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PREFACE 

" Wisdom is the principal thing ; therefore 
get wisdom ; but with all thy getting, get 
understanding ". 

Proverbs : iv, 7. 

I HAVE known the section on the influence of music in Sa'adyah's Kitab al­
amanat for many years. In my brochure The Arabian Influence on Musical 
Theory (1925) I said that "as early as Sa'adyah, the Jews had borrowed their 
musical science from the Arabs." 1 I again mentioned the subject in my History 
of Arabian Mitsic (1929) where, speaking of Sa'adyah's passage on music, 
I commented on its " considerable affinity with Arabian notions". 2 

I had previously read Dr. Henry Malter's thoughtful work Saadia Gaon : 
His Life and Worhs (Philadelphia, 1921) and had noticed that he made reference 
to "the eight fundamental musical tones" described in Sa'adyah's Kitab 
al-amanat. I naturally assumed that these were the melodic modes of the Jews 
in Palestine and Mesopotamia, and as I was engrossed in an attempt to solve 
the problem of the structure of the melodic modes (a$abi') of the Old Arabian 
theorists, which are so frequently mentioned in the Kitab al-aghani (10th cent.), 
I naturally concluded that I would find some clue in Sa'adyah's book. 

Reference to the Kitab al-amanat brought no help in the solution of my 
problem. Instead of this I discovered that what was described in Sa'adyah's 
book were the rhythmic modes, and that the account was identical with a 
passage on the subject in Al-Kindi's Risala Ji ajza' hhabariyat al-musiqi, 
written three quarters of a century earlier. In Sa'adyah's description there 
were, however, many passages that were beyond my " understanding " which 
even an appeal to the Hebrew Se/er ha-emimot did not dispel. Since then I 
have felt that it was incumbent upon me to secure this " understanding ", 
as well as to probe deeper into the question of the Jewish connection with 
"Arabian notions". The impending millenary of the death of Sa'adyah 
acted as a fillip in this direction, for " the words of the wise are as goads ", 3 

and the present monograph is the result. 
The securing of the " understanding " has not been easy. Of the diffi­

culties I was quite aware at the outset, because I knew full well that others 

p. 12. 2 pp. 174-5. 
3 Eccles., xiii, 11 . 
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who had sought this " understanding " had abandoned the seeking. Indeed, 
in one direction, the Hebrew sources, it is not improbable that I too might 
have been compelled to withdraw from the quest, had it not been for the en­
couragement and help of my esteemed friend, who was my teacher in Hebrew, 
Dr. William Barron Stevenson, Emeritus Professor of Semitic Languages 
in the University of Glasgow. I had edited the three principal Hebrew texts 
of Sa'adyah's section on music and in the first of these, the Piteron, often called 
the" Paraphrase ", I had discovered that much of the original text had been 
omitted by copyists. My reconstruction of it showed, so far as the section on 
music is concerned, that originally it was not strictly speaking a paraphrase, 
but a complete translation as fulf as either of the other two Hebrew versions. 

At this stage, in view of many further obscurities in the Piteron and other 
manuscripts, I sought the help of Professor Stevenson, who forthwith devoted 
time and trouble to my wants and needs. He approved my basic reconstruction 
of the Piteron and Bar l:Iiyya texts, but so materially altered and improved 
all my Hebrew texts that I could no longer claim them as my editing. It must 
therefore be understood that the present editing of the four Hebrew texts, 
and the critical notes which accompany them, are the responsibility of Pro­
fessor Stevenson, and I take this opportunity of expressing my deep apprecia­
tion of his valuable contribution, and my sincere gratitude for his help in the 
work as a whole. I am also indebted to him, as well as to Dr. J ames Robson, 
for assistance in the task of proof reading. 

An acknowledgement is also due to A. F . L. Beeston, Esq., of the Bodleian 
Library, Oxford, whose unfailing courtesy in responding to several enquiries 
must be recorded. I have also to signify, especially as a former Carnegie 
Research Fellow, my indebtedness to the Carnegie Trust for a guarantee 
towards the cost of publishing this work. Finally I have to thank the publisher. 
Originally the work was accepted by the Royai Asiatic Society for publication 
in its Monographs, but the council decided to postpone this until after the 
war. As I was particularly anxious for the work to appear as a contribution 
to the millenary of Sa'adyah's death, I looked elsewhere and h:id the good 
fortune to find sympathetic interest in the present publisher. 

I much regret that I have been unable to bring other Continental codices 
under contribution, especially those of the Vatican (Assemani, 255, 266, 269, 
and 270), but at the time when I approached Rome, in April, 1940, requesting 
photostats, the strained political relations between Britain and Italy were 
such that the circumstance appears to have affected scholars, since my appli­
cation was ignored, and even a repeated request made by a famous British 
university brought no response. It can only be hoped that the documents 
and manuscripts used in the monograph may prove to be all that were re­
quisite for the undertaki~g. 

, 

xi 

t lations the introduction of curved brackets is made 
In_ the tex~s a1:d a:n~fied, the use of sqitare brackets being an i~dication 

where mformat~o~ is . p h t t nd in the corresponding translation, have 
that actual omissions m t e ex ' a 

been supplied. 1 h t uthor should feel optimistic of the results of 
It is only natura t a an a hi . d t f 

. I h 1l t be sur1Jrised if some reader expresses s JU gmen o 
his work yet s a no 
it in the 'words of the Arabic proverb : 

~ ~) ~b ,.s:::.~.->=-
" Your statements are agreeable, but our 

resting-place is (still) far distant ". 

h t . tion may be the work is certainly timely, not only 
Yet whatever t e es una , . . h b b 

ill celebrations of the great Jewish philosop er, ut Y 
because of the m enary ' h . 

· f others to solve the difficulties of Sa adya on music 
reason of the promises o 
not having yet been fulfilled. 

Bearsden, Scotland, 

Autumn, 1942. 

HENRY GEORGE FARMER. 
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INTRODUCTION 

JEWISH INTEREST IN THE THEORY OF MUSIC 

"Very few are the writings of our ... 
scholars on the meaning of the theory 
of music". 

Steinschneider : Bet o;rar ha-sifrut. 

THAT the Jews of the Middle Ages made the theory of music (J:,,okmat ha­
mitsiqi)1 one of the courses of study in higher education has been stressed more 
than once by me 2 and others. 3 The temper of the J ew{sh view was expressed 
even as early as Is}:l.aq ibn Sulaiman (d. ca. 932), better known as Isaac Israeli, 
who said that the theory of music was " the last and best " of the disciplines 
to be mastered. Later Jewish writers, such as Abraham bar I;Iiyya (d. ca. 
1136), Yusuf ibn 'Aqnin (d. 1226), Yehudah ben Shemuel ibn 'Abbas (13th 
cent.), Shem Tob ben Yosef ben Palaquera (d. ca. 1300), 'Immanuel ben Shelo­
moh (d. ca. 1330), and Abraham ben Yii}:l.aq (ca. 1400), all included this" best" 
of the disciplines in their curricula. 4 

In spite of this approval we have " very few " Jewish writings on the 
subject, as Steinschneider says. How scarce they are can be verified by re­
ference to Steinschneider's Jiidische Literatur des Mittelalters, 5 where even 
the sparse crop which has been gathered from this field can be shown to contain 
a little that is dubious, 6 and even spurious, 7 whilst some of it consists of material 
that has been borrowed, directly or indirectly, from Arabic works.8 Indeed, 
Steinschneider himself admits that " Jewish theory and expression of music 
belong, like all similar sciences, originally to the Arabian school". 9 

1 Or musiqa, or muziqa. Other H ebrew equivalents were l;iokmat ha-l;iibbur (science of 
composition), l;iibbur ha-niggun (composition of music), or merely zimrah (music). 

2 Farmer, l\1aimonides on Listening to Music (1941), p. 7. 
3 Wolfson, Classification of Science in Mediaeval J ewish Philosophy (In H ebrew Union 

College Jubilee Volume, Cincinnati, 1925). 
4 Giidemann, Das J iidische Unterrichtswesen wahrend der spanisch-arabischen Periode 

(1873), pp. 41, 94, 144, 153, 157 : Geschichte des Erziehungswesen und der Cultur der 
J uden in Italien wahrend des Mittelalters (1884), pp. 120, 124. 

5 J ewish Quarterly Review (1905), xvii, 559-61. 
6 The Vatican MS. (400,5) of Abraham bar I;Iiyya. 
7 See the MS. quoted by Steinschneider as Halberstam, 49 fol. 388, in the Jews College , 

London. It does not exist, unless it refers to fol. 88, which deals with the" accents ". 
8 Farmer, Jewish Debt to Arabic Writers on Music (I slamic Culture, xv, 59). 
9 8teinschneider, Jewish Literature, p. 154. 
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2 SA'ADYAH GAON ON MUSIC 

Apart from these strictures, there are still some specimens of this J ewish 
literature on music that deser\'e recognition, and have not yet been brought 
forward. It is true that Steinschneider published three texts, tb.e Pirnsh 
'al ha-qanim (Commentary on the Canon [of Euclid?]) and two Hebrew versions 
of Sa'adyah's passage on music in the K itab al-amaniil, hut they were all 
locked away in a Hebrew periodical. 1 All that has appeared in a Eu opean 
language are two short works,-(1) Responsa by Maimonides, and (2) A treati e 
on music from a Genizah fragment. The former has been edited and translated 
by Goldziher (Arabic and German) in 1873, 2 and by the present writer (Arabic, 
Hebrew and English) in 1933. 3 The Genizah fragment, dating from the 15th 
century, was edited by Gottheil (Arabic rnd English) in 1932, 4 but the present 
writer identified the work as an extract from the Kitiib al-durr al-na;;im attri­
buted to Ibn al-Akfani. 5 

This year being the millenary of the death of the great Jewish philo~c,~)her 
Sa'adyah Gaon has prompted the present \I riter to publish the earliest known 
Jewish writing on music, which is contained in .~a'adyah's Kitab al-amanat 
wa'l-i'tiqadat (Book of Doctrines and Beliefs). It is but the span of the fi11gers 
in extent, but it has the value of untold shekels as a document in the history 
of Jewish music. 

The occasion also prompts the suggestion that encouragement should be 
given to the publication of a complete corpus of these Jewish writings on music, 
of which the Pirush 'al ha-qanun of Yesha'iah ben Yi~]:iaq, 6 and the Tractatus 
armonicus of Gersonides are outstanding works. 7 At the same time it has 
to be realized, as Steinschneider once pointed out, that such an enterprise 
would have to be undertaken by someone who was not only technically equipped 
for the work, but one who would be prepared to spend years of toil at such a 
task. 8 

1 Bet 01ar ha-sifrnt (J aroslau, 1887). 

: Mon_atsschrift fur Geschichte, und IVissenschaft de~ J udenthums_ (1873), xxii, 174;. 
J ournal, Royal Asiatic Society (l!J33). Republished as J\taimo11ides on Listening to 

Music (Bearsden, Scotland, 1941). 
4 J ewish Quarterly Review (1932), xxiii, 163. 
5 Farmer, Sources of Arabian Music (1940), p. 52. 
6 Bet o;ar ha-sifrut (1887), p. xxxi. 
7 Coussemaker, Scriptores de musica, iii, pp. x-xi. 
8 Bet o;ar ha-sifrnt, p. xxvii. 

CHAPTER I 

THE DOCTRINE OF THE INFLUENCE OF MUSIC 

" David took an harp (hinnor), and played 
it with his hand ; so Saul was refreshed, 
and was well, and the evil spirit departed 

from him". 
I Samuel, xvi, 23. 

" Music ... has become a remedy against 
sickness of the soul and one of its most 

important cures". 
lbn 'Aqnin : 7:abb al-nufus. 

THE notion that certain modes of music created particular dispo_sitions in man 
was hoary with antiquity in the Semitic East. As Jules Combaneu h~s shown, 
the genesis of this belief is to be sought i~ ~agic, 1 and alth~ugh Isaiah pours 
out the vials of his wrath against the magician5. of Ba?y:on, _the Jews them­
selve3 were firm believers in magic. Indeed, m Chnsttan times, the Greeks 

1 k d upon the Jews as magicians, 3 and we are told that the Jews actually oo e . . . 
believed that J esus was addicted to it. 4 The persistence of this trust m magic 
is evidenced by the honour paid to the Sefer ye~irah, even in the time of 

~~~ . 
As in all primitive communities, sound itself had a magical value. In 

Exodus xix 16 we find the voice of Yahweh being accompanied by the sound 
of the ;liofa~ (horn) " exceeding loud". We see an analogous idea in ancient 
Babvlon, where the deity Adad had a voice comparable with the halhaltit 
(flut~ or reed-pipe). 5 To influence deity, the principle of "like by like", 
i.e. sympathetic magic, was practised, and music was one of the means of 
approach, whether by soothsayer or prophet. In Hebrew, the word ne'um 
stood for the voice of Yahweh, but it was also used of the utterance of the 
soothsayer6 and the oracle of the prophet. 7 The intoning of the enchanter 
was, seemingly, called hegeh, 8 but, later, another derivative of the same root 

1 La Musique et la magic, 220-33. 2 Isaiah, xlvii, 9-15. 
3 Suidas, Lexicon, s .v. 
4 Talmud, So!ah, 47b. J erome, Epist., Iv. Origen, Cont. Celsum, i, 28. 
5 Virolleaud, Astrologie chaldeenne (1908). 
6 Numbers, xxiv, 3, 15. 7 Proverbs, XXX, 1. 
8 Isaiah, viii, 19. 

.... 



4 SA'ADYAH GAON ON MUSIC 

e to mean the sounding (higgaion) of the harp (kinnor). 1 We have a parallel 
cam ·· fl 
in Arabic where 'azf, which originally stood for the vo_ice _of the Jtnn

0 
o t 1e 

spirit world, came to mean, in the days of Islam, a musical mstrun:ent." Wh~n 
therefore, we see " God's holy spirit " being likened to the c:thar~, ~s- m 
the Odes of Solomon, 3 the apparent symbolism has its source m pn~1tive 
culture, and to-day, when we speak of certain music being " enchantmg ", 
we are simply using a word from the cradle of man. 4 

§ 1 

MODAL Music AND THE ETHOS 

The step from the intoning of the soothsayer to the chanting of the_ P:e­
centor in the temple is but a short one. Both vocalisations had characteristics 
in common in the use of fixed and precise patterns in melody _and rhyth1:1. 
Sacred seven had already " hedged " the notes of the scale with a certam 
"divinity ", but when it was found that music assumed a different 
" character " when the base of the scale was altered and the modal system 
was born, the seven melodic modes became sacred. 

In ancient Babylonia-Assyria and Egypt a priestly modal system of can­
tillation obtained, each melodic mode having its own particular influence_ on, 
or being in concord with deity and the unseen world. 5 Among the ancient 
Semites, the modes were linked with the primary elements, the starry heavens, 
the geographical spheres, the colours and numbers, in a most elaborat_e scheme, 
and it is this which partly explains why Ibn 'Ezra thought that David accom­
plished the cure of Saul's malady because "he knew the star by which the 
mus;c should be regulated " 6 We have no precise evidence of the modal 
system of the Jews save the elusive captions to the Psalms, yet we can be fairly 
sure that the neginot quoted were melodic modes. According to Ibn Wa]:ishiya 
(9th cent.) the Sabaeans ($abi'a), who deified the planets and _the ~:imary 
elements, because they influenced mankind, " played before their deities on 
certain instruments", a proceeding which raised the ire of Maimonides 

(d. 1204). 7 

l Psalms, xcii, 4. 
2£ncyclopaedia ofl slam,iii,529. 3 iv, 14. 
'y- carmen, 
$ Plato, Laws, 657a. Pseudo-Demetrius Phalereus, De elocut. , 71. Dio Cassius, xx.xvii. 

Roussier, Memoire sur la musique des anciens, 59. 
G Kircher, Musurgia universalis (1650), ii, 214. 
7 Guide of the Perplexed (1885), iii, 147, 219, 

THE DOCTRINE OF THE INFLUENCE OF MUSIC 5 

It was from the Semitic East, probably, that the Greeks borrowed their 
modal system, the doctrine of the ethos, and the conceit of the Harmony of 
the Spheres. As Philo Judaeus (d. ca. 40) tells us, this last theory was derived 
from the Chaldaeans. 1 It was Pythagoras who originally introduced it into 
Greece, and Iamblichus says that it was at Babylon that the father of music­
theory "arrived at the summit of n;usic and other disciplines ". 2 

According to Pythagoras, music not only influenced the gods but it affected 
mankind. He devised a modal system by which a particular melodic mode 
would banish depression, another would assuage grief, whilst a third would 
check passion, and so on. Rhythmic modes were also classified by him in his 
scheme of the ethos. The Greeks, following the ancient Semites, also linked 
up this modal and ethological system with the primary elements, the celestial 
spheres, the colours and numbers. We must not forget that Plato, in his 
Republic, suggests that rhythms are imitations of life. 

Although we see most of these doctrines recognized by the Arabs of the 
Middle Ages in the Kitab al-siyasa of Yul:iannii. ibn al-Bitriq (d. 815) 3 and 
by the Andalusian Ziryii.b ( early 9th cent. ), 4 it was not until the time of Al­
Kindi (d. ca. 874) that the entire -system of the ethos was systematized for 
the Arabs. This theory is dealt with in all his extant works on music, as I 
have shown in my brochure on The Influence of Music: From Arabic Sources 
(1926), but the most complete account is contained in his Risala Ji ajza' kha­
bariyat al-musiqi, where the strings of the lute and the rhythmic modes are 
linked in a comprehensive fashion with the zodiac, primary elements, humours, 
seasons, faculties of the soul, physical powers, animal tendencies, and so on. 

From this time, down to the 19th century, these strange beliefs in the 
doctrine of the ta'thir, as the Arabs called the ethos, find a place in most Arabic 
treatises on music, the most insistent ingredient being the astrological one. 5 

They even found an echo in Mediaeval Europe, in the domain of therapeutics, 
when the works of Avicenna (Ibn Sina) and Haly ('Ali ibn al-'Abbii.s) were 
translated into Latin. 6 

That these teachings influence::1 the Jews can be readily understood, 
since almost everything th:it they knew of science and philosophy in the Middle 
Ages was derived from Arabic sources. The Jews became pre-eminent as ex­
pounders of astrology, and two of the best known early authorities on the 
subject, Mii.shii.'allii.h (d. 815) and Sahl ibn Bishr (d. ca. 850), both Jews, had 

1 vi, 32, 33. 2 iii 4 
3 • • 

4 
R oger Bacon, Secrctum secrctorum (Oxford, 1920), pp. 217-18. 
Al-l\Iaqqari, A nalectes ii 86 5 • • • 
Farmer, Sources of Arabian -~1usic (1940), p assim. 

6 
F armer, Al-Fariibi's Arabic-Latin w ,,itiugs o,z 11Iusic (1934), pp. 32, 50, 

... 



SA'ADYAH GAON ON MUSIC 

ir works translated from Arabic into Latin as well as into Hebrew. 1 This, 
ther with the influence of the qabbalah, gave the doctrine of the ethos an 
ediate appeal to the Jews. 
In Sa'adyah Gaon (d. 942), the first Jewish writer on music, this doctrine 

he ethos is found in full vigour. As we shall see in detail, he appears to have 
ended on Arabic sources in this particular, Al-Kindi being, it would seem, 
chief authority. He mentions that it was because certain modes of music 
e capable of creating, particular dispositions in man, that these 1:1od~s 
e used by rulers when making laws. We read of much the same thmg m 
Kitab al-siyasa of Yftl:ianna ibn al-Bitriq (d. 815), 2 a work which was 

m,lated into Hebrew by Yehudah al-I:Iarizi (12th cent.), although this ver­
' in the form which has survived, does not contain the passage in question. 3 

wever, the subject crops up in later writers. 4 

That the doctrine of the ethos found acceptance in therapeutics among 
Jews, is expressly stated by Ibn 'Aqnin (d. 1226) in hi5 '[abb al-niifus. 5 

tnrally, it had its authority in I Samuel, xvi, 23. We know from the pre­
usly mentioned Kitiib al-siyasa that music was used to cure mental diseases, 

that musical instruments were used to "convey to the soul ... the har­
nious sounds which are created by the heavenly spheres in their natural 
tions ". The Muslim writers known as the Ikhwan al-$afa' (10th cent.) 
cifically state that music was used in hospitals to " lighten the pain of 
ease and sickness ... counteracting their malignancy and healing." 6 

at the practice continued we know from the musicians employed at ·the 
pital, the M aristiin, of Sultan Qala'un at Cairo. 7 I have seen a Hebrew 
nuscript with a miniature depicting a lutenist in the anteroom of a physi­
n awaiting, presumably, to effect a cure or allay a distemper by means of 
art. 
Although, as we may deduce from the above, this curative system of 

sic was linked with the Harmony of the Spheres, its physiological connection 
s with the humours, and in Sa'adyah's treatment of the subject of the ethos, 
sic is related to the humours in this respect rather than to the " heavenly 
eres ". The whole question of this interrelation between music, the planets, 
zodiac, the primary elements, the humours, and so forth, is fraught with 

einsclmeider, A rabische Literatur der J uden, 15, 23. 
oger Bacon, Secretum secretoruni (Oxford, 1920), pp. 217-18. 
urnal, Royal A siatic Society, 1907, pp. 879-!)12. 
einsclmcider, J ewish Literature, 337. 
e quotation at the beginning of this chap ter. 
sa'il (Bombay edit.), i , 87. 
nc-Poole, S., History of Egypt i1f the Jlliddle Ages, 2G~. 
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THE DOCTRINE OF THE IKFLUENCE OF MUSIC 7 

difficulty to anyone who seeks to unravel its mysteries, although to Mediaeval 
thinkers there was in it a definite raison d'etre. The perplexities are due mainly 

., to the conflicting accounts of the several Arabic authorities,-Al-Kindi, 
I:Iunain ibn Isl_iaq, Ibn Khurdadhbih, Al-Mas'udi, the Ikhwan al-Safa', and 
others, who are as diverse in their statements as Pythagoras, Ni~omachus, 
Pliny, Plutarch and Censorinus. 

The doctrine of the Harmony of the Spheres, as accepted by the Arabs, 
was based on Pythagorean teaching, although much may have come from the 
ancient Semites via the Sabaeans. 1 The Jews could quote Job, xxxviii, 7, 
in support of their adherence to the belief, for here we read that " the 
morning stars sang together, and all the sons of Cod (lit. the Gods, elohim) 
shouted for joy". Yet only the elect could hear this celestial harmony, and 
although the Greeks and Arabs believed that it was Pythagoras alone who 
heard it, 2 t he Jews claimed that Moses was similarly favoured. 3 

Even the rationally minded Sa'adyah believed, to some extent, in astrology, 
since he argued in his T afsir kitab al-mabadi (Commentary on the Book of 
Creation) that human actions were influenced by the position of the stars 

., in the heavens. 4 He also agreed with the author of the Se/er yeJirah concerning 
t he pre-existence of the Hebrew alphabet t o creation, 5 and with the conceit 
that the letters shin, mem and alej represented, and were linked up with, 
three of the primordial elements, fire, water and air. 6 

Ben Asher (10th cent.), in his D iqduqe ha-te'amim, and Ibn 'Ezra (d. 1167) 
in his ?a!iot, show the astrological whim in classifying the te'amim (tropes) 
of biblical cantillation. They place the twelve disjunctives under the zodiac, 
and the seven conjunctives under the planets. Then there is the so-called 
" celestial alphabet " of t he Qabbalists, and its association with the musical 
scale. 7 Linking all these notiom together with what we already know of 
Sa'adyah'~ belief in the doctrine of the ethos, one could almost construct his 
theory of the Harmony of the Spheres, which had already been formulated 
for the .,habs by an earlier philoso;,\ er of Baghdad, the famous Al-Kindi. 

Al-Kindi, who is at Y.1riance with the Greeks as well as with other Arabic 
authors on this que:;tion, deals with the planetary scale in these words :8 

1 
Cf. Plutarch, Comm. on Plato's Republic, x, 26 1. 

2 I:Iajji Khalifa, vi, 258. 
3 

Philo Judaeus, ii, 209. T he Islamic East lo~g believed that Moses (Musa) was a 111us1ci:µi, 
~nd he was called Musa l\Iusiqari as the p atron saint of flute players. See Fanner, 

4 1 !'l'kish Instruments of Jllusic in the Seventeenth Century (l 937), pp. 18, 22. 

6 
Tafstr (Edit. Lambert), p. 53. 5 I bid ., p . 10. 
Ibid., p . 59. 

7 
Xoticcs ct ex/rails des JISS. de la Bibliotl11!q11e lmperiale (Paris 1858) xvi 141 

8 . ' ' , • 
Berlin Staatsbibliothek l\IS. 5530, fol . 29. 
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"The open (mutlaq) note (A) of the bamm string (of the lute), which 
is the first of the notes, and the lowest of them, resembles Saturn, which 
is the highest of the seven planets and the slowest. And after it is the 
first finger (sabbiiba) note (B) of the bamm string, resembling Jupiter. 
... And similarly the second finger (wusta) note (C) of the bamm string 
to Mars. And its fourth finger (khinJir) note (D) to the Sun. And the 
first finger note (E) of the mathlath string to Venus. And the second 
finger note (F) to Mercury. And the fourth finger note (G) to the Moon ".1 

Here we _have the planetary scale of the Arabs and Jews of the Middle 
Ages in a.s full vigour as it had been among the ancient Chaldaeans. 

The Ikhwan al-9afa' say that the reason why the four strings of the lute 
('fid) are comprised of 64, 48, 36 and 27 strands respectively, from low to high, 
is cosmological, in that the primary element fire is a third greater in essence 
than air, and that air is a third greater in essence than water, and that water 
is a third greater in essence than earth. 2 

It is in the Rasa'il of the Ikhwan al-$afa' that colours and perfumes are 
scheduled definitely in the scheme of the ethos. 3 Neither Al-Kindi nor Sa'adyah 
specifically embrace colours and perfumes in the framework of the ethos although 
their inclusion is tacitly implied. The linking of colours with the planets 
and music was an old Semitic idea, as both Herodotus4 and Ptolemy5 inform 
us. Here is a table of the so-called " four-fold things" as recognized by 
Al-Kindi, and possibly by Sa'adyah also. It is obviously incorrect, but rather 
than give a reconstruction without a requisite apparatus criticus, which is 
quite impossible within the limits of these pages, I reproduce the scheme 
as it appears in the manuscript. 6 

1 The four strings of the Arabian lute, from low to high, were the bamm (A'. , t he math­
lath (D), the mat/ma (G), and the zir (c). The third finger (bin~ir) notes, which are 
not given above, were C sharp and F sharp. 

2 Rasci'il, i, 105. This does not conform to the following table. 
3 Ibid., i, 116-18. 
4 i, 98. 
5 Tetra., ii, 9. 
6 The table will be reconstructed in a critical edition of Al-Kindi's work which the present 

writer has in prep aration. The colo1us are not included in Al-Kindi's com­
prehen sive scheme. He me11tio11s them d sewhere in relation t o the humours and 
this has enabled me to give them a place . The p erfumes caunot be included so 
readily iu this table. I have ther efore bee'1 compelled t o allocate them a place 
after the schem e gfren b y the Ikhwan al- ~afa' · 

THE DOCTRINE OF THE INFLUENCE OF MUSIC 

THE FOUR-FOLD THINGS 

STRING OF B amm Mathlath Mathna jzir 
THE LUTE ---;" (A String) (D String) (G String) (c String) 

RHYTHM d... -> A l-Hazaj, A l-Thaqil Al-Thaqil Al-M akhurz 
A l-Ramal, al-mumtad al-awwal, 
A l-Khafzf Al-Thaqil 

al-thanz 

COLOUR Yellow, Red, black, Black, red, Red, 
black yellow yellow, white yellow 

~ 

~Al PERFUME v-1/ Narcissus, Rose, Violet, ~ Musk, 
Vf"' I ..__.t., 

Pink, Lily Aloes.f - .... Marjoram Jasmine cl-/I ) c.f,&iJ ~, ~ .~ ; \: 0 

ZODIAC ({~ Capricorn us ' I• 
Arie~.?~ Libra t o-Ji-"; Cancer to 

to Pisces Sagittarius Gemini Virgo 
< ·~,' er" J#" o,-): ,.)--',A 

ELEMENT Water Earth Air Fire 

H UMOUR Black bile Phlegm 
~ Blood - Yellow bile - !! (J.f 

' 
SEASON Winter Autumn Spring Summer 

TIME OF THE Midnight to Sunset to Sunrise to Mid-day to 
DAY Sunrise Midnight Mid-day Sunset 

PERIOD OF LIFE Old Age Middle Age Infancy Youth 

FACULTY OF Memorative Attentive Imaginative Cogitative 
THE SOUL ~.:,· G- c~, ) ,J 

/ " cfJ r 
REACTION OF Abasement Sadness Generosity Pride 

THE SouL ~ - // 

J ~G) G..(' - ' 
(j ->,A->' / f:t.J I 

PHYSICAL POWERS Resis!it;i~ Prehensile 1,; Assimilattve { Attractive v~ ,_. 
V ,N s..~£ ~ ,() r ,:_,. 

ANIMAL TENDENCY < 
I--> 

C; wa~dic~-:J. Infet~:ce' Gentleness Courage 

in ~rem al! this we can appreciate how deeply the Near E ast was engrossed 
tlus d~ctn ne of the ethos which, at the period of Sa'adyah Gaon had been rstematized by Arabic scholars after Greek methods, although 'the theory 

tself was traceable ultimately to the ancient Semites. 



CHAPTER II 

SA'ADYAH GAON ON THE INFLUENCE OF MUSIC 

"Down to the 12th centmy Sa'adyah is 
the only (Jewish) writer ... of whom any 
fragment on the theory of music is extant". 

Steinschneider : J ewish Literature. 

SA'ADYAH ben Yosef ha-Pitomi, known in Arabic as Sa'id ibn Yusuf al­
Fayyumi, 1 was born in the Fayyum, Egypt, in the year 892, and died at 
Sura, Mesopotamia, in 942. Of his ancestors we know but little, even of his 
father, although one Jewish writer avers that the latter was a proselyte from 
Islam who had been a mit' adhdhin. 2 This assertion is mentioned because, 
seeing that Sa'adyah is the first Jewish writer on the theory of music, it would 
have had some interest had there been a vestige of truth in it. 

Of his teachers and early life we know even less. An Arabic source tells 
us of a certain Abu Kathir al-Katib of Tiberias as one of his instructors. 3 

In his twentieth year Sa'adyah won fame with his dictionary known as-the 
Agron, the first of its kind. Shortly after this he emigrated to the East, and 
we find him successively in Palestine, Baghdad, Aleppo, and Baghdad again, 
all of which were then centres of Arabic culture, as such names as Al-Nairizi, 
Al-Battani, Abu Bakr al-Razi, Matta ibn Yunus, Sinan ibn Thabit, and Al­
Farabi prove. These travels and the cultural contacts which followed must 
have strongly influenced the scholarly Sa'adyah. 

In the year 922 there began his well-known dispute with Ben Me'ir, the 
Gaon of the Pumbedita Academy, which occasioned his book the Sefer ha­
mo'adim (Book of Festivals), and later the Sefer ha-galiti (Th@ Open Book), 
whose Arabic title, the Kitab al-tarid (Book of the Refuter) carries its own 
explication. 

Sa'adyah was called as Gaon to the Sura Academy in the year 928 but, 
owing to the machinations of the jealous mediocrities at Pumbedita, he was 
deposed in 932, when he went into retirement at Baghdad. Here he wrote 
his best works, including the famous Kitab al-amanat wa'l-i'tiqadat (Book of 
Doctrines and Beliefs), the importance of which may be gauged by the fact 
that it is mentioned in that great bibliographical storehouse of Arabic learning, 

1 Cf. Al-:i\Ias'i'1di, J(itab al-tanbih (B .G.A., viii), 113. 
2 Schechter, Saadyana (1903), 20. 
3 H e is suppose<l t o haYe been the first t o make an Arabic translation of the Bible, but cf. 

Steinschncidcr, A rabisclie Literatur der Jude11, p. 36. 
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the Kitab al-fihrist, written in 988, although a . scribe managed to read 
jl:::. .• Ul <-,->l:.:.$' instead of <.a:..>liL..Ul <-,->\~. 1 Six years later (936), Sa'adyah 
was reinstated as Gaon at Sura where, although he only survived this event 
by four years, he made the academy the most famous in Jewry of those days. 

§ 1 

THE KJTAB AL-AMiiNii:r 

Sa'adyah's great work, the Kitab al-amiinat is the earliest systematic 
attempt to interpret Judaism by means of Aristotelian philosophy as known 
to the Jews in Arabic translations of the Stagyrite which had been made by 
I:Iunain ibn Is]:iaq, Is]:iaq ibn I:Iunain, Matta ibn Yunus, and others. It was 
in this work, written in Baghdad in the year 933, that Sa'adyah dealt with 
the influence of music in a passage which, hitherto, appears to have baffled 
correct interpretation. The passage therefore deserves special attention. 
In addition it is (1) The earliest contribution to the subject in Jewish literature : 
(2) It marks a definite stage in the religious as well as the musical history of 
the Jews : (3) It furnishes a supplementary document for the study of Arabian 
cultural domination in the Near East at this period. 

The religious question which is involved may be summed up as follows. 
" After the rise of Islam and its conquest in the Near East, the Jews interested 
themselves in new artistic forms in poetry and music created by their new 
neighbours, the Arabs, and began adding to their song metered verse and 
rhythmical mitsic." 2 Soon, however, there were objections raised against 
these innovations, and chapter and verse from the Bible and Talmud were 
quoted to sustain the condemnation. 3. The leaven of the ·objection was 
Hosea, ix, 1-" Rejoice not, 0 Israel, for joy, as (other) people ,,_--This, together 
with other authority, 4 gave substance to the pronouncements of the tannaim 
and amoraim against music. 5 It is no wonder that disapproval was expressed 
against the latest innovation, rhythmical music. 

We find the objection voiced by I:Iai Gaon (d.1038), Is]:iaq al-Fasi (d.1 103), 
and Maimonides (d. 1204). As to the last, it seems quite clear that he was 

1 l{itab al-fihrist, p. 23. 
2 Idelsohn, J ewish Music (1929), p. 100. 
3 P armer, Maimonides on Listening lo l\l 11sic (1941), where the subject is fully discussed . 

For the Muslim point of Yie,y see Robson, Tracts on Lisleui11g lo JI11sic (l!J38) nnd 
Farmer, ,1Iusic : The Priceless j ewel (19-!2). 

4 I saiah, v , 12: xxiii, 15-16. Amos, vi, 5. Ecclesiasticus, ix, 4. 
5 Sojah, 48a. 
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actually stating his own views when he said, "_ It is well known that ... 
rhythms (iqii.' at), all of them, are forbidden ", 1 but rather what was an 

epted forbiddance at the time. This is evident from his Shemonah peraqim, 
ere he approves the" happy medium" of Platonic teaching in the judicious 
tification of the senses, and recommends "listening to stringed and wind 
trumental music" for the purpose of "quickening the soul ". 2 

With Sa'adyah there is no mention of objection to music, 3 and we can 
refore assume that none E:xisted in Mesopotamia. Indeed, Sa'adyah, who 
s the pioneer among the Jews in expounding the " happy medium " of 
to, could scarcely have done otherwise than approve the judicious employ­
nt of music. His treatment of the influence of music on the soul of man, 
his Kitab al-amanii.t, would not have bee~ possible had there been any 
ection to music on his part or in his environment. 

The form in which the Kitab al-amanat has come down to us seems to 
w some irregularity. It is divided into ten chapters (maqalat), of which 
first nine are clearly related, whilst the tenth and last is not, and so it 
been argued that the latter may have been an afterthought or a separate 

nograph. 4 This latter opinion is certainly discounted by the fact that in 
K itab al-jihrist, written in 988, less than half a century after the death 

Sa'adyah, the tenth chapter was an integral part of the work. 5 These 
ticulars are specially mentioned because the passage on music and its 
uence is to be found in this tenth chapter. 

§ 2 

THE INFLUENCE OF Music 

Sa'adyah is prompted to deal with the influence of music in his eftdeavour 
emonstrate the effect of sense impressions in general on the soul of man, 
he selects sight, hearing, and smell for this purpose. In ignoring taste 
touch, he seems to be following Al-Kindi, although there may have been, 
e apart from the reasons which he gives, religions motives for the selection, 
e see in the emphasis made by Maimonides on t~ese three senses. 6 

'er ha-dor, No. 143. 
e Eight Chapters of Maimonides on Ethics, Ed. by Gorfinkle, Chap. v. 
B eit. z . Gesch. d. Phil. des M . A.s (1903), iv, 71. 

lter, Saadia Gaon (1921), p. 194. 
lib al-fihrist, p . 23. 
ide of the Perplexed (1881), i, 162. 
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He bE'gins with the sense of sight and argues that single colours do not 
produce a beneficial effect on the soul, whereas a mixture of colours is not 
only pleasing to the eye, bnt is stimulating to the soul. Here is Sa'adyah's 
arrangement of the reaction of the soul from combining various colours. 

I 

H UMOUR 
I 

j Yellow bile Phlegm Blood Black bile 

I 

COLOUR Red, yellow Yellow, Black, red, Green, 
black yellow, yellow 

white 

REACTION OF 
1

courage, [Dejection ISovmigrity, Timidity, 
THE SOUL audacity dominion sorrow 

I 

This t able is given here because colours were linked with music in the scheme 
of the ethos, as we have seen in Al-Kindi. At t he same time it must be pointed 
out that Sa'adyah's arrangement is slightly different, in the form in which it 
has been preserved, from that of Al-Kindi and the Ikhwan al-Safa', and it 
also conflicts with Sa'adyah's own statements elsewhere. The main differences 
are: (1) The order of the humours : (2) The omission of red from the humour 
phlegm : (3) The snbstitntion of green for black under the humour black bile, 
although j..6.6.I (green) may have been a copyist's slip for JJ-1 (black): 
(4) The reaction of the soul, where, under the same humour, timidity, 
sorrow is in opposition to gladness, sorrow mentioned elsewhere, both of which 
are contrary to the gladsome, joyous actions given by Al-Kindi. 

In the sense of smell he shows, similarly, that the most complete satis­
faction is derived from a combination of perfumes, which is lacking in a single 
or specific aroma. Between these two senses, Sa'adyah deals with the sense 
of hearing, and it is this doctrine that specially claims our attention in this 
monograph. 

Needlc.ss to say, this theory of the superiority of the compound over the 
single, was not original with Sa'adyah. It is to be found in the nEpt oLcx.[-r-r,c; 
o~twv of Hippocrates, which had been translated into Arabic by I:Junain ibn 
Is}:iaq (d. 873) as the Kitii.b al-amrar!, al-.J:iadda (Book [of Rt.gimen] of Acute 
Diseases). We know that Sa'adyah was acquainted with other works of I:Junain, 
and certainly borrowed from his K itab ii.dab al-jaliisija (Maxims of the Philo-
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sopliers), which was later translated. into Hebrew by Yehudah al-J:Iarizi (12th 
cent.) as the SeJer musre ha-filosoJim. Sa'adyah's theory that planetary in­
fluence was the cause of love, as stated in chapter ten of the Amii.nii.t, seems to 
have been derived from this book by J:Iunain. There is also the possibility that 
the theory of the superiority of the compound over the single may have reached 
Sa'adyah through some work of Al-Kindi, who was well versed in Hippo­
cratic teaching, and had even written a Kitii.b al--(ibb al-[ib]buqrii./i (Book of 
Hippocratic Medicine). 

In seeking to prove his theory Sa'adyah shows that the repetition of a 
single sound, a single kind of beat, or a single rhythm, 1 creates monotony, 
which is injurious to the soul, whereas a combination of sounds differently 
pitched, or beats diversely measured, or rhythms dissimilarly patterned, 
produce an agreeable effect. Elaborating this argument, Sa'adyah enumerates 
and describes the eight rhythmic modes which were current in his day, and 
explains the corresponding ethos of each. 

Why Sa'adyah chose rhythmic modes rather than melodic modes to illus­
trate his argument may be explained thus. It was the accepted thesis that, 
in measured music, the rhythm was of greater import than the melody, hence 
the term itrul (roots, causes) was applied to rhythmic modes, a practice which 
obtains to this day. 2 Secondly, he found the argument already used before 
him and he did but copy the procedure. Thirdly, the diverse measures of 
rhythmic modes were capable of being so described as to be roughly un:ierstood 
by the uninitiated, whereas a description of the structure of the melodic modes 
could scarcely be appreciated, except by the practitioners of music, without 
the use of a tablature or notation. 

According to the Arabs, rhythm (iqii.') had the same function in music 
(ghinii') as prosody ('aru~) had in poetry (shi'r), 3 and the Jews of Babylonia 
appear to have derived rhythm from the Arabs at the same time as they bor­
rowed metrical poetry (piyyu?) from them, which took place in the 8th century. 4 

Rhythm was known to the Arabs as early as the Medinese minstrel Tuwais 
(632-705), 5 but it is not until the time of Al-Khalil, who appe:irs to have 
systematized the art, that we know of a didactic work on the subject. This 
appeared in his K itiib al-iqii.' (Book of Rhythm). 6 The next books of impor­
tance on the theory of rhythm were the Kitiib al-naghm wa'l-iqii' (Book of 
Melody and Rhythm) by IsJ:iaq al-Mau$ili (d. 850) and another with a similar 

1 See the Commentary to Chapter IV for the Arabic terms used and their specific meaning. 
2 Ka.mil al-Khula'i, Kitab al-musiqi al-sharqi (1904-5), 62. 
3 Ibn Kh urda.dhbih (d. ca. 912) as quoted by Al-Mas'udi, Les prairies d'or, viii, 97. 
4 Idelsohn, Jewish Music (1929), 100. 
5 Farmer, History of Arabian Music, SO. 
6 Farmer, SourcP,s of Arabian 111ttsic, 14. • 

,{ 
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title by Abu Aiyub al-Madini (9th cent.).1 After these came the Risa.la fi'l­
iqii' (Treatise on Rhythm) and other works by Al-Kindi (d. ca. 871), as well 
as the writings of his pupils Al-Sarakhsi (d. 899) and Man$11r ibn TalJ:ia 
(d. ca. 910), and the books of Thabit ibn Qurra (d. 901), all of which must 
have dealt ·with rhythm. 2 

It was from such sources that the Jews would have borrowed their ideas 
of rhythm in the theoretical (na-?"ari) sphere, although the practitioners would 
already have picked up the elements of the practical (' amali) art. Because 
of this it is proper that we should endeavour to probe for the Arab foundation 
of Sa'adyah's theory of rhythm. 

Some of the ultimate Greek sources of Sa'adyah's Amiiniit have been traced 
by Jacob Guttmann and others, but, with the exception of J:Iunain ibn IsJ:iaq, 
not a solitary individual Arabic authority has yet been discovered, although 
copious references were made by Guttmann to the Ikhwan al-Safa' who lived 
at least half a century later than Sa'adyah. Unfortunately, ·not one of the 
Arabic works on rhythm which have been mentioned has been preserved, nor 
do we possess the Kitdb al-iqii' (Book of Rhythm) of Aristoxenus or the 
Kitii.b al-iqa' of Qantwan al-Babili, both of which were known to the Arabs.s 
The only available sources of information concerning Arabian rhythm earlier 
than Sa'adyah are the works of Al-Kindi and Ibn Khurdadhbih. What the 
latter tells us about rhythm has been handed down by Al-Masu'di (d. ca. 957) 
in his Mttrftj al--dhahab, but it is too fragmentary to be of much use. 4 The 
~nater~al from Al-Kindi is of far greater value. Although his Risiila fi'l-iqii.' 
1s demed us, we have the subject of rhythm dealt with in two extant treatises 
of his: :~e Risa.la Ji_ ajzii.' !?habariyat al-rnftsiqi (Practical Treatise Concerning 
the D1vis1011s of Mu:1c) and the Risala Ji Mmbr ta' lif al-alf:,an (Treatise Concerning 
Inner Knowledge m the Composition of Melodies),5 whilst we also have 
extra~ts from Al-Kindi on rhythm in the Kitab al-ka.Ji .fi'l-musiqi (Book of 
Sufficiency Concerning Music) by Ibn Zaila (d. 1048). G 

The most important of these Al-Kindi sources is th first named. He rein 
we find a similar doctrine to that enunciated by Sa'adyah concerning colour, 
sound and perfume. The similarity between the two is so close that one is 
t empted ~o look upon Al-KindI as the source from which Sa'adyah derived 
much of his material. It is possible, of course, that both Al-Kindi and Sa'adyah 
borrowed from a common source, although this view is rather discounted by 

1 F~rmer, Sources of A rabtan Jlus1c 16 2·) 
2 Ibiu., :20, 22, 30, 3:2. ' ' -
3 Farmer, Sources -r ·)9 1 . . 

of h th . · · · ' -", - · t 15 lughJy probable that much of Aristoxenian 
r Y m 1s contained in Al-Fa- -b·' K. -b - . - . . 4 L . . ra 1 s zta al-mus1q1 al-11ab1r 

5 
es praines d' or, viii, 97. · 

Farmer, Sources ... , 20, 21. 

theory 

6 Ibid., 42. 

... 
' r 
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Al-Kindi's own words in the preface to his treatise where he says that he 
f ollows ~urrent usage rather than what the ancient Greeks taught. 

One thing is certain. Most of Al-Kindi's work had been accomplished 
at Baghdad half a century before the arrival of Sa'adyah in the metropolis 
of the khalifate. Here, and elsewhere, the books of the "philosopher of the 
Arabs " had already become primers in almost every sphere of scientific and 
philosophic enquiry, even in the face of the inquisition of Al-Mutawakkil 
(d. 861) and his successors, who sought to destroy much of the writings of 
Al-Kindi and his pupils. E lsewhere his fame grew widely, and penetrated, 
via Muslim Spain, to Western Europe where no less than twenty-one of his 
works were known in Latin. 1 In the circumstances, Sa'adyab could 
scarcely have escaped the influence of so great a mind as Al-Kindi, whom 
Cardan claimed to be one of the twelve of the world's greatest thinkers. 

2 

1 Sitz. Akad. d. Wiss. Wien: Phil. Hist.: (1904), ell, 99. 
2 Cardan, De subtilitate rerum (Lyons, 1552), 597. .... 

CHAPTER III 

AL-KINDi ON RHYTHM AND ITS INFLUENCE 

" (I mention in the rhythmic modes) what 
prevails in present-day usage . .. omitting 
what ... was the custom of the ancient 
Greek philosophers " . 

Al-Kin di : Risa/a Ji ajza' khabariyat al-niusiqi. 

ALTHOUGH it is Sa'adyab's treatment of music and its influence on the sout 
which are under consideration, it is imperative that attention should first 
be paid to the suggested Jons et origo of Sa'adyab's theory which is to be found 
in Al-Kindi's treatise quoted above, because it is the key to the t echnical 
elucidation of Sa'adyab's text. 

Abii Yusuf Ya'qiib al-Kindi (d. ca. 874) was the greatest of the Muslim 
philosophers prior to Al-Fara.bi (d. ca. 950). He was born at Al-Kiifa and 
educated at Al-Ba~ra. At middle age be was held in high esteem at the court 
of Al-Ma'miin (d. 833) and Al-Mu'ta~im (d. 842), being tutor to A}:imad the 
son of the latter khalif, dedicating several of his books to this enlightened 
prince. We know little of his life, or even of the date of his death, although 
this is generally given as ca. 874. Yet he may have died earlier. Under the 
orthodox reaction of Al-Mutawakkil (d. 861), Al-Kindi was charged with 
being a Freethinker (zindiq) and in the year 856-7, he was flogged at the khalif's 
order. He received sixty lashes and may have succumbed under the ordeal. 
Abii 'Ali 'Abd al-Ra}:iman ibn Kbaqan says that he saw Al-Kindi in a dream 
after he was burned. Possibly the body of the great philosopher was burned 
after his death from flogging. 

How deeply Al-Kindi was influenced by the writings of the Greeks is 
patent everywhere in his books. Much of this may have been obtained direct 
fro~ Greek wor_ks, or from Syriac translations. Early 19th century writers 
~onsider~ Al-Kmdi to have been one of the first of t he translators from Greek 
mto Arabic, but this opinion appears to have been abandoned without the 
groun~s being stated,1 although there are reasons for believing that Al-Kindi 
was either a translator from Greek and /or Syriac into Arabic or that he em-
ployed a translator for his own personal requirements. ' 

We know from the K itab al-aghani that up to the time of the death of 

1 Cf Brockelmann G h · h · , esc ic te der arabischen Litteratur, ii, Kap. 11-12. • 

C 
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IsM.q al-Mau~ili (d. 850) no Arabic translation of any Greek writer on the 
theory of music had appeared,1 yet it is evident from the extant works of 
Al-Kindi on music that he was acquainted with several of these Greek theorists. 
In view of this we may assume that, unless Al-Kindi worked immediately 
from the Greek or Syriac, the Arabic translations wb.ich he made or used, 
were not made public oefore the year 850. 

§ 1 

TEXTS ON Musrc 

Al-Kindi was a voluminous writer, and his works cover almost every 
phase of intellectual activity. Seven or eight of his books were on the theory 
of music, and three or four of them are extant. 2 • One of these, the Risala 
Ji ajza' khabariyat al-musiqi, is the work which, probably, supplied the basis 
of Sa'adyah's treatment of the influence of music which forms the subject 
of the next chapter. In this book, Al-Kindi deals with the "divisions of 
music" in two chapters (maqalatan) of four sections (fw;ul) each. The first 
chapter treats of (1) A description of the eight rhythmic modes : (2) Modu­
lation from one rhythmic mode to another : (3) The arrangement of rhythms 
according to cognate metrical forms : ( 4) The application of specific rhythmic 
modes to certain hours of the day. The second chapter treats of (1) The 
place of rhythm in the doctrine of the ethos : (2) The constitution of colours : 
(3) The constitution of perfumes : ( 4) The dicta of the philosophers about 
music. This last section is incomplete in the solitary manuscript which has 
been preserved, but we can supply what is missing from sections xviii-xx 
of the Kitab adab al-falasifa of I;Iunain ibn Isl_iaq (d. 873), which deals with 
the same subject, and appears to have been base:l on the same material, whilst 
another source of repair for the hiatus is the Rasa':;;l of the Ikhwan al-$afa'. 3 

As we shall see when dealing with Sa'adyah's text on rhythm and its 
influence, this latter is practically identical with what Al-Kindi's says on the 
subject, except that where the former treats of rhythm and its influence 
together, the latter discusses them separately. Here are the two hitherto 
unpublished passages from Al-Kindi's Risala J:;; ajza' khabariy at at-musiqi, 
dealing with the rhythmic modes (fol. 32) and their influence (fol. 33v), from 
the sole exemplar in the Staatsbibliothek at Berlin. 4 • 

1 Kitab al-aghanf, v, 53. I do not include the Timaeus of Plato, which h as passages on 
music, in this statement. This had been translated by Yiil).anna ibn al-Bi~riq (d. 815). 

2 See Farmer, Sources of Arabian Music (1940), pp. 19-21. 
3 Rasa'il (Bombay edit.), i, 119. 
4 I have quoted extensively from this work and others by Al-Kindi in my I nfluence of 

M1,sic: From Arabic Sources (1926). 
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Uol. 32.J 
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[fol. 33v.] 
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2 MS. has ~ I (vile) which is unlikely. 
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§ 2 

THE TRANSLATIONS 

" SECTION l OF DISCOURSE 1 : C O'<C8RNING THE RHYTHMS . 

As for the rhythms (iqii' at) which are genres1 to the rest of the rhythms, 2 

then they are divided into eight rhythms, and they are: Al-Thaqil al-awwal, 
Al-Thaqil al-thani, Al-Makhuri, _Khafif al-thaqil, Al-Ramal, K ha/if al-ramal, 
Kha/if al-khafif, [and] Al-Haza;. · · : · . . 

(1) As for Al-Thaqil al-awwal, 1t 1s thre~ consecutive beats (naqarat 
mutawaliyat), then a quiescent beat (naqra s11,kina), then the rhythm returns · 

as it began. 
(2) And Al-Thaqil al-thani is three consecutive beats, then a quiescent 

beat, then a movent beat (naqra mutaJ:iarrika), then the rhythm returns as 
it began . 

(3) And Al-Miikhuri is two consecutive beats-there should not be between 
them the time of a beat-and a solitary beat, and between its putting down 
and its raising up, and its raising up and its putting down is the time of a 
heat. 

(4) And Khafif al-thaqil is three consecutive beats- there should not be 
between one (pair) of them the t ime of a beat-and between every three 
beats and three beats is the time of a beat. 

(5) And Al-Ramal is a solitary beat and two consecutive beats-there 
should not be between them the time of a be3.t-'and between its raising up 
and its putting down, and its putting down and its raising up is the time of a 
beat. 3 

(6) And Khafif al-ratnal is three movent beats, then the rhythm returns 
as it began. 

(7) And Kha/if al-khafif is two consecutive beats-there should not be 
between them the time of a beat-:md between every two beats and two 
beats is the time of a beat . 

(8) And Al-Hazaj is hYo consecutive beats-there should not be 
between them the time of a beat-and between every two beats and two 
beats is the time of two beats." , 

1 
The ~_IS. has "genre" but " genres" is intended. 

2 ~Ieamng that th · ht · - . ese eig genres (a;nas) produced vanous species (anwa') of subsidiary 
rhythms. 

3 
I haye pointed out in th c t . . . . 

" e onunen ary that tins line 1s mcorrect, and should probably 
read and betwee ·t tt· d . n 1 s pu mg own and its raising up and its raisinu up and its 
putting down." ' "' 

1 
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"SECTION l OF DISCOURSE 2: CONCERXING THE R ESEMBLAN CE OF THE STRINGS 

(OF THE L UTE) ... AKD TH E HUMOURS, ... AN D THE ACTIVITIES (OF THE 

SOUL, . . . A::-l'D THE RHYTHMS). 

(1 ) "So what results from the sounds (harakat)1 of the zir string (c) in 
the activities of the soul, are the joyful, and glorious, and victorious actions, 
and hardness of heart, and courage, and such like. And it (i.e. the zir string) 
corresponds to the nature of (the rhythm) Al-Makhuri, and what is like it. 
And there obtains from the potency of this string and this rhythm that they 
both strengthen (the hwnour of) the yellow bile, stirring it, quietening (the 
humour of) the phlegm, checking it. 

(2) And of what is inseparable from the matlina string (G) of this, are 
the gladsome, and delightful, and generous, and noble actions, and sympathy, 
and tender heartedness, and such like. And it corresponds to (the natures 
of the rhythms) Al-Thaqrl al-awwal and Al-T haqil al-thani. And there obtains 
from the potency of this string and these two rhythms that they strengthen 
(the humour of) the blood, stirring it, quietening (the humour of) the black 
bile, checking it. 

(3) And of what is inseparable from the mathlath string (D ) of this, are 
unmanly actions, and bewailings, and grief of the various kinds of weeping 
and types of entreaty, and such like. And it corresponds to (the nature 
of the rhythm) Al-Thaqil al-mitmtadd. And there obtains from (the potency 
of) this string and this rhythm that they both strengthen (the humour of) 
the phlegm, stirring it, quietening (the humour of) the yellow bile, checking it. 

( 4) And of what is inseparable from the bamm strin3 (A) of this, are 
gladsome actions at one time and joyful actions at another time, and gracious­
ness, and love, and such like. And it corresponds to (the nature of the 
rhythms) Al-Ahziij, and Al-Armiil, 2 and Al-Khaf if , and such like. And there 
obtains from (the potency of) this string and these rhythms that they 
strengthen (the humour of) the black bile, stirring it, quietening (the humour 
of) the blood, checking it." 

It is in these descriptions of the Rhythmic modes of the Arabs by Al-Kincli 
that ,\·e have the key to the solution of Sa'adyah's well known bu t elusive 
passage on music in the K itiib al-amaniit. 

1 Lit. " moYem ents, pulsatious ". 
2 These words are the plurals of ;/l-H azaj and AI-Ra111al, an d refer to the ,·arious sp ed es 

o f these rhythms. 
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§3 

COMMENTARY 

f Can appreciate fully t he description of the rhythmic modes Be ore we . . . 
·ven by Al-Kindi, it is necessary to know ~omethmg of the technical musical 

gi . 1 of t he Arabic t heorists of the penod. Although there were several 
termmo ogy . h Al K. c1- i h k f nl 
of these writers w~o we~e c~n:e~nporary wit . -~ m 1, t : wor s o o_ ! 

f th the Risalafi l-musiqi of lbn al-MunaJJlm (d. 912), and the Kitab 
twoo em, _ . )3 al-lahw wa'l-malahi of Ibn Khurcladhb1h (cl. ca. 912 have ~ome down_to us. 
The former is insufficient for our purpose, and the latter 1s not ava1 lable. 
In view of this we have to turn elsewhere, mainly because we cannot be sure 
of some of Al-Kindi's definitions on accow1t of copyists' blunders. 

Most Arabic theorist s t reat of the theory of music (' ilm al-musiqi) in two 
divisions, viz. M elody, dealing with the notes (naghamat) in respect of conso­
nance (iltifaq) or dissonance (tanaf ur) ; and Rhythm, dealing with the time 
values (azmina) which fall between the beats (naqarat) in respect to measure 

(wazn) or want of it. 4 

In the Mukhta$ar al-musiqi, which Al-'.Kindi wrote for A[:imad, the son 
of Khalif al-Mu'ta;;im, we get a few definitions concerning this first division 
of musical knowledge, i.e. melody, but the manuscript has been so sadly maimed 
by copyists, that even a tentative reconstruction is unsatisfactory. In this 
work the term $atJt is used in its technical, physical sense for " sound ", 
i.e. what is caused by non-periodic vibrations. N aghma, on the other hand, 
is used for " musical sound ", or what we would call a " note ", i.e. what is 
caused by definite periodic vibrations. 5 Lal:in or melody is composed of musical 
sounds, i.e. notes, of various intervals (ab'ad, sing. bu'd), which may be, men­
surally, long or short , and dynamic.illy, st rong or weak, as he tells us elsewhere. 6 

Then we have t he terminology of the second division of musical knowledge, 
i.e. rhythm, a subject which concerns us more intimately. In his Risiila Ji 
ajza' khabarfyat al-musiqi, Al-KindI !ns certainly defined rhythm but, in the 
solitary exemplar of t his work the copyist appears to have omitted to 
transcribe this de~n!tion. ,. The sentence begins .. . )%; t.liilU I l,.l; " Then as 
for rhythm, t hen 1t 1s . . . 7 Here the clause is left unfinished, and the copyist 
proceeds to another sentence, although t he obvious hiatus is unmarked in the 

~ Fa_rmer , Sources of Arabian .Music (1940), pp. 15-30. 
Ibid., p. 32. 3 I bid 33 

4 
I:Iii.jji :<=halifa, L ex. Bibi., Yi , 25,,, the definitio1~· ~- ac~ually derived from Al-La.dhiqi's 

5 
R_zsulat al-Fatfziya. 

Berlin Staatsbibliothek :\IS. 5531, jols. 22-22v. 
6 Fol '>'> 3 d Ii f 

· .--, . r __ n: rom bottom. See also his Risa.Iii. fi khub1· ta'lif al-a/1_,an (fol. 165) and 

7 
~s Risa/a Ji tartib al-naghm (fol. 25). 

Berlin Staatsbibliothek MS. 5503, jot. 32. 
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manuscript. He doubtless gave a complete definition in his lost Risiila fi' l­
iq ii'. It certainly occurred in his K itiib fi' l-n isab al-zamiiniya and his K itiib 
fi'l-aqiiwil al-'adadiya, as he himself tells us,1 but these works have also dis­
appeared. We are compelled therefore to depend on his terminology alone 
to guide us. 

According to Al-Kindi, rhythm was known as iqii' (pl. iqii'iit). It con­
sisted of certain naqarat (beats, sing. naqra), each of which had a time value 
or mensural duration (zaman, zamiin, pls. azmiin, azmina), whilst a combination 
of beats of diverse time values was termed a miqdiir (measure, pl. maqiidir) 
or wazn (pl. awzan) . 

The first real definitions come, however, from Al-Fara.bi (d. ca. 950). He 
follows Greek definitions to a great extent. He says that " a naghma (note) 
is a determinable (wa!J,id) sound (Jaut) persisting for an appreciable time," 
which is little different from Aristides2 and Pseudo-Euclid (Cleonides) .3 Again 
he distinguished between " sound " in the physical sense, and " . musical 
sound," in that the latter has a definite pitch, or as Al-Khwarizmi puts it,­
" naghma is a sound which does not change (its pitch) from high to low." 4 

La!J,n (pl. al!J,an) stands for "melody," and is defined by Al-Fara.bi as a 
collection of diverse notes arranged in a determined order." 5 

Rhythm with Al-Fara.bi, and with all of the Arabic theorists is iqa' (pl. 
iqa'ii.t), and he defines it thus: " Rhythm is the expression, by means of 
notes (nagham), 6 of time values (azmina) determined by measures (maqiidir)." 7 

A later theorist, Al-Khwarizmi, says likewise, but ends with the words "by 
measures and ratios " 8• Again in the l!J,Ja' al-'ulum, Al-Fara.bi says,­
" Rhythms ... are the measures (awzan) of the notes (nagham) " . 9 

The use of the term " beats" (naqarat) by Al-Kindi, and of " notes "­
(nagham, naghamat, sing. naghma) by Al Fara.bi and others to designate the 
constituent elements of rhythm, appear at first sight to be conflicting. Actually, 
this is not so. The theorists invariably had the lute ('iid) in mind when making 
definitions, just as the Greeks had the kithara. On the lute, rhythm was effected 
by diversely timed " beats " (naqarat) made with a plectrum (mirf,riib) on 
the strings which, in t urn, produced diverselJ measured " notes" (nagham, 
naghamiit) . In other words, "beats" were the caitse, and " notes " were 
the effect. As the Ikhwa,n al-~afa' (10th cent .) say 10 : " Melody is composed 

1 British :Museum, Or. 2361, fol. 168. 
2 Meibomius, p. 9. 
4 lVIafiiti!i al-'uliim, p. 240. 
6 This is another plural of naghma. 

a Meibomius, p. 1. 
5 Leyden MS., fol. 2. 

7 Leyden MS., fol. 46. 8 Op. cit. p. 245. 
9 Fanner, Al-Fr,riibi's Arabic-Latin JVritings on Jl,Jusic, pp. 13, 16, 30. 
10 Rasa'il, i, 93. See Farmer, Al-Farabt's Arabic-Latin Writings on Music, pp. 63-4. 

" ., _,. 
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of notes, and notes arise from beats". It is obvious therefore t hat it depends 
entirely on the point of view whether we say that rhythm is made up of" beats " 
or "notes". Ibn Sina (d. 1037) had a foot in each camp since he said t hat 
" Rhythm deals with the time values intervening between notes and beats." 1 

At the same time it has to be recognized that if the rhythm were played 
on a pulsatile instrument, such as t he drum (?abl) or the t ambourine (duff, 
tar), it would be " sounds", not "notes" that would be heard. 
· Concerning the text itself of Al-Kindi on the rhythmic modes, little can 
be said by way of criticism or emendation, save what has been done in the 
footnotes and in the elucidations made in Chapter IX, because the Berlin 
manuscript is the sole exemplar. There is, however, one passage that calls 
for special notice. 

One of the commonest forms of error made by scribes in copying manu­
scripts, is the reversal of an antithesis, and an example of this seems to have 
been perpetrated in the text under discussion. In t he section on the R amal 
mode the passage reads,-" and between its raising up and its putting down, 
and its putting down and its raising up ". This should, probably, read,­
" and between its putting down and its raising up, and its raising up and its 
putting down," as in the Miikhiiri mode. The reason for this correction is 
that the passage refers to the natural downward and upward strokes of the 
plectrum (mirf,riib) on the string of the lute ('iid), as exemplified in Chapter IX. 

Al-Kindi deals with rhythm in two other treatises which are extant. 
The first is in the Kitiib al-kiiJi fi'l-musiqi of Ibn Zaila (d. 1048) where Al-Kindi's 
definitions of seven of the rhythmic modes are quoted, possibly from his 
Risala fi'l-iqii'. 2 They do not all agree with what he has stated in the R isiila 
Ji ajza' khabariyat al-musiqi as quoted in the present monograph , but t hey 
serve _as a valuable control. The second work is t he Risiila Ji khubr ta' lif 
al-al!J,an,

3 
and what Al-Kindi has to say there about rhythm concerns its 

ethos, and appears to have been derived from the Eisagoge harmonike of Pseudo­
Euclid (Cleonides), 4 which was known in Arabic translation as the Kitiib 
al-nagham_ (Book of :Notes) or Kitab al-naghm (Book of Melody). s 

. ~n this work, Al-Kindi calls attention to t hree ethological kinds of com­
pos~tion (ta'liJ), viz. the qabrf,i "which creates grief," t he busti "which 
excites delight " d th , ·z " . · 

. , an e mu tadi which produces veneration, honour 
and beautiful noble p · " 'Th h 

raise. ese t ree t ypes of composition appear to cor-respond to the s,, t lt · d · l · 
E . . . Js a ic, iasta tic, and liesychastic groups into which Pseudo-

uclid divides the ethos. 

1 Kitab al-n · - · 
2 a;at, Bodle1an MS. M arsh 521 f ol 159 
4 

Fa~mer, S ources . .. , p. 42. ' '
3 

'. • 
Me1bomius A t M Ibid., p. 20. 

' n · 
1 

us. A uct., p. 21. i Farmer, S ources . .. , p. 26. 

,. !, .. 
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When dealing with rhythm, Al-Kindi adopts the same triple division 
of the ethos as follows : 

(1) The iqii'iit al-thaqilat al-mumtaddat al-azmiin, i.e. the slowest of the 
slow (thaqil) species, which produce "grief and sadness." 

(2) The iqii'at al-khafi,fat al-mutaqarriba, i.e. the quickest of the quick 
(khafif) species, which produce " mirth, great agitation, and con­
tentment." 

(3) The iqa'at al-mu'tadila, i.e. the medium species, which produce "tem­
pera te moods." 

Between this tripartite scheme and that based on the " four-fold things " 
as previously described, there is some agreement, as the following equations 
may show. 

RISA.LA Fi AJZA' Fi 

KHABARiYAT AL-MusiQi 

( 1) A l-T haqil al-awwal 
(1) Al-Thaqil al-thani 
(2) Al-Miikhuri 

(3) Al-Thaqil al-mumtadd 

(4) Al-Ahzaj 
(4\ Al-Armal 
(4) Al-Kha/if 

RISA.LA Fi KHUBR TA'LiF 

AL-ALHAN 

} (3) lqa'at aimu'tadil, 

(1) Iqii'at al-thaqilat al-mumtaddat al-azman 

,\ 'j (2) Iqii'iit al-khafifat al-mutaqarriba 

Both of these treatises also show that there were actually more than eight 
rhythms, but that these eight, were the bases (u$ul) or canons (qawanin) 
upon which the subsidiary rhythms were constructed. Al-Kindi makes this 
clear when he says that these eight " are genres for the rest of the rhythms." 
In the Ikhwan al-$afa' (10th cent.) this is made more palpable.1 

"We say that the language of the Arabs and their melodies (alt,,an) 
are upon eight canons, ... and these eight are the genres (ajnas) and the 
rest of them are the species (anwa') which branch out from them." 

The Ikhwan show that there could be twenty-two varieties. 2 

Whether Al-Kindi was the immediate source of Sa'adyah's treatment 
of the subject or not, it is the text of Al-Kindi which enables us to elucidate 
the meaning of Sa'adyah's theory, to which discussion we now proceed. 

1 Rasti'il (Bombay edit.), i, 115. 2 I bid., i, 94, 
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CHAPTER IV 

SA'ADYAH ON RHYTHM AND ITS INFLUENCE 

"The t ext ... , p articularly the portion 
dealing with music offers great difficulties." 

Malter: Saadia Gaon.I 

THERE are five separate versions of Sa'adyah's passage on music and its 
influence as contained in the Kitab al-amanat, viz.-the Arabic original, 
three Hebrew versions, and a summary in Hebrew. In spite of this array, 
Sa'adyah's latest and best biographer, Dr. Henry Malter, pointed out in 1921 
that the passage on music "has not yet been properly explained "2 because, 
seemingly, it " offers great difficulties ". 3 We shall see that some of the diffi­
c~lties are d~e to t~e conflicting nomenclature of Sa'adyah which not only 
misled Ibn T1bbon, his best known translator into Hebrew, but contributed to 
the misconception of the passage by both Orientalists and musicographers 
down to the present time. 

1 Th 

The five separate versions to which I have alluded are contained in :4 

(1) The original Arabic Kitab al-amiiniit by Sa'adyah written in the 
year 933. 

(2) T~e Hebrew version known as the Piteron sefer ha-emunot, some­
tunes called the "Paraphrase ", said to have been made in the 
year 1095. 

(3) '~he Hebr~w ~ersion of Abraham bar J:Iiyya (d. 1136), as originally 
mcluded 1~ his Megillat ha-megalleh, and handed down by Ya'aqob 
ben J:Iayyirn Ferussol in his Bet ya'aqob, written in 1422. 

(
4
) :he Hebrew summary made in the Major Compendium of Bera-

(
-:) , yah ha-Naqdan about the year 1180. 
v rhe Hebrew ve · k 

y h rswn nown as the Sefer ha-emunot made by 
e udah ibn Tibbon in the year 1186. 

e comment refers, primaril . t Ib , . ' 
original whi h } ' 0 11 ribbons Hebrew version but it was the Arabic 

! 1-Iaiter Saad. cG produced most of the " great difficulties " ' 
3 . ' ia aon, p. 369. · 

4 
Ibid., p. 259. 

1 
For the pedi f 

. gree o these versions see Appeudix. 

, 
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To apprehend fully the passage on rhythm by Sa'adyah it is essential that 
all these versions should be critically edited and translated under the partial 
control of the work by Al-Kindi, and thereafter carefully compared with one 
another. · As a result it will be found that a · more definite interpretation of 
Sa'adyah's theory has been secured, and that some, at least, of the "great 
difficulties " mentioned by Dr. Malter, have been removed. 

§ 1 

THE TEXT 

The original Arabic text of the A manat which contains the elusive passage 
on rhythm exists in two manuscripts only. Both of these are written in the 
Hebrew script, althoi.;gh the language is Arabic. They are to be found at the 
Bodleian Library, Oxford, and at the State I,ibrary, Leningrad. The former 
was first edited by Jean Gagnier in his 5 pecimen novae edition is libri 
mv1n, t,,rn~Xi1 (Oxford, 1717), which also contained Ibn Tibbon's Hebrew 
version as well as a Latin translation contributed by Gagnier himself. This 
has become a rather scarce book, so much so that I have been unable to consult 
it in the preparation of this monograph. Even the Bodleian Library does not 
possess a copy. 

Samuel Landauer also issued the text (Leyden, 1880), using the Bodleian 
manuscript as his basis. He noted the variants from the Leningrad copy, and 
transliterated the Hebrew characters into Arabic. Apart from his introductory 
remarks he contributed little to the clarification of the text, although an 
apparatus criticus was obviously necessary. 

Whilst I have consulted the edition of Landauer (pp. 317-18) the present 
text of Sa'adyah's passage on rhythm is based on the Bodleian manuscript 
(Pocock, 148, fols. 189v-190), which is in the Hebrew script. There can be 
little doubt that Sa'adyah wrote the Amanat in the Arabic script,1 and that 
it was transliterated into the Hebrew script later, probably under the pressure 
of conservative Judaism. Sa'adyah's transliterator used the following and 
usual system; ~ = Ji, t = S, ~ = i, if = ~' b = !6, t = 5 

Here is the text of the section on rhythm and its influence from the 
tenth chapter of Sa'adyah's Kitab al-amanat: 

1 Malter, p. 14.2. 

/ 
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(fol. 189v) 

1~ ,.,iNi'~ iMNi ',:h ft.,:i[N]~n jNn',N',N jN jK',N ',ipNEl 
.o.,j:in',N 

li:i::iNO ftinN,, nN.,,Nin~ nN~5:i 'J 1[i1iNip~J ':l'N, 
p,s, ci,N ;;,p 1N::i,n., 1N:in,,N 1N'ii1i .li::iinn~ ftinN,, 

• jNCO ',o ',Ni 7',~',N 

jN~T N~i1:1.,:l o.,, 21.,n.,,N,n~ ,.,n~j:i [i1Ji~ii'~ 'J',Ni 
[ •• .J iili::iii i1liji j.,:l, 3/i:l:lNO fiiMNii ji~j:i [Lenin. fol. 132] 

ftliNJi!,i',Ni ~N,::i~,N 7,n., i1in, N'im .ii~J:i jN~T 4j1l7j,, 
.Ni11,n~ N~i ii~iJ',Ni 

li~5:i 1N~T Ni1:i.,:l 1,::i., N, nN.,,N,n~ nN~j:i 'J i1iNii'~ 'i'N, 
1~ ii1tb.,, oj',:1',N 7,n., i1iMi N'ii11 .;i~j:i jN~T 'J1 'J 1,;:i r:ii 

.7,-; i1:liD~ ~~, pJ',Ni liijn,N, ,-;,N ft,p o::i:i,N 

o.,', 5j.,n:l.,N:ln ~ j.,n:inNi liiiEl~ i1~J:I i11Nip~ 'i1',Ni 
.iiD5:i jN~i 6i1Vjii i1liEl1 [ •• .J 1":11 fiDjj jNDi N~i1:i.,:1 

1 Added from Al-Kindi. 
2 The Bodleian MS. has 1'tl'?K1Ji0 rt10:iJ. Sa'adyah uses the colloquial form consistently . 
3 /iJ:JKC (quiescent) is wrong. The word should be fi1i!:)Jr.l (solitary) as given in Al-

Kindi's MS. or rJ1i!:lt) as in line 14 of the above. See Commentary. I 

4 Landauer's text has ~)) W)) ih-6) -.)~) with feminine endings, whereas the 
Bodleian MS. has pronominal suffixes as in Al-Kindi's MS. Both J;andauer's text 
and the Bodleian MS. ought to read i1V~11 [i1V!:li1] i1V!:li1 i1)l~1 )':l1 so as to agree with 
Al-Kindi. 

5 The Bodleian MS. has the colloquial )'liJ'~:lliO 1'liJJix1 whilst Al-Kindi writes 

0 lY, l_r. 0 \i'fa J 
6 Landauer's text has the same faults in i!, instead of l!- as mentioned in footnote 4. There 

are also omissions in Landauer and the Bodleian MS. The passage in Al-Kindi reads 

W)) d.:J<.,6)) d.:J<.,6)) W) ~)· See Commentary: 
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.nK~inn~ nK~5:J 'J iliKii'~ OiKo',Ki 

fi~j:J 1K~T K~il:J":l 0"" 1j"n"',Kin~ 1"M~5:J iiiKii'~ 'T',Ki 
.fi~3:J jK~T 1"M:JriKi j"M:JriK 1,~ 1":l1 

fi~j:J 1K~T K~il:J":l 0"" . ,.,n.,',Kin~ i"M~):J iliKii'~ 'n',K, 
,,nn Kil',~ 'i'?K . iliili 1"n~j:J 1K~T i"n:lriKi 1"M:JriK ,~ 1":li 
,,,o',K ""K fi~opn~ pK',jK !ko::,:J',K ,~ iilcon, ~Kiio,K 

"· .,,~K fiiKn icj',K .,.,K, fiiKn 

§ 2 

THE TRANSLATION 

Apart from the translation into I,atin made by Gagnier in 1717, which I 
have not seen, no translation into any European language has ever been made 
from the Arabic text of Sa'adyah, so far as I am aware. 6 For this reason the 
following English version of the passage on rhythm is submitted. 

" So I say here that there are eight melodies (al"f:iiin), 7 and to all and 
each are measures (maqiidir) (derived) from the intoning (tanghim. 8 

(1) Then as for the First of them, its measure is three consecutive 
notes (naghamiit) 9 and one quiescent (note). 

(2) And the Second, [its measure] is three consecutive notes, and one 
quiescent (note), and one movent (note). And these two melodies move 
the strength (of the humour) of the blood and the temperam?nt of sove­
reignty and dominion. 

1 The Bodleian MS. has this colloquial form. 
2 Leningrad MS, has D~J. 
3 Possibly a misreading of [ d:-,e,, ]_,.6.l l. See Commentary. 
" Leningrad MS. omits.· 
6 A German version of the Heb;ew made by Stei~schneider and Barrasch is still un­

published but even this does not contain the passage on music. 
7 The word is translated in its literal sense as " melodies", but see the Commentary where 

the real meaning is shown to be " rhythms ". 
8 In the Commentary I have shown that " beating " may b e intended rather than " in 

toning". 
9 Implying "beats" rather than "notes", 

SA'ADYAH ON RHYTHM AND ITS I N FLUENCE 31 

(3) And the Third, its measure is two consecutive notes-there is not 
between them the time of a note--and one quiescent1 (note), and between 
its putting down and its raising up2 [ ..• ] and its putting down, is the 
time of a note. And this (melody) alone moves (the humour of) the yellow 
bile, and (the temperament of) courage and audacity, and what is like 
them. 

(4) And the Fourth, its measure is three consecutive notes-there is 
not between them the time of a note-and between every three (notes) 
and three (notes) is the time of a note. And this alone moves (the humour 
of) the phlegm, and there appear in the soul the feeling of abasement, 
and submission, and cowardice, and what resembles that. 

(5) And the Fifth, its measure is a solitary note and two separates 
(notes)-there is not between them the time of a note-and between its 
[ ... J raising up and its putting down4 is. the time of a note. 

(6) And the 5ixth, its measure is three movent notes. 
(7) And the S eventh, its measure is two consecutive notes-there is 

not between these two the time of a note--and between every two 
(notes) and two (notes) is the time of a note. 

(8) And the Eighth, its measure is two consecutive notes-there is 
not between these two the time of a note-and between every two (notes) 
and two (notes) is the time of two notes. And these four (melodies) , all of 
them, move (the humour of) the black bile, and there appear in the soul 
diverse dispositions, gladness sometimes, and sorrow at other times."5 

§ 3 

COMMENTARY 

In his use of such terms as al"f:iiin (melodies), tanghim (intoning), and 
naghamiit (notes) it would seem, at first glance, that Sa'adyah is describing 
melodic modes rather than rhythmic modes, that is, if we take these word at 
their face value, and if that were the case, there would be a serious divergence 
between Sa'adyah and Al-Kindi who are, obviously, describing the identical 

1 
" Quiescent " is an error for Al-Kindi's " solitar y ", although found also in the three 

Hebrew versions of Sa'adyah. 
2 

The phrase " and its raising up " is repeated in Al-Kindi. 
3 Al-Kindi has "consecutive". 
4 

In Al-Kindi the passage continues "and its putting down and its ra1smg up". The 

5 
correctness of the whole passage is suspect, as has been pointed out. 

See Commentary. 
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modes. This seeming contrariety has to be explained because Sa'adyah's 
terminology has been the main cause of the misunderstanding of this passage 
on music and appears to have occasioned, to some extent, the reticence of 
editors to deal with this particular part of the Kitab al-amlinat. The sur­
mounting of this impasse is therefore of primary importance. 

First of all it is necessary to go back in the A manat to a passage earlier 
than that which has been quoted. In introducing the snbject of the influence 
of sense impressions on the soul of man, Sa'adyah begins with the sense of 
sight, showing that a single colour does not produce a beneficial influence on 
the soul, whereas a discreet mixture of colours is claimed to have a stimulating 
effect. Passing to the sense of hearing Sa'adyah says that the reiteration of a 
single Jaut (sound), tanghim (intoning), or lufiun (melodies, sic) creates mono­
tony which is injurious, whereas a combination of diverse varieties of these 
things produces agreeable effects.1 These terms require consideration. 

The term Jaut, meaning "sound" in general, has already been explained. 
Tanghim, an uncommon word in music theory, comes from the same root as 
naghma (" note "); and means " intoning ". In the above passage it would 
be understood that the re-iterated "intoning" of a single note is monotonous. 
However, the word is suspect in this passage, as we shall see, although in the 
13th century Vocabulista in Arabico the term stands for modus,2 a mutation 
which is qnite regular in Arabic musical terminology, as I have shown else­
where, 3 which can also be seen with the Greeks in the use of the term "t"6voc; 
for both " tone " and " mode ". 

As for the word lufiun (sing. lafin), meaning, in A,rabic, "melodies", the 
use of the plural here can scarcely be correct if the simile of the " single " versus 
the "compound" is to be sustained. It is -clear, therefore, that the singular 
lafin should be substituted for lu°f:iun, a proceeding which would agree with the 
use of niggun in the Hebrew version of the Piteron, and neginah in that of Ibn 
Tibbon. 4 It is possible that the 1 in i1n'? crept in through a scribal slip, seeing 
that elsewhere Sa'adyah uses the plural of paucity i~n',~. Indeed, the scribe 
might have thought that lufiun was a singular. In late Mediaeval Hebrew the 
Arabic term in'? was used for "melody", as we know from the Pirush 'al 
ha-qanun of Yesha'iah ben Y~}:laq (14th cent.). 

1 ~p::i x,nx, K'tti Cl:lJ?K 1,x,.:ix 10 7,n, KOJK [sic] 11n',',x1 C'.lJ,i'?xi 11::io,x 1710',x 7,i,, 
C)iVh 1x ;bJ' ,p, xnx1p, xn1,x'?::iN 1o ,n~' NO,,,, NmNrnox p,1 xn,~' NO xi•h,1 

. 7,; ~nc;i Jxto',x 11,, ,,;n fi i i::io xnnx,•i,xn 
2 Edited by Schiaparelli (Florence, 1871), p. 71. Cf. Munk, Melanges (1857), p. 56. 
3 Farmer, An Old Moorish Lute Tutor (Glasgow 1933), p. 20. 
4 It is true that the Hebrew summary of Berakyah has the plural neginot but all the words 

used-qolot, neginot, tenu'ot, are plurals. The argument, however, refers to the single 
and not to the compound. 
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We see that Sa'adyah describes the eight rhythmic modes as al[ian(melodies) 
and terms their constituent elements as naghamat (notes). yet Al-Kindi, 
describing the identical modes, refers to them as iqa'iit (rhythms). and to their 
constituent elements as naqariit (beats). How can this contrariety be explained? 
It has already been shown that it all depends on the point of view whether 
we say that rhythm is made up of naghamiit (notes) or naqarat (beats), since 
the musical theorist always had the lute in mind when making definitions. 
If that is accepted there is no reason why the argument should not be extended 
ta d°J:tan and iqa'at, since it was by means of a lafin (melody) that iqa' 
(rhythm) usually had expression. At the same time it is only proper to 
suggest that there are other possible explanations of the variation between 
Sa'adyah and Al-Kindi, some of which may be stated. 

(1) It seems to have been the opinion of one of the translators into Hebrew, 
Ibn Tibbon, as well as some modern exegetes,1 that Sa'adyah actually 
describes melodic modes and not rhythmic modes, and there were and are 
reasonable grounds for the assumption. Yehudah ibn Quraish (10th cent.) 
and Pseudo Yehudah ben Bil'am use al°f:ian to denote the tropes of biblical 
cantillation, i.e. the te'amim, just as the Hebrew equivalent for alhiin, i.e. 
neginot, has been used for these tropes. 2 • 

In the captions to some of the Psalms translated by Sa'adyah into Arabic, 
the Hebrew neginot is represented by al°f:ian, and here the reference is to 
"melodic modes ".3 \Ve see somewhat similar procedure in the Hebrew Com­
mentary on Canticles attributed to Sa'adyah, and both Ewald4 and Dukess 
appear to have no doubt that these al°f:ian and neginot were " melodic modes " 
or " melodies " (Gesangsarten, Gesangsweisen). 

The neo-Hebraic word niggun (pl. niggunim), like the older term neginah, 
also equated with the Arabic la°J:tn in meaning both " melody " and " melodic 
mode". Thus in the rubrics of the M a°J:tzor of the Sefardim we have the phrase 
be-la[in N, which in the version of the Ashkenazim reads be-niggun N, both 
meaning " to the melodic mode N ". 6 It would seem therefore that the use 
of al[iiin, neginot, and niggunim in relation to " melodies " and " melodic 
modes " was well established. 

One other argument which may be claimed in support of the opinion 
that Sa'adyah describes melodic modes is the phrase i1,ll~i1 i,V'.:i1 "its putting 

: Dr: :\falter, op. cit., pp. 259, 323, and Rabbi F. L. Cohen, J ewish E ncyclopaedia, ix, 122. 

3 
Wi~kes, 0'1!:lC X'':J 'OV~ (1887), p. 9 . 
Edited by :\fargolies, (Breslau, 1884). 

4 Beilrtiae G I · I .. 
5 Ib"d 0 __ zur esc tic ite der altesten Auslegung ... des Alten T estaments, i, 8. 

1 .• u, 107. 
6 This" N" 

£ may refer to the la(ln known as nawa or perhaps nauriiz. See Zemirot yisrael. 
(Safed, 15'37: Venice, 1599). 

D 



/ 

SA'ADYAH GAON ON MUSIC 

down and its raising up", which could be made to read i7,!H:i"i1 i7l,'~1 " the 
lowering and elevation", used in respect of the pitch of the notes, rnther than 
the movements of the plectrum on the strings. 

In spite of all this, the proof is overwhelming that Sa'adyah was not 
describing melodic modes, and if I have given al7:ian, tanghim, and naghamiit 
the strict technical equivalents in the words " melodies ", " intoning ", and 
" notes ", it is only because I desired to give a literal version at this point, 
reserving the readjustment for the Commentary. Quite apart from the whole 
trend of Sa'adyah's description of t he individual modes, his use of such terms 
as maqadir (measures) and zamiin (time), which can only have a mensural 
connotation in this passage, prove that rhythm and not melody is under 
treatment. Above all, the testimony of Al-Kindi is irrefutable. 

(2) Sa'adyah may have had a precedent for his use of lal:in and naghma 
to mean a "rhythmic mode" and " note" respectively. This usage occurs 
in the Rasii'il of the Ikhwan al-~afa' (10th cent.) where al7:ian is used for 
" rhythmic modes ". 1 The probable explanation of this is that the measures 
(maqadir) of the rhythmic modes were called to mind by certain set" melodies " 
(al!i,an) which served as memoriae technicae, just as the metres of prosody were 
remembered by certain set melodies which, even to-day, are called naghamiit 
al-bu!i,ur (metric notes). 2 

Although the Ikhwan employ the term al!i,iin for rhythmic modes, they 
use the term naqariit (beats) for the constituent elements of these modes. There 
is no reason, however, why Sa'adyah should not have preferred naghamiit 
(notes) instead of the latter term since, quite apart from a justification for the 
usage already explained, he had the authority of his great contemporary 
Al-Fara.bi. 

(3) Another possible explanation of Sa'adyah's preference for naghamiit 
is as follows. In his Commentary on the Sefer ye;;irah, where he deals with the 
alphabet, he seems to refer to the vowels as naghamat, meaning by this " move­
ments " in the sense in which the Arabs used the term !i,arakiit and the Jews 
tenu'ot.a 

(4) Further, Sa'adyah may have used the term al!i,iin in the sense pre­
viously mentioned, i.e. meaning " melodies " but implying " rhythms ", 
yet the occurrence of the word naghamiit may be due to a scribal error, the 
original word, as Sa'adyah wrote it, being naqarat. 

The hypothesis may be applied, as we shall see, not only to the text of 
Sa'adyah, but also to two of the Hebrew translations. If we are to accept this -

l Rasa'il (Bombay edit.), i, 115. 
2 See my article in the Encyclopaedia of Islam, v, 83. 
3 Derenbourg, Manuel du Lecteur (1871), p. 207. 
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explication, it is evident that the scribal misreading would more likely have 
been made in reading an Arabic scrip t of the Amiiniit rather than a Hebrew 
script, because it would be much easier to misread ""-'\.)Ji.i as ""-'l..;.i t han to 
misread .nx"ip.l as .n~~jj. 

The same argument applies to the word tanghim, i.e. " intoning" , which 
occurs twice in this part of the Amiiniit, where it might be a copyist's misreading 
of tanqir, i.e. " beating" . Again it will be recognized that the error would 
more likely come via an Arabic original, since _r.ii.:J could be misread as 
("~.;.J whereas in the Hebrew script it is not so likely that i~p .l1'1 could 
be misread as c~:i.l.n. Although no manuscript of the Amiiniit has survived 
in the Arabic script, it is generally accepted that Sa'adyah ,note some of his 
works in the Arabic script. 1 That being so, the suggested errors might have 
been committed by a scribe who was ignorant of the subject which he was 

transliterating. 
Although textual emendation is usually the last resort of an editor who 

seeks to explain his text, there is some support for this last hypothesis in two 
of the Hebrew versions of Sa'adyah's Amiiniit, where the terminology suggests 
that the translators might have had before them an Arabic manuscript which 
contained the words 11aqariit (beats) and even tanqir (beating), instead of 
naghamiit (notes) and tanghim (intoning). The subject will be discussed further 
in Chapters V and VI. 

Having endeavoured to clarify the obscurities of Sa'adyah's terminology 
we can devote attention to a comparison between the texts of Sa'adyah and 
Al-K;ndi in the actual construction of the modes in question. It is quite evident 
that they are almost identical, and it is this fact which is the basis for the 
contention that Sa'adyah depended on Al-Kindi, or else that both drew from 
a common source. There are some slight divergencies between the two texts, 
but they are all explicable. 

In the Third rhythmic mode of Sa'adyah, which equates with the Miikhuri 
of Al-Kindi, we read Rl::,xo iiimrn ... iX.n~,x,.n~ iK1'10S.l i.e. "two 
consecutive notes ... and one quiescent (note) ", whereas Al-Kindi says 
8J.)h....,. 8}ii) ... 0 W.1~ 0 \3.).1ii i.e. " two consecutive beats ... and 
a solitary beat". The Sa'adyah text is obviously wrong, as may be seen by 
reference to Chapter L-X, where it is shown that the phrase " putting down 
and raising up " refers to the motion of the plectrum, and must here imply a 
solitary beat and not a quiescent beat, i.e. a rest, since there is no movement 
of the plectrum with a rest. 

In this passage also there 1s an omission. Al-Kindi says: 

1 Cf. :\falter, p. 142. Steinschneider, Jewish Quarterly Review, xii , 6 13. Kitab al-amaniit 
(Leyden 1880), p. xii. 

' 
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~.>J ~)) ~!>)) ~) ..::,"'1) "and between its putting down and its raising 
up, and its raising up and its putting down". Sa'adyah omits the second ex­
pression for" its raising up, , and writes merely nv~,, ill,'::;ii i1l,'~i r:i, . 

In the Fourth rhythmic mode there is another discrepancy where Sa'adyah 
says that it produces " abasement, and submission, and cowardice". Yet we 
know from the construction of the mode that it equates with the Khafif al­
thaqil of Al-Kindi, a genre which can scarcely be included in the Thaqil al­
mumtadd, the slowest of the thaqil groups, which fostered " unmanly actions " . 

In the Fifth mode, which is the Ram,;il in Al-Kindi's arrangement, Sa'adyah 
also gives a different account. He says: iK17.i~l'\:lt'l~ iK17.ii'iKi i11i::;~ rit~~.:i 
" a solitary note and two separate (notes) " , whereas Al-Kindi says : 

0
~1~ 0 1.ijlii) 5.J jh,. 5j'i.i "a solitary beat and two consecidive beats " . 

It would seem that a scribe must have misread iKi7~,x,ni~ asiK17.i~K:li'71~ 
because in the Hebrew version of this passage attributed to Bar I:Iiyya we 
have the passage in agreement with Al-Kindi, since it reads r,11::;1~ ,'7n~ 
it in~ ,r o ~nrvi " one isolated (beat) and two beats one after the other ". 

There is also an omission in the Fifth mode which is similar to that made 
in the Third mode. Although Al-Kindi says : d,.j )) 011.-6 )) dL6 )) d~) ..::,d ) 
" and between its raising up and its putting down, and its putting down and 
its raising· up", Sa'adyah merely says iiV:rn ill,'Di i~:i, "and ·between its 
raising up and its putting down". 

Yet this omission is not of much importance as it stands. What does call 
for notice is the sequence of the terms used, i.e. " raising up " and " putting 
down". As already pointed out,1 it is highly probable that a copyist of Al­
Kindi's work made an error in this passage, and that it should read, " and 
between its putting down and its _raising up, and its raising up and its putting 
down". It may be argued, per contra, that the order of the phrases in 
Sa'adyah is a confirmation of the correctness of the Al-Kindi text. This is 
true enough of the present Al-Kindi text, but it is not so decisive regarding 
the original Al-Kindi text, since Sa'adyah could have translated from a manu­
script of Al-Kindi that was already in error, and, as has already been stressed, 
the reversal of an antithesis is one of the most common forms of copyists' 
blunders. 

Another variation between the two texts is where Sa'adyah says that 
the last four rhythms move the soul to "gladness 1110,~ sometimes, and 
sorrow o5,K at other times". On the contrary, Al-Kindi tells us that the 
equivalent modes, the Ramal, [Khafif al-ramal,] K hafif [al-Khafif] and Hazaj, 
move the soul to "gladsome ))_,...JI actions sometimes, and joyful ,\·,""-j.oJI 
actions at other times". As these four rhythms are all of the light genre, i.e. 

1 See ante p. 25. 

.. 
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those usually associated with pleasure, we may assume that Sa'adyah, or a 
copyist, only read the first four letters of the Arabic word [d:-:~ ]/1.ll which 
he mistook for f*-l I. The error is certainly not Al-Kindi's, because both of 
his treatises agree ou this point. 

It might, of course, be argued that Sa'adyah's term al-ghamm (sorrow) 
is the correct one because it is " diverse disposit ions " that are mentioned. 
Yet it does not necessarily follow that " diverse dispositions " imply" opposite 
dispositions ". Arabic lexicographers consider al-surur (gladness) and al­
farfiiya (joy) to be" diverse dispositions", because al-surur is a passive emotion 
" in which there is no external sign ", whereas in al-f arfiiya we have an active 
emotion where the external sign is obviously manifest. 

From what has been said the reader can well imagine that Sa'adyah's 
Arabic account of t he rhythmic modes is by no means as clear as it might 
have · been, and was sure to create difficulties for subsequent Hebrew 
translators who, as we shall see, were to complicate the question still further. 

I 



CHAPTER V 

THE PAYYETANIC HEBREW INTERPRETATION 

" A d ifficult treatise " . 
Steinschneider : Bet o,:ar ha-sif rul , 

THE first of the Hebrew versions of Sa'adyah's Kitab al-amiinat was the 
Piteron sefer ha-emunot, known in English as the " old translation" or the 
" paraphrase". The version has been attributed to Berakyah ha-Naqdan 
(12th century), but since we have a manuscript of it (Vatican, 269) bearing 
the date 1095, this attribution is unlikely, unless we are to accept Dukes rather 
doubtful contention that the date is 1195.1 Besides, it has been agreed that 
the Naqdan could scarcely have been the translator since he was not acquainted -
with Arabic, as Steinschneider and others have insisted. 2 

Two other translators of the Piteron have been suggested. Dr. Isaac 
Broyde attributed the work to Mosheh ben Yosef who flourished at Lucena 
in the first half of the 12th century , but we are not told on what authority the 
assertion is made. 3 The other ascription has more. general accept ance, and 
this suggests that the translation or int erpretation was made by one of the 
payyetanim of Babylonia or Palestine. 4 

§ 1 

THE TEXT 

Manuscripts of the Piteron are to be found in many libraries, notably 
at Oxford (Bodleian, Opp. 599) , Paris (Zotenberg, 669), Parma (De Rossi, 769), 
Munich (42) , and the Vatican (A sseniani, 266, 269) . The passage on music 
from the Munich manuscript was published by Steinschneider in Eisig Graber's 
journal B et o;;ar ha-sijrut (1887, p. xxx) , yet the great Hebraist seems to have 
been unable to fathom some of the archaic expressions of this " difficult 

1 Beitrdge z,tr Geschicltte dei' altesten Auslegwig ... des A llen Testaments , ii, 16. 
2 Bet o,:ar lta-sifrut , xxix . Goll:rncz, The Ethical Treatises of Berachy a , xxxix. l\Ialter, 

op. cit., 361. 
3 J ewish Encyclopaedia, x ii, 220. 
4 Porges, Zeitscltrift fiir lubriiische Bibliographie, vii, 38. 
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t reatise " as he termed it, nor did he attempt to readjust even the most obvious 
omissions of the copyists. 

F or these reasons it has been considered essential that a newly edited 
and reconstructed t ext of the Piteron should be presented. This_ has been based 
on a hitherto unident ified manuscript in the Bodleian Library, 1 and on the 
Munich manuscript2 as edited by Steinschneider.3 Both of these have a 
descent other than that of the present Arabic text of Sa'adyah. It is a 
point of some significance which will be developed in the Commentary. 
Reference m'.ly also be made to the Table of the Pedigree of the Manu­
scripts in the Appendix. 

Here is the text of the P iteron : 

i 1.t1rzi inN1 inN 7',,::f,, .t:l'1:l~ 6i'TJ~rzi ',.t, 511J:lil 4~~ i~1N1 
.SJ,i~ 11J:l1 iN,.:~ 

12nnN[1J 11nii.:1n~, 10n,~1~n 9n1lml:J 'J i', 1Jr 11tZ.'Niil 
.i!ninrz; 

n,~,~n n1.t1,:1.t1:1 '~ ~:1tZ?i11J 14N~ilrzi nnN, 1 3[ilninrzi nnN, 
n,~',~, ',iiJ .:,,~ rzi~:lil 17n,,,,.t1r~ i','?i! 1s~nrz.;, 15 .n.t1.t1i:1n~ 

.niil~J, 

1 Pocock, 17. This l\IS. is made up of a number of short extracts i rom various writers, 
one of them (Jols . 243v-45) being the passage on music from the Piteron. I am indebted 
for t his identification t o Dr. T eicher. 

2 No. 42, fols. 524-24v. 3 Bet o,:ar ha-sifrut, p. xxx. 
4 Omitted in S teiuschueider ( = Stein.). 
5 Stein. 1il'J t h roughout. 6 Stein. wrongly 'J. 
7 Stein. 1 omitted. 8 Stein. '11))'!V throughout. 
9 Bodi. reads : h1))1J))J ':l1 C',iliJ))J 'l 1? i; •. This duplication is doubtless due to a 

correction of t he masc. form t o t he norm al fem . ':l1 is the insertion of a scribe trying 
to amend the duplication . St ein. gives the same text as Bod!. but with h1~'VJ 

instead of h1V1Jl]J. 
10 Stein. n,o,:,n. 11 S t ein. 1 omitted. 
12 Insertion necessary. Cf. Ibn Tib bon . 
13 An evident omission due t o ho moiot eleuton (i1n1n:b ,"1n~) , wanting in b oth Bodi. 

and Stein., which therefore are probably copies of t he sam e archet ype l\IS. The 
missing 'IYOt ds are easily supplied from what precedes and follows. It remains un­
certain whether the superfluous ,"11'1:l1nl~ of section l was repealed here. 

11 :Stein. oruille<l. 15 Stein. i1l]Jj]iJi). 
16 The numeral cc1laiuly refers lo t:l'JUJ, but may be a neu ter fo111. (d. Bar l_J iyyn) . 

Bodi. reads 'Jl.:', Stein. ,r,0. Both l\ISS. after t he numeral wrongly insert h1))Ul]Ji7, 
which may be an erroneous expansion t ak en from their com mon archet ype. 

17 Stein. ,.., ~ h'11V'11l]~ . 
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.,,:l Mi"i Oi1'J".:J i"~, 2ni::,1:ln n,z,iJl1J "ntO 1 "t0"',t0m 
.5i1',:::it0, ;,n,nt0 nn~4[1J , n~.:i 3 ii1"nt0 ~',~ nn~ n.:i".:i" 

iDT 7
",:) n,.,, 0,n,n"nt0, [ • .. J inD,m i1JJi1 n,n.,nt0 

•• • 
9nn~ 

· .:i,~1 i11 n',;, n',~., 101,,z,~ 1,JJi1 
11mit, n,n~ .:i,,:i t0::lji1 ,,,z,nn 

i1T19[nnN •.. .,z,~.:i,i11J 
~"i1i1 12i1lit0:i1 .c, ~::it0 

.i1l)J:)i11 

15n,,,!:),D 14n,:i:i~ "nt01 nn~ 13 i1l11JliJ ,,1z,t0t0 i1JJ "tO~Dnm 
',1pi1 n,n.,nt0 1.,:1, 17MM~ i1li1JliJ iDT .,,::) Mi"i Oi1"J":l 101"~, 

.nn~ i1li1JliJ 1DT .,,:) M1"i 181M1M"Mt01 [ • . • ] inDiii1 

1 T he archetype of Bod!. and Stein. here unintelligently inserted '.V':lii11, after this 
heading and t he technical description of the Fourth mode h ad been omitted from 
"ection 4. See below. 

2 Stein. l"11!l':ln n,.VJ.l,'J 'J!Vi1, 
3 Stein. adds n1!l':ln unnecessarily. 
4 Necessary insertion. Cf. Ibn Tibbon. 
5 Two p arallel adjectives wh ere Al-Kindi and Sa'adyah have only one. The second may 

be a gloss t o t h e first. Cf. section 1. 
6 Alth ough the text here needs correction, it is identical with those of Sa'adyah and I bn 

T ibbon, as ext ant, and so may be d ue to t he translator having followed exactly t he 
extant text of Sa'adyah . No certain correction of this text can be made, even if the 
ext ant text of Sa'adyah is considered t o be defective. 

7 Bod!. here inserts ilt:l'.l,'J, as an explanatory gloss. 
8 St ein. i1.l,'1J.l,''J. 
9 H iatus due to hom oioteleuton (nm:) in t he a rchetype of Bodi. and Stein. 
lo Bodi. and Stein. have tl'ii,.Vt:l tl'JUJil i~Xl, plurals due to. the scribe who added 

'.l,'':lii11 after 'tV'?!Vi11 above. 
11 Stein. :l~lii11. 
12 Bod!. i.l,'tV:li, possibly for ii.l,'tU:11. 
13 Here and from now onwards Stein. always gives sing . .l,'lJ.l,''J (five times), but p lur. 

n1.l,'U.l,''J (five times). The former probably comes from '.l,'iJ)l'J, a scribe's contraction. 
u Stein. tll:l':l'. 
15 Pass. partic. possibly should be transposed and joined as a sing. to the preceding i1)/1J)/J, 

being thus equivalent t o Sa'adyah's fi i i !lt:l (cf. Bar I;Iiyya and I bn Tibbon). Bod!. 
miii!lt:l (active) or perhaps miil!l?.5. 

16 Stein. )'X. 
17 Stein. and Bod!. read n1nx, probably a mistake of their common archetype. The last 

word of next sentence is again the same in Stein. 
18 Except that ?ip replaces 1l)J, the four preceding words are identical with the corres­

ponding group in Section 3. They are not a translation of the extant text of Sa'adyah 
and may be a deliberate assimilation to the text of Section 3. The words of the original 
translation are, therefore, quite uncertain. See also Commentary. 

' -. 
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i.,~, 1T 01' 1T n,:::i,:ln M1l11JliJ 4':l 1i1lit0~ 3i1)J "li":lt0i11 
M1"i n1.!11Jl1J 60 "Mili ',:) iM~1 5MM~ i1.!11Jl1J "i:l M1"i 0i1"J".:i 

.7 nn~ i1li1JliJ .,,:) 

Oi1"J".:i i.,~, ,r Oli 1T n,,:i,nD M1l11JliJ '.:i ,,,i,~~ i1)J "J"D~i11 
9M1.!11Jl1J "MiO .,,:) M1"i 8M1li1JliJ "MtO ',:) iMN1 nn~ i1li1JliJ "i:) 
150.,ii1.!1D 140"li1JliJi11 130"J1)Ji1 121',N .,n., 11 0i1"Mt0 10n1.:,..:,.., 

.i1)~i1, Cli::l i1MD~', Oli!:) i1:lii1 160":)1JM 

§ 2 

THE TRANSLATION 

So far as can be ascertained, no complete translation of the Piteron has 
ever been made, nor has the- passage on music been translated separately. 
The circumstance makes the present t ranslation imperative. 

1 So Stein. antl a corrector on the margin of Bod!. The Bod!. text has ' :!. 
2 Au essential qualifying word corresponding to Al-KindI, Sa'adyah and Ibn Tibbon . 

Cf. Section 2. 
3 Stein. omitted. 
4 Bod!. margin':!. Stein. ,r,0. ':! and preceding three words olllitted from text of Bodi. 

but inserted on margin. 
5 Bod!. omits this and two preceding words. 
6 Bod!. i:l"iV or ow. 7 Stein. olllits nnx . . • i nXl by homoiot eleuton. 
8 Bod!. omits n1.l,'iJl/J • • . /ili:llnt:l by homoioteleuton (ni)llJJIJ). 
9 Bod!. tl'.l,'lJ.l,'J tll)liJ.l,'J. 
10 Stein. m :ii:l"; the word m ay be a gloss to lil)IU)IJ. 
11 Stein. iil"lie', 
12 Bodi. ~l, the slip of a copyist. 
13 

Bod!. here adds i1Jt:ltUi1 ("eight"), presumably an erroneous scribal supplement, 
made after omission of an original '1i1 ("four"), as given by Sa'adyah, Bar I;Iiyya 
and Ibn Tibbon. 

u So Bod!. and Stein. (tl")l1Jll"Ji1i). The masc. form is doubtful and the word is un­
necessary. 

1
' Stein. tl''11l/Ji1 ("wanting" or" defective"). 

16 Stein. tl')lJ'n. 
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Translation 

" I say that the rhythmic modes (niggun[im]) 1 have eight forms, 
each of which has a de~ned measure and a precise mode (niggun) .2 

(I) The First has three consecutive and associated3 beats (ni'nu'ot) 
and one depressed 4 (beat). 

(2) [The Second has three consecutive beats and one depressed 
(beat)], and one (beat) that is vibrant. 5 These two (modes) stir the 
soul to much greatness6, and sovereignty, and eminence. 7 

(3) The Third has two consecutive beats-without so much interval 
between them as the time of one sound (yebibah)-both being joined, 8 

[and] one (beat) that is depressed and low9
, and between the putting 

down of the mode (niggun) 10 and its raising up,[ . .. ] and its putting 
down, there is an interval amounting to the time of one beat 
(ni'nu'ah) .. . . 11 

(4) [The Fourth . .. ]1 2• And this rhythmic mode stirs the humour 
of the white mucus13 and the moisture that are in mankind 14 and con -
sequently the soul is moved to abject abasement, and supplication, and 
submission. 

(5) The Fifth is a rhythmic mode whose measure is one beat 
(ni'nu'ah) and two separate sounds (yebibot)-without an interval 
between them as much as the time of one beat (ni'nu'ah)-and between 
the putting down of the sound (qol) 15 and its raising up16 [ ... ]and its 

1 The tex t h as the singular (niggun) which may be taken collectively as a plural. In 
Sa'adyall, Bar I;[iyya and Ibn Tibbon the word is appropriately p lural. 

2 " and precise mode" is additional to Sa'adyah, whilst his phrase " (derived) from the 
tangkim (or tanqir) " is here omitted. 

3 "and associated" is additional to Sa'adyah. 
4 "depressed" = "quiescent". 5 "vibrant" "movent " . 
6 Sa'adyah has "dominion". 
7 "and eminence" is additional to Sa'adyah. 
8 "both being joined " is additional to Sa'adyah. 
9 See Commentary, p. 46. 
lO "of the rhythmic mode" is additional to Sa'adyah. 
11 The ethos of the mode is wanting . 
12 The description of this mode is wanting. 
13 i.e. "the phlegm". 
14 "and the moisture, etc." is additional to Sa'adyah. 
15 This phrase "of the sound (qol) " is additional t o Sa'adyah. Cf. phraseology in the 

Third mode. 
1~ Cf. Al-Kindi and Sa'adyah. 
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putting down, there is an interval amounting to the time of one beat 
(ni'nu'ah). 

(6) The Sixth is a rhythmic mode whose measure 1s three 
[vibrant]1 beats (ni'nu'ot). 

(7) The Seventh is a rhythmic mode whose measure is two beats 
(ni'nu'ot) succeeding one another-without an interval between them 
amounting to one beat (ni'nu'ah)-:-but after every two beats (ni'nu'im) 
there is an interval amounting to one beat. 

(8) The Eighth is a rhythmic mode whose measure is two beats 
(ni'nu'ot) associated with one another, and without having between them 
the amount of one beat (ni'nu'ah) , but after every two beats there is an 
interval amounting to two beats (ni'nit'ot) (or) sounds (yebibot) together. 2 

These (four) rhythmic modes (niggunim) and (their) beats (ni'nu'im) 3 

stir many temperaments (tending) sometimes to joy, sometimes to 
dread " . 

It will be quite evident from this translation that the author of the Piteron, 
in his alternate and indiscriminate use of certain technical terms, has created 
difficulties which are not easy to surmount, although those that are explicable 
will be dealt with in the commentary which follows. 

§ 3 

COMMENTARY 

This newly edited and reconstructed text of the Piteron. has a double 
interest because, in addition to filling in the obvious omissions of careless 
copyists, we see that this so-called "paraphrase" is actually a verbal transla­
tion, in which some parts are extended. Whilst much of the additiona 
matter was due to the translator's desire to reach a true "interpretation' 
(piteron), some of it may have arisen from glosses which later scribes incor-
porated in the text itself. . 

Even the reconstructed text presents difficulties due to a technical nomen­
clature, as perplexing as that of Sa'adyah. In a passage previous to 
that which has been edited here the author of the Piteron, while clearly 
following Sa'adyah, deviates considerably from the extant Arabic. Sa'adyah 
insists on the deleterious effect of single colours and perfumes, and then, 
turning to the sense of hearing, says: 

1 Added from Sa'adyah, but conforming to the language of the payye/an. 
2 

" (or) sounds (yebibot) together" is additional t o Sa'adyah, and is probably a gloss. 
3 "and (their) beats (ni'nilim) " is additional to Sa'adyah, and probably a gloss. 

,\ 
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tVtlJ?N p.·,~N it.) 71n' Nt.)JN 1n??N1 o,5J,..,,x, 11:::>t~?N ,-,,o,N 7,i~, 
.. . ~PD Ninx, N'tV 

"And so the solitary $aut (sound), and the tanghim (intoning), and the laJ:,,n 
(melody) excite in the temperament of the soul but one thing only ... " The 

Piferon interprets this as follows1 : 

nnx 3i7~~,, mm.i,Ji inN 1uJ~ -,t.)r;, 2n,;,,rv 1,,~ 1mn ri,t_),,vJ p, 
1~? .l"'lnN i1?') 5 iV:::lJi1t.) ii,V' 4N'i7i1 ./7,V~ 

"And so the ne'imot of the niggun when the playing is with one niggun, and 
one ni'nu'ah or yebibah it stirs up thereby in the soul one joy only .. . " Again, 
in a passage following that which has been edited, Sa'adyah says that it was 
"the custom of kings to mix them one with another," ol:iserving that by this 
mixing certain diverse moods were produced in their souls "when they listened 
to the measure (miqdiir) " of the mode. The Piteron gives this more precision 
and says that it was "the custom of kings to join the niggunim (rhythmic modes) 
one with another," and that certain diverse moods were produced when they 
listened to "the ne'imot (notes) of the niggun (mode)." 

In the first of these passages it is clear that the order of the technical 
terms in the Piteron is the reverse of the original Arabic, i.e. $aut = yebibah, 
tanghim=ni'nu'ah, and laJ:,,n=niggitn. With the term niggun we are already 
familiar6, but not with ne'imah, ni'nu'ah, and yebibah. 

Just as the Arabic la'J_in, which primarily stood for "melody" or "melodic 
mode'', came to be used for "rhythm" or "rhythmic mode," as has been 
previously pointed out, because rhythm was usually expressed via melody, so 
the Hebrew word niggun, which also stood primarily for "melody" or "melodic 
mode", came to be used for "rhythm'· or "rhythmic mode''. In Hebrew, 
however, there was greater congruity philologically for the latter usage since 
niggun belongs to the root nq_gan (to strike), hence niggen (to strike, play a 
musical instrnment), and niggun (a striking of a musical instrument). Thus 
the latter term came to mean what was rhythmically played by striking. 
Arabic terminology runs on similar lines since we have daraba (to strike, 
beat), hence 4arba (a stroke, a beat on a musical instru~ent) and 4arb (a 
rhythmic mode). 

That the term niggun in the Piteron stood for rhythm seems to be proved 
by the Hebrew version of Plato's Repitblic made by Shemuel ben Yehudah 
in 1321. In the passage in Book iii which refers to the component parts 

1 The text is based on the Bodleian MS. 
2 Stein. has it:lt/1:V. 
3 Stein. h as n.:.1.:.•1. 
4 Stein. has x1nn. 
5 Stein. has !V!)~n )t:l .:..:.i1l/'. 
6 See ante pp. 32-3. 

, 
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of music. we read 1t.)Nt~, .l"'lt~~01t.) i7t.)',VJ111.l"J which, whilst it reverses the 
order of the original Greek ),6you --rE xd ixpfJ.ov(a:<; p1.. 0µou, seems to show 
that niggun equates with puOµ.6<;. 1 Again, in the Sc/er ha-'iqqarim of Yosef 
Albo (d. 144-4), the reference in xp,oit~i7 'JUJ _seems to be to rhythm2• 

The term ni'nit'ot (sing. ni'r111'ah), as used by the author of the Piteron, 
undoubtedly stands for "beats" as the constituent factors which go to make 
up a niggun or " rhythmic mode". The word is derived from VJ.VJ (v- ,viJ) 
meaning "to move". ,viJ,VJ is used of the motion or waving of the lulab or 
palm branch during the chanting of the hallel in temple and synagogue3 • 

It reminds ns of the Arab custom of beating with the qa4ib or branch in 
chanting.4 

The interchange of ni'nn'ah (beat) and ne'imah (note) in the passages 
quoted above calls for special observation. It has already been pointed out5 

that, on the lute, rhythm was effected by "beats" (naqariit) on the strings, 
which, in turn, produced "notes" (naghamiit). In other words, "beats" were 
the cause and "notes" '-'·ere the result, and so it actually depended on the 
point of view whether you said that naqariit or naghamiit were the constituent 
elements of rhythm. Precisely the same thing appears to have happened 
in Hebrew, as illustrated in the Piteron, where both ni'nu'ot (beats) and ne'imot 
(notes) are mentioned as the constituent elements, but the first is used in 
the strict causal sense and the second in the resultant sense. 

Since this distinction does not appear in the Arabic original of Sa'adyah,the 
reason for the author of the Piteron making it seems worthy of consideration. 
Perhaps the author was not satisfied with the indeterminate word ne'imot 
as the equivalent to the Arabic naghamiit where the causal term "beats" was 
required, and so introduced ni'nu'ot as being more precise. He would have 
sensed from the context of Sa'adyah, as well as from certain technical terms, 
such as zaman (time), that rhythm and not melody was the subject. There 
is also the possibility that the translation was made from an Arabic manuscript 
of t he A maniit which had naqariit and not naghamiit, as already suggested, 
a circumstance which would immediately prompt the use of such a term as 
ni'nu'ot which was definite, rather than ne'imot which was indefinite in this 
usage. 

If we turn back to the second of the two passages quoted above6
, it will 

be quite evident that, in Sa'adyah's reference to "the custom of kings to mix 

1 Steinschneider, J ewish Literatu-re, p. 337. 
2 Sephcr ha-'ik~ai·im edit. Isaac Husik (1930), iv, 211. See also the passage in Peta!;iyah 

(12th cent.) in Travels of Rabbi Petachia . . . trans. by A. Benish (1856) pp. 46-7. 
3 Sukkah, 37b. 
4 

Farmer, History of Arabian Music p. 74. 
5 

See ante p. 24. 6 See ante p. 44 ; 
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them", the them here refers t o the niggunim (rhythmic modes) , and with this 
the Piteron is in complete agreement. That t o which the kings " listened", 
according to Sa'adyah , was the miqdar (measure), i .e. the precise form or pattern 
in t he mensural and dynamic succession of the naqarat (Heb. ni'nu'ot="beats") 
which disting.1;3hed one rhythmic mode from another. The author of the 
Piteron says that it was " the ne'imot (notes) of the niggun (rhythmic mode)" 
t o which the kings listened, which, as I have already explained 1, is only another 
way of expressing the same thing, and shows the connection between ni'nu'ot 
and ne'imot2• 

The use of the term yebibah also deserves not ice especially as it seems to 
be one of t he archaisms of the payye{an. Both in t he preliminary passage 
dealing with the effect of the solitary niggun, ne'imah, and yebibah, as well 
as in t he definitions of the rhythmic modes, yebibah is synonymous with"sound", 
and may even convey the meaning as expressed in t he Talmud3 and Midrash4 
as implying the shortest perceptible mensural unit of sound. So much for 
the technical terms of the Piteron. 

As for the text itself, especially the omissions which have been restored, 
a word or two seems necessary. H ow the omissions occurred is quite explicable. 
The last words of the section dealing with the First mode, and the first words 
of that dealing with the Second mode, were missed by a careless scribe whose 
eye passed from the first tin~, t o the second. Since the same words are omitted 
from both the Bodleian and the Munich manuscript s, a common source for 
them is manifestly certain. A similar explanation also accounts for the fact 
that the latter part of the section dealing with the T hird mode and the beginning 
of that on the Fourth mode were also omitted from the archetype of our two 
basic authorities. 

Following Sa'adyah implicitly , the author of the Piteron gives, in the 
T hird mode, the- word ;:~n,nrv (depressed) as the equivalent of the Arabic 
fi~~~O (quiescent) but, as already mentioned, the word is wrong, since a 
" rest " at this point is not likely5• 

The discrepancy between t he Piteron and the Arabic of Sa'adyah, as we 
have it, in the technical passage in the Fifth mode, has considerable interest. 
As already pointed out, Al-Kindi's t ext reads: " between its raising up and 
its put ting down, and its putting down and its raising up" , and the order of 
these motions is suspect. This t ype of error is quite common with scribes. 

1 See ante p. 44. 
2 For det ails of t his" mixing" or " b lending" of the modes see Chap. IX,§ 3 . 
3 Rosh ha-shanah, iv, 9. 
4 Pirqe de Rabbi Eli'ezer, xxxii. 
5 Cf. Al-Kindi's text p. 19, where the word is .S J yil.;..,. . 
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At the same time it has to be recognized that Sa'adyah's text has the same 
order as that of Al-KindI, i.e. it begins : "between its raising up and its putting 
down", which has already been discussed. 1 

In the Piteron, however, we see a different version of the passage. Here 
we read : "between the pntting down of the sound and its raising up, [and its 
raising up]2 and its putting down". Could this be simply a scribal slip due 
to the re,·ersal of an antithesis so common with scribes, or have we here a 
glimpse of what the original passage was, or was it a deliberate readjustment 
of the passage due to the sagacity of the translator? That it was a scriba l 
error appears to be discounted by the fact that the author adds fresh material 
to Sa'adyah's statement by saying "between the putting down of the sound", 
an addition which, normally, would secure a true copying from the original. 

Attention must also be called to the alternate and indiscriminate use of 
some of the technical terms in the extant texts of the Piteron. Glaring examples 
may be seen by comparing the descriptions of the Third and Fifth modes, 
In the former we have the reference to "the time of one yebibah (sound)" between 
the beats which, in the h tter, is stated to be "the time of one ni'nu'ah (beat )", 
whereas the original Arabic of Sa'adyah speaks of "the t ime of a naghma 
(note)" in both of these modes. 

Again, in the T hird mode the author of the Piteron alludes to " the putting 
down of the nigg11n (mode)" ,whilst in the Fifth mode he speaks of "the putting 
down of the qol (sound)". The contrariety here may be explained by the fact 
that these phrases do not appear in Sa'adyah's Arabic, and may be due to 
the glosses of a copyist which ultimately found their way into the text itself. 

1 See ante Chap. IV, p. 31. 
2 The words in square brackets do not, of course, occur in the original text of the Pitero11 , 

but I haye inserted these terms so that the reader can once more see the order in which 
I believe they should be. 

.. 
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CHAPTER VI 

BAR HIYY A'S HEBREW VERSION 

" His Hebrew terminology ... occasionally 
lacks the clearness and precision of later 
writers and translators". 

J. Guttmann : Jewish Encyclopaedia, 

ABRAHAM BAR I;IrYYA, sometimes called Abraham Judaeus or Savasorda, was, 
in his day, quite a noted Jewish philosopher, mathematician, and translator. 
He lived in Spain and probably in the South of France and Provence. He 
is credited with having helped Plato of Tivoli and Rudolf of Bruges in 
translating Arabic and Hebrew works into Latin, probably via Spanish. He 
died in or about 1136. 

One of his works has particular interest for us. This is the Y esode ha­
tebunah (Foundations of Understanding), an epitome of the mathematical 
sciences, one section of which dealt with the theory of music. Unfortunately 
this part has not been spared by the hand of time, 1 but there is said to be a 
treatise on music from his pen in the Vatican (400,5), which is stated to be a 
translation from Arabic, 2 and it should be noted that in the preface to his 
?urat ha-are?, Bar I;Iiyya distinctly disclaims any odginality in his writings. 

It is asserted that Bar I;Iiyya translated the Kitab al-amanat, or at least 
part of it, into Hebrew, 3 and, indeed, a third Hebrew translation or version 
has been assumed by H. Michael. 4 We certainly possess a Hebrew version 
of Sa'adyah's passage on the influence of music by Bar I;Iiyya. It occurs in 
the Bet ya'aqob,- written in 1422 by Ya'aqob ben I:Iayyim Ferussol. This latter 
is a commentary on the Sefer ha-kuzari of Yehudah ha-Levi (d. ca. I 140) and 
therein the passage is expressly attributed t o Bar I;Iiyya. 

Ya'aqob ben I;Iayyim was a pupil of the celebrated Provern;al scholar 
Frat Maimon, and Steinschneider says that two other pupils of the latter , 
Natanael Kaspi (in 1424) and Menal:_iem ben Yehudah, also give this passage 
of Sa'adyah on the influence of music, in their commentaries on the K.uzari, 

1 Jewish E ncyclopaedia, i, 108. 
2 Steinschneider, J ewish Literature, p. 3:l7. Cf. De Rossi, MSS. Codices hebY. B ib!. J .B. 

de Rossi , No. 1170. 
3 Steinschneider, Hebriiische Bibliographie, xiii, 36. 
4 Steinschneider, Arabische Literatur der J uden, p. 66. 
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and that bot h authors name Abraham bar I:Iiyya's M egillat ha-megalleh as 
their source. 1 

Whilst it would seem that Bar I;Iiyya's version is an independent transla­
tion it is also clear that he consulted the Piteron, as will be shown in the Com­
mentary. The version is of value since it enables us to control several of the 
dubious passages which confront us in the Arabic of Sa'adyah and the Hebrew 
of the Piteron . 

§ 1 

THE TEXT 

In 1887, Moritz Steinschneider edited Bar I;Iiyya's version of Sa'adyah' 
passage on music, as he found it in the B et Ya'aqob of Ya'aqob ben I;Iayyim 
Ferussol. It appeared in E isig Graber's journal Bet O?ar ha-sijrut (J aroslau, 
1887, p. xxx). He offered several emendations but attempted no thorough 
rev1s10n. Indeed, some of his rectificati~ns are quite erroneous, and he did 
not trouble to adjust even grammar. In view of this, Steinschneider's text 
is presented h ere in- a revised form. 

.1,~.,Ji1 3[j~l ,,z,.,rz.; Ci1~ inN i,~i, i1Ji~ili Ci1 2niz,1Jni1 ,i,N, 

m~,rz.; 7[MMNi i1i] 0inN i1i sniJ.,~J rz.;l;,rz.;~ ;,iiz,.,rz.; 4i1JiiliNii1 
s.;,m, 

1 Steinschneider, Hebriiische BibliogYaphie, xiii, 36. 
2 The use of , ,vunn here conflicts with the genders of the following words (especially 

1ii K) and is inconsistent with the later application of the word in section 3. It might, 
therefore, be regarded as an interpolation. But 1'11,!/1Jl'1 in section 3 is not itself Bar 
}:Iiyya's original word and the argument from inconsistent genders is not strong. It is 
possible, t herefore, t o retain the reading here, if it can be shown that the meaning in­
volved (rhythmic modes) is in accordance with the usage of Bar }:Iiyya and others 
elsewhere. See Commentary. 

3 Added from Sa'adyah and Ibn Tibbon. 
1 

The feminine numeral adjectives in the headings of the successive sections agree with 
'.'i,V1Ji'iii in the preface. If that word be deleted there, the adjectives may be t aken 
m a neuter sense to mean " first species " et c 

5 
Stein. 0 'J1~'J nzi1'?tv is masc. and therefor: conflicts with the genders of the following 

adjectives iiiiJi m.:i1tv. This points to the .h1J'JJ tb',:u of section 6 being the t rue 

6 
r_eading here also (cf. section 8). mis a possible fem. form. 

Stem. inK ii::-', which is a scribal error for iiiK ii!, perhaps originally iilK 11. Cf. sections 
3, 5, etc 

7 • 

8 
A necessary completion of the sense, following the phraseology of sections 3, 4, etc. 
Two p a rallel adjectives, where Al-Kindi, Sa'adyah and Ibn Tibbon h ave one only. The 

second may be a gloss to the first. Cf. sections 2 and 3. 

E 
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.i'T.U:l 3MMNi n:i::iitti 3nMN[ 2i iTT 1MN i'TT] 1ni:l"J:l tti',tti M":lttii'Ti 
.n,:ito'?ittii'Ti 4Cii'T n::i ,,.,.u., C"Mttiii ,,N, 

6MiMN Ci'T":l":l 1"N it inN 1T sni:l"J:l "ntti i'T1ilrtti n"tti"'?ttiii1 
.nnN i'T:l"J:i ,,.u.,ttJ::i iT'?E)ttJm iiii:lJii [ ••• 1r~J, n:i::i,ttJ nnN, 
.QiT', i'T~ii i'T"i'Ttzi ii~i iT1i:lJiii ptiniii 8i'T~iiNii[i] iiiT~ii 11".)" iTTi 

.pOE)iT Ci'T":l":l 1"N i'TT ,nN i'TT 9n1:l"Jj tti'?tti:l i'T1i1'"tti M"1'":lii'T, 
iTM"'?iT 11":l" iTTi 12[nnN ii:i"J:iJ ll,,zrtti 10iitli'?tzi, iitzi',rz; ',::i r:i, 

.i:l N~1"::l N1iitti i'T~1 "::l:lii1 iiti',inii tti::i:iii 13 1~ iTNi"i i'T:l:l'?il 

Ci'T":l":l 1"N ,r inN ,r c"ntti, nii::i,~ nnN iiii11"tti n"tzi"~ni'Ti 
.nnN i'T:l"J:l ,,11.,tti 14

[ ••• J iiiT:lJm iiii:lJiii ii'?::itzii'T ,.,:i, po::ii'T 

1 Note 5, p. 49, applies here also. 
2 A needed qualifi.catiol} of 1'11l'll, as in sections 1, 4, etc. 
3 Stein. , n K, against the gender of the following adjectives. 
4 1'11-'';,o,i n-'1 should perhaps be added here from Ibn Tibbon. Cf. Sa'adyah and Berakyah. 
6 Stein. J'1U,1Jl1, presumably a copyist's substitute for 1'11l'll. See notes 2 and 4, p. 49. 
6 A doubtful expression for po!ln of sections 4 and 5. 
7 Accidentally omitted by a copyist \cf. Sa'adyah, Piteron and Ibn Tibbon). Comparison 

with section 5 makes it probable that the same scribe has omitted also 1 nn:ili11 ,i',!)tvn 
along with)':!, In that case Bar I;Iiyya did not at this point translate from a defective 
text of Sa'adyah, but from one that contained Al-Kindi's complete phrase: 

6-b)) W;) W;) M-6) ~). 
s Stein.'s text is no1iK n n,o n, i.e. " the red bile ", and this is Ibn Tibbon's reading 

also. The phrase cann~t refer to the humour of the blood, because that has been 
, treated of already in section 2. Sa'adyah names here" the yellow bile " , which would 

be expressed by nion without qualification. If no11Kii is to be retained, ff must be 
treated as a noun and 1 must be inserted. 

11 Correction as in sections 1 and 2. The suffix of Oii'l':! may be treat ed as a fem. (cf. 
section 5). 

JO The feminines, understood in a neuter sense, do not conflict with the reading J'11J'll. 
Cf. Note 4, p. 51. 

II J"l!l'tu in Stein., for which the correction i' O!:ln is wrongly suggested. 
12 Necessary addition from Sa'adyah, in the language of Bar I;Iiyya (section 5). 
ta Cf. section 8. Stein, l':!. 
H Stein. puts the second nn:iliil in brackets, probably indicating that it should be deleted. 

But in view of the texts of Sa'adyah and Al-Kindi, it is equally possible that a following 
;i',!)tti,i1 should be inserted. It is important to notice that the order of the words is 
not that of the corresponding words in section 3. This makes it likely that the com­
plete phrase of Al-Kindi has been mutilated in different ways in the two sections. 
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~,.u.,tti Cii"J":l 1"N ,r inN ,r niJ"JJ "ntti:i iiiizrttJJ 2n"l1":lttii'T1 
3[.nnN i'T:l"JJ ,,.u.,tti c"ntzi, C"ntti ',::i 1":li nnN i'T:l"JJ 

·,.u.,tti Ci'T".)":l 1"N ,r 1MN ,r M1.)"Jj "Mtti:l i'Ti1l1"tti [M".)"~ttim] 
, ',Ni .n,:i"J:i "ntti:i ,,11.,tti C"ntti, C"ntti ',::i 1":li nnN i'T:l"J:l 

~"J''.:Jl1 rD:':l:liT 1~ 1Ni"i i'Tiinttii'T i11~ii 111":l" iT:i',::i 4i'Tl1:liNiT 

.iTJNiiT '?N 0"~11.E) iTM~~iT '?N 0"~11:':l C"::i',nn~ 

§ 2 

THE TRANSLATION 

As there is no translation of Bar l:Iiyya's version of the passage in the 
Amiiniit and no translation of his M egillat ha-megalleh, an English 
wrsion of the text given above is offered here. 

" And these rhythmic modes (tenu' ot) are eight, every one of them 
having a measure (shi'ur) (derived) [from] the beating (niggun). 

(1 ) The First: its measure is of three beats (neginot) 5 one after [the 
other, and one) quiescent and still (beat). 6 

(2) The Second: (its measure is of) three· beats (neginot)7 one [after 
the other, and one] quiescent (beat), and one movent (beat). And these 
two (rhythmic modes) stir the function of the blood and (the tempera­
ment) of dominion. 8 

1 
' t ein. 's ·l\IS. reads the contradictory adjectives 1'11l/ l 1 .1'11nl. The latter agrees with 

Sa'adyah 's text. Stein. apparently intends to replace the two adjectives by 1'11l/l/1lJ"lt~ 
, ':hich does not agree with Bar I;Iiyya's vocabulary (cf. section 2) . ' 
; tem .'s MS. gives l1'll':!tV.:J1, which he rightly corrects. 

l'he s:venth section is here added from Sa'adyah, in the vocabulary of Bar I;Iiyya. 

4 
Stem, notes that the eighth section has been omitted, which is an error. 

R~e fem. numeral, used in a neuter sense, refers to the species of rhythm described 

5 
1? sections 5-8 and not to l11l 'D, which would require l/ :i ix;,. Cf. note 10, p. 50. 

'Steinschneider's text has niggunim. See Commentary . 
: a~d still " is additional t o Sa'adyah. 

8
, einschneider's text has niggunim. See Commentary. 
sovereignty" is omitted. See Sa 'adyah! p. 30, and the Piteron, p. 42. 
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(3) The Third: its measure is of two beats (neginot) 1
_ one after the 

other, without another (beat) between them, ~nd one ;~escent (beat), 
and [between ... ] the raising up and the puttmg do:vn 1s what_ equals 
the measure of a beat (neginah) . And this (rhythmic mod~) ~tuss (the 
humour of) the (yellow) bile [and] (the_ ~em~erament of) v1tahty, and 
strength, and manliness, and other qualities like them. . 

4 
(4) The Fourth: its measure is of three beats (neginot) one after 

the other, without a stop between them, and between_ every thre~ (beats) 
and three (beats) is the measure [of one beat]. Thi,s (rhythrruc mode) 

· ( h h f) the white mucus 5 so that there emerge from the sttrs t e umour o . ' . 
soul weakness, and weeping, and their eq~valents. 

(5) The Fifth : its measure is of one isolated (beat) and two be~ts 
one after the other, without a stop between them, an~ between th~ puttmg 

d 1 · · a11d the raising up [ ... ]6 is the measme of one down an t 1e raismg up 
beat (neginah). · . 

(6) The Sixth: its· measure is of three movent beats (neginot) . 
(7) The Seventh: [its measure is of two beats, one after the other, 

without the measure of a beat between them, and between every two beats 

and two beats is the measure of one beat.] . 
(8) [The Eighth:] its measure is of two beats (neginot), one after 

the other, without the measure of a beat between them, and bet~een 
every two (beats) and two (beats) is the measure of two beats (ne~inot). 
These four (rhythmic modes) all stir (the humour of) th~ black bile'. so 
that there emerge from the soul varying results, sometimes (tendmg) 

to joy, sometimes to grief ". 

§ 3 

COMMENTARY 

Steinschneider considered that Bar I:Iiyya's versi_on of the passage on 
· , f th A manat which is found in the M egillat ha-megalleh, was a 

music rom e , 1 · h t " · de 
"literal translation from the Arabic," 7 whilst Dr. Malter c aims t a '. asi 
from some variations in terminology, this translation agrees fully with that 

1 Steinschneider's text has tenu'ot. See Commentary . 
2 Cf. Al-Kindi (p. 21) and Sa'adyah (p. 31). 
3 Lit." ruddiness". See Note 8 to text, p. 50. 
, Steinschneider's text has niggunim. See Commentary. 

' i.e. the phlegm. 
6 Cf. Al-Kindi (p. 21) and Sa'adyah (p. 31). 
? Bet 01ar ha-sifrut, p. xxix. 
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of Ibn Tibbon ". 1 Neither of these statements is correct. A comparison 
between Sa'adyah's Arabic and Bar I:liyya's Hebrew will reveal that it is 
not a" literal translation", because Bar I:liyya shortens or lengthens Sa'adyah's 
description of the influences of the modes in every instance except the last. 
As for Ibn Tibbon, not only does Bar I:liyya's terminology conflict with that 
of the former, but it clashes with itself. Even apart from terminology, the 
text, as given by Steinschneider, does not " fully agree " with that of Ibn 
Tibbon, as we shall see. 

Bar I:Iiyya's text, as it has come down to us, presents difficulties that are 
not easy to overcome. There are serious omissions, but these are more manage­
able than the confusing nomenclature which crowds the text. The former 
are, perhaps, sufficiently indicated and explained by the reconstructed text 
and appended notes, but the latter demands rather more extended treatment. 

According to the Piteron, there were eight niggun[im] or "rhythmic 
modes" which were made up of diversely measured ni'nu'ot or "beats ". 2 

Bar I:Iiyya practically reverses these terms and says that there were eight 
tenu'ot or "rhythmic modes" which were made up of diversely measured 
neginot or " beats ". It is true that Bar I:liyya's extant text employs three 
distinct terms for a "beat", viz. niggun (four times), neginah (five times), 
and tenu'ah (once), but, as has been disclosed in the critical notes to the text, 
this contrariety is due to the carelessness of copyists, upon which even Stein­
schneider did not comment. 

Tenu'ot, as used in the Third mode, is an obvious slip. Whether niggunim 
or neginot is the proper word is not easy to decide. As we see in the First mode, 
the qualifying adjectives point to neginot as the correct form. This means 
that where niggunim appeai::s in the actual description of the individual modes 
it is a copyist's error for neginot, but it does not invalidate the use of niggun 
in the opening sentence of the text given here, nor its use in the concluding 
passage, not given here, but mentioned later, where it is used in another sense. 
As already stated, the use of the term neginah for " beat" is sound philolo­
gical1Y since it comes from nagan (to strike, knock, beat). 

· It was these diversely arranged beats which constituted a measure (shi'ur), 
a combination of which made up a rhythmic mode (tenu'ali). Unfortunately 
the lexica throw little light on the musical connotation of the term temt'ah 
(pl. tenu'ot), save by implication. The term stood in philosophy for" motion" 
like its Arabic equivalent f:t,araka. Thus mmnn inX ,ro~ J, 1~ rn "Time 
depends on motion", as in the Hebrew version of Aristotle's P hysics, iv, 11. 3 

1 Malter, p. 369. 
2 Sec a11l!e p. t?. 
3 

::-raimonides, Guide of the Pe,,plexed (1881), i, 182. 
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Again in Hebrew grammar or prosody tenu'ah ha~ the same meaning as the 
Arabic haraka, i.e. a vowel.1 In the Meqor !i,ayyim of Shem Tob ben Yosef 
ben Paiaquera (d. ca. 1300), this great interpreter of the Fon~ vitae of Ibn 
Gabirol (d. ca. 1058), speaks of the tenu'ah of qol, meanmg the vowel 
element in speech, and of the tenu'ah of ne'imot, meaning the rhythm or 
nieasure of notes. 2 

Owing to the rarity of Hebrew works on the theory of mus~c we have 
little authority upon which to draw. 3 Indeed, the only passage which has any 
direct bearing on the question at issue, is to be found iri the Sefer musre ha­
filosofim of Yehudah al-I:Iarizi (12th cent.), which is a tran~lation f~om the 
Arabic Kitab adab al-Jalasifa of I:Iunain ibn Is}:iaq (d. 873), itself said to be 
extracted from Greek works. On this account the passage deserves to be 
quoted in extenso, although, unfortunately, we are not ~ble to che~k it with 
the original Arabic which has not survived, and the Arabic compendium ma~e 
by Muhammad ibn 'Ali al-An;;ari (fl. 1198) does not include the passage 111 

questio~. Yet the Hebrew was translated from the lost Arabic original and 
this is what it says : 4 

m~"l1JiT n,.,:i~, m'?,piT n,11,Jn 11,,~ Ni'"O,~iT ',z,:i', ,~N, 
.,~ 1~N .iE)10~iT i:ii p :i,z:., N'?i .Cl1J" :i,z:., 1iiJ:i pi:i"01 
"il.'~,~ O"i)JiT C"~~ n,p,, n,~"l1J ,,E)OiT '"MJ" n,11,JniT iT',N 
C"~iT ,~ C":i.,,11, c;p,n~ ,m., CiTil.' C"l1,oiT .,,~,l ',z, C"iiTiT 

M1J"l1~iTi C"'?miT 1co:i:i ,~N 

The passage has been translated by Loewent~al i.n his Honein Ibn Ishak, 
Sinnspruche der Philosophen 5 as follows: 

" Der Konig fragte den Musiker: Warum sind die modulirenden Stimmen 
und die rythmischen Melodien und ihre Verbindung in der Kehle so lieb­
lich und angenehm, weit lieblicher als das gesprochene Wort ? E r er­
widerte : durch die rythmischen Bewegungen erha.lt das Wort Feinheit 

1 Sec Ibu 'Ezra's translation of the work of I:Iayyug (10th cent.) the Se/er ha-niqqud 
(Bcitriige zur G~schichte der iiltesten Auslegung . .. des A/ten T estaments, iii, 202-3). 

2 Munk, Meianges de philosophie juive et arabe (1857), cap. iii, 30. 
3 See the definition 0f niggun in the Thesaurus of E liezer ben Yehudah {vii, 3507), who . 

quotes from a Se/er ha-musiqa of Yehudah ben Yi~l).aq (1166-1224). 
'1 S•fer 1lfosre ha-filosofin( (Frankfort, 1896), p. 14. 
5 Berlin, 1896, p . 77. 
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und Anmut, wie das Wasser, das von der Spitze des Berges auf Felsen­
risse hinabstromt, siisser ist und besser mundet als das Wasser in Ba.chen 
und Quellen " . 

Yet it is only in Bar I:liyya that we have complete evidence that tenu'ot 
stood for "rhythmic modes". We have seen in the Piteron that ni'nu'ot, 
which belongs to the same root (.!)1J), represented a movent beat in rhythm, 
but in Bar I:liyya tenu' ot came to stand for a cycle of these beats, i.e. a rhythmic 
mode, although it has to be admitted that his employment of the term in the 
present text reveals some inconsistencies. His use of it may be grouped under 
three headings, 

(I) The word tenu'ot is used in the introductory passage of our text, 
but the genuineness of its original occurrence here is suspect by reason of the 
adjoining words, with the gender of which it does not strictly agree. Even, 
however, if the word is a gloss which subsequently crept into the text, the 
interpretation of tenu'ot as " rhythmic modes " is established by a later para­
graph (see below). 

(2) The word occurs in the description of the Third mode where it is 
clearly a copyist's error for neginot (beats). 

(3) Finally, the word is introduced into the concluding passage on the 
influence of the rhythmic modes, the text and translation of which has not 
been included above. Here its true meaning is made clear, as we shall see. 

In this concluding passage, as already pointed out,1 Sa'adyah said, in 
reference to the rhythmic modes (aU;tan), that it was "the custom of kings 
to mix them one with another " . The Piteron clearly interprets " them " 
by c ~J i.lJii i.e. rhythmic modes, whilst Bar I:Iiyya uses the term rii,vur,;, 
as the complete passage shows H CV ,r n i.!)1Ji'7,11",K .r,i,,; .l~t~;, c~.,,~;, .lm~,. 
Therefore Bar I:Iiyya's tenu'ot, in order to agree with Sa'adyah and the Piteron , 
must have the meaning of " rhythmic modes". So it was the mixing or 
blending of the rhythmic modes in which the kings indulged. 

Bar I:Iiyya also says that certain moods were created in the listeners when 
they heard the niggun (beating) of the shi'ur (measure) of these modes. In 
other words, the performance of these different rhythmic modes, one after 
the other, with their dissimilar measures occasioned by the changing pattern 
and tempo of the beats, gave rise to diverse moods or mental states which, 
it was argued, were so beneficial. 

What could have been the cause of the direct contrariety between the 
terminology of the Piteron and Bar I:Iiyya ? Two causes suggest themselves . 
(I) That Bar I:Iiyya was unacquainted with the technical nomenclature of 

1 See ante p. 44. 
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music. (2) That he was using a terminology that was current in Spain 
whilst that of the Piteron !)btained in the East. Let us consider these. 

(1) Bar I:Iiyya himself tells us in his ?urat ha-are? that he was a pioneer 
whose work in Hebrew was devised so as to bring some of the sciences, then 
only known in Arabic, to the knowledge of his co-religionists jn France. Having 
no certain guides, as Dr. Guttmann says, he had " to wrestle with language 
not yet adapted to philosophic and sci.entific terminology " .1 These facts 
could be used in support of the argument that he may have been unacquainted 
with technical musical terms and so could have erred, but this seems unlikely. 

(2) If it is true that Bar I:Iiyya had dealt with the theory of music in his 
Y esode ha-tebunah, even if he had borrowed from Arabic sources, he would 
doubtless have been au fait with its terminology. 2 It would appear, therefore, 
that the rhythmic modes, which in the East were called niggunim, and the 
constituent beats ni'nu'ot, were known in the West as tenu'ot and neginot 
respectively. 

The use of these latter terms by Bar l:Iiyya may also be urged as a com­
plement to the argument previously used that Bar l:Iiyya may have had an 
Arabic text of Sa'adyah which differed from that which has survived, and that 
it actually contained the term naqariit (beats) instead of naghan:iiit (notes). 
This could very well account for his selection of the term neginot (beats), which 
is the Hebrew equivalent of naqariit, rather than ne'imot (notes) which is the 
equivalent of naghamiit. This would, in itself, lead him to recognize that 
rhythm was under discussion and prompt him to translate the Arabic al"f.ian 
(melodic modes) by tenu'ot (rhythmic modes). Of course, even apart from the 
occurrence of the term naqariit, he might have sensed that rhythm and not 
melody was being treated and adopted his terms accordingly. 

That Bar l:Iiyya's Arabic copy of Sa'4dyah was different from that which 
has been preserved to-day also seems to be confirmed in his description of the 
Fifth mode. Here he translates Sa'adyah as saying ,r inK ,r C ~.ntv " two 
(beats) one after the other", whereas Sa'adyah's text, as we have it, says 
r.nJ~K~l'i~ r.nJl'iK "two separate (notes) ". This latter mistake was due 
to some copyist of Sa'adyah who read rru~x~.n~ for r.n~?K1.nt~, as has been 
shown, 3 and is partly corroborated by Ibn 'ribbon, as we shall see. 

~lthough several passages in Bar l:Iiyya are helpful in establishing a better 
understanding of Sa'adyah's Arabic text, there are others which are a hindrance. 
This is true especially of the wording of the technical passage, which has been 

1 J ewish E ncyclopaedia, i, 109. 
2 See ante p. 48. 
3 See ante p. :il6. 
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assumed to refer to the motion of the plectrum on the string, in the Third and 
Fifth modes. Bar ·I:Iiyya's phrase concerning the Third mode in the extant 
text-"and (between) the raising up and the putting down"-is in direct con­
tradiction to both Al-Kindi and Sa'adyah1 and is, in my opinion, erroneous 
in this orderhof ~otion, as well as being incomplete. In the Fifth mode the 
extant text as and between the putting] down and the raising up, and the 
raising up[ ... ] ", which is also the inverse of Al-Kindi and Sa'adyah2. Here 
the order of motion would appear to be correct although the final words 
" and the putting down " are wanting. 

That ~ar I:I~yya was acquainted with, and was influenced by, the Piteron, 
th~re 1s some slight suggestion in the concluding passage (not given in the 
edited text) on the custom of kings in listening to the rhythmic modes. In 
~a'ad~ah's account it will be r~called that he merely says that they mixed them, 
1mply111~ the modes. The P~teron says definitely that it was the niggunim 
(rhyt~m1c modes) th~t were m1x~d. Bar I:Iiyya follows this explicitly by saying 
that 1t _was the tenu ot (rhythmic modes) that were mixed. Again, in the 
succeed1~g sentence, ~here the Piteron refers to listening to the ne'imot (notes) 
of the ni~gun (rhyth:111c mode), Bar I:Iiyya conforms by specifying the listening 
to the niggun (beatmg) of the shi'ur (measure), whereas Sa'adyah's original 
is not so precise. 3 

1 See ante p. 31. 
2 See ante p. 31. 
3 See ante p. 45. 

... 



CHAPTER VII 

BERAKYAH HA-NAQDAN'S HEBREW SUMMARY 

" I determiueo. to set down the subject in 
an abbreviat ed form that it become not 
wearisome, and that he who runs may read ''. 

Berakyah ha-Naqdan: The Compendium. 

BERAKYAH ben Natronai ha-Naqdan, the fabulist and translator, :flourished 
in the late 12th and early 13th centuries, and seems to have worked in both 
Provence and E ngland. In spite of the praises of J acobs and Gollancz, the 
Naqdan gained his fame as a compiler rather than as an author, as his best 
known works indicate, i.e. the Mishle shu'alim (Aesop's Fables), Dodi we nekdi 
(Adelard's Quaestiones naturales), the Ma?~ef (The Refining Pot [of Philo­
sophy]), and the untitled compendium of ethics based, for the greater part, 
on the Sefer ha-emunot of Sa'adyah. 

We have seen that the Piteron was attributed to Berakyah, but that, since 
it has been generally accepted that he was unacquainted with Arabic, he could 
not have been the translator. 1 If this opinion of his ignorance of Arabic is 
correct, his source for the compendium must have been a Hebrew translation, 
and most authorities have assumed that this was the Piteron. 2 

The main reason for this assumption is as follows. The two extant 
manuscripts of the Arabic Kitab al-amanat at the Bodleian Library, Oxford, 
and the State Library, Leningrad, show a wide divergence in Chapter VII, 
and the Piteron reveals that both of these works were used by the translator 
when making his interpretation. The peculiarities of these two works are 
also present in Berakyah's summary, so tl:iat it would seem almost certain 
that he based his work at this point on the Piteron. On the other hand his 
terminology in the passage on music shows little evidence of any connection 
with the Piteron, but reveals similarity to Bar I;Iiyya, as we shall see in the 
Commentary. 

The date of the composition of the compendium can be placed in the last 
quarter of the 12th century, one reason for this being some of the writings 
from which Berqkyah quotes. He uses the Emunah ha-ramah of Abraham 
ibn Daud, which was written originally in Arabic (Kitab al-'aqidat al-rafi'a) 

1 See ante p. 38. 
2 Gollancz, p. li. Malter, p. 361. 
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in 1168.1 He also quotes from the Kitiib al-hidayat ilii fara'id al-qulub of 
Ba~yah ben Yosef, which was translated into Hebrew by lbn Tibbon between 
1161 and 1180 as the Torat !fobot ha-lebabot. · 

As stated in the opening lines of this chapter, Berakyah's work was a 
" summary" of Sa'adyah's theories. He explains his summarizing in this 
vein : " I have stripped the words of their husks . .. taking from the pod 
just two or three berries " . 2 Yet he assures us that he does not alter the main 
ideas, a statement which has the approval of his editor, Dr. Hermann Gollancz 
who says, " Berakyah does not seem to have altered or mutilated his texts' 
or to have changed them arbitrarily ". 3 These writers are quoted verbati~ 
because we shall see that, in the passage under discussion, Berakyah has 
" alt~red " and "mutilated'.' the text. Indeed, it has been so " changed., 
t~at 1t would scarcely be p~ss1ble to appreciate the actual argument of Sa'adyah 
without reference to previous versions. 

§ 1 

THE TEXT 

. The text of Berakyah's compendium was edited, with an E:nglish transla­
tion, by Dr. Hermann Gollancz in The Ethical Treatises of Berachyah (London, 
! 902). Because of this it would seem to be of little purpose that one should 
mclude the text of the passage on music, or even a translation, in this present 
monograph, yet there are several reasons why this should be done. 4 One is 
that it_ is advisable that the reader should have all cognate material concerning 
the Sa adyah passage together for the sake of comparison. Another reason is 
tha_t th~ text requires slight rectification, and that a translation can be offered 
~hich is more in keeping with Berakyah's views than those attributed to 
him by Dr. Gollancz. 

Following his mentor, Berakyah deals, first of all, with the ~ense of sight, 
and he shows that diversity in colour is more beneficial to the soul than uni-

i The_t wo Hebrew translations which are known are those of Shemuel ibn Motot in 1392 
and Shelomoh ibn Labi, which was made a little later. · If we are to agr~e · with th; 
accepted opinion that Berakyah was unacquainted with Arabic then there must 
have been an earlier Hebrew translation of the work of Abraha~ ibn Daud unless 

2 Berakyah borrowed at second hand from t!ie A 1abic origiJ1al. ' 
a Gollancz, pp. 1-2. 
~ Gol!ancz, p. Ii. 

See Malter, p. 362. Jewish Qttarterly Review, x vii, 581. Retme des Eludes J itives, xlvi, 285. 
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formity. 1 He then proceeds to the sense of hearing, and continues a similar 
argument for qolot (sounds), neginot (beats), and tenit'ot (rhythmic modes). 

This is what Berakyah says 2 : 

o,,l:~~ ~::i', ,~iilii i~Jl:il ',l: onY1T~ n,',ipil ji.j Oiltl.' nil:iJnil 1::i, 

ni::i',~il 4[M::l]1 Oiil [n::i]i 3Mi1~il il:~J~ Cnl:~Ji OM1J ~::i',i j1JJil i~ 

o~~l:::ii n,',::i~il ',~ o~~l:::ii il1l~Jil ',~ o~~p::i ,n,J~',~il, 

.ilMJ~il ',~ o~~l::':li ilM~tl.'il ',~ 

§ 2 

THE TRANSLATION 

The English translation of this passage by Dr. Gollancz leaves much to 
be desired. Not only is it an inexact rendering of the Hebrew, but it is in­
correct. In particular, qolot, neginot, and tenu'ot do not refer to "sound, 
noises, and vibrations ", but rather to" sounds, beats, and rhythmic modes", 
as is confirmed by the other Hebrew versions. Likewise, the author does not 
speak of the " acuten.ess or graveness of the sound " but of the quiescence 
and movence of rhythmic beats. 

While it is true that Berakyah's text is confusing as it stands, and that 
it is only by reference to the preceding Arabic and Hebrew texts that its 
meaning can be rightly appreciated, yet it is surprising that Dr. Gollancz's 
translation of Berakyah's passage on music is not more intelligible than he 
has made it. 

Here is a fresh translation :_ 

"And so with the rhythmic modes (temt'ot), which are (derived) 
from sounds (qolot), the combination of which produces that (same) effect 
(already mentioned in regard to colours). According to their measure 
(which is derived) from the beating (niggun), and according to their 
quiescence (no!i) and their movence (ni'ah), they stir the humours, and 
(among them) [the strength of] the blood, and [the power of] (the tempera-

1 I use the words " diversity " and " uniformity " rather than the " many " and the 
"one", as more expressive of the meaning. 

2 Gollancz, p. 98 (text), 197 (trans.). 
3 .t'11'1'1t:l/'i 1l/1l' in Gollancz's text is a twofold scribal error. 
4 n::i, twice wanting in Gollancz's text, is inserted in accordance with the phraseology of 

the same text, seven lines higher up. 
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ment of) sovereignty and dominion. And (when other humours are stirred, 
other temperaments are moved) sometimes to exaltation; and sometimes 
to abasement, and sometimes to joy, and sometimes to grief". 

As we shall see in the Commentary, Berakyah has jumbled together the 
temperaments mentioned in the Second, Third, Fourth, and Eighth sections 
of Sa'adyah and his Hebrew translators under one cause, having been rather 
too impetuous when, as he says, he " stripped the words of their husks ". 

§ 3 

COMMENTARY 

Berakyah's treatment of the subject appears, at first sight, to be quite 
negligible as a contribution to the elucidation of the several texts of Sa'adyah, 
but, actually, it is not so, since it promotes several useful clarifications. 

In the opening clause which precedes the passage quoted, Berakyah speaks 
consecutively of qolot (sounds) , neginot (beats), and tenu'ot (rhythmic modes). 
This does not agree with the terminology nor the order of his pre­
sumed original, the Piteron, which has niggun (rhythmic mode), ni'nu'ah 
(beat), andyebibah (sound). 1 The divergence has some importance·as it shows 
that either (I) he preferred a nomenclature which was more agreeable to the 
Sefardic Jews for \\'hom he was writing, or that (2) be did not use the Piteron 
as liis basis. The latter would appear to be the stronger probability although 
the weight of the recognized authorities is against it. Indeed there is no reason 
why Berakyah may not have turned, in this particular passage on n111sic, with 
all its technicalities, to some other source for aid, and the version of Bar J:Iiyya 
has already been mentioned as a likely store from which. to draw. It is even 
possible that he consulted the original Arabic of Sa'adyah, alt.hough such a 
view is at variance with the opinions of Steinschneider and Malter. 2 Further, 
it is within the range of possibility that Berakyah may have even seen the 
translation of Ib11 Tibbon. 

Berakyah uses the following technical terms in common with Bar J:Iiyya 
J7il,'i~J"l , ii,l.li1 p~ ~ ''1i,lHV, J1U~?:Vi1~ J"li~?~ili t:l iil ,i1'1i::!~ ,iln~tV, t:l l"l.J.'':Ji t:l n,:i 
of which lbn Tibbon uses the last four. These coincidences deserve attention 
although their importance need not be overstated. What is of greater con-

1 See ante p. 44. 
2 See ante p. 58. Cf. also the footnote on p. 59 concerning Berakyah's use of the Kiltib 

al-'aqida of Abraham ibn Daud. 



62 SA'ADYAH GAON ON MUSIC 

sequence is Berakyah's adoption of tentt'ot for "rhythmic modes" and neginot 
for "beats", as well as the inclusion of niggun (beating), all of which agree 
with the usage of Bar J:Iiyya. That temt'ot stood quite clearly for rhythmic 
modes is proved from the concluding passage on the custom of kings. In this 
latter Beraky.::h says that" it was the custom of kings to combine these tenu'ot 
(rhythmic modes), one with another," and that when they heard the niggun 
(beating) they were influenced accordingly, both of which statements point 
to Bar J:Iiyya as the prompter, and not to the Arabic of Sa'adyah, the Piteron, 
nor Ibn Tibbon. 

As for the actual text of Berakyah, as displayed in the passage on music, 
one is constrained to say that the author has created much confusion by having 
"abbreviated" too drastically, as may be seen by the translation, where an 
endeavom has been made to fill in gaps so as to make sense. The humour of 
the blood, for example, did not produce all the temperaments which he men­
tions, but merely that of" sovereignty " and" dominion". Of other tempera­
ments, " strength " belonged to the humour of the yellow bile, whilst " weak­
ness " was due to the humour of the phlegm or white mucus, and " joy " and 
" grief " were produced by the humour of the black bile. 

Berakyah's summary of the passage on music is placed here, following 
Bar I;Iiyya's version, rather than after the translation of lbn Tibbon, because 
it is highly probable that this particular passage owes much to Bar J:Iiyya, 
and secondly, because it is also probable, in spite of what has been urged to 
the contrary by others, that Berallyah wrote it before Ibn Tibbon's work had 
been made public. 

CHAPTER VIII 

IBN TIBBON'S HEBREW TRANSLATION 

" The somewhat unintelligible Hebrew 
translation " . 

Steinschneider: Jewish Literature. 

YEHUDAH ben Shemuel ibn Tibbon (1130-ca. 1190) belonged to Granada, that 
Villa di J udios, which was once the lamp of culture to the Western world, 
but he spent most of his days at Lunel in the South of France. He is counted 
as one of the most celebrated translators of Arabic works into Hebrew, and 
his son, the more famous Shemuel (ca. 1150-1230), considered that Yehudah 
was" the father of translators (from Arabic)"1 . Among his best known transla­
tions is Sa'adyah 's Kitab al-amaniit, known as the Sefer ha-emunot, a work 
which was accomplished, according to the editio princeps, in 1186. 

That Ibn Tibbon was acquainted with the earlier translations is highly 
probable, but perhaps he was dissatisfied with these previous versions, as he 
was with the earlier issues of Ba}:iyah hen Yosef's Al-hidiiya, which he 
retranslated. 2 

There are several manuscripts of the Sefer ha-emunot, notably those of 
the Vatican (Assemani 255, 270), and there are eight printed editions, viz. 
Constantinople (1562), Amsterdam (1647), Oxford (1717), Berlin (1789), 
Leipsic (1859), Leipsic (1864), Cracow (1880), and Josefow (1889). Most of 
these depend on the editio princeps. 3 For the purpose of this monograph, 
three of these editions have been consulted, viz. Amsterdam (1647), I,eipsic 
(1859), and Leipsic (1864), but, so far as the passage on music is concerned, 
no attempt has been made by the editors of these editions to supply an adequate 
apparatus criticus or to revise the text. 

Many eminent Hebraists, including Margulies, Bacher, and Goldziher, 4 

have suggested rectifications of parts of the Emunot, yet, with one exception, 
no writer has suggested a single emendation of that part of the text which 
contains the elusive passage on music. The one writer who has done so is 
Dr. Jacob Guttmann, whose Religionsphilosophie des Saadia (1882) contains 

1 Introduction to the lvloreh nebukim of Maimonides. 
2 Gollancz, Ethical Treatises of Bera.chyah (1902), p. xliii. 
3 For details of these editions see l\Ialter, p . 370. 
4 See Malter, pp. 372-3. 
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a few suggestions aimed at elucidating the passage on music,1 although most 
of them were prompted by a later document, t he section on music in the 
Rasii' il of the Ikhwan al-$afa' (late 10th cent.), as translated or paraphrased 
into German by Dieterici in his Propaedeutik der Aruber (1865).2 

§ l 

THE TEXT 

As far back as 1921, Dr. Henry Malter, the author of the excellent Saadia 
Gaon, promised to publish a revised text of Ibn Tibbon's translation, " based 
on all existing manuscripts, and on a careful comparison of t he Arabic recen­
sions " (sic),3 in which all the "difficulties" in the passage on music were to 
be" explained " .4 This work, which had already been completed in 1921, has 
not been published, so far as can be ascertained, a situation which makes the 
editing of the present corrected text of the passage on music unavoidable, 
and a full criticism a desideratum. 

The basis of the following text is that edited by Slucki (Leipsic, 1864).5 

This editor contributed critical notes to the first five chapters, the notes to 
the remaining chapters being made by I. Dines, although he offers no 
enlightenment to the technical difficulties in the passage on music. As already 
stated, the editions of -1?-msterdam (1647) 6 and Leipsic (1859)7 have also 
been consulted . Here is Ibn Tibbon's text: 

1 p. 286. 2 p. 140. 
3 Malter , p. 372. 
4 Malter , p. 259. 

. 5 pp. 160-1. 
6 Fol. tair.i recto, col. 2, line 1 from bottom. 
7 pp. 200-01. 
8 Should be fem. as all other h eadings. 
9 Basic t ext : c•.ntu !11O'J!J tu?tu i1 i,V tu Ci1O )1tvXii1. 

The last word seem s clearly to be an addition by a venturesome scribe. Nothing 
corresponds t o it in Al-Kindi or Sa'adyah , nor is it in the text of Arnst. 1647. 

l O Basic t ext i1J!J , but ;,nJ agrees with Al-Kindi, Sa'adyah an d Bar I:Iiyya. 

-

IB. TIBBON'S H EBREW TRANSLATION G.5 

i!1?Ni ,ill:J nnN, i!MJ nnN1[i ,n,:m~oJ m~"ln rii1?rii i!"Jriii!l 
.i!1?rii~~i!, n,:)1,~it n:), 4t:Jii! M:) 3t:J"l:"J~ niJ"JJ 2"nriiil 

,i!~"l.'J 1~T Ci!"J":l 1"N n,:),~O n,~"l:J "nrii i111l:rii n"rii"1?riii!i 

nNn ,i1i~"l)J 1~T 1?Drzii11 5
[ ••• ] i!:lJi11 1?Driii! 1,:::) 1":l1 ,i!MJ nnN, 

i!l:J7i zi i1~1 :11,it pT1M1 i!11:lJi!1 6il~1iNi![1] i11~il i11"l)~ i!i:l'? 

.en', 

V~T Cil"J":l i!"il" N1? ,n,:),~O n,~"l:J 1rii1?rzi niil:tzi n"l:":lini 

i!M1?il i!l.'"J~ i!i:l1? nNT1 .i!~"l)J 1~T rii1,riii rj1,rj 1,:::) 81":11 ,i1~"l)J .m, il~i,ni ,,,~ni i1l)"J:)i11 n,1,Driii! M:) rJiDJi!~ i1Nin, ,i1J:l 1,;, 

1"N , iT~ iT nmrzi C"nrzj, ,n,iDJ i1~"l:J niil:rzj n"rzj"~nn, 

.il~"l.'J 1~T 91,:)rzj;,i i1:lJi1 [ ••• ] 1":l1 ,i1~"l)J 1~T Ci1"J".:l 

,il~"l.'J ,~r Cil"J":l 1"N ,n,:),~O n,~"l:J "nrzj il11l:tzi n"l:".:lrzjn, 
.il~"l)J ,~T C"nrzj, C"nrzj 1,:::) 1".:l1 

1 :::-l"ecessary additions. Cf. sections 1 and 3. 
2 i1 may be a dittography from the preceding word. 
3 Grammat ically should be fem. A scribal error ? 
4 Basic text h as what m av be an Aramaic form Ci~ i1 . 
5 lbn Tibbon, like the t ra-nslator of the Piteron, seems here to follow a defective text of 

Sa'adyah. It is quite unlikely that the same scribal error should occur independently 
at the same point in the extant MSS. of three different writers. 

6 See critical n ote , p. 50 , on the t ext of Bar I:Iiyya. 
7 Basic text has ;,:V ', tu . 
8 Basic text pi. 
9 The three preceding words presumably depend upon the corresponding words of 

Sa'adyah's extant text, which, however, m ay be reckoned to be defective °at this 
point. Cf. the differing t exts of the Piteron and Bar I:Iiyya. 
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' 

ii~"V) ,~r t:::lii")":l 1"K ,n,:m~o m~"lij "nco ii1ilirzf ~ 
, , ~~~ 
10 .,1,.,j~ c',.::, li:l1Kii ii?~, .m~?j "n~ 1~T t:l"n~, c li . ,, 

1 
~, 

~ ,iin~~il ',~ CliE:l ,n,p',nj n,,~ iVE:lJil 1~ n,Ki~, ,ii "ir,~i'I n-i~ iT 

.iiJ~ ij ',~ o lfE1 

§ 2 

THE TRANSLATION 

In spite f the numerous issues of the text of the EmU,not 1:ran"Ja t i1ns 
. , · ,,an 
mto Europea Jjl languages are but few. Over two hundred year~ a J w . 
Gagnier (Oxfo,rd, 1717) produced a I.atin version, when he edit€d, th AraP

1
~ 

and Hebrew t xts, but it was not until Julius Furst published a G rm!lll paf
3 

phrase a in his- Emunot we-Deot (Leipsic, 1845), that Europe was able to t$et 
a gene~al vie-w' of Sa'adyah's theories. Unfortunately this paraph rase di~ t*

0
; 

include Sa'ad~ ah's pas~age o_n tbe influence of music, ?e~ause F ii:rst omitv~' 
Chapter X w1-Jch coptams this passage. Perhaps, even if 1t ha d b een in ludtJ . 
a paraphrase f the passage would have been of negligible v a ltte since p is 
blunders in ot:::lier chapters have been severely censured. 4 b 

A good re ndering of the passage on music was made, however, by _J act>d 
Guttmann in is Religionsphilosophie des Saadia (1882), as already ind1cat~ ' 
where most o1 his elucidations were on the right lines, although, not beiflg 
aware of the ,A.1-Kindi source, be depended on the Ikhwan al-$af~' . ch 

Another C erman version of the Emunot was made by juhus Barra!t . 
and Moritz · $ teinschneider a · century ago, and, strange as i t m.ay seern, 

1
.
11 

this work alsc>, Chapter X was left untouched. The manuscript of tP;5 

V ersion is in t he possession of Dr. Henry Malter, who promis ed, in ]921 , 
0 

·on 
publish it, s btit, so far, has not done so. For these reasons a, full translati 
of the passage on music from Ibn Tibbon's venion is also necess ary· pn 

Dr. Malte r has said that "nobody could . .. correctl::t t r~ns~ate I e 
Tibbon's text without the aid of the Arabic original ". 6 I n t his 1nstan ' 

l Grammatically erroneous ? Cf. note 3, p. 65. Cr. Amst. 1647 1'V'J~ . 
2 In the basic te:,<t the article is only faintly visible. 
a It is certainly' not a translation ... 
• Steinschneidet', Die hebraischen Ubersetzungen, p. 439. 

5 Malter, 376. 
6 Malter, 374, 

IBN TIBBO)l' 'S HEBREW TRANSLATION 

, wever, the passage _on mus~c has been transhteJ into English wit] 
.ference to the Arabic of Sa adyah, because it has been desired to 
"e passage li;erally, so as t~ con~ey what Ibn Tibbon's idea seems t:x~ 
.en t_hat Sa adyah was d1scuss111g melodic mode3 and not rh11thmic ma 
'ere 1s the translation : :; 

" And we s~y that the melodic modes (neginot) 1 are eight, e, 
one of them ha_vmg a measu~e ( derived) from the notes (ne' im:1t) .1 

(1) Th: First of them, its measure (shi'ur) is three adjoinina nc 
and one quiescent (note). "' 

. (2) The Second (its measure is) three [adjoining] notes, [and]2 
qmescent (note), and one movent (note). These two melodic modes 
the stren~th (of t he humour) of the blood and that (of the temperami 
of sovereignty and rule. 

(3) The Third, its measure is two adjoining notes, without the t 
of a note ?etween them, and one quiescent (note) ; and between ev 
low and high[ ... ] and low, 3 is the time of a note. And this (melc 
m:Jde) alone stirs (the st_ren~h of the humour of) the yellow bile, [a 
(the tem?~rament of) vitality, 4 and manliness, and strength of he: 
and qualities like these. 

(4) The Fourth, its measure is three adjoining notes between wh 
there cannot ?e the ~ime of a note, but between eve!y three (notes\ 2 

three (notes) 1s the time of a note. And this (melodic mode) alone st 
(the strength of the humour of) the white mucus, s so that th 
emerges from the soul the temperament of lowliness and submissi, 
and timidity, and other (similar qualities). ' 

(5) The Fifth, its measure is a solitary note, and two (notes) diffen 
from one another, 6 not having the time of a note between them l 
between the[ . . . ] high and the low7 is the time of a note, ' 

(6) The Sixth, its measure is three movent notes. 
. (7) The Seventh, its measure is t ;vo adjoining notes, not having t 

time of a note between them, but be~ween every two (notes) and t, 
(notes) is the time of a note. 

' r the_use of t~e terms " melodic modes" and " notes" see the Commentary. 
decl tro~ Sa adyah. 3 Cf. Al-KindI and Sa'aclyah pp. 21 31. 

.t. " ruacl!ness ". It, is additional to Sa'adyah . ' ' 
·. the phlegm. 

;e ~om:mentary for this contrariety from Al-Kindi, Sa'aclyah the Piteron and B 
~~ ' ' 
; AJ-KindI and Sa'adyah, pp. 21, 31. 
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(8) The Eighth, its measure is two adjoining notes, not having the 
time of a note between them, but between every two (notes) and two 
(notes) is the time of two notes. And all these four (melodic modes) stir 
(the strength of the humour of\ the black bile, so that there emerge from 
the soul divergent qualities, sometimes (tending) to joy and sometimes 
to grief". 

§ 3 

COMMENTARY 

Although Ibn Tibbon's translation is the most complete of the Hebrew 
versions which deal with Sa'adyah's passage on music, it is faulty. Dr. Malter's 
claim that, as a whole, this version is the " more accurate and scientific 
translation ", 1 does not seem to square with facts so far as this particular 
passage is concerned since it is doubtful whether Ibn Tibbon properly under­
stood its purpose. Indeed, one is inclined to accept the more temperate verdict 
of Dr. Max Schloessinger who says that Ibn Tibbon "often translated the 
mistakes of the . original without heeding the sense, or rather lack of sense, 
expressed therein ". 2 

These strictures appear to be confirmed by Ibn Tibbon's treatment of 
the passage in question. If we turn to the original Arabic of Sa'adyah we see 
that where the Gaon speaks of $aut (sound) , tanghim (intoning) , and la!m 
(melody), Ibn Tibbon Hebraizes these terms into qol (sound), ne' imah (note), 
at:d r eginah (melody) , and he adheres to these two latter terms when describing 
the eight rhythmic modes, using them, it would seem, in their strictly literal 
sense to denote melodic rather than rhythmic modes, making them agree with 
the Arabic naghma (note) and lafm (melody), without troubling to discern 
what was under discussion or, as Dr. Schloessinger says, "without heeding 
the sense ''. 

Since it is Ibn Tibbon's text that has been more generally known to modern 
J t ws and Orientalists, it is to this version that we must attnbute the miscon­
ceptions of Sa'adyah's passage which have prevailed down to recent times. 
Rabbi Francis L. Cohen, the author of the more technical articles on music 
in the je'l£1ish Encyclopaedia, was one of those who were misled by Ibn 

1 Malter, p. 367. In using the comparative " m Jr~" he seems to h ave taken uo account 
of the trausla tion of Bar l;liyya. 

a Jewish E ncyclopaedia, vi, 545. 

IBN TIBBON 'S HEBREW TRANSLATION 

Tibbon's terminology. He found niggun (sic) 1 and ne'im::,,h used in 
Emu;iot and promp~ly concluded that "scales and intervals " were impli 

Dr. Malter realized that there was something amiss with the text of 
Tibbon in this passage when, in 1921, he promised to " explain" some of 
" great difficulties " in a newly edited Se/ er ha-emunot which, as already n 
tioned, has not been published. Yet it may be doubted whether such a" 
would have eased the situation, so far as this particular passage is concen 
because Dr. Malter had already misunderstood the technical t~rms used 
there are two instances of this. ' 

Speaking of the all;iin ( = neginot) mentioned in the Commentary on ( 
ticles attributed to Sa'adyah, Dr. Malter says that these "nine (actu 
eight) musical tones " have a parallel in the Amiiniit, i.e. in the passagE 
music studied in this monograph. 3 H is statement is quite erroneous. · 
" musical tones " in Canticles are melodic modes, whilst those described in 
A miiniit are rhy thmic modes. We can, therefore, to some extent, underst 
why Dr. Malter has not grasped the significance of the technical musical te 
in the Amiiniit, when he says that" Sa'adyah enters upon a detailed descrip,. 
of the eight fundamental musical t ones and their intervals or semitones 
As we have seen, it is with rhythmic modes and beats that Sa'adyah is concerr 
not with fundamental musical tones and intervals or semitones. 

It seems that Dr. Malter had read Ibn Tibbon in this passage in a litt 
way, just as Ibn Tibbon himself had previously interpreted Sa'adyah, " with 
heeding the sense " . Yet the fact that both Sa'adyah and Ibn Tibbon 
t inctly refer to the miqdiir or shi'itr (measure) of a lal;n or neginah (melo 
rhythm) , and to the zamiin or zeman (time) of a naghma or ne'imah (note, be 
ought to have sufficed for anyone acquainted w:th music as an indication t 
t hese terms had mensural and not pitch values. 

Having accepted the literal meaning of Sa'adyah's terms it was o 
natural that Ibn Tibbon should assume that i,V.~'il n,ir:h which he may h: 
read as ii.V~'il ii.V~l, stood for pitch in relation to notes, i.e. "low and higl 
rather than physical motions in relation to beats. There were, however, stn 
Rabbinical grounds for this assumption, since the termini technici of 1 

authorities on te'amim give the prompting. 5 As has been said, n,Vti'il nJ 

lbn T ibbon uses the word neginah and not niggun, but it is possible that tliis writ er u 
• have consulted a m anuscript which contained the latte r t er m. 
• J ewish Encyclopaedia, ix, 122. 
3 Malter, p . 323. 
4 Malter, p. 259. 
5 s ee Wickes, n•i.,x '~ii~ \1S81), pp. 20,21; and 0'7:lC :,; • :, '~,l,'U (1887) , llP•. 13, 14 
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referred to the downward and upward motions of the plectrum on a stringed 

instn-ment. 1 . 

As early as- 1869 Steinschneider had expressed dubiety as to the propn ety 
of using the word " melodies " for neginot in the Sa' ady~h passage. 2 J acob 
Guttmann also partly realized that rhythms and not melodies were mea~t when 
be translated neginot by " Tonweisen oder Grundformen " and ne'imot by 
" Anschlage oder Intervalle " in his version of . the ~assage under discus-
. a and it seems to have been this interpretation which led Dr. Malter to 

SlOn, d ·t " 
k f " fundamental musical tones " and " intervals an semi ones . 

spea o f b " ht 
Dr. Ackermann in the Geschichte der j udischen Litteratur, speaks o t ese ac 
Tonarten " of Sa'adyah in a rhythmic sense. 4 

• 

Of the actual text of Ibn 'ribbon there is little upon which to ~omment 
beyond what has already been said in the critical notes. In the Third mode, 
his insertion of ',:, before i1.::l.li11 ',:)tvi1 seems to show that he thought that the 
reference was to "every high and low " note. , , 

His reading of the Fifth mode also has some interest . Sa adyah s phrase 
rnJ~K .:in~ rnJJiK i.e. " two separate (notes) ",~s _trans~ated bv nmtv i:l ~ntv 
m~ it i.e. "two (notes) different from one another , 1mplymg_th~ more unu:u~~ 
meaning of i~K.::lJit).5 It has been point~d ou~6 th~t Al-Kmd1 says 0\:ijii 

l::.....ll .. .,. i.e. "two consecutive beats ' which 1s probably the correct 
~adi4 since Bar J:Iiyya has n inK it o~ntv i.e_" _two (beats) on_e _after the 
other ". This would appear to substantiate the op1mon that the ?ngmal_ text 
of Sa'adyah, which has not been preserved, had rn~',int) rnJJiK which a 
careless scribe misread as rnJ ~K .::lJ'i~ rnJJiK · 

1 Modern Arabian and P ersian rhythm, with t heir dum ( =daum) and tak, might be dragged 
into support of t he " low " and " high" ar?ument, because d1_wi, t he he'." ·r ~::~, 
is " ]ow-toned " on an instrument of percuss10n, and tall , the light beat, is hi,, 
t-oned " , yet not even b y this st rat agem can ii)l!li1 iill:i 1 be pressed into meaning dum 
and tall, and this observation is only made so that the reader may be assured t hat 
the possibility has been considered. At any rate, these t hings were unknown to the 

Arabs of the 10th century . 
~ Steinschneider , Aljara/Ji (1S69), p . 79. 
:i Gutt111anu, p. 286. 
4 Edited by W in t er and Wiinsche (Leipsic, 1892-95), iii. 500. 
5 See p. 67. 
6 See a 11te p. 36. 
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CHAPTER IX 

INTERPRETATION OF THE RHYTHMIC MODES 
" Sa'adyah's theory of music ... has not 
yet been properly explained". 

Malter : S aadia Gaon (1921). 

ALTHOUGH the elucidation of the Sa'adyah texts has been our primary con­
sideration, there is still the interpretation of the rhythmic modes to be workec 
out. In this t ask , as with the texts in general, one is confronted by vague defi­
nitions which make precise interpretat ion difficult. P rima f acie, the reductiot 
of these definitions to a musical not ation seems simple enough, and severa: 
acceptable theorems could be stated and proved, yet when the proofs of thes~ 
are compared with the even more precise demonstrations which are deduciblt 
from later Arabic theorists we find , in many instances, complete disagreement. 

The fOmplexity of the problem was recognised by these later Arabic 
theorist s themselves, and the contrariety was attributed to precisely the sam~ 
cause as that stated above. It was stressed by Ibn Zaila (d . 1048) who even 
went so far as to say that he thought that some of these theorists did not under­
stand the subject. The diversity of opinion was admitted by later writers, 
by $afi al-Din 'Abd al-Mu'min (d. 1294), 1 by the author of the Sharh maulana 
(14th cent.} , 2 and by the author of the K itab li Mul;,ammad ibn Murad Ji'l­
musiqi (15th cent.).3 There is little need, therefore, for any apology in saying 
that the solving of the precise form of t hese rhythmic modes, as described by 
Al-Kindi and Sa'adyah, is embarrassing, to say the least . 

It may be that the diversity of opinion between the various theorists is 
due to regional variation, as well as to the march of time. Such writers as 
Al-Kindi (d. ca . 874), IbnKhurdadhbih (d. ca. 912), 4 Al-t1fahani(d.967), 5 the 

- Ikhwan al-~afa ' (10th cent.}, 6 wrote in Mesopotamia, whereas Al-Fara.bi (d. 
ca. 950) 7 penned his work in Syria , whilst Abu 'Abdallah al-Khwarizmi (10th 
cent.),8 Ibn Sina (d. 1037), 9 and Ibn Zaila (d. 1048\ 10 lived in Persia and 
1'ransoxania . 

1 D' Erlanger, La musiquc arabc, iii, 15D. 
2 Ibid., iii, 469. 
4 Al-Mas'udi, L as pra iries d'ov, viii, 97 . 
6 R osa' il , i, ll5. 

a Ibid ., iv, 154. 
5 Al-Isfahani, Kitab al-aghani , passim. 
7 D'Erlanger, ii, 26. 

8 Al-Khwii.rizml, Majatih al-'ul um 
9 D'Erlanger, ii, 167. · 

235, et seq. 

10 
British l\Iuseum 1\1S. Or. 2361. 
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On the other hand it may be argued that there was little difference in 
these matters from the Levant to the Oxus, since Ibn Zaila, writing in Persia 
or Transoxania, treats the theories of Al-Kindi and Al-Fara.bi as though there 
were a common system throughout the Islamic East. Indeed, Ibn Zaila's 
main objection is that it was the unsatisfactory definitions of the theorists 

which created much of the divergence. 
A great deal of the uncertainty was due to the lack of a notation by the 

Arabs of this period, although we know that they used a tablature. 1 lbn Sina 
says that he saw musicians notating rhythm as fast as they could write it. 

2 

Nhat was generally used up to the 13th century was a system of o_nom~t~­
poeiae built on the mnemonics of the prosodists, which probably had its _ongm 
with Al-Khalil (d. 799), the father of Arabic prosody and the author of the first 
Arabic book on rhythm. a Just as the mnemonics were based on the verbal 
Ja'ala of the grammarians, so the musicians produced their onomatopoeiae, 
and here is what the Ikhwin al-Safa' have to say on the matter :

4 

"The canons of music (musiqi) are like the canons of prosody (arur!,). 
... They [the latter] are composed upon three principles, the sabab, the watid, 
and the Ja$ila. And the sabab is two consonants, 5 one movent (vowelled) and 
the other quiescent (unvowelled) , like your saying hal . .. and so on. And 
the watid is three consonants, two movent and one quiescent, like your saying 
na'am .. . and so on. And the Ja$ila is four consonants, three movent and 
one quiescent, like your saying ghalabat ... and so on ... 

As for the canons of singing (ghina') and melodies (al'f:tii,n), then they are 
also (based) upon three principles, and they are the sabab, the w~tid, and the 
Ja$ila. As for the sabab, it is a movent beat (naqra i~uta~iarrika) , fo~l~wed 
by a quiescence (sukun), like your saying tan ... which is repeated ad l-ibititm. 
And the watid is two (movent) beats followed by a quiescence, like your 
saying tanan ... repeated ad libitum. And the Ja$ila is three (movent) beats 
followed by a quiescence, like your saying tananan ... " 

Here is a table showing the respective values of some of these onomato-
poeiae in relation to the mnemonics of the prosodists : 

1 Fanner, An Old JV[oorish Lute Tutor, 25 et seq.: H isto1·ical Facts for the Arabian ]',,Jusical 

. Influence, p. 304. 
2 J{itab al-najiit . 3 Fanuc·r, S ources of Arabian ,1Jusic, p. 14. 

4 Rasa'il, i, 93-4. 
& The te:irt.has " lettt:rs", but " consouauts" is a better \\'onl here because the Arabic script 

has ouly cousouauts. 
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MEASURES 

Sabab khafif 
Sabab thaqil 
W atid majmu' 
W atid mafruq 
F a$ila $itghra 
F a$ila kubra 

MNEMONICS 

fa' 
fa'a 
fa'ul 
Ja'lu 
fa'ilun 
Ja'ilatun 

ONOMA TOPOEIA 

tan 
tana 
tanan 
tana 
tananan 
tanananan 
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QUANTITIES 

The earliest extant Arabic document which deals with rhythm by means 
of onomatopoeiae is the Kitab al-musiqi al-kabir of Al-Fara.bi. This great theorist 
and his school classified rhythm into conjunct (muwa$$al) and disjunct 
(mn]«$$al). Conjunct rhythm consisted of beats whose time values (azmina) 
were equal. Disjunct rhythm consisted of beats whose time values were unequal. 

Here is Al-Fara.bi's arrangement of conjunct and disjunct rhythms : 

CLASS DIVISION GROUP 

I 

\ 1Sari' _(Qui_ck) 
Conjunct ~' !Kha/if (Light) 

I !Khafif al-thaqil (Light Heavy) 
L Thaqil (Heavy) 

( Sari' 

( 

Di,juncl Ji 
I I L, 

I 

First 

Second 

/ Khafif 
~I K ha/if al-thaqil 
l ThaqTl 

I Equal 

l Unequal 

SECTION 

r Sari' 
~ Khafif 
I Khafif al-thaqil 
l Thaqil 

1 Ifathuh 
~ Kha/if 
l Kha/if al-thaqil 

Conjunct rhythm was divided according to the time values of the beats. 
Al-Fara.bi supposed that any one of the two syllables in the word tana was the 
shortest appreciable sonnd, and for that reason he made ta his norm ('iyar), but 
preferred tatan instead of tanan. Upon this he built four divisions of conjunct 
rhythm as follows : 

r 
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DrvrSION ONOMATOPOE[A 
I 

1'ABLATURE NOTATION 

Sari' ta 0 J' 
Kha/if tan 0 J ~ or J 
Kha/if al-thaqil tanan 0 ,ti., or J. 
Thaqil tananan 0 J01 i '1 or. J 

To appreciate the significance of the Arabic tablature it must be under­
stood that th0 theorists invariably had the lute ('ud) in mind when dealing 
with the thecry of music. On this instrument, rhythm was produced by the 
stroke of the plectrum (mief,riib) on one of the strings, and the consequent vibra­
tion of the string depended, among other things, on the strength of the striking. 
If the stroke was weak, the duration of the vibration and the resultant sound 
were short. If the stroke was strong, the duration of the vibration and the 
resultant sound were long. When the stroke was weak, and the tempo ( =speed) 
of the rhythm was slow, the sound produced by the first stroke would have 
ceased before the second stroke was due rhythmically, and a silence would 
ensue. When the stroke was strong, and the tempo of the rhythm was quick, 
the sound produced by the first stroke would not have ceased before the second 
stroke was due rhythmically, and there was no silence. 

If we look at the above tablature of Al-Fara.bi we see that the sign 0 
denotes a beat. Each succeeding dot has the same time value as the sign O but, 
according to the strength of the striking and the tempo of the rhythm, the dot 
stands for either a rest or for a continuation of the time value of the pre­
ceding beat marked o. 

Disjunct rhythm was, as already stated, made up of beats whose time 
values were· unequal. This class of rhythm was divided primarily according 
to the number of beats in a cycle (daur). The first disjunct rhythm consisted 
of two beats, the second of three beats, and the third of four beats. These, 
in turn, were subdivided into groups according to the time value of the first 
beat which, in turn, also determined the time value of the second beat. Here 
is the scheme of the first disjunct rhythm : 
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GROUP TABLATURE N OTATION 

Sari' 0 0. 17 ., or J J 
Kha/if 0 . o IJ j J '"I ., or J J. 
Kha/if al-thaqil 0 0 1J-, ., J-, t or J. J 
Thaqil 0 . . . o il"ll J,.,' or J J J ....__, 

T~e _second disjunct was grouped into the equal (mutasawi ) and the unequal 
(muta/a$il). When the first two beats were of equal t ime values the rhvthm 
was called the equal second disjunct. When they were of unequal time ;alues 
the rhythm was th~ unequal s~cond disjunct. Each of these were arranged 
mto sections accordmg to the time values. Here are the sections of the equal 
second disjunct rhythm ; 

SECTION TABLAT RE N OTATION 

Sari' 000 n J "I orn J 
K ha/if 0 0 0 J-,,.,·1, or J J J. 
K liafif al- ' o O• •O J;; f'"I-, /'"It or J. J. J 
_ _ thaqa I 

J;t /"It J;;tor J J J J 1 haqit I 0 •O •• • O .__., 

In the unequal second disjunct rhy thm there were also several sections 
arranged according to the time values of the beats. It will be observed that 
these rhythms also consist of t hree beats but, unlike the preceding, in which 
the first two beats had equal time values, these are all of different time values. 
So long as the longest was at the end, it did not matter whether the smallest 
or medium time value was at the beginning. Here are three sections of the 
unequal second disj 1mct rhy thm : 
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SECTION TABLATURE NOTATION 

Hathith 00 .o n.,;.,., or J J J. 
Kha/if 0 O• 0 ;., Jt ;.,i or J J.J 
Kha/if al- 0 • 0 ... 0 .... J.,.,J.,t ;.,.,tor J. J r)_/ 

thaqil 

Such was the theoretical arrangement of Arabi~n _ a~d probably Jewish 
rhythm in the 10th century. It is possible that Al-Farabi s .method.ology was 
based on the lost work on rhythm by Aristoxenus kno~ i~ Ara?ic as the 
Kitab al-iqa' .1 In practice, however, there was much .simphficat10n, as Al­
Farabi's own examples of the practitioners' rhythms of his day ~rove. _ _ • 

Most of the succeeding theorists adhere to the onomatop~e~a~,of Al-~a~ab1 
h · t· ur Al-Khwarizmi who follows Al-Farab1 s defimtions althoug vana 10ns occ . , 

slavishly, introduces but two onomatopoeiae tan and tanna to represent 
relatively, it would seem, ,_, and - . 2 

· . . , • 

Although Al-Farabi was called " the second Anstotle· there ar~ defect~ m 
hi nomatopoeiae since his tan has no actual mensural value except m relat10n 

st O the other hand Ibn Sina, the shaikh al-ra'is, devised a double long 
~o t~· nln the next century a disciple of the latter, Ibn Zaila, introduced m arn. . t · ch 
another system which was, to some extent, a slight nnprovemen , masmu 
as he gave a definite symbol for the rest. With Ibn Zaila ta stood for a beat 
and ha for a rest. . 

H · 1 d thi·s 1·ather laborious terrain of the theoretical structure avmg exp ore . . . 
of Arabian rhythm, we can now consider the elucidation of the techmcal terms 
adopted by Al-Kindi and Sa'adyah. 

1 Farmer, Sources of Arabian Music, p. 25. d b t this scheme does not 
2 t · 11 they ought to stand for - an - '-" u . 

On:::e :~~1C:n;,other theorist. See also Chottin, Tableau ~e la l\'lusique ma~ocaine 
(lg938), p. 81, whose interpretations of the classical mnemo111cs and onomatopoe1ae, do 
not conform to recognized forms. 
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§ 1 

T HE TERMINOLOGY 

We have already se in the definitions of the theorists that rhythm was 
a prescribed arrangemen1·of beats having time values. Although the term 
" beat " has been used fr~ently in the course of thi monograph, it is advisable 
that we should clearly dene the word in this chapter on t he technicalities of 
rhythm. A beat (naqra) a stroke (4,arb) made by an instrumentalist with a 
plectrum (miif,rab) on a stng of a lute ('ud), pandore (tunbur) , or other cordo­
phone, or with a stick (mi:aqa) or the fingers on an idiophone or membrano­
phone. The phrase "pu:ing down and raising up ", which we meet in the 
descriptions of the rhythlic modes by Al-Kindi and Sa'adyah, clearly refers 
to the downward and uirard motions of the plectrum on a string of a lute 
or similar instrument. 

The precise time vah of the beats mentioned by Al-Kindi and Sa'adyah 
are never indicated. We rtainly have the equivalents of t he quaver, crotchet, 
dotted crotchet, and mini1 recognized as entities by Al-Fara.bi, and both the 
crotchet (naqra khafif) a the minim (naqra thaqi~ are specifically mentioned 
in the mensural sense b~t actually, they represent no more than ,_, and -
respectively, their more iecise time value being determined rather by the 
tempo of the mode itself. 

In Al-Kindi and Sa'a "ah, however, we do not get even this small guidance 
in the elucidation of theindescriptions of the modes, whilst for the meaning 
of the terms used in relatin to "beats " we have to depend on their technical 
connotation as implied eifrr by other theorists, or on the context, or on their 
general meaning. The te!lS to which I refer are " consecutive", "solitary", 
" movent " , and " quiesoat ". 

"Consecutive beats" e re a group of two or more beats, each of the same 
time value, the tempo of t:e mode being the determining factor whether they 
were crotchets, minims, or er time values. Since they are ment ioned in groups 
it may be assumed that eiier a different kind of beat or a rest followed these 
consecutive beats. 

A " solitary beat " wa, as the words imply, a beat that stood alone. That 
it was followed by a rest dthe same mensural value was a sine qua non of its 
solitariness, as both the cotext and the examples of Al-Fara.bi prove. 

A " movent beat" arl a "quiescent beat " are both described by the 
Ikhwan al-~afa', as we hve seen. Used together they constituted a sabab 
khafif which produced the,nomatopoeic tan, i.e. a long ( - ). Ibn Zaila cer­
tainly warns us that we mut not accept tan (-) as he equivalent of tana (------) 
mensurally, or as the douMof ta (---) mensurally, but the fact remains that the 
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prosodists and musicians recognized this equation. We are therefore compelled 
to accept the "movent beat" and the " quiescent beat" mentioned by Al­
Kindi and Sa'adyah as the audible and silent parts respectively of the onoma­
topoeic tan, not necessarily of the qw;,ver (sari') value, as implied by ta in the 
word tan, but r:i.ther of a time value as determined by the tempo of the mode 
in which the terms "movent" and " quiescent" are used. 

The " movent beat ", unlike the " solitary beat ", was not followed by a 
rest as we know from more than one statement of Al-Fara.bi. That the 
" q~iescent beat " was a rest is shown by the context and by examples of Al­
Farabi. The precise time value of the rest was, like the beats, determined 

by the tempo of the mode. 
We can now proceed to discuss the structure of the rhythmic modes of 

Al-Kindi and Sa'adyah, the interpretation of which greatly depends on the 
preceding elucidation of the terminology. 

§ 2 

THE EIGHT RHYTHMIC MODES 

As we have seen, there were eight genres (ajnas) of rhythm which I have 
termed " modes ". · From these genres were derived certain secondary modes 
called species (anwa') which, although mentioned by Al-Kindi, are not described 
by him. The Ikhwan al-~afa' tell us that there were twe_nty-two d1ffer~nt 
arrangements of these. Al-Fara.bi and other theorists describe and exemplify 
many of the species, some of which became more used than the basic genres. 
These rhythmic modes were a constituent part of all measured music (al-naghm 
al-mauzun). and each mode presented a distinct cycle (daur) of beats and 
rests which was repeated ad libit1,m throughout the performance of the music. 

FIRST MODE (=Al-Thaqil al-awwal): 
Al-Kindi and Sa'adyah say that this comprised" three consecutive beats " 

followed by a "quiescent beat ". 1 Both Al-Farabi2 and Al-Khwarizmi3 say 
that the mode consisted of cycles (adwar) of "three consecutive beats", but 
they do not mention the quiescent beat. Their onomatopoeiae show, however, 
that this quiescent beat or rest was included in their schemes, since the former 
gives tan • • • tan • • • tan • • • • • • • and the latter tanna tanna 

1 See anle pp. 21, 30. 
2 Leyden MS. Or. 1423, fol. 106v. D'Erlanger, La musique arabe, ii, 45. 
3 Mafatil,i al-'uliim, p. 246. 
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tanna (space) . Ibn Khurdadhbih also omits to mention the quiescent beat 
yet se_eing_that the beats occurred in threes, a rest after each three may hav~ 
been implied, as has been shown. He defines it as " a beating of groups of 
threes, _two heavy and slow, and one slow ''. 1 One of the examples given by 
Ibn Zaila agrees precisely with Al-Kindi and Sa'adyah, his alphabetic notation 
being ta ha ta ha ta ha ha ha, 2 because, as we have seen, ta= a beat and ha = a 
rest. 3 Below follow three congruous cycles of this rhythmic mode, which are 
transcribed in notation precisely as they are described. 

As we have already seen, 4 after a string bas been struck, its vibrations 
lessen and finally cease in relation to the strength of the striking (i!,arb) and 
other causes. It is this cessation of sound which is expressed by the rest or 
rests in our notation. That Al-Kindi and Sa'adyab conceive four minims in 
the cycle, Ibn Zaila eight crotchets, and Al-Fara.bi sixteen quavers, was due 
solely to their determination of the unit ('iyar) of measurement. 

· AL-KINDi and SA'ADYAH ll[ffl ;<!I ~ ~ - II 
AL-FA.RABI 11[W]t ~ ~ ~-~~ ~ ,. ~ ,,J- ! '- 7. - II 
foN ZAtLA 

!~~ J ~ ~ II * t * 
.. 

That a quiescent beat was identical with a rest is shown in another defini­
tion of the mode by Al-Kindi, as quoted by Ibn Zaila. He says: " It is three 
consecutive beats, between every two beats of which is the time of a beat and 
between every three and three (beats) the time of two beats ". 5 This ~ycle 
does not conform precisely with the preceding, because there is a rest missing, 
as indicated below, after the final beat. 

11[2] J * J * J [,] t t 11 

1 Al-:\fas' iidi, viii, 98. 
~ British :\Iuseum )IS. Or. 2361,fo/ . 231v. 
4 See ante p. 75. 

3 See ante p. 77. 
5 ::\lS. cit . .fo/. 231 V, 
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We see from the descriptions of the Thaqil al-awwal. mode given by the 
Ikhwan al-Safa', 1 $afi al-Din 'Abd al-Mu'min, 2 and others, that th~ cycle 
had be~n altered since Al-Kindi's day, although a semblance of t~e basis of the 
original mode, in the succession of two shorts and a long, was still the feature 

of the mode. 

SECOND MODE ( = Al-Thaqil al-thiini) : _ 
According to Al-Kindi and Sa'adyah this comprised " three ~onsecutive 

beats ", a " quiescent beat " , and a " movent beat ", 3 which can be mterpreted 

thus: 

This reading does not, however, agree with_a defi~ition of th~~ mode given by 
Al-Kindi elsewhere, as reported by Ibn Za1la, which says : I~ 1~ two c_on­
secutive beats and a solitary beat, and between the two beats of 1t 1s the time 

f beat and between the two beats and the solitary beat is the time of two 
0 a • · h · ft beats and between the solitary beat and the third ram:il 1s t e tune o wo 
beats,".4 It may be, therefore, that the first definition of Al-Kindi should 
read "two" instead of "three" beats, which, by making the cycle octuple, 
would bring it into some agreement with the second definition and with other 

definitions. 
Al-Fara.bi is not explicit in his definition when he says that it is " two 

heavy (beats) and one heavy (beat) ", 5 but his onomatopoeiae cla~ify ,~hat _is 
indefinite in the foregoing definition since he gives us this clear delmeation 111 

t tan tan • • Al-Khwarizmi indicates that it 
an. • • • • • • • • • • 
is " two heavy (beats) and one light (beat) " and writes tanna tanna tan. 6 Il'.n 
Sina specifies these onomatopoeia, tan tiirn tan, i.e._ tan . ta~ • . . ~an . 111 

Al-Fara.bi's transcription. 7 Ibn Zaila gives a septuple readmg of this mode, 

one of his examples being / J' J' -, J' J -, or, as he writes it ta ta ta ha 

ta ta ha.s Safi al-Din, over two centuries later, adheres to the oduple cycle­
in tanan tanan tan, 9 which could be equated with Al-Khwarizmi:. 

1 Rasii.'il, i, 115. 
2 Kitii.b al-adwii.r, Brit. Mus. MS., Or. 2361, fol. 30. D'Erlanger, op. cit., iii, 165, 485. 

3 See ante pp. 21, 30. 4 MS. c~t.J ol. 2~0. 
s MS. cit.Jo/. 106v. D'Erlanger, ii, 44. 6 Op. cit., p. 24;,. 
7 K i tiib al-shifii.', India Office MS. , 1811, fol. 171v. D'Erlanger, ii, ~09. . .. 
s MS. cit.Joi.. 231 v. 9 MS. cit.Joi. 30v. D Erlanger, rn, 492. 
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Here are transcriptions of these octuple cycles, the diversity of which 
may be due to the preservation of species (anw,i') rather than the genre (jins) 
itself. 

AL-Krxni and SA'ADYAH 
(:idj usted) 

AL-KINDi (2nd Definition) 

AL-FARA.Bi 

!Bx SINA 

$AF! AL-DiN 'ABD AL-J'4U'MIN 

11-] j .J 
UJ J 
niJ 

~ 

* J * 

* 
J * 

* * ~ 

- ~ II 

* J * * II 

* 
i J * II 

~ * J * II 

In the above Ibn Sina agrees with Al-Kindi and Sa'adyah. Al-Fara.bi's 
example is derived from the imequal second disjimct species. 

We see in Al-Fara.bi a gradation of time values which appears to be 
mentioned by Is]:ia.q al-Mau;;ili (d. 850) as recorded in the Kitiib al-aghiini. 
This minstrel was the perfecter of the old Arabian system of music theory 
and he showed that the difference between the Thaqil al-awwal mode and the 
Thaqil al-thiini mode was that there were certain gradations (adriij) of time 
values in the former which were not to be found in the latter. 1 It is true that 
this characteristic refers to the First and not the Second Thaqil mode according 
to Isl)a.q, but it has to be remembered that this contrariety is due to the fact 
that the names of these two modes had been reversed by that brilliant but 
intractable am'ir Ibrahim ibn al-Mahdi: (d. 839), and that this confusion 
between the two modes left its mark on later writers. 2 

1 Op. cit. , ix, 54. 
2 See Al-1\Ias'udi, op . cit., viii, 98. D'Erlanger, ii, 48. 

G 
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THIRD MoD:E (=Al-Makhuri): 
This was made up, say Al-Kindi and Sa'adyah, of " two consecutive 

beats" without the time of a beat between them, followed by a " solitary beat " 
which was characterized by a rest following or its equivalent. This rest is 
made clear by the phrase " and between its putting down and its raising up, 
and its raising up and its putting down is the time of a beat " .1 To appreciate 
the meaning of this it must be understood that starting the rhythm in the normal 
way with a downward stroke of the plectrum, followed by an upward stroke, 
we reach the "solitary beat" on a downward stroke, when a rest, to the value 
of a beat, follows. When the next beat is made it is performed with an upward 
stroke, followed by a downward stroke, when we reach the second "solitary 
beat" on an upward stroke, where another rest occurs . As it does not say 
that there was no rest between the second " consecutive beat " and the 
" solitary beat ", we may assume that there was one. 

The rest, or its mensural equivalent, is also implied by the definition of 
Al-Fara.bi who defines the M akhitri or Khafif al-thaqil al-thani as " two light 
(beats) then one heavy (beat) " , although his onomatopoeiae are rather 
more precise. These are : tatan tan like that of Ibn Sina's Ja'ulun, i.e . .._, - -.

3 

Al-Khwarizmi says it was " two light beats, then one heavy (beat) ", giving 

tan tan tanna as an example. 4 

On the other hand the definition of the Ikhwan al-~afa' discloses a scheme 
more akin to that of Ibn Sina. They say that it consists of " two consecutive 
beats-there is not between them the time of a beat-then a heavy solitary 
beat, then four beats, one folded in the first of them, like your saying mufii'il 

mufa'ilun (or) tanan tan tanan tan tan ".5 

Ibn Zaila gives examples of the M iikhuri mode quite alien to any of the 

above in a sextuple scheme like ta ta ha ta ta ha i.e J J 91 J J -, . He 

also gives an octuple and a duodecimal scheme. 6 

Here are transcriptions of the quintruple schemes : 

AL-KINDi and SA'ADYAH ~1[2] ~~ ~ .... 

' II 

AL-FARABi and lBN SiNA • 1~ ~ II 

1 See ante pp. 21, 31. 2 MS. cit., f ol. 106v. D'Erlanger, ii, 45. 
8 MS. cit.Jal. 170v. D'Erlanger, ii, 209. 4 Op. cit., p. 246. 
i Op. cit. i, 115. The Cairo edition (1888-9) gives another reading. Cf. Dieterici, Pro­

paedeutik der Araber, p. 140, who gives mufa'il mutafa'i.1 or tanan tan tananan tan, 

G MS, cit.
1 

fol. 229, 
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FOURTH MODE ( =Khafif al-thaqil) : 

This comprised three consecutive beats, without the time of a beat between 
them, but with the time of a beat between every three beats. 1 As it stand 
. . . ~ 
it agrees with the mode as it was known to $afi al-Din 'Abd al-Mu'min four 
hundre_d ye~rs later,_ who says that its measure was ja'ilun repeated three 
times, 1.e. said four trmes. 2 The onomatopoeiae of Al-Fara.bi and Al-Khwarizmi 
for the Khafif al-thaqil al-awwal coincide with this, the former giving tan • 
tan . tan . • • ta

4

n • ta_n • ta~ _- • •3 and the latter tan tan tan [space] 
tan tan tan [space]. ~heir defimhons, however, are vague, since they merely 
say that it was compnsed of groups of " three consecutive beats lighter than 
the beats of the Thaqil al-awwal mode". The difference between Al-Kindi­
Sa'adyah and Al-Fara.bi-Al-Khwarizmi is that the former two would make 
the time values twice as quick as the latter. 

The Ikhwan al-$afa', in their description of the Khafif al-thaqil al-thiini 
mode, ~se the same _definition as that of Al-Kindi-Sa'adyah for the Khafif 
al-thaqil mode, and give tananan .._, ._. - as the measure, which agrees with the 
above. 5 The contrariety between the theorists in their titles of this mode is 
due to the nomenclature of two opposite schools, as I have mentioned. Ibn 
Zaila calls it the Khafif al-thaqil and defines it as above. s 

Since there seems to be complete agreement between the theorists con­
cerning this mode, I need only give two examples in modern notation : 

AL-KINni and SA'AD YAH ll[A] J J J ., II 
AL-FARABi ' 11[~] ,J~ ., 1 ., J ...... 'I * 11 

1 See ante pp. 21, 31. 
2 K itlib al-adwiir, British Museum MS. Or. 2361, f ol. 31. D'Erlanger, iii, 169, 494. Carra 

d e Vaux, Le traite des rapports musicaux, p. 70. 
3 MS. cit. , fol. 107. D'Erlanger, ii, 46. 
4 Op. cit., p. 246. 
5 Op. cit., i, 115. 
1, British Museum MS., Or. 2351, f ol . 232. 

.. 
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FIFTH MODE ( =Al-Ramal) : 

It comprised a solitary beat, with its characteristic rest following, and 
two consecutive beats. 1 Al-Fara.bi and Al-Khwarizmi describe it as " one 
heavy beat, then two light (beats) " , with the following onomatopoeiae res­
pectively,- tan ••. tan • tan .2 and tanna tan tan.3 Ibn Sina gives 
tarn tan tan, which is identical. 4 Here are two examples notated : 

AL-KINDi and SA'ADYAH ft] J * J J II 

AL-F.AR.ABi 11[~] J""' :I * 
,J~ ., .r ., II 

Other theorists are different. The Ikhwan al-$afa'. say that it is ' ' a 
solitary beat, then two consecutive beats-there is not between them the time 
of a beat-then four beats, every two of them consecutive, like your saying 
fii' ilun mufii' ilun or tan tanan tanan tanan ". 5 This gives us - .....,, - .....,, - '-' -
Ibn Zaila makes the measure sextuple like - - ""' .....,, - ""' ""' - and other 
examples.6 $afi al -Din reads mufta'ilatun f a'ilun, i .e. - ""' ""' - - ""' ""' - as 
well as the sextuple fa'ilatun, i.e . .....,, ""' - 7 

SIXTH MODE ( =Kha/if al-ramal) : 

This comprised "three movent beats " as defined by Al-Kindi and 
Sa'adyah. No rest or rests are mentioned. The definition of the Ikhwan al­
~afii' reads : " Three consecutive movent beats ", but again, no rests are 
mentioned, although both the mnemonics and onomatopoeia given by them 
imply rests or their equivalents, since these are mutafa'ilatun and tananan 
tananan, i.e. '"' '"' - ....., '"' - . 8 This does not comport with the statement 
of Al-Kindi and Sa'adyah above, although it does agree with another defini­
tion of Al-Kindi as quoted by Ibn Zaila as follows : " It is two beats, and there 
is not between them the time of a beat , but between every two and two (beats) 

1 See ante pp. 21, 31. 
2 MS. cit., f ol . 106. D 'Erlanger, ii, 43. 
3 Op. cit .. p . 245. 
& Op. cit., i, 115-16. 
7 MS. cit., fol. 31. D'Erlanger, iii, 170. 

4 D'E rlanger, ii, 209. 
6 MS. cit. ,fol . 230v. 

8 Op. cit., i, 115. In Dieterici, p . 141, t he measure is rnutafii'ilun or tananan tanan. 
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is the time of a beat " .1 I bn Khurdadhbih gives a somewhat similar descrip­
tion of this mode when he says that it is a repeated phrase of " two joined 
(muzdawij) beats, and between every joining a pause " .2 

AL-KINDi and SA'ADYAH 
11[eJ J ~ ~ II 

AL-KINDi (2nd Definition) e; ~ ~ 'i II 
Not one of these definitions agrees with Al-Fara.bi, and clearly not with 

his examples. He certainly says that it is a repeated phrase of " two light 
consecutive beats " , but he does not mention the succeeding rests or pauses, 
although they occur in his examples where a quintuple scheme asserts itself, 3 

a feature which is found later in Ibn Sina.' 4 I bn Zaila,5 ~afi al-Din 'Abd al­
Mu'min, 6 and Al-Ladhiqi. 7 

AL-FARABi (Genre) II ~pn , , 'I In , ., ., II 
AL-F.i\R.i\Bi (Species) [00] n :1 ;., rn ., ,;., i :n :I :I '1 ! z] 

lBN SiNA l~] ;, n , 
11 

lBN ZAILA WOO] J, ,l-, 111 

$AFi AL-DiN and 8] J ... -, J-, '1 II 
AL-LADHIQi ---- -

1 }IS. cit., Jot. 227. Th.is agrees also with the scheme given in the new K itab al-aghiini 
(i, 41) which has tan tan . tan tan . etc. 

2 Op. cit., viii, 98. 
3 MS. cit., fol. 106. D'Erlanger, ii, 42. 
4 l\IS. cit., fo l. 170. D'Erlanger, ii, 209. 
5 l\IS. cit., f ol. 227. 
6 l (itiib al-adwar, B.M.MS. Or. 2361, fol , 3 1. D'E rlanger, iii, 507. 
7 D'Erla1i.~er, iv, 476. 
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SEVENTH MODE ( =Kha/if al-khaf{f) : 

This mode is not mentioned by Ibn Khurdadhbih, Al-Fara.bi nor Al­
Khwarizmi, but Al-Kindi and Sa'adyah define it as consisting of "two conse­
cutive beats ", and " between every two beats and two beats the time of a 
beat". The Ikhwan al-Safa' describe it in similar terms and give the mnemonics 
and onomatopoeiae respectively as mufa'ilun and tanan tanan, i.e . ._, - ._, - 1 . 

AL-KINDi and SA'ADY AH2• lt[fl] J ~ ~ II 

lKHWAN AL-SAFA.'3• II~!~ ~ ~ ~ 
.;, 
y. II 

EIGHTH MODE ( =Al-Hazaj): 

Fundamentally, this mode belonged to a conjunct rhythm, i.e. a rhythm 
in which the time values of the beats are of equal duration 4. It is thus defined 
by Ibn Khurdadhbih, 5 and originally the rhythm probably had this character, 
but the monotony of a measure of this type, which was the chief ethological 
complaint of both Al-Kindi and Sa'adyah, had led to modifications, and at 
the time of these writers it comprised "two consecutive beats" and "between 
every two beats and two beats the time of two beats". This corresponds ,to 
that laid down by the Ikhwan al-Safa' where it is expressed by fa'il p: il and 
tan tan tan tan, 6 and even to the f~'ilun fa'ilun of Ibn Sina,7, if we recognize 
the third and fourth beats as rests. That these beats were rests is plainly 
stated by the Ikhwan who say that there is "between every two the time of 
two beats." As it stands, the Hazaj mode of Al-Kindi and Sa'adyah was this :8 

ll[t] J J 

1 Op. cit., i. 115. 2 See a11!e pp. :!l, 3 l. 
3 Cf. The new I<itab al-aghiini, i, 4 l. 
4 Al-Fara.bi, MS. cit., fol. 106. D' E rlanger, ii, 40. 
5 Op. cit., viii, 98. 
& Op. cit., i, 116. Dieterici, p. 141. 
7 Jl.,rs. cit., f ol. 170. D'Erlanger, ii, 207. 
i See ante pp. 21, 31. 
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Ibn Zaila complains that, in the book on rhythm by Al-Kindi from which 
he quotes, the author does not give a precise definition of this mode since h 

1 . e 
neg ects to mention the number of beats. 1 This could not have been directed 
against ~he work of Al-Ki~di :-7hich_ has been the basis of the present monograph, 
but agamst another treatise m which Al-Kindi must have given the definition 
of the fundamental Hazaj to which I have already alluded. 

§ 3 

THE BLENDING OF THE RHYTHMS 

It will be recalled that Al-Kindi and S.i.'adyah held the view that the use 
of a single beating, i.e. the repetition of beats of identical time values, such 
as the fundamental Hazaj, or the repetition of any cycle of beats, i.e. a single 
mode, were not good for the soul of man, and that the best results were obtained 
by a judicious blending of the various modes. 

~a'adyah tells us that kings were moved to diverse "moods"2 by listening 
to diverse modes, and we see from the Ikhwan al-Safa' how the rhythmic 
modes were used. Here is what they say ;3 · 

"The musician ... at gatherings, and banquets, and parties (shurb), should 
begin with the rhythmic modes (alf,,iin) which strengthen the generous, 
moral qualitie~, and nobleness, and liberality, like Al-Thaqil al-awwal 
(rhythmic mode) and so on. Then he should follow them with the agreeable, 
Joyful modes, like Al-Hazaj and Al-Ramal, and in the dance and the ring 
dance4 (he should use the rhythmic mode) Al-Makhuri, and so on. And 
at gatherings, if he fc '.lr disturb::mce, excitement, and quarrelling, he 
should play the soothing, heavy, tranquilizing, and· sad modes." s 

How a musician passed from o:1e mode to another in this mixing or 
blending of diverse modes, "so that the changes are agreeable" , as Al-Kindi 
says, is not mentioned by Sa'adyah, but in one section of the Risala Ji ajzii' 
khabariyat al-musiqi, Al-Kindi demonstrates how this was accomplished. 

1 l\IS. cit., fol . 229v. 
2 

In the old E nglish writers on m usic, tile modes are called moods, obviously for t his prcci3e 
r eason. 

3 Op. cit., i, 190. 
4 D astband. 
5 

See the story told of Al-F ara.bi by Ibn Khallika n (d . 1282) in his B iographical Dictionary, 
iii, 30!). 
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The art of passing from one mode to another, whether melodic or rhythmic 
was called the intiqiil (lit. transporting), which was identical with the µi;-r,x~oj.._~ 
of Pseudo-Euclid (Cleonides) 1 and Aristides, 2 and the transitits of Martianus 
Capella.a Here is what Al-Kindi says concerning this system of modulation :4 

Jl .. ~I ,\:-\.$ 9 ; ½-=:-JUIL..l.; c_Uii.1 0 !1 c_Uii.1 ..:,.,. '"""'Ulli.::.iUI J.-:-:!.i-:.~ .;t 
J#- ..:,.,. d.llo.:.:.il ~~ 0 1 .>%_; "~lli1.U1 '"""'Ulo.:.:.iU1 ....,....~_p 5;lli,..,...._,.J1 

~) ½?JJ6-WI 0 11 JJUI j-:-:o.*[ll] ..:,") JJUI ~li*[ll] 0 ll JJUI J-r-:li*[il] 

j,.,B-*[llJ ~I JJVI M*[ll] ._j_-:,~6. ·I:).,.) dLl1 j-:.1h[ll] ~I 9))6-Wl 

._j_# ~1 ~~1 ..:,.,.) j,.111 j-:.lii" 0 ll[fol. 32v] j--}I ._j_,.,it:S. d') 6dU1 

~ J;.,_; L;~b )lli:': ... _,.J1 0 1.S' 1~1J ½?l-'::-W1 ~I j,.}\ j-r,d ~) j--)1 

,.,· J. i.:': -i6.. iii..;) J.; J i1. s J ~..J 4 l ... ~UJ ,._;· j-->\ I j-r-:oJ I:),. ..:,;,·>6. U 1 ..::r"' l yii.J I 

j,.} 1 J~,- ~~,l I ½?)J">l ... l I ~ ~l-3-~) ½?J.,-6- W 4 1->-:.:i 1 

Translation 

"CONCERNING THE METHOD OF MODULATIONS FROl\I {ONE) RHYTHl\I 

TO (ANOTHER) RHYTHM. 

As for what is requisite concerning the method in the practice of the 
musician? for the arrangement of the modulations of the rhythmic modes, 8 

it is that you should modulate from Khafif al-thaqil al-awwal9 to Al-Thaqil 
al-awwal, and from Al-Thaq'il al-awwal io Al-Miikhuri, and from Al-Makhur"i 
to Al-Thaqil al-thiini, 10 and from Khafif al-thaqil al-awwal to Al-Thaqil al-thiinf. 
and from Khafif al-ramal to Thaqil al-ramal,11 and from A l-Hazaj to K hafij 
al-ramal, and from Thaqtl al-ramal to Al-Miikhuri. And if the musician 12 

1 i\Ieibomius, op. cit., 20. 
2 )feibomius, p. 25. 3 i\Ieibomius, p. 189. 
4 Berlin Staatsbibliothek :\IS. 5503, fols. 32-32v. 
5 Text has ~~\I 
6 

Text has JJUI M*[JIJ ~I j)Ul j,.,li*[l\J ~~6.. 
7 Text has music (musiqa) instead of musicia n (musiqiir). 
8 The names of the rhythmic modes in this section do not agree with those already men-

tioned from another section . Sec ante p. 2 l. 
9 This is identical with Hhafif al-tltaqil. 
10 Te:tt has Al-Thaqil al-awwal. 
11 This is ideutical ,vith .·II -Ra111al. 
12 See footuote Ko. 7. 
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is clever, then he stops at the last two beats of Thaqil al-ramal, then he follows 
them w ith one beat. Then he makes a slight pause, then begi"ns with Al­
/1.l akhuri. And similarly from Al-Miikhuri to Thaqil al-ramal." 

A somewhat longer passage occurs in the Rasii'il of the Ikhwan al-Safa' 
( 10th cent.), 1 of which the following is a translation : · 

' "l'he clever musician is he who, when the auditors are bored with a mode 
(lal:in), changes .. . to another mode, either opposite to it or resembling 
(it ). . .. (In) the passage (khuruj) from one mode to another there are 
... two methods, either that he should cut off (his performance) and be 
silent, and (after) adjusting the frets (of the lute), and sharpening (l:iazaq) 
or flattening (irkhii') the strings, . .. begin another mode, or else leave 
the affair as it is, and pass from that mode to another mode similar to 
it. And (in the rhythmic modes) 2 it is (proper) that he should modulate 
from Al-Thaqil to its Kha/if, and from Al-Khafif to its T haqil, to what 
is near it (rhythmically). And the example in that is that if he wishes 
to modulate from the Thaqil al-ramal3 to Al-Miikhuri, he stops at 
two beats of Thaqil al-ramal, then he follows them with one beat. 'l'hen 
he makes a slight pause, then he begins with Al-Miikhuri." 

When Sa'adyah tells us that it was the custom to combine or blend these 
rhythmic modes one with another, it was by this system of modulation 
(intiqal) that the blending was accomplished . 

1 Bombay edit., i, 119. 
2 

As with Al-Kindi, the n ames of the rhythmic modes given by the Ikhwan at this point 
do not comport with those gfren by them elsewhere (i, 94). 

J 1\,xt h as h·1tafif al-rn111al. 
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CHAPTER X 

CONCLUSION AND SUMMARY 

"To speak of things concerning which you 
can make no advance is folly, and to perform 
things over which the mind toils is sinful". 

A Jewish Saying. 

IT s:itEMS a fitting conclusion that one should recapitulate and summarize 
what has been contributed in this monograph towards our knowledge of 
Sa'adyah's theory of the influence of music, which has been the cat~se of so 
much vexation. The proceeding will also help to clarify some of the arguments 
stated, because it is no easy matter to secrete the grain from _the chaff when 
the wind of criticism is blowing hard. 

That Sa'adyah derived this material from an Arabian source c~nnot _be 
doubted. That his treatment of the subject agrees, almost verbatim, with 
that of Al-Kindi: is quite palpable. The question therefore arises whether these 
two authors depended on a common source of information, or did one copy 
from the other ? That there was a common source from which both drew seems 
to be discredited by the direct statement of Al-Kindi: that he ignored what the 
older theorists had to say about rhythm, and that he depended on "present­
day usage", which looks as though he were describing th~ system of the practi­
tioners of music of his day. 1 The second argument agamst a common source 
i's that we cannot t_race this genesis in Al-Kindi:'s immediate successors who 
have dealt with the subject, i.e. Ibn' Khurdadhbih, Al-I~fahani:, Al-Fara.bi:, 

and the Ikhwan al-Safa'. 2 

That Al-Kindl copied from Sa'adyah is precluded by dates, the former 
being dead before the latter was born. On the other hand, Sa'adyah wrote 
his Kitab al-amanat in Baghdad, the metropolis of the Eastern world, where 
Al-Kindi: spent most of his life, wrote most of his books, and where he gained 
his world-wide fame. That Sa'adyah borrowed from Al-Kindi: or his pupils 
is therefore highly probable. . 

We know little or nothing of the general works and authors upon which 
Sa'adyah depended in the Amanat, save passages here and th~re whic~ point 
to I:Iunain ibn Isl;laq (d. 873), but in the tenth chapter, which contams the 

1 See ante p. 15. 
2 See chap. ix. 
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passage on music, there are more definite clues. Dr. Malter, the most recent 
of the biographers of Sa'adyah, is indefinite about the Jons et origo of Sa'adyah's 
theories, and merely says that the ideas in Chapter X were based on what 
Sa'adyah found in " Greek and MuJ.:i.ammedan authors" .1 The identification 
of the passage on music as being substantially the same as one found in Al­
Kindi, is a definite contribution to the question of sources, 2 and when further 
texts of the "philosopher of the Arabs", as Al-Kindi: was called, have been 
brought to light, it is probable that further points of contact will be discerned. 

Sa'adyah's Arabic text presents many difficulties, as we have seen. That 
he used such terms as all;,an (melodies) and naghamat (notes) in dealing with 
rhythm, instead of the more usual and more direct terms iqa'at (rhythms) 
and naqarat (beats), is certainly strange. The circumstance suggests several 
explanations, which have been discussed at length. (I) Was he describing 
melodic rather than rhy thmic modes ? (2) Did al(ian and naghamiU have a 
double or more elastic meaning? (3) Did the original Arabic of Sa'adyah 
contain the word naqarat, which a later scribe mistook for naghamat? One 
can rule out the first of these explanations as quite invalid, as has been demon­
strated, yet it was this interpretation of his terminology which confused the 
later translators into Hebrew as well as some modern expositors. 3 

It would seem that the first two Hebrew versions of the Amanat were based 
on a different manuscript (A.I) from that (A.3) used by Ibn Tibbon. 4 The 
translator of the Ateron used the term ni'nit'ot (beats), as the Hebrew equivalent 
of the Arabic naghamat (notes) as found in the present text of Sa'adyah. 
Why was this done? It has been suggested that the cause was either (I) That 
the translator sensed that Sa'adyah was dealing with rhythn-i and not melody, 
and used a more appropriate term, or (2) That the original Arabic from which 
the translation was made had naqarat instead of naghamat. 

The emended Hebrew text of the Piteron also deserves attention for two 
reasons : (1) It reveals that the original form of the text was, substantially, 
as full as the Arabic of Sa'adyah, and that the omissions were due to the care­
lessness of copyists. (2) The reconstruction has removed much of the perplexity 
which for so long has shrouded this "difficult treatise", as Steinschneider has 
dubbed this part of the Piteron. 

The Hebrew version of Bar Hiyya has occasioned even greater difficulties 
than those of the P iteron. Thi~ translator introduced the Hebrew tenu'ot 
for rhythmic modes instead of niggunim as used in the Piteron, and neginot for 

1 "Arabic" would have been a better word than " JI.Iuhammedan".because some of the Arabic 
authors from whom Sa'adyah borrowed, I;Iunain for instance, were Christians. 

2 See ante p . 16. 
3 See ante p. 33. 
4 See the Table of the P edigree of the Texts in the ~ppendix, 



92 SA'ADYAH GAOK ON MUSIC 

beats instead of ni'nu'ot. Since his terminology was diametrically opposed 
to that of his predecessor, it has been suggested: (I) That Bar J:Iiyya was 
possibly unacquainted with technical musical te_rms and had confused them. 
(2) That his nomenclature was that used m Spam and_ near~y, whilst that of 
the Piteron reflects the usage of Babyloma and Palestme. rhe latter reason 
is the more agreeable since he appears to have written elsewhere on the theory 
of music and would therefore be ait f ait with musical terms, and also because 
there seems to be evidence elsewhere of the use of tenit' ot in the sense of rhythms. 
In addition there is the possibility that Bar J:Iiyya either translat ed from an 
Arabic manuscript that had naqariit and not naghamiit, hence his adoption 
of tenit'ot, or else that he realized that rhythmic modes were being discussed.1 

In Berakyah's summary of Sa'adyah's theories an attempt has been made 
to show that, so far as the passage on music is concerned, he may not have 
used the Piteron, as generally supposed, but rather the version of Bar J:Iiyya . 
There is also the possibility that he used Ibn Tibbon and that, in spite of 
views to the contrary, he may have even consulted the original Arabic, 

possibly via an interpreter. 2 

The translation of Ibn Tibbon shows that he probably worked from a 
manuscript (A.3) which gave alb,iin (melodies) and naghamiit (notes), prompting 
him to assign the literal Hebrew equivalents in neginot and ne'imot. It is true 
in agreement with the argument which has been used with Sa'adyah himself, 
that Ibn Tibbon could have used these terms in the sense of rhythms and beats, 
but this is not so likely because of his use of the words " low" and " high", 
as well as in view of the fact that tenu' ot seems to have been an accepted term 
for rhythms in his day in Spain and contiguous lands. 

It may certainly be claimed that the present rendering of t he passages 
in Ibn 'ribbon's translation and the comment ary thereon has brought some 
clarification of this "somewhat unintelligible Hebrew translation" as Stein­
schneider called it, and has simplified some of the "great difficult ies" of which 
Dr. Malter has spoken. 3 

Finally, the interpretation of the eight rhythmic modes which, as Dr. 
Malter says, have not previously been "properly explained", has some musical 
interest. With t he melodic modes of the Jews of t he Middle Ages we cannot 
say with any degree of certainty what the actual forms were, but with the 
rhythmic modes we can see, in most cases, from what has been unfolded here, 
the actual measures that were used by the Jews of Mesopotamia in the 10th 
century, i.e. within two centuries of their first adoption by those people who 
had descended from "such as handle the kinnor and 'ugab". 4 

1 See Chapter vi. 
2 See ante Chapter vii. 
4 Genesis, iv, 21. 

3 S~c ant& Chapter \iii. 

APPENDIX 

A POSSIBL E PEDIGREE OF THE TEXTS 

This table has been drawn up so as tQ explain the relationship between 
the several versions of Sa'adyah's treatment of the theory of rhythm and its 
influence, with special reference to the possible alterations of the text. It does 
not induce the diversity between the Bodleian and Leningrad manuscripts, 
because there is no substantial difference between these two in the question 
under discussion. 

For the purpose of this pedigree it has been assumed that A and B repre­
sent originals which we do not possess to-day. C represents the first serious 
deviation in having r*l I instead of d:-:-""' )o.l I, 1 but containing naqarat 
instead of naghamiit, 2 as well as the proper order of the motions of the plectrum 
in the Fifth mode. 3 D represents the stem which handed down the main 
characteristics of C but with certain errors which were passed on to H and 
its derivatives.4 E contains the chief features of C, but with omissions and 
errors, which were transmitted to F. 5 Tn C hegan the reading of naghamat 
for naqarift, which was handed on to ]. 6 

1 See p. 37. 
3 See p. 57. 
5 See p. 46. 

2 See p. 34. 
4 See p. 57. 
6 See p. 34, 67. 



94 SA'ADYAH GAON ON MUSIC 

~ -~ ~­
"' .,. 

~-0 

~~ 
'st:! 

~ .... .... 
z . 

~ ~9 +: ~ -------~ ~ 

1./) . (]') 
: 0 ..... 

~ . 
"' z ~ ..:;~ 

z 
0 

~ 
< ·-------+:-~ ,..,. 

~ & 

c,i 
Q) 

·;:: 
::I ...., 

c A 
Q) 

::I u ...., 
.Cl A 

Q) 
...., 

u ~ .... 
~ 

I 

.Cl ...., 
CN ,..... 

.. 

II INDEX OF PERSONS 
Aaron. See Aheron. 
'Abd al-Mu'min ibn Yusuf ibn Fakhir al-Urmawi al-Baghdadi, 71, 80, 83, 

84, 85. 
'Abd al-Ra}:lman ibn Khaqan, 17. 
Aben 'Ezra. See Abraham hen Meir. 
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' 
1 Gabirol is probably a debased form of Jabir al[-Saraqus?] 



96 SA'ADYAH GAON ON MUSIC 
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Abii Yusuf ... al-Kindi. See Ya'qub ibn Is].:iaq al-Kindi. 
Abu Zaid I;Iunain ibn Is].:iaq. See I;Iunain ibn Is].:iaq al-'Abadi. 
Ackermann, 70. 
Adelard of Bath, 58. 
Aesop, 58. 
Aheron (?) ben Meir, 10. 
A].:imad ibn 'Ali al-Nabati, 4. 
A].:imad ibn al-Mu'ta;;im, 17, 23. 
A].:imad ibn MuJ.:iammad al-Maqqari, 5. 
A].:imad ibn Mu].:iammad ibn Marwan al-Sarakhsi, 15. 

Al-Akfani. See Mu].:iammad ibn Ibrahim ibn $a'id al-Akfani. 
Albo, Yosef. See Yosef Albo. 
'Ali ibn al-'Abbas, 5. 
'Ali ibn al-I;Iusain ibn 'Ali al-Mas'iidi, 7, 10, 15. 
'Ali ibn Nafi' called Ziryab, 5. 
Aristides, 24, 88. 
Aristotle, 11, 24, 53. 
Aristoxenus, 15, 76. 
'Ali ibn al-I;Iusain . .. al-I;;fahani, 18, 71 , 81, 90. 
Avicenna. See Al-I;Iusain ibn 'Abdallah ibn Sina. 
Bacher, Wilhelm, 63. 
Bacon, Roger, 5, 6. 

Al-Baghdii.di. S ee 'Abd al-Mu'min ibn Yusuf ibn Fakhir al-Urmawi. 
Ba}:iyah ben Yosef, 59, 63. 
Bar I;Iiyya. See Abraham bar I;Iiyya. 
Barrasch, Julius, 30. 
Bar Yii}:iaq. See Abraham bar Yii}:iaq. 

Al-Battani. See MuJ.:iammad ibn Jabir ... al-Battani. 
Ben Asher, 7. 
Benish, A., 45. 
Ben Meir. See Aheron (?) ben Meir. 
Ben Meir. See Abraham ben Meir. 
Berakyah ben Natronai ha-Naqdan, 27, 32, 38, 58-62, 92. 
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* In consulting this irnlex the reader mu~t ignore' t h e rderence to such prefat ory words 
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sought, it will be found under Emunot or A mdndt respectively, 
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K. al-iqii' (Al-Khalil ibn Al:imad), 14. 
K. al-Kiifi fi'l-miiS'i,qi (Ibn Zaila), 71, 76, 77, 79-87. · 

Kash/ al-~unan (I:Iajji Khal1fa), 7, 23. 
K . al-Lahw wa'l-inaliiM (Ibn Khurdadhbih), 23. 

Mafiiti~ al-'uliim (Al-Khwarizmi), 24, 71, 76. 78-86. 
[JC li'M11'f:,,a111mad ibn M1m7,d fi'l-m iisiqi] (Anon.), 71. 

illuhhtn~nr al-111r.siqi (Al-Kinclf), 23. 
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Murfl,j al-dhahab (Al-Mas'iidi), 7, 15, 71, 80-86, 87. 
K. al-M us'iqi al-kabir (Al-Fara.hi), 15, 24, 73-76, 78-86. 
K.. al-Musiqi al-sharqi (Ka.mil al-Khula'i), 14. 

Naji:,, al-tib (Al-Maqqari), 5. 
K. al-Naghm wa'l:iqa' (Is}:iaq al-Mau~ili), 14. 
K. al-Naghm wa'l-Iqii' (Ahii Ayyub al-Madini), 15. 
K. al-Naghm (Cleonides), 24, 25. 
K. al-Najat (Ibn Sina), 25, 71, 72. 

,, 

l?asa'il Ihkwiin al-$afa', 6, 7, 8, 18-19, 24, 26, 34, 64, 71, 72, 77, 82, 
83, 84, 90. 

K.. al-S!tarafiya ($afi al-Din 'Ahd al-Mu'min), 71 , 80, 85. 
Sitar!:,, M aulana Mubarak Shah [Al-Jurjani], 71. 

K. al-Shifa (Ibn Sina), 71, 76, 81, 82. 
K.. al-Siyasa (Ibn al-Bitriq), 5, 6. 

Tabb al-nufus (Ibn 'Aqnin), 3, 6. 
Tafsir kitiib al-mabadi (Sa'adyah), 7. 

K. al-Tanbih (Al-Mas'i1di), 10. 
K. al-!ibb al-[Ib]buqrii(i (Al Kindi), 14. 

INDICES 

INDEX OF SUBJECTS AND TECHNICAL TERMS 

Aleppo, 10. 
Alphabet and Music, 7. 
Amoraim, 11. 
Animal tendencies, 11. 
Arabs, 4-9, 10-16, 17-26, 28-37, 43, 71-89. 
'Ari1r!, (prosody), 14, 72. 
Assyria, 4, 14, 
Astrology and Music, 4-9, 13. 
'Azf (a musical instrument), 4. 
Babylonia, 4, 14, 38. 
Baghdad, 7, 10, 16. 
Bamm (the A string on the lute). 
Ba~ra, 17. 
Beat. See naqra, ni'nu'ah, neginah. 
Bin$ir (the third finger fret on the lute), 8. 
Bu' d (interval : pl. ab' iid), 23. 
Busti (lively: an ethological division of rhythm), 25. 
Cantillation, 3, 7. See tlamim. 
Chaldaeans, 5, 8. 
Cithara, 24. See ldnnor. 
Colours and Music, 8-9, 13, 15, 18 . 
Composition. See ta'lif. 
Consonance. See ittifiiq. 
Daraj (gradation : pl. adriij), 81. 
J?arb (rhythmic mode: pl. ¢urub), 44, 77, 79. 
f?arba (a beat: pl. r!,arabiit), 44. 
Daur (cycle of rhythm: pl. adwiir), 74. 
Dissonance. See taniifur. 
Drum. See tabl. 
Duff (tambourine: pl. dufi1J), 25. 
Egypt, 4, 10. 
Elements and Music, 4-9. 
Elohim, 7. 
Enchanter, 3. 

\ 
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Ethos, 5-9, 13, 14, 18, 22, 26, 30-1 , 42-3, 51-2, 60-1, 67-8, 88-90. 
Faculties of the soul, 5, 9, 13, 22, 26, 30-1 , 42-3, 51-2, 60-1, 67-8, 88-90. 
Fii$ila, 72. 
Fii$ila $Ughra, 73. 
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Fa$ila kubra, 73. 
Fayyt1m, 10. 
Flute. See halhaltu. 
France, 48. 
Genre. See jins. 
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Ghina' (song, music: pl. aghani), 14, 72. 
Gradation. See daraj. 
Greece, 3, 5, 9, 16-18, 25. 
H alhaltu (flute or reed-pipe), 3. 
Hallet (praise), 45. 
Ifaraka (motion : pl. J:,,arakat), 34, 53, 54. 
Harmony of the Spheres, 5-7, 9-16, 
If athith (a rhythmic division), 73, 76. 

«,l-Hazaj (a rhythmic mode), 9, 21-22, 26, 36, 86-87. 
lfazaq (sharpening the string), 89. 
Hegeh (the intoning of the enchanter), 3. 
Higgaion (sounding the kinnor), 4. 
Horn. See shofar. 
Humours and Music, 5-6, 9, 13, 22, 26, 30-1, 42-3, ~.1-2, 60-1, 88-90. 
Interval. See bu' d. 
Int.iqal (modulation: pl. intiqalat), 87-89. 
!ntoning. See tanghim. 

• 

r 

Iqa' (rhythm: pl. iqa'at), 12, 14-16, 17-26, 27-37, 38-47, 48-57, 58 62, 
63-70, 71-89. 

Irkha (flattening the string), 89. 
Ittifaq (consonance), 23. 
'Iyar (norm, basis), 74, 79. 
Jinn, -1. 
]ins (genre : pl. ajnas), 26. 

al-Khafif (a rhythmic division), 9, 22, 26, 73-76. 
Khafif al-khajff (a rhythmic mode), 21, 36, 86-87. 
Kha/if al-ramal (a rhythmic mode), 21, '36, 84-85, 88. 
Khafif al-thaqU (a rhythmic mode), 21, 36, 73-76, 83, 88. 
Khafif al-thaqil al-thani (a rhythmic mode), 82. 
Khuruj (passage, passing), 89. 
Kinnor (cithara), 4. 
La/:t,n (melody: pl. al/:t,an, litJ:,,rm), 23, 24, 30, 31, 32, 44, 55, 68-70, 72. 
Lulab (palm branch), 45. 
Lttte, 5, 8, 9, 22, 25. See 'iid. 
Magic and Music, 3. 

al-MiUdiuri (a rhythmic mode), 21, 22, 26, 82, 87, 88-89. 

' 

INDICES 

M athlath (the D string on the lute), 8, 9, 22. 
Mathna (the G string on the lute), 8, 9, 22. 
Measure. See wazn, 
Measure, A. See miqdar, shi'ur. 
Medicine and Music, 5, 6, 13-14. 
Melody. See laJ:,,n. 
Mensural duration. See zaman. 
Mesopotamia, 10-11, 71. 
Metre. See 'arur!,. 
Mirj,fab (plectrum : pl. mar!,arib), 24, 74, 77. 
Miqdiir (a measure : pl. maqadir), 24, 34, 44, 69. 
M i{r(,lqa (beating stick : pl. mi{raqat), 77. 
Mnemonics, 72-89. 
Modes, Melodic, 4-9, 33, 92. 
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Modes, Rhythmic, 5, 9, 14-16, 21-22, 26, 30-31, 42-43, 51-52, 60-61, 
67-68, 78-88. 

Modulation. See intiqal. 
Motion: See J:,,araka_. 
MovE:nt beat. See naqra mutaJ:,,arrika. 
M it' adhdhin, 10. 
Mufa$sal (disjunct [rhythm]), 73 . 
Mit'tadil (medial.: an ethological division of rhythm), 25. 
Muta]a$il (unequal [rhythm]), 75. 
Mutasawi (equal [rhythm]), 75. 

· Mtt{laq (the open string on the lute) , 8. 
Muwa$$al (conjunct [rhythm]), 73. 
Naghma (note: pl. naghamiit), 23, 24 ,30, 31, 32, 34, 56, 68 -70. 
Naqra (beat: pl. naqariit), 21 , 23, 35, 44-47, 56, 77. 
N aqra rnuta/:t,arrika (movent beat), 21, 72, 77-8. 
Naqra sakina (qui~scent beat), 21. 
N au/ (species : pl. anwii'), 21, 26. 
N eginah (note, beat: pl. neginot), 33, 51-57, 67-70. 
N e'imah (note: pl. ne'imot), 44-47, 67-70. 
N e'um (the voice of Yahweh), 3. 
Ni'ah (movence), 60. 
l\ iggun (melodic and rhythmic mode: pl. niggunim), 33, 42, 44-47, 

53-57, 60-62, 68. • 
N i'ntt'ah (beat: pl. ni'nii'ot), 42-47, 53-57. 
N o!i (quiescence), 60. 
Notation, 71-72. 
Note. See naglmw, ne'imah. 
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Numbers and Music, 7. 
Objections to Music, 11-12. 
Onomatopoeiae, 72-89. 
Palestine, 10, 38. 
Pandore. See funbur. 
Passage. See khuruj. 
Perfume and Music, 9, 15, 18. 
Persia., 70-71 
Piyyitf, 14. 
Plectrum. See mirf,rab. 
Primitive folk and Music, 3. 
Prophets and Music, 3. 
Prosody. See 'arurJ,. 
Provence, 48. 
Pumbedita, 10. 
Qabbalah, 6, 7. 

- ~-

I 

Qabrf,i (dolorous: an ethological division of rhythm), 25. 
Qarf,ib (rhythmic wand: pl. qirJ,ban), 45. 
Qanun (canon, rule: pl. qawanin), 26. 
Qol (sound: pl. qolot), 42, 47, 54, 60-61, 68. 

al-Ramal (a rhythmic mode), 9, 21, 22, 26, 36, 84, 87. 
Rest. See naqra sakina. 
Rhythm. See iqa'. 
Sabab, 72. 
Sabab khafif, 73-75. 
Sabab thaqil, 73-75. 
Sabaeans. See $abi'a. 
Sabbaba (the first finger fret on the lute), 8. 
$abi'a, 4, 7, 10. 
Sari' (a rhythmic division), 73-75. 
Saut (sound: pl. a~wat), 23, 32, 44, 68. 
Scale, 4. 
Seasons and Music, 5, 9. 
Shi'r (poetry), 14. 
Shi'ur (a measure), 51, 57, 67-70. 
Shofar (horn), 3. 
Silent beat. See naqra sakina. 
Soothsayer, 3. 
Spain, 5, 16, 484 63. 
Sura, 10, 11. 
Syria, 17-18, 71. 

,c. 

-. 

, 
• 

• 

• 

Tabl (drum: pl. tubul), 15. 
Tablature, 14, 72. 
Ta'lif (composition), 25. 
Tambourine See duff, far. 
Tanafur (dissonance), 23. 

INDICES 

Tanghim (intoning), 30-32, 35, 44, 68. 
T annaim, 11. 
Tanqir (beating), 35, 36. 
Tar (tambourine), 25. 
Ta'thir (ethos), 5. 
Te'amim (tropes), 7, 33. See cantillation. 
Tenit'ah (rhythmic mode: pl. tenu'ot), 34, 51-57, 60-62. 

al-Thaqil (a rhythmic division), 73-75. 
al-Thaqil al-awwal (a rhythmic mode), 21, 22, 78-80, 87, 88. 
al-Thaqil al-mumtadd (a rhythmic mode), 22, 26, 36. 
al-Thaqil al-thani (a rhythmic mode), 21, 22, 80-81, 88. 

: 

Thaqil al-ramal, 88-89. 
Theory of Music, 1-2. 
Therapeutics and Music, 71. 
Tiberias, 10. 
Time, Time Vqlue. See zaman. 
Transoxania, 71. 
Tunbur (pandore: pl. tanabir), 77. 
;Ud (lute), 8, 74, 77. 
Watid, 72. 
Watia majmu', 73. 
Watid mafruq, 73. 
Wazn (measure: pl. awzan), 24. 
Wusfa (the second finger note on the lute), 8. 
Yahweh (Jehovah), 3. 
Yebibah (sound), 42-43, 44-47, 61. 
Zaman, zaman (time, time value: pl. azman, azmina), 24, 34. 
Zindiq (Freethinker), 17. 
Zir (the C string on the lute), 9, 22. 
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