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Introduction  

 

 In the first volume, we studied the historical background of Western plainchant, its 

roots in the ancient Jewish and Greek musical traditions, and its parallel development with 

Byzantine chant during the first millennium. Vol. 1 also contains sheet music for the major 

idiomela of the yearôs liturgical cycle. 

 The material presented here is mostly of a different type. These melodies are simple 

cantillations, intended for variable texts, namely: the stikhera, troparia, canticles and psalms 

which are the bread and salt of our daily worship. The texts, ancient and new, biblical and 

exegetical, dogmatic, pious, poetic, convey the mind and heart of the Church. Their meaning 

can only be appreciated to a very limited degree through literary analysis. They are prayer, 

and with the wings of song, we enter a supra-rational plane of expression and understanding. 

As drops of water will  eventually pierce the hardest stone, so does the hymnographersô 

constant re-cycling of symbolic images, doctrinal elements and biblical allusions touch the 

heart - and these words of praise become our own. The simple music which serves this hidden 

work disguises a wealth of grace. 

 

*  *  *  

  

 We have previously discussed the marvel of the Hebrew ñpsalm tonesò, faithfully 

preserved through tradition for millennia. Their inimitable spirituality is the aspiration of all 

other cantillated melody. Although the scriptural psalms and canticles are usually notated by 

pointing (in Gregorian chant), even the most basic poetical compositions (i.e. antiphons, 

kontakiaé which are often prosomia - common melodies based on an automelon, a well-

known original model) will  be written out with full  music (in Byzantine chant as well). In 

one respect, this is an ideal approach, as it allows perfect adjustment of the melody to the 

wording. Our first task is, after all, to enhance the intelligibility  of the text.1 Apart from the 

volume of notation this requires, the only drawback is that it excludes those who cannot read 

music from participating, and we feel strongly that congregational singing is a living icon of 

our communion in Christ. 

 For approximately eight hundred years, the Church sang without notation.2 Though 

skilled cantors and choirs had arisen during this time, who devoted themselves to memorizing 

a large body of often ornate melodies, it is generally surmised that the style of composition 

was much more formulaic than during the later era of pitch-specific notation, where 

                                                 

 
1 Neh. 8: 8 has been consistently understood in Jewish exegesis to imply a cantillated musical emphasis 
in reading. 
2 Remnants of Classical Greek notation persisted until at least the 3rd century, and the Armenians had 
already developed a form of musical writing by the 5th; but in practice, chant can be said to have been an 
oral tradition until the turn of the millennium.  
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idiosyncrasies could be conceived and recorded with ease. Early tonaries would simply give 

the mode of a piece, and the incipit of a well-known relative. That was enough to guide singers 

through. Congregational melodies were especially spare, repetitive, and theme-driven: 

basically compound psalm tones. The Russian obikhod method is a further distillation of this 

approach: its easily adapted melodies can be sung with any text, by anyone, with a minimum 

of pointed notation. 

 We have attempted to apply the obikhod principle to the Judaic/Graeco-Roman modal 

tradition, the sacred ancestor and archetype of our familiar western musical soundscape. To 

arrive at suitable melodies - simple, yet recognizably modal - we referred extensively to F. 

A. Gevaertôs celebrated Catalogue Thématique and Dom Daniel Saulnierôs analytical tables 

in The Gregorian Modes, as well as the substantial source material provided in the Liber 

Usualis and Liber Responsorialis.3 Although our melodies are all composite (none is derived 

from a single Gregorian original, apart from Tone 5, which is almost entirely based on 

Sanctus XI Orbis Factor), every intonation, reciting tone, cadence and final is typical of its 

respective mode, and - we hope - combine to form an easily retained cyclical unit. 

 The obikhod system is straightforward: each tone has a ñcircularò section (indicated in 

the keys) which can be repeated as many times as required, and an end cadence for the last 

line of the text. The only complications for the singer are that the initial ornament of each line 

may be shortened or dropped (to place the musical emphasis on an operative word), and that 

any line may be followed by the ending. It might be helpful at first to learn these melodies 

without words (using te-ri -rem, for example), practicing each line with and without its 

intonation, and skipping from each line to the end. These tones are somewhat more elaborate 

than the Russian, because obikhod is a harmony-driven musical style, whereas modality is 

known by the play of melody against ison (whether heard, or implied). Modal music is rarely 

harmonized successfully, as the impact of this interplay is easily lost within a chord, and 

dissonant intervals occur frequently.4 

 This document contains two forms of pointed notation. One, for stikhera, troparia, 

etc.é is a set of graphic accentuations which we apply by hand to normal printed texts. 

Symbols include dots, underlining, melismas, arrowsé Several colours are used, for clarity. 

Red is for any melodic movement, whereas black indicates a major stress. In context, these 

movements are self-explanatory, once the tones are well memorized. A third colour, green 

here, can be used to alter the time value of a word without changing its note. An ñxò also 

                                                 

 
3 These have been generously made available for download by Watershed: 

http://www.ccwatershed.org/blog/2013/mar/19/1961-solesmes-liber-usualis-online-free-pdf/ 
4 Before the introduction of European polyphony in the 17th century, Russian chant was, itself, modal. 
Along with the sacred rite and texts of Byzantium, Greek chanting had been adopted at the Baptism of 
Rusô; and it quickly naturalized, in a unique Slavic expression, known generically as Znamenny. 
Musicologists such as Andrei Kotov and Anatoly Gridenko are rediscovering the fascinating Orthodox 
music of this early period. The melodies of the Obikhod itself seem to come from folk song, hence their 
simple charm. 
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means an additional pulse on the same note before movement occurs, and so it usually appears 

in conjunction with a dot or line. A melisma over a syllable means at least three notes are to 

be sung on it.  

 The second form, for psalms and canticles, is based on the method used in the Liber 

Usualis: here movement is indicated by italics, and stresses are given in bold. All  of the 

symbols mentioned above may appear, but colour is no longer necessary. When reading either 

form, rhythm should be a natural recitative, with lyrical stress and cadence. The melodies for 

the stikhera and psalm tones are quite flexible and, with care, can be made to conform to the 

syntax of virtually any sentence. 

 Concerning the sheet music, we would like to reiterate that the notation, however 

precise its specifications (dotted eighths, etc.é), is not intended to be performed 

mathematically. Gregorian manuscripts contain four divisions each of long and short notes, 

without defining their time-value. A multitude of rhythmic, dynamic and ornamental symbols 

add nuance to the execution. Even so, the real flow of Gregorian melody simply cannot be 

adequately expressed by any semantic means.5 Correct performance is ultimately a matter of 

absorbing the ethos of each mode, each melody, and rendering it accordingly. The notation 

is really just a guideline, or a memory-aid, but the singer or director must seek in their heart 

how the melody should sound.  

 Incidentally, dotted eighth notes are a convenient way to express a single unit of 4-

over-3 or (less accurately) triplet time. These polyrhythms occur ubiquitously in our speech 

- musicians learn to play them using verbal mnemonics which illustrate them. The point of 

using dotted eighths is to emphasize that passages containing them must have the flowing, 

liquescent feel of unmetered poetry - ideally, these compositions should give the impression 

that we are simply speaking to God in song. 

 There are variant approaches to the ison, concerning frequency of movement, choice 

of tone, etc.é Two aspects which affect it are the register of the bass singers ï can they reach 

an octave below? ï and how securely the choir can maintain difficult  intervals like a major 

or minor second. The progressions we have provided usually avoid all but passing tensions 

(though a well-tuned second is not dissonant!) and assume the isokratai are singing in the 

same octave as the melody (inversions are therefore also avoided). But if  the choir director is 

familiar with the theory of ison, and the choir is able, there are other possible voicings. 

 

*  *  *  

 

 The wisdom of Solesmesô approach to plainchant shines in several salient features 

which escape the mainstream of devotional scholarship: their efforts were, in fact, not only 

towards renovation, but a deepening of their own tradition. From the first, they made the 

accessibility of chant as congregational music a deliberate goal in their editorial work. This 

                                                 

 
5 This is true of chant in general. Even in the age of notation, the oral tradition is indispensable. 
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is not a historical principle - as Gregorian, Byzantine and Synagogal singing all inclined, in 

time, to virtuosic elaborations, performed solo or by an elite schola - it is rather pastoral and 

theological: however uplifting such artistry may be, it only amounts to the sound of an 

individual, or isolated group. In the liturgical context, our whole drive is unity: ñthat with one 

mind, we may confess Father, Son and Holy Spirit.ò The Divine Liturgy cannot be served by 

an individual; the Eucharist is a communal act. It is in the communion of Love, when we are 

gathered together in Christôs Name, that He IS in our midst, and we are made worthy to 

receive His flesh and blood. Congregational singing is the musical icon of our unity in Christ; 

and this is, in fact, musicôs highest function: to bring us together, in harmony, both 

symbolically and tangibly. Never has this function been so needful as today, for our shattered 

human identity is in crisis. Communion is the life of the Kingdom. It is the image and likeness 

of God. It is who we really are. 

 The monks of Solesmes also held forth that execution of text should flow from natural 

declamation, or recitative. Here again is a theological and practical point, as they were well 

aware of the whole gamut of rhythmic and ornamental accents which detailed the Gregorian 

manuscripts. Perhaps taking advantage of retrospect over the preceding few centuries of 

music, they maintained that intelligibility  of the words of prayer was paramount.6 Basic 

understanding is a necessary stepping stone towards the deeper contemplation and repentance 

that a sober and ascetic atmosphere of worship can conduce.  

 Although they are not typical of medieval performance, these two elements - 

congregational singing and intelligible, cantillated (recitative) melodies - belong to a far older 

historical background: they are known to be the practice of the early Church. As rational 

sheep, as a royal priesthood, we are commanded to love God with all our minds; not only our 

hearts and souls. 

 Much has changed since the popularization of the Solesmes method. As discussed in 

Vol. 1, their rendition also involved the rhythmic de-valuation of non-cantillated passages. 

This was now a scholarly, rather than a pastoral concern: they were exercising caution in 

unknown territory. Although much work remains to be done in this domain of palaeographic 

research, it is now clear that western plainchant was highly developed and differentiated, 

rhythmically, and musicologists are increasingly confident in their ability to recognize and 

transcribe rhythmic gestures. The resulting music comes as a surprise to those steeped in the 

19th century tradition, but it clearly reveals the blood ties of Gregorian and Byzantine chant. 

In the Solesmes spirit, we have tried to keep ornamentation to a minimum, so that these 

melodies might remain congregationally accessible, but have made use of the rhythmic 

dynamism which was a genuine feature of western plainchant.  

                                                 

 
6 Palestrina was criticized for the incomprehensibility of his luxuriant counterpoint. Later composers 
featured the voice as an orchestral instrument, isolating key phrases for effect, but losing the train of 
coherent logic. 
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 It is now generally acknowledged that the shared roots of eastern and western chant 

hold the key to their authentic performance. Gregorian study used to be a specialty which did 

not venture much beyond its immediate scope. Now, scholars seek as far afield as possible 

for perspective on their subject, turning to the living sister traditions of the east for 

elucidation. In the words of David Hiley: 
 

 Our experience of the rhythmic characteristics of music outside the tradition of 

Western art-music has opened our ears to the possibility of much more flexible patterns 

than can be recorded easily with conventional Western notation. One has only to look at 

transcriptions of, say, the chant of the Coptic Church to become suspicious of simple 

'equalist' or 'mensuralist' interpretations. Might not the singing of the ninth century be 

equally difficult  to capture in modern written form? 7 

*  *  *  

  Gregorian chant is an inexhaustible wealth of spiritual richness. It is our hope that this 

material will  serve as a basic introduction to the Orthodox tradition of modality in the west, 

and will  enable those who wish to pray with it. 

 It is said that the angels, whose celestial hymns thunder like a raging torrent, fell silent 

in awe at the mystery of the Incarnation. At that very moment, Mary, the Virgin Mother of 

God, herself took up the song: ñMy soul magnifies the Lordéò 

 ñOrthodox chant is the memory, the experience, the expression of the moment where 

the human voice came and filled the silence of the angels.ò8 

*  *  *  

 ñWhat is commonly referred to as Byzantine music is the liturgical chant of Roman 

Christianity - both eastern and western, at first; later, the term applies specifically to the east. 

This music without music - vocal, not instrumental - stands at the great crossroads of history 

and geography from which the Gospel took flight. As the crucible of melodies from antiquity 

- Jewish, Persian, Pharaonic, Assyro-Mesopotamiané - it became a matrix for all the ulterior 

musical systems of that other ñEuropeò - the East, the Balkansé - where Christian mission 

was always strictly in the vernacular. There is a profound religious unity in the diversity of 

ethnic traditions which share common origins.ò 

       Lycourgos Angelopoulos 

  

                                                 

 
7 Hiley, D. Western Plainchant: a Handbook, Oxford, 1993 
8 Colosimo, J-F. Le Silence des Anges, Paris, 2001 
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Comparisons 
 
 For those who would like to refer to the Gregorian originals from which the idiomela 

in Vol. 1 were drawn, we have included this list. It is not exhaustive, in that we often had to 

combine material from several sources to complete a single English hymn (in fact, thousands 

of Gregorian models were studied to arrive at this collection). Here, then, are but a few of the 

gems. These melodies are among the most ancient and beloved in Christendom (exact dating 

is not always possible, but many of these hymns appear in manuscripts from the tenth century 

or earlier). 

 

Hymns of Vespers: 

 

As mentioned previously, the circular melodies for the stikhera and troparia  are highly 

composite, and we refer the reader to the works cited above. One source that stands out, 

however, is the Byzantine ñPsalm Toneò for Mode 3, which provided the first line of our 

melody in this mode. It preserves a unique Jewish cantillation not found in the Gregorian 

repertoire as such. 

O Gladsome Light  is one of the Churchôs oldest hymns. The themes of Introit Gaudeamus 

Omnes suited it marvellously. 

- St. Symeonôs prayer, and its counterpart at matins ñIt  Is Goodò are based on the Antiphon 

Ut Queant Laxis, written by Guido dôArezzo (+1050). This antiphon is not only one of the 

great masterpieces of Gregorian art, it is also a landmark in the history of western music. 

One of the greatest medieval theorists, Guido perfected the technique of staff notation, and 

invented solfege.9 Each line of this didactic composition begins on a successively higher 

note, with the syllables Ut (Do), Re, Mi, etc.é  

 

Hymns of Matins:  

 

- The Polyeleos is styled after the ancient Alleluia Omnes Gentes Plaudite Manibus 

- The Evlogitaria , with its almost quintessential Byzantine melody, is to be found mirrored 

in a 13th century Scottish manuscript (the Herdmanston Breviary) containing the propers 

for the Feast of St. Patrick: Inv. Laudemus Regem & Venite 

- From my Youth was entirely based on the Antiphon Te Deum Patrem Ingenitum. Many 

melodies lumped together under Mode 4 (Gregorian - our Tone 6) are actually in other 

modes but, predating the octoechos, end on other finals than their ison. Hymns assigned to 
                                                 

 
9 Many cultures have independently developed syllable names for scale degrees. This system has some 
natural advantages in learning the character of modal music; it is indispensable for Greek cantors reading 
psaltic, and is the only form of notation used in Indian classical raga. 
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this mode must be read with circumspection in Latin manuals. Te Deum Patrem Ingenitum 

is a classic example of true Dorian (E) modality. 

- The cantillation of Canticle 9, the Magnificat , uses the Tonus Peregrinus, a psalm tone 

which has retained the particularly Jewish element of dual reciting tones. It is awe-

inspiring to reflect on the history of such an ancient melody ï very probably, the Theotokos 

herself knew and sang this tune, perhaps even while cradling her Son, Emmanuelé Tonus 

Peregrinus is always accompanied by antiphons of a particular type (i.e. Nos Qui Vivimus, 

In Exitu Israel, etc.é) which provided the melody for More Honorable than the Cherubim. 

- The Theotokion You are Most Blessed comes from the venerable Dorian (E) hymn Salve 

Festa Dies 

- The Great Doxology, whose text is a legacy of the early Church, was set to the glorious 

Sanctus VIII  De Angelis 

- Fr. Columba Kelly, of St. Meinradôs Archabbey in Indiana, is one of the worldôs leading 

authorities on Gregorian chant. He has worked tirelessly on the technique of Gregorian 

adaptation in English, and among his innumerable compositions, St. Meinradôs ñModal 

Psalm Tonesò were a great inspiration to us. We thank him again for his kindness, wisdom, 

and generous permission to reproduce ñTone 1ò here, which we use for Festal Canons.10 

- We have provided an alternative melody for the Lesser Doxology in this volume.11 The 

cantillated themes come from a Mozarabic (Old Spanish) Gloria, which demonstrates a 

unique modality in the family of Tone 5. We consider this to be a nearly ideal example of 

music for congregational chanting: simple, repetitive, limited in range, and yet beautiful, 

profound and engaging. 

 

The Divine Liturgy:  

 

- The Beatitudes. Again, a composite, but those acquainted with the Gregorian repertoire 

will  detect the characteristic formula of ñMode 4 Aò antiphons. These are Aeolian (A), not 

Dorian (E) melodies, and are rather evasive of standard modal classification. Their 

characteristic use of the 4th suggests a Byzantine origin. This adaptation is a cross between 

a cantillation and an idiomelon. No human interpretation could do justice to this Earth-

shattering revelation of the Gospel; but, at least, we wanted the music to respond to the 

words of Godôs sermon to men. 

                                                 

 
10 More of Fr. Columbaôs work is offered at the Archabbeyôs website. 
11 The Lesser Doxology is typically read rather than sung, but in our monastery, we emphasize singing as 
it symbolizes our congregational unity: Liturgy, properly speaking, is ñthe work of the peopleò. The 
chanting of the reader and the priestly prayers are said on behalf of the assembly, and even in such 
spoken prayers as ñI believe, O Lord, and I confess,ò though we speak for ourselves, we speak together 
as one. Singing renders this unity tangible. 
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- Only Begotten Son was a joy to write. We noticed an affinity between the Greek melody 

for O Monogenis Ios and Kyrie II  Fons Bonitatis. The English text and the music simply 

fell into place. 

- The classic hymns Crux Fidelis/Pange Lingua are easily recognized in O Come let us 

Worship. 

- The Trisagion is sung on Holy Friday in the Latin tradition, and we had to look no further. 

This ancient melody, which shares features with early Byzantine versions, is highly 

ambiguous from a medieval modal perspective. We have followed Ensemble Organum in 

situating it in the Aeolian (A) scale, and shortened the ornaments somewhat to simplify 

singing and clarify its modality. 

- The alternative prayers As Many as Have Been Baptized and Before Your  Cross also 

have exact equivalents in Latin hymnody: the Communion Omnes Qui in Christo Baptizati 

Estis and the Processional Ecce Lignum Crucis were thus ideally suited for adaptation 

(Ant.: Crucem Tuam is actually a direct translation of ñBefore Your Crossò, but the tone 

of Ecce Lignum seemed ideally suited to the ritual of Veneration of the Holy Cross) 

- The Cherubic Hymn is mostly based on Grad: Benedictus Qui Venit, one of the few 

surviving examples of the common ancient form of Tone 3 - the Hypolydian (F with B 

natural) 

- The Creed is entirely derived from Credo IV. This is one of the later Credos, but it is 

centonized from authentic formulae. We love its drive and energy. 

- Holy, Holy draws equally from two noble antiphons Viri  Galilei and Hosanna Filio  David. 

Note the soaring perfect fifths. We are very close to the music of antiquity. 

- We could think of no better source for the Hymn to the Theotokos than the well-loved 

simple tone for Salve Regina. The tune seems to embody her grace and purity. 

- The Anaphora, the heart of the liturgy, contains a wealth of verbatim correspondence 

between the Greek and Latin rites, testifying to the great age of these prayers, and their 

sanctity. The dialogues between the priest and the congregation have a prescribed melody 

in the Latin Mass, which we have carefully preserved. 

- The remaining short responses of the Liturgy are to be found in the Jubilate Deo, a basic 

collection of popular Gregorian hymns. The music for Blessed is He that Comes in the 

Name of the Lord  is from the venerable antiphon of Holy Thursday Ubi Caritas et Amor. 

Both text and melody are beautiful and simple: ñWhere there is charity and love, God is 

also.ò We take up this theme again for Of Your  Mystical Supper on Holy Thursday, and 

for our regular Hymn of Grace at the evening meal. 

- The Our Father (Pater Noster) has a beautiful, congregational melody, very Jewish in 

style (partial cadences on the 2nd, low range, avoidance of the 7th, etc.é). This song is 

known to every Catholic child. 
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- The communion hymn Receive the Body of Christ  was centonized from the fragmentary 

Oxyrhynchus Hymn (late 3rd century). Though this most ancient of notated Christian 

melodies is incomplete, enough is legible to give us a good idea of how it sounded. We 

have incorporated its major themes here. 

- Having Beheld the Resurrection of Christ  took the musical form of the paschal sequence 

Victimae Paschali. One of the most famous Gregorian compositions (by Wigbert of 

Burgundy +1050), it lent itself most felicitously to the English text. 

- We have seen the true light . Sanctus IV Cunctipotens Genitor Deus. A truly majestic 

melody, and a classic example of Ionian (G) modality. 

- Let Our  Mouths be Filled With  Your  Praise is mostly based on Kyrie VI Rex Genitor. 

The ancient kernel of this Kyrie is its intonation, taken up again in the Alleluia. 

 

Idiomela: 

 

- O House of Ephrata: the celebrated ñO Antiphonsò (O Sapientiaé) lent themselves 

perfectly to our own hymn of Advent. These antiphons are considered to be among the 

finest examples of pure modality in the Gregorian repertoire. 

- The Christmas Exapostilarion Our Saviour, the Dayspring from the East, is based on 

an Old Roman Introit: Dominus Dixit Ad Me. It is quite different from the standard 

Gregorian version, which we used for ñYour Resurrectionò at Pascha. 

- We Run to Your  Mercy was one of our first adaptations, drawn from - perhaps - our 

favourite Gregorian melody: the solemn tone for Salve Regina. 

- O Victorious Leader worked naturally with the Mode 1 Antiphon Ave Maria. 

- The late, but irresistible Gloria VIII  De Angelis seemed appropriate for the magnification 

With  the Voice of the Archangel. 

- O Heavenly King  is modelled after an original composition Alleluia, Hosanna by the great 

twentieth century Christian philosopher Lanza del Vasto. He also wrote a hymn to the 

Theotokos in French, Je Te Salue, Marie which we have adapted for All  of Creation. 

Lanza del Vasto was a noted Gregorianist, and the modality of his work is flawless. We 

were struck by the similarity between the main themes in Je Te Salue, Marie and the 6th 

Hurrian hymn, found at Ugarit in Syria, dating to the 14th century BC (notated in 

cuneiform, it is the oldest known piece of written music). This sort of continuity, across 

oceans of time and space, speaks eloquently of the universal or archetypal quality of modal 

aesthetics. 
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Hymns of Lent:  

 

- Great Lent features two special melodies for prokeimena: 1) the Great Prokeimenon, 

sung on Sunday evenings, is an extract from the cantillated Exsultet, a profoundly 

metaphysical prayer for blessing the Paschal candle. 2) the Daily Prokeimenon is a very 

ancient Oriental Hebrew incipit for Wayikra Moshe, the beginning of the 1st canticle of 

Moses (in perfect keeping with Tone 6 modality). 

- The Lenten Endings for Vespers and Matins comprise several variations on themes from 

Gloria IX Cum Jubilo, another fine example of the Ionian (G) mode. The cantillation for 

ñConfirm,  O Godé, More Honorableéò is taken from the Ambrosian Te Deum, but it 

should be noted that the Te Deum is itself based on one of the most fundamental Jewish 

melodies, still to be heard in synagogues today.12  

- For the Hymn of Cassia, the poem of Holy Wednesday, we drew upon the stunningly 

beautiful and mysteriously feminine Alleluia Per Te, Dei Genetrix. The original is in praise 

of the Mother of God, but its ethereal quality lent itself to the grace of repentance described 

here. 

- The Kontakion of Holy Friday  is also the most heart-rending of Theotokia. Never are we 

closer to the divine mystery of the Mother of God than on this day, as she shares in the 

supreme agony of her Son: His death for the life of the World. His body is pierced with 

nails and spear; her soul with the prophetic sword. Stabat Mater is a meditation on Maryôs 

infinite pathos at the foot of the Cross. Its melody is an overflowing catharsis, hidden in 

mode 7. For the text of the ikos, we have incorporated some verses from the Armenian 

hymn Deeramayren. Its powerful characterization of Christôs passion, and His Motherôs 

response, is matchless. 

- They Have Stripped Me of My Garments is derived from the Sequence Dies Irae. The 

symbolism seemed appropriate, as the Cross, the Throne, and the Dread Judgement Seat 

are not really different things. We appreciate the sobriety of this melody as, in this context, 

no human sentiment could possibly do the subject justice. 

- After the storm of the Passion Gospels, The Noble Joseph rests in meditation on Christôs 

sepulchre. The motif of Introit: Requiem Aeternam expresses the atmosphere beautifully 

(it reappears as Memory Eternal in prayers for the departed). We love the Gregorian music 

for funeral and requiem services because it expresses not grief, horror and woe, but rather 

                                                 

 
12 This melody also became the basis of the Tropos Spondeiakos, a mode popular with Greeks, but ñsung 
after the manner of the Jews.ò St. Ambroseôs congregation would have known it well. 
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the dawning light of the Resurrection, as celebrated on Holy Saturday.13 By the same 

token, the funeral hymn With  the Saints is based on the antiphon In Paradisum.  

 

Pascha: 

 

- As previously mentioned, Your  Resurrection begins with the incipit from Introit: 

Dominus Dixit Ad Me, but also touches upon elements from the Gradual Haec Dies. (This 

last is a melody we would have liked to evoke more fully, but its astonishing beauty lies 

partially in its complexity. It is best suited for skilled choirs, and we wanted to keep this 

collection within the reach of all). 

- In  the Flesh is recognizable as Alleluia: Pascha Nostrum. This ancient song appears in a 

more developed form in the Old Roman collections. The exact relationship between the 

ornate repertoire specific to Rome, and the widespread Gregorian style is unclear - many 

theories have been proposed. In any case, the Roman tradition sheds light on the matter of 

interpretation, as the 19th century norms are inapplicable here.14 In general, we prefer the 

simplicity of these melodies in their ñGregorianò form, and assume that simplicity denotes 

the archaic version; but in this instance the ornament adds structurally to the composition. 

- For the hymn to the Theotokos The Angel Cried, we chose Kyrie VIII  De Angelis, for 

pure joy. This, again, is a late composition (from around the fifteenth century), but of 

timeless beauty. 

- Christ  is Risen is given in two forms. The Greek version is, of course, that Byzantine 

Hymn of Hymns Christos Anesti. Its slower pace gives opportunity for contemplation. The 

faster Gregorian melody is actually a popular medieval (13th century) air from France - 

Cantus: Virga Iesse Floruit. 

- The text of the Great Prokeimenon was clothed in the simple but profound beauty of one 

of the oldest melodies in the repertoire: this is another classic Jewish cantillation, preserved 

in the Short Responsories. 

 

Adaptations From Other Modal Traditions:  

 

 We use three melodies from outside the Gregorian repertoire. These were chosen for 

their unique qualities, which we felt suited the specific ethos of the prayers to which they 

were applied. The Armenian selections are clearly in a different, but not entirely incompatible 

                                                 

 
13 Fr. Alexander Schmemann called for a ñmoratorium on burialsò until this connection was firmly 
established. (See the Liturgy of Death, New York, 2016) 
14 Whereas a Greek or Middle-Eastern approach to the ornaments renders them naturally. This strongly 
suggests that Hellenic influence can be generally assumed in European performance practice at the time. 
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modal sphere; whereas Byzantine melody seems right at home in the midst of authentic 

Gregorian chants - a sort of family reunion. 

 

- The electrifying imagery of the Armenian masterpiece Oor Es Mayr Im leaves one 

speechless. Christ, alone on the cross, blinded with tears of pain, calls out: ñO Mother, 

where are you? Come and quench my thirst.ò Its otherworldly melody, adapted here to 

Your  Bridal  Chamber, typifies the atmosphere of Great Lent. 

- Behold the Bridegroom Comes at Midnight , the hymn which sets the pitch for Holy 

Week, is also derived from the Armenian repertoire: Horjam, a requiem melody sung at 

the Entrance, is in the eastern chromatic scale. The architecture of chromatic modes in 

Armenian chant is quite distinct from Greek or Middle-Eastern usage. This composition is 

an outstanding example of the spirituality which this scale can evoke. 

- As we receive, at last, the Holy Fire on the night of Pascha, we sing the hymn Come,           

O Faithful  and Take Light . Its ardent and joyous melody comes from an Athonite 

Trisagion. The explosion of grace in this liturgical moment is reflected by the dynamic 

rhythm and melodic development. 

 

 Seasoned Gregorian chanters will  be wondering about our psalmody for Tone 2. A 

brief apology is due here: the second mode (Mode 3 in Latin texts) has a circuitous history. 

For one thing, its reciting note was raised, around the turn of the millennium, from b to c, 

which radically changed its modality.15 Although many of the ancient hymns have been 

restored to their original form, the psalm tone is still conventionally performed with recitation 

on the sixth. Several documents written before these changes took place contain variations of 

this psalm tone with its true reciting note, and the melody is also to be found in Jewish 

practice, confirming its antiquity. Why, then, do we not use it? 

 The typical form of this cantillation, both in Gregorian and Jewish tradition, does not 

include a critical note: f. Without a major or minor second, we have no term of reference as 

to whether the psalmody is Dorian (E) or Aeolian (A). As it was written ages before the theory 

of the Octoechos was defined, this was of no concern to its composer; but all of the other 

Gregorian psalm tones are explicit in their modality, and we wanted to emphatically maintain 

the modal ethos of each tone while alternating between psalmodic verses and stikhera. In 

Wernerôs transcription of the Jewish form, it appears clearly as an Aeolian (A) melody, and 

it indeed responds convincingly to this designation.  

 Now, where do we find suitable material to construct an authentically Dorian (E) 

cantillation? The intonation is typical and was kept. The termination appears in Pseudo-

Hucbaldôs Commemoratio (10th century) as a variant ending for the doxology ñGloryé Now 

and Everé Amen.ò This cadence is typical of Jewish cantillation in Dorian (E) modes. For 

                                                 

 
15 See Vol. 1 
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the mediant, we turned to Cunctis Diebus - an antiphon whose melody Gevaert believes is a 

remnant from antiquity. It follows the classic psalmodic pattern, but displays enharmonic 

architecture - the backbone of archaic Dorian modality. All  of the melodic elements are thus 

of truly ancient provenance, and combine to form a modally unambiguous whole. 

 The psalmody for Mode 4 is a variant recorded in the Sarum manuscript - a rare vestige 

of English chant before the adoption of Roman practice throughout Europe. 

 

*  *  *  

 

 How the sing-song quality of cantillation breathes life into reading! Musical recitation 

of prayers and sacred texts is a universal practice among humans, from time immemorial. It 

has always served to clarify and amplify our expression of faith, and to unite us in the 

powerful symbol of harmony. We lift  up our hearts and raise a hymn of praise to God with 

these same endless songs, which began long before us, and will  continue after we are gone.  

 This concludes our exploration of Gregorian modality, which we feel is an appropriate 

and viable option for liturgical chant in Orthodox congregations in the west. At Pentecost, 

the Holy Spirit spoke in tongues of fire to every man, in his own language. The Apostles went 

out and preached everywhere in the vernacular. Should this be so in words only? We therefore 

offer this work humbly, and without pretension to those who would like to use or build upon 

it.  

 It is our hope that this music may serve as a vehicle of prayer and unity. We wish you 

all the joy and grace that we ourselves receive from singing these ancient hymns. 

 

     With Love in Christ and 

     the All -Holy Spirit of Truth, 

     the monks of Holy Transfiguration Hermitage  

      

     Pentecost 2018 
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+ 

+ 

TONE 1   LORD I CALL       

 
LORD, I CALL UPON YOU, HEAR ME, 
HEAR ME, O LORD! 
LORD, I CALL UPON YOU, HEAR ME! 
RECEIVE THE VOICE OF MY PRAYER. // 
WHEN I CALL UPON YOU, HEAR ME, O LORD! 
 

LET MY PRAYER ARISE  
IN YOUR SIGHT AS INCENSE 
AND LET THE LIFTING UP OF MY HANDS 
BE AN EVENING SACRIFICE.// 
HEAR ME, O LORD! 
 

Set a guard over my mouth, O Lord, 

keep watch over the door of my lips.  
 

Incline not my heart to any evil,  

to busy myself with wicked deeds  
 

in company with men who work iniquity; 

and let me not partake of their  delights. 
 

Let a good man strike or rebuke me in kindness, 

but let the oil of the wicked never anoint my head;  

for my prayer is continually against their wicked deeds.  
 

When they are given over to those who shall condemn them, 

then they shall learn that the word of the Lord  is true.  
 

As a rock which one cleaves and shatters on the land, 

so shall their bones be strewn at the mouth of Sheol. 
 

But my eyes are toward You, O Lord God;  

in You I seek refuge; leave me not defenseless.  
 

Keep me from the trap  which they have laid for me, 

and from the snares of evildoers.  
 

Let the wicked together fall into their own nets, 

while I  escape. 
 

I cry with my voice to the Lord, 

with my voice I make supplication to the Lord, 
 

I pour out my complaint before Him, 

I tell my trouble before Him,  

when my spirit is faint, You know my way. 
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+ 

LORD I CALL (cont.)  TONE 1        
 

In the path where I walk they have hidden a trap  for me. 

I look to the right  and watch,  
   

but there is none who takes notice of me; 

no refuge remains to me, no man cares for me. 
 

I cry to You, O Lord; I say, You are my refuge, 

my portion in the land of the living.  
  

Give heed to my cry for I am brought very low. 

Deliver me from my persecutors; 

for they are too strong for me. 
     

Bring my soul out of pri son, 

that I may give thanks to Your name. 
 

The righ teous will surround me;  

for You will  deal bountifôlly with me. 
                  
Out of the depths I cry to You, O Lord. 

Lord, hear my voice. 

Let Your ears be attentive to the voice of my supplication. 
               

If You, O Lord, should mark iniquities, 

Lord, who could stand?  
               

But there is forgiveness with You,  

that You may be feared. 
 

For Your nameôs sake I have waited for You, O Lord, 

my soul has hoped on the Lord;  
 

from the morning watch until night, 

from the morning watch, let Israel hope on the Lord. 
                     

For with the Lord  there is steadfast love,  

and with Him is plenteous redemption,  

and He will deliver Israel from all his iniquities. 
- - - - - - - - 
 

Praise the Lord  all nations,  

praise Him all peoples.  
- - - - - - - - 
 

For His mercy is confirmed  on us  

and the truth of the Lord endures forever. 
- - - - - - - - 
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+ 

TONE 1   THE PRAISES      
 
 
LET EVERY BREATH PRAISE THE LORD. 
PRAISE THE LORD FROM HEAVEN, 
PRAISE HIM IN THE HIGHEST. // 
TO YOU, O GOD, IS DUE A SONG.  
 
PRAISE HIM, ALL YOU ANGELS OF HIS.  
PRAISE HIM, ALL HIS HOSTS. // 
TO YOU, O GOD, IS DUE A SONG. 
 

Praise Him, sun and moon,  

praise Him, all you stars and light. 
 

Praise Him, you highest heavens, 

and you waters above the heavens. 
 

Let them praise the name of the Lord.  

For He spoke and they came to be. 
 

He commanded, and they were created. 

He established them for ever and ever; 

He set a law which cannot pass away. 
 

Praise the Lord  from the earth, 

you sea monsters and all deeps, 
 

fire  and hail, snow and frost,   

stormy winds fulfil ling His word. 
 

Mountains and all hills, fruit trees and all cedars, 

beasts and all cattle, creeping things and fly ing birds. 
 

Kings of the earth and all peoples, 

princes and ru lers of the earth. 

Young men and maidens together, old men and children. 
 

Let them praise the name of the Lord, 

for His name alone is exalted.  
 

He is acknowledged in heaven and on earth, 

and He will  raise up a horn for His people; 
 

a song for all His saints: 

the sons of Israel who are near to Him. 
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THE PRAISES (cont.)   TONE 1                  
 

Sing to the Lord  a new song,  

His praise in the church of the faith ful. 
 

Let Israel be glad in His maker,  

let the sons of Zion rejoice in their king. 
 

Let them praise His name with dancing, 

making melody to Him with timbrel and psalms. 
 

For the Lord  takes pleasure in His people, 

and exalts the humble in salvation.  
 

Let the faith ful exult in glory, 

let them sing for joy on their beds.  
  

Let the high praises of God be in their throats, 

and two-edged swords in their hands, 
 

to wreak vengeance on the nations,  

and chastisement on the peoples. 
 

To bind their kings with chains, 

and their nobles with iron fetters. 
 

To execute on them the judgement writ ten: 

this is glory for all His saints. 
 

Praise God in His sanctuary. 

+Praise Him in His mighty fir mament. 
 

Praise Him for His powers. 

Praise Him according to His exceeding greatness. 
 

Praise Him with trum pet sound. 

Praise Him in psalms and harp. 
 

- - - - - - - - 
 

Praise Him with timbrel and dance.  

Praise Him with strings and pipe. 
 

- - - - - - - - 
 

Praise Him with sounding cymbals.    

Praise Him with loud clashing cymbals.   

Let every breath praise the Lord. 
- - - - - - - - 
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TONE 2   LORD I CALL       

 
LORD, I CALL UPON YOU, HEAR ME, 
HEAR ME, O LORD! 
LORD, I CALL UPON YOU, HEAR ME! 
RECEIVE THE VOICE OF MY PRAYER. // 
WHEN I CALL UPON YOU, HEAR ME, O LORD! 
 

LET MY PRAYER ARISE 
IN YOUR SIGHT AS INCENSE 
AND LET THE LIFTING UP OF MY HANDS 
BE AN EVENING SACRIFICE.// 
HEAR ME, O LORD! 
 

Set a guard over my mouth, O Lord, 

keep watch over the door of my lips. 
 

Incline not my heart to any evil,  

to busy myself with wicked deeds  
 

in company with men who work iniquity; 

and let me not partake of their delights. 
 

Let a good man strike or rebuke me in kindness, 

but let the oil of the wicked never anoint my head; 

for my prayer is continually against their wicked deeds. 
 

When they are given over to those who shall condemn them, 

then they shall learn that the word of the Lord  is true.  
 

As a rock which one cleaves and shatters on the land, 

so shall their bones be strewn at the mouth of Sheol. 
 

But my eyes are toward You, O Lord God;  

in You I seek refuge; leave me not defenseless.  
 

Keep me from the trap which they have laid for me, 

and from the snares of evildoers. 
 

Let the wicked together fall into their own nets, 

while I  escape. 
 

I cry with my voice to the Lord, 

with my voice I make supplication to the Lord, 
 

I pour out my complaint before Him, 

I tell my trouble before Him, 

when my spirit is faint, You know my way. 
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LORD I CALL (cont.)  TONE 2              
 

In the path where I walk they have hidden a trap  for me. 

I look to the right  and watch, 
 

but there is none who takes notice of me; 

no refuge remains to me, no man cares for me. 
 

I cry to You, O Lord; I say, You are my refuge, 

my portion in the land of the living. 
 

Give heed to my cry for I am brought very low. 

Deliver me from my persecutors; 

for they are too strong for me. 
 

Bring my soul out of pri son, 

that I may give thanks to Your name. 
 

The righ teous will surround me; 

for You will deal bountifôlly with me. 
        
Out of the depths I cry to You, O Lord. 

Lord, hear my voice. 

Let Your ears be attentive to the voice of my supplication. 
               

If You, O Lord, should mark iniquities, 

Lord, who could stand? 
               

But there is forgiveness with You,  

that You may be feared. 
 

For Your nameôs sake I have waited for You, O Lord, 

my soul has hoped on the Lord; 
 

from the morning watch until night, 

from the morning watch, let Israel hope on the Lord. 
                    

For with the Lord  there is steadfast love, 

and with Him is plenteous redemption, 

and He will deliver Israel from all his iniquities. 
- - - - - - - - 
 

Praise the Lord all nations,  

praise Him all peoples. 
- - - - - - - - 
 

For His mercy is confirmed  on us  

and the truth of the Lord endures forever. 
- - - - - - - - 
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TONE 2   THE PRAISES      
 
 
LET EVERY BREATH PRAISE THE LORD. 
PRAISE THE LORD FROM HEAVEN, 
PRAISE HIM IN THE HIGHEST. // 
TO YOU, O GOD, IS DUE A SONG. 
 
PRAISE HIM, ALL YOU ANGELS OF HIS.  
PRAISE HIM, ALL HIS HOSTS. // 
TO YOU, O GOD, IS DUE A SONG. 
 

Praise Him, sun and moon, 

praise Him, all you stars and light. 
 

Praise Him, you highest heavens, 

and you waters above the heavens. 
 

Let them praise the name of the Lord. 

For He spoke and they came to be. 
 

He commanded, and they were created. 

He established them for ever and ever; 

He set a law which cannot pass away. 
 

Praise the Lord  from the earth, 

you sea monsters and all deeps, 
 

fire  and hail, snow and frost,  

stormy winds fulfil ling His word. 
 

Mountains and all hills, fruit trees and all cedars, 

beasts and all cattle, creeping things and fly ing birds. 
 

Kings of the earth and all peoples, 

princes and ru lers of the earth. 

Young men and maidens together, old men and children. 
 

Let them praise the name of the Lord, 

for His name alone is exalted. 
 

He is acknowledged in heaven and on earth, 

and He will  raise up a horn for His people, 
 

a song for all His saints:  

the sons of Israel who are near to Him. 
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THE PRAISES (cont.)   TONE 2                  
 

Sing to the Lord  a new song,  

His praise in the church of the faith ful. 
 

Let Israel be glad in His maker,  

let the sons of Zion rejoice in their king. 
 

Let them praise His name with dancing, 

making melody to Him with timb rel and psalms. 
 

For the Lord  takes pleasure in His people, 

and exalts the humble in salvation. 
 

Let the faith ful exult in glory, 

let them sing for joy on their beds. 
 

Let the high praises of God be in their throats, 

and two-edged swords in their hands, 
 

to wreak vengeance on the nations,  

and chastisement on the peoples. 
 

To bind their kings with chains, 

and their nobles with iron fetters.  
 

To execute on them the judgement writ ten: 

this is glory for all His saints. 
 

Praise God in His sanctuary. 

Praise Him in His mighty fir mament. 
 

Praise Him for His powers. 

Praise Him according to His exceeding greatness. 
 

Praise Him with trum pet sound. 

Praise Him in psalms and harp. 
 

- - - - - - - - 
 

Praise Him with timbrel and dance. 

Praise Him with strings and pipe. 
 

- - - - - - - - 
 

Praise Him with sounding cymbals. 

Praise Him with loud clashing cymbals.  

Let every breath praise the Lord.  
 

- - - - - - - - 
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TONE 3   LORD I CALL       
 

 

LORD, I CALL UPON YOU, HEAR ME, 
HEAR ME, O LORD! 
LORD, I CALL UPON YOU, HEAR ME! 
RECEIVE THE VOICE OF MY PRAYER. // 
WHEN I CALL UPON YOU, HEAR ME, O LORD! 
 

LET MY PRAYER ARISE 
IN YOUR SIGHT AS INCENSE 
AND LET THE LIFTING UP OF MY HANDS 
BE AN EVENING SACRIFICE.// 
HEAR ME, O LORD! 
 

Set a guard over my mouth, O Lord, 

keep watch over the door of my lips. 
 

Incline not my heart to any evil,  

to busy myself with wicked deeds  
 

in company with men who work iniquity; 

and let me not partake of their delights. 
 

Let a good man strike or rebuke me in kindness, 

but let the oil of the wicked never anoint my head; 

for my prayer is continually against their wicked deeds. 
 

When they are given over to those who shall condemn them, 

then they shall learn that the word of the Lord  is true. 
 

As a rock which one cleaves and shatters on the land, 

so shall their bones be strewn at the mouth of Sheol. 
 

But my eyes are toward You, O Lord God; 

in You I seek refuge; leave me not defenseless. 
 

Keep me from the trap  which they have laid for me, 

and from the snares of evildoers. 
 

Let the wicked together fall into their own nets, 

while I escape. 
 

I cry with my voice to the Lord, 

with my voice I make supplication to the Lord, 
 

I pour out my complaint before Him, 

I tell my trouble before Him, 

when my spirit is faint, You know my way. 
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LORD I CALL (cont.)  TONE 3             
 

In the path where I walk they have hidden a trap  for me. 

I look to the right  and watch, 
 

but there is none who takes notice of me; 

no refuge remains to me, no man cares for me. 
 

I cry to You, O Lord; I say, You are my refuge,  

my portion in the land of the living. 
 

Give heed to my cry for I am brought very low. 

Deliver me from my persecutors; 

for they are too strong for me. 
 

Bring my soul out of pri son, 

that I may give thanks to Your name. 
 

The righ teous will surround me; 

for You will deal bountifôlly with me. 
 

Out of the depths I cry to You, O Lord. 

Lord, hear my voice. 

Let Your ears be attentive to the voice of my supplication. 
               

If You, O Lord, should mark iniquities, 

Lord, who could stand? 
               

But there is forgiveness with You,  

that You may be feared. 
 

For Your nameôs sake I have waited for You, O Lord, 

my soul has hoped on the Lord; 
 

from the morning watch until night, 

from the morning watch, let Israel hope on the Lord. 
 

For with the Lord  there is steadfast love, 

and with Him is plenteous redemption, 

and He will deliver Israel from all his iniquities. 
- - - - - - - - 
 

Praise the Lord  all nations,  

praise Him  all peoples.  
- - - - - - - - 
 

For His mercy is confirmed  on us  

and the truth of the Lord endures forever. 
- - - - - - - - 
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TONE 3   THE PRAISES      
 
 
LET EVERY BREATH PRAISE THE LORD. 
PRAISE THE LORD FROM HEAVEN, 
PRAISE HIM IN THE HIGHEST. // 
TO YOU, O GOD, IS DUE A SONG. 
 
PRAISE HIM, ALL YOU ANGELS OF HIS.  
PRAISE HIM, ALL HIS HOSTS. // 
TO YOU, O GOD, IS DUE A SONG. 
 

Praise Him, sun and moon, 

praise Him, all you stars and light. 
 

Praise Him, you highest heavens, 

and you waters above the heavens. 
 

Let them praise the name of the Lord. 

For He spoke and they came to be. 
 

He commanded, and they were created. 

He established them for ever and ever; 

He set a law which cannot pass away. 
 

Praise the Lord  from the earth, 

you sea monsters and all deeps, 
 

fire  and hail, snow and frost,  

stormy winds fulfil ling His word. 
 

Mountains and all hills, fruit trees and all cedars, 

beasts and all cattle, creeping things and fly ing birds. 
 

Kings of the earth and all peoples, 

princes and ru lers of the earth. 

Young men and maidens together, old men and children. 
 

Let them praise the name of the Lord, 

for His name alone is exalted. 
 

He is acknowledged in heaven and on earth, 

and He will  raise up a horn for  His people, 
 

a song for all His saints:  

the sons of Israel who are near to Him. 
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THE PRAISES (cont.)   TONE 3                  
 

Sing to the Lord  a new song,  

His praise in the church of the faithful. 
 

Let Israel be glad in His maker,  

let the sons of Zion rejoice in their king. 
 

Let them praise His name with dancing, 

making melody to Him with timbrel and psalms. 
 

For the Lord  takes pleasure in His people, 

and exalts the humble in salvation.  
 

Let the faith ful exult in glory, 

let them sing for joy on their beds. 
 

Let the high praises of God be in their throats, 

and two-edged swords in their hands, 
 

to wreak vengeance on the nations,  

and chastisement on the peoples. 
 

To bind their kings with chains,  

and their nobles with iron fetters. 
 

To execute on them the judgement writ ten: 

this is glory for all His saints. 
 

Praise God in His sanctuary. 

Praise Him in His mighty fir mament. 
 

Praise Him for His powers. 

Praise Him according to His exceeding greatness. 
 

Praise Him with trum pet sound. 

Praise Him in psalms and harp. 
 

- - - - - - - - 
 

Praise Him with timbrel and dance. 

Praise Him with strings and pipe. 
 

- - - - - - - - 
 

Praise Him with sounding cymbals. 

Praise Him with loud clashing cymbals.  

Let every breath praise the Lord. 
- - - - - - - - 
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TONE 4   LORD I CALL       

 
LORD, I CALL UPON YOU, HEAR ME, 
HEAR ME, O LORD! 
LORD, I CALL UPON YOU, HEAR ME! 
RECEIVE THE VOICE OF MY PRAYER. // 
WHEN I CALL UPON YOU, HEAR ME, O LORD! 
 

LET MY PRAYER ARISE 
IN YOUR SIGHT AS INCENSE 
AND LET THE LIFTING UP OF MY HANDS 
BE AN EVENING SACRIFICE.// 
HEAR ME, O LORD. 
 

Set a guard over my mouth, O Lord,  

keep watch over the door of my lips. 
 

Incline not my heart to any evil,  

to busy myself with wicked deeds  
 

in company with men who work iniquity; 

and let me not partake of their delights. 
 

Let a good man strike or rebuke me in kindness, 

but let the oil of the wicked never anoint my head; 

for my prayer is continually against their wicked deeds. 
 

When they are given over to those who shall condemn them, 

then they shall learn that the word of the Lord  is true. 
 

As a rock which one cleaves and shatters on the land, 

so shall their bones be strewn at the mouth of Sheol. 
 

But my eyes are toward You, O Lord God; 

in You I seek refuge; leave me not defenseless. 
 

Keep me from the trap  which they have laid for me, 

and from the snares of evildoers. 
 

Let the wicked together fall into their own nets, 

while I  escape. 
 

I cry with my voice to the Lord, 

with my voice I make supplication to the Lord, 
 

I pour out my complaint before Him, 

I tell my trouble before Him, 

when my spirit is faint, You know my way. 
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LORD I CALL (cont.)  TONE 4             
 

In the path where I walk they have hidden a trap  for me. 

I look to the right  and watch,  
 

but there is none who takes notice of me; 

no refuge remains to me, no man cares for me. 
 

I cry to You, O Lord; I say, You are my refuge, 

my portion in the land of the living. 
 

Give heed to my cry for I am brought very low. 

Deliver me from my persecutors; 

for they are too strong for me. 
 

Bring my soul out of pri son, 

that I may give thanks to Your name. 
 

The righ teous will surround me; 

for You will deal bountifôly with me. 
                  

Out of the depths I cry to You, O Lord. 

Lord, hear my voice. 

Let Your ears be attentive to the voice of my supplication. 
               

If You, O Lord, should mark iniquities, 

Lord, who could stand? 
               

But there is forgiveness with You,  

that You may be feared. 
 

For Your nameôs sake I have waited for You, O Lord, 

my soul has hoped on the Lord; 
 

from the morning watch until night, 

from the morning watch, let Israel hope on the Lord. 
 

For with the Lord  there is steadfast love, 

and with Him is plenteous redemption, 

and He will deliver Israel from all his iniquities. 
- - - - - - - - 
 

Praise the Lord  all nations,  

praise Him all peoples. 
- - - - - - - - 
 

For His mercy is confirmed  on us  

and the truth of the Lord endures forever. 
- - - - - - - - 
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