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3 Johannes Wolf, Handbuch der Notationskunde, Leipzig, 1913.
4 Willi Apel, The Notation of Polyphonic Music: 900-1600, Cambridge, Massachusetts,

The Mediaeval Academy of America, 1944.
5 Gustave Reese, Music in the Middle Ages, Nova Iorque, Norton, 1940. Id., Music

in the Renaissance, Nova Iorque, Norton, 1954.
6 Manfred Bukofzer, Music in the Baroque Era, Nova Iorque, Norton, 1948.
7 Alfred Einstein, Music in the Romantic Era, Nova Iorque, Norton, 1947.
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