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A NEW READING OF JOHN LASKARIS’S
EXPLANATION AND MODULATION OF MUSICAL ART:

Towards a Critical Edition of Laskaris’s Theoretical Treatise

THE AUTHOR OF THE TREATISE: JOHN LASKARIS

A number of unexpected details about the life and work of John Laskaris were found in a series
of documents kept in the Archives of the State of Venice thanks to the research of M. Manousakas.! The
documents actually form part of a court case regarding an incident that took place on 6 October 1418
during a memorial service at the Bethlehem Church of Handakas, Heraklion, Crele, involving John
Laskaris and the first chanter of Handakas, Manuel Savios,? as well as three Orthodox clerics. The case
file includes some thirteen documents,® the most interesting of which is, of course, Laskaris’s defence
statement, in which he notes that he “had family and property in Constantinople; however, attracted
by the famous Venetian State of Justice, he had left all these behind and moved to Crete, seven years
earlier, where he set up a school teaching young people the art of chanting. Moreover, his way of living
was exemplary. He chanted very discreetly at funeral services, every time he was asked to. Because of

! M[anusos] Manousakas, “Métpa i Bevetiag Evavti tijc év Kpritp émppofig 100 Hatpiapysiov KwvetavTivoumoiews
kat dvékSota Peverika Eyypaga (1418-1419)", Enctypic Etatpeiag Bulavrivay Zmovdav 30 (1960-1961): 85-144. Cf.
Athanasios Markopoulos, “ Twavvng Adokapns."Evag Kwvetavtivounohitng povowkdg oty Kpijtn” in 1. Baoang, 2.
Kaxhapdvng, M. Aovkakn (eds.), Hudeia xai IHoAriopdc oty Kpryrn. Buldvtio-Bevetoxpatia. Medéteq Apiepwpéves
oT0v @coydpn Actopdi, Herakleion: Crete’s University Editions-Editions of the School of Philosophy of the University
of Crete, 2008, 91-98.

2 About the man cf. Emmanouil Giannopoulos, H &v8ron tig waluxfg téyvys athv Kty (1566-1669), Studies vol. 11,
Athens: Institute of Byzantine Musicology, 2004, 59-60.

3 Inparticular: Manuel Savios’s lawsuit against John Laskaris (of 8 October 1418; cf. M. Manousakas, op. cit., 102, 109-111,
John Laskaris’s defence statement (of 17 October 1418; op. cit., 106, 116-118), ten witnesses’ testimonies (from 10 to 22
October 1418; ibid.: 102-105, 107-108, 111-116,118-122) and finally the Duchy’s sentence and deportation decision (of 26
October 1418; op. cit., 108-109, 122-123).
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the incident between him and the first chanter, he was brought before the Venetian authorities, who
issued a decision according to which he was allowed to chant whenever he was asked to”.4

Another equally useful document is the decision and sentencing of the Duke of Crete and
the Venetian authorities; it states the following: “The first chanter of the Greeks, Manuel Savios,
informed the Government of Crete that John Laskaris, originally from Constantinople, had repeatedly
verbally abused him, the chief priestand other priests during funeral and memorial services and had
scandalized the congregation. On such an occasion, during a memorial service in Bethlehem on 6
October, Laskaris caused a scandalous incident due to his arrogance, as he ostentatiously stood by the
first chanter, got ahead of him in chanting and disregarded his authority. Outraged by his arrogance,
the other priests took their robes and left the service. At that point Laskaris started swearing at the
first chanter and threatened to kill him because he stood by the Latin law; Laskaris added that he
had been appointed by the Patriarch himself and that he had got the Patriarch’s licence to chant in
any service whatever. Laskaris then called the chief chanter names, such as a servant of the regime,
a basket maker, disrespectful, a villain; but he went a step further, swearing against the authority
that had appointed him, and thus, Laskaris offended the honour of the Venetian State. Having heard
both sides, the Cretan authorities ordered the filing of a suit. As a result, having taken into account
Laskaris’s verbal abuse not only the of first chanter but also of the State of Venice, and in order to
end the scandals and so on, the Duke and the Chire of the Armed Forces, Jacob Gussoni, and their
advisors decided to sentence John Laskaris to Indefinite exile, to come into effect within eight days.
Moreover, if he should return to Crete, he would be imprisoned for a year and then deported again”.*

The above information confirms, beyond all doubt, that John Laskaris was in Crete between
1411 and 1418. In addition, a number of other facts about his life and work there come indirectly
to light (for example, the very interesting fact that he had set up his own chanting school, which is
one of the oldest references to such a school, and the fact that he was teaching ecclesiastical music).
Manousakas wrote: “In the eyes of the Greek population of Crete, carrying the name of a famous
Byzantine family, he would have been the chosen ‘ambassador’ for the art of chanting of Byzantium,
an art inextricably linked to the Christian Orthodox faith. So it was only natural that he was often
invited to chant at funeral and memorial services. But apparently this had an impact on the first chanter
of Canea, who saw in Laskaris a hardly negligible competitor. Soon there was friction between the
two men, representing two opposing worlds - that is, on the one hand, the world of those who enjoy
popular support but who are relatively weak, being in a foreign territory; and on the other hand, the

4 Op. cit., 106.
5 Op. cit., 108-109.
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world of those relying on the support of the regime. The chief chanter complained to the Venetian
authorities about Laskaris; despite their wish to the contrary, the authorities were forced to rule in
favour of Laskaris’s right to attend and chant by invitation only. Apparently whenever Laskaris was
invited to a service, the experienced and imposing music teacher from Constantinople was better
beyond comparison than the local chanter. Moreover the Orthodox congregations’ preference and
praise could not have been directed to any other but the representative of the free Byzantine State and
Orthodoxy, and not to the obediently compliant chief chanter who was forced to maintain close links
with the detestable Latin regime in Crete”.6

Furthermore, several conclusions can be reached from these words, in particular as regards
John Laskaris’s background: Laskaris himself confirms that he was from Constantinople, that he
left his family and property to take up residence in Crete “attracted by the famous Venetian State of
Justice”.” As Stathis has already noted, “his motive was not to make more money; he went to Crete
for reasons linked to Byzantium and the Ecumenical Patriarchate in particular, so as to enhance and
support the Orthodox spirit of the Cretans who had to suffer all sorts of pressure under the Venetian
Catholic regime. It seems that John Laskaris was well-liked and well-respected by both the Emperor
Manuel Palaiologos the Second and the Ecumenical Patriarch Joseph the Second. This is clearly
demonstrated in the statement by Dimitrios Kolyvas, a defence witness for Laskaris; he noted ‘como
iera auanti lo misser lo imperador e del patriarcha vigniua amadha la mia arte’. We therefore have to
accept that Laskaris was already a mature, skilful music teacher and an experienced chanter when he
arrived in Crete in 1411”2

In this case one must assume that Laskaris was born just before the third quarter of the 14th
century,” most probably in Constantinople, even though another point of view has also been registered
by Milo$ Velimirovi¢: “The fact that he mentioned his parents as still living makes one think that he
might have been relatively young at the time of his departure from Constantinople, c.1411. This move

6 Op. cit., 89.

7 See above, note 4.

% Gregorios Stathis, H dexaneviaotddafos suvoypagia év i fulavnvg yedomotia xai Ex0ais Ty kelpévawy el v Corpus,

Studies vol. 1, Athens: Institute of Byzantine Musicology, 1977, 96.

? The first mention of his name is in a codex kept at Mount Athos (Lavra E 108) of the fourth quarter of the 14'h century;
see Andrija Jakovljevi¢, AiyAwooy madaroypagia xai ueAwdoi-duvoypagor Tod kodika T@v AByvav 928, Nicosia: Centre
for Studies of the Monastery of Kykkos, 1988, 77.

Eras



to Crete may have been a consequence of a panic caused by the Turkish siege of Constantinople in
1411, when it may have appeared to its inhabitants that the city was about to fall into Turkish hands”."*

There is no further information regarding his life after this incident; Stathis suggests that
“Laskaris’s life lasted up to the reign of John Palaiologos (1425-1448), bul it is not known whether
he remained in Crete or returned to Constantinople”.!! Generally speaking, Laskaris’s name is very
frequent in the existing musical sources: he is usually referred to as “John Laskaris” (occasionally
followed by the phrase “of Crete”), “John Laskaris Pigonites”, “John Laskaris Syrpanagos”, or “John
Laskaris Kalomisides”. Since the surname Laskaris was particularly well known in Byzantium, there
is significant speculation around the adjectives “Pigonites” and “Syrpanagos”; so far, Velimirovic’s
view has prevailed: “If one follows the reasoning of Ostrogorski that the prefix ‘syr- is of Western
origin it would also appear plausible that its use, which seems to be rather rare, by implication suggests
descent from a noble family (our singer may not have been immune from snobbish tendencies) and
the Laskaris family is known to have played an important role in the history of Byzantium [...] The
elimination of the prefix ‘syr- leaves the surname ‘Paganou’ which both in its corrupt pronunciation
and also in its script could conceivably come close to the already mentioned designation of Laskaris
as ‘Pigonitis’. One of the hypothetical explanations of this term might be that an inhabitant of the
Constantinopolitan suburb ai IInyai (on the Pera side of the Golden Horn) could have been known as
a ITnyywvitys. If such a hypothesis may be defended on linguistic grounds it would explain the origin
of John Laskaris and also confirm his origin in Constantinople which, as he found out later, did not
help him in establishing permanent residence in Crete”.!2

As regards the reference to his origin, “of Crete”, this is now debatable; he might have been
called so because of his long stay and rich activity on the island of Crete rather than because his true
origins were Cretan.! And finally, the appellation “Kalomisides”, which was also used for Laskaris, is

10 Milod Velimirovié, “Two composers of Byzantine Music: John Vatatzes and John Laskaris” in J. Larue et al. (eds.),
Aspects of Medieval and Renaissance Music. A Birthday offering to Gustave Reese, New York: W. W. Norton, 1966, 822.

1! Gregorios Stathis additionally notes that “codex Sinai 1584 includes a Polychronion for King John Palaiologos and Queen
Maria followed by a Pentikostarion, ‘performed during the King’s dinner’, both composed by John Laskaris™ cf. op. cit., 96.

12 M. Velimirovié, op. cit., 825.

13 Moreover, the aforementioned case file includes a witness statement by Angelos Sevastos, resident of Vourgos Canea (cf.
M. Manousakas, op. cit., 107-108, 119-121), according to which Father Skouloudis [Costas Philippou], one of those involved,
verbally abused Laskaris by saying “homo nullius valoris uenit huc et cantat et non sinitalios cantare, schatonissiotus, ego
vollo recedere, nollo stare ubi sunt rixe et scandalla” according to Manousakas (op. ¢it., 127) “islanders calling Laskaris
an “island peasant’, is quite bizarre since Laskaris himself testified that he was a resident of Constantinople. Could it then
be that Laskaris was originally from one of the islands close to the capital of Byzantium”?
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not easy to explain; it sounds, however, like an ordinary Greek surname with the usual -ides ending
that normally indicates a Pontiac origin - Pontiac being an area close to Constantinople.

LASKARIS'S MUSICAL OEUVRE

Laskaris’s limited (yet quite significant) musical oeuvre includes the following notable
compositions':

- Asmatikon Trisagion (8 mode)

- Allilouiaria (4" and 5'" modes)

- Wednesday Communion Hymn (ITotsipiov owrnpiov Ajwouai, 7" mode)

- Sunday Communion Hymns (Alveite 76v Kiptov, 1* and 4'h modes, the last one under the
inscription dpyavik6v)

- Kratimata (1%, 224 [two compositions; one of them under the inscription morauida] and 8
modes)

- Theotokia Megalynaria (two compositions in the 8 mode: MvoTixdg e, Ocotdke, mapddeioog
and E&éotn énmi TodTw 6 00pavic)

- Mathima Katanyktikon (T& mA#0y t@v nerpayuévwy pot Setvav, 6" mode)

- Mathimata Theotokia [six compositions: Xaipe, # /¢ y&pito¢ nyi (15t mode), Thv wpatdTh T
tijc napBeviag gov (3 mode), Aéonowva naviwy Séomova kai mavtwy dvwrépa (4 mode),
Xaipe, moAn Kvpiov (6'" mode), Avipgevte mapbéve (8 mode), O vards aov, Beotixe (8" mode)]

M Concerning Laskaris’s general compositional activity, see also: M. Manousakas, op. cit., 881; M. Velimirovié, ap. cit.,
823-831 [where (pp. 827-831) a transcription into the staff notation of Laskaris’ Theotokion Mathima T#v @patdtyra
11j¢ napbeviag sov (3 mode), taken from codex No. 2406 of the National Library of Greece (Papadike, A.D. 1453, ff.
422r-423r), may also be found]; Manolis Chatzigiakoumis, Movod yetpdypaga Tovproxpartiac (1453-1832), 15 volume,
Athens, 1975, 333; Andrija Jakovljevié, op. cit., 76-79; Evgeny Vladimirovich Gertsman, Manuscripta Graeca. Musica
Petropolitana. Catalogus, tomus I: Bibliotheca Publica Rossica, Petropolis: Glagol, 1996, 620; idem, Manuscripta Graeca.
Musica Petropolitana. Catalogus, tomus I1, Petropolis: Bibliotheca Rossicae Academiae Scientiarum, Archivus Academiae
Scientiarum, Bibliotheca Universitatis, Hermitage, 1999, 483; E. Giannopoulos, op. cit., 56-58; a more detailed reference
to some of his aforementioned compositions may be seen in: G. Stathis, op. cit., 95-97, 1821920, 18322, 253'78-9 [regarding
Mathimatal; Gregorios Anastasiou, Ta kpatipuata otV yedriky éyvy, Studies vol. 12, Athens: Institute of Byzantine
Musicology, 2005, 311-312 [regarding Kratimatal; Sevasti Mazera-Mamali, Té peyadvvipta Bsotoxia ¢ yadtikis Téyvi,
Studies vol. 16, Athens: Institute of Byzantine Musicology, 2008, 205-206 [regarding Theotokia Megalynaria). CL. Achilleas
Chaldacakes, “Todvyng Aaokapng, [Inywvitng fj Zvpnayavog, 6 Kakopoidng”, [pasocnasnas snyukionedus 24, Moscow,
2010, 401-404 & MeydAn OpBodoén Xpioriavikii EykvxAonaideia 9, Athens, 2013, 239-241.
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- Mathimata for the feasts of Holy Cross (X0 pov oxénn kpatauk vmdpyers, 28 mode), Christmas
(Avippevte mapbéve nobev fixers, 6 mode), Easter (2 Ociag, & pidng, 18 mode) and Pentecost
(Xaipors, dvaooa, untpomdpBevov kAéog, 4™ mode).

Laskaris’s poetry is also worthy of note; some of his very interesting fifteen-syllable lyrics were
used by such notable composers as John Kladas [the theotokion poem Aaundda gaidpuvvov, oepvy,
oAy pwTos &dvTov (4 mode), as well as three triadic poems (all of them composed in the 8" mode):
Adye matpos kai cvp@ués mvedua, TavToTHs pia | Ocov, Tpiada oi motoi vuvoduey dovyydtws / Emi
100 Oco0 Tot pdévor'® and Manuel Argyropoulos from Rhodes [the theotokion poem Aduyov pos pdg
&véamepov éMéovs oov, mapBéve (4™ mode); in a listing of the last composition, found particularly in
codex No. 2604 of the National Library of Greece (Papadike, A.D. 1463, f. 268), Manuel Argyropoulos
is referred to as Laskaris’s student (“Tod paBntod avtod, khp MavounA tod Apyvpomoviov”)]. As an
example, there follows one of those poems, the acrostic of which spells his name, Laskaris:'6

Adye maTpodg Kal CVUPUES TVEDA, TAVTOTNG Mia,

dvapye QUOLG, ATUNTE, SLALPETTH TPOCWTIOLS,

GUVEKTIKT] TOD OVUTAVTOG, TPLAG EVIKWTATT,

kaBapov piTov pe TavTog, YEEVIS PUOMEVT,

dxatanavotw pEATovTa 10 navedevég cov KpATog,

poo1g yap méelg kai {wn), Epws, ¢dg Tod voog pov,

S0 TWYV EVols, pia TPIOY TPOCWTIWY,

OO0V e, PUOIG AKTIOTE, TPLAG, Hovag, BeoTng.

LASKARIS'S THEORETICAL TREATISE: EXPLANATION AND MODULATION OF MUSICAL ART

Of particular interest is John Laskaris’s short treatise on music theory, whose title is as follows:
“This is another modulation of musical art, more wisely devised and more exact in every detail, worked
out and drawn up by John Laskaris the Kalomisides and Maistor. It is both contrary to the first one and
not contrary. It [appears] contrary to the first one for those [readers] who did not understand it as it
was written; bul 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

13 For the last one cf. also Achilleas Chaldaeakes, O moAvédeoc otiv fulavriviy kai petafiv(avriviy uedomoiie, Studies vol. 5,
Athens: Institute of Byzantine Musicology, 2003, 438.

16 Taken from Gregorios Stathis, op. cit., 25378,
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clearly indicated its peculiarities by showing the whole essence and movements of the four [Authentic]
Modes and of their four Plagal Modes, both in ascending and descending”.!”

Indeed, this theoretical treatise (which is accompanied by a very interesting diagram’®) describes
both the descending movements of the authentic modes and the ascending movements of the plagal
ones; and subsequently the creation of some peculiar versions of the same modes such as, on the one
hand, the para-kyrioi, mediant, para-mediant and plagal modes; and, on the other hand, the para-plagal,
di-phonic, tri-phonic and tetra-phonic ones: “In the descent of any melody from the authentic modes,
these result in para-kyrioi, mediant, para-mediant and plagal modes, and these terminate on their own
fundamentals. In ascent from the plagal modes, one obtains the para-plagal, di-phonic, tri-phonic and
tetra-phonic ones and these terminate again in plagal (being like the ‘sons’ of the authentic modes)”.'®

The present author is currently working on a new critical edition of Laskaris’s treatise (a
project that has until now never been undertaken); it was thus necessary to reread it many times, and
some very interesting musicological points emerged, through which one may not only correct some
misunderstood points of the treatise, but also, and more significantly, understand the entire (theoretical
and practical) musical philosophy of its writer.

Obviously, not all these points or the newly-discovered points concerning the treatise can be
presented here; nevertheless, the remaining part of this paper will be devoted to a series of prelminary
remarks.

THE MANUSCRIPT TRADITION OF THE TREATISE

As far as is known, Laskaris’s treatise is anthologized in seven codices:
Codex No. 2401 of the National Library of Greece [NLG], ff. 223r-224r, from which Bentas
(1971: 21-27) has published its text in the Greek language, accompanied by a translation into English.

17 Christos Bentas, “The treatise on music by John Laskaris” in M. Velimirovi¢ (ed.), Studies in Eastern Chant, vol. 2,
London — New York: Oxford University Press, 1971, 23; Antonios Alygizakis, H dxtanyfa otiv EAAnvicy Aertovpyixn
vuvoypagpin, Thessaloniki: Pournaras, 1985, 23919,

18 C. Bentas, op. cit., 22-23 (plate 2); Antonios Alygizakis, op. cit., 270 (plate 30) [= Illustration No. 1]. Panagiotes Nikolopoulos,
“ZUVOTTIKT KaTaypagr] ToV vEwv UpNUATWY EAANVIKOY Xelpoypdgwy Tol Zivd” in Tepi Mowj xal Apyremaroni X, Ti véw
elpiuata o0 Zivi, Athens: Ministry of Culture and Institute of Mount Sinai, 1998: (plate 28) [= Illustration No. 2]; Emmanouil
St. Giannopoulos, “The Stability and Continuity of the Old Tradition in Cretan Psaltic Art in the 17th century and generally
in the following centuries” in Gerda Wolfram (ed.), Tradition and Innovation in Late- and Postbyzantine Liturgical Chant,
Acta of the Congress held at Hernen Castle, the Netherlands, in April 2005, Leuven: A.A Bredius Foundation, 2008, 184.

19 C. Bentas, op. cit., 23; A. Alygizakis, op. cit., 239713,
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Codex No. 570 of Dionysiou monastery at Mount Athos, ff. 40r-42r, from which Alygizakis
has published the text in Greek.?

Codex Vallicelliano Greco 195, mentioned by Tardo,?! Velimirovi¢?? and Bentas.?

Codex Sinai 1764, ff. 52v-54r, mentioned by Schartau®.

Codex No. 38 of St. Nikolaos monastery at Andros island, {I. 19r-26r, mentioned by Giannopoulos®.

Codices Sinai 398&400, recently mentioned by Nikolopoulos.2®

The last five codices of this small manuscript tradition are almost unknown in the relevant
research to date. It is hoped that their examination, in the frame of the forthcoming critical edition
of the treatise, will enrich our knowledge of the entire handwritten tradition of the text.

TEXTUAL VARIATIONS

Here is a first comparison (through two parallel columns) of the two published versions of
the treatise’s text, being at the same time a relevant first comparison between versions of the same
text written in the two basic codices of its manuscript tradition. On the one hand the version of
NLG 2401 is a short and incomplete one, while on the other hand the relevant version of Dionysiou
570 is expanded to the fullest extent.

20 Cf. A, Alygizakis, op. cit., 239-240.

21 Lorenzo Tardo, L’ Antica Melurgia Buzantina. Nell’ Interpretazione Della Scuola Monastica Di Grottaferrata, Grottaterrata:
Scuola Tip. Italo Orientale “S. Nilo”, 1938, 148.

22 M. Velimirovié, op. cit., 823-824.
23 C. Bentas, op. cit., 215.

24 Bjarne Schartau (ed.), Hieronymos Tragodistes. Uber das Erfordernis von Schriftzeichen fiir die Music der Griechen,
Corpus Scriptorum de Re Musica 111, Wien, 1990, 25-26.

23 Emmanouil St. Giannopoulos, “Ta xelpoypaga yaltikiic TExvng Thg vijoov Avipov. Avalvtikdg meplypa@ikos
katdhoyog”, Avéprard Xpovikd 36 (2005): 150.

26 p, Nikolopoulos, op. cit., 244 and plate 28 in E. Giannopoulos, H &vOxyoy i wadnxic téyvis otiv Kpfty (1566-1669),
OP. Cft., 582?.
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Codex NLG 2401%7

Explanation and Modulation of Musical Art

This is another modulation of 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 il, 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 movements of the
four {Main] Modes and of their four Plagal Modes,
both ascending and descending. In the ascent of a
Plagal Mode, one obtains the di-phonic, tri-phonic,
and tetra-phonic ones and these terminale into their
Plagal and other [Modes]. In descent from the Main
Modes, these result in Mediant and Para-Mediant,
Plagal and Para-Plagal Modes, 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 II, Mode 111, and
Mode IV, while the Plagal Modes are Mode I Plagal,
Mode II Plagal, Mode III Plagal that is the Barys,
and Made IV Plagal.

The Main Modes, in their descent, have
Mediant Modes. Likewise the Plagal Modes, in their
ascent, have Mediant 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 111 is Mode I Plagal; and the Mediant of Mode
1V is Mode II Plagal. As we have previously stated,

¥ C. Bentas, op. cit., 23-24.
28 A, Alygizakis, op. cit., 239-240.

Codex Dionysiou 570°%

Todvvov Adokapn, «lapadlayi Tig povotxiig
TEXVIIG»

Etépa mapaddays 1ic povekiis téxvne, copwtépa ki
axpifeatépa eic dxpov, movnBeion 6¢ xal ovvraylsion,
napd xvp Twdvvov 100 Adokapy o0 Kadouoidov, ki
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the Plagal Modes also have their di-phonic Modes
in their ascent: Mode I Plagal has as its di-phonic
Mode the Mode HI; Mode IT Plagal has Mode IV as
its di-phonic Mode; Mode III Plagal, i.e. Barys, has
Mode I as its di-phonic Mode; and Mode 1V Plagal
has Mode I1 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 Main Modes are the
following: The Para-Mediant of Mode I is Mode IT
Plagal; the Para-Mediani of Mode I is the Barys; the
Para-Mediant of Mode I1TT is Mode 11 [sic=IV] Plagal;
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 [sic=IV] Plagal;
the Para-Plagal of Mode IT is Mode I Plagal; the Para-
Plagal of Mode 111 is the [Mode] Legetos; and the
Para-Plagal of Mode IV is Mode 111 Plagal, i.e. Barys.

These also have 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 changeabable; and that the Main Modes
thus change [modulate] into the Plagal Modes, and
the Plagal into the Main Modes 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 Modes
and that in descending by means of an Apostrophos
the Main Modes become Plagal. So much then, for
these matters.
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THE TREATISE'S CONTENTS AND STRUCTURE

The Lreatise’s contents are structured as follows:>®

<Title> Explanation and Modulation of Musical Art

<Introduction> This is another modulation of 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 movements of the four {Main] Modes
and of their four Plagal Modes, both ascending and descending.

<the ascending movements In the ascent of a Plagal Mode, one obtains the di-phonic, tri-phonic,
of Plagal and the descending and tetra-phonic Modes and these terminate into their Plagal and other
movements of Main Modes> [Modes]. In descent from the Main Modes, these result in Mediant and

Para-Mediant, Plagal and Para-Plagal Modes, and these terminate on
their own fundamentals.

<the identity of the four For it was written that there are four Main and four Plagal Modes and

Main and four Plagal that the Main Modes are Mode I, Mode II, Mode I1I, and Mode TV, while

Modes respectively> the Plagal ones are, Mode I Plagal, Mode IT Plagal, Mode III Plagal that
is the Barys, and Mode 1V Plagal.

<Mediant and The Main Modes, in their descent, have Mediant Modes. Likewise the

di-phonic Modes> Plagal Modes, in their ascent, have Mediant Modes which we call di-

phonic. The Mediant Mode of Mode I is the Barys Mode; the Mediant of
Mode I is Mode IV Plagal; the Mediant of Mode I1I 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
Plagal has as its di-phonic Mode the Mode I111; Mode II Plagal has Mode
1V as its di-phonic Mode; Mode III Plagal, i.e. Barys, has Mode I as ils
di-phonic Mode; and Mode IV Plagal has Mode 11 as its di-phonic Mode.

22 From here on Laskaris’s text according to Bentas’s edition (op. cit., 23-24) is employed; the notes in the left column are
comments by the present author.
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<Mediant and Plagal The Mediant Modes have certain peculiarities when they are sung [in
Modes peculiarities derivation] from the Main Modes: they are formed and changed into
(Para-Mediant and Para-Mediant [Modes], and the Plagal into Para-Plagal [Modes].
Para-Plagal Modes)>

<Para-Mediant Modes > The Para-Mediant Main Modes are the following: The Para-Mediant of
Mode I is Mode I1 Plagal; the Para-Mediant of Mode I1 is the Barys; the
Para-Mediant of Mode 111 is Mode IV Plagal; and the Para-Mediant of
Mode 1V is Mode I Plagal.

<Para-Plagal Modes> The Para-Plagal of these are the following: The Para-Plagal of Mode 1 is
Mode 1V Plagal; the Para-Plagal of Mode I1 is Mode I Plagal; the Para-
Plagal of Mode I11 is the [Mode] Legetos; and the Para-Plagal of Mode
1V is Mode IIT Plagal, i.e. Barys.

<Tri-phonic and tetra-phonic These also have tri-phonic and tetra-phonic Modes which we call Para-
(=Para-Kyrioi) Modes, Kyrioi and from these are then derived those [called] Naoi, Protobaroi
Naoi and Protobaroi> and the tetra-phonic [Modes].

<Plagal of Main and Main Know this, O listener, that the Mode is changeabable; and that for this the
of Plagal Modes> Main Modes change [modulate] into the Plagal Modes, and the Plagal into

the Main 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 Modes and that in descending by means of an Apostrophos
the Main Modes become Plagal.

<Conclusion> So much then, for these matters.

TERMINOLOGY

Laskaris’s musical philosophy, which is hidden in this theoretical text, is clea rly connected to
possible melodic movements of the eight Modes of Byzantine Octaechia; it develops according to the
following scheme:
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Main Modes

(from which one has to descend) 4% step: tetra-phonic Mode

I step: 3" step: tri-phonic Mode

2 step: Mediant Mode 2" step: di-phonic Mode

3 step: Para-Mediant Mode I step:

4" step: Plagal Mode (from which one has to ascend)
Plagal Modes

The above terms (all of them mentioned at the very beginning of his theoretical treatise®’)
are more than clear in the author’s mind; nevertheless, it seems that there are some misunderstood
points in his thoughts, especially regarding the terms Para-Kyrios and Para-Plagal (both of them are
also mentioned at several other points in his text®); see how both terms are described in his text (the
description of Para-Kyrioi Modes is specifically found in the same text’s tradition as given by codex
Dionysiou 570%);

Para-Plagal The Para-Plagal of these are the following: The Para-Plagal of Mode I is
Mode II [sic=IV] Plagal; the Para-Plagal of Mode 11 is Mode I Plagal;
the Para-Plagal of Mode II1 is the [Mode] Legetos; and the Para-Plagal
of Mode 1V is Mode 111 Plagal, i.e. Barys.

Para-Kyrioi There are also Para-Kyrioi Modes, made from their Plagal [Modes], which
are the following ones: The Para-Kyrios of Mode I Plagal is Mode II; the
Para-Kyrios of Mode 11 Plagal is Mode I1I; the Para-Kyrios of Mode III
Plagal, i.e. Barys, is Mode 1V; the Para-Kyrios of Mode IV Plagal is Mode I.

30 C. Bentas, op. cit., 23 (“In the ascent of a Plagal Mode, one obtains the di-phonic, tri-phonic, and tetra-phonic Modes
and these terminate into their Plagal and other [Modes]. In descent from the Main Modes, these result in Mediant and
Para-Mediant, Plagal and Para-Plagal Modes, and these terminate on their own fundamentals”).

31 The first [Para-Kyrios] is initially identifed with any tetra-phonic Mode [see op. cit., 24 (“These also have the tri-phonic
and tetra-phonic Modes which we call Para-Kyrioi...”)], while the second [Para-Plagal] is probably described as the next
step of any Plagal Mode [see ibid.: 23 (“In descent from the Main Modes, these result in Mediant and Para-Mediant
Modes, Plagal and Para-Plagal Modes, and these terminate on their own fundamentals™); cf. Ibid.: 24 ("'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 into Para-Plagal [Modes]")].

32 A, Alygizakis, op. cit., 2395760,
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According to such a description it is crystal clear that both cases indicate, respectively, one step
down from any Main Mode (i.e. the first step of their descending movement) or one step up from any
Plagal Mode (also the first step of their ascending movement); but which one is the Para-Kyrios and
which is the Para-Plagal Mode? Except for Laskaris’s opinion (seen in previous indexes) I believe that,
taking into consideration the sense and meaning of the relevant term Para-Mediant (clearly used by
Laskaris as indicating the Mode found one step below the Mediant™), one can immediately understand
that through the prefix Para- (verb/preposition meaning “beside”) the first possible step (down or up)
is musically described here, starting either from a Main or from a Plagal Mode. So, according to that
theory, obviously a type of musical law, one must replace the bases of those idiomatic Modes and
re-name them as follows:

Para-Kyrios Mode found one step below Main Modes

Para-Plagal Mode found one step above Plagal Modes

In addition, one must also correct some other terms in the same text (especially in its English
version®), as well as some obvious mistakes of the writer himself (i.e. John Laskaris), made while
counting steps (and - therefore - the naming of Modes based on them) of the mentioned ascending
or descending melodic movements.?

#“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)... The Para-Mediant Modes of the Main ones are the following: The
Para-Mediant of Mode [ is Mode II Plagal; the Para-Mediant of Mode II is the Barys; the Para-Mediant of Mode III is
Mode II Plagal; and the Para-Mediant of Mode IV is Mode I Plagal” cf. C. Bentas, op, cit., 24.

* Sce for example op. cit., 23, the passage where the ascending movements of the Plagal and the descending movements of
the Main Modes are described [left columnl]; this passage had to be rewritten as follows [right column]: “In the ascent of a
Plagal Mode, one obtains the di-phonic, tri-phonic, and tetra-phonic Modes and these terminate into their Plagal ones other
[Modes]. In descent from the Main Modes, these result in Mediant and Para-Mediant, Plagal and Para-Plagal Modes, and
these terminate on their own fundamentals™“In the descent of any melody from the Main Modes, these result in Para-Kyrioi,
Mediant, Para-Mediant and Plagal Modes and these terminate on their own fundamentals. In ascent from the Plagal Modes,
one obtains the Para-Plagal, di-phonic, tri-phonic and tetra-phonic Modes and these terminate again in the Plagal ones (being
like the ‘sons’ of the Main Mode)”. Apart for replacing the order of both named Modes and their melodic movements (in
accordance with the points mentioned here), the phrase “any melody” is used instead of “a Mode”; the sentence describing
where Plagal Modes terminated is also changed [not “into their Plagal and other [Modes]” but “again into the Plagal Modes
(being like the ‘sons’ of the Main Mode], taking into consideration the word “sons”, given by codex Dionysiou 570 (cf. Antonios
Alygizakis, op. ¢it., 239'"), a word misunderstood in Bentas’s edition [cf. also above, note 17].

#3%_.the Para-Mediant of Mode III is Mode II [sic=IV] Plagal;... The Para-Plagal of Mode I is Mode II [sic=IV] Plagal...”,
cf. C. Bentas. op. cit., 24.
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MELODIC DEVELOPMENT

Furthermore, it is clear that a specific melodic development, made around the Main and Plagal
Modes of Byzantine Octaechia, is described in the main part of Laskaris’s theoretical text; as [ar as
the development of Main Modes is concerned, the musical elements are clearly understandable; for
example,?¢ two steps below the Mode [ its Mediant is found, that is ITI Plagal Mode, the so-called Barys;
in order to find the next step of the very same movement, i.e. Mode II, also to move two steps below it,
one has obviously to move from the last point [Barys Mode] three steps up, where Mode II is indeed
found; that way, one has to follow in any case the very same melodic development, which consists of
two steps down followed by three steps up [2:3]; and one has to repeat the same melodic development
four times, until the last movement of this musical exercise, a movement which obviously results in
the initial Mode I but now a fifth higher:
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Things are not the same with the plagal modes. Because, according to the Laskaris’s text
(and following the same melodic movement of the so-called di-phonic modes, which are found two
steps up from any plagal mode®), one has to start from I Plagal Mode; moving two steps up one does
indeed find Mode I1I, but in order to find the next step, i.e. II Plagal Mode, one has to move one step
down (instead of three steps down, as seen in the example of the Main Mode); thus, plagal modes are
going to follow a scheme of 2:1, a completely different one in comparison with the relevant melodic
movement of the main modes [2:3]; at the same time, the final result of a musical exercise with such a
melodic development will move entirely in an ascending scale, finally ending (after a fourth repetition

3 The unit of the so-called Mediant Modes is employed from here on; “... The Mediant Mode of Mode I is the Barys Mode;
the Mediant of Mode 11 is Mode IV Plagal; the Mediant of Mode IIT is Mode I Plagal; and the Mediant of Mode I'V is Mode
11 Plagal”, cf. ibid.

37 .. Mode I Plagal has as its di-phonic Mode the Mode ITI; Mode II Plagal has Mode IV as its di-phonic Mode; Mode
I1I Plagal, i.e. Barys, has Mode I as its di-phonic Mode; and Mode IV Plagal has Mode II as its di-phonic Mode”, cf. ibid.
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of the same 2:1 scheme) at the very same degree as the initial Mode, that is I Plagal but now also a fifth
higher. This is something utterlly unusual for plagal modes, which ought to descend and not to ascend:
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The problem is solved if one counts plagal modes according to the way they are written on the
so-called wheel (trochos) of the Octaechia® rather than following Laskaris’s scheme. Plagal modes are
indicated as moving in a descending fashion, starting from I'V Plagal Mode to I Plagal Mode (also not
according to any “hierarchical” development — from I Plagal Mode to IV Plagal Mode - completely
unfamiliar to the nature of a plagal mode). In this way, one may also move on to the plagal modes
according to the very same melodic scheme, known from the development of the main mode [2:3]:
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Additionally, in order to connect the ascending and descending parts of the musical exercises
and development of the units of the main modes to those of the plagal modes, as soon as the ascending
movements of the main modes are finished one has just to turn to the first step of the plagal modes
(moving one step down [through an Apostrophos sign]), and vice versa. As soon as the descending
movements of the plagal modes are finished one simply turns to the first step of the main modes
(moving one step up [through an Oligon sign]); this way any musical exercise is going to conclude on
its initial musical step:

38 Cf. Katy Romanou (transl), Great Theory of Music by Chrysanthos of Madytos, New Rochelle, New York: Axion Estin
Foundation, 2010, 56-60% 66-76,
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A NEW READING OF THE TEXT OF THE TREATISE

There follows my new reading of Laskaris’s treatise. In addition to the above-mentioned
“corrections” and “replacements” (based on thorough musicological examination of any misunderstood
points in the treatise), several points from the same text as given only in codex Dionysioy 570 (marked
here with grey background) are also given; in addition, by means of bold and underlining, there are
indicated the beginning and the end, respectively, of any melodic movement described in the text;
comments in the left column constitute additional remarks on the general content and structure of
the treatise:
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<Title>

[which, in a more expanded way,
could be formed as follows: Mod-
ulation of the musical arf‘%y John
Laskaris, showing the whole essence
and movements of the four [Main]
Modes and of (Qear Jour Plagal

Modes, both in ascent and descent].

Explanation and Modulation of Musical Art

<Introduction>

[the sense and the core of which
forms the aforementioned expanded
title of the text]

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
the Kalomisides and Maestor. It is both contrary to the first one and not
contrary. It is fappears| 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 movements of the four [Main] Modes and of their four Plagal
Modes, both in ascent and descent.

<Point*': summary of what is given
in Byzantine Music Modal Theory>
[that is, the identity of the four Main
and four Plagal Modes respectively]

For it was written that there are four Main and four Plagal Modes and
that the Main Modes are Mode I, Mode II, Mode 111, and Mode I'V, while
the Plagal ones are Mode I Plagal, Mode II Plagal, Mode III Plagal,
that is the Barys, and Mode IV Plagal.

<Point*2: the degcendmgmovements
of Main and the ascending move-
ments of Plagal Modes>

[a very mterestn,;g\pm nt, act:ordlng
Plagal Modes one has to ascend,
while moving respectively onwards
from Main Modes one has to
descend]

In the descent of any melody from the Main Modes, they result in
Para-Kyrioi, Mediant, Para-Mediant and Plagal ones and these terminale
on their own fundamentals. In ascent from the Plagal Modes, one obtains
the Para-Plagal, di-phonic, tri-phonic and tetra-phonic Modes and these
terminate again on the Plagal ones (being like the ‘sons’ of the Main Mode).
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<Step*: Through the Para-Kyrioi
and Para-Plagal Modes>

The <Para-Kyrioi> of these are the following:

The <Para-Kyrios> of Mode I is Mode <IV> Plagal; the <Para-Kyrios> of
Mode II is Mode I Plagal; the <Para-Kyrios> of Mode HI is the {Mode]
Legetos; and the <Para-Kyrios> of Mode IV is Mode 111 Plagal, i.e. Barys.
There are also <Para-Plagal> Modes, made from the Plagal [Modes],
which are as follows:

The <Para-Plagal> of Mode IV Plagal is Mode I; the <Para-Plagal> of
Mode II Plagal, i.e. Barys, is Mode 1V; the <Para-Plagal> of Mode I1
Plagal is Mode I1I; the <Para-Plagal> of Mode I Plagal is Mode II.

<Step*2: Through the Mediant and
di-phonic Modes>

The Main Modes, in their descent, have Mediant Modes. Likewise the
Plagal Modles, in their ascent, have Mediant 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 (Mode Il is also the Mediant Mode of Mades I1
and I); the Mediant of Mode III is Mode I Plagal; and the Mediant of
Mode IV is Mode II Plagal (that is the so-called Legeto; Legeto is Modes
11 Plagal and Barys).

As we have previously stated, the Plagal Modes also have their di-phonic
Modes in their ascent:

Mode IV Plagal has Mode II as its di-phonic Mode; Mode 111 Plagal,
i.e. Barys, has Mode I as its di-phonic Mode; Mode II Plagal has Mode
IV as its di-phonic Mode; and Mode I Plagal has as its di-phonic Mode
Mode I11.

<Mediant Modes: peculiarities
(Para-Mediant Modes)>

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]].

<Step®*: Through the Para-Mediant
and tri-phonic Modes >

The Para-Mediant Modes of the Main Modes are the following:

The Para-Mediant of Mode I is Mode 11 Plagal (some others say that
the Para-Mediant of Mode 1 is Mode IV Plagal or Mode II, the so-called
neanes); the Para-Mediant of Mode II is the Barys; the Para-Mediant
of Mode III is Mode <IV> Plagal; and the Para-Mediant of Mode IV is

Mode I Plagal.
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Mode IV Plagal has Mode III as ils tri-phonic Mode; Mode IT1 Plagal, i.e.
Barys, has Mode 11 as its lri-phonic Mode; Mode 11 Plagal has Mode I (but
also the so-called nenano Mode) as its tri-phonic Mode; and Mode I Plagal
has as its tri-phonic Mode the Mode I'V (but also Mode I; one can find Mode
IV as the tri-phonic Mode of Mode I Plagal according to the existing Parallage
procedure, i.e. according to the normal way of counting three ascending steps
starting from Mode I Plagal; but if one uses the so-called diplo-Parallage
procedure (by re-naming and musically transforming the Mode I Plagal to
Mode II Plagal), while ascending three steps from Mode I Plagal they will
undoubtedly find Mode 1 and not Mode 1V; and when one moves two more

starting from Mode I; and if one descends agam two steps from afor‘ement:oned
Mode 111 one will also find the same Mode, i.e. Mode 1V (this is a very usual
descending movement between Mode | and Mode IV).

<Triphonia>

Know this, O listener: that any triphonia creates the same Mode; that is if one
maoves from any Mode three steps (two up and one down, respectively) one
will also find the very same as the initial Mode; this is the so-called triphonia.

<Tri-phonic and tetra-phonic
Modes, Naoi and Protobaroi>

These also have tri-phonic and tetra-phonic Modes {which we call Para-
Kyrioi} and from these are then derived those [called] Naoi, Prolobaroi
{and the tetra-phonic [Modes]}.

<Step“ Through Plagal and tetra-
[Plagal of Mam and Main of Plagal
(=tetra-phonic) Modes]

[four steps which are, one by one,
existing melodic movements (both
ascending or descending) while
one is moving into the frame of
a pentachord steps which create
relevant idiomatic versions of the
eight basic Modes of Byzantine
QOctaechia)

Know this, O listener: that the Mode is changeable; and that for this reason
the Main Modes change [modulate] into the Plagal Modes, and the
Plagal into the Main Modes 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 Modes and that in descending by means
of an Apostrophos the Main Modes become Plagal.

Tetra-phonic Modes are the Main Modes of each of the Plagal Modes;
when you ascend four steps of any Plagal Mode you will end on its own
fundamental; that is the so-called tetraphonos Mode.

<Conclusion>

So much then, for these matters.
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THE MUSICAL PHILOSOPHY OF LASKARIS

Finally, I would like to describe here Laskaris’s basic idea, the reason why he wrote his treatise,
a reason which is, in my opinion, not only theoretical but also practical: a specific musical message
hidden in his theoretical words. Leaving aside the treatise’s title,* as well as its initial sentence, which
summarizes what is given in Byzantine modal theory,*’ one may easily observe that Laskaris’s thoughts
develop around a sequence of four points, which constitute, simultaneously

- his theoretical philosophy;

- a very interesting melodic development around the aforementioned four points;

- a melody developed through four relevant musical steps, and

- a specific score of a musical example hidden behind words that one has to “discover” and “decode”.

More specifically, his philosophy and theoretical thought follow the scheme 1:2:3:4:5, a very
well-known mathematical scheme in Eastern philosophical and musicological literature,* while at the
same time his “secret” musical message is a hidden example that points out every musical step and,
respectively, any mode of the Byzantine Octaechia.

Here is how Laskaris describes, one by one, melodic developments around the four mentioned
steps:12

The <Para-Kyrioi> of these are the following: The <Para-Kyrios> of Mode I is Mode <IV> Plagal; the
<Para-Kyrios> of Mode II is Mode I Plagal; the <Para-Kyrios> of Mode I11 is the [Mode] Legetos; and the <Para-
Kyrios> of Mode IV is Mode 111 Plagal, i.e. Barys.

There are also <Para-Plagal> Modes, made from the Plagal [Modes], which are the following: The
<Para-Plagal> of Mode IV Plagal is Mode I; the <Para-Plagal> of Mode III Plagal, i.e. Barys, is Mode IV; the
<Para-Plagal> of Mode II Plagal is Mode III; the <Para-Plagal> of Mode I Plagal is Mode IT.

¥ See nole 15.

40“For it was written that there are four Main and four Plagal Modes and that the Main Modes are Mode I, Mode II,
Mode ITI, and Mode IV, while the Plagal ones are Mode I Plagal, Mode II Plagal, Mode III Plagal, that is the Barys, and
Mode IV Plagal”, cf. Christos Bentas, op. cit., 23.

41 Cf. Simon Karas, Appovixi, Athens 1989.
%2 Laskaris’s text is taken from this point from my aforementioned recent rereading.
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2:3 - Through Mediant and di-phonic Modes

The Main Modes, in their descent, have Mediant Modes. Likewise the Plagal Modes, in their ascent,
have Mediant Modes which we call di-phonic.

The Mediant Mode of Mode I is the Barys Mode; the Mediant of Mode I1 is Mode 1V Plagal; the Mediant
of Mode 111 is Mode I Plagal; and the Mediant of Mode 1V is Mode I1 Plagal).

As we have previously stated, the Plagal Modes also have their di-phonic Modes in their ascent: Mode
IV Plagal has Mode I1 as its di-phonic Mode; Mode III Plagal, i.e. Barys, has Mode | as its di-phonic Mode;
Mode II Plagal has Mode 1V as its di-phonic Mode; and Mode I Plagal has as its di-phonic Mode the Mode I11.

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] fand the Plagal Modes into Para-Plagal [Modes}}.

The Para-Mediant Modes of the Main Modes are the following: The Para-Mediant of Mode I is Mode
II Plagal; the Para-Mediant of Mode II is the Barys; the Para-Mediant of Mode III is Mode <IV> Plagal; and
the Para-Mediant of Mode IV is Mode I Plagal.

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]}.

Mode 1V Plagal has Mode I11 as its tri-phonic Mode; Mode I1I Plagal, i.e. Barys, has Mode 11 as its
tri-phonic Mode; Mode II Plagal has Mode 1 as its tri-phonic Mode; and Mode I Plagal has as its tri-phonic
Mode Mode IV.

4:5 - Through Plagal and tetra-phonic Modes

Know this, O listener, that the Mode is changeable; and that Jfor this the Main Modes change [modulate]
into the Plagal Modes, and the Plagal into the Main Modes again, just as 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 Modes and thal in descending by means of an Apostrophos
the Main Modes become Plagal.

Tetra-phonic Modes are the Main Modes of each of the Plagal Modes; when you ascend four steps in
any Plagal Mode you will finish on its fundamental; that is the so-called tetraphonos Mode.

One may immediately “decode” this musical message through the aforementioned scheme
of the so-called trochos of the Byzantine Octaechia; according to this wheel, the music hidden in
Laskaris’s words quoted above would sound as seen in Example No. 1. This musical example is my
proposal for a first score of the music that is totally hidden in Laskaris’s treatise, a score written in
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Byzantine notation - that written on the first line of the score - together with a transcription into staff
notation; more specifically, the score is written by following a performance procedure, made simply
by taking into account, one by one, the steps of the entire melody, which are clearly mentioned in
the treatise. In Byzantine Music theory such a performance procedure is called Metrophonia;** when
performing Metrophonia, one simply has to count the notes, to follow the steps that make up the entire
melody; in the same theory there is also another option for the performance procedure, the so-called
Parallage;** Parallage is a more complicated, and elaborate, method (actually, the term indicates a
kind of “camouflaged” or “undercover” performance of any melody in Metrophonia), according to
which, in place of any of the steps notated in the initial score, one performs some musical formulas
(formulas that one has to recall to mind through the relevant symbols, written in the initial score
below the Byzantine neumes); these formulas consist of a musical enunciation of the “names” of any
Main or Plagal Mode, i.e. of the eight Modes of the Byzantine Octaechia, Modes based and developed
on any of the four mentioned ascending or descending steps; according performance procedure, the
same score would immediately expand considerably; given that formulas hidden underneath any of
the aformentioned four ascending or descending steps of the basic pentachord of the melody written
down in the above score are developed as seen in Example No. 2, one can see, for instance, how the
first section of the very same score could be analytically notated in staff notation in Example No. 3.
Thus, it seems that another hidden long melody is mystically incorporated into the musical message,
itself secret, initially also hidden underneath Laskaris’s words.
* % %

It is therefore obvious that in his treatise John Laskaris teaches using the Westwern orthology
of words, while the mysticism and symbolism of Eastern philosophy are at the same time hidden
therein. He is one of the first artists, teachers and musicians of Byzantine Music ever to use this kind
of bilateral technique.

3 Cf. K. Romanou, op. cit., 242-243 $870-73,
4 fhid.
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