THE MUSICAL PASSAGE IN IBN EZRA’S BOOK OF THE GARDEN

Amnon Shiloah, Jerusalem

The poet and philosopher Moses ibn Ezra was born in 1055 in Granada
and died after 1135. He refers to music in many of his poems, mainly those
describing wine-drinking sessions; he also deals with the theory of music in
two of his books: the book on poetic art, Kitab al-muhidarah wa-’l-
mudakarah (“Book of conversations and recollections”); and the Magalat
al-hadiqah fi macni al-magaz wa-’l-haqiqah (““The book of the garden, on
metaphor and reality”’). Ibn Ezra also indirectly contributed to the develop-
ment of practical music through his religious poems and penitential prayer
compositions set to music, many of which are included in the Sephardi
liturgy for the New Year and the Day of Atonement.

The Magqalat al-hadigah in Arabic written in Hebrew characters exists
in a unique ms.: Jnul Heb. 8° 570, formerly Ms. Sasson 412. D. Pagis
writes about the circumstances leading to the composition of the work:
. “When the author was living in exile in Castille, he was invited to attend a
meeting of scholars held to discuss the question of Hebrew metaphor. The
host urged him to compile the biblical metaphors and add his commentary.
This occasion led to the composition of a work which is chiefly devoted to
the philosophical, theological and philological exegesis of biblical
metaphors”!. A medieval Hebrew translation entitled ‘Arigat hab-bosem
(“A bed of spices”) was made by Judah al-Harizi (1170-1235)2

The mus. pass. as published by I. Adler (HWCM, n°® 310)? begins in the
middle of a sentence because two pages (one folio between p. 212 and 213)
are missing from the text immediately introducing it. This lacuna, which
hampers the precise understanding of the first sentence, also prevents us
from knowing what preceded the mus. pass. and whether it began

1. D. Pagis, Secular poetry and poetic theory: Moses ibn Ezra and his contemporaries,
Jerusalem, 1970 (in Hebrew).

2. M. Idel, “Who was the translator of R. Moses ibn Ezra’s CArigat hab-bosem?”, Kiryat Sefer,
51 (1976): 484-487 (in Hebrew); S. Abramson, “A note...”, Kiryat Sefer, 51 (1976): 712 (in
Hebrew).

3. L Adler, HWCM, p. 159-164.
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somewhere in the missing pages. Indeed, it is fairly possible that the mus.
pass. constitutes a direct continuation of the matter discussed in the ten
pages preceding the lacuna, in which the author deals generally with the
production of sound and the use of sonorous means in the process of com-
munication between the transmitter and the receiver, whether verbal or
musical. Referring to medieval treatises dealing with similar matter, it
seems that the extensive passage from p. 203 to 218 constitutes an integral
entity. But since a large part of the passage concerns problems of linguistics,
the art of speech, etc., I would rather present here a translation of only some
relevant excerpts followed by an integral translation of the passage edited by
L. Adler with my collaboration which consisted in revising the text prior to
its publication. Since then, I have undertaken new investigations which
enable me to suggest some corrections in the editing of the text*.

First mus. pass. (p. 20317—20410)

MATRN T KN yRoYx OK MmbK 139m5K MySK 1M S1p monte myYx Knxy (1]
.OKD7KOX DIRYN 1 KIA9K B NIm yIp NRIYKOK yen [2] .02 nn puxidx oK
STIY9K 51 DDINOKY DBINY KD IKIAYK B 7 7 535 mvbx 1k Sxn 55 b (3]
Am XY 15K JxPASKY ¥R ‘NXmYRY ToRAYK DKRD AR B YpYK KoK [4]
§%N3M KMY 112 [RPAYK ymaS YK Haxp gan e M bk Kbk [s] .ond
1K13YK SXMD MYOK FIR fHapabK S yanr 1xo kMYPY akpaYR S dona ponn
A SkayKXaL AR KpROM KAOKIM YD TP NRYKY pRYPIZITN
o'n [7] .1 005K 1M MYbK DTy MK 1R oY [e] K'Y KNpRWINOK
1™an Sy Y KAYWA IKNDWOKY IKIDKYXY JIN9KY KDF9KY KNKYD MoK Sy]

NBKD3 MyOK Ky NKOKROX A-m31 KYopn MRS aaKon

[1] As to the voice (sawt)—qdl in Hebrew—it is the sonorous message carried
to the audition from the transmitter to an intelligent receiver similar to him.
[2] All sounds are a shock produced in the air by the clash of [solid] bodies.
[3] Anyhow, the voice belongs to animals possessing a lung because they
breathe and breathing is vital to them. [4] A clash is produced by solid bodies
such as rocks, and by insects which are animals without lungs. [5] The air be-
ing agitated within the tube of the larynx of all animals produces a voice’. This
voice varies and takes different forms according to the length and shortness of
the neck. So the acuity of the sound is function of the length of the neck as is
the case with cranes, storks and geese; it is also a function of the dimension of

4. My suggested corrections, see notes 28-32; see also the article by I. Adler in the Hebrew sec-
tion of this volume.

5. Ms. has *prYpYx and xnyxap

6. Ms. has o,

7. The theory concerning sound production, especially the distinction between sound and voice,
is probably borrowed from Aristotle’s De Anima (II, 8) via one of the Hebrew translations of Ibn
Ruid’s Commentaries and Compendium (see Steinschneider, HU, p. 146-176).
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the nostrils, throat, physical constitution and the force and density of the
aspiration and respiration. [6] In the absence of all these conditions there will
be no sound as in the case of fish and the like. [7] Thereafter the voice is
transformed into speech with the assistance of the tongue, the jaw, the teeth

and the lips which determine the places where the sounds are produced and
their articulation. Thus, thanks to these organs the voice becomes speech.

The text continues with a discussion of speech and its different parts.

Second mus. pass. (p.20514—206s)

539 ,pwano X5 ooan XY 15K 1M kY My X5 0 KRSK MR DSyK [1]
YIYKIORD M1 Y ynor KB KB TR Y [2] A A% pwanom ooant (xR
nIsM PNRDASKR OK AN K KM (3] .pwanon 0Y (X1 MAKIOKY ARITOK
13311 AAT AwROR Y yRmbK HXT 23873 BK AN xn kKT NRWYONT NKTOKA
poYK IR 10 YXp Dip K'YYROR yoKIn B 15K ASKpnSK 10 ohRaN [4] .KIOK
ARNM K91 ;Ayav mn keb ey 031 KRR AKIRGE IKS mySK Ox na s &S
MIN KIVXDIIXI MO “TIRM KFTOK DWN 15K &Y 15 7 &S K 08InbX HX
51372 xnbx '3 nm? pEIMMbR KIADK KDY (5] .KN3T KN DK FAKANON
QIKSXY BESK Smm 1A OK axnm Km o pMv n NbK MkanbK w xnSK
.00INoK 5u3 EX[NJOK AINDY XK XD 5 IRIROKY

[1] Know thee that certain animals are dumb and voiceless, these are the
animals who neither respire nor aspire. Indeed any animal who respires is
provided with a lung. [2] Nevertheless, some do produce a loud buzzing like
the mosquito, fly and bee, although they do not aspire. [3] Some of these lat-
ter yearn for orchards where they exult morning and evening, others yearn for
ruins and isolated places where they lament and weep. [4] Galen in his sixth
discourse: “on the utility of the corporal members”? states that the fish do not
need the voice because they dwell and live in water which corresponds to their
nature; they do not need to breathe because they are not provided with a lung.
Indeed the lung is made to aspire the air and to breathe; and through its dilata-
tion the natural heat is expulsed as we have explained. [5] Any animal that
breathes will die in water because of the obstruction by the water of the orifices
vital to the body such as the mouth, the nose and the ears; when these are filled
with water it is impossible to breathe.

8. Ms. has KiK.

9. This work occurs as n°® 49 in the annotated list prepared by Hunayn b. Ishaq, in which he in-
cluded 129 works by Galen that he had translated from Greek or Syriac versions. See G. Bergstriis-
ser, “Hunayn b. Ishaq iiber die syrischen und arabischen Galen-Ubersetzungen”,. Abhandlungen fiir
die Kunde des Morgenlandes, vol. 17, n® 2 (1925); see also: Steinschneider, Arabische
Ubersetzungen, p. 338, n® 34. The original Greek is included in G. Helmreich, Opera Galeni, Leip-
zig, 1907 and 1909.
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There follows al-Kindi’s refutation of Galen’s theory, and a return to the
discussion of speech.

Third mus. pass. (p.210s—21113)

o'n AnnSK o'n FusbHK X H55K 1B qhSK 1axkna B YU mMrebK (oD TP [1)
poibK 191 K5 KM3 pur N MOKD MINYK XD TYYKI MKOKY [2] Yo
"M 2 kAS¥K YK oaYn ayaw Ox 'm Ayaobx nxnabx o maxa k5K qanbRa
0 TTramYK Tynaubx nxan K KpHR 79 (3] .AnebKY MpRIwoRY pIanx
(4] .LOOK 50 375K LOK HK F3NYKT VOBK M 370K M OSIKIYOX
M T 755K 1M KAnynawa fysnanbx KoK G370 vD“K 0 A3INOK KK
XnK1 (5] A5¥5K Ox ayeIn K5 F5yxedx [5K5K XS oxDabK B papIwhK 17N
KT0p ¥BAD KITYK OK KM M7 15K §370 119 vOIYK OK 1 MoK [FaNOK
X580 ;77,715 Ayoxabx MpbX KMOK NaRIN NS RIOK 393 KK AR Ayav ma
bx yoIn 7Y FHyxebr A5KHK xS BoK5a5K 0] pRIINSK 910 0 M nyava
PIROK 91 1 nonYK Toabr H310 np oYK SN NYK H3IN9K KNKT (6] L5D0YK
[7] .FIRINOKOK 9K 12 27N FYYKeYK AYKOX 1KY DxDIYK 8 nnaYx {390 fm
YD) KAY NKIA pRaDKY NXRIINDR Y2 S1¥KY NRANKOX 1 NRsAR AR e
K31 IR PMmbX 1 o%YOK KT MY yya oyn (8] .KnYYOK KM13 Ko KOV KN
nn 1AKOOK §In5K 185 S1pym m kM N2ohK yrna K51 13705k ymea 0% qan
[10] .My Sya niydx oRbKY A PYOIRGR Y EaSK DoKX [§] .5I9K A9nn
13 DWTAK 1K 0D 1 [11] L 4ennt oyl A Sk AxSYOR aKp Dy
[12] .fm21 177 K ,mayn 5K Pabxa o e 'yl M AnaKn e 51 Bhaja
nia amon A9YOKk N5 ooy o'n mynbx myS RO NRIYROR | 0D T
FmphHx NRYRIYOK AKNYK 712 PYNDY K1 725 12?197 [13) .07 70 Kam91 9210K
Q217 TR SXpD 0™ 13 0 SXTOK noyKYN 1K KUK nyn Snm kY 9p am

Snybx Sy 13 NIKYNOK KR 70 I 2OR Spm ey

[1] In his book on language®® Al-Fayyumi explains that first comes the con-
sonantal skeleton (al-lafzah) and then the intonation (al-nagmah). [2]

10. See infra note 20.

11. Ms. has pawbK1 panox.

12. Ms. has pbybx.

13. The text has myava; my correction is based on two other occurrences of the same words in
an analogical context.

14. This is part of the ydzer in the morning prayer.

15. Ms. has ben bhn which is evidently an error; the work cited al-Muwdzanah, or in its full
title: al-Muwazanah bayn al-lugah al-Cibraniyyah wa-'l-‘arabiyvah (The book of comparison
between Hebrew and Arabic language), is by ibn Béarin abi Ibrahim Isaac b. Joseph ibn Benveniste
(d. 1128). He was a famous grammarian and philologist to whom Judah hal-Levi and ibn Ezra
dedicated poems. The bock was edited by Kokovtzer (Petersburg, 1893).

16. Ps. 81, 2.

17.  The tunbar is a long-necked lute.

18. Ms. has o

19. Jer. 25, 30.

20. See L. Salomon Skoss, “Fragments of unpublished philological works of Sa‘adia Gaon”,
JQR, 23 (1932/1933): 329-336. Here ibn Ezra refers to the fifth part of Kutub al-lugah, entitled al-
Qaw! fi'l-nagam (Discourse about vowels), which is devoted to the treatment of vocalization. See also
L. Salomon Skoss, “A study of inflection in Hebrew from Sa‘adia’s grammatical work ‘Kutub al-
lugah’”, JQR, 33 (1942/43): 171-212.
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However, the thing is the contrary, because the letters are quiescent until they
are pronounced and because they cannot be pronbunced without being as-
sociated with one of the seven vowels—the seven kings which derive from three
fundamentals: the hirig [i], the &irdq [u] and the pattah [a]. {3] These three
vowels correspond to the three natural movements found in the world, which
are: from the centre, to the centre and around the centre. {4] The movement
from the centre corresponds to the movement of fire which raises thanks to its
nature in the direction of the sphere. This movement is associated with the
80riq in speech because it is not pushed upwards by the organ of speech. [5]
The movement to the centre corresponds to that of a stone thrown in the air. It
goes up by intentional impulsion and not naturally, and when it reaches its
maximum force, it falls down by its proper nature. This corresponds to the hirig
[i], because the organ of speech pushes it downwards. [6] The movement
around the centre corresponds to the movement of the sphere which turns
around the earth; it is associated with the pattah [a] in speech, because the
organ of speech causes it to turn round. [7] These are the mothers and the fun-
damental vowels; the rest of the vowels are their daughters and their branches
as has been stated by the learned. [8] Some of the eminent grammarians pre-
tend that there is a letter not entirely vowel nor entirely consonant. This is not
logical, because a letter remains quiescent until it is provided with a vowel. [9]
The Ancients named the nagmah necimah (= a pleasant melody), and the one
who possesses a beautiful voice: bacal necimah. [10] Indeed, in the canonic
prayer “‘Le-’el bariik ne<imah yittenil” (To God blessed [be He] they will sing a
pleasant melody) necimah is used as the equivalent of nagmah. [11] Abu
Ibrahim ibn Bardn, in his book al-Muwazanah, rendered kinndr nacim by
tunbar nagim [with gayn) that is to say a tunbir (long-necked lute) producing a
beautiful sound (nagmah). [12] There are also sounds which imitate the voice
of their producer and thence they are reflected back. This is called in Arabic
bint al-gabal (echo, daughter of the mountain) and in our language hed harim
(mountain’s echo). [13] Of similar nature are the repetitive sounds used by
workers to encourage themselves while effecting hard work; these consist of non-
sense words expect where the dalet in hed harim is doubled as in hédad ke-
dérekim yacaneh [“He shall give a shout, as they that tread the grapes...”, Jer.
25, 30]. The Arabs say hid hid to encourage themselves in the accomplishment
of hard labour.

Ibn Ezra goes on to deal with other metaphors of gdl and passes to a
metaphor of the terms higgaydn, hegeh and hagig, which all mean medita-
tion, logic, whispering, and resounding music. The discussion of these terms
is introduced by Plato’s saying that just as a pot is tested by its resonance,
the validity of a man’s reasoning is tested through the intonation of his
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speech. Ibn Ezra goes on to quote biblical verses showing the musical mean-
ing of the term hegeh. This passage is unfortunately interrupted at the bot-
tom of p. 212 where the two pages lacuna begins. It seems probable that in
this passage the author referred to the influence of the art of music on the
human mind and body.

After the lacuna, Ibn Ezra mentions the writings®! of Tabit b. Qurra, al-
Farabi and others who apparently dealt with the theory expounded in the
missing pages, adding that in the Bible we already find references to the
negative aspects of the sensual pleasure derived from music. Since the main
purpose of music is to exert a moralising effect on the soul, ibn Ezra here
reports a sequence of nine sayings by philosophers, upholding the ethical
power of music. Although he does not mention his sources it is evident that
he has drawn his material from the relevant literature known to us. It seems
that the earliest and most complete Arabic source dealing with the
Nawddir—rare sayings of the philosophers on music—is the text of a
certain “Paul”, of which a copy is preserved in the Manisa Public Library,
ms. 17052 This text contains 55 aphorisms dealing with the moral and
therapeutical effects of music, its spiritual meaning as opposed to its
intoxicating influence, etc. About half of “Paul’s” text agrees almost literally
with sayings contained in ch. XVIII-XX of Hunayn ibn Ishaq’s work: "Adab
al-falasifah which was translated into Hebrew by Judah b. Solomon al-
Harizi (1170-1235) under the title Museré ha-filéséfim (see Adler,
HWCM, 280). Sequences of similar sayings are to be found in Kitab al-
lahw by ibn Hurdadbih (820-911)%; Risalah fi agza’ habariyah fi’l-misiqi
by al-Kindi (d. after 870 C.E.)%, the Risalah on music by the Ihwan al-
safa’® (tenth century) and Murug al-dahab by al-Mascudi (d. 956 C.E.)*.

21. Ibn Ezra here mentions very vaguely “their guides of sciences”; it seems to me that this is an
indefinite statement, without reference to a particular work.

22. See F. Rosenthal, “Two Graeco-Arabic works on music”, Proceedings of the American
Philosophical Society, CX/4 (August 1966): 261-268; A. Shiloah, “Les sept traités de musique dans
le manuscrit 1705 de Manisa’’, Israel Oriental Studies, I (1971): 303-315.

23. Father Ignatius, “Mukhtdr min k. al-lahw”, al-Mashrig (1960): 130-167.

24. Ed.: Zakariyya Yusuf, Mu’allafat al-Kindi (Baghdad, 1962), p. 91-110 (rather incongrous-
ly, the chapter on musical aphorisms from the rasa'il [hwan al-safa’ has been appended to the Kindi
treatise in this edition).

25. A. Shiloah, “L‘Epitre sur la musique de Ikhwan al-safa’” (suite), Revue des Etudes Islami-
ques, Année 1966 (Paris, 1967): 185-193; id., Ha-iggeret “al ham-miisiqah...’ Tel Aviv, 1976
(Hebrew tr,); id., The epistle on music... Tel Aviv, 1978 (English tr.).

26. Les Prairies d‘or, ed. Barbier de Meynard and Pavet de Courteil, Paris, 1861-1877, vol.
VIL, p. 93.
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The following table shows the correspondence of sayings between al-
Hadigah and other major sources.

V4

Hadigah Thwan al-Kindi Hunayn Paul
I(S8.3) XVIII, XXI 0 Ch. XIXu I
II (S.4) I | Ch. XVIILI II
III (S.5) II 0 0 0
IV (5.6) 111 v Ch. XVIIls XII
V (8.7) 0 0 0] 0]
VI (S.8) X 0 0 0
VI (S.9) XI VI Ch. XVIIIs 0
VIII (S.10) XXII 0 0 0
IX (8.12-17)  similar 0 Ch. XXi XLVIII

statement

in the

Risalah

In the light of this table we may state that the al-Hadigah sequence
presents the closest kinship with the Risalah of the Thwan al-Safa’ and even
embraces the tendentious ideology which is there put forward. This is
perhaps the reason why ibn Ezra did not repeat the introductory statement,
common to all four sources, saying that the occasion leading to the
composition of the Nawadir was a wedding feast given by King Heraclius
(the Byzantine Emperor) for his son.

The last saying which deals with the four strings of the tad and their
affiliation to the four elements, humours, etc. is preceded and followed by
biblical references whose aim is obviously to emphasize the importance of
the Bible as a major source for all practical and theoretical achievements.
So, he first mentions Yuval “the initiator of this noble art” [see Gen. 4, 21],
and afterwards refers to the Seminit (= instrument of eight strings) [Ps. 12,
1] to show that the technical improvement of the ¢d by doubling its strings
is also included in the Bible. This leads on to the theory of the Ancients who
considered instrumental music as an imitation of vocal music, and to musica
humana, an expression of what dwells in man’s heart and soul. Ibn Ezra
thus interprets “higgayon be-kinnér” [Ps. 92, 4] going back to the
metaphor of higgayon already discussed. Here he briefly expounds a theory
concerning the setting of poetry to melody, using the technique of “empty”
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and “full” notes which is probably drawn from Judah hal-Levi’s Kiizari*’
Continuing along the same lines, he quotes the great theorist al-Kindi in
order to say that “this great science and the secret of its noble inner mean-
ing are anchored in the fundamental laws of the prophet Moses”. At this
point ibn Ezra provides a survey and interpretation of biblical references to
music in choronological order (period of King David and the first Temple,
the Babylonian exile and the second Temple), stressing the evidence for the
power of music in prophetic inspiration. Some philological aspects related to
the names of musical instruments are discussed in the concluding sentences
of the musical passage and serve as transition to the author’s resumption of
his main subject of biblical metaphor.

Fourth mus. pass. (p.2131-21814)

The following is a reproduction of the text (without the critical apparatus) from
HWCM, 310, p. 161-163. For emandations of this text, see above, note 4.

,05YHKR KT UK PO R IR 99a5K BnoID) B DOMNDM IRYEKROK ... [1]
2¥) 12K AKIAYK FIp 13 PARD 50 1aRnnSK o A Snx K RNOK KT
10 X 03Py [2) .DYYOK AKX UK DAIRWAIK §POKIN D KT PaKIRebK
DAPRINIKY DAANALYX BAY Syn 7apaa mown A7 S¥p o mp vy vk
nRAKN 99K NRAKY DAYKRDIKY VIYOX 0 WKL o d9YKRA9K 99K
1u=:[=] X5 ™1 Syp nx1 SyahR KA AN 99 N #5an M mme pd Jpyox

...} A5¥ [ARMKOK] A0 % A90K9E5K KR TNK YRp (3] KT KD P qwym
-mn M o5 X [onX 10 X HKp K ORp Kn TonK Kmy pmbKI FyravuSx A Bxn
TnRN NR RMIKGK T390 28rp’:xn[:s] Wyﬂau’vx fovm yn HpySx {199m poavx
Oy q[ivne] A5y XSO 1K 1 SKp [4] 115 ANKRN n5xy5x< X3 NKIINYR
KNAYIKD IKAYORD KAAKAK Y pP] 051 peYHKa KAINAWK puandx
1 KDIYNDKD ;712 Mo anAbnox AynauhR nyno KnYs xnmm xanb ooiox
(5] .03730 K95 KiYyD 5K SnxnHx fiynavhK KT KANKARID KT°RI0 DDI9K
v o33 Ymnp fmnabx NKIAWSYK 70N (1K p0MOR YRANDK K1VINK 77 9Kp
DOIOR 11 70 [KIPoIS (9] M7 SXp (6] .0BITR {INAKM 1Y DITAM pAvK 1D
RN k55 Aynaedx por Aoxaoxt BabK1 bk oSAIoKRa ARMwhK KKip,
DRATYOK KD 1y 23noK JoYROX DA M :7m0oKOK YKp (7] ynaubs kanKkinw
237 fMIKPNOK IKDAKOKD TIRIFAYR DIDIOK B3 K1Y St 1y 155K X 'KLDAX [8]
DXK D fMKNIOK PRAEOK SIKIN o kMom §aKTo7 SX NKITWOKR Knban o
~IXORYK OK NOKPD KM KT T9VWwOK OXK B KMY KN2%0 0N KaYOX
NKNA [NIYND KUIKD KD K23 NKMAOK KIORY B 19K 10bK onbK
ApuKISX DDAYK X :IOXDBX [9] .AKIKIK DOKY NI INKIKWK RND P1p0mbX
fyrapbr AkSmbX 8 nIn AuRnoabr NKITWOR RITIR Y NDYNYK [KAIK)
oA TIM AMAER RAYROR [KOX nam RSTaOK gRIYROR KMy nSmK
YR 99K %7 Ayavbx nyno KRS IRMNOK YK ORYOR KORY

27. See A. Shiloah, “Melody and meter in the ‘Khouzari’”, Tatzlil, 6 (1966): 5-8 (in Hebrew).

28. My suggestion to correct the reading of the ms. is based of*>Kkn2. nost identical saying in
Paul’s text: Ms. has DD19%) nyaubx 12 knibys 7370 (& and

29. Ms. has mp0mYX NXNA YyRo.

30.  Ms. has n37m ArmSK RAKOK HKX.
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XL HyU5K 731 KITTAKD KATIN K@D KMKIYK pUT KAYKOWK i omabh
DOIYX '8 NKDIDANYK DDA NM¥N KAIK T OKpY [10] WRAN2AW D KWpN
KIKD K13 proRY fipxnwm H939x o:155 {oKwm fHaoKm '8 NIk IKIIOK
Ny HYKOK KNYX3 NpAYY KnDX Mabn 9K NpRTK MKTDAOK YIMOK NpIND
Smynb FOMAYK NROKYK 7717 2370 3K KD [11] JKDBKOX RIDT KNOOK
YK KDY IRATMOK 205K KT DRYNOK TR I 2PN IR0DIK PRY'INOK
AKNYKYK 0 NORL 9K SIKOR J0IPER B Hp%aYK ATy 9 nYyoK KT
wan Y3 maKke KTwm Yav qy pro IRWOK Aomwdbr mbyox wan KAdAK an) nn
5y nabm AyaIROK yRavHK Oy A ¥xeHK TYIYOK 1T NYaLKD [12]..73091 D
DAYX MDY AMYRD ,KADYOR FIMOKD KDWY KAYIK MOK Yyas [13] .KIDKONIXK
/25K MYKY [14] AXOK YaU 8 KON 5K DOKY HIRAAYY Avavnna nYaxn
Hawm9x3 27055 9Anm mmeYY A bR o gyy MK 9K 0nndK no
1M D2%5Y 171 'Y NRYK N YK MK [15] KINOK YAV AYTIK YI9K TIKIAOK
XnbK yau XS PrySb man prbb arhm anhx vy N R nndK M YpRK
1M MAKOXA RYIK MEM DAYK 17 9K IMSKY [16] .IN ANTAEY 191 v Tk
Y1E5K) 21359 1Fm PMOK QRY'EK ‘3 1M KADPNKY KTB9IK 1M KTIOOK 2 1Em5[5)
5K 7T RARYD PIRYK FYaU 0 NaoNaK Kna 79T ANYTIR KMDYK KD
11 P'ARANGK 23N TP [17] 19K IYKIYIR MK W N9K 9K BROIKDY nxaYxa
'0 DD TP 0P MK MK OY1 P Ayav 935 Sy ARmKOK 10 P 05K
19 WY 2PN KK “Nwy 5337 709 X1 AKX A NKRT KWK Dmen 5y avns
XTI TM¥9K 1D KD AKTIRT NROKOK 110 00 RAPKOK KIN 101 [18] 0IOK P
1 MKSAYXD [19] 1AM 1D AANW KN DY 7333 1A 9y 523 93 mwy Hyr Sy
2¥335K1 /N5 nnYY woIvKY 0255 Faxapdxs MK AKNIKOK By 1 NKOKINDTYKY
YK 35 ABA KBAT WWOK T AR KT3 KEAKE (200 15 (b nn%Y]
Yp1 KNI HIRT [am Mpa1 AR T¥pa 09 NRAYK VYPIK KNI AMOK KYPIXD
53p AMYK {137M3 K120 795 [21] abK oxnn S3p nYOR (KIYPIKA my5K
DMWY KK Y3 YWHXR T ,7ENa MK DM WTpY KIIKND D NP3 TwIdK
XY MM VPO FANK” VR FEYWDT T PDWRIST DRADY TN D YW K
TR kAS Sy |XASKRYKY DABK Nana o'n [22] #7303 K AR S0 poIvK
abK SNIN DAOK X 29K PADX 12 2pY? 13N [23] IKIYROK KITTOKN IKIOK
51K 13 K3 DMOYK MOLKI 101 BYLYIK DYYIK KT X @ KD ,TYIT R T
»oMbA ATAY” IRBDY DTPRYK VA0 T2 YD KN KA [24] 1Y 209K 10M AYW
11 791 PPIRYYR DM YpadK YK YKp KB 91 “KWR ATy ATy n7ay 1ayhr po
M3 0 MY PPAK AR N L] TNAYT KaYR 2w SRp iI0 1on'a K Dimm A7)
MAK 1R KBOK Y g [K3 DRWOK D DIPYK IPNDK KK [25] w73 mwn
bebbx 2HINIA) TP PWYR KT KDY [26] LNTIYA IR PORAIOR Sap |X3 any
[27] . MWOK DI INWKOKY MADYK 9 DOKMOKR '8 137p5K TIR01D 2oR5K K
17 DKX *0 HannSK Tann 20R 9IKOK Mrabk fm Sxabr MRy yor xn by
My~ vonb MwRm voans nnen© 0 A3%nn Yy A%%K yrnax va any
5317 HypYK IR 18 /p3 1513 YK YoMbK 229K DK I3 AYHK MK KNI NI
711 5937 0MwnYK 0 SKp o'n [28] ~M3ani MarSn 95 Yawn By T anoa
™ oRYYR 0533 M3 DK AT 0] Ao 3% AMayY Kayn mwn
* by K7 QoK T Sy7 Apa qOX YYD 'R [29] “DNTAYY MIKOD WK BIHON
AHK 597 HKp 1A' 213 1A 733 PATT DAK T SYr pmT e e #onn
1X3 KMIKYK 19K IK W K91 [30] ~WKA B™MY DK 7T 3T PR N peen o

31. Ms. has ombx.
32. Ms. has KMo,
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K2 M3 [KPpvs WK obybx KN M BAPK B 199K NI Knn omm
DROK T2y P KADIW IXN JYI¥5K 7110 KW DDY A7y M) KOYD M (K9
Kn Ty 77y ywrhKY [31] 0 79 Y33 Ay an iy man AxaKanb 1annh
OoKY 9K HPYYR OB 1IMY 7 Y mpr YKp MK KM yya Oy navn
IRMIKOK 7771 KD 73 PINKIZOX NROROK 711 [32] .19y 0 713 °nKnY pnx
mm Yyr (xP9Kps NM%a5K 1 mphx kN OK 1 ASyxebx vImSY A37mmbx
225K N7a%K R A9XRpXOX Tya [33] 51p5% oM a1 “A3ina oany Sy o #Haa
mawn onbm WwRM KMY 90 0 5ps Sap by nixo xn Sy Yxabx nanan
Mwn ORI WK T mMyna mmad 5505 oab omnxt Sxmap 12 ywm maw
WP DRA N M2 1P3 AYIYOR 11T M D §IXN | 0o [34] . mwn nnyd
MmN o AMaya e 5y o ~1pa% apab nnonn Sy om nanwn omby o
ymra 09 [35]) DRwam anadm pwm prm nSon Sn wapn 3 Sy oban by
K121 IKMKYK DRI NRDYINYK KOK HpuKidK po1dK 97N Xnn 1KkaxOK nKOX
T DY AR [ IKOK 9p) 1y 91pa HaxmmOX nRpIKY naxa kYK gy m
ono¥na1 91N 092121 M O3 Ny 533 v e ophwn 'xAw N Sa
mavivR 1 po YKYBRYK §TIYN KNOKOX AU NDAY Y [36] L MYIvRaY
(37] .11232% 5y Maonn” 10 11, nuy% nSan Sy mam b5 Yon 11 ,omym
M 9P K1 375K 35 8 Mybx Dok a0y n yunpn “Dmay Twar KD KpNaM-
KMIK NY7p 980 '8 F12 MK M v 1K PYIROK pya oyn [38] naiwbN

919K YROPIRI NYVPIK K1Y F27ay NKOK NIND

Fourth mus. pass. (p.2131-21814)
[1] ... This view is held by modern scholars like Tabit b. Qurra, from Harran,
al-Farabi and others in their respective guides to sciences®. [2] But long
before them one finds the reprobation of the prophet, peace be upon him, to his
people in the verse: “Woe unto them that rise up early in the morning” (Is. 5,
11] and his reprimand for giving themselves up morning and evening to
pleasure deriving from the superficial aspect of this art, and for transgressing
the Divine and reasonable laws saying: “And the kinnér [lyre?] and the nevel
[harp?]...”. etc. [Is. 5, 12]. He also mentions the consequences of their
behaviour saying: “But they regard not the work of the Lord neither consider
the operation of His Hands” [Is. 5, 12]. [3] One of the ancient philosophers
says: “The movement [of the strings constitutes]* the linking of nature with
the soul”. The best of what he said is: “It is better to harmonize between the
movement of the intellect and that of the soul with the movement of nature
through the harmony deriving from the movement of the strings; when these
movements are linked together [the happiness] of the world and its pleasures
will be felt by him [the man].”® [4] Another said: “Music is a virtue which
cannot be put in evidence by speech, nor can the verb express it; that is why the
soul shows it in form of measured melodies; when nature hears these melodies,

33. See supra note 21.

34. Addition based on the identical saying, n°® 3, in Paul.

35. This saying involves the basic conceptions of the Musica Humana as realized through the
Musica Instrumentalis; reference to conceptions related to musice mundana is to be found mainly in
sentence 10.
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it feels joy and pleasure. [Therefore,] listen to the confidential conversations of
the soul and beware of nature and the contemplation of its deeds lest it cheat
you.” [5) Another says: “Beware of listening to music when it stirs animal ap-
petites, because this makes you deviate from the right way and removes you
from the confidential conversations of the soul.” [6] Another says to the
musician: “Stir up the noble forces of the soul such as patience, generosity,
liberality and clemency, and appease nature, refraining its appetites from tak-
ing effect”. [7] Alexander says: “Whoever understands languages would not
need the other pleasures.” [8] Aristotle says: “When God, High and Mighty,
attached the individual souls to animals’ bodies, He included in their constitu-
tion corporal appetites, allowing them to have corporal pleasures in their youth
from which He later deprived them in their old days; [as a result] they then re-
ject those pleasures to turn toward the pleasures, delight and beatitude of their
spiritual world and to yearn for it. Therefore, when you hear the melodies of the
musician, observe his mystical signs which are related to the spiritual world.”
[9] Plato [says]: “If the rational soul denudes itself from corporal pleasure, re-
jects the natural delights, removing from itself the material rust, it becomes
enthusiastic each time it hears solemn and serious melodies, remembering its
spiritual world, which is sublime and most dignified, and yearning to reach it.
For this, when nature hears those melodies it stands before the soul with all its
magnificent appearances and the brilliancy of its colours to defeat it. Therefore,
beware of the temptations of nature lest you fall in its net.” [10] Another says:
“If the impressions of the perceptible things are printed in the individual soul,
the latter becomes concordant with and similar to the universal soul, and will
aspire to join it. Indeed, when the soul separates from the corporal edifice, it
will rise to the kingdom of heaven to join the upper water, that is to say the
sky, and the inhabitants of the spheres.” [11] How wonderful are these
geometrical tools which help in tempering the manner of the soul, and the un-
derstanding of those remote meanings made possible thanks to this medicine of
the soul. How marvellous is it that this science came into being with the begin-
ning of creation, in the first centuries when human life was long and people in-
vented these sciences of noble purposes, as it is said about its inventor Yuval:
“He was the father of all such as handle kinndr [lyre?] and ¢dgav [pipe?]”
[Gen. 4, 21]. [12] This eminent art was made to correspond to the four
temperaments and to harmonize their differences. [13] Indeed, the first string
al-zir®, is subtle like the yellow bile; it is said to annihilate the sense and
burn it by its extreme effervescence and dryness which come from its affiliation

36. Ibn Ezra refers here to the classical izd which has four strings called respectively from the
higher to the lower: zir, matnd, matiat and bamm; they were tuned in fourths. The theory of affilia-
tion between the four strings of the ¢id and cosmological things as well as other correspondences is
discussed in all the above mentioned sources and particularly by the Ihwén al-safa’ who served as ibn
Ezra’s model.
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to the element of fire. [14] The second string is called al-matna because it is
double the size of the zir; it stirs gladness, provokes deep emotions by its
moisture and heat deriving from its link to the element of air. [15] The third
string is called the matlat; it is lower than the matna and corresponds to
phlegm; it stirs sadness and causes the eyes to weep as a result of its link to the
element of water which confers coolness and moisture. [16] The fourth string
is the bamm, also called al-abahh [the hoarse]; it [corresponds to] the black bile
and is the thickest and heaviest [string], three times the size of the zir. It stirs
affliction and fear because the black bile, which corresponds to the element of
earth, has conferred those qualities on it. Thus, the four [strings] are like the
daughters of the humours which are in turn the daughters of the four elements.
[17] The musicians of later generations undertook the doubling of these strings,
assigning two strings for each element. However, this achievement may go back
to an earlier time. The commentator of lam-menazzeah ©al has-Seminit [Ps. 12,
1] considers Seminit as an eight stringed instrument as he interprets nevel
@sér—a pipe pierced by ten holes (zamr)®”. [18] On the production of
melodies by these instruments and the interpretation of what is inherent in
them we read: ‘alé ‘asdr wa-‘alé navel, ‘alé higgayon be-kinnér [Ps. 92, 4],
which would mean: “To the music of the casér and to the speech (higgayon) of
the lyre’; the term higgayon should be understood as I have explained it®, [19]
[In conclusion the ¢id has] four pegs (malawi), four frets (dastanat)
corresponding to the strings: the sababah [index] to the bamm; the wusta [mid-
dle finger] to the matlat; the binsir [ring finger] to the matnd and the hinsir
[small finger] to the zir®. [20] When a line of a poem is set to music, the
respective ends of the melody and the text may coincide; it happens also that
the text ends before the melody is exhausted, or the voice is interrupted by the
end of the melody, before the poetical line is entirely finished*. [21] For this
reason one should introduce the song by playing on the strings*! as it is said in
our Holy Book: “The singers went before, the players on instruments followed
after” [Ps. 68, 25]; this implies that the poem (al-3i°r) comes after
instrumental playing (=gina’)*2. The word Sarim [singers] is here instead of
Sirim [songs] as in: “... When the transgressors (hap-pdse‘im) are come to the
full [Daniel, 8, 23] hap-pdsecim has to be understood as hap-pesa‘im [the

37. Zamr, zammarah, zummarah or mizmar designate a double clarinet.

38. The continuation of fragment three translated above, contains a long discussion on the dif-
ferent uses of this term.

39. This comparison is quite strange.

40. See supra note 27.

41. This obviously refers to the preludes and interludes played by the accompanying instru-
ments. '

42. The term gind’ signifies singing and vocal music; this must be an error or a bad rendering of
nogenim (instrumentalists).
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transgressions]; and in the word ahar [after] the vowel 0 has been ommitted: its
case is like: ahar ne'ehaz bas-sevak [“Behind him a ram caught in the thicket”,
Gen. 22, 13]. [22] [In] later [periods] the notes and the melodies were
- codified, fixed and defined according to the theory on numbers*®. [23] Yac¢quab
b. Ishdq al-Kindi mentions that the notes are of great number and goes on to
enumerate them. Doubtless, this great science and its noble inherent meaning
are anchored in the fundamental laws of Moses the prophet, peace be upon him.
[24] This explains the nature of the particular function assigned to the sanc-
tified tribe, a function called by him: Levites’ service, as it is said: “...To do
the service of the ministry and the service of the burden” [Numbers 4, 47], and
also what has been reliably said by the traditionalists in this respect. As to the
Levites who attained the age of fifty it is said: “They shall cease waiting upon
the service thereof... but shall minister with their brethren...” [Numbers 8,
25-26]. That means that they will withdraw from their duty as singer
(mesérer), but not from their charge as keeper of the tent (36¢er). [25] In the
case of a lasting indisposition, the Levite was dismissed from accomplishing his
singing duties because of the loss of his voice, whether before the age of fifty or
after. [26] This song was enriched by the augmentation of the flute and the
augmentation of the flute is comparable to the augmentation of sacrifice on the
occasion of holidays, the Sabbath and the first day of the month. [27] The
regulations established by David, peace be on him, after he became king as a
result of the unanimous decision of the people of Israel, lasted for the whole
period of the first Temple. These regulations consisted of the fixing of the
watches of priests, Levites, singers and keepers of the Lord’s house. This is in
concordance with what the Lord revealed to the prophet sent to him for this
matter as is reported at the end of the account: “All this... in writing by his
hand upon me, even all the works of this pattern” [1 Chron. 28, 19]. [28]
And he adds concerning the singers: ““...David and the captains of the host
separated to the service of the sons of Asaph, and of Heman, and of Jeduthun,
who should prophesy with kinndrét [lyres?], with nevalim [harps?] and with
meziltayim [cymbals?] and the number of the workmen according to their ser-
vice was...” [1 Chron. 25, 1]. [29] And of the duties of Asaph he said:
“Under the hands of Asaph, which prophesied according to the order of the
king” [1 Chron. 25, 2]. And of Jeduthun he said: “... Under the hands of their
father Jeduthun, who prophesied with a kinnér [lyre?]...” {1 Chron. 25, 3].
And of the sons of Heman he said: “All these were the sons of Heman the king’s
seer, in the words of God, to lift up the horn” [1 Chron. 25, 5]. [30] Un-
doubtedly the revelation of these prophets is due to what God concealed in their

43. This refers to the Pythagorean doctrine which defines harmony in its broadest meaning by
the theory of numbers.
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nature of this noble science; consequently, they expressed it in word and’
demonstrated it in practice. With David, peace be on him, the science of music
reached high esteem and obtained increasing respect, as he said when he rose
nightly to pray invoking his Lord: “Awake up, my glory; awake nevel [harp?]
and kinndr [lyre?]...” [Ps. 57, 9]. [31] And Elisha, peace be on him, in en-
countering difficulties in prophesying said: “But now bring me a minstrel” [2
Kings 3, 15] to stir his rational soul toward the true world in order to benefit
from its essence. [32] Those instruments which were provided by strings said
to stir the eminent souls are the instruments to which the lament of the people
in the diaspora refers: “By the rivers of Babylon... we hanged our kinndrdt
[lyres?] upon the willows in the midst thereof” [Ps. 137, 1-2]. [33] Upon the
relief of the fall and the establishment of the second Temple theorder and
regulations of the first Temple were followed and respected as it is said in the
book of Ezra: “And the chief of the Levites: Hashabiah, Sherebiah, and Jeshua
the son of Kadmiel, with their brethren over against them, to praise and to give
thanks, according to the commandment of David the man of God, ward over
against ward” [Neh. 12, 24). [34] Some of them practised another art as it is
stated: “And they lodged round about the house of God, because the charge was
upon them, and the opening thereof every morning pertained to them” [1
Chron. 9, 27]. “Some of them also were appointed to oversee the vessels, and
all the instruments of the sanctuary, and the fine flour, and the wine, and the
oil, and the frankincense, and the spices” [1 Chron. 9, 29]. [35] Not all the
musical instruments are made to stir the rational soul; only those which are
concave and stringed do so*, all the other types of instruments of diversion
(malahi) are used on occasions of festivities as it is said concerning the remov-
ing of the holy tabernacle to Kirjath-jearim: ‘“And David and all Israel played
before God with all their might, and with singing, and with kindérdt, and with
nevalim and with timbrels, and with cymbals, and with trumpets” [1
Chron.13,8]. [36]All these names canbe conjugated like verbs, from
hazézerdt one says mehazzerim[blow the trumpet] and from halil, mehallelim
[play the flute] from which also derives ¢al mahalat le Cannét [Ps. 88, 1] and
from téf,- metofefot Cal livvehen [“tabering upon their breasts”, Nahum 2, 8].
[37] It is possible also that ke-8ir Cagavim [Ezekiel 33, 32] derives from Cugav
[pipe?]. And the name of the ¢ad in Arabic is kinnar and some say it is the tun-
bir. [38] Some ancients pretend that the Siddah and $idddt mentioned in Ec-
clesiastes*® were extraordinary or wonderful musical instruments which ceased
to exist with the end of the state [destruction of the second Temple].

44. This statement, conferring on string instruments the power of arousing ethical virtues, and
implying that other instruments belong to the category of malahi (instruments of diversion), may
relate to Averroes’ adaptation of Plato, Republic,- 11, 388-400 (see 1. Adler, HWCM, 190).

45. Ecc. 2, 8. A similar interpretation of §iddah and §iddét is to be found in Kitab al-zuhd by
ibn Ghiyyat (see 1. Adler, HWCM, 340).
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