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‘Ut luna’: The Moon and the Mensuration Signs 
in Renaissance Music 

In Renaissance music, the age-old fascination for the moon found a particular expression. 
Several pieces from the sixteenth and seventeenth centuries play with the resemblance of the 
form of the mensuration signs to the phases of the lunar cycle. Most of these compositions 
are presented as notational riddles. This is especially clear in theoretical treatises such as 
Hermann Finck’s Practica musica (1556), Scottish Anonymous (ca. 1580) and Pietro Cerone’s 
El Melopeo y maestro (1613). Furthermore, Jean Lebrung used the inscription ‘Luna te docet’ 
for a mensuration canon in his motet Saule quid me persequeris. In his collection of Canoni 
musicali, Lodovico Zacconi even mentions a composition by Biagio Pesciolini whose features 
were based on a painting of the Virgin Mary with the moon under her feet. Apart from their 
visual analogy, the mensuration signs and the lunar cycle also share another characteristic 
on a more abstract level: both are ways of measuring time – musical time on the one hand, 
cosmic time on the other. Therefore the question should be considered how and to what 
extent these musical riddles can be related to the scientific developments of their time.

The moon has always held a strong fascination for scientists, artists, philosophers, 
authors and mankind in general. In the music of the Renaissance, this found a particular 
expression. Indeed, several compositions from the sixteenth and seventeenth centuries 
play with the resemblance of the phases of the lunar cycle to the mensuration signs. 
By so doing, composers found a highly original way to link the universal order of the 
macrocosm with the notational subtleties of the Renaissance musical microcosm. Above 
all, music, like literature, architecture, painting and other art forms, thus proved to be a 
fitting medium for visualizing the course of natural phenomena and their influence on 
earthly life.

As is well known, in the Renaissance the mensuration signs indicated the subdivision of 
maxima, longa, brevis and semibrevis into perfect or imperfect values. To indicate these 
flexible relationships, composers used different signs, the two most frequently used ones 
being the circle (for perfection) and the semi-circle (for imperfection). Apart from these 
signs, other forms and symbols, such as a reversed semi-circle, the addition of a dot, a stroke 
or a numeral were possible as well. Needless to say, the similarities between the form of 
the mensuration signs and the phases of the lunar cycle – from the waxing crescent moon 
over the first quarter ( ) to the full moon (O) and then back to the third quarter and the 
waning crescent moon (C) – are striking. In this article, I will discuss five compositions 
that explicitly make this connection and play with the visual similarities between these 
two phenomena. Interestingly, most of these pieces are presented as notational riddles 
and appear in theoretical treatises, which clearly points to their speculative character and 
intention.
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 A more expanded version of this paper will appear in the proceedings of the conference on Proportions. 

LIe colloque international d’études humanistes, ed. by Vasco Zara, Sabine Rommeveaux and Philippe Vendrix 

(forthcoming). I am grateful to Bonnie Blackburn and Jacques Boogaart, who offered invaluable comments 

on earlier versions of this text. 
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1. The manuscript Biblioteca Apostolica Vaticana, Cappella Sistina 46 contains a five-
voice motet by the French composer Jean Le Brung, Saule quid me persequeris – Sancte 
Paule apostole (fol. 85v-88r), the text of which is about the conversion of St Paul (Acts 
9).1 The primus Tenor employs an ostinato on the words ‘Sancte Paule ora pro nobis’, 
which is accompanied by a short inscription: ‘Canon: Luna te docet’, i.e. ‘Rule: The 
moon teaches you’ (see Example 1).2 This indicates that the singers should observe 
the mensuration signs when they repeat the ostinato: cut-C is followed by three 
superimposed C’s, which by their position on the staff indicate the soggetto’s entrances 
on g’, d and g, meaning that the note values have to be augmented. As is confirmed by 
many other sources and compositions, the singers of the Papal Chapel were fond of 
this kind of musical puzzles.3

2. Towards the end of his life, the Italian music theorist Lodovico Zacconi prepared a 
manuscript with Canoni musicali, which dates from between 1622 and 1627.4 Rather 
than a mere collection of canonic works, it is an extended commentary on a number 
of canons, ranging in origin from the early sixteenth to the early seventeenth century. 
In Book III, Chapter 14 (fol. 125r) Zacconi presents and explains a canon by Biagio 
Pesciolini,5 which is part of a series of compositions written for the baptism of the 
Grand Duke of Tuscany.6 It is a four-voice work in honour of the Virgin Mary, based 
on the words ‘Tu[c] celi pandis abscondita tu regi[t]na Domina cuncto[a]rum porta 
in celesti[b] sede’, which should be translated musically as a soggetto cavato dalle vocali. 
The syllables are written in three different formats, indicating three different note 
values: ‘maiuscula’ (semibreve), ‘ordinaria’ (minim) and ‘picciola’ (semiminim). The 
letters added between square brackets mark the points where the voices enter, one 
after the other (Cantus – Tenor – Altus – Bassus).

  To allow a correct interpretation of his riddle, Pesciolini even added a pictorial 
element. Indeed, Zacconi writes that Pesciolini’s work was accompanied by an image 
of ‘Una Madonna con la luna sotto i piedi’, i.e. the Virgin Mary with the moon under 
her feet. Unfortunately, Zacconi, not a good painter himself, did not include the image, 
but it is a familiar topic in Renaissance iconography, where it refers to the description 

1 Modern edition by Arthur Tillman Merritt, Treize livres de motets parus chez Pierre Attaingnant en 1534 et 1535, 

vol. 8, Monaco: L’Oiseau-Lyre, 1962, 53-61. Facsimile edition in the series Renaissance Music in Facsimile 

21, New York: Garland, 1986. This motet also survives in Fior de motetti e Canzoni novi composti da diversi 

eccellentissimi musici, Rome: Giunta, 1526 (RISM 15265) and Liber octavus XX. musicales motetos quatuor, 

quinque vel sex vocum modulos habet, Paris: Attaingnant, 1534 (RISM 153410), as well as in several manuscripts 

(a.o. Casale Monferrato, Archivio Capitolare, Ms. D (F) and Padua, Duomo, Biblioteca Capitolare, Curia 

Vescovile, Ms. A.17).

2 The composer thus uses the term ‘canon’ here in its literal sense, i.e. as a rule (κανẃν) that indicates how 

an unwritten part is to be deduced from a written one.

3 See also Thomas Schmidt-Beste, ‘A Dying Art: Canonic Inscriptions and Canonic Techniques in the Sixteenth-

Century Papal Chapel Repertory’, in: Katelijne Schiltz and Bonnie J. Blackburn (eds), Canons and Canonic 

Techniques, 14th-16th Centuries: Theory, Practice, and Reception History, Leuven: Peeters, 2007, 339-355.

4 The manuscript is in the Biblioteca Oliveriana in Pesaro, Ms. 559. A complete transcription was made by 

Filippo Cerfeda, Il ms. Canoni musicali proprij e di diversi autori di Lodovico Zacconi, 2 vols, Tesi di laurea, 

Università degli Studi di Pavia, Scuola di Paleografia e Filologia musicale di Cremona, Anno Accademico 

1989-1990.

5 On this composition, see also Laurence Wuidar, ‘Les Geroglifici Musicali du Padre Lodovico Zacconi’, Revue 

belge de musicologie 61 (2007), 61-87.

6 Zacconi, Canoni musicali, fol. 125r: ‘nel battesimo del serenissimo gran prencipe di Toscana ... facendovi 

(com’egli dice nella sua lettera stampata) una musica’. Quoted after Cerfeda, 378. If Zacconi’s information is 

correct, Pesciolini must have composed this piece for Cosimo II de Medici (1590-1621).
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of the Apocalyptic Madonna in the book of Revelation.7 Although Zacconi did not 
add a drawing of the Virgin Mary with the moon under her feet, every reader could 
imagine what it was supposed to look like. Zacconi goes on, explaining that every 
element of the drawing has a musical equivalent. For example, the Virgin Mary 

7 See Apoc. 12, 1: ‘And a great sign appeared in heaven: A woman clothed with the sun, and the moon under 

her feet, and on her head a crown of twelve stars.’ Translation quoted from the Douay-Rheims 1899 American 

Edition.

Example 1
Jean Lebrung, Saule quid me persequeris in Rome, Biblioteca Apostolica Vaticana, MS Cappella 
Sistina 46, fol. 85v.
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stands for the G-clef,8 the child Jesus helps us to establish the key signature (b molle) 
and so on. Finally, the shape of the moon informs us about the mensuration sign 
of Pesciolini’s composition, i.e. tempus imperfectum: ‘Con quella luna semicircolare, 
forsi dico che haverà voluto mostrare il tempo del semicircolo semplice.’9 It is clear 
that in Pesciolini’s riddle, text and image both carry several clues which enable us to 
crack the code and turn it into a musical canon.

3.  In 1556, the German theorist Hermann Finck published his treatise Practica musica. 
The third book is about canons in general, and puzzle canons in particular. Finck starts 
his book with a long list of obscure canonic inscriptions that are taken from the Bible 
or from classical antiquity, he orders them into types and explains them.10 Among his 
list of enigmatic instructions is an ‘audiovisual’ riddle (Sig. Cc2r): ‘Da mihi dimidiam 
lunam, solem, & canis iram’ (Give me the half moon, the sun and the dog’s anger). Finck 
adds that ‘we use this little verse when no sign [i.e. mensuration sign] is added at the 
beginning of the composition, although one cannot do without a sign.’ Finck then offers 
the following explanation: ‘And so the moon stands for the sign of C, the sun for the 
circle and the dog’s anger for the letter r, which used to be written as 2.’11

  It turns out that this riddle was well-known in the Renaissance.12 It actually is a 
wordgame: indeed, a combination of the letters C (half moon), O (sun) and R (dog’s 
anger) results in the Latin word ‘cor’ (heart). The sentence ‘Da mihi dimidiam lunam, 
solem, & canis iram’ should thus be understood as ‘Give me your heart’. Another 
way of encoding the same word is the following sentence, also quoted by Hermann 
Finck: ‘Dimidium spherae, spheram, cum principe romae / Postulat a nobis totius 
conditor orbis’ (The founder of the whole world asks from us the half of the orb, 
the orb and the first man of Rome).13 Although the riddle actually is a literary pun, 
the theorist Hermann Finck gives it a musical interpretation: ‘You thus have C for 
tempus imperfectum, O for tempus perfectum and O2 for modus minor perfectus.’ 
Unfortunately, contrary to his usual procedure, Finck does not include a musical 
example for this inscription; he probably invented this one himself and did not put it 
into practice.

  In the riddles that I have discussed so far, the moon plays a partial role in a 
larger compositional concept: it is embedded in a religious context, accompanied by 

8 ‘Col disegno della Madonna, haverà forsi voluto mostrar la chiave di G sol re ut acuto, e questo perché: si 

come fra tutte le chiavi musicali non v’è la più sublime che la sudetta, cosi anco fra tutte le creature humane, 

non v’è altra, ne la più sublime che la B. Vergine.’ (fol. 126r).

9 ‘With this half moon, I would say that he has wished to show the tempus of the semi-circle.’It should be 

added here that Zacconi had a great interest in astrology, resulting a.o. in L’astrologiche richezze di natura 

and Pronostici perpetui. See also Laurence Wuidar, ‘Les œuvres astrologiques de Padre Lodovico Zacconi 

(1555-1627) face à la censure ecclésiastique’, Bulletin de l’Institut Historique Belge de Rome 75 (2005), 5-26 and 

Eadem, Musique et astrologie après le concile de Trente, Brussels-Rome: Brepols, 2008, esp. at 126-146.

10 See especially Bonnie J. Blackburn and Leofranc Holford-Strevens, ‘Juno’s Four Grievances: The Taste for 

the Antique in Canonic Inscriptions’, in: Ulrich Konrad, Jürgen Heidrich and Hans Joachim Marx (eds), 

Musikalische Quellen – Quellen zur Musikgeschichte: Festschrift für Martin Staehelin zum 65. Geburtstag, 

Göttingen: Vandenhoeck & Ruprecht, 2002, 159-174; Bonnie J. Blackburn, ‘Two Treasure Chests of Canonic 

Antiquities: The Collections of Hermann Finck and Lodovico Zacconi’, in: Schiltz & Blackburn (eds), Canons 

and Canonic Techniques, 303-338.

11 ‘Itaque per lunam intellige hoc signum C, per solem O, & per canis iram, literam .r., quam veteres sic 

pinxerunt .2.’. The letter r clearly refers to the noise a dog produces when it is angry.

12 E.g. it also appears in Johannes Lorichius’ Aenigmatum libri tres, Frankfurt, 1545, fol. 77r and Johannes 

Lauterbach’s collection of Aenigmata, Frankfurt, 1601, 156.

13 Obviously, as regards the letter R, this riddle plays with the double meaning of ‘princeps’, meaning ‘first man’ 

on the one hand, ‘at the first place’ on the other; here of course, the first letter of the word Romae is R.
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enigmatic literary and visual clues and/or combined with other cosmic elements. The 
last two examples are different in this respect: here, the moon is at the very center of 
the construction. Above all, both works have abstract intentions, seeking pleasure in 
exploring the theoretical possibilities of the similarities between the lunar cycle and 
the mensuration signs.

4.  The Scottish treatise London, British Library, Add. 4911, which is generally ascribed to 
Scottish Anonymous14 and dates from around 1580, contains a series of riddle canons, 
in which specific technical aspects (such as solmisation, retrograde, inversion etc.) 
play a crucial role. The fourteenth canon (fol. 34r) consists of five notes C-D-E-D-C 
which are accompanied by the instruction ‘Sit velluti luna crescit decrescit et oda’ 
(Just as the moon waxes and wanes, so let the hymn do also; see Example 2). The 
mensuration signs indicate the augmentation (‘waxing’) and diminution (‘waning’) 
of the motto: ‘Off this present tenor the perfyt signe dois triplicat, the imperfect dois 
duplicat, of diminucion dois menorat all nottis to the canon subdewit be this precept’, 
i.e. cut-C for tempus perfectum diminutum, C for tempus imperfectum and O for 
tempus perfectum.15

 In the ‘resolucio’, Scottish Anonymous presents the written-out result of his riddle. 
The small melodic unit, which is in itself conceived as a palindrome appears five times. 
The melody is repeated and transposed upwards and downwards, starting on c, g, 
c’ and again g and c respectively. The value of the notes changes according to the 
mensuration signs.16 Needless to say, the theorist has imitated the course of the lunar 

14 For a study of this treatise, see Judson Dana Maynard, ‘An Anonymous Scottish Treatise on Music from the 

Sixteenth Century, British Museum, Additional Manuscript 4911, Edition and Commentary’, 2 vols, Ph.D. 

dissertation, Indiana University 1961. Online-edition via Texts of Music in English: <http://www.chmtl.indiana.

edu/tme/>.

15 I am most grateful to Barbara Eichner for sending me a copy of this page from the treatise.

16 The resolution should be interpreted as follows: under cut-C, the note values have to be halved, under C they 

are the same as in the original (and should thus not be doubled, as the theorist seems to suggest); under 

tempus perfectum every note value is three times longer than in the original.

Example 2
London, British Library, Add. 4911, fol. 34r.
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cycle in three ways: the shape of the melody, the starting point of each statement and 
the rhythmic evolution of the five statements all follow a pattern of waxing / growing 
towards a climax (full moon) and waning / decreasing again.

5. The last example shows clear analogies with the riddle of Scottish anonymous, but 
even goes a step further. It was published near the end of Pietro Cerone’s El Melopeo 
y maestro (Naples, 1613).17 The final book of this treatise is devoted to ‘enigmas 
musicales’ and considered by Cerone to be the ultimate crowning achievement and 
summum of theoretical complexity.18 Cerone has added the riddles ‘para sutillizar el 
ingenio de los estudiosos’ (to refine the mind of the skilled ones). It is here that we find 
the ‘Enigma de la escala’ (pp. 1125-1128). The work is written for four voices, but only 
the Tenor voice is conceived as a riddle; the other three voices are written out. More 
specifically, this enigma consists of an image and a series of verbal instructions. As 
Cerone explains, this is all we need to know to reconstruct the melody and the rhythm 
of the Tenor (see Example 3). How does this work?

17 Facsimile editions in the series Bibliotheca musica bononiensis II.25, Bologna: Forni, 1969 and Monumentos 

de la música española 74, Barcelona: Consejo Superior de Investigaciones Científicas, 2007. Cerone’s treatise 

is now also available online via <http://europeana.eu/portal/index.html>.

18 The only existing study of this book of ‘enigmas musicales’ has been undertaken by Enrique Alberto Arias, 

‘Cerone and His Enigmas’, Anuario musical 44 (1989), 85-114.

Example 3
Pietro Cerone, El Melopeo y maestro, Naples 1613, p. 1125.
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On top of a scale with six steps is a banderole ‘Aretini scala dominatur’, which of course 
refers to the Guidonian scale and the six solmisation syllables ut-re-mi-fa-sol-la.19 The 
verbs ‘Ascendunt’ and ‘Descendunt’ on the left and the right side of the scale indicate that 
the solmisation syllables should first be sung upwards, then downwards. Under the scale 
Cerone has placed a breve rest followed by a breve; above the scale is another breve rest. 
As he writes in his ‘declaracion’, the length of the breve and the breve rest does not remain 
the same throughout the piece, but is subject to change (‘cuyos valores seran differentes 
y variados’). Here, we must look at the picture of the moon. Indeed, under the face of 
the moon, Cerone has added five mensuration signs (cut-C, C, O, inverted C followed 
by 1 over 2 and inverted C respectively), which are accompanied by the text ‘ut luna’.20 
The idea, of course, is that the form of the mensuration signs corresponds to the phases 
of the lunar cycle.21 Finally, the number of mensuration signs suggests that the series of 
solmisation syllables has to be sung five times. In order to know by which hexachord the 
solmisation syllables have to be sung, Cerone has added the banderole ‘Canunt per omnes 
C-F-G’, referring to the hexachordum naturale (starting on C), molle (starting on F) and 
durum (starting on G).

For the written-out solution of his riddle, Cerone has used ‘un comun Tiempo’, i.e. tempus 
imperfectum or C (see Example 4).22 In so doing, it becomes clear that the length of the 
breve changes in each statement of the melody. The reader thus gets a clear picture of the 
proportional relationships between the five repetitions of the soggetto. In the first and last 
statement, the solmisation syllables are sung in the hexachordum naturale (starting on 

19 For recent research about the Guidonian scale, see Maurizio Giani, ‘“Scala musica”. Vicende di una metafora’, 

in: Fiamma Nicolodi and Paolo Trovato (eds), Le parole della musica III. Studi di lessicologia musicale, Florence: 

Olschki, 2000, 31-48. My thanks to Vasco Zara for drawing my attention to this article.

20 Cerone has thus explored the visual analogy between the mensuration signs and the lunar cycle in a more 

consequent way than Scottish Anonymous by using five instead of three different mensuration signs. It 

should be noted that the fourth sign (inverted C followed by 1 over 2) is in fact tautological, for it is a 

diminution sign combined with subdupla. Cerone seems to have chosen it mainly because of its visual 

aspect.

21 Cerone actually put the phases of the lunar cycle in the wrong order. If the moon is moving towards full 

moon, the left side is dark. The first quarter moon thus takes the form of inverted C (and not C, as Cerone 

suggests). If the moon is moving towards the new moon, the right side is dark. The third quarter moon thus 

looks like C (and not inverted C).

22 The same is done by Scottish Anonymous (see Example 2).

Example 4
Pietro Cerone, Enigma de la escala: Resolution of the Tenor voice.
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C). In both cases, the breve is worth half of its value, i.e. a semibreve. In the second and 
fourth statement, the solmisation syllables are sung in breves in the hexachordum molle 
(with b-flat) starting on F. For the central statement, the solmisation syllables start on 
G of the hexachordum durum. Because of the tempus perfectum the breve now has the 
length of three semibreves (cf. also Audio Example). 
 Like Scottish Anonymous, Cerone has conceived his Tenor as a palindrome on different 
levels: a) the melodic movement of each statement follows the same pattern, i.e. an 
ascending line of six notes is followed by a rest and a descending line; b) the starting point 
of each statement, which is guided by the principle of the three hexachords, is arranged 
in an axial-symmetrical order (C-F-G-F-C); c) the same goes for the rhythmic layout of 
the Tenor (one semibreve for the outer pair, two semibreves for the inner sections, and 
three semibreves for the central axis). The reason for this should of course be found in 
Cerone’s prescription ‘ut luna’. Every parameter of the construction is a musical reflection 
of the lunar cycle. The melodic line of the soggetto, the succession of hexachords and 
note values, the form of the mensuration signs: all are organized around a central axis, 
just as the lunar phases culminate in the full moon. Finally, one could add one more 
element to this list of analogies. If we count the number of breves (including the rests) 
for each statement, can it be a coincidence that they are all multiples of seven? After all, 
every major phase of the lunar cycle takes seven days (or one week): seven days from new 
moon to first quarter, another seven days from first quarter to full moon and so on. After 
approximately 28-29 days (i.e. one lunar month), the whole cycle starts again.23

Apart from their visual analogy, the mensuration signs and the lunar cycle also share 
another element on a more abstract level. Indeed, both are ways of measuring time: the 
musical time (‘musica mensurabilis’) with its changing subdivisions on the one hand, 
the cosmic time on the other. As Anna Maria Busse Berger has demonstrated in her book 
Mensuration and Proportion Signs, several music treatises of the fourteenth and fifteenth 
centuries draw a parallel between the tempus divisions in music and the division of 
time in general. She mentions the author of Quatuor principalia musicae, the seventh 
book of Jacques de Liège’s Speculum musicae and the expanded version of Prosdocimus’ 
Tractatus cantus mensurabilis (Lucca, Biblioteca Statale, Ms. 359), where the circle of 
tempus perfectum is compared with the zodiac sign, which stands for one solar year and 
is divided into twelve parts or months.24

 This brings me to a more general question: how do the musical riddles we have 
discussed relate to the scientific developments of their time? Generally speaking, it is well-
known that Renaissance music theorists had a profound knowledge of astrology and some 
even wrote elaborate texts about the topic.25 Cerone’s enigma was published at a time 
when the traditional view of the moon underwent some drastic changes.26 Traditionally, 
the heavens, starting at the moon, were the realm of perfection, the sublunary region 
was the realm of change and corruption. Aristotle suggested that the moon partook 

23 In his Passacaglia BuxWV161, Dietrich Buxtehude seems to have played with this temporal aspect of the lunar 

cycle. For an analysis of this work and its musical translation of the numerus perfectus 28 and its constituents, 

see especially Piet Kee, ‘Getal en symboliek in Passacaglia en Ciacona’, Het Orgel 82 (1986), 205-214: 208-

209; and Geoffrey Webber, ‘Modes and Tones in Buxtehude’s Organ Works’, Early Music 35 (2007), 355-369. 

My sincere thanks to Massimiliano Guido for drawing my attention to this composition.

24 Anna Maria Busse Berger, Mensuration and Proportion Signs: Origins and Evolution, Oxford: Clarendon Press, 

1993, 46. The author also draws a parallel between the mensuration signs and the astrological signs for the 

lunar cycle (n. 48).

25 For a general survey, see Wuidar, Musique et astrologie.

26 The following paragraphs are mainly based on information from ‘The Galileo Project’ (Albert van der Helden 

and Elizabeth Burr): <http://galileo.rice.edu/sci/observations/moon.html>.
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perhaps of some contamination from the realm of corruption. As the medieval followers 
of Aristotle tried to make sense of the lunar spots, various possibilities were entertained. 
The explanation that finally became standard was that there were variations of ‘density’ 
in the moon that caused this otherwise perfectly spherical body to appear the way it does. 
The ideal of the perfection of the moon, and therefore the heavens, was thus preserved.
 The telescope, however, delivered the coup de grace to attempts to explain away the 
moon’s spots and to the perfection of the heavens in general. Indeed, the telescope was 
one of the central instruments of the Scientific Revolution of the seventeenth century. In 
sixteenth-century literature, there are several references to devices that would allow one 
to see things from a great distance. But it was Galileo Galilei who made the instrument 
famous. He constructed his first telescope in June or July 1609. In March 1610 he published 
his Sidereus Nuncius, a treatise dedicated to Cosimo II de Medici. It seems like a nice 
coincidence that Biagio Pesciolini wrote the above-mentioned riddle for the baptism of 
the Grand Duke.
 With his telescope, Galileo saw that the lunar surface has mountains and valleys, 
much like the surface of the Earth.27 The moon was not spherical and hardly perfect. 
The telescope thus revealed hitherto unsuspected phenomena in the heavens. As we all 
know, these had a profound influence on the controversy between the followers of the 
traditional geocentric astronomy and cosmology and those who favored the heliocentric 
system of Copernicus (dating from 1543).
 It is tempting to speculate to what extent composers and theorists were acquainted 
with and/or influenced by the scientific discoveries, controversies and revolutions of their 
time. The riddles I have discussed here reflect the widespread desire of the sciences and 
the arts to get close to and understand the nature of the lunar cycle. They express the age-
old fascination for the moon in a particular and most original way.

Audio Example at www.djmt.nl
Pietro Cerone, Enigma de la escala from El Melopeo y maestro (Naples, 1613). Produced 
by the author.

27 See Roger Ariew, ‘Galileo’s Lunar Observations in the Context of Medieval Lunar Theory’, Studies in History 

and Philosophy of Science 15 (1984), 213-226.

TvM_15_#1_januari_2010_12.indd   51 09-02-2010   11:21:31

http://www.djmt.nl/cgi/t/text/get-mp3?c=djmt&file=TvMv2010n01a04f01.mid

