaissance, vol. 2, 699–729; Dorothy Keyser, “The character 
of exploration: Adrian Willaert’s ‘Quid non ebrietas’”, Musical repercussions of 1492: Encounters in text and performance, 
ed. by Carol E. Robertson (Washington, D.C.: Smithsonian Institution Press, 1992) 185–207.

325  See appendix, document 2. On Artusi’s music-theoretical discourse, see also Adelmo Damerini, “Giovanni Maria 
Artusi e alcune sue opera teoriche”, Le celebrazioni del 1963 e alcune nuove indagini sulla musica italiana del XIII e XIX 
secolo, ed. by Mario Fabbri, Adelmo Damerini, and Gino Roncaglia. Accademia Musicale Chigiana 20 (Firenze: Leo S. 
Olschki, 1963) 9–14.

326  See appendix, documents 12–14. For an overview of his contribution, see Francesco Briganti, Giovanni. Andrea 
Angelini Bontempi (1624–1705), musicista, letterato, architetto: Perugia—Dresda. Historiae musicae cultores 4 (Firenze: 
Leo S. Olschki, 1956).

327  See appendix, document 14.
328  Giovanni Battista Rossi Scotti, Di G.A. Bontempi di Perugia: Ricordo storico (Perugia: V. Bartelli, 1879).
329  See appendix, documents 3–8. Further on the contribution of Angelo Berardi to contemporary music theory, 

see Karl Friedrich Waack, Angelo Berardi als Musktheoretiker (Ph.D. diss., Universität Kiel, 1985); Renate Groth, “Zur 
Musiklehre Angelo Berardis”, Musiktheorie 4 (1989) 157–60; Pierpaolo Bellini, “Angelo Berardi, rapporti tra teoria e 
composizione nella seconda metà del Seicento”, Rivista internazionale di musica sacra 16/1 (1995) 269–430; 16/2 (1995) 
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Bononcini (1642–78),330 and Fux,331 cited as one of the four outstanding volumes on 
counterpoint332—Bontempi had already published another manual, the Nova quatuor 
vocibus componendi methodus (1660),333 a composition manual focused on the discussion 
of four-part vocal repertoire and contemporary Generalbaß practices.334 

On the other hand, one wonders why Leopold Mozart mentions Lodovico Zacconi 
(1556–1627).  Zacconi’s Prattica di musica (1622)335—a treatise on the rendition of 
16th-century music with emphasis on rules for singers of musica mensurata, including 
diminutions and specialized formulae (such as the accenti and gorgia),336 and the 
subdivisions of the tactus according to proportio dupla and proportio tripla,337 as well 
as the classification and suitability of musical instruments338—also details a significant 
encounter with Zarlino.339 Yet this treatise attests to Zacconi’s considerable confusion 
on the origin of the diesis and his incorrect derivation from the ascending hexachord340—
obviously a serious misunderstanding and consequently misrepresentation of Zarlino’s 
derivation of the diesis from the descending tetrachords of the Greek genera.341

Leopold Mozart’s mentioning of Vincenzo Galilei is not surprising, since the latter, 
in his fragmentary Compendio nella theorica della musica (ca.  1570), followed in the 
footsteps of Zarlino’s Le istitutioni harmoniche—a treatise which for Galilei served as a 
point of departure for a broader examination that embraced several prominent Greek 
writers, including Aristoxenos, Plutarch, and Ptolemy, all of whom were made available 

5–120; see also Denis Brian Collins, “Zarlino and Berardi as teachers of canon”, Theoria: Historical aspects of music theory 
7 (1993) 103–23.

330  Giovanni Maria Bononcini, Musico prattico che brevemente dimostra il modo di giungere alla perfetta cognizione di 
tutti quelle cose, che concorrono alla composizione de i canti, e di ciò ch’all’arte del contrapunto si ricerca, op. 8 (Bologna: G. 
Monti, 1673; also 1688), with German trans. of part II as Musicus practicus, welcher in kürtze Weiset die Art, wie man 
zu vollkommener Erkäntniss aller der jenigen Sachen, welche bey Setzung eines Gesangs unterlauffen, und was die Kunst des 
Contrapuncts erfordert, gelangen kan (Stuttgart: P. Treu, 1701); also as facs. of 1673 Bologna ed., as part of Monuments 
of music and music literature in facsimile. II: Music literature 78 (New York: Broude Brothers, 1969). For a discussion of 
this treatise, see Karl Heinz Holler, Giovanni Maria Bononcini’s Musico prattico in seiner Bedeutung für die musikalische 
Satzlehre des 17. Jahrhunderts. Sammlung musikwissenschaftlicher Abhandlungen 44 (Strasbourg: P.H. Heitz, 1963).

331  See appendix, document 21.
332  Manfred F. Bukofzer, Music in the Baroque era (New York: W.W. Norton, 1947) 383.
333  See appendix, document 12. In addition to his writings on music, Bontempi also authored a volume on the history 

of Saxony; see his Historia dell’origine de’Sassoni (Perugia: Constantini, 1697); also in German trans. by Johann Georg 
Richter as Giovanni Andrea Angelini Bontempi, Historien des durchlauchtigsten Hauses Sachsen (Dresden: M. Bergen, 
1666 [sic]).

334  For a discussion of this treatise, see Joel Lester, “Composition made easy: Bontempi’s Nova methodus of 1660”, 
Theoria: Historical aspects of music theory 7 (1993) 87–102. 

335  See appendix, document 100.
336  Friedrich Chrysander, “Lodovico Zacconi als Lehrer des Kunstgesanges”, Vierteljahrsschrift für Musikwissenschaft 

7 (1891) 337–96; 9 (1893) 249–310; 10 (1894) 531–67; Ernest Thomas Ferand, “Improvised vocal counterpoint in the 
late Renaissance and early Baroque”, Annales musicologiques 4 (1956) 129–74.

337  Ruth I. DeFord, “Zacconi’s theories of tactus and mensuration”, Journal of musicology: A quarterly review of music 
history, criticism, analysis, and performance practice 14 (1996) 151–82; see also Michael B. Collins, “The performance of 
sesquialtera and hemiola in the sixteenth century”, Journal of the American Musicological Society 17 (1964) 5–28.

338  Gerhard Singer, Lodovico Zacconi’s treatment of the ‘Suitability and classification of all musical instruments’ in the 
Prattica di musica of 1592 (Ph.D. diss., University of Southern California, 1968).

339   James Haar, “A sixteenth-century attempt at music criticism”, Journal of the American Musicological Society 36 
(1983) 191–209.

340  See appendix, document 100.
341   For an overview of Zacconi’s music-theoretical understanding, see Gernot Gruber, Lodovico Zacconi als 

Musiktheoretiker (Habilitation, Universität Wien, 1972). On the Greek tetrachords, see André Barbera, “Arithmetic and 
geometric divisions of the tetrachord”, Journal of music theory 21 (1977) 294–323; see also Pierre Boyancé, “Note sur 
la tétractys”, L’antiquité classique 20 (1951) 421–25; idem, “The consonant eleventh and the expression of the musical 
tetractys: A study of ancient Phythagoreanism”, Journal of music theory 28 (1984) 191–223; see also Pierre Boyancé, “Note 
sur la tétractys”, L’ antiquité classique 20 (1951) 421–25; André Barbera, “The consonant eleventh and the expansion of 
the musical tetractys: A study of ancient Pythagoreanism”, Journal of music theory 28 (1984) 191–223.
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to him through Latin and Italian translations, conceding to difficulties with respect to 
the comprehension of the octave species of Ptolemy, Boethius, and Gaffurio.342 Opposing 
this hypothesis, which Galilei’s teacher Gioseffo Zarlino had firmly established as 
to the musical laws which ought to be based on the rational principles of arithmetic, 
Galilei, in his Dialogo (1581),343 on the whole altered or relaxed many of the stringent 
rules.  He specifically replaces the syntonic-diatonic tuning of Zarlino with a tuning 
of vocal music regarded as a compromise between the Pythagorean system (with its 
pure fifth) and Ptolemy’s syntonic diatonic (with its consonant third). This flexibility 
allows for both consonant chords and the infusion of chromaticism, in substituting the 
modern modes for the tonoi of the systema teleion, the latter which he regarded as most 
inappropriate for the time, yet advocating the continued imitation of the ancient Greek 
tradition in its relentless adherence to the monodic style with attention to the single line 
of narrow range characterized by the rhythmic inflections of poetry and speech. On the 
other hand, Galilei’s truly more antiquarian perspective is readily seen in his overview of 
organology344 and notational systems; the latter includes the reproducing of the Alypian 
tables as a key to unlocking Greek notation.345

What picqued Leopold Mozart’s curiosity in the writings of Franchino Gaffurio, 
at least in the Theorica musice346 and the Practica musicae,347 was the coverage of much 
information in a highly condensed fashion. Beyond that, Gaffurio’s placing of musica 
theorica and musica practica on equal footing must have struck a positive chord in Leopold 
Mozart, who, in fact, was pursuing an identical agenda in his Violinschule. At this point 
in his enumeration of theorists, Leopold Mozart makes a rather curious temporal 
leap forward. In Berardi he must have recognized a consummate musician—what he 
himself aspired to be, namely a fusion of theorist, composer and organist.348 Like the 
aforementioned humanist, Berardi, a pupil of Marco Scacchi (ca. 1600–62),349 who like 
Gaffurio, carried the title of   “professor musices”, blends older and newer practices in his 

342  On the octave species, see André Barbera, “Octave species”.
343  See appendix, document 25.
344  See appendix, documents 24 and 26; see also Vincenzo Galilei, Fronimo (1584), trans. and ed. by Carol MacClintock. 

Musicological studies and documents 39, ed. by Armen Carapetyan (s.l.: American Institute of Musicology; Neuhausen-
Stuttgart: Hänssler, 1985); Philippe Canguilhem, Les deux éditions de ‘Fromino’ (1568 et 1584) et la place du luth dans 
la pensée musicale de Vincenzo Galilei (Ph.D. diss., Université de Tours, 1994); also published as Philippe Canguilhem, 
Fronimo de Vincenzo Galilei. Epitome musical (Paris: Minerve, 2001).

345  For a preproduction of the Alypian table, see Thomas J. Mathiesen, Apollo’s lyre, 599.
346  See appendix, document 22.
347  See appendix, document 23.
348  See, for example, Eleonora Simi Bonini, “Angelo Berardi”, Nuova rivista musicale italiana 35 (2001) 497–534; 

see also Piero Gargiulo, “La ‘professione armonica’: Il lessico della musica nei trattati di Angelo Berardi”, Le parole della 
musica. III: Studi di lessicoglia musicale (Firenze: Leo S. Olschki, 2000) 49–63. Later in the Violinschule, in connection 
with an elementary discussion of notation, Leopold Mozart returns to Berardi: “ut relevet miserum fatum solitusque 
labores”; see Violinschule, 22.

349  On Scacchi’s contribution to contemporary music-theoretical thought, see, for example, Claude V. Palisca, “Marco 
Scacchi’s Defense of modern music (1649)”, Words and music: The scholar’s view. A medley of problems and solutions compiled 
in honor of A. Tillman Merritt by Sundry Hands, ed. by Laurence D. Berman and Elliot Forbes (Cambridge: Harvard 
University Press, 1972) 189–235; also in Claude V. Palisca, Studies in the history of Italian music and music theory (Oxford: 
Clarendon Press, 1994) 88–145; Giuseppe Massera, “Precisazione teoriche nel ‘Cribrum’ di Marco Scacchi” and “Marco 
Scacchi: Dalla polemica antisifertina allo schema formale degli stile musicali”, Primo incontro con la musica italiana in 
Polonia: Dal Rinascimenti al Barocco, Parma, 12–13 giugno, Bydgoszcz, 11–12 settembre 1969, Miscellanee saggi convegni 
7 (Bologna: Antiquae Musicae Italicae Studiosi, 1974) 201–22; Aleksandra Patalas, “Marco Scacchi’s characterisation 
of the modes in his Missa omnium tonorum”, Musica Iagellonica 2 (1997) 103–29; see also Hellmut Federhofer, “Marco 
Scacchis Cribrum musicum (1643) und die Kompositionslehre von Christoph Bernhard”, Festschrift Hans Engel zum 
siebzigsten Geburtstag, ed. by Horst Heussner (Kassel: Bärenreiter, 1964) 76–90; Zygmunt M. Szweykowski, “Marco 
Scacchi and his pupils on the polychoral technique”, Musica Iagellonica 2 (1997) 131–50.
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Ragionamenti musicali (1681)350 and Documenti armonici (1687),351 the latter squarely 
focused on the topics of solmization, mode, and consonance.352

With the inclusion of Giovanni Battista Doni (1595–1647), Leopold Mozart widens 
the expertise of important contributors somewhat.  Trained more as a classicist and 
philologist in the disciplines of language, geography, and mathematics at a Jesuit College 
in Rome, rather than as a music theorist, Doni engaged in his readings of original Greek 
texts in an effort to revitalize the old traditions for contemporary practice rather than 
out of an inner interest, motivation, and obligation for the prevailing historiography.353 
His intent is clearly reflected in his Trattato de’ generi e de’ modi della musica (written 
before 1635),354 which included a comprehensive exposition of the Greek systema 
teleion beginning with Plato355 and extending through to Aristides Quintilianus;356 in 
the Compendio del trattato de’ generi e de’ modi della musica (1635),357in which Doni 
offered a contemporary interpretation of the systema teleion in its application to modern 
composition; and in his De praestantia musicae veteris (1647),358 in which he clarified the 
concept of the genus (chromatic and enharmonic) which Nicola Vicentino (1511–ca. 
1576), in his L’antica musica (1555),359 had failed to do. 

350  See appendix, document 4.
351  See appendix, document 5.
352  Arved Martin Larsen, Angelo Berardi (1636–1694) as theorist: A seventeenth-century view of counterpoint (Ph.D. 

diss., Catholic University of America, 1978); Andrea Luppi, “Le origini della musica tra storia e mito nell’opera teorica 
di Angelo Berardi”, Antiquae musicae italicae studiosi 4 (1988) 13–20; reprinted in Statuti della musica: Studi sull’estetica 
musicale tra Sei e Ottocento, ed. by Andrea Luppi and Maurizio Padoan. Contributi musicologici del Centro Ricerche 
dell’AMIS, Como 6 (Como: Antiquae Musicae Italicae Studiosi, 1989) 55–68.

353   On the exceptionally broad nature of Doni’s inquiry, see, for example, Anton Francesco Doni, Mondi celesti, 
terrestri, et infernali (Venezia: Giovanii Battista Bertoni, 1606).

354  This treatise is not included in the appendix, since its surviving manuscript in all likelihood would not have 
attracted the attention of Leopold Mozart. With regard to Doni’s treatise, see also his Annotazioni sopra il Compendio de’ 
generi, e de’ modi della musica, con due trattati, l’uno sopra i tuoni e modi veri, l’altro sopra i tuoni e armonie de gl’antichi, et 
sette discorsi sopra le materie piu principali della musica, o concernenti alcuni instrumenti nuovi praticati dall’ autore (Roma: 
A. Fei, 1640); with extracts ed. by Claudio Gallico as “Discorso sesto sopra il recitare in scena con l’accompagnamento 
d’instrumenti musicali”, Rivista italiana di musicologia 3 (1968) 286–302.

355  Lukas Richter, “Platons Stellung zur praktischen und spekulativen Musiktheorie seiner Zeit”, Bericht über den 
Internationalen Musikwissenschaftlichen Kongreß Hamburg 1956, ed. by Walter Gerstenberg, et al. (Kassel: Bärenreiter, 
1957) 196–203; see also Walther Vetter, “Die Musik im platonischen Staate”, Neue Jahrbücher für Wissenschaft 
und Jugendbildung 11 (1935) 306–20; Gerhart Schmidt, “Die Rolle der Musik in Platons Staat”, Musik und Zahl: 
Interdisziplinäre Beiträge zum Grenzbereich zwischen Musik und Mathematik, ed.  by Gunter Schnitzler.  Orpheus-
Schriftenreihe zu Grundfragen der Musik 17, ed. by Martin Vogel (Bonn–Bad Godesberg: Verlag für Systematische 
Musikwissenschaft, 1976) 67–80.

356  Luisa Zanoncelli, “La filosofia musicale di Aristide Quintiliano”, Quaderni urbinati di cultura classica 24 (1977) 
51–93; Charles André Barbera, The persistence of Pythagorean mathematics in ancient musical thought (Ph.D.  diss., 
University of North Carolina at Chapel Hill, 1980); Andrew Barker, “Aristides Quintilianus and constructions in early 
music theory”, Classical quarterly new series 32 (1982) 184–97; Thomas J. Mathiesen, “Harmonia and ethos in ancient 
Greek music”, Journal of musicology: A quarterly review of music history, criticism, analysis, and performance practice 3 
(1984) 264–79; Mindy B. Horowitz, “Modulation and the tonoi according to Aristides Quintilianus”, Theoria: Historical 
aspects of music theory 1 (1985) 84–96; Thomas J. Mathiesen, “Rhythm and meter in ancient Greek music”, Music theory 
spectrum 7 (1985) 159–80; Thomas J. Mathiersen, Apollo’s lyre, 521–82.

357  See appendix, document 16.
358  See appendix, document 17.
359  Nicola Vicentino, L’ antica musica ridotta alla moderna prattica, con la dichiaratione, et con gli essempi de i tre generi, 

con le loro spetie. Et con l’inventione di uno nuovo stromento, nel quale si contiene tutta la perfetta musica, con molti segreti 
musicali. Nuovamente mess’in luce (Roma: Antonio Barre, 1555; 2nd ed. 1557); see also facs., ed. by Edward E. Lowinsky. 
Documenta musicologica. I: Druckschriften-Faksimiles 17 (Kassel: Bärenreiter, 1959). For an overview of this treatise, 
see, for example, Hermann Zenck, “Nicola Vicentinos L’antica musica (1555)”, Theodor Kroyer: Festschrift zum sechzigsten 
Geburtstage, am 9. September 1933, überreicht von Freunden und Schülern, ed. by Hermann Zenck, Helmut Schultz, and 
Walter Gerstenberg (Regensburg: Gustav Bosse, 1933) 86–101; Henry William Kaufmann, The life and works of Nicola 
Vicentino (1511–ca. 1576). Musicological studies and documents 11, ed. by Armen Carapetyan (s.l.: American Institute 
of Musicology, 1966). For discussion of the systema teleion in Vincentino’s treatise, see, for example, Oscar Chilesotti, 



94

Unlike several of Doni’s predecessors, including Gaffurio,360 Doni himself, fluent 
in both Greek and Latin, studied the relevant texts from antiquity and the Middle 
Ages in the original language, thus avoiding errors of interpretation, some of which 
escaped Gaffurio.361 Doni contributed to the already much debated classification of 
the tetrachords according to Aristoxenos,362 Archytas of Tarentum (fl. 1st half of 4th 
century B.C.E.),363 Didymus (fl.  ?2nd half of 1st century B.C.E.),364 and Ptolemy,365 
and the more contemporary interpretation of this topic in the treastises of Lodovico 
Fogliano,366 Girolamo Mei (1519–94),367 Francesco de Salinas (1513–90),368 Franchino 

“Di Nicola Vicentino e dei generi greci secondo Vicentino Galilei”, Rivista musicale italiana 19 (1912) 546–65; Henry 
William Kaufmann, “Vicentino and the Greek genera”, Journal of the American Musicological Society 16 (1963) 325–46; 
Peter Niedermüller, “La musica cromatico ridotta alla practica vicentiniana: Genus, Kontrapunkt und musikalische 
Temperatur bei Nicola Vicentino”, Neues Musikwissenschaftliches Jahrbuch 6 (1997) 59–90; see also Maria Rika Maniates, 
“Bottrigari versus Sigonio on Vicentino and his Ancient music adapted to modern practice”, Musical humanism and its 
legacy: Essays in honor of Claude V. Palisca, ed. by Nancy Kovaleff Baker and Barbara Russano Hanning. Festschrift series 
11 (Stuyvesant, N.Y.: Pendragon, 1992) 79–107.

360  Because of his lack of knowledge of the Greek language, Gaffurio obviously depended on the Greek treatises in 
Latin translations, many of which owe their existence to Gaffurio’s own commissioning and partial financing of these 
translations; see Walter Kurt Kreyszig, “Franchino Gaffurio und seine Übersetzer der griechischen Musiktheorie in der 
Theorica musice (1492)”.

361  See, for example, Franchino Gaffurio, Theorica musice, book 2, chapter 8; see Franchino Gaffurio, The Theory of 
Music, annotations, trans. and notes by Walter Kurt Kreyszig, 45–48.

362  See Gaffurio, De harmonia musicorum instrumentorum opus, book 2, chapter 16; and idem, De harmonia, trans. 
and comm. by Miller, 98–102.

363  Gaffurio, De hamonia, book 2, chapter 17; and idem, De harmonia, trans. and comm. by Miller, 102–04. Further 
on the Greek systema teleion of Archytas of Tarent, see Alan C. Bowen, “The foundations of early Phythagorean harmonic 
science: Archytas, fragment 1”, Ancient philosophy 2 (1982) 79–104; Andrew Barker, “Archita di Taranto e l’armonica 
pitagorica”, Tra Sicilia e Magna Grecia: Anali dell’Istituto Universitario Orientale di Napoli 11 (1989) 159–78.

364  Gaffurio, De harmonia, book 2, chapter 17and idem, De harmonia, trans. and comm. by Miller, 102–04.
365  Gaffurio, De harmonia, book 2, chapters 18 ff; and idem, De harmonia, transl and comm by Miller, 104 ff.
366  Lodovico Fogliano, Musica theorica Ludovici Foliani mutinensis: docte simul ac dilucide pertractata: in qua quamplures 

de harmonicis intervallis; non prius tentatae; continentur speculationes (Venezia: G.A. [Nicolini] e fratelli de Sabio, 1529); 
see also Claude V. Palisca, Humanism, 235–47.

367  Girolamo Mei, Discorso sopra la musica antica e moderna (Venezia: Giovanni Battista Ciotti, 1602); also facs. ed.: 
Collezione di trattati e musiche antiche edite in fac–simile (Milano: Bollettino Bibliografico Musicale, 1933); and facs. 
ed. by Giuseppe Massera. Bibliotheca musica bononiensis II/35 (Bologna: A. Forni, 1968, repr. ed. 2000); Girolamo Mei, 
De modis musicis antiquorum ad Petrum Victorium libri IIII, critical ed. of MS Lat. 5323 at the Biblioteca Apostolica 
Vaticana, ed. by Eisuke Tsugami (Tokyo: Keiso Shobo, 1991); Claude V. Palisca, Girolamo Mei (1519–1594): Letters on 
ancient and modern music to Vincenzo Galilei and Giovanni Bardi: A study with annotated text. Musicological studies and 
documents 3, ed. by Armen Carapetyan (s.l.: American Institute of Musicology, 1960, 2nd ed. 1977); see also Claude V. 
Palisca, “Girolamo Mei: Mentor to the Florentine Camerata”, The musical quarterly 40 (1954) 1–20; idem, “The ‘Camerata 
Fiorentina’: A reappraisal”, Studi musicali 1 (1972) 203–236; idem, Humanism, 265–79; 418–26; idem, The Florentine 
Camerata: Documentary studies and translations. Music theory translation, ed. by Claude V. Palisca (New Haven, Conn.; 
London: Yale University Press, 1989) esp. 45–77.

368  Francesco de Salinas, De musica libri septem, in quibus eius doctrinae veritas tam quae ad harmoniam, quam quae 
ad rhythmum pertinet, iuxta sensus ac rationis iudicium ostenditur et demonstratur. Cum duplici indice captum et rerum 
(Salamanca: Mathias Gast, 1577; 2nd ed., Salamanca: Cornelii Bonardi [Claudius Curlet]), ed. by Macario Santiago 
Kastner. Documenta musicologica. I: Druckschriften-Faksimiles 13 (Kassel: Bärenreiter, 1958); see also Arthur Michael 
Daniels, The ‘De musica libri septem’ of Franciscus de Salinas (Ph.D.  diss., University of Southern California, 1962); 
Ismael Fernández de la Cuesta, “General introduction to the De musica libri septem of Francisco Salinas, and to its 
first translation”, The consort 31 (1975) 101–08. On the significance of his theories, see Claude V. Palisca, Humanism, 
185–86, 250–54, 301–03; Mark Lindley, “Stimmung und Temperatur”,  109–331, esp. 140 ff., 169 ff., 173 ff., 324 ff.; 
Claude V. Palisca, “Francisco de Salinas (1513–1590) as Humanist”,  España en la música de Occidente: Actas del congreso 
internacional celebrado en, Salamca, 29 de octobre–5 de novembre 1985. Año Europeo de la música, 2 vols. ed. by Emilio 
Casares Rodicio, Ismael Fernández de la Cuesta, and José López-Calo (Madrid: Instituto Nacional de las Artes Escéniças 
y de la Música, Ministerio de Cultura, 1987) vol. 1, 165–70; Claude V. Palisca, “Francisco de Salinas et l’humanisme 
italien”, Musique et humanisme à la Renaissance, Cahiers V.L. Saulnier 10 (Paris: Presses de l’École Normale Supérieure, 
1993) 37–45; Paloma Otaola, “Francisco Sainas y la teoria modal en el siglo XVI”, Revista aragonesa de musicologia 11 
(1995) 367–85; Paloma Otaola, El humanismo musical en Francisco de Salinas (Pamplona: Newbook Ediciones, 1997); 
Paloma Otaola, “Las fuentes en el De musica libri septem de Francisco Salinas (1577)”, Fuentes musicales en la Península 
Ibéria (ca. 1250–ca. 1550): Actas de coloquio internacional, Lleida, 1–3 abril 1996, ed. by Maria del Carmen, Gómez 
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Gaffurio,369 Vincenzo Galilei,370 and Gioseffo Zarlino371 (the latter authors who receive 
mention in Leopold Mozart’s brief account of the history of music).  Doni extended 
Ptolemy’s interpretation of the seven octave species372 to the even modi, with each 
modus encompassing seven tones with the characteristic interval content (two whole 
tones followed by a half tone, followed by three whole tones, followed by a half tone), in 
essence according the feature of transposition for the Dorian mode by Ptolemy to the 
remaining octave species of the systema teleion.373 A staunch supporter of Pythagorean 
tuning, Doni favored the diatonon of Didymus with the interval relations 9:8, 10:9, and 
16:15 in contrast to the diatonic syntonic of Ptolemy with the ratios 10:9, 9:8, and 
16:15.374 In view of Leopold Mozart’s training as a violinist, he was perhaps most attracted 
to Doni’s Lyra barberina amphichordos (1632–35),375 a detailed account of the history 
of Greek string instruments with inconographic representations—a volume which 
undoubtedly provided for Leopold Mozart a means of retracing his own instrument 
historically to Antiquity and the early Middle Ages through a number of instruments 
developed by Doni himself, such as the lyra barberina, the violone panarmonico, and the 
violino diarmonico.376 

That Leopold Mozart’s familiarity with the music-theoretical discourse extends 
beyond the writings of German and Italian theorists becomes evident in his reference 
to Jacques Bonnet (1644–1723). Treasurer of the Parisian Parliament and advisor to 
King Louis XIV (1638–1715), Bonnet attained fame for his completion of the first 
history of music in France, the L’histoire de la musique et de ses effets depuis son origine, 
jusqu’à présent in Paris.377 The publication history of this monumental study is truly 

Muntané, and Màrius Benadó (Lleida: Universitat de Lleida, Institut d’Estudis Ilerdencz, 2002) 359–83; see also 
Paloma Otaola, “La música como ciencia en los teóricos españoles de Renacimiento: Juan Bermudo (1555) y Francisco 
Salinas (1577)”, Anuario musical 54 (1999) 131–48.

369  See appendix, document 22. For a trans., see Gaffurio, The theory of music, trans. with intro. by Walter Kurt 
Kreyszig, 35 ff. 

370  See appendix, documents 25, 27.
371  See appendix, documents 101–02.
372  See appendix, document 78.
373  Claude V. Palisca, “Giovanni Battista Doni’s interpretation of the Greek modal system”, Journal of musicology: A 

quarterly review of music history, criticism, analysis, and performance practices 15 (1997) 3–18; see also Claude V. Palisca, 
“Introductory notes to the historiography of the Greek modes”, Journal of musicology: A quarterly review of music history, 
criticism, analysis, and performance practice 3 (1984) 221–28; see also Jacques Chailley, “Le mythe des modes grecs”, Acta 
musicologica 28 (1956) 137–63.

374  See appendix, document 78.
375  For a publication of this document, see Giovanni Battista Doni, Lyra Barberina amphichordos, accedunt ejusdem 

opera, pleraque nondum edita, ad veterem musicam illustradam pertinentia ex autographis collegit, et in lucem proferri 
curavit Antonius Franciscus Gorius […] distributa in tomos II, absoluta vero studio et opera Io. Baptistae Passeri […] cum 
praefationibus ejusdem (Firenze: Stamperia Imperiale, 1763). For a modern edition, see Francesco Vatielli, ed., La “Lyra 
Berberina” di G.B. Doni (Pesaro: A. Nobili, 1908); see also Claude V. Palisca, “G.B. Doni, musicological activist, and his 
Lyra Barberina”, Modern musical scholarship, ed. by Edward Olleson (Stocksfield, Mass.: Oriel Press, 1978) 180–205; 
also in Claude V. Palisca, Studies in the history of Italian music and music theory, 467–90; idem, G.B. Doni’s Lyra Barberina: 
Commentary and iconographical study. Facsimile edition with critical notes. Miscellanee saggi convegni 18 (Bologna: Antiquae 
Musicae Italicae Studiosi, 1981); also published in:  Bibliotheca musica bononiensis II/151 (Bologna: Antiquae Musicae 
Italicae Studiosi, 1981); also in: Quadrivium 22 (1982); see also Martha Maas and Jane MacIntosh Snyder, Stringed 
Instruments of Ancient Greece (New Haven, Conn.: Yale University Press, 1989).

376  That Doni’s interests in organology extended far beyond the string instruments is amply documented in the 
secondary literature; see, for example, Patrizio Barbieri, “Il cembalo omnicordo di Francesco Nigetti in due memorie 
inedite di G.B. Doni (1647) e B. Bresciani (1719)”, Rivista italiana di musicologia 22 (1987) 34–113; see also Patrizio 
Barbieri, “Gli strumenti poliarmonici di G.B. Doni e il ripristino dell’antica musica greca (ca. 1630–1650)”, Analecta 
musicologica: Veröffentlichungen der Musikgeschichtlichen Abteilung des Deutschen Historischen Instituts in Rom 30 and 
Studien zur italienischen Musikgeschichte 15 (1998) 79–114.

377  See appendix, document 11; see also Philippe Vendrix, Aux origins d’une discipline historique: La musique et son 
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remarkable.  It was first issued in 1715, and a second edition, also in Paris, appeared 
in 1723, with further editions, all published in Amsterdam, in 1721, 1725, and 1726, 
respectively, under Bonnet’s name. The 1743 edition appeared under Bourdelot’s name 
in both The Hague and Frankfurt am Main. In addition to the content of the earlier 
editions, the 1743 publication includes the Comparaison de la musique italienne et de 
la musique françoise of Jean Laurent le Cerf de la Vieville (1674–1707).378 This fusion 
of the two books, though not recorded on the title page of the 1743 publication, was 
recognized even outside the borders of France towards the end of the 18th century, as 
readily testified, for example, by Johann Nikolaus Forkel (1749–1818) in his Allgemeine 
Litteratur der Musik (1792).379

What attracted the attention of Leopold Mozart to Bonnet’s Histoire de la musique 
(Paris, 1715)?380 Exceptionally broad in its overall conception, especially in the inclusion 
of remarks on topics of ethnomusicological interests, with individual sections on Chinese 
music, Hebrew music, and Persian music, the Histoire de la musique aimed at a universally 
conceived historiography of music. On the one hand, this volume embraces modern topics 
with an emphasis on the contemporaries repertoires of France and Italy, particularly 
with recourse to the bon goût.381This was a popular notion that also surfaces in German 
music-thoretical treatises of the second half of the 18th century, most prominently in the 
Versuch einer Anweisung die Flöte traversière zu spielen by Quantz.382 Quantz introduces 
this term at the end of his treatise as a means of elegantly capturing the conflation of 
the principal styles of composition, namely, the French, German, and Italian idioms, 
into the genus mixtus,383 observed in both vocal and instrumental repertoires, without 
committing himself to any specific ideal of compositional procedures,384 a facet of his 
aesthetics.385 On the other hand, Bonnet, in his Histoire de la musique, reveals a stridently 

histoire en France aux XVIIe et XVIIIe siècles. Bibliothèque de la Faculté de Philosophie et Letters de l’Université de Liège 
260 (Liège: Bibliothèque de la Faculté de Philosophie et Lettres de l’Université de Liège; Genève: Droz, 1993). 

378  Jean-Laurent Lecerf de la Viéville, Comparaison de la musique italienne et de la musique française, où, en examinant 
en détail les avantages des spectacles, et le mérite des compositeurs des deux nations, on montre quelles sont les vrayes beautéz 
de la musique (Brussels: François Foppens, 1704; repr. ed., Amsterdam: J. Roger, 1721, Amsterdam: LeCene, 1725; facs. 
ed. of 1704–06 ed., Genève: Minkoff Reprints, 1972, also 1993); repr. ed. with index by Othmar Wessely, Die großen 
Darstellungen der Musikgeschichte in Barock und Aufklärung 2 (Graz: Akademische Druck- und Verlagsanstalt, 1966); 
also with index prepared by Carl B. Schmidt (Genève: Minkoff, 1993). For an English trans., see Mary B. Ellison, The 
comparaison de la musique italienne et de la musique françoise of Lecerf de la Vieville: An annotated translation of the first four 
dialogues (Ph.D. diss., University of Miami, 1973).

379  Johann Nikolaus Forkel, Allgemeine Literatur der Musik oder Anleitung zur Kenntnis musikalischer Bücher, welche 
von den ältesten bis auf die neuesten Zeiten bey den Griechen, Römern und den meisten neuern europäischen Nationen 
sind geschrieben worden. Systematisch geordnet, und nach Veranlassung mit Anmerkungen und Urtheilen begleitet (Leizpig: 
Schwickert, 1792; repr. ed., Hildesheim: Georg Olms, 2001). Further on the significance of Forkel, see, for example, 
Heinrich Edelhoff, Johann Nikolaus Forkel: Ein Beitrag zur Geschichte der Musikwissenschaft. Vorarbeiten zur Geschichte 
der Göttinger Universität und Bibliothek 15 (Göttingen: Vandenhoeck & Ruprecht, 1935); Vincent Duckels, “Johann 
Nikolaus Forkel: The beginning of music historiography”, Eighteenth-century studies 1 (1967–68) 277–90; Martin 
Staehelin, “Musikalische Wissenschaft und musikalische Praxis bei Johann Nikolaus Forkel”, Musikwissenschaft und 
Musikpflege an der Georg-August-Universität Göttingen: Beiträge zu ihrer Geschichte, ed. by Martin Staehelin. Göttinger 
Universitätsschriften. A: Schriften 3 (Göttingen: Vandenhoeck & Ruprecht, 1987) 9–26.

380  See appendix, document 11.
381  Robert Wangermée, “Lecerf de la Vieville, Bonnet-Bourdelot et ‘L’essai sur le bon goust en musique’ de Nicolas 

Grandval”, Revue belge de musicologie 5 (1951) 132–46.
382  See appendix, document 79.
383   On the genus mixtus in actual composition, see, for example, David Ledbetter, “A question of genre: Johann 

Sebastian Bach and the ‘mixed style’”, Music and its questions: Essays in honor of Peter Williams, ed. by Thomas Donahue 
(Richmond, Va.: OHS Press, 2007).

384  Edward R. Reilly, “Quantz on national styles”, The musical quarterly 49 (1963) 163–87.
385  Rudolf Schäfke, “Quantz als Ästhetiker”, Archiv für Musikwissenschaft 6 (1924) 213–42; see also David Lasocki, 

“Quantz and the passions: Theory and practice”, Early music 6 (1978) 556–67.



K
reyzsig  |  “Leopold M

ozart …
 a m

an of m
uch …

 sagacity”: Th
e revival of hum

anist scholarship in his G
ründliche V

iolinschule

97

archaic tendency in his focus on the mere compilation of factual information from the 
studia humanitatis and stile galant, often with recourse to anecdotes or travel reports, 
with an imprecise identification of sources386—typical of much of the music-theoretical 
discourse emanating from the era of humanism and in part consciously emulated even 
in the historiography of Leopold Mozart as substantiated in the opening sections of his 
Violinschule.

In view of Leopold Mozart’s own training, partly in the milieu of the monastery, the 
surfacing of Zacconia Tevo in the Violinschule, who also had close ties with the tradition 
of the monastery (he entered the Franciscan order),387 comes as little surprise. Tevo wrote 
Il musico testore (1706),388 encyclopedic in vision, with a clearly formulated educational 
aim to introduce the reader to the principal areas of music theory, spanning acoustics, 
paleography, intervals, and contrapuntal practices.389 With regard to the printing of 
Tevo’s Il musico testore, there perhaps exists a similarity to Leopold Mozart’s Violinschule. 
In the latter case, a close relationship between author and publisher is substantiated from 
the correspondence; a similar collaboration possibly also characterized Tevo’s treatise.

There are a number of enticing reasons for Leopold Mozart’s mentioning of 
Athanasius Kircher (1601–80).390 Like Leopold Mozart, Kircher also received part of his 
training at a Jesuit School.391 Kircher’s study at the Jesuit College in Fulda beginning in 
1612 led to his appointment as a novice at the Jesuit College at Paderborn on 2 October 
1618—an appointment that allowed him a lengthy period of intensive education in 
both humanistic and scientific subjects.392 A man of exceptionally broad training in 
languages (including Greek), four years of theology (1624–28) at Mainz, followed by 
his ordination in 1628, and one year of pedagogy—an education which undoubtedly laid 
the foundation for acquiring a broad knowledge393—Kircher, in his Musurgia universalis 

386  For an overview of this treatise, see Dora Christiane Vischer, Der musikgeschichtliche Traktat des Pierre Bourdelot, 
1610 bis 1685.  Berner Veröffentlichungen zur Musikforschung 14 (Berne: Paul Haupt, 1947; repr.  ed., Nendeln, 
Liechtenstein: Kraus Reprint, 1979).

387  Domenico M. Sparacio, “Musicisti minori conventuali”, Miscellanea francescana 25 (1925) 13–29, 33–44, 81–
112; Raffaele Casimiri, “Musicisti dell’ordine francescano dei minori conventuali”, Note d’archivio per la storia musicale 16 
(1939) 186–99, 238–50, 274–75; Antonio Sartori and Giovanni M. Luisetto, Archivio Sartori: Documenti di storia e arte 
francescana (Padova: Biblioteca Antoniana, Basilica del Santo, 1983–88).

388  See appendix, document 88. The handwritten version of this treatise is preserved in Padua, Biblioteca Universitaria, 
MS 1165; see Renate Groth, “Italienische Musiktheorie im 17. Jahrhundert”, 317. For a discussion of this treatise, see F. 
Alberto Gallo, “Il musico testore di Zaccaria Tevo”, Quadrivium 8 (1967) 101–11.

389  Renate Groth, “Italienische Musiktheorie im 17. Jahrhundert”, 312 ff.
390  Ulf Scharlau, Athanasius Kircher (1601–1680) als Musikschriftsteller: Ein Beitrag zur Musikanschauung des Barock. 

Studien zur Hessischen Musikgeschichte 2, ed. by Heinrich Hüschen (Marburg: Görich & Weiershäuser, 1969). 
391  On the influence of the Jesuit tradition in Kircher’s writings, see, for example, Margaret Murata, “Music history 

in the Musurgia universalis of Athanasius Kircher”, The Jesuits: Cultures, sciences, and the arts, 1540–1773, ed. by John W. 
O’Malley (Toronto: University of Toronto Press, 1999, repr. ed., 2000) 190–207.

392  Joscelyn Godwin, Athanasius Kircher: A Renaissance man and the quest for lost knowledge (London: Thames and 
Hudson, 1979); also in German as Athanasius Kircher: Ein Mann der Renaissance und die Suche nach verlorenem Wissen 
(Berlin: Weber, 1994); Ingrid Drake Rowland, The ecstatic journey: Athanasius Kircher in Baroque Rome, with an intro. 
by F. Sherwood Rowland (Chicago: University of Chicago Library, 2000). On Kircher’s embracing of the Pythagorean 
tradition, see Klaus-Jürgen Sachs, “‘… maxime locum habet in Comoediis’: Die ‘Musica Pythagorica’ des Athanasius 
Kircher.  Spielwerk als Sinnbild”, Musikalisches Welttheater: Festschrift für Rolf Dammann zum 65. Geburtstag, ed.  by 
Susanne Schaal, Thomas Seedorf, and Gerhard Splitt (Laaber: Laaber-Verlag, 1995) 97–113.

393   Thomas Leinkauf, Mundus combinatus: Studien zur Struktur der barocken Universalwissenschaft am Beispiel 
Athanasius Kirchers, S.J. (1602–1680) (Berlin: Akademie, 1993); Penelope Gouk, “Making music, making knowledge: 
The harmonious universe of Athanasius Kircher”, The great art of knowing: The Baroque encyclopedia of Athanasius 
Kircher, ed. by Daniel Stolzenberg (Stanford: Stanford University Libraries; Firenze: Cadmo, 2001) 71–83; Melanie 
Wald, ‘Sic ludit in orbe terrarium aetena Dei sapientia’: Harmonie als Utopie. Untersuchungen zur Musurgia universalis 
von Athanasius Kircher (Ph.D.  diss., Universität Zürich, 2005); also published as Melanie Wald, Welterkenntnis aus 
Musik: Athanasius Kirchers Musurgia universalis und die Universalwissenschaft im 17. Jahrhundert. Schweizer Beiträge 
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(1650),394 discloses his views on counterpoint.395 They are largely derived from Zarlino’s 
Le istitutioni harmoniche396 and Dimostrationi harmoniche,397treatises to which Leopold 
Mozart had already made an implicit reference in mentioning Zarlino’s name.398 
Offering a synthesis of 16th- and 17th-century Italian and German compositional 
procedures399 from merely a theoretical perspective,400 with some attention to the 
discipline of acoustics,401 Kircher in his treatise also focuses on the examination of the 
doctrine of rhetoric402 in the broader context of the poetic meters and the doctrine of 

zur Musikforschung 4 (Kassel: Bärenreiter, 2006); Thomas Leinkauf, “Kirchers Musikverständnis im Kontext der 
barocken Universalwissenschaft”, Ars magna musices: Athnanasius Kircher und die Universalität der Musik. Vorträge des 
deutsch-italienischen Symposiums aus Anlaß des 400. Geburtstages von Athanasius Kircher (1602–1680). Rom, Deutches 
Historisches Institut, 16.–18. Oktober 2002, ed. by Markus Engelhardt and Michael Heinemann (Laaber: Laaber-Verlag, 
2007) 1–22; see also Ulrich Konrad, “Kircher als Musikwissenschaftler”, Magie des Wissens: Athanasius Kircher, 1602–
1680. Universalgelehrter, Sammler, Visionär—Ausstellungskatalog, Martin von Wagner Museum der Universität Würzburg, 
1. Oktober–14. Dezember 2002; Vonderau-Museum, Fulda, 24. Januar–16. März 2003, ed.  by Horst Beinlich and 
Christoph Draxelmüller, Analecta musicologica 38 (2001) 7–78.

394  See appendix, document 33. For a survey of this treatise, see John Fletcher, “Athanasius Kircher and his Musurgia 
universalis (1650)”, Musicology 7 (1982) 73–83; see also Antonietta Alexitch, “Musica, teologia e scienza nella Musurgia 
universalis di A. Kircher”, Nuova rivista musicale italiana 18 (1984) 182–90; Eberhard Knobloch, “Rapports historiques 
entre musique, mathématque et cosmologie”, Quadrivium: Musiques et sciences 1992, 123–67. Christina Boenicke, “Das 
zehnte Buch der Musurgia universalis: Traditionelle und moderne Einflüsse im musikalischen Weltbild Kirchers, Ars 
magna musices: Athanasius Kircher und die Universalitär der Musik. Vorträge des deutsch-italienischen Symposiums aus 
Anlaß 400. Geburtstages von Athanasius Kircher (1602–1680). Rom, Deutches Historisches Institut, 16.–18. Oktober 2002, 
ed. by Markus Engelhardt and Michael Heinemann (Laaber: Laaber-Verlag, 2007) 93–112. On the complexity of this 
treatise, arising from the exceptionally broad examination of diverse topics, all of which reflect the cosmopolitan interests 
of its author, see Eberhard Knobloch, “Musurgia universalis: Unknown combinatorial studies in the age of Baroque 
absolutism”, History of science 17 (1979) 258–78; also in Italian trans. as “Musurgia universalis: Ignoti studi combinatori 
nell’epoca dell’absolutismo barocco”, La musica nella rivoluzione scientifica del Seicento, ed.  by Paolo Gozza.  Problemi e 
prospettive: Serie di musica e spettacolo (Bologna: Mulino, 1989).

395  Christoph Beck, ‘De Ecclesistici cantus dignitate ac praestantia’: Zur Kirchenmusik in der Musurgia universalis 
des Athanasius Kircher”, Ars magna musices: Athnanasius Kircher und die Universalität der Musik. Vorträge des 
deutsch-italienischen Symposiums aus Anlaß des 400. Geburtstages von Athanasius Kircher (1602–1680), ed. by Markus 
Engelhardt and Michael Heinemann (Laaber: Laaber-Verlag, 2007) 79–92; see also Michael Heinemann, “Kirchers 
‘Komponiermaschine””, Ars magna musices: Athnanasius Kircher und die Universalität der Musik. Vorträge des deutsch-
italienischen Symposiums aus Anlaß des 400. Geburtstages von Athanasius Kircher (1602–1680). Rom, Deutches Historisches 
Institut, 16.–18. Oktober 2002, ed. by Markus Engelhardt and Michael Heinemann (Laaber: Laaber-Verlag, 2007) 205–
26;  Guy Lobrichon, “Musurgia universelle ou Grant Art des sons consonants et dissonants”, Les cahiers de l’IRCAM: 
Recherche et musique 6 (1994) 13–21. 

396  See appendix, document 101.
397  See appendix, document 102.
398  On the disclosure of archaic practices, see, for example, Guido Bizzi, “Musurgia universalis: Tabula mirifica omnia 

contrapunctisticae artis arcana relevans”, Enciclopedismo in Roma barocca: Athanasius Kircher e il Museo del Collegio 
romano tra Wunderkammer e Museo scientifico, ed. by Maristella Casciato, Maria Grazia Ianniello, and Maria Vitale. 
Biblioteca (Venice: Marsilio, 1986) 101–10.

399  Carlo Maria Chierotti, “La Musurgia mirifica di Athanasius Kircher: La composizione musicale all portata di tutti 
nell’età barocca”, Musica / Realtà 37 (1992) 107–27; Elisabetta Torselli, “Dalla Musurgia universalis als ‘Musico testore’: 
Parole e ídee per la musica tra miti antichi e prassi moderna”, Le parole della musica: Studi sulla lingua della letteratura 
musicale in onore di Gianfranco Forlena, ed. by Fiamma Nicolodi and Paolo Trovato. Studi di musica veneta 21 (Firenze: 
Leo S. Olschki, 1994) 45–70; see also Erich Katz, Die musikalischen Stilbegriffe des 17. Jahrhunderts (Charlottenburg: W. 
Flagel, 1926); Rolf Dammann, Der Musikbegriff im deutschen Barock (Köln: Arno Volk, 1967; 2nd ed., Laaber: Laaber-
Verlag, 1984, 1995).

400   Carlo Maria Chierotti, “‘Comporre senza conoscere la musica: Athanasius Kircher e la musurgia mirifica: Un 
singolare esempio di scienza musicale nell’età barocca”, Nuova rivista musicale italiana 28 (1994) 382–410.

401   D.  Ullmann, “Athanasius Kircher und die Akustik der Zeit um 1650”, NTM: Internationale Zeitschrift für 
Geschichte und Ethik der Naturwissenschaften, Technik und Medizin 10 (2002) 65–77.  Kircher’s upbringing in Jesuit 
circles explains his interest in acoustics; see, for example, Patrizio Barbieri, “The Jesuit acousticians and the problem of 
wind instruments (ca. 1580–1680)”, Ars magna musices: Athnanasius Kircher und die Universalität der Musik. Vorträge 
des deutsch-italienischen Symposiums aus Anlaß des 400. Geburtstages von Athanasius Kircher (1602–1680). Rom, Deutches 
Historisches Institut, 16.–18. Oktober 2002, ed. by Markus Engelhardt and Michael Heinemann (Laaber: Laaber-Verlag, 
2007).

402  Bruno Pinchard, “Musique, logique, et rhétorique dans la Musurgia universalis de Kircher: Éléments pour une 
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the affections.403 His discussion of rhetoric was of obvious interest to Leopold Mozart, 
as is readily gleaned from his correspondence.404 Finally, in some 30 books,405 Kircher 
carefully organized and related his materials discussed within the broader perspective 
of Christian philosophy,406 which again would have provided a welcome point of contact 
for Leopold Mozart, who had received extensive training in philosophy at the University 
of Salzburg. Apart from the coverage of topics pertaining to the realm of musica practica, 
Kircher was also preoccupied with issues of musica mundana,407 as already gleaned from 

philosophie du style”, Enciclopedismo in Roma barocca Athanasius Kircher e il Museo del Collegio romano tra Wunderkammer 
e Museo scientifico, ed. by Maristella Casciato, Maria Grazia Ianniello, and Maria Vitale. Biblioteca (Venezia: Marsilio, 
1986) 87–100.  For an overview of rhetoric in the context of music, see, for example, Wilibald Gurlitt, “Musik und 
Rhetorik”, Helicon 5 (1944) 67–86; also in: Wilibald Gurlitt, Musikgeschichte und Gegenwart: Eine Aufsatzfolge, ed. by 
Hans Heinrich Eggebrecht, Beihefte zum Archiv für Musikwissenschaft 1, ed. by Hans Heinrich Eggebrecht in collab. 
with Walter Gerstenberg, Kurt von Fischer, Wolfgang Osthoff, and Arnold Schmitz (Wiesbaden: Franz Steiner, 1966), 
part I: Von musikgeschichtlichen Epochen, 62–81; Hans Heinrich Unger, Die Beziehungen zwischen Musik und Rhetorik im 
16.–18. Jahrhundert. Musik und Geistesgeschichte: Berliner Studien zur Musikwissenschaft 4 (Würzburg: K. Triltsch, 
1941; repr. ed. Hildesheim: Georg Olms, 1969). On the significance of rhetoric in the music-theoretical discourse of the 
Middle Ages and the Renaissance, see, for example, Joseph Smits van Waesberghe, “Die Anwendung der Ars rhetorica in 
den musiktheoretischen Traktaten des Mittelalters und der Renaissance”, trans. by M.U. Schouten-Glass in: Dia-pason 
de omnibus. Ausgewählte Aufsätze von Joseph Smits van Waesberghe: Festgabe zu seinem 75. Geburtstag, ed. by C.J. Maas 
and M.U. Schouten-Glass (Buren: Frits Knuf, 1976) 71–90; see also Blake McDowell Wilson, “Ut oratoria musica in 
the writings of Renaissance music theorists”, Festa musicologica: Essays in honor of George J. Buelow, ed. by Thomas J. 
Mathiesen. Festschrift series 4 (Stuyvesant, N.Y.: Pendragon Press, 1995) 341–68. On the importance of rhetoric in a 
broader realm, see, for example, Paul Oskar Kristeller, Studien zur Geschichte der Rhetorik und zum Begriff des Menschen 
in der Renaissance, trans. by Renate Jochum (Göttingen: Gratia, 1981). 

403   Jürgen Mainka, “Athanasius Kirchers Exemplifizierung zur Affektenlehre: Ein Beitrag zur Geschichte der 
Musikpsychologie”, Beihefte zur Musikwissenschaft 31 (1989) 81–94; Susanne Schaal-Gotthardt, “Musica pathetica: 
Kirchers Affektenlehre”, Ars magna musices: Athanasius Kircher und die Universalität der Musik—Vorträge des deutsch-
italienischen Symposiums aus Anlaß des 400. Geburtstages von Athanasius Kircher (1602–1680). Rom, Deutsches 
Historisches Institut, 16.–18. Oktober 2002, ed. by Markus Engelhardt and Michael Heinemann (Laaber: Laaber-Verlag, 
2007) 141–54.

404  On Leopold Mozart’s effective use of language, see, for example, Josef Mančal, “Mozart: Zum Verhältnis Leopold 
Mozarts zu Wolfgang ‘Amade’ Mozart—Prolegomena zur Strukturbestimmung einer personalen Beziehung und der 
Wirklichkeitsorganisation im Zeitalter des Absolutismus und der Aufklärung: (2) Rückblick”; see also Johannes Serwe, 
“Komposition und Disposition: Über rhetorische Strukturen in Mozarts Briefen”, Mitteilungen der Internationalen 
Stiftung Mozarteum 46/1–2 (1998) 4–24.

405  Of those 30 books, those on music include Magnes, sive, De arte magnetica opus tripartitum, quo praeterquam quod 
universa magnetis natura, eiusque in omnibus artibus et scientijs usus nova methodo explicetur, e viribus quoque et prodigiosis 
effectibus magneticarum, aliarumque abditarum naturae motionum in elementis, lapidibus, plantis et animalibus elucescentium, 
multa hucusque incognita naturae arcana per physica, medica, chymica et mathematica omnis generis experimenta recluduntur 
(Roma: Ex typographia Ludovici Grignani, 1641); 2nd ed.: Magnes, sive, De arte magnetica opus tripartitum […] 
recluduntur. Editio secunda post Romanam multo correctior (Coloniae Agrippinae: Apud lodocum Kalcoven, 1643); 3rd 
ed.: Magnes sive De arte magnetica opus tripartitum, […] recluduntur. Editio tertia. Ab ipso auctore recognita, emendataque, 
ac multis novorum experimentorum problematis aucta (Roma: Sumptibus B. Deuersin & Z. Masotti, 1654; also Roma: 
Vitalis Mascardi, 1654); Ars magna lucis et umbrae, in X. libros digesta, quibus admirandae lucis et umbrae in mundo, 
atque adeo universa natura, vires effectusque uti nova, ita varia novorum reconditiorumque speciminum exhibitione, ad varios 
mortalium usus, panduntur (Roma: Sumptibus Hermanni Scheus ex typographica Ludovici Grignani, 1646; 2nd ed., 
Amsterdam: Apud Joannem Janssonium à Waesberge et Haeredes Elizaei Weyerstraet, 1671); facs. of 1645 ed., ed. 
by Anton F.W. Sommer, Editiones neolatinae 82–83 (Wien: Anton F.W. Sommer, 2004); Oedipus aegyptiacus, hoc est 
universalis hieroglyphicae veterum doctrinae temporum iniuria abolitae instauratio. Opus ex omni orientalium doctrina et 
sapientia conditum, nec non viginti diversarium linguarum authoritate stabilitum felicibus auspicijs Ferdinandi III. Austriaci 
sapientissimi et iniuctissmi Romanorum Imperatoris semper Augusti e tenebris erutum, atque bono reipublicae literariae 
consecratum, 3 vols.  (Roma: Ex typographia Vitalis Mascardi, 1652–54).  For a study of the latter document, see 
Werner Künzel, Der Oedipus Aegyptiacus des Athanasius Kircher: Das ägyptische Rätsel in der Simulation eines barocken 
Zeichensystems (Berlin: O. Künzel, 1989).

406  On Kircher’s comprehensive view of musica, which emerges from his examination of a number of other disciplines 
mentioned in the text, see Ulf Scharlau, “Athanasius Kircher und die Musik um 1650: Versuch einer Annäherung an 
Kirchers Musikbegriff ”, Athanasius Kircher und seine Beziehungen zum gelehrten Europa seiner Zeit, ed. by John Edward 
Fletcher. Wolfenbütteler Arbeiten zur Barockforschung 17 (Wiesbaden: Harrassowitz, 1988) 53–67.

407  For a discussion of this topic within a larger context, see Jamie James, The music of the spheres: Music, science, 
and the natural order of the universe (New York: Grove Press, 1993).  Further on the relationship between musica 
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the title page of his Musurgia universalis.408 The latter topic also received broad coverage 
in the treatise on astronomy entitled De origine et principis naturalibus impressionum in 
singulis artis regionibus nascentium (1535) of Johannes Frosch (ca. 1470–after 1532),409 
whose association with Augsburg (where many of his compositions were published) is 
borne out by his alleged acquaintance with Sigmund Salminger (ca. 1500–?1562/63).410 
Salminger had been Stadtpfeifer there since 1537,411providing biographic evidence to 
explain Leopold Mozart’s familiarity with the writings of Frosch. Like Kircher, Frosch 
also devoted much attention to Greek music, with special reference to Aristotle412 and 
Plutarch in his Rerum musicarum opusculum rarum ac insigne (1535),413 a treatise devoted 
largely to the musica speculativa with much information on the elementa musicae and the 
system of mensural notation. This serves as the basis for his numerous compositions, 
comprising German psalm motets, lieder, and Latin pieces in imitative style as well 
as cantus firmus settings, with the genre of the motet occupying the majority of his 
opus.414

With the names of Vincenzo Galilei and Zarlino mentioned earlier in Leopold 
Mozart’s listing of important contributors to the music-theoretical discourse, it is 
of little surprise to find Giovanni Maria Artusi (ca. 1540–1613) included here.  In a 
number of pamphlets known merely through citations in the Aleteologia di Leonardo 

mundana and musica humana within the context of the musical practice in Kircher’s Musurgia universalis, see Melanie 
Wald, “Musikalische Vermittlung zwischen Himmel und Erde in der Frühen Neuzeit”, MusikTheorie: Zeitschrift für 
Musikwissenschaft 23/1 (2008) 51–70.

408  See appendix, document 33. Further on the title page of this treatise, see Othmar Wessely, “Zur Deutung des 
Titelkupfers von Athanasius Kirchers Musurgia universalis (Rom, 1650)”, Römische Historische Mitteilungen 22 (1981) 
385–405.

409  Gunther Franz, “Johannes Frosch, Theologe und Musiker in einer Person?” Die Musikforschung 28 (1975) 71–75; 
see also Walter E. Buszin, “Frosch, Johannes”, The encyclopedia of the Lutheran Church, 3 vols., ed. by Julius Bodensieck 
(Minneapolis: Augsburg Publishing House, 1965) vol. 2, 891.

410  Hans Michael Schletterer, “Sigmund Saminger”, Montashefte für Musikgeschichte 21 (1889) 177–82; Bertha Antonia 
Wallner, Musikalische Denkmäler der Steinätzkunst des 16. und 17. Jahrhunders, nebst Beiträgen zur Musikpflege dieser Zeit 
(Ph.D.  diss., Universität München, 1912), esp.  14–20; Irena Backus, “Sigmund Salminger”, Bibliotheca Dissidentium: 
Répertoire des non-conformistes religieux des sizième et dix-septième siècle, ed. by André Séguenny. Bibliographia aureliana 
100 (Baden-Baden: Valentin Koerner, 1985) part 6, 109–42; Stephen Dunn Jacoby, The Salminger anthologies (Ph.D. 
diss., Ohio State University, 1985). 

411  Beat A. Föllmi, “Frosch (Froschius), Johann”, Die Musik in Geschichte und Gegenwart: Allgemeine Enzyklopädie der 
Musik, ed. by Ludwig Finscher (2nd rev. ed., Kassel: Bärenreiter; Stuttgart; Metzler, 2002) Personenteil vol. 7, col. 204; 
see also Alexander J. Fisher “’Salminger, Saiblinger, Salbinger, Salblinger, Zallminger, Sigmund”, Die Musik in Geschichte 
und Gegenwart: Allgemeine Enzyklopädie der Musik, ed. by Ludwig Finscher (2nd rev. ed., Kassel: Bärenreiter; Stuttgart; 
Metzler, 2002) Personenteil vol. 14, col. 867; Marie Louise Göllner, “Salminger [Salbinger, Salblinger], Sigmund”, The 
new Grove dictionary of music and musicians, ed. by Stanley Sadie (London: Macmillan, 2001) vol. 22, 169. Thomas 
Röder, “Verborgene Botschaften: Augsbuger Kanons von 1548”, Canons and canonic techniques, 14th-16th centuries: 
Theory, practice and reception history. Proceedings of the International Conference, Leuven, 4–6 October 2005, ed.  by 
Katelijne Schiltz and Bonnie J. Blackburn. Analysis in context: Leuven studies in musicology 1, ed. by Mark Delaere, et 
al. (Louvain; Dudley, Mass.: Peeters, 2007) 235–51, esp. 235.

412  Presumably Frosch was cognizant of Aristotle’s approach to arithmetic; see, for example, Edward Hussey, “Aristotle 
and mathematics”, Science and mathematics in ancient Greek culture, ed. by C.J. Tuplin and T.E. Rihll (Oxford: Oxford 
University Press, 2002) 217–29; ; see also Walther Vetter, “Die antike Musik in der Beleuchtung durch Aristoteles”, 
Archiv für Musikforschung 1 (1936) 2–41; Andrew Barker, “Aristotle on perception and ratios”, Phronesis 26 (1981) 
248–66. On the reception of Aristotle’s writings, see, for example, Carl Dahlhaus, “Aristoteles-Rezeption und Neuzeit 
in der Musikgeschichte”, Wege in die Neuzeit, ed. by Thomas Cramer. Forschungen zur Geschichte der älteren deutschen 
Literatur 8 (München: Wilhelm Fink, 1988) 146–48. 

413  See appendix, document 20.
414  In light of his compositional activity, with an emphasis on vocal music, Johannes Frosch presumably recognized 

the full spectrum of the musica speculativa, including the study of the relationship between text and music, a topic that 
is addressed by a number of earlier authorities, for example, Augustine’s De musica. For an examination of the broader 
context of musica speculativa, see, for example, Seth Weiner, Renaissance prosodic thought as a branch of ‘musica speculativa’ 
(Ph.D. diss., Princeton University, 1981). 
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Gallucio (1604)415 of Ercole Bottigari (1531–1612) (Bottigari played an important role 
in the dissemination of the writings of Boethius),416 Artusi came to the defense of the 
teachings of Zarlino, which had been openly critized by Vincenzo Galilei in his Dialogo 
della musica antica et della moderna (1581). With his writing Artusi unleashed an intense 
debate, one that spread across several volumes, including Artusi’s lost Lettera apologetica 
(1588),417 Zarlino’s Sopplimenti (1588),418 Galilei’s Discorso (1589),419 Artusi’s lost 
Trattato apologetica (1590),420 and, at last, Galilei’s unpublished reply to Zarlino and 
Artusi in manuscript Florence, Biblioteca Nazionale Centrale, Dipartimento Musica 
Gal. 5.6. While Artusi, in his L’arte del contraponto ridotta in tavole (1581),421 reveals a 
considerable dependence on Zarlino’s Le istitutione harmoniche (1558),422 his Seconda 
parte dell arte del contraponto (1589)423 attests to an original contribution, first published 
as a volume devoted exclusively to the study of dissonance.  Famous for criticizing 
Claudio Monteverdi’s contrapuntal licenses in L’Artusi overo Delle imperfettioni della 
moderna musica ragionamenti dui (1600)424 and the Seconda parte dell’Artusi, overo Delle 
imperfettioni della moderna musica (1603),425 Artusi insisted on clarifying the seconda 
prattica of Monteverdi—indeed a rather convenient place for Leopold Mozart to leave 

415   Ercole Bottrigari, Aletelogia di Leonardo Gallucio à’benigni e sinceri lettori lettera apologetica (1604), Bologna, 
Biblioteca del Liceo Musicale, MS 432.

416  See appendix, documents 9–10; see also Marcella Ilari, “Ercole Bottrigari traduttore de De musica di Boezio”, 
Studi in onore di Giulio Cattin, ed. by Francesco Luisi. Istituto di paleografia musicale: Corso superiore di paleografia e 
semiografia musicale dall’umanesimo al barocco. III: Miscellanea 1 (Roma: Torre d’Orfeo, 1990) 179–91.

417  Maria Giovanni Artusi, Lettera apologetica o invettiva del Burla Academico Burlesco al R.D. Vincentio Spada da 
Faenza, 14 January 1588; excerpts included in Ercole Bottrigari, Aletelogia di Leonardo Galluccio ai benigni, e sinceri 
Lettori: Lettera apologetica per la difesa del M.I. sig. Cav. Hercole Bottigaro, contra a quanto ha scritto lo autore delle 
Inconsiderationi musicali, 26 February 1604, preserved in Bologna, Civico Museo Bibliografico Musicale; see Joachim 
Steinheuer, “Artusi, Giovanni Maria”, Die Musik in Geschichte und Gegenwart: Allgemeine Enzyklopädie der Musik, ed. by 
Ludwig Finscher (2nd rev. ed., Kassel: Bärenreiter; Stuttgart: Metzler, 1999) Personenteil vol. 1, col. 1052.

418   Gioseffo Zarlino, Sopplimenti musicali ne i quali si dichiarano molte cose contenute ne i due primi volumi, delle 
Istitutioni et Dimostrationi, per essere state mal’ intese da molti, et si risponde insieme alle loro calonnie. Con due tavole, l’una 
che contiene i capi principali delle materie, et l’altra le cose più notabili, che si trovano nell’opera. Terzo volume (Venezia: 
Francesco de Franceschi, Sanese, 1588; also as repr. ed., Ridgewood, N.J.: Gregg Press, 1966; repr. ed. in: Monuments of 
music and music literature. II: Music literature 15 (New York: Broude Brothers, 1979; 1980).

419  See appendix, document 27. Included in the Howard Mayer Brown Collection of the Newberry Library, Chicago, 
is a manuscript of Galilei’s Discorso, dated 14 May 1735, and signed “NL”, possibly a reference to Natale Zarlino, a 
descendant of Gioseffo Zarlino and transcriber of this document.  Galilei’s dedication of this copy of the treatise 
(published by Giorgio Marescotti in Florence in 1589) to Zarlino is dated Florence, 31 August 1588. This date coincides 
with Zarlino’s tenure as choirmaster at St. Mark’s Cathedral in Venice. On their travels through Italy, Leopold Mozart 
and his son passed through Venice. Whether Leopold Mozart would have had access to this particular copy of the 
Discorso must remain an open question.

420  Maria Giovanni Artusi, Trattato apologetica in difesa dell’opre del […] Zarlino da Chioggia, giuditio musicale del S. 
Cabalao Nobile Pocceia, academico Infarinato intorno alle differenze note frà il Dotissimo Zarlino, et […] Vincenzo Galilej 
nobile fiorentino, 8 April 1590; excerpts included in Ercole Bottrigari, Aletelogia di Leonardo Galluccio ai benigni, e sinceri 
Lettori, preserved in Bologna, Civico Museo Bibliografico Musicale; see Joachim Steinheuer, “Artusi, Giovanni, Maria”, 
col. 1052.

421  See appendix, document 2.
422  See appendix, document 101.
423  See appendix, document 101.
424   L’Artusi, overo, Delle imperfettioni della moderna musica ragionamenti dui (Venezia: Giacomo Vincenti, 1600); 

also as facs. ed. in: Bibliotheca musica bononiensis II/36 (Bologna: Arnaldo Forni, 1968, 2000); Malcolm Litchfield, 
Giovanni Maria Artusi’s ‘L’Artusi, overo, Delle imperfettioni della moderna musica’ (1600): A translation and commentary 
(M.A. thesis, Brigham Young University, 1987).

425  Seconda parte dell’Artusi, overo delle imperfettioni della moderna musica, nella quale si tratta de’molti abusi introdotti 
da i moderni scrittori, e compositori, 2 vols. (Venezia: Giacomo Vincenti, 1603), published together with his Considerationi 
musicali; see Joachim Steinheuer, “Artusi, Giovanni, Maria”, col. 1052. For a later edition, see Seconda parte dell’Artusi, overo, 
Delle imperfettioni della moderna musica, nella quale si tratta de’molti abusi introdotti da I moderni scrittori, et compositori 
(Venezia: Giacomo Vincenti, 1608); also as facs. ed. (Bologna: Forni, 1968); see also note 673.
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that more music-theoretical discourse which generally has focused on Greek and Latin 
traditions of the musica theorica and to a lesser degree on the musica practica, in particular 
with recourse to compositional practice.

During his studies of philosophy at the University of Salzburg, Leopold Mozart, 
in all likelihood, came into contact with the writings of the German astronomer, 
astrologer, mathematician, music theorist, and philosopher Johannes Kepler (1571–
1630).  Kepler’s exceedingly broad training at the monastic schools of Adelberg and 
Maulbronn—an education which comprised both the traditional musica theorica with 
its decisively humanist bend and the musica practica, specifically the singing of four-
part settings of hymns and psalms—must have been of immeasurable benefit to his 
profound and diverse discourse.426 His additional studies in theology, completed at the 
Universität Tübingen in 1591, had a profound impact on his scholarly writings.427 In his 
first appointment as instructor of mathematics at the Protestant Stiftskirche in Graz, 
Kepler combined his exposure to live music provided by Italian musicians of both the 
Stiftskirche and the Court of Archduke Ferdinand. On the one hand this educational 
background provided impetus and focus for Kepler’s extensive studies on the tuning of 
instruments,428 while on the other it paved the way for the venerable examination of the 
arithmetic ratios as a justification for the derivation of the consonant intervals of the 
musical scale.429 This study of the musica speculativa preoccupied him also during his 
subsequent employment as mathematician at the Court of Emperor Rudolf II in Prague 
and, as such, undoubtedly laid the foundation for his opus magnum, the five-volume 
Harmonices mundi.430 Truly encyclopedic in nature,431 this treatise is based on the 
central premise that certain geometric models created by God are seen as the archetypal 
harmonies,432 present in the seven consonant intervals derived from the geometrical 

426  On Kepler’s erudition, see Max Caspar, Johannes Kepler (Stuttgart: W. Kohlhammer, 1948, 4th ed. 1995); also in 
English trans. as Max Caspar, Johannes Kepler, trans. and ed. by C. Doris Hellman, with a new introduction by Owen 
Gingerich and bibl. ref. and annotations by Alain Segonds (New York: Dover Publications, 1993); Michael Dickreiter, 
Der Musiktheoretiker Johannes Kepler.  Heidelberger Studien zur Musikwissenschaft 5, ed.  by Ludwig Finscher and 
Reinhold Hammerstein (Bern: Francke, 1973). Further on Kepler’s universal knowledge, see Owen Gingerich, “Kepler, 
Johannes”, Dictionary of scientific biography, 16 vols., ed. by Charles Coulston Gillispie (New York: Scribner, 1970–80) 
vol. 7, 289–312.

427   See, for example, Jürgen Hübner, “Naturwissenschaft als Lobpreis des Schöpfers”, Referate und Diskussionen: 
Internationales Kepler-Symposium, Weil der Stadt 1971, ed. by Fritz Krafft, Karl Meyer, and Bernhard Sticker. Arbor 
scientiarum: Beiträge zur Wissenschaftsgeschichte. A: Abhandlungen 1 (Hildesheim: Gestenberg, 1973).

428   For a survey of tuning and temperament up to the period of Johannes Kepler and his own contribution to 
this topic, see Rudolf Rasch, “Tuning and temperament”, The Cambridge history of Western music theory, ed. by Thomas 
Christensen. The Cambridge history of music (Cambridge: Cambridge University Press, 2002) 193–222; see also Mark 
Lindley, “Stimmung und Temperatur”, 109–331, esp. 83 ff. 182 ff. 

429  Eric Werner, “The last Pythagorean musician: Johannes Kepler”, Aspects of Medieval and Renaissance music: A 
birthday offering to Gustave Reese, ed.  by Jan LaRue in collab.  with Martin Bermstein, Hans Lenneberg, and Victor 
Yellin (New York: W.W. Norton, 1966; New York: Pendragon Press, 1978) 867–82; Allen Arthur Dorfman, Pythagoras, 
Kepler, and the music of the spheres (M.M. thesis, University of Cincinnati, 1976).

430   See appendix, document 32.  On the relationship between music and mathermatics in Kepler’s writings, see, 
for example, Horst Atteln, Das Verhältnis Musik-Mathematik bei Johannes Kepler: Ein Beitrag zur Musiktheorie des 
frühen 17. Jahrhunderts (Ph.D.  diss., Universität Erlangen-Nürnberg, 1971); see also John Rodgers and Willie Ruff, 
“Kepler’s harmony of the world: A realization for the ear”, American scientist 67 (1979) 286–92; Daniel P. Walker, 
“Keplers Himmelsmusik”, Carl Dahlhaus, Sigalia Dostrovsky/John T. Cannon, Mark Lindley, and Daniel P. Walker, 
Geschichte der Musiktheorie. VI: Hören, Messen und Rechnen in der frühen Neuzeit, ed. by Frieder Zaminer (Darmstadt: 
Wissenschaftliche Buchgesellschaft, 1987) 81–107.

431  Adolf Adam, Keplers Weltharmonik, das Hohelied des naturwissenschaftlichen Humanismus: Festvortrag anläßlich 
der Übergabe eines Erstdruckes von Johannes Keplers ‘Harmonices mundi” (Linz, 1619) an der Universität Linz (Linz: 
Johannes-Kepler-Universität Linz, Institut für Systemwissenschaft, 1982).

432   Judith Veronica Field, Kepler’s geometrical cosmology (Chicago: University of Chicago Press, 1988).  On the 
presence of Kepler’s religious conviction in his scientific deliberations, see, for example, Jürgen Hübner, “Johannes Kepler 
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series in book 3,433 where Kepler offers a full presentation of topics typically found in 
humanist treatises. These topics are the intervalla, genera, melodia, modi, mutationes, and 
notatio, and they serve as a point of departure for his examination of astrology434 and 
astronomy in books 4 and 5, respectively.435 Kepler’s music-theoretical construct, firmly 
rooted in the harmonia universalis of the Renaissance436 yet also in the absence of prior 
notions concerning the details of the interval theory or the sounding together of the 
plantes, relies totally on exact observation,437 regardless of the discipline (astronomy or 
music theory).438 He borrows on Euclid’s models of the division of the circumference of a 
circle into regular equal-sided polygons439 as a means of deriving the consonant intervals 
from “knowable” geometric relationships and dissonant intervals from “unknowable” 
geometric relationships;440 in his presentation of the musica theorica and specifically in 
his rejection of the Pythagorean scale in favor of Ptolemy’s just scale,441 Kepler focuses 

als theologischer Denker”, Kepler-Festschrift: Zur Erinnerung an seinen Geburtstag vor 400 Jahren, ed. by Ekkehard Preuss. 
Acta Albertina Ratisbonensia 32 (Regensburg: Mittelbayerische Druckerei- und Verlags-Gesellschaft, 1971) 21–44; see 
also E.W. Gerdes, “Johannes Kepler as theologian”, Kepler: Four hundred years. Proceedings of conferences held in honour of 
Johannes Kepler, ed. by Arthur Beer and Peter Beer. Vistas in astronomy 18 (Oxford: Pergamon Press, 1975) 339–67; 
Jürgen Hübner, “Kepler’s praise of the creator”, Kepler: Four hundred years. Proceedings of conferences held in honour of 
Johannes Kepler, ed. by Arthur Beer and Peter Beer. Vistas in astronomy 18 (Oxford: Pergamon Press, 1975) 369–82. 

433  Bruce Stephenson, The music of the heavens: Kepler’s harmonic astronomy (Princeton, N.J.: Princeton University 
Press, 1994); see also Francis Warrain, Essai sur l’Harmonices mundi, ou, Musique du monde de Johann Kepler. Actualités 
scientifiques et industrielles 912–13 (Paris: Hermann, 1942); Owen Gingerich, “Kepler’s place in astronomy”, Kepler: 
Four hundred years. Proceedings of conferences held in honour of Johannes Kepler, ed. by Arthur Beer and Peter Beer. Vistas 
in astronomy 18 (Oxford: Pergamon Press, 1975) 261–78.

434  Franz Hammer, “Die Astrologie des Johannes Kepler”, Sudhoff ’s Archiv 55 (1971) 113–35; see also Arthur Beer, 
“Kepler’s astrology and mysticism”, Kepler: Four hundred years. Proceedings of conferences held in honour of Johannes Kepler, 
ed. by Arthur Beer and Peter Beer. Vistas in astronomy 18 (Oxford: Pergamon Press, 1975) 399–426. On German soil, 
the preoccupation with the discipline of astrology has its precedents in Renaissance astrological depictions, providing for 
a natural link between musica mundana and musica instrumentalis, with the Hausbuch from Schloß Wolfegg im Allgäu, in 
the depictions of the Planet’s Children, serving as vivid testimony; for a discussion, see Zdravko Blažeković, “Variations 
on the theme of the planet’s children, or medieval musical life according to the Housebook’s astrological imagery”, Art 
and music in the Early Modern Period: Essays in honor of Franca Trinchieri Camiz, ed. by Katherine A. McIver (Aldershot: 
Ashgate, 2003) 241–86.

435  For an overview of Kepler’s cosmology firmly grounded in the Pythagorean tradition, see Rudolf Haase, Geschichte 
des harmonikalen Pythagoreismus. Publikationen der Wiener Musikakademie 3 (Wien: Elisabeth Lafite, 1969) 83–88. In 
his studies of astronomy, Kepler was undoubtedly influenced by the Greek tradition. For an overview of that tradition, 
see, for example, J.L.  Berggren, “The relation of Greek spherics to early Greek astronomy”, Science and philosophy in 
classical Greece, ed. with pref. by Alan C. Bowen. Sources and studies in the history and philosophy of classical science 2, 
ed. by Alan C. Bowen and Francesca Rochberg-Halton (New York: Garland, 1991) 227–48.

436  Owen Gingerich, “Kepler, Galilei, and the harmony of the world”, Music and science in the age of Galileo, ed. by 
Victor Coelho. The University of Western Ontario series in philosophy of science 51, ed. by Robert E. Butts (Dordrecht: 
Kluwer, 1992) 45–63. The harmonia universalis is closely associated with the notions of the individual and the cosmos; 
see Ernst Cassirer, Individuum und Kosmos in der Philosophy der Renaissance.  Studien der Bibliothek Warburg 10 
(Darmstadt: Wissenschaftliche Buchgesellschaft, 1927; 2nd ed., 1963).

437  Rhonda Martens, Kepler’s philosophy and the new astronomy (Princeton, N.J.: Princeton University Press, 2000).
438  Daniel Pickering Walker, “Kepler’s celestial music”, Journal of the Warburg and Courtauld Institutes 30 (1967) 

228–50; also in: Daniel Pickering Walker, Studies in musical science in the late Renaissance.   Studies of the Warburg 
Institute 37 (London: Warburg Institute, University of London, 1978).

439  Thomas J. Mathiesen, “An annotated translation of Euclid’s Division of a monochord”, Journal of music theory 19 
(1975) 236–58; Andrew Barker, trans., “The Euclidean Sectio canonis”, Greek musical writings II: Harmonic and acoustic 
theory, ed. by Andrew Barker. Cambridge readings in the literature of music, ed. by John Stevens and Peter le Huray 
(Cambridge: Cambridge University Press, 1989) 190–208; Andrew Barker, “Methods and aims in the Euclidean 
‘Sectio canonis’”, Journal of Hellenic studies 101 (1981) 1–16; André Barbera, “Placing Sectio canonis in historical and 
philosophical context”, Journal of Hellenic studies 101 (1981) 157–60; André Barbera, The Euclidean division of the canon; 
Oliver Busch, Logos syntheseos: Die euklidische Sectio canonis.

440  Rainer Bayreuther, “Johannes Keplers musiktheoretisches Denken”, Musiktheorie 19 (2004) 3–20.
441   Ulrich Klein, “Johannes Keplers Bemühungen und die Harmonieschriften des Ptolemaios und Porphyrios”, 

Johannes Kepler: Werk und Leistung, Ausstellung im Steinernen Saal des Linzer Landhauses, 19. Juni bis 29. August 
1971. Katalog der Ausstellung, ed. by Gerold Maar. Katalog des Oberösterreichischen Landesmuseum 74; Katalog des 
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on the consonances by means of geometric representations.442 He thereby proposes the 
inclusion of the intervals of the major and minor thirds and sixths as consonances, thus 
enhancing polyphony rooted in the monodic idiom of the Italians functioning within 
the major and minor tonalities.443 In the Harmonices mundi, Kepler sets his empirical 
discoveries in bold relief against the platonic concept as harmonia, thereby in essence 
combining retrospective notions with progressive tendencies. This example is suggestive 
of far-reaching fundamental changes in music scholarship, with the replacement of 
examinations based largely on the synthesis of thought with a new analysis aimed at 
bringing musica theorica and musica practica in closer union.444

Half a century after Kepler, theorists and composers generally changed their focus 
away from a largely humanist perspective to a primarily practical orientation concentrating 
on topics that had far-reaching ramifications for organology and compositional practice. 
Kepler had already touched on the tuning of musical instruments, though largely in the 
context of his experimentation with monochords. The composer, organist, and music 
theorist Johann Georg Neidhardt (ca.  1685–1739)445—following his training first 
as a student of theology at the Universität Jena (beginning in 1702), subsequently in 
organ with Johann Nikolaus Bach (1669–1753), a nephew of Johann Sebastian Bach 
(1685–1750), and finally of theology and philosophy (two disciplines closely associated 
with mathematics in the Renaissance446) at the Universität Königsberg (beginning in 
December 1708)447—devoted himself to composition, largely of church works,448 in 
addition to the compiling of his Compositio harmonice (ca. 1715).449 The latter work was 
destined not only as an instruction manual for students at the Court of Bernstädt and 
the University of Breslau but also as a treatise that was later adopted in part by Johann 
Mattheson (1681–1764) in 1739. Neidhardt achieved notoriety for introducing equal 

Stadtmuseums Linz 9 (Linz: Gutenberg, 1971) 51–60.
442  Ernst Bindel, Harmonien im Reiche der Geometrie, in Anlehnung an Keplers “Weltharmonik” (Stuttgart: Freies 

Geistesleben, 1964).
443  Michael Dickreiter, “Dur und Moll in Keplers Musiktheorie”, Johannes Kepler: Werk und Leistung, Ausstellung im 

Steinernen Saal des Linzer Landhauses, 19. Juni bis 29. August 1971. Katalog der Ausstellung, ed. by Gerold Maar. Katalog 
des Oberösterreichischen Landesmuseum 74; Katalog des Stadtmuseums Linz 9 (Linz: Gutenberg, 1971) 41–50.

444  Further on this topic, see Rainer Bayreuther, “Von der Harmonie der Sphären zur Konsonanz der Gefühle: Der 
Umbruch in der Wissenschaft der Musik um 1600”, Macht des Wissens: Die Entstehung der modernen Wissensgesellschaft, ed. 
by Richard van Dülmen and Sina Rauschenbach in collab. with Meinrad von Engelberg (Köln: Böhlau, 2004) 213–39.

445  Werner Braun, Geschichte der Musiktheorie. VIII/2: Deutsche Musiktheorie des 15. bis 17. Jahrhunderts. II: Von 
Calvisius bis Mattheson, ed. by Frieder Zaminer (Darmstadt: Wissenschaftliche Buchgesellschaft, 1994) esp. 359 ff., 
398 ff.

446  See, for example, John E. Murdoch, “‘Mathesis in philosophiam scholasticam introducta’: The rise and development 
of the application of mathematics in fourteenth-century philosophy and theology”, Arts libéraux et philosophie au moyen 
âge: Actes du quatrième congrès international de philosophie médiévale, Université de Montréal, Montréal, Canada, 27 août–2 
septembre 1967 (Montréal: Institut d’Études Mediévales; Paris: J. Vrin, 1969) 215–54.

447   Franz Josef Ratte, “Johann Georg Neidhardt als Musiker, Komponist, Lehrer und Dichter”, Die Musik der 
Deutschen im Osten und ihre Wechselwirkung mit den Nachbarn: Ostseeraum—Schlesien—Böhmen / Mähren—Donauraum, 
vom 23. bis 26. September 1992 in Köln, ed. by Klaus Wolfgang Niemöller and Helmut Loos. Deutsche Musik im Osten: 
Schriftenreihe des Instituts für Deutsche Musik im Osten zur Musikgeschichte der Deutschen und ihrer Nachbarn 
in Ost-, Ostmittel- und Südosteuropa 6, ed.  by Helmut Loos (Bonn: Schröder, 1994) 229–42; Franz Josef Ratte 
“Neidhardt, Johann Georg”, Das Bach-Lexikon, ed. by Michael Heinemann in collab. with Stephan Franke, Sven Hiemke, 
and Hans-Joachim Hinrichsen. Bach-Handbuch 6 (Laaber: Laaber-Verlag, 2000) 384–85; Lothar Hoffmann-Erbrecht, 
“Neidhardt, Johann Georg”, Schlesisches Musiklexikon, ed.  by Lothar Hoffmann-Erbrecht (Augsburg: Bernd Wißner, 
2001) 494–96.

448  Albert Mayer-Reinach, “Zur Geschichte der Königsberger Hofkapelle in den Jahren 1578–1720”, Sammelbände 
der Internationalen Musikgesellschaft 6 (1904–05) 32–79; Hermann Güttler, Königsberger Musikkultur im 18. Jahrhundert. 
Königsberger Studien zur Musikwissenschaft 4 (Königsberger, 1926; Kassel: Bärenreiter, [1929]).

449  See appendix, document 67; see also document 68. For a more detailed discussion, see Werner Braun, Geschichte 
der Musiktheorie. VIII/2: Deutsche Musiktheorie des 15. bis 17. Jahrhunderts, 398–400 (“Neidhardt”).
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temperament (known as the Gleichschwebende Temperatur),450 used by Fux,451 with the 
full support of Johann Kuhnau (1660–1722)452 and Mattheson, both of whom made 
mention of the Neidhardtsche Temperatur.  Equal temperament was rapidly adopted 
in the 18th century owing to the limitless possibilities for transposition, especially in 
ensemble playing, since different tunings such as the Chorton and Kammerton, which 
had been in vogue throughout the 17th century, were abandoned.453

When we consider the emphasis on fundamentals throughout Leopold Mozart’s 
Violinschule, evident regardless of the specific nature of and motivation for the inquiry, 
namely of a music theoretical, music historial, or music pedagogical nature, the 
mentioning of the Swiss scientist and philosopher Leonhard Euler (1707–83)454 is 
hardly surprising. Euler was trained in mathematics and philosophy at the Universität 
Basel, which secured his appointments initially at the St.  Petersburg Akademie 
der Wissenschaften455 and subsequently for 25 years at the Berlin Akademie der 
Wissenschaften prior to his return to St. Petersburg.456 With his principal interests in 
the areas of pure and applied mathematics, theoretical physics, and astronomy, Euler’s 
contact with the disciplina musicae came through his seminal research in acoustics.457 
The research focusing on the latter discipline was closely associated with his interest in 
the classification of dissonances.458 This was an issue with a longstanding history dating 
back to the pre-Baroque era. In fact, the deliberations of the interval of the diatessaron 

450 See appendix, document 66; see also documents 69–70.  For a more detailed discussion, see Mark Lindley, 
“Stimmung und Temperatur”, esp.  265 ff.  On the earlier tuning, see, for example, Roberto Airoldi, La teoria del 
temperamento dell’età di Gioseffo Zarlino, ed. by Elena Ferrari Barassi (Cremona: Turris, 1989); see also Mark Lindley, 
“Zarlino’s 2/7–comma meantone temperament”, Music in performance and society: Essays in honor of Roland Jackson, 
ed. by Malcolm S. Cole and John Koegel. Detroit monographs in musicology / Studies in music 20 (Warren, Mich.: 
Harmonie Press, 1997) 179–94.

451  Hellmut Federhofer, “Johann Joseph Fux und die gleichschwebende Temperatur”, Die Musikforschung 41 (1988) 
9–15; Helmut Federhofer, “Johann Joseph Fux and equal temperament”, Eighteenth-century music in theory and practice: 
Essays in honor of Alfred Mann, ed. by Mary Ann Parker. Festschrift series 13 (Stuyvesant, N.Y.: Pendragon Pess, 1994) 
119–30.

452  Johann Kuhnau, Fundamenta compositionis (1703; MS in Berlin, Deutsche Staatsbibliothek), which includes a 
discussion of the intervals and species of genera, consonantia and dissonantia, and the figurae fundamentalis, that is, transitus, 
syncopatio, and ligatura. For a synopsis of the content of this treatise, see Kurt Hahn, “Johann Kuhnaus Fundamenta 
compositionis”, Gesellschaft für Musikforschung: Bericht über den Internationalen Musikwissenschaftlichen Kongreß Hamburg 
1956, ed. by Walter Gerstenberg, Heinrich Husmann, and Harald Heckmann (Kassel: Bärenreiter, 1957) 103–05; see 
also Bernh[ard] Friedr[ich] Richter, “Eine Abhandlung Johann Kuhnaus”, Monatshefte für Musikgeschichte 34 (1902) 
147–54; Laura Nash, Aspects of an evolving tonal language: A study of church-based compositions by the Leipzig Thomas 
Kirche cantors, 1618–1722 (Ph.D. diss., Yale University, 1990); see also Erich Schenk, “Kuhnau und Fux”, Anzeiger der 
Östereichischen Akademie der Wissenschaften: Philosophisch-historische Klasse 192 (1965) 359–66.

453  See, for example, Gerhard Stradner, “The evolution of the pitch of cornetts and trombones at the time of Scheidt 
and Buxtehude”, Dietrich Buxtehude and Samuel Scheidt: An anniversary tribute. The proceedings of the International 
Buxtehude/Scheidt Festival and Conference at the University of Saskatchewan, November 1987, comp.  by Isabelle Mills 
and Walter Kurt Kreyszig (Saskatoon: University of Saskatchewan, 1988) 106–16; John Koster, “Michael Praetorius’s 
‘pfeifflin zur Chormaß’”, Journal of the American Musicological Society 30 (2004) 5–23. 

454   Rüdiger Thiele, Leonhard Euler, ed.  by Dorothea Gotz.  Biographien hervorragender Naturwissenschaftler, 
Techniker und Mediziner 56 (Leipzig: Teubner, 1982); Emil Alfred Fellmann, “Leonhard Euler: Ein Essay über Leben 
und Werk”, Leonhard Euler, 1707–1783: Beiträge zu Leben und Werk: Gedenkband des Kantons Basel-Stadt, ed. by Marcel 
Jenni and Johann Jakob Burckhardt (Basel: Birkhäuser, 1983) 13–98; Erich Alfred Fellmann, Leonhard Euler. Rowohlts 
Monographien 387 (Reinbek bei Hamburg: Rowohlt, 1995); also in English trans. by Erika and Walter Gautschi as 
Emil Alfred Fellmann, Leonhard Euler (Basel: Birkhäuser, 2006).

455  Ronald Calinger, “Leonhard Euler: The first St. Petersburg years (1727–1741)”, Historia mathematica 23 (1996) 
121–66.

456  Otto Spiess, Leonhard Euler: Ein Beitrag zur Geistesgeschichte des XVIII. Jahrhunderts. Die Schweiz im deutschen 
Geistesleben 63–64 (Frauenfeld; Leipzig: von Huber, 1929).

457  Mark Lindley, “Stimmung und Temperatur”, 109–331, esp. 53 ff., 59 ff., 67 ff., 71 ff., 75 ff., 290 ff., 301 ff.
458  See appendix, document 19.



106

with its ambivalent classification as dissonance and consonance attests to the longevity 
of this tradition.459 An early interest in music, kindled in Euler during his years in Basel, 
led him to plan a large-scale music theoretical oeuvre, which, according to the surviving 
table contents, was to include a discussion of harmony, form and genre as well as one of 
the first comprehensive examination of melody, all within contemporary instrumental 
music and congruent with the prevailing aesthetics of absolute music, characteristic 
of the Enlightenment.460 This plan was eventually aborted; Euler assembled some of 
these materials into his principal treatise, the Tentamen novae theoriae musicae (1739),461 
which presented a music theory based on mathematical formulations,462 in a quest not 
unlike Kepler’s earlier discourse.  Of all the writers mentioned in Leopold Mozart’s 
Violinschule, it is undoubedtly Euler who, on the whole, had perhaps the most tenuous 
connections with musica practica.463 His purported interest in initiating a preoccupation 
with musical dice in the 18th century464 might, in fact, suggest an indirect connection 
with the interests of Wolfgang Amadeus Mozart, who occasionally resorted to dice in 
the process of composition, undoubtedly one of Mozart’s pastimes,465 as readily gathered 
from at least two sources. These sources were the sketch of an instrumental part for a 

459  Further on this topic, see, for example, Heinrich Husmann, Vom Wesen der Konsonanz. Musikalische Gegenwarts
fragen 3 (Heidelberg: Müller-Thiergarten, 1953); Claude V. Palisca, “Scientific empiricism”; Richard Crocker, “Pythagorean 
mathematics”; Carl Dahlhaus, “Ein vergessenes Problem der antiken Konsonanztheorie”, Festschrift für Walter Wiora zum 
30. Dezember 1966, ed. by Ludwig Finscher and Christoph-Hellmut Mahling (Kassel: Bärenreiter, 1967) 164–69; Serge 
Gut, “La notion de consonance chez les théoriciens du Moyen Age”, Acta musicologica 47 (1976) 20–44; H.F. Cohen, 
Quantifying music: The science of music at the first stage of the scientific revolution, 1580–1650. The University of Western 
Ontario series in philosophy of science 23 (Dordrecht: D. Reichel, 1984); Rolf Klein, Die Intervallehre in der deutschen 
Musiktheorie des 16. Jahrhunderts. Kölner Beiträge zur Musikforschung 157 (Regensburg: Gustav Bosse, 1989); Klaus-
Jürgen Sachs, “Musikalische Elementarlehre des Mittelalters”, Michael Bernhard, Arno Borst, Detlef Illmer, Albrecht 
Riethmüller, and Klaus-Jürgen Sachs, Geschichte der Musiktheorie. III: Rezeption des antiken Faches im Mittelalter, ed. by 
Frieder Zaminer (Darmstadt: Wissenschaftliche Buchgesellschaft, 1990) 105–61, esp. 125–41.

460   Anselm Gerhard, “Leonhard Euler, die Französische Gemeinde zu Berlin und die ästhetische Grundlegung 
der ‘absoluten Musik’”, Schweizerisches Jahrbuch für Musikwissenschaft, Neue Folge 17 (1997) 15–28; see also Thomas 
Christensen, Rameau and musical thought in the Enlightenment (Cambridge: Cambridge University Press, 1993) 134 ff.; 
Ernst Wangermann, “Ethik und Ästhetik: Moralische Auflagen an die schönen Künste im Zeitalter der Aufklärung”, 
Genie und Alltag: Bürgerliche Stadtkultur zur Mozartzeit, ed. by Gunda Barth-Scalmani, Brigitte Mazohl-Wallnig, and 
Ernst Wangermann (Salzburg: Otto Müller, 1994) 281–93.

461  See appendix, document 18.
462  Hermann Richard Busch, Leonhard Eulers Beitrag zur Musiktheorie. Kölner Beiträge zur Musikforschung 58, 

ed. by Karl-Gustav Fellerer (Regensburg: Gustav Bosse, 1970); Mark Lindley, “Leonhard Euler als Musiktheoretiker”, 
Internationale Gesellschaft für Musikforschung: Bericht über den Internationalen Musikwissenschaftlichen Kongreß Bayreuth 
1981, ed. by Christoph Hellmut Mahling and Sigrid Wiesmann (Kassel: Bärenreiter, 1984) 547–53. Eberhard Knobloch, 
“Musiktheorie in Eulers Notizbüchern”, Schriftenreihe für Geschichte der Naurwissenschaften, Technik und Medizin 24 
(1987) 63–76; see also Robert Lee Bailey, Music and mathematics: An interface in the writings of Leonhard Euler (Ph.D. 
diss., State University of New York at Buffalo, 1980).

463  Daniel Muzzulini, “Leonhard Eulers Konsonanztheorie”, Musiktheorie 9 (1994) 135–46.
464  This suggestion is made in Ulrich Leisinger, “Leonhard Eulers ‘Vermutung über den Grund für einige allgemein 

gebräuchliche Dissonanzen in der Musik’”, Musiktheorie 8/2 (1993) 162.
465   On Mozart’s other games, including various card games, billiards, pin games (Kegelspiele) Bölzelschießen, see 

Günther G. Bauer, Mozart: Glück, Spiel und Leidenschaft (Bad Honnef: Karl Heinrich Bock, 2003); see also Günther 
G. Bauer “Bölzlschießen, Brandeln und Tresette: Anmerkungen zum spielenden Menschen Mozart”, Mitteilungen der 
Internationalen Stiftung Mozarteum 39/1–4 (1991) 21–40; Günther G. Bauer “Brettspiele im Hause Mozart”, Mitteilungen 
der Internationalen Stiftung Mozarteum 47/3–4 (1999) 24–31; Günther G.  Bauer, “Kartenspiele”, Salzburger Mozart 
Lexikon, ed.  by Gerhard Ammerer and Rudolph Angermüller in collab.  with Andrea Blöchl-Köstner (Bad Honnef: 
K.H. Bock, 2005) 215. Nannerl Mozart, too, was involved in a number of games, including Kinderspiele, Kartenspiele, 
Brettspiele, Gesellschaft- und Pfänderspiele, and Bölzlschießen; see Günther G. Bauer, “Die 69 Spiele der Nannerl Mozart”, 
Mitteilungen der Internationalen Stiftung Mozarteum 49/3–4 (2001) 67–94. On the larger theme of the pastime, see 
Bernd Roeck, “Musik und Alltag im 18. Jahrhunderts; Die Kunst der Mozarts und die Entstehung der Freiheit”, Beiträge 
des Internationalen Leopold-Mozart-Kolloquiums Augsburg 1994. ed. by Josef Mančal and Wolfgang Plath. Beiträge der 
Leopold-Mozart-Forschung 2, issued under auspices of the Internationale Leopold Mozart Gesellschaft (Augsburg: Dr. 
Bernd Wißner, 1997)  175–90.
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minuet included in the single sketch leaf of the Adagio, K.516,466 and the posthumous 
publications of Mozart’s Musikalisches Würfelspiel467 by J.J.  Hummel (Berlin and 
Amsterdam, 1793) and N. Simrock (Bonn, 1796). Musical dice was a more widespread 
activity,468 even in Mozart’s own time, as witnessed in the Musikalisches Würfelspiel 
(Vienna, 1781) of Maximilian Stadler (1748–1833).469

With the mention of Johann Adolf Scheibe (1708–76), Leopold Mozart widens 
the 18th-century music-theoretical discourse to include rhetoric and music criticism 
as key elements of the Enlightenment philosophy.470 In his autobiography included in 
Mattheson’s Grundlage einer Ehren-Pforte (1740),471 Scheibe—following his study of 
law at the Universität Leipzig (beginning in 1725) and his interest in the discipline of 
rhetoric through direct contact with Johann Christoph Gottsched (1700–66), whose 
writing on the reforms of poetry and drama left an undeniable impact on Scheibe’s 
own outlook on aesthetics and music theory472—achieved notoriety as a music critic473 
(notwithstanding the unfortunate yet famous criticism of the musical style of Johann 
Sebastian Bach474).  Scheibe also contributed a considerable amount of both sacred 

466  Hugo Riemann, “Das Adagio und Menuett von Mozarts g-Moll-Streichquintett: Analytische Studie”, Musikalisches 
Wochenblatt 20/7 (1899) 77–78; 20/8 (1899) 89–90; 20/9 (1899) 101–02; 20/10 (1899) 117–18; Wolfgang Boetticher, 
“Neue Mozartiana: Skizzen und Entwürfe”, Neues Mozart Jahrbuch 3 (1943) 144–84, esp. 180.

467  For an edition of this work, see Karl Heinz Taubert, ed., Wolfgang Amadeus Mozart (1756–1791): Musikalisches 
Würfelspiel. Eine Anleitung “Walzer oder Schleifer mit zwei Würfeln zu componieren ohne Musikalisch zu seyn, noch von 
der Composition etwas zu verstehen” (Mainz; London: B. Schott’s Söhne, 1956; repr. ed., 1984). Further on Mozart’s 
compositional process in the context of a game, see Hideo Noguchi, “Mozart: Musical game in C K.516f ”, Mitteilungen 
der Internationalen Stiftung Mozarteum 38/1–4 (1990) 89–101.

468  On the popularity of musical dice games in the German-speaking world, see Sebastian Klotz, “Ars combinatoria 
oder ‘Musik ohne Kopfzerbrechen’: Kalküle des Musikalischen von Kircher bis Kirnberger”, Musiktheorie 14 (1999) 
231–45. 

469  Tabelle, aus welcher man unzählige Menuetten und Trio für das Klavier herauswürfeln kann, verfaßt von P. Maximilian 
Stadler (Wien: Artaria, 1781). The particular copy of this publication, once part of the music collection of Archduke 
Rudolph of Austria (1788–1831), is preserved in the Library of the Gesellschaft der Musikfreunde in Vienna, shelf 
number 1320/Sch. For a facs. ed., see Otto Biba, ed., Maximilian Stadler (1748–1833): Musikalisches Würfelspiel zur 
Komposition von Menuetten und Trios für Klavier (Wien, 1781) (Wien: Gesellschaft der Musikfreunde, 1989).

470  See appendix, documents 82–86; see also Arno Storch, Johann Adolf Scheibes Anschauungen von der musikalischen 
Historie, Wissenschaft und Kunst (Ph.D.  diss., Universität Leipzig, 1923); Imanuel Willheim, Johann Adolf Scheibe: 
German musical thought in transition (Ph.D.  diss., University of Illinois at Urbana-Champaign, 1963); A.  Thomas 
Downing, Music and the origin of language: Theories from the French Enlightenment, New perspectives: Music history and 
criticism, ed. by Jeffrey Kallberg and Anthony Newcomb (Cambridge: Cambridge University press, 1995); Christine 
Zimmermann, Unmittelbarkeit: Theorien über den Ursprung der Musik und der Sprache in der Ästhetik des 18. Jahrhunderts. 
Europäische Hochschulschriften. 1: Deutsche Sprache und Literatur 1521 (Frankfurt am Main: Peter Lang, 1995).

471  See appendix, document 56; see also Ernest Harriss, “Johann Mattheson, Johann Adolph Scheibe, and modern 
German musicology”, Gesellschaft für Musikforschung. Alte Musik als ästhetische Gegenwart: Bach, Händel, Schütz — Bericht 
über den Internationalen Musikwissenschaftlichen Kongreß Stuttgart 1985, 2 vols., ed. by Dietrich Berke and Dorothee 
Hannemann (Kassel: Bärenreiter, 1987) vol. 2, 287–93.

472  See appendix, documents 82–86; see also Eugen Reichel, “Gottsched und Johann Adolf Scheibe”, Sammelbände der 
Internationalen Musikgesellschaft 2 (1900–01) 654–68; Joachim Birke, Christian Wolffs Metaphysik und die zeitgenössische 
Literatur- und Musiktheorie: Gottsched, Scheibe, Mizler; im Anhang Neuausgabe zweier musiktheoretischer Traktate aus der 
Mitte des 18. Jahrhunderts. Quellen und Forschungen zur Sprach- und Kulturgeschichte der germanischen Völker, Neue 
Folge 21 (145) (Berlin: Walter de Gruyter, 1966).

473  K.H. Viertel, “Johann Adolf Scheibe und Charles Burney, zwei Musiktheoretiker der Aufklärung”, Musik und 
Gesellschaft 26 (1976) 223–27.

474  Hans Heinrich Eggebrecht, “Scheibe gegen Bach — im Notenbeispiel”, Das Musikleben 5 (1952) 106–08; Hermann 
Keller, “Johann Adolph Scheibe und Johann Sebastian Bach”, Musik und Verlag: Karl Vötterle zum 65. Geburtstag am 12. 
April 1968, ed. by Richard Baum and Wolfgang Rehm (Kassel: Bärenreiter, 1968) 383–86; George Buelow, “In defence 
of J.A. Scheibe against J.S. Bach”, Proceedings of the Royal Musical Association 101 (1974–75) 85–100; Peter Becker, 
“Bach, Scheibe und wir: Didaktische Materialien”, Musik und Bildung 14 (1982) 76–84; Günther Wagner, “Johann 
Adolf Scheibe. Johann Sebastian Bach: Versuch einer Bewertung”, Bach-Jahrbuch 68 (1982) 33–49; Fritz Reckow, “Die 
‘Schwülstigkeit’ Johann Sebastian Bachs oder ‘Melodie’ versus ‘Harmonie’: Ein musiktheoretischer Prinzipienstreit der 
europäischen Aufklärung und eine kompositions- und sozialgeschichtlichen Implikationen”, Aufbruch aus dem Ancien 
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and secular compositions to the contemporary repertoire after earlier unsuccessful 
applications for organ positions in 1735 (Prague and Gotha) and 1736 (Sondershausen 
and Wolfenbüttel). Inspired by Gottsched’s Versuch einer critischen Dichtkunst (1742),475 
Scheibe contributed essays on music theory, aesthetics, and criticism to his self-initiated 
weekly publication, Der critische Musicus (1745),476 a widely read magazine judging 
from its history of publication. Positioned between his Compendium musices theoretico-
practicum (ca.  1730)477 and his Über die musikalische Composition, the first part of 
which was published in Leipzig in 1773,478 Der critische Musicus479 unscored Scheibe’s 
contemplation of a novel rationalism in musical aesthetics, which was congruent with 
Enlightenment philosophy in its quest for order in the world.480 

In his reference to Wolfgang Caspar Printz (1641–1717), Leopold Mozart tacitly 
acknowledges one of the principal contributors to both the musica theorica and the 
musica practica.481 Printz was trained as a violinist and keyboardist, and, according to 
his two autobiographies (printed in his Historische Beschreybung der edelen Sing- und 
Kling-Kunst [1690]482 and in Mattheson’s Grundlage einer Ehren-Pforte [1740]483), 
also as a composer of full-voiced concertos and canzonettas.  In his skillful fusion of 
musica practica, musica theorica, and musica poetica,484 Printz focuses the discussion on 
topics intimately connected with composition and the aural rendition of contemporary 
repertoire, including fundamental aspects such as intervals, rhythm, and metre,485 
proportions, modi and their affections, transposition, counterpoint, setting of text, the 
Generalbaß practice, tuning and temperament, the Figurenlehre, the inventio musicalis, 
and the notion of variatio.486 The latter two topics attained special significance in 
German counterpoint of the 18th century.487 At the center of his many treatises488 lay 
a truly encyclopedic presentation of the disciplina musicae, a format characteristic of 
17th-century historiography in Silesia and Saxony,489 which amounts to one of the most 

régime: Beiträge zur Geschichte des 18. Jahrhunderts, ed. by Helmut Neuhaus (Köln: Böhlau, 1993) 211–43.
475  Johann Christoph Gottsched, Versuch einer Critischen Dichtkunst für die Deutschen; darinnen erstlich die allgemeinen 

Regeln der Poesie, … mit Anmerkungen erläutert (Leipzig: Bernhard Christoph Breitkopf, 1737; 5th ed., Darmstadt: 
Wissenschaftliche Buchgesellschaft, 1962).

476  See appendix, document 83; see also Eugen Rosenkainer, Johann Adolf Scheibe als Verfasser des Critischen Musicus 
(Bonn: L. Neuendorff, 1929).

477 See appendix, document 82; see also Peter Benary, “Johann Adolf Scheibes Compendium musices”, Die 
Musikforschung 10 (1957) 508–15.

478   See appendix, document 87. 
479  See appendix, document 34.
480  Ernest Harriss, “Johann Mattheson, Johann Adolf Scheibe, and modern German musicology”.
481   Eugen Schmitz, “Studien zu W.C.  Printz als Musikschriftsteller”, Monatshefte für Musikgeschichte 36 (1904) 

100–21.
482  See appendix, document 76.
483  See appendix, document 56.
484  Thomas Joel Huener, Wolfgang Caspar Printz ‘Phrynis Mitilenaeus’: A narrative synopsis of musica poetica (Ph.D. 

diss., University of Iowa, 1989).
485   Harald Heckmann, Wolfgang Caspar Printz (1641–1717) und seine Rhythmuslehre (Ph.D.  diss., Universität 

Freiburg im Breisgau, 1952).
486  Further on these aspects of the traditional music theoretical discourse, see Joel Lester, Between modes and keys: 

German theory, 1592–1802.  Harmonologia 3 (Stuyvesant, N.Y.: Pendragon Press, 1989); see also John Butt, Music 
education and the art of performance in the German Baroque.  Cambridge musical texts and monographs (Cambridge: 
Cambridge University Press, 1994) 22 ff.

487  See, for example, Lawrence Dreyfus, Bach and the patterms of invention (Cambridge, Mass.; London: Harvard 
University Press, 1996).

488  See appendix, documents 72–77.
489  B. Jahn, “Encomium musicae und Musica historica: Zur Konzeption von Musikgeschichte im 17. Jahrhundert am 

Beispiel aus dem schlesisch-sächsischem Raum (Scherffer, Kleinwechter und Printz)”, Daphnis 30 (2001) 491–511; 
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comprehensive expositions of the music-theoretical discourse of the 17th century that 
would undoubtedly have attracted the attention of Leopold Mozart.

The broad musical discourse of Printz, along with the theoretical writings of a 
number of theorists (mentioned earlier), including Artusi, Galilei, Glarean, Kepler, and 
Zarlino, served as a convenient point of reference for the copious treatises of the German 
theorist, composer,490 organist,491 and organ examiner Andreas Werckmeister (1645–
1706).492 Werckmeister focused foremost on the issues of tuning and temperament493 in 
the context of the construction of organs494 as well as in the teaching of composition.495 

see also Thomas Buchner, Der ‘satyrische Componist’ von Wolfgang Caspar Printz (1641–1717) im Wirkungsgefüge des 
musikökonomischen und musiktheoretischen Wandels zum ausgehenden 17. Jahrhunderts (Ph.D. diss., Universität Passau, 
Lehrstuhl für Musikpädagogik, 2007).

490   See, for example, the discussion of two organ canzonas by Werckmeister in Ursula Herrmann, Andreas 
Werckmeister (Ph.D. diss., Martin-Luther Universität Halle an der Saale, 1950).

491   See, for example, G.  Faulhaber, “Andreas Werckmeister, Organist an St.  Martini in Halberstadt”, Nordharzer 
Jahrbuch: Veröffentlichungen des Städtischen Museums Halberstadt 7 (1964) 233–46.

492  For a comprehensive coverage of his activities, see, for example, Ursula Herrmann, Andreas Werckmeister; Heinz 
Möhwald, Andreas Werckmeister, 1645–1706: Organist, Musiktheoretiker, Orgelbauer, Komponist aus Benneckenstein 
(Benneckenstein: Kultur- und Heimatverein, 1995).

493  See appendix, document 93. Further on the topic of temperament, see Kazuhiro Fujiwara, “Über die musik
theoretischen und philosophischen Grundlagen der Temperaturtheorie Andreas Werckmeisters”, Die Quellen Johann 
Sebastian Bachs: Bachs Musik im Gottesdient. Bericht über das Symposium, 4.–8. Oktober 1995 in der Internationalen 
Bachakademie Stuttgart, ed. by Renate Steiger with a forew. by Helmuth Rilling (Heidelberg: Manutius, 1998) 153–63; 
see also Wilhelm Dupont, Geschichte der musikalischen Temperatur (Nördlingen: C.H. Beck’sche Buchdruckerei, 1935; 
repr. ed., Lauffen am Neckar: Orgelbau-Fachverlag Rensch, 1986); Mark Lindley, “Stimmung und Temperatur”, 109–331, 
esp. 256 ff., 259 ff., 274 ff., 328 ff. Werckmeister’s contribution was of such exemplary nature that he did in all likelihood 
inspire Johann Sebastian Bach; see Peter Williams, “J.S.  Bach: Orgelsachverständiger unter dem Einfluß Andreas 
Werckmeisters?” Bach-Jahrbuch 68 (1982) 131–42; 72 (1986) 123–25; see also Herbert Kelletat, “Zur Tonordnung 
(Wohltemperierung) im Werke J.S. Bachs”, Festgabe für Joseph Müller-Blattau zum 65. Geburtstag. Annales Universitatis 
Saraviensis: Philosophie 9 (Saarbrücken: Universität des Saarlandes, 1960; 2nd ed., 1962; repr. ed. New York: Johnson 
Reprint, 1968; Saarbrücken: West-Ost, 1960) 19–26; Martin Jira, “Der Einfluß musikalischer Temperaturen auf die 
Komposition der französischen Suiten von Johann Sebastian Bach”, Musik, Wissenschaft und ihre Vermittlung: Bericht 
über die Internationale Musikwissenschafliche Tagung der Hochschule für Musik und Theater, Hannover, 26.–29. September 
2001, ed. by Arnfried Edler and Sabine Meine (Augsburg: Dr. Bernd Wißner, 2002) 249–54.

494  Andreas Werckmeister, Orgel-Probe oder kurtze Beschreibung, wie und welcher Gestalt man die Orgel-Wercke von 
den Orgelmachern annehmen, probiren, untersuchen und den Kirchen liefern könne und solle, benebenst einem kurtzen jedoch 
gründlichen Unterricht, wie durch Anweiss und Hülffe des Monochordi ein Clavier wohl zu temperiren und zu stimmen 
sey … (Frankfurt am Main, Leipzig; Theodor Philipp Calvisius, 1681); idem, Erweiterte und verbesserte Orgel-Probe, 
oder eigentliche Beschreibung, wie und welcher Gestalt man die Orgelwercke von den Orgelmachern annehmen, probiren, 
untersuchen und denen Kirchen liefern könne; auch was bey Verdüngniss eines neuen und alten Wercks, so da zu renoviren 
vorfallen möchte, notwendig in acht zu nehmen sey, nicht nur einigen Organisten, so zu Probirung eines Orgelwercks erfordert 
werden, zur Nachricht, sondern auch denen Vorstehern, so etwan Orgeln machen oder renoviren lassen wollen, sehr nützlich; 
jetzo von dem Autore selbst übersehen, mit gründlichen Uhrsachen bekräfftiget und zum Druck befördert (Quedlinburg: In 
Verlagung T.P. Calvisius, gedruckt bey J.H. Sievert, 1698; 4th ed., Leipzig: Johann Michael Teubner, 1754; also as repr. 
ed. Kassel: Bärenreiter, 1927); repr. ed. by Dietz-Rüdiger Moser. Documenta musicologica. I: Druckschriften-Faksimiles 
30 (Kassel: Bärenreiter, 1970); repr. ed. Bibliotheca musica bononiensis II/44 (Bologna: A. Forni, 1984); English trans. 
by Gerhard Krapf, Andreas Werckmeister’s Erweiterte und verbesserte Orgel-Probe in English (Raleigh, N.C.: Sunbury 
Press, 1976). For an application of Werckmeister’s design, see, for example, Lynn Edwards Butler, “‘Requisites for a perfect 
and durable organ’: Examinations of Silbermann Organs using Werckmeister’s Orgelprobe”, Music and its questions: 
Essays in honor of Peter Williams, ed.  by Thomas Donahue (Richmond, Va.: OHS Press, 2007).  For an example of 
Werckmeister’s description of one of his own specimens of organ construction, see his Organum Gruningense redivivum, 
oder Kurtze Beschreibung des in der Grüningischen Schlos-Kirchen berühmten Orgel-Wercks, wie dasselbe anfangs erbauet 
und beschaffen gewesen: und wie es anitzo auf allergnädigsten Befehl S[eine]r Köni[iglich] Preussis[chen] Majestät ist renoviret 
und mercklich verbessert worden. Denen anfahenden Organisten, Orgelmachern, und allen, so etwa ein Orgel-Werck renoviren 
lassen wollen, zu Nutz und dienlichen Nachricht auffgesetzet, ed. by Paul Smetz (Quedlinburg, Ascherleben: Gottlob Ernst 
Struntz, 1705; repr. ed., Mainz: Rheingold, 1932); also in English translation by Marcos Fernando Krieger, trans. with 
comm., An English translation and commentary on Andreas Werckmeisters’ “Organun gruningense redivivum oder kurtze 
Beschreibung des in der grüningischen Schlos-kirchen berühmten Orgel-wercks wie dasselbe anfangs erbauet und beschaffen 
gewesen, und wie es anitzo auf  allergnädigsten Befehl Sr. Kön. Preuss. Majestät ist renoviret und merklich vebessert worden” 
(D.M.A. thesis, University of Nebraska at Lincoln, 1998).

495  Ellen Jane Archambault, “Andreas Werckmeister (1645–1706) as a teacher of composition (Ph.D. diss., Florida 
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Werckmeister was decidedly medieval in his firm belief in a rational interplay between 
the ratio (reason) and the sensus (senses).496 His scientia speculative, which was related 
to mathematics and theology—both subjects with which he had been preoccupied in his 
scholarly writings497—reflected his belief in an order of principles rooted in mathematics, 
attributing the origin of these principles to God.498 Consequently Werckmeister regarded 
music as a mathematical science in which musical sounds are expressed in arithmetic 
ratios.499 Emanating from the writings of Kepler, who acknowledged the musical 
harmonies arising from the planetary orders,500 Werckmeister, in his incessant belief of 
music directly originating from God as the principal source, paved the way for attributing 
symbolic meaning to numbers as manifestations of theological abstractions, beginning 
with the number three symbolizing the Holy Trinity.501 These are notions with which 
Leopold Mozart would have come in contact during his studies. Presumably, Leopold 
Mozart was also familiar with Werckmeister’s pathbreaking advances towards equal 
tempered tuning,502 as he set forth a new proposal with regard to the temperament. In 
essence, he advocated a compromise of the four tempered fifths, namely, c–g, g–d’, d–a, 

State University, 1999); see also Michael R. Dodds, “Columbus’s egg: Andreas Werckmeister’s teachings on contrapuntal 
improvisation in Harmonologia musica (1702)”, Journal of seventeenth-century music 12 (2006) sscm-jscm.press.uiuc.edu/
v12/no1/dodds.html.

496  On the nonempirical nature of Werckmeister’s theory, see, for example, Pieter Bakker, “De bronnen van Andreas 
Werckmeister”, Tijdschrift voor Muziektheorie 2 (1997) 31–41.

497   See, for example, Pieter Bakker, Andreas Werckmeister: Die historische Einordnung seiner Schriften (Schraard: 
Stichtung de Studenten Uitgeverij, 1998).

498  See appendix, documents 92 and 98.
499 Walter Serauky, “Andreas Werckmeister als Musiktheoretiker”, Festschrift Max Schneider zum 60. Geburtstag, 

überreicht von Kollegen, Freunden und Schülern, ed. by Hans Joachim Zingel in collab. with Arnold Schering, Walther 
Vetter, Hans Hoffmann, and Walter Serauky (Halle an der Saale: Ernst Schneider, 1935); Rolf Dammann, “Zur 
Musiklehre des Andreas Werckmeister”, Archiv für Musikwissenschaft 11 (1954) 206–37.

500  On the lengthy history of this tradition, see, for example, Théodore Reinach, “La musique des spheres”, Revue des 
études grecques 13 (1900) 432–49; Otto Kinkeldey, “The Music of the Spheres”, Bulletin of the American Musicological 
Society 11–13 (1948) 30–32; Marius Schneider, “Die musikalischen Grundlagen der Sphärenharmonie”, Acta 
musicologica 32 (1960) 136–51; Stefan Kunze, “Harmonie der Sphären—Harmonie der Musik”, Menschen und Kosmos: 
Vom Verständnis der Zusammenhänge, ed. by Maja Svilar. Universität Bern: Kulturhistorische Vorlesungen 1979/1980 
(Bern: Peter Lang, 1980) 153–70; also reprinted in Stefan Kunze, De musica: Ausgewählte Aufsätze und Vorträge, in 
collaboration with Erika Kunze, ed. by Rudolf Bockholdt (Tutzing: Hans Schneider, 1998) 1–18; Hans Schavernoch, 
Die Harmonie der Sphären: Die Geschichte der Idee des Welteinklangs und der Seelenstimmung.  Orbis academicus: 
Problemgeschichten der Wissenschaft in Dokumenten und Darstellungen 6 (Freiburg: Karl Alber, 1981); Friedrich 
Zipp, Vom Urklang zur Weltharmonie: Werken und Wirken der Idee der Sphärenmusik (Berlin: Merseburger, 1985); 
Roger Cotte, Musique et symbolisme: Résonances cosmiques des oeuvres et des instruments. Collection Horizons ésotériques 
(St-Jean-de-Braye: Dangles, 1988); also in English trans. by Margarethe Liebau as Roger Cotte, Kosmische Harmonien: 
Die Symbolik in der Musik (München: Diederichs, 1992); see also Jacques Handschin, “Ein mittelalterlicher Beitrag zur 
Lehre von der Sphärenharmonie”, Zeitschrift für Musikwissenschaft 9 (1927) 193–208; also in: Jacques Handschin, Über 
reine Harmonie und temperierte Tonleitern: Ausgewählte Schriften, ed.  with intro.  by Michael Maier.  Sonus: Schriften 
zur Musik 4, ed. by Andreas Ballstaedt (Schliengen: Argus, 2000) 355–70; Jacques Handschin, “Die Lehre von der 
Sphärenharmonie”, Gedenkschrift Jacques Handschin: Aufsätze und Bibliographie, ed. by Hans Oesch (Bern: Paul Haupt, 
1957) 359–64; idem, “Die Sphärenharmonie in der Geistesgeschichte,” in: ibid., 365–69.

501  See appendix, document 98. Under the influence of the Enlightenment, Werckmeister, in his traditional linking of 
music and theology, gradually places man at the center of his deliberations, especially in connection with his discussion of 
the musical temperament; see Angela Nüsseler, “Der Natur durch die Kunst nachhelfen”: Zum Wandel des Verhältnisses von 
Musik und Theologie im 18. Jahrhundert. Forum Musikpädagogik 1995 (Augsburg: Dr. Bernd Wißner, 1995).

502   Jobst Ficke, “Überlegungen zur Durchsetzung des Prinzips der Gleichteilung von Werckmeister”, Bericht über 
das Werckmeister-Kolloquium aus Anlaß des 340. Geburtstages von Andreas Werckmeister am 30. November 1985, ed. 
by Eitelfriedrich Thom and Frieder Zschoch. Studien zur Aufführungspraxis und Interpretation von Musik des 18. 
Jahrhunderts 30 (Michaelstein/Blankenburg: Kultur- und Forschungsstätte Michaelstein, 1986).



K
reyzsig  |  “Leopold M

ozart …
 a m

an of m
uch …

 sagacity”: Th
e revival of hum

anist scholarship in his G
ründliche V

iolinschule

111

and b–f  Ì’503—a system of tuning adopted by Johann Sebastian Bach and his sons.504 
On the other hand, it was Werckmeister’s humanist perception of the disciplina musicae 
as thoroughly rooted in Greek antiquity and the Latin West505 that substantiated 
his overall view of musica as a scientia mathematicae.506 The subjetum musicae was still 
regarded as the numerus sonorus central to the metaphysical deliberations and not as the 
sonus numeratus relegated to the discipline of physics, as readily substantiated in his Die 
nothwendigen Anmerckungen und Regeln (1698),507 Cibrum musicum oder Musicalisches 
Sieb (1700),508 and Harmonologia musica (1702)509—a view which was congruent with 
Leopold Mozart’s humanist beliefs.

With the mention of Fux, who served as court composer under Emperors Leopold 
I (1640–1705), Joseph I (1678–1711), and Charles VI (1685–1740),510 Leopold 
Mozart entered the age of the seconda prattica. The subsequent authors identified in 
the Violinschule were firmly focused on compositional practice.511 The reference to Fux 
acknowledges the preeminence of this theorist,512 author of the legendary Gradus ad 

503  See appendix, document 93; see also document 94. For a discussion of these documents, see, for example, Ellen 
Jane Archambault, “The harmonic circles of Andreas Werckmeister”, GAMUT: The journal of the Georgia Association of 
Music Theorists 9 (1999) 43–51. On the dissemination of this treatise, see, for example, Herbert A. Kellner, À propos 
d’une reinterpretation de la Musicalische Temperatur (1691) de Werckmeister (Paris: Société Française de Musicologie, 
1985); also in: Revue de musicologie 71 (1985) 1–2.

504  Herbert A. Kellner, Musicalische Temperatur bei Johann Sebastian Bach und seinen Söhnen (Paris: H.A. Kellner, 
1998); also as Musicalische Temperatur der Bachsöhne (Darmstadt: H.A. Kellner, 2001).

505  Günther Hoppe, “Zum Pythagoricus Werckmeister und zur ‘Kabbala paragramatica’”, Cöthener Bach-Hefte 10 
(2002) 83–140.

506  Eva Hirtler, Musik als scientia mathematica von der Spätantike bis zum Barock. Europäische Hochschulschriften. 
36: Musikwissenschaft 137 (Frankfurt am Main: Peter Lang, 1995).  On the earlier traditions of musica as a scientia, 
see, for example, Lukas Richter, Zur Wissenschaftslehre von der Musik bei Platon und Aristoteles; Lukas Richter, Zur 
Auffassung der Musik als Wissenschaft in der römischen Spätantike (Diplomarbeit, Berlin, 1952).

507  See appendix, document 95; see also Hermann Pfrogner, “Der Clavis in Andreas Werckmeisters ‘Nothwendigsten 
Anmerckungen und Regeln, wie der Bassus continuus oder Generalbass wol könne tractiret werden’”, Gesellschaft für 
Musikforschung: Bericht über den Internationalen Musikwissenschaftlichen Kongress, ed. by Wilfried Brennecke, Willi Kahl, 
and Rudolf Steglich (Kassel: Bärenreiter, 1954) 149–51.

508  See appendix, document 96.
509   See appendix, document 97.  Further on Werckmeister’s contribution see George J.  Buelow, “Symposium on 

seventeenth-century music theory: Germany”, Journal of music theory 16 (1972) 36–49.
510  Ludwig Ritter von Köchel, Johann Josef Fux: Hofcompositor und Hofkapellmeister der Kaiser Leopold I., Josef I. 

und Karl VI. von 1698 bis 1740 (Wien: A. Hölder, 1872; repr. ed., Hildesheim: Georg Olms, 1974); Andreas Liess, 
Fuxiana.  Österreich-Reihe 53 (Wien: Bergland, 1958); Egon Wellesz, Fux.  Oxford sudies of composers (London: 
Oxford University Press, 1965); Rudolf Flotzinger and Egon Wellesz, Johann Joseph Fux: Musiker, Lehrer, Komponist für 
Kirche und Kaiser (Graz: Akademische Druck- und Verlagsanstalt, 1991); Arnfried Edler and Friedrich Wilhelm Riedel, 
Johann Joseph Fux und seine Zeit: Kultur, Kunst und Musik im Spätbarock. Publikationen der Hochschule für Musik und 
Theater Hannover 7 (Laaber: Laaber-Verlag, 1996); Herbert Seifert, Die Aufgabenkreise der kaiserlichen Hofkomponisten 
und Hofkapellmeister zur Zeit von Fux. Jahresgabe der Johann-Joseph-Fux-Gesellschaft 24 (Graz: Johann-Joseph-Fux-
Gesellschaft, 2001); see also Rudolf Flotzinger, Johann Joseph Fux: Stationen und Gefährten auf dem Weg von Hirtenfeld 
nach Wien. Jahresgabe der Johann-Joseph-Fux-Gesellschaft 14 (Graz: Johann-Joseph-Fux-Gesellschaft, 1984).

511 Rudolf Flotzinger, “Die Musikanschauung des Johann Joseph Fux (1660–1741)”, Das 18. Jahrhundert und 
Österreich: Jahrbuch der Österreichischen Gesellschaft zur Erforschung des 18. Jahrhunderts 10 (1995) 92–115; see also 
Elvera Wonderlich, Johann Josef Fux, Contrapuntist (M.M. thesis, University of Rochester, 1939); Thomas Jon Sovik, 
Fux’s adherence to the contrapuntal conventions of the sixteenth century (M.A. thesis, Ohio State University, 1975).

512  Here the breadth of approach taken by Fux appears to account for the vast appeal to composers of this and subsequent 
eras; see Hellmut Federhofer, “Johann Joseph Fux als Musiktheoretiker”, Hans Albrecht in Memoriam: Gedenkschrift mit 
Beiträgen von Freunden und Schülern, ed. by Wilfried Brennecke and Hans Haase (Kassel: Bärenreiter, 1962) 109–15; 
Othmar Wessely, Johann Joseph Fux: Persönlichkeit, Umwelt, Nachwelt. Jahresgabe der Johann-Joseph–Fux-Gesellschaft 
53 (Graz: Johann-Joseph-Fux-Gesellschaft, 1979); Hellmut Federhofer, “Johann Joseph Fux (1660–1741) und die 
Kontrapunktlehre”, Die Musikforschung 46 (1993) 157–70; also as Hellmut Federhofer, Johann Joseph Fux (1660–1741) 
und die Kontrapunktlehre.  Johann-Joseph-Fux-Gesellschaft 16 (Graz: Johann-Joseph-Fux-Gesellschaft, 1993); Alfred 
Mann, “Joseph Fux’s theoretical writings: A classical legacy”, Johann Joseph Fux and the music of the Austro-Italian Baroque, 
ed.  by Harry White (Aldershot, Hants: Ashgate, 1992) 57–71; Thomas Hochradner, “Das musikpädagogische und 
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Parnassum (1725),513 originally published in Latin with translations, completed between 
1742 and 1773, in German, Italian, English and French. Here, the publication history 
obviously underscored the significance of this treatise as a compositional manual,514 not 
only for the principal composers of the First Viennese School of composition ( Joseph 
Haydn, Wolfgang Amadeus Mozart, and Ludwig van Beethoven) but also for many other 
theorists and composers, including Johann Georg Albrechtsberger (1736–1809),515 
Luigi Cherubini (1760–1842), Johann Gottfried Heinrich Bellermann (1832–1903),516 
Michael Haller (1840–1915),517 Ernst Roth (1896–1971),518 Heinrich Schenker 
(1868–1935),519 Ernst Tittel (1910–69),520 and Leopold Mozart. 

musiktheoretische ‘Erbe’ von Johann Joseph Fux”, Artgenossen und andere Feinde: Musikwissenschaft für die Musikpädagogik? 
Beiträge zum 1. Symposion Musikwissenschaft und Musikpädagogik, Salzburg, 1996, ed. by Peter Maria Krakauer. Forum 
Musik Wissenschaft 4 (Regensburg: ConBrio, 1997) 109–25. 

513 See appendix, document 21; see also Anold Feil, “Zum Gradus ad Parnassum von Johann Joseph Fux”, Archiv für 
Musikwissenschaft 14 (1957) 184–92; Susan Wollenberg, “Johann Joseph Fux, Gradus ad Parnassum (1725): Concluding 
chapters”, Music analysis 11 (1992) 209–43; William Preston Clemmons, Johann Joseph Fux’s Gradus ad Parnassum and the 
tradition of seventeenth-century contrapuntal pedagogy (Ph.D. diss., The Graduate Center, City University of New York, 2001).

514 Harry White, “The afterlife of a tradition: Fux, Vienna and the Classical style”, Glazbene kulture na Jadranu 
u razdoblju klasicizma/Musical cultures in the Adriatic region during the Age of Classicism, ed.  by Vjera Katalinić and 
StanislavTuksar. Muzikološki zbornici 10 (Zagreb: Hrvatsko Muzikološko Društvo, 2004) 23–32; see also Joel Lester, 
Compositional theory (Cambridge, Mass.: Harvard University Press, 1992) 26–48 (Chapter 2: “Species Counterpoint 
and Fux’s Gradus”).

515  [anonymous], “Georg Albrechtsberger, der Freund Mozarts und Lehrer Beethovens”, Mittelungen für die Mozart-
Gemeinde in Berlin 16 (November 1903) 220–21.

516   Heinrich Bellermann, Die Mensuralnoten und Taktzeichen des 15. und 16. Jahrhunderts (Berlin: G.  Reimer, 
1858), 4th rev. ed. by Heinrich Husmann (Berlin: Walter de Gruyter, 1963); Heinrich Bellermann, Der Contrapunct 
oder Anleitung zur Stimmführung in der musicalischen Composition (Berlin: J.  Springer, 1862; 4th ed., Hildesheim: 
Georg Olms, 2001); Heinrich Bellermann, Über die Entwicklung der mehrstimmigen Musik; Vortrag gehalten im Saale 
der Singakademie zu Berlin im wissenschaftlichen Verein, am 19. Januar 1867 (Berlin: A. Sacco, 1867); see also Elmar 
Seidel, “Zur Kontrapunktlehre von Heinrich Bellermann”, Palestrina und die Idee der klassischen Vokalpolyphonie im 19. 
Jahrhundert: Zur Geschichte eines kirchenmusikalischen Stilideals, ed. by Michael Jakob and Winfried Kirsch. Palestrina und 
die Kirchenmusik im 19. Jahrhundert (Regensburg: Gustav Bosse, 1989) vol. 1, 231–41.

517  Michael Haller, Kompositionslehre für polyphonen Kirchengesang mit besonderer Rücksicht auf die Meisterwerke des 
16. Jahrhunderts (Regensburg: Coppenrath, 1891); Michael Haller, Übungsmaterial zur Kompositions-Lehre (Regensburg: 
Coppenrath, 1896); see also Noel O’Regan, “The transmission of Palestrina’s triple choir music: Michael Haller’s 
nineteenth-century reconstruction in light of some recently discovered originals”, La recezione di Paletrina in Europa: 
Fine d’Ottocento. Strumenti della ricerca musicale 6 (Lucca: Libreria Musicale Italiana, 1999) 177–94; Peter Lüttig, Der 
Palestrina-Stil als Satzideal in der Musiktheorie zwischen 1750 und 1900. Frankfurter Beiträge zur Musikwissenschaft 23, 
issued under auspices of the Musikwissenschaftliches Institut der Johann Wolfgang Goethe-Universität (Tutzing: Hans 
Schneider, 1994).

518  Ernst Roth, Vom Vergänglichen in der Musik: Ein Versuch. Atlantis-Bücherei (Zürich: Atlantis, 1949); Ernst Roth, 
European music: A short history. The great masters ([London]: Boosey and Hawkes, 1961).

519  Heinrich Schenker, Neue musikalische Theorien und Phantasien, 3 vols.  (Stuttgart; Wien: J.G. Cotta’sche Buch
handlung, 1906–35; repr. ed., Hildesheim: Georg Olms, 1991; also Wien: Universal Edition, 1922) [vol. 1: Harmonielehre 
(Stuttgart, 1906); vol.  2/1: Konrapunkt: Cantus firmus und zweistimmiger Satz (Wien: Universal Edition, 1910; 
Hildesheim: Georg Olrms, 1991); vol. 2/2: Kontrapunkt: Drei- und mehrstimmiger Satz (Wien, 1922); vol. 3: Der freie 
Satz (Berlin, 1935)]; also in English trans., Heinrich Schenker, Counterpoint: A translation of Kontrapunkt, trans. by John 
Rothgeb and Jürgen Thym, 2 vols. (New York: Schirmer Books; London: Collier Macmillan, 1987; repr. Ann Arbor, 
Mich.: Musicalia Press, 2001; see also Oswald Jonas, Das Wesen des musikalischen Kunstwerks: Eine Einführung in die 
Lehre Heinrich Schenkers (Wien: Universal Edition, 1934); also in rev. ed. as Oswald Jonas, Einführung in die Lehre Heinrich 
Schenkers (Wien: Universal Edition, 1972); also in English trans. Introduction to the theory of Heinrich Schenker: The nature 
of the musical work of art, trans. by John Rothgeb. Longman music series (New York: Longman, 1982); John Rothgeb, 
“Strict counterpoint and tonal theory”, Journal of music theory 19 (1975) 260–84; Patrick McCreless, “Reading Schenker’s 
Kontrapunkt”, Intégral 3 (1989) 201–25; see also Hellmut Federhofer, “Fux’s Gradus ad Parnassum as viewed by Heinrich 
Schenker”, Music theory spectrum 4 (1982) 66–75; Henry Martin, Counterpoint: A species approach based on Schenker’s 
Counterpoint (Lanham, Md.: Scarecrow Press, 2005); Matthew Brown, Explaining tonality: Schenkerian theory and beyond 
(Rochester, N.Y.: University of Rochester Press, 2005).

520  Ernst Tittel, Der neue Gradus: Lehrbuch des strengen Satzes nach Johann Joseph Fux, 2 vols. (Wien: Doblinger, 1959); 
Ernst Tittel, “Wiener Musiktheorie von Fux bis Schönberg”, Beiträge zur Musiktheorie des 19. Jahrhunderts, ed. by Martin 
Vogel. Studien zur Musikgeschichte des 19. Jahrhunderts 4 (Regensburg: Gustav Bosse, 1966) 163–201; see also Gunter 
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Also indebted to Fux is Mattheson, who, in his extensive music-theoretical 
discourse, based much of his thought concerning musical instruction and especially 
the teaching of composition on the Gradus ad Parnassum.521 Since Mattheson also paid 
tribute to past developments in music, and frequently came across as a defender of the 
Enlightenment,522 Leopold Mozart presumably held him in high esteem.  Exclusively 
trained in the Jesuit tradition, Fux studied grammar and music at the Ferdinandeum in 
Graz and also attended the Universität Graz for additional studies in grammar.523 That 
subject would have prepared him well for an examination of the ancient and medieval 
traditions of rhetoric as well as of a number of cognate fields of the artes liberales524 
and artes mechanicae.525 However, Fux, unlike many of his other contemporaries 
identified by Leopold Mozart in the Violinschule, chose not to devote his attention 
to a treatise covering musica theorica in the Medieval and Renaissance sense; instead, 
he created an elementary composition manual firmly rooted in the disclosure of voice 
leading rules through species counterpoint, à la Palestrina, with a rigorously conceived 
pedagogical scheme comprising the doctrina, exemplum, and imitatio. The soundness of 
this approach met the enthusiastic response of many 18th-century masters, including 

Brosche, ed., Musikalische Dokumentation Ernst Tittel (1910–1969) (Wien: Österreichische Nationalbibliothek, 1994).
521  Othmar Wessely, Johann Joseph Fux and Johann Mattheson: Vortrag gehalten vor der Jahreshauptversammlung der 

Johann-Joseph-Fux-Gesellschaft am 10. Oktober 1963. Jahresgabe der Johann-Joseph-Fux-Gesellschaft 6 (Graz: Johann-
Joseph-Fux-Gesellschaft, 1965).

522  Beekman C. Cannon, Johann Mattheson, spectator in music. Yale studies in the history of music 1 (New Haven, 
Conn.: Yale University Press; London: Oxford University Press, 1947).

523  In this decision, Fux was obviously guided by the close affinity between music and grammar, as readily recognized 
in medieval music theory; see, for example, Mathhias Bielitz, Musik und Grammatik: Studien zur mittelalterlichen 
Musiktheorie. Beiträge zur Musikforschung 4 (München: Emil Katzbichler, 1977); see also Fritz Reckow, “Vitium or color 
rhetoricus? Thesen zur Bedeutung der Modelldisziplinen grammatica, rhetorica und poetica für das Musikverständnis”, 
Aktuelle Fragen der musikbezogenen Mittelalterforschung: Texte zu einem Basler Kolloquium des Jahres 1975.  Forum 
musicologicum 3, ed. by Hans Oesch and Wulf Arlt (Winterthur: Amadeus, 1975, repr. ed. 1982) 307–21; Calvin M. 
Bower, “The grammatical model of musical understanding in the Middle Ages”, Hermeneutics and Medieval culture, ed. by 
Patrick J. Gallacher and Helen Damico (Albany: State University of New York Press, 1989) 133–45; Blair A. Sullivan, 
Grammar and harmony: The written representation of musical sound in Carolingian treatises (Ph.D. diss., University of 
California at Los Angeles, 1994).

524  H. Parker, “The seven liberal arts”, The English historical review 19 (1890) 417–61; James Weisheipl, “The place of 
the liberal arts in the university curriculum during the XIVth and XVth centuries”, Arts libéraux et philosophie au moyen 
âge: Actes du quatrième congrès international de philosophie médiévale, Université de Montréal, Montréal, Canada, 27 août–2 
septembre 1967 (Montréal: Institut d’Études Médiévales; Paris: J. Vrin, 1969) 209–13.

525   Hans Martin Klinkenberg, “Artes liberales / artes mechanicae”, Historisches Wörterbuch der Philosophie, ed. 
by Joachim Ritter and Karlfried Gründer (Basel: Schwake, 1971–) vol. 1, 531–35; see also Charlotte Ziegler, “Artes 
liberales, artes mechanicae”, Musik im mittelalterlichen Wien: Historisches Museum der Stadt Wien, 103. Sonderausstellung, 
18. Dezember 1986 – 8. März 1987, ed. by Walter Pass (Wien: Museen der Stadt Wien, 1986) 176–77; Laetitia Boehm, 
“Artes mechanicae und artes liberales im Mittelalter: Die praktischen Künste zwischen illiterater Bildungstradition und 
schriftlicher Wissenschaftskultur”,  Festschrift für Eduard Hlawitschka zum 65. Geburtstag, ed. by Karl Rudolf Schnith 
and Roland Pauler. Münchener Historische Studien: Abteilung Mittelalterliche Geschichte 5 (Kallmünz: Lassleben, 
1993) 419–44; see also Jan Legowicz, “Le problème de la théorie dans les artes illiberales et la conception de la science 
au moyen âge”, Arts libéraux et philosophie au moyen âge: Actes du quatrième congrès international de philosophie médiévale, 
Université de Montréal, Montréal, Canada, 27 août–2 septembre 1967 (Montréal: Institut d’Études Médiévales; Paris: J. 
Vrin, 1969) 1057–61.
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Albrechtsberger, Haydn,526 Mozart,527 and Beethoven,528 all of whom resorted to the 
Gradus ad Parnassum,529 undoubtedly not as a composition manual but rather in a 
decidedly different light for which it was not primarily intended, namely, as a teaching 
tool for counterpoint instruction.530 The conflict embedded in Fux’s presentation of 
modally imbued polyphony in the Gradus ad Parnassum,531 versus the tonally oriented 
polyphony recognized in his own vocal and instrumental compositions, gave rise to the 
debate between Fux and Mattheson in 1717–18532—a debate which had a corollary in 
the realm of theorica musice, namely, in the replacement of the solmization syllables in 
favor of the letter names designating the pitches.

Like Quantz, whose musical proficiency encompassed the flute, oboe, trumpet, 
keyboard, and most of the string instruments,533 Mattheson received instruction in 
numerous performing media, including singing, gamba, violin, flute, oboe, and lute.534 
He was equally familiar with musica practica (which also included the composition of 
secular and sacred repertoires and the appointment as Kapellmeister at the court of the 
Duke of Holstein in 1719) and musica theorica (as substantiated from his numerous 
treatises).535 Mattheson’s literary activity occurred after the conclusion of his career as 
a composer during the first decade of the 18th century. Already in the introduction 
of his Neu-eröffnete Orchester (1713),536 he lays out clearly his literary aim, in that the 

526  See, for example, Denis Arnold, “Haydn’s counterpoint and Fux’s Gradus”, The monthly musical record 87 (1957) 
52–58; Hellmut Federhofer, “Johann Joseph Fux und Joseph Haydn”, Musica 14 (1960) 269–73; also as separate 
publication (Kassel: Bärenreiter, 1960); Alfred Mann, “Haydn as student and critic of Fux”, Studies in eighteenth-century 
music: A tribute to Karl Geiringer on his seventieth birthday, ed. by H.C.R. Landon and Roger E. Chapman (London: 
Oxford University Press, 1970) 323–32; Alfred Mann, “Haydn’s Elementarbuch: A document of classic counterpoint 
instruction”, Music forum 3 (1973) 197–237.

527  Wolfgang Suppan, Von Johann Joseph Fux zu Wolfgang Amadeus Mozart: Zwei Vorträge im Mozartjahr 1991. 
Jahresgabe der Johann-Joseph-Fux-Gesellschaft 17 (Graz: Johann-Joseph-Fux-Gesellschaft, 1994); Wolfgang Suppan, 
“Möglichkeiten und Grenzen (musik-)kultureller Traditionsbildung: Von Johann Joseph Fux zu Wolfgang Amadeus 
Mozart”, Europa im Zeitalter Mozarts, ed. by Mortiz Csáky and Walter Pass, ar. by Harald Haslmayr and Alexander 
Rausch.  Schriftenreihe der Österreichischen Gesellschaft zur Erforschung des 18.  Jahrhunderts 5, ed.  by Moritz 
Csáky (Wien: Böhlau, 1995) 33–38; see also Hellmut Federhofer, “Georg Reutter der Jüngere als Mittler zwischen 
Johann Joseph Fux und Wolfgang Amadeus Mozart”, Kirchenmusikalisches Jahrbuch 66 (1982) 83–88; also as separate 
publication (Wien: Österreichische Akademie der Wissenschaften, 1983).

528  Alfred Mann, “Beethoven’s contrapuntal studies with Haydn”, The musical quarterly 56 (1970) 711–26.
529  See appendix, document 21.
530  Manfred Wagner, “Johann Joseph Fux als Lehrer kommender Generationen”, Johann Joseph Fux Symposium Graz 

1991: Bericht, ed. by Rudolf Flotzinger. Grazer musikwissenschaftliche Arbeiten 9 (Graz: Akademische Druck- und 
Verlagsanstalt, 1992) 141–49.

531  See appendix, document 21.
532  See appendix, document 50. In this debate in the Critica musica, Mattheson is still influenced by 17th-century 

practices, as discussed in Werner Braun, “Johann Mattheson und die Musiktheorie des 17. Jahrhunderts”, Gesellschaft 
für Musikforschung: Bericht über den Internationalen Musikwissenschaftlichen Kongreß, Bayreuth 1981, ed. by Christoph-
Hellmut Mahling and Sigrid Wiesmann (Kassel: Bärenreiter, 1984) 537–40.

533  “Herrn Johann Joachim Quantzens Lebenslauf von ihm selbst entworfen”. Friedrich Wilhelm Marpurg, Historisch-
kritische Beiträge zur Aufnahme der Musik, 5 vols. (Berlin: G.A. Lange, 1754–88; repr. ed. Hildesheim: Georg Olms, 
1970) vol. 1 (1754–55) 197–250; repr. in: Willi Kahl, Selbstbiographien deutscher Musiker des XVIII. Jahrhunderts, mit 
Einleitungen und Anmerkungen. Facsimiles of early biographies 5 (Köln: Staufen, 1948; repr. ed., Amsterdam: Frits Knuf, 
1972) 104–57; also as facs. ed. Johann Joachim Quantz: Autobiografie, ed. with Dutch intro. and comm. by Gerardus van 
der Leeuw (Zwolle: De Rode Leeuw Pers, 1998); also in English trans. by Paul Nettl, Forgotten musicians (New York: 
Philosophical Library, 1951; repr. ed., New York: Greenwood Press, 1969) 280–319; see also Albert Quantz, Leben 
und Werke des Flötisten Johann Joachim Quantz, Lehrers Friedrich des Großen: Nach den Quellen dargestellt (Berlin: R. 
Oppenheim, 1877).

534  Hans Joachim Marx, ed. with commentary, Johann Mattheson (1681–1764): Lebensbeschreibung des Hamburger 
Musikers, Schriftstellers und Diplomaten: Nach der ‘Grundlage einer Ehrenpforte’ und den handschriftlichen Nachträgen des 
Verfassers (Hamburg: K.D. Wagner, 1982).

535  These treatises are identified in the appendix, documents 45–57.
536  See appendix, document 45; Johann Mattheson, Das neu-eröffnete Orchester, 4.
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actual origin of all science lies in the reasoning, that is, “nam nihil est in intellectu, quod 
non prius fuit in sensu”—a dictum which informs the music aesthetic discourse of the 
Enlightenment in Germany.537 Undoubtedly an innovator of this philosophical direction 
on German soil, one which finds confirmation in most of his treatises,538 Mattheson, 
later in the same treatise, places music in a preeminent position in that the origin and the 
principle of music are far more noble than the origin and principle of painting.539 This 
statement obviously assures musica its proper place within the Enlightenment debate. 

Of all the authors mentioned by Leopold Mozart, Mattheson was undoubtedly 
the most prolific writer who had nonmusical publications, musical treatises, and a 
music periodical to his credit.540 Though he regarded musica as a scientia placed outside 
the medieval quadrivium, which was in spirit of and consistent with the scientia of 
the Enlightenment,541 nevertheless in his own beliefs he was still implicitly inspired 
by the ideals of musical humanism.542 To that extent, in the Neu-eröffnete Orchester 
(1713),543 he raises the age-old issue of the interval of the diatessaron classified both 
as consonance and dissonance, depending on the judgment of the ear and the musical 
context in which this interval occurs. Abandoning the old system of the Latin church 
modes and the corresponding system of solmization in favor of the modern disposition 
of major and minor tonalities accompanied by a then widely discussed classification 
of national styles,544 forms (formae), and genres (genera) of music pertaining to secular 
repertoires,545 Mattheson, in his discussion of musica, resorted to the natura, specifically 
equating natura and musica: Musica is rooted in natura, not in the sense of imitatio 
naturae but rather in the musica representing a normal state of natura, with such an 
argument leading into the natura/ratio inquiry of the Enlightenment.546

537  This idea is also prevalent in a number of later treatises, for example, in Mattheson’s Das forschende Orchester 
(Hamburg, 1721). For a discussion of this treatise, see Ian David Pearson, Johann Mattheson’s ‘Das forschende Orchester’: 
The influence of early modern philosophy on an eighteenth-century theorist (Ph.D. diss., University of Kentucky, 1992).

538  See, for example, Ian D. Pearson, Johann Mattheson’s Das forschende Orchestre: The influence of early modern 
philosophy on an eighteenth-century theorist (Ph.D. diss., University of Kentucky, 1992).

539   See appendix, document 45; Johann Mattheson, Das neu-eröffnete Orchester, 307: “der Ursprung und das 
Principium der Music weit weit edler sey als der Ursprung und das Principium der Mahlerey”, as reproduced in: Hans-
Joachim Hinrichsen, “Mattheson, Johann”, Die Musik in Geschichte und Gegenwart: Allgemeine Enzyklopädie der Musik, ed. 
by Ludwig Finscher (2nd rev. ed., Kassel: Bärenreiter; Stuttgart: Metzler, 2004) Personenteil, vol. 11, col. 1342.

540  Imogen Fellinger, “Mattheson als Begründer der ersten Musikzeitschrift (Critica musica)”, New Mattheson studies, 
ed. by George J. Buelow and Hans Joachim Marx (Cambridge: Cambridge University Press, 1983) 179–97.

541  Werner Braun, Johann Mattheson und die Aufklärung (Ph.D. diss., Universität Halle an der Saale, 1952). On 
the influence of both empirical and pragmatic philosophies in the writings of Mattheson, see Ernest Harriss, “Johann 
Mattheson: The Enlightenment, l’Éclairissement, or Die Aufklärung”, Music in the theater, church, and villa: Essays in 
honor of Robert Lamar Weaver and Norma Wright Weaver, ed. by Susan Parisi, et al. (Warren, Mich.: Harmonie Park 
Press, 2000) 187–94.

542  Undoubtedly inspired by the era of musical humanism, Mattheson considers the disciplina musicae in the context 
of other fields, for example, the German language, with the intent of broadening the discussion readily gathered in a 
number of publications, including Matthesons Philologisches Tresespiel, als ein kleiner Beytrag zur kritischen Geschichte der 
deutschen Sprache, vornehmlich aber, mittelst gescheuter Anwendung in der Tonwissenschaft nützlich zu gebrauchen, subiuncta 
novissima editione Schediasmatis de eruditione musica (Hamburg: J.A. Martini, 1752; repr. ed., Leipzig: Zentralantiquariat 
der Deutschen Demokratischen Republik, 1975).

543  See appendix, document 45.
544  Claude V. Palisca, “The genesis of Mattheson’s style classification”, New Mattheson studies, ed. by George J. Buelow 

and Hans Joachim Marx (Cambridge: Cambridge University Press, 1983) 409–23.
545   Friedhelm Krummacher, “Stylus versus Genus: Zum systematischen Denken Johann Matthesons”, Festschrift 

Arno Forchert, ed. by Gerhard Allroggen und Detlef Altenburg (Kassel: Bärenreiter, 1986) 86–95.
546  Thomas Christensen, “Sensus, ratio and phtongos: Mattheson’s theory of tone perception”, Musical transformation 

and musical intuition: Eleven essays in honor of David Lewin, ed. by Raphael Eric Atlas and Michael Cherlin (Roxbury, 
Mass.: Ovenbird Press, 1994) 1–22. This path of inquiry accounts for Athanasius Kircher’s interest in the early music-
theoretical writings of Johann Mattheson; see Wolfgang Hirschmann, “Polemik und Adaptation: Zur Kircher-Rezeption 
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Also emanating from the period of musical humanism is Mattheson’s consideration 
of the ars grammatica, ars rhetorica,547 and ars poetica,548 key facets of his Melodielehre,549 
carefully explained in his Der vollkommene Capellmeister (1739),550 with the Melodie 
serving as the foundation of the entire art of composition.551 The close association of the 
Melodie with the ars grammatica and ars rhetorica is borne out by the interpunctuation and 
the antecedent-consequent construct functioning within a precisely delineated tactus.552 
Both these facets are carefully mirrored in the vocal and instrumental repertoires, with 
the Klangrede—a term newly coined by Mattheson553—as well as the complementary 

in den frühen Schriften Johann Matthesons”, Neues Musikwissenschaftliches Jahrbuch 5 (1996) 77–91.
547  Fritz Feldmann, “Mattheson und die Rhetorik”, Gesellschaft für Musikforschung: Bericht über den Internationalen 

Musikwissenschaftlichen Kongreß, Hamburg 1956, ed. by Walter Gerstenberg, Harald Heckmann, and Heinrich Husmann 
(Kassel: Barenreiter, 1957) 99–102; Hans Lenneberg, “Johann Mattheson on affect and rhetoric in music”, Journal of 
music theory 2 (1958) 47–84, 193–236; George J. Buelow, “Johann Mattheson and the invention of the Affektenlehre”, 
New Mattheson studies, ed. by George J. Buelow and Hans Joachim Marx (Cambridge: Cambridge University Press, 
1983) 393–407; Karl-Heinz Göttert, “Rhetorik und Musiktheorie im frühen 18. Jahrhundert: Ein Beitrag zu Johann 
Mattheson”, Poetica: Zeitschrift für Sprach- und Literaturwissenschaft 18 (1986) 274–87; Ernest Harriss, “Johann Mattheson 
and the Affekten-, Figuren-, and Rhetorik-Lehren”, La musique et rite sacré et profane, 2 vols., ed by Marc Honegger, 
Christian Meyer, and Paul Prévost (Strasbourg: Association des Publications près les Universités de Strasbourg, 1986) 
vol. 2, 517–31. On the significance of rhetoric in the music-theoretical discourse of the 17th and early 18th centuries, 
see, for example, Lora L.M. Merkley, Johann Kuhnau’s Hermeneutics: Rhetorical theory and musical exegesis in his works 
(Ph.D. diss., University of Western Ontario, 1989). On the significance of Mattheson’s views on rhetoric beyond his era, 
see Hartmut Krones, “‘denn jedes gute Tonstück ist ein Gedicht’: ‘Rhetorische Musikanalyse’ von Johann Mattheson bis 
Friedrich August Kanne”, Zur Geschichte der musikalischen Analyse: Bericht über die Tagung München 1993, ed. by Gernot 
Gruber. Schriften zur musikalischen Hermeneutik 5 (Laaber: Laaber-Verlag, 1996) 45–61. 

548  Hans Nehrling, “Die antiken Versfüße, ihre Problematik und Überlieferung bei Johann Mattheson”, Musik als 
Text: Bericht über den Internationalen Kongress der Gesellschaft für Musikforschung, Freiburg im Breisgau 1993, 2 vols., 
ed. by Hermann Danuser and Tobias Plebuch (Kassel: Bärenreiter, 1998) vol. 2, 34–37. On the affinity between ars 
poetica and ars rhetorica, see Joachim Burmeister, Musica poetica: Definitionibus et divisionibus breviter delineata (Rostock: 
Stephan Myliander, 1606); also in English trans. by Benito V. Rivera, Musical poetics, Music theory translation series, 
ed. by Claude V. Palisca (New Haven, Conn.: Yale University Press, 1993); also in German trans. by Rainer Bayreuther 
with intro.  (in Geman and English), Musica poetica.  Laaber-Reprint 7 (Laaber: Laaber-Verlag, 2004); see also Amy 
Thompson Titus, Musical rhetoric in Joachim Brumeister’s Musica poetica (M.M. thesis, Baylor University, 1995). On the 
influence of the ars rhetorica on 16th-century compositions, see, for example, Walter Kurt Kreyszig, “The continuation 
of the Roman Cinquecento madrigal as a sacred parody in seventeenth-century Germany: Luca Marenzio’s five-voice 
‘Dolorosi martir’ (1580) and Michael Praetorius’s six-voice Magnificat super Dolorosi martir (1611)”, Luca Marenzio e 
il madrigale romano: Atti del convegno internazionale di studi, Roma, 9–10 settembre 2005, ed. by Franco Piperno. L’arte 
armonica: Collana di facsimili e testi musicali. Series 3: Studi e testi 7 (Roma: Accademia Nazionale di Santa Cecilia, 
2007) 213–70, esp. 219 ff.

549 George J. Buelow, “The concept of   ‘Melodielehre’: A key to Classic style”, Mozart-Jahrbuch (1978–79) 182–95; 
Joel Lester, Compositional theory, 158–74 (Chapter 6: “Mattheson and the Study of Melody”); Margaret Murata, 
“Johann Mattheson und die Anfänge der Melodielehre”, “Vanitatis, fuga, aternitatis amor”: Wolfgang Witzenmann zum 
65. Geburtstag/Wolfgang Witzenmann in occasione del suo 65. compleanno, ed. by Sabine Ehrmann-Herfort and Markus 
Engelhardt.  Analecta Musicologica: Veröffentlichungen der Musikgeschichtlichen Abteilung des Deutschen Historischen 
Instituts in Rom 36 (2005) 355–69.

550  See appendix, document 55.
551  See appendix, document 55; see also Birger Petersen-Mikkelsen, Die Melodielehre des’Vollkommenen Capellmeisters’ 

von Johann Mattheson: Eine Studie zum Paradigmenwechsel in der Musiktheorie des 18. Jahrhunderts. Eutiner Beiträge zur 
Musikforschung 12 (Eutin: B. Petersen-Mikkelsen, 2002); see also Hanns-Werner Heister, “‘Vom Gebrauch der Music 
im gemeinen Wesen’: Anmerkungen zum 5. Kapitel des I. Teils in Matthesons Vollkommenen Kapellmeister (1739)”, 
Musik zwischen Spätbarock und Wiener Klassik: Festschrift für Gisela Vogel-Beckmann zum 65. Geburtstag, ed. by Hanns-
Werner Heister and Wolfgang Hochstein, Musik und: Eine Schriftenreihe der Hochschule für Musik und Theater 
Hamburg 6 (New Series), ed. by Hanns-Werner Heister and Wolfgang Hochstein (Berlin: Weidler, 2005) 47–68.

552  Nicole Schwindt-Gross, “Einfache, zusammengesetzte und doppelt notierte Takte: Ein Aspekt der Taktheorie 
im 18. Jahrhundert”, Musiktheorie 4 (1989) 203–22; see also Siegfried Maier, Studien zur Theorie des Taktes in der ersten 
Hälfte des 18. Jahrhunderts. Frankfurter Beiträge zur Musikwissenschaft 16 (Tutzing: Hans Schneider, 1984). 

553  Dieter Gutknecht, “‘Sing-Gedicht’ und ‘Klang-Rede’: Matthesons Theorie vom Sinngehalt der Instrumentalmusik”, 
Die Sprache der Musik: Festschrift Klaus Wolfgang Niemöller zum 60. Geburtstag am 21. Juli 1989, im Namen aller Kollegen 
des Musikwissenschaftlichen Instituts der Universität zu Köln, ed. by Jobst Peter Fricke in collab. with Bram Gätjen and 
Manuel Gervink.  Kölner Beiträge zur Musikforschung 165 (Regensburg: Gustav Bosse, 1989) 239–49; Markus 
Waldura, “Zu Johann Matthesons Lehre von den Ab- und Einschnitten der Klang-Rede”, Musiktheorie 15 (2001) 
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Incisionslehre (theory of articulation, with reference to the punctuation of the melody)554 
both meant to underscore this important contribution to 18th-century music theoretical 
discourse of the musica practica. With the preeminence of the Melodie clearly established, 
Mattheson unfolds his Generalbaßlehre in two publications, namely the Grosse General-
Bass Schule (1731)555 and the Kleine Generalbass-Schule (1735),556 respectively. In these 
publications he pursues the figured bass practice not as an isolated phenomenon but 
rather in the context of the 18th-century learned counterpoint, again with a prominent 
orientation towards the significance of the Melodie and with the underlying assumption 
of a practical experience in keyboard techniques as a prerequisite for the effective 
portrayal of the Melodie, the Affektenlehre (doctrine of the affections), and the Begleitung 
(accompaniment).557

The mention of the composer, theorist, and music critic Lorenz Christoph 
Mizler von Kolof (1711–78) after Mattheson is perhaps no coincidence, but instead 
underscores Leopold Mozart’s keen knowledge of music history. For indeed there exists 
a rather close connection between Mattheson and Mizler, as the latter theorist taught 
Mattheson’s Neu-eröffnete Orchester (1713)558 in addition to music history as part of 
his appointment at the Universität Leizpig, beginning in May 1737, after the disciplina 
musicae had been eliminated from the canon of subjects taught at the facultas artis 
some 150 years earlier.559 Mizler also reprinted substantial passages of Mattheson’s Der 
vollkommene Capellmeister560 in his Neu eröffnete musicalische Bibliothek (1739–54).561 
Mizler was undoutedly one of the most thoroughly trained scientists mentioned by 
Leopold Mozart with studies in law, medicine, history, botany, and the fine arts, resulting 
in numerous degrees (Bachelor of Arts, 1737; Master of Arts, 1735; Habilitation, 1735) 
from the Universität Leipzig.562 In his diametric opposition to Mattheson’s request for 
the developing of musical knowledge from contemporary taste, Mizler insisted on placing 
the study of music firmly on the disciplina mathematicae.563 In essence, he subscribes 
to the quest for the traditions of antiquity and the Middle Ages. This philosophy, in 
turn, explains Mizler’s high regard for the Gradus ad Parnassum of Fux,564 not as a mere 
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