MUSIC AND PROPHETIC KABBALAH
Moshe Idel, Jerusalem

The association between prophecy and music in prophetic kabbalah pre-
sents two aspects. On the one hand, music served as an analogy for the
technique giving rise to prophecy and the prophetic experience; and on the
other, it was an important element of the technique itself of Abulafia and his
students. We shall first consider music as an analogy.

I. ANALOGY FOR PROPHECY-EVOKING TECHNIQUES
In Gan na9il we find a passage that contains a comparison between the
influence exerted by music and the combination of letters!:
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“Know that the combination is like the hearing of the ears, for the ear hears
and the sounds are combined according to the form of the tune and the sound-
enunciation?. Witness the [string instruments] kinndér and nevel: their sounds
are combined, and with the combination of the sounds the ears hear variation

1. Mbs, Cod. hebr. 58 (IMHM 23117), 324a-b; Lbm, Ms. Or. 13136 (IMHM 31268), 7a-b.
The passage was printed in Sefer hap-peli’ah (Koretz, 1784), fol. 52a-53a, and it appears again in
the anthology of Abulafia’s works by Joseph Hamiz, Ob, Ms. Mich. 439 (IMHM 20522), 114b.
Joseph ben Joseph copied it in Sefer ma’amarim, Musayoff Ms. 30 (IMHM 22858), 19a, from Sefer
hap-peli'ah. For the edition of the Hebrew text, with textual variants between Mbs, Cod. hebr. 58
and Sefer hap-peli’ah, cf. Adler, HWCM, p. 35-36.

2. For the musical connotations of the term havarah, see Adler, HWCM, index, p. 359.
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and exchange? in the pangs of love®. The strings which are struck with the right
hand and with the left hand vibrate, bringing the sweet taste to the ears, from
which sound moves to the heart, and from the heart to the spleen®. In the mean-
time, joy is renewed through the pleasure of the variation of the tunes, which
can only be renewed by the form of the combinations. That is, the player plucks
the first string, which is analogous to the letter alef, for example, and it moves
from there to one string®, to bét, gimel, dalet, or he, that is to say, a second,
third, fourth, or fifth string, for we are using five as an example. From there the
pluckings are transposed and by means of transposition tunes and melodies are
brought about which transpose the heart by means of the ears. Thus also is the
matter of combining letters from the outside with the pen, in the form of the
combinations of the letters ("alef, mem, §in), as follows: 'm3, '$m, m§’, m’s, $'m,
$m’, thus all cognates and similar things.”

In three areas there are parallels between music and the technique of
combination: (1) music-making and combination operate by means of the
harmony which is produced by the conjoining of two different principles: two
different instruments (kinndr and nevel), two different tones from the same
musical instrument, and the joining of two different letters in the process of
combination. The movement from one string to another which Abulafia
describes is similar to a certain technique of combination which begins with
the letter and either moves to the adjoining letter or skips over one or more
letters: A.B., B.G., G.D., etc., or A.G., B.D., G.H., etc.” (2) Combination,
like music, gladdens the heart; it does so by means of the ‘“hidden things

3. For the musical connotations of these terms, see Adler, HWCM, index, p. 360: hillif 4ol
(mutation), hithallefit haqg-gélét (modulating [?] voice); see also the term tamriir, ibid., 2508imeon
Duran, B, 3 (p. 134).

4. [ have not found this metaphorical usage before the period of Abulafia. This author uses the
combination “pangs of love” (“and the spirit of his love is drawn out with the pangs of true love”) in
another work, Sefer ha-'Gt, ed. A. Jellinek in Jubelschrift zum siebzigsten Geburtstage des H. Graetz
(Breslau, 1887), p. 78. This phrase appears a few years later in the work of the Kabbalist known as
“Joseph from Shushan the capital”, in Ta®amé ham-mizwét, Jnul, Ms. 8° 3925, fol. 82b.

5. This connection between the spleen and joy stems from the fact that the saying in Tb,
Berakit 51b dealing with the “grinding (36heq) spleen” was misunderstood. The reference in the
Gemara, as in parallel sources such as Kohelet rabbah (7, 37) and others, was to the action of
grinding (Sehigah) and not to laughter (sehdq). However in the Middle Ages the verb SHQ was un-
derstood to mean the same as . SH@®; cf. the sources gathered by S. Wertheimer in Baté midraiét
(Jerusalem, 1956), II, p. 378, note 111. Add to them Satar has-samayim of Gershom ben Solomon
(Warsaw, 1876), fol. 33c, and Sevilé emiinah by Meir Aldabi (Warsaw, 1887), fol. 44a.

6. Instead of yeter ehad perhaps read yeter aher, giving the translation: “...moves from there to
another string, such as bét, gimel...”.

7. Cf. Commentary to Sefer yezirah by Eliezer of Worms (Premisla, 1883), fol. 5b-d. This
theory of combination appears in Abulafia’s epistle known as has-Seder ham-mithappek, Lbm, Ms.
Add. 19,788 (IMHM 5003), 30a-31a, and in several other places.
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which are found in the transposition of the letters”, in which case the joy
comes from uncovering the secrets. (3) Like music, combination is an ac-
tivity which takes place outside the soul, influencing the soul inwards.

This parallel between music and combination is repeated in Sefer ha-
he3eq.® There Abulafia writes:

DM 00 oA APMIKAY XS 9210 7 533 923%3 nexb abnn ey anke
0IXY wan 7 03 MAd by oneab xynn omayya oowm M nnTa
0 A Sy T3 WK yyn nKan oy 19 NRYINAW 137 M NmTa on by
DI W91 9Mynn 1nn 115 AWK MA3na gy e S axann nunwna

» 713 WO NKIT 1 MTvn Sapnm aynm nwwm amwi X mows wpann

“You must first verify in your heart, any way that you can verify it, that the let-
ters are signs and hints in the image of characters and in essence are parables,
and were created because they are instruments by which man is taught the way
of understanding, and to us they are in the image of the strings of the kinndr.
By means of the production of the sound when it is plucked on the string with
the plectrum, with the shift of the plucking from string to string, and with the
combination of the sound-enunciations which are produced by it, the soul of
man wishing to be joyous is awakened to joy, happiness, and gladness. It
receives from this its pleasure and much benefit to the soul”.

Abulafia’s student, the anonymous author of Sacaré zedeg, to a great
extent follows in the footsteps of his teacher when he writes®

DIM M wxaa onbTm opbanm Beayn mebnnm nrmKa o'%a%nn R
PPINYMY YR JMSY MpUA NA37T N MK MNA 97 mMah o man
T3 M3 dw oyu Yp Awyw Ty mwam Mpa ny xm v ayn 5K Ik
onSuo 9% MK Kpan Annx 15 aSinm Mren oyun mpt wss Swen

Hyo 19 917 ama o nSys NMTa w13 NYND YN W) WA moyon
». Wit 023 wha m

“...and how the letters transpose, change, conjoin, separate and jump about in
the first letters, in the middle of the word, and at the end of the word, and the
whole word, and the kind of form of combination of vowel points, and their
pronunciation, which are carried over to the second degree, which is the form of
the sound and melody, until its melodic sound is made to be like a kinndr, put-
ting in motion his soul to the fineness of the melody and its variation. Then the
true pronunciation of the letter is revealed to him, according to their special
natures which function by means of the variation of melody, in a motion work-

8. Njts, Ms. 1801 (IMHM 10899), 31b.

9. Junl, Ms. 8° 148, fol. 48b-49a, and New York-Columbia Ms. X 893 Sh. 43 (IMHM
16484), 19b. On this work cf. G. Scholem, “Shaare Zedek, a kabbalistical pamphlet by a pupil of R.
Abraham Abulafia”, KS, 1 (1923/24): 127-139 (in Hebrew).

y
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ing in his soul. Just as music affects the [proper] balance!® of the body, so this
has an effect on the soul by the power of the Name.”

When we pronounce the various combinations of the letters, we affect the
soul only, whereas the influence of music is perceptible both in the soul and
in the body. There is an important distinction between the citation from
Gan nacil and that from Sacaré zedeq: the influence of the revelation of the
secrets— that is, the intellectual principle behind the process of combina-
tion —in the latter passage turns into an influence on sensation: the voice
of the one uttering the letters of the Name is pleasant, as is the sound of the
harp, and thus it influences the soul'!. Music is used as an analogy also
when prophecy itself is described.

II. ANALOGY FOR PROPHECY

The comparison by which the mystical experience is made analogous to
the hearing of music'? (a motif which often appears in mystical literature)
serves to describe the actual occurrence in terms of a non-verbal medium,
and this medium makes it possible to compare the sensation at the moment
of the experience with something recognizable in everyday experience.
Abulafia’s approach is different. In his view, the analogy of music serves to
describe the mechanism of the coming-about of prophecy itself. We read in
the Mafteah ha-racayén:'®

MMAT MR NISE N PN AN 12 ynwl NP 3p1nn Ik SSnn opnnw yme
17 595 M3 x93 Hp orrhmn ama Son pAb omam st MmO 13 tan
13 R¥YTI MIAINT 0NN NIRYMIRM 0MAM AMynm nmain by mbyn
wn Iy Pan moa am 1amn 9ps Sip 37 5 v oaxm [ 5on ok
D'3p) B3Pl 93 OIRA QU yInw awn Sw %p3 Hipa Hipa myr oadkm 1T

»M277 1M 550 2P gua AN wn PR ran am o9bn o'dn

“It is known that sound is heard to be louder in a place which is hollow or
pierced, due to the purity of the spiritual air which enters therein, as in the case
of the kinndr and musical instruments of the same sort, which give birth to a
sound without any speech, and so also the concavities of the upper stories,
caves, mountains, bathhouses, ruins, etc. — their interior is hollow. Notice that
from them also is produced a sound like the sound of one who is speaking. By

10.  On the influence of music on the body cf. Adler, HWCM, index p. 361, “influence of music”.

11.  Another new principle found in Saaré zedeq is the topic of the vowelizations or the vowel
points, which allow the pronunciation of the consonants. Cf. Below, section IV,

12. Cf. e.g. E. Underhill, Mysticism (London, 1945), p. 76-78.

13. Ob, Ms. Heb. e. 123 (IMHM 24762), 64b.
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means of this secret you will understand the meaning of ‘Moses spake and God
answered him by a voice’ [Exodus 19, 19], which means in a voice similar to
that of Moses'. You must know that the body of man is ‘holes, holes, and
cavities, cavities’. From this you will understand how the Shechinah dwells in
the body which is pierced and [contains] cavities and which gives birth to

speech.”

Here Abulafia compares the body to the kinndr or to some other musical
instrument, since the human body has cavities and holes which are apt to
produce a sound when the wind blows. This process is similar to the wind of
the Holy Spirit—the Shechinah—blowing in the human body, giving rise
to prophecy.

The analogy of the human body with the kinnér is found in Imré Sefer':

P T2 A3 @ 13 WY1 A e Sy pn nx mpwn® na pn bya Taw md -

¥hy AR IR 13 AN ‘A SR 0 ey IMYN3 WA OMAKT Mpwit owa

5233 155R [1]ebyn Jan w1 Swoanomn ASynY Mon maw s an amn

»PMANI NV DY 27y OW ‘pan MK ¥Ow NY3p ANK XOK i K 22K om

“Just as the owner of a garden has the power to water the garden at will by

means of rivers, so also the one making music with the Name has the power to

water at will his limbs by means of his soul, through the Almighty, Blessed

Name, and this is [the meaning of] ‘and it came to pass, when the minstrel

played, that the hand of the Lord came upon him’ [II Kings 3, 15], and this is

the kinndr which was hung above David’s bed, which used to play of itself and

‘praise Him with nevel and kinndér'® [Psalms 150, 3]. However, this would be

only after receiving the divine effluence which is called the name of the seventy-

two, together with the understanding of its paths.”

It seems to me that the analogy of the garden and the body extends to the
kinnor as well: just as the garden and the body are passive, receiving the ac-
tion of the gardener and the one making music with the name of the
seventy-two letters, so also David’s kinndr plays “of itself” when the divine
effluence reverberates within it. Abulafia here appears to suggest that
David’s kinndr resembles the human body: like the kinndr, man also makes

14. Cf. Tanhima hay-yaSan (ed. Buber), Genesis, p. 3. The combination “in the voice of
Moses” appears several times in the work of Abraham Abulafia, in order to emphasize the inner
source of prophecy. Cf. e.g. Ogar Ceden gantiz, Ob, Ms. Bodl. Or. 606 (IMHM 1580), 12a; Sitré
térah, Pn, Ms. 774 (IMHM 12332), 140a.

15. Mbs, Cod. hebr. 40 (IMHM 1670), 246b; in the anthology of Joseph Hamiz, Ob, Ms.
Mich. 439 (IMHM 20522), 130a.

16. The combination of the legend of David’s harp with the verse in II Kings 2, 3 is found in
several places. Cf. Pesigetd de-rav Kahana (ed. Buber), chapter 7, 62b-63a, and Buber’s notes; also
L. Ginzburg, The legends of the Jews (Philadelphia, 1946), VI, p. 262, n. 81-83.
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music “of himself’ when the wind blows. Possible support for this in-
terpretation may be found in the Hayyé ha-célam hab-ba'":

12 TI0M 72 3101 QUM oaynn nbya xnw 17y walm o anyn Sya xin 133 uam-
 ywHKa 1ANA A3 MM 2 73y 0 Sy mw o 1y Yy

“The body is like a garden, which is the master of vegetation. The soul is Eden,
for it is the master of delights, and the body is planted in it. The secret of gan
ceden [Garden of Eden] [is] ¢ad naggen [through playing], for prophecy dwells
when €eved naggen [the servant plays?], ‘when the minstrel played’ [II Kings 3,
15], as in the case of Elisha.”

If we have correctly deciphered Abulafia’s meaning, then we are con-
fronted with the widespread analogy of man to the kinndr or nevel upon
-which God plays music. This motif is hinted at as early as Philo’®. Since
Montanus' it appears explicitly several times in mystical literature®, nor is
it missing from Hebrew literature. The Midrash?! speaks of prophets as
those “who were like an instrument full of speech”. R. Judah the Hasid
describes the Glory as a nevel upon which God plays in order to arouse the
prophet to prophecy?

This topic appears several times in Kabbalah literature®. The motif
reached later Hasidism, where one speaks of converting the musician to a
musical instrument, and of the analogy of the shofar which produces a
sound when one blows into it with the prophet who prophesies only when
God dwells within him?®.

17. Ob. Ms. Mich. 143 (IMHM 16950), 7a. “Gan eden in gematria equals “ad naggen, and
gan Ceden in gematria equals Ceved naggen.”
18. De Virtutibus, 39, 217; cf. also H.A. Wolfson, Philo (Cambridge, Mass., 1947), II, p. 29.
19. M.J. Rufus, Studies in mystical religion (London, 1919), p. 40.
20. Cf. the material collected by A.J. Heschel, The Prophets (New York, 1962), p. 341, n. 28-
29, and E. Meyerovitch, Mystique et poésie (Paris, 1972), p. 78, 88.
21. Cf. the Mekileta on Exodus 18,.19; cf. also B. Cohen, Law and tradition in Judaism (New
York, 1959), p. 24 n. 70.
22. Cf. Y. Dan, Studies in Ashkenazi-Hasidic literature (Ramat Gan, 1975), p. 179:
129N3 m oIk 5215 Swn apyy Ny 270w 0IKD MYV NYIE 3T AW PR KO
=521 Sw myy AV K 5pR 1K
“It cannot be that the Glory speaks of His Own accord in the same way that man speaks of his
own accord. Take the nevel as an example; the man plays on it, and the sound is not of the nevel's
own accord.”
R. Judah transfers the analogy from the sphere of the God-man connection to the sphere of God-
Glory, given that the Glory is the source of prophecy and the place of its- occurence.
23.  A.J. Heschel, Theology of ancient Judaism (New York, 1965), Il p. 264-266 (in Hebrew);
Z.R. Werblowsky, Joseph Karo, lawyer and mystic (London, 1962), p. 260, n. 7-8.
24. J. Weiss, “Via passiva in early Hassidim”, JJ8, 11 (1960): 140-145. See also R. Shatz-
Uffenheimer, Quietistic elements in 18th century Hasidic thought (Jerusalem, 1968), p. 112 {in
Hebrew).
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II. MUSIC AS A MEANS OF ARRIVING AT PROPHECY

In the passages cited above, music does not play any part in the
manifestation of prophecy, although such a function is one of the most an-
cient ascribed to it. It fulfils such a role in the Bible?, in the Talmud?, and
also in the medieval literature?. In the latter period, the view was widely
held that music performed a two-fold function: through its mediation,
prophecy descended directly to the individual; moreover, it was within the
capacity of music to prepare the itellect, the prophecy-receiving instru-
ment, and thus to facilitate reception. Medieval authors considered music as
an integral part of their theoretical education and as a means of strengthen-
ing their intellectual powers; Isaac ibn Latif writes®: “The science of music
is a propaedeutic one, leading to improvement of the psychological disposi-
tion as well as to understanding of some of the higher intellectual prin-
ciples...” On the other hand, Solomon ben Adret writes®:

MY pwnb m ane T wena wew H3wn NN PN Annwa niana o”
K9 mbyy inn &S amw Aarow PR 501 wnm jam % np ywrbKa nxn Ty
MW 727 Jnn 5% Mayy inn

“With the increase in joy, the intellectual power which resides in the soul is for-
tified and is better prepared to grasp the intelligibles, as was the case with

25. ISamuel 10, 5. II Kings 3, 15. The last verse became the scriptural support of all those who
connected prophecy to music.

26. Tb, Pesahim 117a, Sabbat 30a, and other places as well.

27.  Hilkdt yesdé hat-térah, 7, 4; Sefer hay-yihid attributed to Maimonides (Berlin, 1916), p.
20-21, and so also in Peragim be-hazlahah attributed to Maimonides (Jerusalem, 1939), p. 7. See
also Adler, HWCM, index, p. 378-379, “prophetic inspiration, aroused by music”.

28.  Ginzé ham-melek, ch. 15 (Adler, HWCM, p. 171, sentence 1); cf. the translation by Werner
& Sonne, HUCA, 16 (1941): 283-284. See also Miseré ha-fildséfim, ch. 18: “He says to the
musician: awaken the soul to its honorable power from modesty and righteousness...” (Adler,
HWCM, p. 148, sentence 6). Cf. also the remarks of the anonymous author of Téleddt ha-'adam,
written about 1444 (Ob, Ms. Mich. 78 [IMHM 21597], 184a):

2P My wn kY 5w KB M (1M (DK DNwYa AOKT MMPR MW “KMP DK AIRYR mome
MKbER nrbY woxa 0 X9 5 '71P TPWR W KM mwa T obn Qy nannwna g1
mmAa pmwa 1K X Nkt own RS omn '7}7 51? MWK n1‘71p Mty MMM
~JARA 123 M b NP MW KT TNMW DNIYYNKD TWK IR0 Mo NMyn K oY
“The experts in this art call these six notes, in their language, [u]t, mi[!] re fa sol la, and there is
another fine note which joins in with them all, together and equally, and it is the song of [all]
songs, ‘a great sound which did not cease’. It is possible that David of blessed memory hinted at
this art with the seven sounds, firstly, the ‘sound on the water’ to instruct us in the Name. This
art is truly material and spiritual, and therefore it arouses the perfection of the qualities by which
prophecy sets in, as it is written, ‘But now bring me a minstrel, and when the minstrel played’.”
This work was written under the influence of Abulafia’s theory.
29.  Quoted from the Perus hat-térah of Bahya ben Asher on Genesis 1 (ed. Chavel, Jerusalem,
1966), p. 39. Cf. also the commentary by Solomon ben Adret on Bava batra 74b (ed. L.A. Feldman
in Bar-llan; annual of Bar-llan University, vol. 7-8, 1970), p. 141.
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Elisha, ‘bring me a minstrel’. Our Sages of Blessed Memory taught®, ‘The
Shechinah does not dwell as a result of inaction or sadness, but rather as a

9

result of something joyous’.

Joseph ibn Caspi holds®: “Poetic words: the whole art of song-making
performed on musical instruments which have the effect of rousing the intel-
ligent soul, and which was termed in ancient times music”. The author of Or
ham-mendrah, who belonged to Abulafia’s school, writes in the fourteenth

century®:

ma 1S axam wob A 3 ww Maya farp e 71 Yy S5ant Hpa ook
Y anp ANy YK ya on oRNn anm 25m mm omms% 231 WKy wiphn
1p"y DK Ny W 1533 oM oNYan TR oYy Naw Kynn D Sy 10 pan
AP N nebya 1% Y19 nnana Yam na AW 1Py 1K DRyt 1933 1w

»Sawn mWwan N3 KW 7327 7N2a wenwd woa 1yb i
“If he shall praise with [his] voice he is more likely to bring pleasure for the
soul, and lead it to the Holy Spirit, as it is said, ‘with nevel and tdf and halil
and kinnér before them; and they shall prophesy’ [I Samuel 10, 5], and so also
in the matter of Elisha [ Kings 3, 15] ‘but now bring me a minstrel’. Thus you
find that in the eternal house they played and performed upon musical instru-
ments. You know their saying, ¢ the most important music was by means of in-
struments’, though some said, ‘the most important music was vocal’®, It was all
through the enunciation of sound alone, rising and falling. The main intention
was to arouse the soul to make use of all of its glorious power, which is the
power of intellectual attainment.”

Another interesting testimony is given by the Persian kabbalist R. Isaiah
ben Joseph of Tabriz, who writes3:

79 1K1 1IN0 Haen Y1t TNANW AYAN MY XNAY AYTw KNI D YT
DW 1IN DK DM BT 10a 0N DYR K121 73 KD 1 Impna awe
190 99 N 1Y Dwan NN DY DPIDa I9DR M PIOY KM DMIMmA
250 KWW TnR WrAN0 7903 YOwA NBPW INKNI NIKIW 1D 13 1Y 0unn

7137 ANAWY MY 77I¥ PRI 1D0A B TN Pl amwnn

“Know that the prophet, when he wishes to prophesy, must first isolate himself
for a determined period of time and perform his ablutions. Afterwards he settles
into his special place, and then he summons musicians on various instruments
who play for him and sing spiritual songs. And he will deal with certain
chapters of this book which are not clear to him. Afterwards the musicians

30. Tb, Sabbat 30b.

31. Sefer adné kesef (London, 1912), vol. 2, p. 120.

32. Jnul, Ms. 8° 1303, fol. 47b.

33. The two views are found in Tb, Sukkah 50b.

34° Ogar ha-hokmah, Musayoff Ms. 55 (IMHM 22880), 84a. On this author and his times cf.
G. Scholem, Kitvé yad be-qabbalah (Jerusalem, 1930), p. 42-43.
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begin to play, as we explained in the eighth chapter of the Sefer ha-hasgahah,
which is the fourth part of our treatise Ha3qafat has-sekel, and there is no need
to repeat it here.”

These are the views of some savants of Abulafia’s period. We find a dif-
ferent point of view on music in the writings of two other contemporaries,
both of them mystics. One of them, Isaac ben Jacob hak-Kohen, maintains
that the science of music was known to those who served in the Temple and
to the prophets, who employed it in order to receive the Holy Spirit®:

TTENn MY MNP 'PITPTa PRPA 1T NATIKDM BWIPR N3 0N DIBK”
RYTW YW SR Mt 0w Ty T 1w 00 Y DT oYW P nywa
MY 9°y ¥pm RN T Abyn Mp mman owpa AR K3 DiTon
MYV MAMYNT MMPIT MY MO 53 [“y DRMWIN 57y TTYWA IR wipn
D173 DANY VP BB 003 0AM O'p7 DAN D25wnm omnn ... ] m7p oy
mbyni T3 oNLM DI0TE 09 My MR nywm omeym omywm

. NPPINWNT NYYINM NIMYAN WP MA 1K1 APIMAN NPmIen

“Those who served in* our glorious Temple were expert in the subtleties of the
nequdddt®® which went forth from their mouths when they made music, in
known measure and with reference to the musical instruments of David, ‘the
most pleasant of Israel’s songs’, of blessed memory. At the moment when [the
melody] emanates from their mouths with awe, reverence, holiness and pleasant
voice, rising and falling, extending and shortening®, according to the Holy
Spirit, of specified measure, according to the prophets of blessed memory, and
on the basis of the pattern of the notes (nequdddt) which are drawn according
to the melodic [evolution] of the rising and falling sounds [ ... ]*, some of them

35. This passage is brought in the name of R. Isaac in Sefer ha-’emuindt by Sem Tév ben Sem
Tov (Ferrara, 1556), fol. 94a published by G. Scholem in Madda®é hay-yahadiit, 11 (1927), p. 277.
Cf. Pithé C6lam by Solomon ben Samuel (who apparently lived at the end of the fourteenth century),
Adler, HWCM, p. 301, s. [1] note 1:

mbyi nr w5 miaaba Jwnb aun Y521 A3 wipna naa wa nTay erwyn nnei
mapa mbsna noa 'haa Yipn puya pay KM amaa oy rdya ohwa nwein
nnann Sy p1a paan nnan ANy wIpn 0w

“The tenth gate: the musical service in the Temple, vocal and instrumental, in order to draw

hearts towards Blessed God, and to lift the souls to the supreme world, the spiritual world. This is

the issue of the pleasantness of voice [required] in the synagogues for prayers, gerévdt and
piyyiitim. In the Temple they had proper command of the science of music.”
Cf. also ibid., p. 300-301.

36. Nequddét, usually denomination of vowel points; here the term was probably used in the
sense of musical notes, cf. Adler, HWCM, p. 172 (the pref. of 360/Ibn Sahula) and p. 173, sentence
3; see also ibid, index, p. 375: “nequddah”.

37. For an identical formulation of the melodic and rhythmic evolution of the song of the Levites,
see the reference to Adler, HWCM in the preceding note; see also below, the text by Ibn Sahula.

38. In ed. Ferrara and Pn, Ms. héb. 745: hab-beten; Scholem suggests the correction: hab-
bittiy; the original version may have been a Hebrew transcription (la“az) of the term ‘notes’, such as:
"R
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are high [pitch] and others low [pitch]®, some are small and others large
[rhythmic values?]. The measures and the drawings [of the notes according to]
the melodic [evolution] of the sounds, are all based upon and directed to the in-
ner spiritual qualities—then the Holy Spirit awakens, sparkles®®, and craves.”

We find similar remarks in the Ha-cammiid has-smali (Treatise on the

Left Emanation) by Isaac hak-Kohen*!:
YBWNR! DML DY MYYKT MYk 933 medw ans b vy L 51 o
AS*BAM MW BY1A N3 TMYANI NP 2831 INpRAA 183 nSym wip 9w Mo
M AN 323 DIMMIYIYKI DINR BRWM oRYYN 193 DMMWHI 0N 7131
AW APYOWM NAIYAR 3730 1K Dpnb 0a% ounan puam vwa ommyen
»AMWH Y827 INTY 183 WK DYy

“The High Priest... knows how to fully direct his concentration on all inner and
outer emanations, in order to exert influence by means of the secret of the holy
Seraphim. His elevation is according to either his closeness or remoteness. His
power is awakened by the sweetness of the song and the pure prayer. So do the
musicians direct their fingers, according to their elevation and understanding,
[placing them] on the key-holes of [wind instruments] kinndrét [!] and [on]
strings, arousing the song and the melody to direct their hearts toward God.
Thus the Blessing is aroused and the Shechinah resides in them, on each one
according to his performance and according to his understanding.”

The first passage had an influence on Isaac hak-Kohen’s follower’s stu-
dent, Isaac ben Solomon ibn (abi) Sahula, who studied Kabbalah with
Moses of Burgos*2. In his commentary on the Song of Songs, Isaac ibn (abi)

Sahula writes*:

NN3M ' MBP IAK OW3 K9 orwn wa innab oond ik wn poan 7 Sy
NYwa 77°Nan A3 13 DMwn oS0 M eI MK anKa T e Ywn
/7 DW3a KIAW MW KT AT K AY3pa AR 1APK T OWa R W 1y Thayn
™™ PAKSN NBY MY NNLY KM S Py R vwm Law R n
nbynm M3 pYRNR wIpR MM RAMYAR MR 9521 ADd AW WA Myl
K¥YT 99 KA A AWwRR WM a5 0T nwn APKY m nurby wn nwm
S¥K1 KIT 19K ¥pHY PIRD TIM A5YR AW KON NI 0MIWRN N
MMpan MY T Sy ouam oW orIywa awyunam nbyn w 5w vwen
APNOA3 WABR IWKI MMmAE MSYna a3 oanan MNPt oYL Mmyva mamynn

39. For these denominations of high and low pitch, see Adler, HWCM, index, p. 354 (“dag”)
and p. 82, sentence 2, note 1 (“‘gas”).

40. Ed. Ferrara and G. Scholem read “mitndseset”, but see below, the corresponding passage of
Ibn Sshula and see also the commentary TaCamé han-nequddét we-ziratan in Maddaé hay-
yahadiit, 11 (1927), p. 267, 1. 18; we therefore adopt the correction mitndzezet.

41. Published in Madda®é hay-yahaduit, 11 (1927), p. 247.

42, Cf. G. Scholem, Madda®é hay-yahadiit, II (1927), p. 169.

43. Ob. Ms. Opp. 221 (IMHM 17262), 38b. On this work and its relation to the Kabbalah of
the Zohar cf. G. Scholem, Peragim le-téleddt sifrit haq-qabbalah (Jerusalem, 1930/31), p. 62. 1
have omitted the passage dealing with music indicated by dots, which deals with music from Midras
han-nelam, which G. Scholem published there. Cf. also Adler, HWCM, p. 172-174.
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MWD NI AMKA BRYp Sy pnyp M onb MR DWATPR DTMWwRM L AN
M N N MR pon AR 9+ wa pas % R M 13 DK 1KY
yab o1 531 mwnin pan Pya omon Twa nYapa oam DMso ond Mo
M3 pPINWM YYUNM AMYNn whpn M K annan 7y Kb anbyn 9x wean

=770 YR PWN 1K1 737 MK 7am pwna

“According to the proper way, the Sage should have called it ‘Song of Songs’
and no other name, because of the science of song which was known among that
nation in that period. The Levites used to perform according to it in the Temple
at the hour of service, as it is written, ‘he shall minister in the name of the Lord
his God’, [Deuteronomy 18, 7] and we learned in our tradition: ‘What is service
which is in the name of God? One must say that it is singing’*. This singing
was a great and awesome matter, ‘a crown of glory and a diadem of beauty’
[Isaiah 28, 5].For by means of the melodic song, both vocal and instrumental,
the soul is awakened and the Holy Spirit sparkles within it and it is elevated,
understanding things much more sublime than it has understood beforehand.
This praiseworthy song is the sound emanating from the musicians’ mouth with
awe, reverence, and holiness, rising and falling, extending and shortening [see
note 37), as if it were emanating from the song of the heavenly angels. By
moving*® in known measures, which are understood by the pattern of the notes
[nequddét] which are drawn according to the melodic [evolution] of the
sounds, they are directed towards the spiritual degrees, as is explained in the
science of music... Among the holy musicians there were some who were
superior to others in this science, as they said*®: Hogras ben Levi had a chapter
of song, which means more than the chapter which his fellow musicians had.
This shows that they had books composed on the song tradition, arranged like
the chapters of the Mishnah. All this was intended to awaken the soul to its lof-
tiness, in order that it arrive at its true character. Then the Holy Spirit arises,
sparkles, and craves with fondness, care, and great love, and then it achieves an
even greater degree.”

There is a very close connection between this passage and the first cita-
tion from Isaac hak-Kohen. One might even say that Ibn Sahula expanded
upon what was said by Isaac hak-Kohen. The passages can be summarized

44, Bam-midbdr rabbah, 6, 10. Cf. Adler, HWCM, p. 173-174, sentence 1, note 2.

45.  Teniah, (musical) motion; for the various musical meanings, see Adler, HWCM, index, p.
380 (“tenuCah’), p. 376 (“ninia’); see also Werner-Sonne, in HUCA, 16 (1941): 306, n. 183,
and 17 (1942-43): 537.

46. Mishna Yéma 3, 11. The idea that the science of music had originated with Israel and was
then lost appears also in the passage cited above from Adné kesef, and also in the important musical
discussion of Moses Isserles in Térat ha-C6lah, part 2, ch. 38, “The science of music which, due to
sin, has been forgotten by us from the day on which the song-service ceased to exist.” Cf. also L.
Adler, “Le traité anonyme du manuscrit Hébreu 1037 de la Bibliothéque Nationale de Paris”, Yuval
[1] (1968): 15-16.
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as follows, as regards our subject: (1) There is a connection between the
science of music, though it is now lost, and prophecy. (2) The singing of the
Levites and of the prophets was connected with the name of God. (3) The
somewhat ambiguous use of the term nequddah (musical notevowel point)
seems to indicate a connection between the song of the Levites and vowel
points. We shall come back later to this parallel between the function of
music and of vowel points.

These ideas appear also in the Séd has-Salelet. It is difficult to deter-
mine exactly when this work was written, but it appears to date from the
end of the thirteenth or the beginning of the fourteenth century*’.

23 vrom §1my AN nbwbw KIpaw Oyv W NMmpn n¥pa mina nSwbwn mor
DYV .37 D77 D773 373 DN DANAK ITK IOK WIK MRN AN nbna
DIKON Owa 1E% MM PIMWYN 1w T8RN e ommik n%apa malA] o
MY wIpnn N2 oMmwn raw ombn aon Tpa M M '73P AT IMRRY
M W ARN A9 5ip3 wa paia o oy M abnn vw onw wipn
AT nSwHwa m> AMbn aynnn AMKa D73 AYENA PaNa DY N Pyn
NI P KYW OMPY N nYnna nwy'w nSwbw oyva M amx mbynd
TIM 0 Abyn R M Lmvp nSwbwa A Aynan 57 awy MR oA K
LM KN WA P DY AW AYRNT N Ap0Mma MR pana Swnn aun vyn
MW mYyn AKX P wInd Kin y™ Sap kS ox nbwbwn wh mxaa bap wx
YN A1 7702 Dw 1S 937 1k nYwhwn nyuns ayum nor oyv Knn pab
ym M LDWIpR WP PN 1 0w m Taw 1 iR awy n pw nRm
YD wena ow Sw nmIKa yoan maw 1y nSwbwn 1 9703 1man nMaya Imk
1173 53 ,0wa nmk an® Poanon v k5 2avn panan pymw ra pymwn Saw
m5 now 1o own wmnw mb mwyb $150 131 aan oynwa owsy owynn
ANy Amwaw on an ahys 53 Swyen nemika on o nwyb ymow
T3 MM AN2T wIpR Man Pana N [ pann nmwn K9K K3 ark anpwm
1913 ,Wy3 27 W3 MPNSIY NI w3 Awyn 30 191 009K mA 1Oy nbym punn
1 nam mbown v 2y Y IS M apoma ey my va pep
7 S maam rm T e Sown avp b oaww Yy nymb b Srnm
*¥N% WAw DMpW JPNW w3 1p3TN 3 531 oarbya abynb myy mpaTm enn
MY M3 1 1p3TNN "5YnS 1ana %Y1 19773 W e Wwnwa Dwi M Inmn
Panb n3 M nnann 5y 1an ymwa mw own K0 a3 axa .abynY jnnws
D210 MR AY WMWY 27y 2P a9 1IKIB KA Ay mOwws 1RAT AR 00
DR DYAM KN PAPYY NUTSY DAw nwoinw mon b on my o Yapa

" DWIKY DNOK ADWNR DMK POV .0Any MW Dwh KT 1) Wi

“The secret of the Saldelet. In a few places in the Torah there is a tacam called
SalSelet, and this is its form: § . Specifically, it is found on the word way-
vitmahmeha (lingered’) [Genesis 19, 16], and in the verse And he said, ‘O
Lord, God of my master Abraham’ [Genesis 24, 12], and also in the
Hagiographa, and in Psalms also. The Kabbalists say that this ta‘am is like the

47.  Sod hai-Salselet, found in Sodot, Pn, Ms. héb. 790 (IMHM 12622), 14la-b; cf. E.
Gottlieb, Studies in Kabbalah literature (Tel Aviv, 1976), p. 120, n. 57 (in Hebrew).
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lovely music which the angels sing and play before God, and that David
received some of this music by means of the Holy Spirit. So also with the
Levites, who performed the holy songs in the Temple, that is, the Psalms. They
made their voice pleasant by singing the song in a lovely, pleasant, clear and
good voice. They pronounced their speech with a significant melodic movement,
with that same suspended pronunciation, as with the great SalSelet, in order to
elevate that speech with the tacam of the SalSelet, which is made when
beginning to speak. Before he ends that particular utterance, he makes a lovely
pronunciation with the small 3alSelet. He thereby would elevate his tune higher,
and then lower it a little, as, for example, in chanting according to the science of
music. He would make this pronunciation while performing the good and plea-
sant song which he knows by tradition to be fit for the SalSelet. If he has
received no tradition, and he knows how to innovate a pleasant tune on his own
-a tune which will have a pleasant cantillation and a pronunciation similar
to the enunciation of the §al3elet, then he can mention the Name in this order
and with this pronunciation. For this is what the High Priest used to do. He
- used to proclaim the Name with this tune while in the Holy of Holies, and he
would vocalize it while employing a tune according to the rule of the SalSelet, so
that he would swallow the letters of the Name. This was so that all those listen-
ing heard the pleasant melody and did not look to understand the letters of the
Name, so much were their souls enjoying listening to the melody. This can be
done also by one graced by God to proclaim Names, by one who knows how to
do this, and who directs the letters and performs the necessary activities. This
is the secret of ‘He within Whose dwelling there is joy’*3. Joy comes only from
the joy of music, and the joy of music comes from the Holy Spirit, as it is writ-
ten, ‘and when the minstrel played, the power of the Lord came upon him’ [II
Kings 3, 15). Such also was the incident of the two young French girls in the
city of the volcano [=Montpellier]*’, in ancient times. They knew how to per-
form music, and they had a pleasant voice, and they excelled in the science of
music. They began to say [Psalms 45, 1]: ‘To the chief musician upon
Shoshannim, for the sons of Korah, Maschil, A Song of Loves’. They were
chanting according to the straight path, and they fused with the higher [en-
tities). They were so absorbed in song that before they finished half the psalm,

47. S6d has-3alselet, found in S6dét, Pn, Ms. héb. 790 (IMHM 12622), 141a-b; cf. E. Gott-
lieb, Studies in Kabbalah literature (Tel Aviv, 1976), p. 120; n. 57 (in Hebrew).

48. The expression “in whose dwelling there is joy” appears twice in connection with music in
Séd ilan ha-azilit, from the circle of Sefer hat-teminah; G. Scholem published this small treatise in
Qovez Cal yad (new series), vol. 5, 1950; cf. ibid., p. 83, 97. There is no question that there is a very
close connection between the conception of music found in Séd ha3-3alSelet and that found among
members of the circle of the Sefer hat-temiinah. I hope to write at length elsewhere on the conception
of music in this circle.

49. Cf. H. Gross, Gallia Judaica, p. 322.
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God rejoiced at hearing the song from their mouths, as is His way. The tune
rose upwards, they achieved union, and their souls ascended to Heaven®’. See
how God rejoices at hearing a tune done correctly, and how much power there is
in good music! As proof, notice that when the cantor has a good appearance, a
pleasant voice, clear speech, and good melodies, the congregation rejoices with
him. For this reason, the souls, which are sublime, take pleasure. Souls come
from God, and thus God rejoices along with them. Concerning it they say®,

r N

‘making happy God and men’.

In this passage appear some of the ideas which we found in the circle of
Isaac hak-Kohen. Music is described as a science which, in ancient times,
was known to the High Priest; it leads to devotion and is connected with the
pronunciation of the Name. However, in the passage quoted above, music is
described as a still effective approach, and not as a lost science. It seems
that this stience was “preserved” in the circle of Abraham Abulafia, who
was closely associated with one of the disciples of Isaac hak-Kohen, namely
Moses b. Simeon of Burgos®.

IV. MUSIC AS A COMPONENT OF THE TECHNIQUE OF ABULAFIA AND HIS
STUDENTS

In striking contrast to the philosophers and kabbalists, Abulafia says
very little about the theoretical aspects of the connection between music and
prophecy. In his writings one can only find instructions concerning music-
making while pronouncing Names, which is the path by which we arrive at
prophecy. We find in his book Ogar ceden ganiiz®:

MM MK 02 3571 RK MY wa 1w a2 nbyn Yy mmm vwiw Tyme
M7 9201, Amw e [KOK] POV MW KN PR 3 T 1Y mam i i
TAN¥D NKY KT DWIOKA DK YRwl 537 937 0 10Ka nbAp moa matn nwa
M3 5y MW NK MWW MIM MWK W KYBM 0w DY K 130 .07KA 53 10 Mnw

MW NK MW K7 BIMIK IR Sxwn

“The proof that song indicates the degree of prophecy is that it is the way of
song to make the heart happy by means of tunes, as it is said, ‘and when the
minstrel played, the power of the Lord came upon him’, [II Kings 3, 15] for

50.  On death due to religious excitement caused by singing, see D.B. Macdonald, “Al-Ghazzali
on music and ecstasy”, JRAS (1901): p. 708, n. 3.

51. Cf. G. Scholem, Tarbiz, 3 (1932): 260.

52. See A. Jellinek, in Bet ha-Midrash, 1II, p. 21. .

53. Ob, Ms. Bodl. Or. 606 (IMHM 16948), 62a. This passage is based upon the gematria of
751, by which yaré 3amar mw KV =3§ir amar WK VW =et Semi MW NX.
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prophecy does not dwell in him [unless there is] joy [see Tb, Sabbat 30b], and
this was already hinted at in two words at the end of Ecclesiastes [12, 13],
where he says. ‘“The end of the matter; all has been heard. Fear God, and keep
his commandments; for this is the whole duty of man’. Join yaré with Samar,
and you find §ir amar. There is a hint in [Numbers 6, 27] ‘and they shall put
my name upon the children of Israel, and I will bless them’ yaré $amar et Semi.”

In other places Abulafia speaks of music in terms of practical instruction.
We read in his book Hayyé ¢6lam hab-ba*:

%0737 N2 NAKY D10 Mk 93 H15an e

“In this manner he should transpose each letter frontwards and backwards, us-
ing many tunes.”

In another place he says®:

531w M 533 NAKA JARWI MK A2 NYW DI NIATHA KN AW PIRM”
WOIT NANW §INW Ty TN AR MK TINWw MK Y33 B3 'K PN 3 PIKaD
AW KW TP NI AR MK NIK 932 P pTY A Kaw nawn

. 15ymb ndm

“Make that special breath as long as you can, according to your capacity for
taking one long breath, as long as you can possibly make it, and sing the alef
and every other letter which you proclaim with awe, fear and reverence, until
the joy of the soul is combined with its understanding, which is great. The form
of the tune for each letter should be in the image of the vowel points. It should
be in the form of the hdlam upwards.”

We find again in the Or has-sekel®:
».onb qwNIn pIma 1 Abynb qwnin 09N M KD 0 MNKRY Y
“Until you say hé properly, and in the image of the hdlam which extends up-
wards, then play the hirig which extends downwards.”
Similarly, in the Ozar ceden ganiiz®":
N33 NMA DWW K P32 10 2T b e

“Your tongue should always speak with a pleasant and pleasing tune, and very
gently.”

54. Ob, Ms. Mich. 143 (IMHM 16950), 11b. In this manuscript, as well as in several other
mss. of this treatise, there is an addendum which explains that the term nigginim is used in the sense
of nigqudim; this is also the case in our following quotation from Or has-sekel.

55. Or has-sekel, Vatican ms. 233 (IMHM 290), 109b-110a.

56. Ibid., 110b.

57. Ob, Ms. Bodl. Or. 606 (IMHM 16948), 163a.
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On page 70 of the Sefer ha-6t, music is mentioned as an additional ele-
ment besides the letters and vowel points. The parallel between music and
vowel points emerges from these citations. The vowel point serves as a sort
of note which gives the pitch to the one proclaiming the Name: hélam in-
dicates a high pitch, and hirig a low pitch. This usage calls to mind the lost
science of music that Isaac hak-Kohen mentions. Both he and Abulafia hold
that this science leads to prophecy. There is no doubt that the remarks of
the anonymous author of Ner elohim®® also represent in essence a descrip-
tion of a technique which was employed in practice, and not a “lost” science.

wnn Mem oMy Awnn anan mopn nRn Sy M ayana er xn e
oRPY 3 93 5% o nwnn Sya Kiw Men on ounwei Mpan maan
oY1 19 03 NHYR KIPN KPP0 NI DW D RPTMn  IWHA N3N 1 pana man
75NN 02 '3 on% OMTTM WA Y7371 1MmM KDIM KpT DAY DBYUI 1183 DL D)

»MAKS NAINm N3tk ASynb ahym ey oyam 0% axnpn

“The niggin [ =music] is the beauty of pronunciation and indicates the produc-
tion of sounds, with reference to five matters, because of the five varying
pronunciations of the vowel points®. Moreover, the lute (kinndr), which has five
strings, encompasses all music®. The philosophers call this science ‘miiziga’ in
Greek, because the word kinndr [is equivalent to] music®. We also call it

58. Mbs, Cod. hebr. 10 (IMHM 23105), 142a-b. One of Abraham Abulafia’s students wrote
this book.

59.  The author refers here to the five long vowels which were accepted in Hebrew grammar since
the time of Joseph Qimhi and which appear in Abulafia’s books. Cf. also Hayyé ha-Célam hab-ba,
Ob, Ms. Mich. 143 (IMHM 16950), 53b:

“& K K & K DWT0 a0 A% whp DNA MA'D 19031 P om 12% wnn 59 oamnme

60. The four-stringed cizd (short-necked lute), considered by the Arabs to be the musical instru-
ment par excellence (“instrument of the philosophers”), was liable to be supplemented by an added
fifth string (had); see, for instance, Adler HWCM, p. 26 (sentence IVb, 31), p. 38 (sentence 16), A.
Shiloah, The theory of music in Arabic writings (Miinchen, 1979), no. 272. Of particular interest as
regards our text, is the source quoted (after H.G. Farmer) by Werner-Sonne, HUCA, 16 (1941):
275-2176, referring to the analogy of the four strings with the four elements, and associating the ad-
ded fifth string with the soul. This may be related to the following quotation from Ner elohim (fol.
137a):

mMmam N KW MM VWD 'K Mo qua %3 550 paw mmor mm 2sn oK meme

“. W1 1K M7 IR wo1 15533 xpan nrdaban

“Indeed man is made up of five elements which encompass the whole body. One element is simple

and heavenly, and it is one of the heavenly forces, and it is called in its entirety soul (nefes), spirit

(ri’ah) or higher soul (nesamah)” (see also further on, fol. 135h).
See also the references to the five stringed kinndr in the Tigquné zohar, cf. Inventory of Jewish
musical sources, series B, vol. I. Music subjects in the Zohar..., by A. Shiloah and R. Tene
(Jerusalem, 1977), tiggun 10 (p. 119, no. 175, 2), tigqin 12 (p. 121, no. 178, 4 and 11), tiggin 21
(p. 128, no. 181, 21).

61. The author probably has in mind the equivalence kinnér = id=the musical instrument par
excellence, thus arriving at the equivalence kinnér=music (cf. the beginning of the preceding note).
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nocam, and also ta‘am, as with the cantillation accents (tecamim), which are
zarqa, tarsa, tevir, revi‘a, gere$, etc., because by means of them the entire
recitation is made more beautiful and more pleasing to those listening to it. It

[the recitation] climbs up, becomes longer, and then turns backwards®.”

Further evidence of the integration of music into the technique of
Abulafia’s students is found in Sacaré zedeg®:

MmN woin (b AMNR pwRM A0 piosa namn oy p 9% pnyr Ty
».M3TH DY oMW

“He should then continue with a pleasant voice and with melodies in the verses
of praise and out of love of the Torah, for the joy of the living soul which is
partnered to the rational [soul].”

Relying on this passage, Judah al-Butini writes in Sullam ha- aliyyah®:

»D2 1 XY DX DAa Y Y BK K1Y @ ok nt m Yoa i mwyb pnyr Ty~
wo3I DY NHMWBA MNP w1 NK 1YY ™13 AINT pwha 7Inm p1ooa 19pa
»m93wm n1amn

“He should continue to play on all sorts of music[al instruments] if he has such
or if he knows how to play on them; if not, he should make music with his
mouth, by means of his voice, [singing] the verses of praise and out of love for
the Tqrah, in order to gladden the living soul which is partenered to the speak-
ing, intellectual soul.”

Music’s sphere of influence is the living soul. Its task is to make this soul
happy so that it will not interfere with the proper functioning of the intellec-
tual soul, or the intellect®. This view appears also in the Yesdd ¢Glam by

62. The five last words of this quotation perhaps refer to names of the teCamim (such as €6leh
we-yored, ma’arik).

63. Jnul, Ms. 8° 148, fol. 72a-b. On this treatise see note 9 above.

64. Published in part by G. Scholem in Kitvé yad be-qabbalah, p. 227.

65. Averroes wrote on the connection between the animal soul and sounds in his epitome of
Parva naturalis ed. D. Blumberg. (Cambridge, Mass., 1954), p. 11, 1. 6-9:

VA0 WMRYTW M3 nwn 53K ,yavn mhys yaisn K °n 5ya3 nkynan nnnan wein mme

NN WHNT DA YAava KY1 MWK D3 NMINAN wHia D'KYM DN D ,n1'71pm oWayin m

~onawna nem

“The animal soul found in the living being does not deny the action of nature, but rather rejoices

in the colors and sounds which nature produces, for they exist potentially in the animal soul...”
Cf. Johanan Allemannoc’s view in Hey ha-C4lamim, Mantova, Biblioteca comunale, Ms. ebr. 21
(IMHM 801), 56a:
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Elhanan ben Abraham ibn Eskira, written at the end of the thirteenth cen-
tury, belonging to a circle close to the views of Ginnat egéz and the Sefer
ciyyin. There we read®:

Aoy b MY yavaw Y bawn va aynn? Tmann’ nppinwn woinws”
naTpn nya namn eb [am MDA A AT Py quim NTIsnn anh mMBen
3"52 9 ymwn Ywnn R mMTMANaT Kaw omeb caeb jnan 01N 137pa
oM omamd yTa I e kS wIpn 9K Kaa 1%p ynwn ~ndT Dy
“N373 K937 N3 Sawn AWHnw DMIWIM DMMAT PR KN KPOMIY Kp1omi
Sawn Mm% Y91 Yawn Sy yava Pwnn awxa 93 S amy oo pm b anp

»DMY3uN 0PN YUYNUm

“When the soul craves for solitude and to regale itself in the luxuries of the in-
tellect, were it not that Nature stands in its way with a temptation of images, it
would separate itself from the body. For this reason, the kinndr was struck in
front of the altar at the time that the sacrifice was offered®”. When the priest
entered the Holy of Holies, which is the solitude, his garment produced sounds
from the thirty-two bells, as it is written, ‘and his sound shall be heard when he
goeth in unto the holy place... that he die not.” [Exodus 28, 35]. It is known to
those who speak of the science of music that music is between the spiritual and
the material, in that it draws forth the intellect at the time of its imprisonment,
as it is written, ‘but now bring me a minstrel’, [II Kings 3, 15], and as it is writ-
ten, ‘awake nevel and kinndér’ [Ps. 57, 9]. As Nature drags the intellect, that is
to say, to leave the intellectual {world] and to amuse itself with material
things.”

AWAINT W MMmEna Ml aw? 391 Jpad MImMannm niny oaw ora nny 2~
w5n 91 DY MBI NN DUWIWI DNABa DKM bl Y DW D TRt nwnna
X5 19K A1 D LRIy et 1NN 1P DY AWK ~85ANNIT D™MBDYT MM n1’71pn
' » MIMANAN RYAN3 NWatn woan axynn
At most times of the day which are the times of solitude, in the morning and in the evening, he
should sit in the garden which delights the soul, which [soul] feels through the five senses that
there exists a beauty of variety of sights —the flowers, roses, and the sight of the fruit—and a
beauty of the variety of sounds —various songs with which the birds, while nesting, make plea-
sant melodies. .. in this manner his sensitive soul will not be sad at the beginning of solitude.”
The sensitive soul of Allemanno is the animal soul of Averroes and the living soul of SaCaré zedeq. It
is worth stressing the difference between SaCaré zedeg and Sullam ha-Caliyah: in the latter book
primarily instrumental music is discussed, and we may here be encountering the influence of the Sufi
practice of sama®, which was based upon instrumental music. Cf. Meyerovitch, Mystique et poésie, p.
83 ff., and bibliography, as well as F. Rosenthal, “A Judeo-Arabic work under Sufi influence,”
HUCA, 15 (1940): 433-484, esp. p. 468-469.

66. Moscow, Ginzburg collection, Ms. 607 (IMHM 4192), 8a. This passage seems to be an
adaptation from Miiseré ha-filésifim, 1, 18 (8), see Adler, HWCM, p. 148; see also the emendations
of the sequence of this passage in Werner and Sonne, HUCA, 17 (1942-43), p. 515-516 and p. 525
(English translation). For the connection between music and sacrifices, see Ibn Falaquera’s ham-
Mevagge$ (based on the music epistle of the Inwén al-Safa’), cf. Adler, HWCM, p. 165, sentence 3.

67. The phrase, “the harp was struck in front of the altar” seems to be based on the Mishnaic
phrase “the halil (flute) was played in front of the altar”, in CArakin 2, 3.
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In another work written at the same time, Joseph ben Shalom
Ashkenazi’s commentary to Sefer yezirah®, the entry of the High Priest into
the Holy of Holies is also seen as a symbol of mystical experience which has
a connection with music:

D'0131 DAY 8% TN MYV MO N PN DT MM 27T MK NINIKTY
*13 oneb b pasy Y1 D MW UM 3 PeYD T MM P N1pa DRy
%3 9772 DR By AMww wapn MY Mo 1an® Y5 am vy ynww

“The letters go out in the ways of the paths through the way of music, and this
is the secret of the cantillation accents (tecamim) of the Torah, for they come in
and go out with the sound of singing. The secret of this is the golden bell and
pomegranate with which the High Priest used to enter the Holy of Holies, so
that its sound may be heard. From this you will be able to understand the secret
of the Holy Spirit which resides in prophets in the manner of music.”

The author of the Sefer hap-peli’ah® combines the views of Yesdd ¢6lam
and the commentary to Sefer yezirah when he writes:

on nSabinn nn AwKk e 375 oRw oy mraa orn vk M Nwn
# NI MYL BT MIT DNIK D 1NK)

“He should draw the spirit of the Living God by means of known melodies
which are the thirty-two melodies according to which the Torah is transposed.
They say that those melodies are the cantillation accents of the Torah (tacamé
torah).”

Finally let us quote the remarks of Hayyim Vital, who writes in the fourth
part of Sacaré gedudsah™:

orhy 5o paan Mp pnan vy o SOm qin omasdw ok 2 oene
DMIKWI 0K 12271 A 50an [23nn 1K1 0wsl PUUwsnt S1pn Mamya miTmana
».0'K2INMY POV MpaTT ImKa

J

“And this is the secret of the ‘sons of the prophets’, before whom went the drum
and the flute, etc. For by means of the sweetness of the sound of music,

68. Ed. Jerusalem, 1965, fol. 31b. It would be superfluous to point out that the connection
between the High Priest and ecstasy appears as early as Philo, and from there moved on to Plotinus.
It also appears in the Zohar. Cf. G. Scholem, Major trends in Jewish mysticism (New York, 1941),
p. 378, n. 9.

69. Ed. Koretz, 1784, fol. 50c. In the matter of the number of bells there is a clear parallel
between Yesod élam and Sefer hap-peli’ah; the number thirty-two does not appear in Tb, Zevahim
88b, where thirty-six or seventy-two, but not thirty-two, bells, are spoken of.

70. The text, still unpublished, is preserved in Lbm, Ms. Add. 19,788 (IMHM 5003), 15b.
Vital himself admits that his conception of prophecy was influenced by Abulafia whom he quotes
(among others) in chapter 4.
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dumbness [of senses]” descends upon them with the pleasantness of the sound.
They withdraw their souls’?, and then the musician stops playing, and the ‘sons
of the prophets’ are left with this supreme union and prophesy.”

71.  Hitbddedtit: here the meaning is not “solitude” or “isolation’ like the usual connotations of
this term. See M. Steinschneider, MGW./, 32 (1883): 463, n. 8 and Hebrdische Ubersetzungen
(Berlin, 1893), p. 74. The interpretation of hitbédediit as dumbness of the senses also seems plausi- -
ble in the Pseudo Ibn Ezra Sefer ha-‘azamim (London, 1901), p. 13.

72.  Mafsitin nafsam: for the meaning of this “withdrawal”, see Z.R. Werblowsky, Joseph Karo,

lawyer and mystic (London, 1962), p. 61-62, 69.
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