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Introduction: The Paradox of Musical Being
Music occupies a paradoxical space in human culture and consciousness. 
It is simultaneously material and immaterial, scientific and spiritual, math-
ematical and ecstatic. Every civilization throughout human history has 
sought to explain why music moves us so profoundly, why it organizes 
emotion with such precision, and why it appears to resonate with some-
thing beyond the merely physical world. In the Classical period of Western 
civilization—stretching from the Pythagoreans through Plato, Aristotle, 
Plotinus, and into the medieval scholastics—music was understood not 
merely as an art form or entertainment, but as a metaphysical principle. It 

corresponded to nothing less than the architecture of the cosmos itself [1].
The ancient understanding of music as cosmic principle stands in fasci-
nating dialogue with the mystical traditions of Judaism, particularly the 
Kabbalistic systems that emerged in medieval Provence and Spain and 
flowered in sixteenth-century Safed. While Greek musical metaphysics 
emphasized mathematical harmony and proportion, Jewish mysticism 
approached sound and vibration as vehicles of divine creativity and in-
struments of cosmic repair. Both traditions, however, share a fundamental 
insight: that music is not merely pleasant sensation but participates in the 
deepest structures of reality [2].
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This essay traces the evolution of the idea of cosmic music from classical 
antiquity through Jewish mystical thought and then examines how mod-
ern cognitive neuroscience has attempted to explain music's profound 
effects on the human brain. Finally, we consider why Eastern and West-
ern musical systems have developed such different characteristics, and 
what this tells us about the cultural construction of auditory perception. 
Throughout, we shall find that the ancient intuition—that music touches 
something essential about human consciousness and cosmic order—re-
tains remarkable explanatory power even as we translate it into contempo-
rary scientific and therapeutic frameworks.

The Classical Period and the Music of the Spheres
Mathematical Harmony
Pythagoras of Samos (c. 570–495 BCE) stands as the fountainhead of the 
Western idea that music is metaphysically encoded into the very fabric of 
reality. According to ancient tradition, Pythagoras discovered the mathe-
matical basis of musical consonance by observing the sounds produced by 
hammers of different weights striking an anvil, or by experimenting with 
the monochord—a single-stringed instrument used for acoustical investi-
gation. What he discovered revolutionized human understanding of both 
music and mathematics: musical intervals that please the ear correspond 
to simple numerical ratios. The octave corresponds to the ratio 2:1, the 
perfect fifth to 3:2, and the perfect fourth to 4:3 [3].

This discovery carried profound implications. If string lengths obeyed 
harmonic ratios, and if these ratios produced the most beautiful sounds, 
then perhaps the entire universe was similarly structured according to 
mathematical proportion. The Pythagoreans were not merely making an 
analogy; they were articulating a worldview in which number constituted 
the very essence of reality. As Aristotle later reported their doctrine: 'All 
things are numbers' [4]. Music thus became the sensible manifestation of 
mathematical truth, the audible form of cosmic order.

The Pythagorean conception of musica universalis—the music of the 
spheres—extended this insight to cosmology. The seven known planets 
(including the Sun and Moon) moved through the heavens at propor-
tioned distances and speeds. Each planetary sphere, in its eternal rotation, 
must produce a sound corresponding to its velocity and distance from the 
center. The resulting cosmic harmony, though inaudible to human ears 
dulled by constant exposure from birth, constituted the primordial music 
from which all earthly music derives [5]. Pythagoras himself was said to 
possess the rare capacity to actually hear this celestial symphony, a claim 
that positioned the philosopher as a kind of cosmic musician attuned to 
frequencies beyond ordinary perception.

Cosmic Harmony and the World Soul
Plato formalized and systematized the Pythagorean musical cosmology 

in several dialogues, most notably the Timaeus, the Republic, and the 
Laws. In the Timaeus, Plato describes how the Demiurge—the divine 
craftsman—constructs the World Soul using precise harmonic ratios. The 
Demiurge takes the primordial substances of Same, Different, and Being, 
mixes them according to mathematical proportions, and divides the re-
sulting compound according to harmonic intervals. The universe is, quite 
literally, tuned like a musical instrument [6].

The structure of the World Soul in the Timaeus follows musical mathemat-
ics precisely. Plato describes divisions according to the ratios 1:2:3:4:8:9:27, 
encompassing both the geometric progressions of powers of 2 and 3, and 
the arithmetic means that generate musical intervals. The result is a cosmic 
scale that encompasses all possible harmonies. Human souls, fashioned 
from the same materials as the World Soul but of inferior purity, respond 
to music because they 'remember' the celestial harmonies from which they 
originated. Music becomes, in this framework, a form of metaphysical 
medicine—a means by which disordered souls can be re-tuned to cosmic 
harmony [7].

In the Republic, Plato develops the ethical and political implications of this 
musical metaphysics. The famous discussion of musical modes in Books 
II and III argues that certain modes (the Dorian and Phrygian) promote 
courage and temperance, while others (the Lydian and Ionian) encour-
age softness and indolence. Music shapes character because the soul is 
inherently musical; to expose the young to inappropriate harmonies is to 
deform their very being. The guardians of the ideal city must therefore 
carefully regulate musical education, permitting only those modes that 
cultivate virtue [8].

The Platonic conception establishes music as a bridge between the intel-
ligible and sensible realms. Unlike other pleasures, which bind the soul 
more tightly to the body, musical beauty can elevate consciousness toward 
the Forms themselves. The experience of harmonic proportion in sound 
provides a sensible image of the mathematical relations that structure 
eternal reality. Musical education thus becomes a preparation for philos-
ophy, training the soul to recognize and delight in proportion wherever it 
is found [9].

The Ethical Power of Music
Aristotle's approach to music, while more empirically grounded than Pla-
to's, retained the fundamental conviction that music exercises profound 
power over the soul. In the Politics, Aristotle argues that music should be 
part of education not merely for amusement or relaxation, but because it 
contributes to virtue. Music shapes character (ethos) by creating habitual 
emotional responses. Those who repeatedly experience certain emotions 
through music become disposed to feel those emotions in appropriate sit-
uations outside the musical context [10].

The concept of catharsis, developed primarily in the Poetics with reference 
to tragedy, applies equally to music. Through the experience of musical 
emotion, the soul is purged of excessive or inappropriate passion. This 
purgation is not mere discharge but a kind of therapeutic recalibration. 
Music provides a safe context for the experience and release of power-
ful emotions, restoring the soul to proper balance. The function of mu-
sic is thus profoundly medical: it heals psychic disorders by homeopathic 
means, using controlled doses of emotion to cure emotional excess [11].

Aristotle also contributed significantly to music theory proper, distin-
guishing among rhythm, melody, and harmony, and classifying the vari-
ous musical modes according to their emotional effects. His student Aris-
toxenus developed these insights into a systematic theory of harmonics 
and rhythm that remained influential throughout antiquity and the me-
dieval period. The Aristotelian tradition thus provided both theoretical 
framework and practical guidance for understanding music's psycholog-
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ical effects [12].

Neoplatonism and the Cosmic Scale
The Neoplatonic tradition, particularly as developed by Plotinus (204–270 
CE) and his successors, elaborated the Platonic musical cosmology into a 
comprehensive metaphysical system. For Plotinus, the entire structure of 
reality—from the One through Nous (Intellect) and Soul to the material 
world—constitutes a vast harmonic progression. Each level of being ema-
nates from the one above it while maintaining proportional relationship to 
the whole. The cosmos is not merely like a musical composition; it is a mu-
sical composition, sounding forth the infinite creativity of the One [13].

Later Neoplatonists, including Iamblichus and Proclus, developed elab-
orate theurgical practices in which music played a central role. Certain 
sounds, rhythms, and melodies were believed to possess the power to in-
voke divine presences and elevate the soul toward union with higher reali-
ties. This theurgic understanding of music influenced both Christian litur-
gical practice and Islamic mystical traditions, creating channels through 
which ancient musical metaphysics flowed into medieval culture [14].

Boethius (c. 480–524 CE), whose De institutione musica became the au-
thoritative text on music theory throughout the medieval West, system-
atized the ancient tradition into three categories: musica mundana (the 
music of the spheres and the harmonious order of the cosmos), musica 
humana (the harmony of the human being, including the relationship 
between body and soul), and musica instrumentalis (audible music pro-
duced by voices and instruments). This tripartite scheme established the 
framework within which Western music theory developed for nearly a 
millennium, maintaining the conviction that earthly music participates in 
and reflects cosmic harmony [15].

Kabbalah and Musical Mysticism
Creation through Sound and Letter
Jewish mysticism approaches music from a fundamentally different start-
ing point than Greek philosophy, though the two traditions would even-
tually engage in complex dialogue. Where Pythagorean thought begins 
with mathematical ratio, Jewish mysticism begins with divine speech. The 
opening chapter of Genesis describes a God who creates through utter-
ance: 'And God said, Let there be light' (Genesis 1:3). Creation is funda-
mentally linguistic, which is to say fundamentally sonic. The world emerg-
es from the divine voice [16].

Sefer Yetzirah (the Book of Formation), a brief but extraordinarily influen-
tial text composed sometime between the second and sixth centuries CE, 
develops this insight into a comprehensive cosmogonic system. Accord-
ing to Sefer Yetzirah, God created the world through thirty-two wondrous 
paths of wisdom: the ten sefirot (divine emanations or numbers) and the 
twenty-two letters of the Hebrew alphabet. The letters are not merely signs 
representing sounds; they are the very building blocks of reality. Each let-
ter carries sonic-vibrational power capable of generating being. The act of 
creation is essentially an act of speech, and the structure of reality reflects 
the phonemic possibilities of divine language [17].

The twenty-two letters are divided into three groups corresponding to el-
ements: three 'mother letters' (aleph, mem, shin) generate air, water, and 
fire; seven 'double letters' generate the seven planets, days of the week, and 
apertures of the head; twelve 'simple letters' generate the twelve zodiacal 
signs, months, and principal organs of the body. Through the combination 
and permutation of these letters, all of existence comes into being. The 
world is thus a vast text spoken by God, and to understand the phone-
mic structure of Hebrew is to understand the architecture of creation itself 
[18].

This linguistic cosmogony has profound implications for understanding 
music. Sound precedes and generates matter. The vibrations of divine 
speech continue to sustain creation at every moment; were God to cease 
speaking, the universe would collapse into nothingness. Human music, 
in this framework, participates in the ongoing creative activity of divine 
speech. To produce sound is to echo, however faintly, the original utter-
ance that brought forth being from nothing [19].
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The Sefirot as Harmonic Structure
The Zohar (the Book of Splendor), the masterwork of medieval Kabbal-
ah attributed to Moses de León and completed around 1290 CE, develops 
an elaborate sefirotic system in which the ten divine emanations function 
as a kind of cosmic instrument. The sefirot—Keter (Crown), Hokhmah 
(Wisdom), Binah (Understanding), Hesed (Lovingkindness), Gevurah 
(Judgment), Tiferet (Beauty), Netzah (Victory), Hod (Splendor), Yesod 
(Foundation), and Malkhut (Kingdom)—are not static entities but dy-
namic processes in constant interaction. They constitute, in effect, an 
emanational chord, a complex harmonic structure through which divine 
energy flows from the infinite source (Ein Sof) into finite creation [20].

The Zohar frequently employs musical metaphors to describe the sefirot-
ic system. The sefirot 'sing' to one another; they form 'choirs' of celestial 
beings; they resonate with frequencies that human beings can sometimes 
perceive in moments of mystical elevation. Each sefirah functions as a note 
in the divine symphony, and the relationships among them—the tensions 
and resolutions, the hierarchies and polarities—constitute a dynamic mu-
sic that is the very life of God in self-manifestation [21].

Particularly significant is the Zoharic concept of the 'voices' that proceed-
ed from Sinai. At the revelation of Torah, according to the Zohar, Israel 
perceived not merely words but a symphony of divine voices emerging 
from the sefirot. The text speaks of 'voice within voice, voice above voice, 
voice below voice'—a polyphonic revelation in which multiple dimensions 
of divine speech sounded simultaneously. Human music that approaches 
holiness participates in this Sinaitic sonority, echoing the original revela-
tion [22].

The correspondence between sefirot and musical elements was elaborated 
by later Kabbalists. Some associated each sefirah with a musical note, oth-
ers with modes or scale degrees. The seven lower sefirot were sometimes 
correlated with the seven notes of the diatonic scale, while the three upper 
sefirot represented transpersonal dimensions beyond ordinary musical ex-
pression. These correspondences, while varying among different Kabbal-
istic schools, consistently maintained that human music reflects and can 
access sefirotic energies [23].

Melody as Spiritual Practice
The Hasidic movement, founded by Rabbi Israel ben Eliezer (the Baal 
Shem Tov, c. 1698–1760) in eighteenth-century Ukraine, placed music at 
the very center of religious life in ways unprecedented in Jewish history. 
The Baal Shem Tov taught that wordless melodies (niggunim) could open 
spiritual channels inaccessible through verbal prayer or intellectual study. 
A niggun, in Hasidic understanding, is not merely a pleasant tune but a 
spiritual technology, a vehicle for the soul's ascent toward union with God 
[24].

The Hasidic preference for wordless melody reflects a sophisticated theol-
ogy of language and its limits. Words, however holy, belong to the realm 
of definition and distinction. They carve reality into categories, separating 
this from that. Music without words bypasses the differentiating intellect 
and speaks directly to the soul's innermost point, the 'spark' of divinity 
within each person. Where words analyze, melody synthesizes; where con-
cepts separate, music unifies. The niggun thus provides access to dimen-
sions of spiritual reality that language cannot reach [25].

Different Hasidic dynasties developed distinctive musical traditions, 
each reflecting the spiritual personality of the founding rebbe. Chabad 
(Lubavitch) niggunim tend toward contemplative depth, supporting the 
intellectual devotion (hitbonenut) emphasized by that school. Breslov 
melodies often feature dramatic emotional shifts, reflecting Rabbi Nah-
man's teachings about the spiritual importance of joy emerging from de-
spair. Modzitz became famous for elaborate, quasi-symphonic composi-

tions, while Karlin emphasized ecstatic, rapid melodies designed to shatter 
the ego's defenses [26].

The goal of Hasidic musical practice is devekut—cleaving or attachment 
to God. A niggun properly sung with kavvanah (intention) can elevate the 
singer and listeners from the material world through the various spiritual 
levels (olamos) until consciousness merges with divine consciousness. The 
body continues to sing, but the soul has ascended. This mystical elevation 
through music represents a distinctly Jewish path, one that seeks not the 
Greek ideal of mathematical harmony but rather ecstatic union with the 
living God [27].

Music and Cosmic Repair
Rabbi Isaac Luria (1534–1572), known as the Ari (the Lion), developed in 
sixteenth-century Safed a revolutionary Kabbalistic system that reframed 
the entire spiritual enterprise in terms of cosmic repair (tikkun). Accord-
ing to Luria, the original divine creation was shattered in a cosmic ca-
tastrophe (shevirat ha-kelim, the breaking of the vessels), scattering divine 
sparks throughout creation and mixing holy and profane elements in cha-
otic confusion. The purpose of human existence is to gather these scattered 
sparks and return them to their source, thereby repairing the cosmos and 
restoring original wholeness [28].

In the Lurianic framework, music participates directly in tikkun. A melo-
dy does not merely express the world; it repairs the world. When human 
beings sing with proper intention, they release trapped sparks of holiness 
and enable their ascent toward the divine source. The sounds themselves 
perform spiritual work, reorganizing the scattered fragments of the broken 
vessels into new configurations of wholeness. Music is not entertainment 
or even merely worship; it is cosmic labor [29].

The Lurianic emphasis on tikkun through music influenced not only Ha-
sidism but also Sephardic mystical traditions. The kabbalists of Safed de-
veloped elaborate liturgical practices in which song played a central role, 
including the famous Kabbalat Shabbat service that welcomes the Sabbath 
with psalms and hymns. The Friday evening hymn 'Lekha Dodi,' com-
posed by Shlomo Alkabetz, invites the Shabbat bride through melody to 
enter the community, an act of weekly cosmic repair bringing rest and 
harmony to creation [30].

Why Music Appeals to People: Modern Scientific Per-
spectives
Neuroscience and the Musical Brain
Modern neuroscience has confirmed what the ancients intuited: music en-
gages the brain in ways that no other stimulus can match. Neuroimaging 
studies reveal that musical experience activates an extraordinarily distrib-
uted network of brain regions, including the auditory cortex (processing 
sound), motor areas (rhythm and movement), limbic system (emotion), 
prefrontal cortex (attention and executive function), and the reward cir-
cuitry centered on the nucleus accumbens. This whole-brain integration 
helps explain music's remarkable power to affect mood, memory, and be-
havior [31].
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The emotional power of music appears to derive from its engagement of 
ancient subcortical structures, including the amygdala, hippocampus, and 
brain stem nuclei that govern basic physiological arousal. Music can trig-
ger the release of dopamine—the neurotransmitter associated with plea-
sure and reward—even before the climactic moment of a musical piece, 
suggesting that the anticipation of musical resolution engages the same 
neural machinery as other powerful rewards [32]. This finding illuminates 
why music can be genuinely addictive and why musical 'chills' feel so in-
tensely pleasurable.

The Default Mode Network (DMN), a collection of brain regions active 
during self-referential thought, mind-wandering, and autobiographical 
memory, shows distinctive patterns of engagement during musical lis-
tening. Music appears to facilitate what researchers call 'self-referential 
processing'—the integration of current experience with personal history 
and sense of identity. This may explain why certain songs become deeply 
associated with particular life periods and why music can evoke such pow-
erful autobiographical memories, sometimes decades after the original 
experience [33].

Clinical applications of these insights have emerged in music therapy for 
conditions ranging from depression and anxiety to Parkinson's disease 
and stroke recovery. The rhythmic components of music can help retrain 
motor function; melodic patterns can serve as scaffolding for speech re-
habilitation in aphasia; and the emotional engagement of music can reach 
patients with dementia who have lost access to most other memories and 
communications. The therapeutic potential of music, anticipated by both 
Greek and Jewish traditions, now rests on solid neurobiological founda-
tions [34].

Evolutionary Perspectives on Musical Capacity
The universal presence of music in human cultures, its early emergence 
in child development, and its distinctive neural substrate have prompt-
ed evolutionary theorists to ask: Why did music evolve? What adaptive 
function could account for the development of such an elaborate capacity? 
Several competing theories have emerged, each with supporting evidence 
and notable limitations [35].

The social bonding hypothesis proposes that music evolved as a mecha-
nism for coordinating group behavior and strengthening social cohesion. 
Singing and dancing together requires precise temporal coordination, 
mutual attention, and shared emotional experience—all factors that pro-
mote group solidarity. The endorphin release associated with group mu-
sical activity may create the neurochemical basis for social bonds, much 
as grooming does in other primates. This theory explains why music is so 
often a communal activity and why musical events frequently mark im-
portant social transitions [36].

The mother-infant communication hypothesis suggests that proto-musical 
behaviors—the exaggerated pitch contours, rhythmic patterns, and emo-

tional expressiveness of infant-directed speech—served to regulate infant 
arousal and promote attachment between mother and child. The musical 
qualities of 'motherese' are remarkably consistent across cultures and may 
represent the evolutionary foundation upon which more elaborate musi-
cal systems were later constructed. This theory emphasizes music's fun-
damental connection to care, nurturance, and emotional regulation [37].

Darwin himself proposed that music originated as a form of sexual se-
lection, analogous to birdsong. Musical ability, on this view, serves as an 
honest signal of genetic quality—particularly of brain health and cognitive 
resources—and therefore influences mate choice. The virtuoso performer 
attracts reproductive partners just as the male peacock attracts peahens 
with his elaborate tail. While this theory explains some aspects of musical 
behavior, critics note that it fails to account for music's communal func-
tions and its presence in contexts far removed from courtship [38].

A more recent theory proposes that music may have evolved in connection 
with coordinated group labor. The rhythmic structure of work songs helps 
synchronize physical movements, making collective tasks more efficient. 
From agricultural work to rowing to construction, work songs appear in 
cultures worldwide. The pleasure of musical rhythm may thus derive from 
ancient associations with successful cooperative effort. This theory con-
nects music directly to human technological and social development [39].

Cognitive Theories: Expectation, Prediction, and 
Pleasure
Cognitive scientists have developed sophisticated models of how the mind 
processes musical structure and why this processing generates pleasure. 
Central to these models is the concept of expectation: the mind contin-
uously generates predictions about what will come next in a musical se-
quence, and the confirmation or violation of these predictions generates 
emotional responses. The interplay between expected and unexpected 
events—between tension and resolution, between pattern and surprise—
appears to be fundamental to musical affect [40].

Leonard Meyer's influential theory, developed in his 1956 book Emotion 
and Meaning in Music, argued that musical emotion arises from the tem-
porary frustration and ultimate fulfillment of expectations generated by 
musical style. A suspension creates tension because it violates the expect-
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ed harmony; its resolution generates pleasure through the fulfillment of 
delayed expectation. Musical meaning, on this view, is intrinsically tied to 
the patterns established by a musical tradition and the skillful manipula-
tion of listener expectations within that tradition [41].

More recent work in predictive processing frameworks has placed Meyer's 
insights within a broader theory of brain function. According to these the-
ories, the brain fundamentally operates as a prediction machine, constant-
ly generating hypotheses about incoming stimuli and updating these hy-
potheses based on prediction errors. Music, with its complex, multilayered 
structure and precise temporal organization, provides an ideal domain for 
exercising predictive capacities. The pleasure of music may derive from the 
brain's successful management of predictive challenges—a kind of cogni-
tive calisthenics that strengthens mental flexibility [42].

Information-theoretic analyses of music have quantified the relationship 
between complexity and preference. Music that is too predictable becomes 
boring; music that is too unpredictable becomes chaotic and unpleasant. 
Maximum aesthetic appeal appears to occur at an intermediate level of 
complexity—what some researchers call the 'Goldilocks zone' of informa-
tion density. This finding helps explain both individual differences in mu-
sical taste (reflecting differences in predictive capacity and tolerance for 
uncertainty) and developmental changes in musical preference (as exper-
tise grows, more complex music becomes accessible and enjoyable) [43].

Cultural Shaping of Auditory Perception
Tuning Systems and Tonal Organization
Perhaps the most fundamental difference between Eastern and Western 
musical systems lies in their approach to tuning and scalar organization. 
Western music, since the late Baroque period, has predominantly em-
ployed twelve-tone equal temperament: the octave is divided into twelve 
equal semitones, each representing a frequency ratio of approximately 
1.0595:1. This system, while sacrificing the pure intervals celebrated by 
Pythagoras, enables unlimited modulation between keys and has facilitat-
ed the complex harmonic language of Western classical and popular music 
[44].

Eastern musical systems typically employ far more complex pitch orga-
nizations. The Indian raga system utilizes a palette of shrutis (microton-

al intervals) that divides the octave into twenty-two unequal parts, from 
which various ragas select their characteristic scales. Arabic maqam sim-
ilarly employs quarter-tones and other microtonal intervals that have no 
equivalent in Western tempered tuning. These intervals are not arbitrary 
but carry specific emotional and spiritual associations developed over cen-
turies of musical practice. The quarter-tone, inaudible as a distinct pitch 
to untrained Western ears, may be essential to the expressive meaning of 
a maqam phrase [45].

Chinese music, particularly the classical tradition, employs pentatonic 
scales that emphasize five-note collections within the octave. While pen-
tatonic scales certainly exist in Western music (the black keys of the piano 
form a pentatonic scale), they occupy a different structural position—of-
ten associated with folk music or pastoral topics rather than forming the 
normative basis of the system. The privileged position of the pentatonic 
in Chinese music reflects both ancient cosmological associations (the five 
notes corresponding to the five elements) and distinctive aesthetic prefer-
ences for melodic relationships [46].

Japanese traditional music adds further complexity through its use of in 
and yo scales, its distinctive approach to pitch ornamentation (kobu), and 
its frequent incorporation of non-pitched sounds, breaths, and silences 
as integral musical elements. The shakuhachi (bamboo flute) tradition, 
in particular, developed techniques for producing 'impure' tones, pitch 
bends, and timbre variations that would be considered errors in Western 
instrumental pedagogy but are essential to Japanese aesthetic values [47].

Harmony versus Melody: Structural Priorities
Western art music, particularly from the Baroque period onward, has 
been characterized by its development of functional harmony—a system 
in which chords progress according to syntactical rules that create ten-
sion and resolution. The tonic-dominant relationship, the cadential pro-
gressions, the hierarchical organization of keys in sonata form: these fea-
tures have no parallel in most Eastern traditions. Western listeners learn 
to expect harmonic progressions and may experience their violation as 
dissonance or incompleteness. Eastern listeners, lacking this expectational 
framework, process the same sounds quite differently [48].

Eastern traditions have generally prioritized horizontal (melodic) over 
vertical (harmonic) organization. The Indian raga, the Arabic maqam, and 
the Persian dastgah are all fundamentally melodic frameworks—collec-
tions of pitches with characteristic movements, ornaments, and emotional 
associations. The raga is not a scale in the Western sense but a melodic per-
sonality, defined as much by its characteristic phrases (pakad), its empha-
sized notes (vadi and samvadi), and its proper time of performance as by 
its pitch content. To know a raga is to know a vast repertoire of appropriate 
melodic gestures, not merely a set of allowed pitches [49].

This difference in structural priority affects the listening experience at 
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a fundamental level. Neuroimaging studies have shown that Western listeners 
trained in tonal harmony process music with greater activation of right-hemi-
sphere regions associated with pitch simultaneity and vertical integration. Lis-
teners from melodically-oriented traditions show relatively greater activation 
of left-hemisphere regions associated with sequential processing and temporal 
pattern recognition. These differences, while not absolute, suggest that musical 
training shapes not merely what we listen for but how our brains process auditory 
information [50].

Rhythmic Frameworks: Meter versus Tala
Western music typically employs relatively simple metric frameworks: duple me-
ter (2/4, 4/4), triple meter (3/4, 6/8), and compound meters that combine these 
elements. While rhythmic complexity certainly exists in Western music—poly-
rhythms, syncopation, metric modulation—the underlying metric grid tends to 
be regular and hierarchical. The strong beats are reliably located, enabling syn-
chronized dancing and ensemble playing without continuous verbal coordination 
[51].

The Indian tala system, by contrast, employs additive rhythmic cycles that may 
encompass seven, nine, twelve, sixteen, or even more beats grouped into irregu-
lar subdivisions. Rupak tala, for instance, comprises seven beats grouped 3+2+2, 
while jhaptal comprises ten beats grouped 2+3+2+3. These cycles repeat through-
out a performance, but the internal asymmetry creates a fundamentally different 
relationship between rhythm and expectation. The moment of sam—the first beat 
of the cycle—becomes a point of arrival that listeners and musicians jointly antic-
ipate through what may be many seconds of preceding buildup [52].

Middle Eastern and North African rhythmic traditions similarly employ com-
plex cyclical patterns (iqa'at) with distinctive subdivisions and accentual profiles. 
Turkish and Arabic rhythms frequently use patterns of five, seven, or nine beats 
that would seem irregular to Western ears accustomed to the four-beat presump-
tion of popular music. The ability to perceive these patterns as coherent cycles 
rather than unpredictable sequences requires exposure and practice—evidence 
that rhythmic perception, like pitch perception, is culturally shaped [53].

Emotional Codes: How Culture Shapes Musical Meaning
One of the most striking findings from cross-cultural music research concerns 
the cultural specificity of emotional associations. Western listeners reliably as-
sociate major keys with happiness and minor keys with sadness—so reliably that 
this association seems almost natural. Yet research with listeners from cultures 
whose music does not employ the major-minor distinction shows that this associ-
ation must be learned. Listeners who lack exposure to Western music do not show 
the major-happy, minor-sad pattern that Western listeners take for granted [54].

Arabic maqam encodes emotion quite differently. The maqam Bayati, for in-
stance, with its characteristic flattened second degree, carries associations of ten-
derness and spirituality that have no equivalent in Western modal vocabulary. 
The maqam Hijaz, with its augmented second, may evoke passion or longing to 
Arab listeners but sounds merely exotic or 'Eastern' to Western ears lacking the 
cultural associations. The emotional meaning of these modal frameworks emerg-
es from centuries of use in specific expressive contexts, not from any inherent 
property of the intervals themselves [55].

Similarly, the Indian raga system associates different ragas with specific emotions 
(rasas), times of day, and seasons. Raga Bhairav, properly performed at dawn, is 
associated with devotional serenity; Raga Marwa, an evening raga, carries asso-
ciations of longing and separation. These associations are transmitted through 
musical education and performance practice, not through any universal feature 
of pitch organization. A Western listener, even one with musical training, cannot 
access the rasa of a raga performance without cultural learning [56].

This cultural coding of musical emotion raises profound questions about the 
relationship between sound and meaning. There appear to be some universal 
features of musical emotion—fast tempo and high pitch tend to convey excite-
ment across cultures, while slow tempo and low pitch convey calm—but these 
universals represent only a small fraction of music's expressive vocabulary. The 
bulk of musical meaning is cultural, learned through immersion in specific mu-
sical environments. Eastern and Western ears do not merely hear different music; 
they construct different meanings from sound according to different interpretive 
frameworks [57].

Conclusion: The Persistent Mystery of Musical Being
From the Pythagorean hammers to the latest neuroimaging studies, from 
the sefirotic harmonies of the Zohar to the Indian raga tradition, the at-
tempt to understand music's power has produced some of humanity's most 
profound and beautiful theories. What these diverse perspectives share is 
a fundamental intuition: that music is no ordinary stimulus, that sound 
organized in time possesses an uncanny ability to penetrate consciousness, 
shape emotion, and connect human beings to something beyond the im-
mediately present. Whether that 'something' is conceived as mathemati-
cal ratio, divine emanation, neurochemical response, or cultural code, the 
power itself remains undeniable.

The Greek tradition emphasized proportion and measure—the universe 
as a vast musical instrument tuned according to mathematical ratios that 
human reason can discover and human art can imitate. This tradition 
produced Western harmonic theory, with its elaborate syntax of chord 
progressions and tonal hierarchies. It found its practical expression in the 
symphony orchestra, the cathedral organ, and the equal-tempered piano. 
Its implicit theology posits a rational deity whose creation manifests geo-
metric beauty accessible to discursive intellect.

The Kabbalistic tradition emphasized emanation and return—the uni-
verse as the overflow of infinite divine energy channeled through sefirotic 
vessels, and human spiritual practice as the means of elevating scattered 
sparks back toward their source. This tradition produced the niggun, the 
wordless melody that bypasses intellectual comprehension to touch the 
soul directly. Its practical expression is the Hasidic tish, the gathering 
around the rebbe's table where melody rises from wine-loosened throats 
toward the heavenly assembly. Its implicit theology posits a dynamic deity 
whose self-manifestation requires human partnership for completion.

Modern neuroscience, for its part, has revealed the extraordinary com-
plexity of musical processing in the brain—the distributed networks, the 
predictive mechanisms, the ancient emotional circuitry engaged by pat-
terned sound. This perspective locates music's power in the evolutionary 
history of social species and the neurochemistry of reward. Yet it cannot 
fully explain why music matters so much to so many, why human beings 



Journal of Neurology and Neuroscience Research, 2026 Volume 7 | Issue 1 | 210

have always sought to make and hear music even in circumstances of ex-
treme deprivation, why musical experience can feel like contact with tran-
scendent reality.

The cross-cultural comparison of Eastern and Western musical systems 
reveals both profound differences in organization and emotional cod-
ing, and underlying similarities in music's social and spiritual functions. 
Whether the modal elaborations of Indian raga, the microtonal shadings 
of Arabic maqam, or the harmonic progressions of Western tonality, music 
everywhere serves to coordinate social activity, mark significant occasions, 
express and regulate emotion, and provide glimpses of realities beyond the 
everyday. These universal functions may reflect deep features of human 
nature; the diverse means of achieving them certainly reflect the creative 
power of cultural elaboration.

Perhaps the persistent mystery of music points toward genuine limits of 
human understanding. The ancient traditions—Greek and Jewish, East-
ern and Western—did not merely fail to explain music; they recognized 
that music resists complete explanation precisely because it participates in 
dimensions of reality that exceed conceptual grasp. The Pythagorean who 
heard the music of the spheres, the Kabbalist who perceived sefirotic har-
monies, the raga artist who channels a specific rasa—all testify that sound 
organized in time opens windows onto aspects of existence that ordinary 
consciousness cannot access. Whether we call this transcendent dimen-
sion mathematical, spiritual, neural, or cultural, it remains the source of 
music's enduring power and endless fascination [58].

In our contemporary moment, when technological mediation increasing-
ly shapes musical experience—from algorithmic playlists to synthesized 
sounds to AI-generated compositions—the ancient questions take on new 
urgency. What is lost when music is divorced from embodied communal 
practice? What is gained when anyone can access the musical traditions 
of the entire planet? Can artificial intelligence create genuine music, or is 
human consciousness essential to the musical act? These questions cannot 
be answered without engaging the full depth of the tradition surveyed in 
this essay, a tradition that understood music as cosmos, as divine speech, 
as neurochemical response, as cultural code—and as enduring mystery 
that calls us beyond ourselves toward something we can hear but never 
fully comprehend.

Addendum: Gematria and Mathematics as the Language of the Divine

Number as Primordial Speech
The convergence of Greek and Jewish traditions on the metaphysical sig-

nificance of number constitutes one of the most remarkable parallels in the 
history of ideas. Both traditions arrived, through different routes, at the 
conviction that mathematical structure is not merely a human invention 
for describing reality but the very language in which the divine speaks 
creation into being. For the Pythagoreans, 'all things are numbers'; for the 
Kabbalists, the letters of the Hebrew alphabet—each carrying numerical 
value—are the instruments through which God fashioned the cosmos. 
These two formulations, superficially different, point toward a common 
intuition: that quantity and quality, mathematics and meaning, are ulti-
mately inseparable [59].

The Hebrew term gematria itself likely derives from the Greek geometria, 
suggesting the historical interchange between these traditions in the Hel-
lenistic period. Yet gematria developed into something quite distinct from 
Greek geometry or arithmetic. Where Greek mathematics sought abstract, 
universal truths independent of language, gematria insisted that numer-
ical truth was embedded in the specific letters of Hebrew—the lashon 
ha-kodesh, the holy tongue in which God spoke the world into existence. 
The numerical equivalences revealed through gematria are not arbitrary 
codes but ontological connections: words sharing the same numerical val-
ue participate in the same dimension of divine reality [60].

The Mechanics of Gematria: Standard and Variant Systems
In standard gematria (mispar gadol), each Hebrew letter corresponds to 
a numerical value: aleph equals 1, bet equals 2, and so forth through yod 
(10), then proceeding by tens through kof (100), and by hundreds through 
tav (400). A word's gematria is the sum of its letters' values. Thus the di-
vine name YHVH (yod-heh-vav-heh) equals 26, a number of profound 
significance throughout Kabbalistic literature. The word for love, ahavah 
(aleph-heh-bet-heh), equals 13, as does the word for one, echad (aleph-
chet-dalet)—revealing that love and unity share essential being. When the 
gematria of two words matches, the Kabbalist perceives not coincidence 
but cosmic correspondence [61].

Multiple variant systems expand gematria's hermeneutic possibilities. 
Mispar katan (small number) reduces each letter to a single digit by elimi-
nating zeros: kof becomes 1 rather than 100. At-bash substitutes each letter 
with its opposite in the alphabet: aleph becomes tav, bet becomes shin. 
Notarikon treats words as acronyms, expanding each letter into a word, 
or conversely, creates acronyms from phrases. Temurah permutes letters 
according to various systems. These methods are not arbitrary games 
but disciplined practices for uncovering hidden dimensions of scriptural 
meaning—dimensions that the surface text simultaneously conceals and 
reveals [62].

The Talmud itself employs gematria, though sparingly. The 613 com-
mandments derive, according to one tradition, from the gematria of Torah 
(611) plus the two commandments heard directly from God at Sinai. The 
numerical equivalences between Jacob's ladder vision and Sinai, between 
various divine names and their attributes, between words of blessing and 
curse—these gematriot enter the mainstream of rabbinic interpretation. 
Yet it was Kabbalah that elevated gematria from occasional hermeneutic 
device to systematic science of divine numerology [63].

Sefer Yetzirah Revisited: The Mathematics of Creation
Sefer Yetzirah's opening declaration that God created through 'thirty-two 
wondrous paths of wisdom' establishes number as the foundation of cos-
mogony. These thirty-two paths comprise the ten sefirot and twenty-two 
letters—not arbitrary quantities but mathematically generative principles. 
The text emphasizes that the sefirot are 'ten and not nine, ten and not elev-
en,' insisting on the precision of divine mathematics. The number ten itself 
carries significance: it encompasses all digits, represents completeness, and 
corresponds to the fingers of two hands—the instruments of human cre-
ative action mirroring divine creation [64].
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The twenty-two letters, divided into groups of three, seven, and twelve, 
generate corresponding triads in creation: three mother letters produce 
three elements, three seasons, and three bodily zones; seven double letters 
produce seven planets, seven days, and seven apertures; twelve simple let-
ters produce twelve zodiacal signs, twelve months, and twelve organs. This 
elaborate system of correspondences operates through precise numerical 
proportion. The universe is not merely described by number; it is consti-
tuted by the numerical relations inherent in Hebrew phonemes. Mathe-
matics here is not abstraction from reality but the generative grammar of 
reality itself [65].

Later commentators on Sefer Yetzirah, including Saadia Gaon, Judah 
Halevi, and the Hasidei Ashkenaz, developed increasingly sophisticated 
mathematical interpretations. The permutations of letters received partic-
ular attention: twenty-two letters can be arranged in 22! (approximately 
1.124 × 10²¹) permutations, each representing a potential creative word. 
The book's assertion that God 'engraved, carved, permuted, weighed, 
transformed, and combined' these letters describes what we might now 
call a combinatorial explosion of creative possibility. Divine creativity op-
erates through the mathematics of permutation and combination, gener-
ating infinite variety from finite elements [66].

The Zohar's Numerical Mysticism
The Zohar weaves gematria throughout its vast commentary, treating nu-
merical equivalence as revelation of hidden unity. When the Zohar notes 
that the gematria of 'nature' (ha-teva, 86) equals that of 'God' (Elohim, 86), 
it proclaims that nature is not separate from divinity but divine self-con-
cealment in mathematical garb. The world appears as autonomous nature 
precisely because the divine name that sustains it operates through the veil 
of number. To perceive the gematria is to penetrate the veil—to see God 
where ordinary consciousness sees only nature [67].

The Zohar's treatment of the divine names exemplifies its numerical the-
ology. The Tetragrammaton YHVH (26) comprises two instances of YH 
(15), suggesting the union of masculine and feminine aspects. Adding 
aleph (1) to YHVH produces 27, the gematria of 'pure' (zakh), indicating 
that the unity of the four-letter name requires a fifth element—the hid-
den aleph of pure divinity beyond manifestation. The seventy-two-letter 
name, derived from three verses of Exodus through columnar permuta-
tion, generates seventy-two triads, each corresponding to an angelic force. 
This elaborate numerology is not speculation but perceived structure of 
divine reality [68].

The sefirotic system itself operates through numerical logic. The first three 
sefirot (Keter, Hokhmah, Binah) form the 'head' of the divine configura-
tion; the following six (from Hesed through Yesod) constitute Ze'ir Anpin, 
the 'small face' of immanent divinity; Malkhut stands alone as the femi-
nine receptacle. The numbers 3, 6, and 1 (summing to 10) structure this ar-
rangement. The interactions among sefirot follow mathematical patterns: 
Hesed (love) and Gevurah (judgment) balance in Tiferet (beauty); Netzah 
and Hod balance in Yesod. These triadic structures replicate throughout 
the Kabbalistic cosmos, suggesting that triangulation and balance are di-
vine mathematical principles [69].

Pythagorean Resonances: Number as Being
The Pythagorean tradition, though arising independently of Jewish mys-
ticism, articulated remarkably parallel insights. For Pythagoras and his 
followers, number was not merely quantity but quality—each number 
possessed character, power, and significance. The monad (1) represent-
ed unity and origin; the dyad (2) introduced difference and relation; the 
triad (3) achieved completion and harmony; the tetrad (4), as the sum 
1+2+3+4=10, contained all numerical possibility. The tetraktys—the tri-
angular arrangement of ten points—was sacred, an object of oath and ven-
eration, precisely because it encoded the mathematical structure of reality 

[70].

The discovery that musical intervals correspond to simple numerical ratios 
convinced the Pythagoreans that number governs not only quantity but 
quality—not only how much but how something is. The octave (2:1), fifth 
(3:2), and fourth (4:3) are not merely mathematical descriptions of pleas-
ant sounds; they are the mathematical realities that make those sounds 
pleasant. Beauty itself is numerical proportion. This insight extended to 
astronomy (the music of the spheres), medicine (health as bodily harmo-
ny), and ethics (justice as proportional equality). The cosmos in its entirety 
was mathematically constituted [71].

Plato's Timaeus transmits Pythagorean mathematical cosmology in its 
most influential form. The Demiurge constructs the World Soul using the 
ratios 1:2:3:4:8:9:27, encompassing both the geometric series of powers of 
2 and 3 and the harmonic and arithmetic means between them. The visible 
cosmos is an image of eternal mathematical truth—number made mani-
fest in space and time. For Plato, to study mathematics is to ascend from 
sensible images toward the Forms themselves. Mathematical education is 
not practical training but spiritual discipline, preparing the soul to per-
ceive intelligible reality [72].

Convergence and Divergence: Two Paths to Mathematical 
Theology
The Greek and Jewish traditions, despite their common conviction that 
mathematics is divine language, diverge significantly in their understand-
ing of how number relates to divinity. For the Pythagorean-Platonic tra-
dition, mathematical truth is eternal, impersonal, and necessary. The gods 
themselves are subject to mathematical law; indeed, mathematical struc-
ture is more fundamental than any personal deity. The universe is rational 
because it is mathematical, and mathematics needs no creator—it simply 
is. This tradition leads toward a theological rationalism in which divinity is 
identified with eternal truth rather than personal will [73].

The Kabbalistic tradition, by contrast, insists that mathematics derives 
from a personal God who freely chose to create through number and let-
ter. The Hebrew letters are not eternal forms but instruments of divine 
speech; their numerical values are not necessary truths but expressions 
of divine will. God could, in principle, have created differently—though 
the Kabbalists also suggest that the Torah's mathematics reveals something 
essential about divine nature. This tradition maintains personality at the 
heart of mathematical theology: number is not cold abstraction but the 
warm breath of divine utterance [74].

Yet the traditions converge in their practical implications. Both insist that 
mathematical study is spiritual discipline. Both perceive in numerical pat-
terns the presence of transcendent order. Both understand music as the 
sensible manifestation of mathematical-divine reality. And both suggest 
that the human capacity for mathematical thought reflects something es-
sential about the human being—a capacity for contact with dimensions 
of reality inaccessible to purely sensory experience. Whether we call this 
capacity reason (the Greek emphasis) or soul (the Jewish emphasis), its 
mathematical exercise opens windows onto the divine [75].

Music, Mathematics, and Mystical Experience
The connection between gematria and music runs deeper than analogy. 
In the Pythagorean tradition, the mathematical ratios governing musical 
consonance are identical to those structuring the cosmos. The octave ratio 
2:1 describes not merely a musical interval but a principle of cosmic orga-
nization—the relationship between levels of being, between the One and 
its first emanation. To hear an octave is to perceive, through the senses, a 
proportion that governs the entire hierarchy of existence. Music thus be-
comes a form of mathematical perception, and mathematical insight car-
ries musical resonance [76].
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In the Kabbalistic tradition, the letters that constitute words are also the 
letters that constitute music—for Hebrew liturgical chant (nusach) and 
cantillation (te'amim) are not mere decoration but essential dimensions 
of textual meaning. The musical motifs assigned to biblical verses encode 
interpretive traditions; the melodic contours of prayer carry mystical sig-
nificance. When the Zohar describes the sefirot as singing to one another, 
it is not merely using metaphor but indicating that the mathematical re-
lationships among sefirot are musical relationships—that the divine life is 
a kind of harmony, the cosmic ratios sounding forth as eternal song [77].

Abraham Abulafia, the thirteenth-century ecstatic Kabbalist, developed 
techniques for combining letter permutation with breath control and body 
movement to induce mystical states. His methods explicitly connect the 
mathematics of letter combination with the physiology of sound produc-
tion. The practitioner permutes letters mentally while pronouncing them 
with specific breathing patterns and head movements, treating the body 
as a musical instrument through which mathematical-linguistic combi-
nations sound forth. Abulafia's techniques represent perhaps the most ex-
plicit fusion of gematria, music, and mystical practice in Jewish tradition 
[78].

Contemporary Resonances: Mathematics, Music, and 
Mind
Modern physics has vindicated, in unexpected ways, the ancient intuition 
that mathematics is the language of reality. The success of mathematical 
physics—from Newton's laws to quantum mechanics to general relativi-
ty—demonstrates that the universe is, at its deepest level, mathematically 
structured. Eugene Wigner's famous essay on 'The Unreasonable Effective-
ness of Mathematics in the Natural Sciences' poses the question with fresh 
urgency: why should abstract mathematical structures, developed by hu-
man minds often for purely aesthetic reasons, turn out to describe physi-
cal reality with such precision? The Pythagorean-Kabbalistic answer—that 
mathematics is the divine language of creation—remains one possible re-
sponse to this enduring mystery [79].

Contemporary music theory has similarly deepened our appreciation of 
music's mathematical foundations. Set theory, group theory, and topol-
ogy have been applied to musical analysis, revealing structures invisible 
to traditional harmonic theory. The mathematics of rhythm and meter, 
of voice leading and transformation, of tuning systems and acoustic phe-
nomena—these investigations confirm that musical beauty rests on math-
ematical proportion, however complex the mathematics involved. The an-
cient insight stands: music is number made audible, proportion perceived 
through time [80].

Cognitive science has begun to explore why human minds are capable of 
mathematical and musical thought. Some researchers propose that mathe-
matical cognition evolved from more basic capacities for spatial reasoning 
and quantity estimation; others suggest that it represents a genuinely dis-
tinctive human capability, perhaps connected to language. Musical cog-
nition similarly involves specialized brain systems that may have evolved 
for social and communicative purposes. Yet the deep connection between 
mathematical and musical ability—the frequency with which mathemati-
cal talent coincides with musical sensitivity—suggests that both capacities 
draw on common cognitive resources. The ancient traditions that linked 
mathematics, music, and spiritual perception may have intuited some-
thing about human cognitive architecture that neuroscience is only begin-
ning to map [81].

Coda: The Divine Tongue
The claim that mathematics is divine language admits of two interpre-
tations. In the weaker sense, it asserts that mathematical structure per-
meates reality at every level, from subatomic particles to galactic clusters, 
from the simplest organisms to the human mind—and that this pervasive 

mathematicity is best explained by appeal to a mathematical creator. In 
the stronger sense, it asserts that to engage in mathematical thought is to 
participate in divine cognition—that the human capacity for mathematics 
represents a genuine point of contact between finite and infinite mind. 
Both interpretations have profound implications for understanding mu-
sic's spiritual power.

If mathematics is divine language, then music—as the sensible manifesta-
tion of mathematical proportion—is divine speech rendered audible. To 
compose music is to utter, however faintly, words in the language God 
speaks. To hear music with understanding is to perceive, however dimly, 
the mathematical structures that constitute reality. Musical experience be-
comes a form of revelation, and musical practice becomes a form of prayer. 
The Pythagorean who heard cosmic harmonies in numerical ratios and 
the Kabbalist who perceived divine names in gematria were engaged in 
the same fundamental activity: listening for the divine tongue in which all 
things are spoken into being [82].

This perspective transforms musical education from technical training 
into spiritual formation. To learn music theory is to learn the grammar 
of divine speech; to practice an instrument is to train the body as a vessel 
for mathematical-spiritual utterance; to listen deeply is to open the soul 
to frequencies of meaning that ordinary consciousness cannot access. The 
ancient curricula that placed music alongside arithmetic, geometry, and 
astronomy in the quadrivium—the fourfold path to wisdom—recognized 
what modern educational specialization has obscured: that these disci-
plines are not merely useful skills but pathways to transcendent truth. In 
recovering the vision of mathematics as divine language, we recover also 
the vision of music as sacred art—an art that participates in the ongoing 
creative speech through which reality itself is continuously spoken into 
being.
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