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Concerning Notation

HE ison, or tonic note, of the melody is indicated by a capital letter written above

the staff. This note is to be held until another letter above the staff changes the

pitch of the ison. If there is more than one person holding the ison, they should
take breaths at different times so that there are no breaks, even if there is a rest in the
melody. Those who hold the ison may do so in octaves, but they need to be careful not to
sing louder than those performing the melody. Ideally, ison holders should pronounce the
words simultaneously with those singing the melody. However, the prevailing practice
today is to hold a sustained schwa sound [o] instead, since this neutral vowel does not
clash with the vowels in the sung text. The abbreviation “Un.” means that the ison singers
should join in unison with the melody. The ison is almost always chanted at a pitch lower
than or equal to the pitch of the melody. An ellipsis following the ison note (for example,
C...) means that the ison should be held without stopping at the upcoming rest in the
melody. Since Byzantine music is not based on absolute pitches but on the pitches of
Nn-ITa-Bov (Do-Re-Mi) etc., which are relative, the entire melody may (and should) be
transposed to a pitch that fits the tessitura of the singers. The tone Nn (Do) is always
fixed at C throughout this anthology. Although this convention facilitates sight-reading, it
makes several melodies too high for some people (especially for baritones and female
voices) unless these melodies are transposed.

Since there are no bar lines to signal measure breaks, each staff is treated as a sepa-
rate measure. For this reason, an accidental placed somewhere in a staff will apply for the
remainder of that staff but not for the following staff. Courtesy accidentals are placed in
parentheses wherever clarification is deemed necessary.

The Byzantine music symbols that apply stress to a note (the “psefiston” and the
“vareia”) are usually transcribed by placing an accent ( > ) above the note affected. How-
ever, these stresses in Byzantine music are usually not chanted with a significant increase
in volume. Therefore, when encountering notes with accents in this book, one must be
careful not to emphasize them unduly.



The troparia in this book are original compositions based on the melodies and melodic
formulae found in the following books:

Avootacwatdpov, Todvvov Tlpotoyditov, AdeApotng Ogoldyov 1 «Zony, 10
ékdooic, Abijvar, 2002.

Eipuoroyiov Katafacidv, Todvvov [potoyditov, Exdotikog Oikog Bac. Pnyomovlov,
®eccarovikn, 1998 (dvadnwoig thg év Kovotavivodmodel €kddcemg @ 1903).

Movowkn) Kowein, Topog A, B” kai I, Ztepdvov Aopmadapiov, Exdoocelg «O Muy. 1.
[ToAvypovaxne», Kpnm (dvavrmaoig tiic &v Kovotavtivovmoiel Ekdocems 1@ 1883).

Movowkov "Eykéimov IMopaxintkiic, Topog A” xai B, Tepopovéyov Tepobéov,
"Exdooeig T.M. d1hobéov, Ayrov'Opog, 2003.
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Credits

Transfiguration Monastery in Brookline, Massachusetts. These copyrighted texts

are used with their kind permission. These texts may be found in 7he Great Ho-
rologion and the Menaion. We chose their translation because many people throughout
the world hold their liturgical translations in high regard due to their precision, meter, and
elegance.

The apolytikion for the environment was composed by the "Hymnwriter of the Great
Church of Christ," Fr. Gerasimos of Little St. Anne's Skete on the Holy Mountain, and
was translated by Archimandrite Ephrem Lash.

The texts for the troparia to St. Paisius Velichkovsky are copyrighted by the St. John
of Kronstadt Press. We are grateful to Fr. Gregory Williams for allowing us to use these
texts.

The text for the troparion of St. Alban, the First Martyr of Britain, was kindly pro-
vided to us by Fr. Stephen Platt on behalf of the Fellowship of St. Alban and St. Sergius.

a LMOST all the texts used for the hymns in this publication are from the Holy



Credits Xiv

The apolytikion and kontakion of St. Herman of Alaska were taken from the Ortho-
dox Word, with permission of the St. Herman Brotherhood in Platina, California. They
also graciously gave us permission to use their icons of St. Sushanik and St. Nino that
were published in their book Georgian Saints, the photo of St. Anatole the Younger of
Optina from their book St Ambrose of Optina, and the icon of Sts. Barsanuphius and
John from the cover of their book Guidance Toward Spiritual Life.

The photo of St. Joseph of Optina was taken with permission from the book 7%he
Elder Joseph of Optina, published by the Holy Transfiguration Monastery in Brookline,
Massachusetts.

The apolytikion of St. Nicholas of Japan was taken from http://orthodoxwiki.org/
Nicholas_of Japan.

The apolytikia of St. Etheldreda of Ely and St. Theodore of Tarsus were originally
composed by Krastu Banev, and with his permission we altered a few words to improve
the meter of his work.

The apolytikion of St. Tabitha was taken from David Bryant's collection of troparia
and kontakia at: http://users.netmatters.co.uk/davidbryant/C/TropKon/TP.htm The icon
of St. Tabitha, painted at the Holy Monastery of the Dormition of the Theotokos in Par-
nethos, was used with the kind permission of Aperges & Co. (www.aperges.com) in Ath-
ens who print the icon.

We ourselves translated the troparia to St. Stylianos of Pamphlagonia and St. Nico-
demus of the Holy Mountain, as well as the Athonite hymn to the Panagia "ITavayia
Aéomowa."

The icon of St. Botolph was painted by the Holy Transfiguration Monastery in
Brookline, Massachusetts, and is used with their permission.

Several other icons were downloaded from websites that did not specify the icons'
authorship and copyright status. We apologize if we have unintentionally reproduced
copyrighted material. If their owners would like us to include their names on this page or
remove their icons from this book, we shall gladly comply.





