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LOWELL, MASSACHUSETTS
The Treatise on Music by John Laskaris

WHILE most of the Byzantine composers of music are known by
their names and little if anything is known about them as per-
sons, John Laskaris is, at present, relatively well documented as
a person. On the basis of data from Venetian Archives one now
has a vivid picture of the flamboyant character and of some
aspects of the life-of Laskaris.! Amongst other things he was the
author of a treatise on music. One copy of his treatise has been
located in a manuscript in the National Library in Athens and
another copy (though it remains uncertain at the time of writing
‘whether this is an exact copy) in a manuscript in Rome.?
Laskaris’ treatise has never before been published.

" The theoretical treatises about music by Byzantine writers
have so far been unavailable in an English translation, though
a few of them have been published in the original Greek.? In
view of this, at the suggestion of Prof. Velimirovi¢ this writer
has undertaken to prepare English translations of some of them.
The treatise by Laskaris is the first to be chosen, due to the
availability of the text on a microfilm of the manuscript,
MS 2401 from the National Library in Athens. The microfilm
was kindly placed at this writer’s disposal by Professor Velimi-
rovié. Besides the full text and its translation, this writer is

offering a few comments in hope that they may provoke a dis-

1 Cf. Milof Velimirovié, “Two Composers of Byzantine Music: John Vatatzes
and John Laskaris’, in Aspects of Medieval and Renaissance Music—A Birthday
Offering to Gustave Reese, edited by Jan La Rue (New York. 1966), pp. 818-31.

3 Jbid., pp. 823-4; cf. D. Lorenzo Tardo, L’ Antica melurgia bizantina (Grottaferrata,
Roma, 1938), p. 148.

3 For instance in Tardo’s book cited in n. 2 above.
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cussion which will ultimately lead to the clarification of a
number of moot points in the complex problems of the theory
of Byzantine music.

The text and its translation read:

Athens, Nat. Lib., MS 2401, fol. 223r.
“H &unvia xal napaldayn tic uovouxis téxyvs.

* Evéoa nagarday) vijs povauxijs téyws, copwtépa xal dxgifeatéga
elg dxgov. mowOcioa 8¢ xal ovvraybeica mapa *Iwdywov Tod Adoxage.
Evavtia uty tijg mpdng, xal odx dvavria. évavria ydp, mpds TOVS W)
elddtag w¢ yéypanmtat. els 88 Tods dvtéyvas xavéyovras adryy dxgi-
Bas, Pefalwoi te udAdov xal dvanijowots, xai ueylotn 7édTng
évretlev dvapaveioa Tjj Téyvy, xal T & adis idiuare, capéotepa
xatayyélovaa. anodeuxviovoa 38 dnacav v@v tecadowy Ny, TIY
Sndotacly ve xal ximow, xai T@v Tecodgwy wAaylwy ydv adrdv,
&v te dvafdoet xal xatafdoct. dv uév i avafdose Tod Fyov éx TV
nmAaylwr, dipavovs T& ToUpdvous xal TeTpapdwovs dravedotot, xal
&is Tovg mAaylovs adrdy xai dAAovs xavatifyovow. év 8¢ i xarafdose
avt@v éx Tdv xvglwv els uboovs dxnmintovar xal mepouboove. &is
ntdaylovs Te xal naganlaylovs, xal els adto 10 Oeuédiov xaralfyovat.
yéyoantar ydg, Svi xbgiwot fixou glal Téocages, xal Téooages mAdyto,
xaé xVguot uev eioly, 6 mp@rog, 6 devregos, 6 Tolvag Te xal 6 TéTapTOC.
miAdytoe 84, 6 wAdyrog ToB medbTov, & wAdytog ToB Sevtégov, 6 mAdyog
T0v TpiTOV Tiyowr 6 Bagls, xal ¢ mAdyws Tob TerdgTov. Eyovor 8é
ol xvuot xot, xal uéaovs &v Tais xatiovoals, ouolws xal ol TAdyot
pboovs &v tals dvwdoais, ofs Adyouey Supdvove. ¢ puéaog yap tod
mpwTov, éativ ¢ Bagis.

xal 0 péoog ot devtépov, 6 mAdyiog Tob TeTdoTov. XAl & uéoog
700 ToiTov, 6 mAdylog 0¥ medrov. xal 6 uboos t05 Terdovov, 6
nAdytog 10T devrégov. Eyovae 82 xal of mAdyior Fyor g TROE I WUEY,
Supdwovs dv Tais dviodoaig. |
fol. 223v. _ _

0 mAdytog Tod medTov, Exse Slpwvor Tov Tolrov. xal 6 wAdytog ToB
devtégov, Exe Slpwvov Tov Téragrov. xal & wAdyiog Tod T0{TOV Fjyory
6 Bagis, Exew dlpawwoy Tov mpdTow. xal 6 wAdyiog Toi TETAQTOV, &xet
dlpawor tov devregov. Exovat 82 xal Tiva buduara of uéoou adduevou
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xal ol mAdyw, eis maganmdaylove. of 8¢ Tagducaor T@v xvplwy
gloly odrou. ’

nagduseos mdTov, & mAdyios Tob devrégov, J 3a neQduecos tov
devrégov, dotlv & Pagis. xal 6 nagdueoos Tob Tolrov, ¢ mAdytog
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(a) Tillyard with Egon Wellesz
and Carsten Hoég in Copen-
hagen, 18 July 1931

(6) Tillyard shoruly before his
death
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2. Folio 224, Athens National Library MS 2401 (see p. 24)
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3. The ‘Palauzov Copy’ of the Synodikon of Tsar Boril. The second musical piece,

folios 2 verso and 3 recto (see pp- 69-73)
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4. Folio 6 verso by natural light (see pp. 69-73)
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{ =.  Folio 6 verso by infrarcd light (see pp. 64-73)
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| 6. Folio 6 verso as reconstructed (see pp. 69-73)
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9. The Dearden manuscript, recto (see pp. 100-102)



8.

,,,.-( - W d‘b"\ S -‘5"“ Poag)
”1_ 5 i .. .‘*““)": e R R ,n‘w’

” . »

2 ‘,‘Mf.‘,‘ﬂ¢' l e w)(‘)f!-lf * “ -'
Al e A e - <l

R iz A T NP nc:.m-- ‘}u-ur mmt“"'
B

%or
IR R WP O N3 a, ﬂe: f«hu.m*'

‘,.\’,a...lq..- L ‘&"\‘._,I

X @ usarge- v/m--‘u( ;!xw.l.tm&” =
T, e = _‘/ (i -
't‘;r:p TR oy and W lﬁ?’!“:‘ ’
TR o, e e W s

";‘w I WY e aennoa £ m’\Wl'ﬂ”"""'b

"“"r~ L el PR S |

T .yl:.tph - B Ladh o

<

_r" %vgb’:"';’;m

2k pec ne ke
™ e -

c(‘f.z\ot\t 'rsr. th

The Dearden manuscript, verso (see pp. 100-

102)

i, -

- A ——




?:
3
¥
i
i
;
2;
F%
éﬁ

" aad il onde 4

P

R ST Y e TR

THE TREATISE ON MUSIC BY JOHN LASKARIS 293

10D Sevrépov, wal & nagdueaog Tol TevdpTov, & MAdyws ToT MEWTOV.
napanidyot 8¢ Tobtwy elolv odrot.

napanidyog mpdtov, 6 mAdys Tof devtépov. xal mapanidyio
0¥ devtépov, 6 TTAdyog o mpdTov. xal mapandyiog Tod Telrov, TO
AMyeto(c), xal maganAdyws Tod Terdptov, ¢ mAdylog Toi TplTov,
#yovr & Bapic. Exovar 8¢ Toitor, xal Toupdwovs xal TETPAPWYOUS.
ofc xal mapaxvplovg Abyouev. 8¢ abtdy yag xal vdor yewdvral, xal
npwtdPagor, xal TeTpdpwrot. TolTo Yap yhwoxe & dxpoard, St
ToenTixde <og> oty 6 fyoc. xal it Todro ol xbgio els mAaylovs
Toénovrar, xai of mAdyw els xvplovs T8 dvdmaiw, xablwg »xal O
dyubratoe palotwp *lwdwns & Kovxovléhns, & fj vopwrdre
puebddw adrod tfj mapaldayf], totvo nédedey. v pev Tf dvafdoet
et ToB SAlyov, Tods mAaylovs xvplovs dnédeiker. &v 68 1] xartaPdoet
S Tod GmooTedpov, Tods wvplove mAaylovs mdAw dnédede. xal
tadta ubv, nepl TolTw.

The Explanation and Modulation of the Musical Art

This is another modulation of the musical art, more wisely
devised and more exact in every detail, worked out and drawn
up by John Laskaris. It is both contrary to the first one and not
contrary. It is [appears] contrary to the first one for those
[readers] who did not understand it as it was written; but for
those who possess full artistic and exact knowledge of it, it is
rather a verification and a supplement, as it revealed itself as a
great delight by virtue of [a command of] its skill, having clearly
indicated its peculiarities by showing the whole essence and
movement of the four [main] Modes and of their four Plagal
Modes, both in ascent and descent. In the ascent of a Mode
from the Plagal ones, one obtains the di-phonic, tri-phonic, and
tetra-phonic ones and these terminate into their Plagal ones
and other [Modes]. In descent from the Main Modes, these
result in Mediant and Para-Mediant Modes, Plagal and Para
Plagal ones, and these terminate on their own fundamentals.
For it was written that there are four Main and four Plagal
Modes and that the Main Modes are Mode I, Mode 11, Mode
111, and Mode IV, while the Plagal ones are, Mode 1 Plagal,
Mode II Plagal, Mode II1 Plagal that is the Barys, and Mode
1V Plagal. -

The Main Modes, in their descent, have Mediant Modes.

Likewise the Plagal Modes, in their ascent, have Mediant
o ,
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Modes which we call di-phonic. The Mediant Mode of Mode I
is the Barys Mode; the Mediant of Mode II is Mode IV Plagal;
the Mediant of Mode I11I is Mode I Plagal; and the Mediant of
Mode IV is Mode II Plagal. As we have previously stated, the
Plagal Modes also have their di-phonic Modes in their ascent:
Mode I Plagal has as its di-phonic Mode the Mode ITI; Mode I
Plagal has Mode 1V as its di-phonic Mode; Mode III Plagal,
i.e. Barys, has Mode I as its di-phonic Mode; and Mode IV
Plagal has Mode II as its di-phonic Mode.

The Mediant Modes have certain peculiarities when they
are sung [in derivation] from the Main Modes: they are formed
and changed into Para-Mediant [Modes], and the Plagal ones
into Para-Plagal [Modes]. The Para-Mediant Modes of the
Main ones are the following: The Para-Mediant of Mode I is
Mode II Plagal; the Para-Mediant of Mode 1I iy the Barys;
the Para-Mediant of Mode III is Mode II Plag'fll; and the
Para-Mediant of Mode IV is Mode I Plagal. -

The Para-Plagal of these are the following: The Para-Plagal
of Mode I is Mode II Plagal; the Para-Plagal of Mode II js
Mode I Plagal; the Para-Plagal of Mode III is the [Mode]
Legetos; and the Para-Plagal of Mode IV is Mode III Plagal,
1.e. Barys. : . PR

These also have the tri-phonic and tetra-phonic Modes
which we call Para-Kyrioi and from these are then derived
those [called] Naoi, Protobaroi and the tetra~phonic [Modes].
Know this, O listener, that the Mode is changeable; and that
for this the Main Modes change [modulate] into the Plagal
ones, and the Plagal into the Main ones again, just as the
Master John Koukouzeles, of Blessed Memory, has shown in his
wisest method of modulation. For he has demonstrated that in
ascending by means of an Oligon, the Plagal Modes are [made]
into Main ones and that in descending by means of an Apostro-

phos the Main ones become Plagal. So much then, for these
matters. |

L B

Following the text of this treatise, on fol. 224 r there is a dia-
gram of twenty circles, in five rows of four circles. (See Plate 2.)
Within each circle are the martyriai for three modes presums-
ably representing some of the relationships discussed in the
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treatise. Some parts of the diagram are relatively clear whereas
others are less so. Basically, the first two rows of four circles each,
totalling eight circles, are devoted to the Main Modes and each
of the Modes is given two circles. The first of two circles for the
Main Modes contains the martyriai of the Mode and its
Mediant and Para-Mediant (the scheme does not seem to
correspond to the textual listing of these Modes). The second of
the two circles contains the martyriai of a Main Mode and its
Plagal and Para-Plagal Modes. The third row of four circles
depicts the di-phonic relationship of each of the Plagal Modes.
The fourth row does the same for the tri-phonic Modes and the
last row for the Tetra-Phonic Modes. There are discrepancies
between the text and the diagram which, in the absence of
comparative materials, cannot be resolved at this time.

The documented existence of the concepts of Mediant and
other types of Modes raises some interesting points, not the
least of which is the extension of the basic concept of a Mode in
Byzantine chant of the fifteenth century (and perhaps earlier
as well?) and an even more intriguing point, namely modula-
tion from one Mode into another if not an outright transposi-
tion of a Mode. The relationship of Plagal and Authentic (i.e.
Main) Modes appears to be more varied and suggests the possi-
bility of (at least theoretically if not in practice) more than one
type of tonal units, i.e. tetrachords and pentachords, in the
organization of Modes. Some time ago, during the academic
year 1961/62, this writer had an opportunity of discussing
similar problems with Dom Bartolomeo di Salvo, and notes
taken on those occasions, together with the publication of this
treatise, suggest that discussion should be re-opened on the
nature as well as structure of Modes in Byzantine Music. It is
this writer’s belief that the tonal fabric of Byzantine music did
not utilize conjunct tetrachords but only disjunct tetrachords
and that a Mode could have more than one ‘tonic’ depending
on the position of the tetrachord in the gamut. While the
‘central gamut’ from d to d' presents this concept clearly
enough, the tonal ranges above and below the ‘central gamut’
reveal these differences in a more conspicuous manner, as the
appended scheme demonstrates. In preparing thlS scheme no
chromatic changes have been introduced, resulting in different
structures of tetrachords depending on the position of the tetra-
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chord. It is obvious that much more work is necessary in order
to determine whether tetrachords ought to remain uniform
regardless of their position in the gamut.

Solmiza-
tion Relative Authentic
Plagal modes syllable pitch = modes
MODE PLAGAL IV mi (¢) MODE IV A
P »s  BARYS (PL.III) re (d") » III U
L » PLAGAL II do (c”) » I T
A ) 3 I si (b") » I H
G 93 »w . IV la (a,) » IV E
A »»  BARYS (PL. III) sol &) s 1T N
L » PLAGAL II fa ") s I T
, p I mi () o, I I
M C
O E » v re ) s IV
D » BARYS (PL.III) do () s I M
E é »s PLAGAL II si (b) 9 1K O
S S - 5 I la (a) »s I *starting D
=1 ‘ - note E
I g » » IV sol () » 184 S
N g » BARYS (PL.III) fa (f) » I
O » PLAGAL II mi (e » 1I
IE) ) » X re (d) ) I N
S ” » v do (C) » IV A
C »s BARYS (PL.III) si (B) ss 11 S
E »s PLAGAL II la (A) s II C
N - - I sol (G) s I E
T 2] » v fa (F) ” v N
» BARYS (PL.III) mi (E) s I T

These remarks do not exhaust by any means all implications
of the treatise by Laskaris nor of the appended scheme. On the
contrary, they are intended as an invitation for discussion, so
that eventually some of the least studied aspects of Byzantine
music may be elucidated.

A few remarks about the translation

Byzantine treatises on music are notoriously difficult to trans-
late. As examples, the following remarks are restricted to two
terms only: ‘parallage’ and ‘phone’.

The first of these words—* parallage —has been translated as
‘modulation’. Its actual meanm’g is still uncertain. The term
appears in medieval manuscripts, possibly meaning a kind of
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practice of expressing various intonation formulae in diagram-
matic fashion. The term may perhaps also express the idea of
‘solmization.” The decision to translate as ‘modulation’ has
been based on the fact that in the treatise “parallage’ describes a
transition from one Mode into another without effecting the
type of changes peculiar to the use.of phthorai. It should be
added that in the Chrysanthine practice (1gth century)
‘parallage’ denotes a performance utilizing solmization syllables
as a device while instructing students of music.4 In such singing
the actual text is not used. |

The second term—‘phone’—poses a number of problems and
is capable of several interpretations. It may be translated as
‘note’, ‘tone,” ‘sound’ and even ‘interval.’ This last is especially
apt for terms such as ‘tetra-phonic’ where the reference is
clearly to a distance of four tones, i.e. the interval of 2 fifth.
* Other terms, like ‘legetos,” ‘naos,” ‘proto-baros’ etc. require
special study before specific suggestions about their meaning
can be made.
4 Chrysanthos, Theoretikon mega, No. 43-49, PP- 16-1g.



