ASSOCIATION OF IDEAS
AS A PRINCIPLE OF COMPOSITION IN ROMANOS

In an article written in 1960 Verdenius! names association one of two forces
which determines the composition of a work of art, the other being the aim to
construct. Already as early as 1929 Schadewaldt?, referring to it as «assoziative
Bindung» or «ldeenassoziation», defined it as the movement of thought «von
Vorstellung zu Vorstellungn. The principle of association is already present in the
Homeric poems, and reappears frequently in subsequent Greek poetry®. And
looking at Romanos who comes more than 12 centuries after Homer, its use as
principle of composition is still much in evidence. This is, of course, not surprising
at all if we come to realize that associative linking exists between words or concepts
both similar and antithetical in meaning, and that antithesis is in fact the most
conspicuous feature of his style. Reading through the hymns of Romanos one thus
becomes aware of many instances in which association of ideas has been used as
compositional technique. Since an extensive analysis of this technique is not
possible within the space of this article, I have confined myself to examples taken
from three hymns only.

An excellent illustration of this compositional principle of association is to be
found in his hymn «On the Passion» (Maas-Trypanis 20). In strophe 5 of this
‘hymn, the poet refers to Caiaphas, who did not understand his own words
concerning Jesus’ death on behalf of the people (strophe 4.2-3). He was unable to
understand because of his envy —@8dvo¢ (5.2). In fact this ¢0évog excited him to
@ovog, a word obviously chosen for the effect of assonance. Immediately following
this statement the poet associatively moves to a similar thought: ¢8évo¢ is always
followed by @évog (5.3). This can be proved in the case of Abel and Cain: 6 "ABer /
no Kaiv phovnbeic, povevbeic 3t peténerta (5.4-5). Here, as in the case of line 3,
the poet places these two motives next to each other (juxtaposition) for greater
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emphasis, while the name Kaiv certainly plays by the association of sound on
Katagpoc! At the end of the following strophe (6.7) the poet will continue with the
motive of killing {povederv, now referring to Pilate).

Immediately after this the poet refers to Jesus’ suffering in silence (ive maby
ary@v, 6.8). This motive will again be elaborated upon by means of associative
linking. In the following line the poet continues: Jesus stood silently (dAadog
othxwv, 6.9). Strophe 7 links on to this motive with its very first word, and in fact
with the whole first line put into an antithetical form: dgwvog totato 6 fpovrdv,
Adyov &xtoc 6 Abyog. The motive of word and sound is continued: i yap Eppnke
powviv: if He was to speak, He would not have been conquered (7.2). Thus another
motive is added: conquer and be conquered: And by conquering (vik@v) He would
not have been crucified, and Adam not been saved. But in order to suffer He
conquered his accusers by his sheer silence: gwonrjoas éviknoe (7.5). Again the
poet continues with associative linking: the judge, looking at the-Man-who-is-not-
speaking (tOv p} pBeyybuevov, 7.6), said: «What shall I do with Him-who-does-not-
speak?» (v@ pun Aaiobvey, 7.7). From this the poet again moves forward by
association: The people cried that Jesus was guilty, that is why He is deaf, i.e. He
does not speak (kwgeber, 7.9). The poet, however, let Jesus indeed speak, and he
thus moves on with the same motive but now in a context of speaking: Jesus spoke,
addressing the people, not Pilate, for Jesus did not deem him worthy of an answer,
the poet using play on words with the motive of speech as the focal point: 03¢
Adyov yap HEiou, Aoyioduevos dAoyov cf. 7.1. This play on the word Aéyog, which
still continues, with the motive word-silence associatively serves as introduction to
Jesus’ word of power: with merely his word and his voice He raised people from the
death: A6y péve (8.5) and pwvi) (8.7), clearly picking up these same words used
in 7.1-2. The poet moves associatively on to the close of this motive by stating that
the people got bitter when they heard his «sweet words»: Tév pehippirwv Adywv
(9.1).

From this point onwards the poet introduces another motive which he will
develop again by means of association: Jesus’ discourse on the Sabbath. In line 3
the poet records the accusation of the people: Jesus is to be crucified because He
broke the Sabbath: ¢3¢ Adwv 16 s&fBatov. That the people have in mind Jesus’
human healings on the Sabbath, is clear from his question: «What is better —to
pity the sick and ill or to honour the Sabbath?». To the motive of breaking the
Sabbath is now added the motive of healing the sick. Jesus thus continues: He
descended because He saw that man was ill, Hiobévnoev obviously picks up dobeveic
of 9.5. In strophe 10 the line of association is continued: Jesus states that Hades
does not fear the Sabbath, nor does sickness flee from it: the Sabbath cannot heal
the ill, only the Lord of the Sabbath can. He then gives as examples the cases of the
blind man and the lame man. In fact, says Jesus, the neighbours of the Jewish
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people are criticising them because they keep the Sabbath yet they are ill! The
development of the poet’s thought is clearly composed by means of association.
Starting from 9.5 and moving through to 11.8 we thus have the following line of
association of ideas: sdPBarov, dabeveic, oafBBatov, odfBBata, caffdrwy, Hobivn-
aev, oafBatov ... vésog, odn iatar dobevels ... SeomdTyne ToU safBdrou, caffdaTwy
.. TupAée, odPBata / 6 mapaAuTOC Vool ... ovx tdly, cafBata xal voaolvreg,
véooug ... Sta véuou, cwoag ¢ cafBatey.

Another obvious example of this compositional technique is to be found in
strophe 13: in lines 4-5 the poet states that Pilate let Jesus, the meek, be whipped
(éudoniéev). At the beginning of strophe 14 the poet continues with this motive by
the related word udotryag: Jesus received lashes, the Saviour was fettered (note the
antithesis 8éoptog ... 6 A0Tyc). Naked He was streched out on the —and here the
poet does not use «cross», but the word ar6idog: éntt aTihou. This he does for a very
good reason: it enables him to develop his particular theme by means of association
of ideas. Christ was stretched out on the otdlog (14.2), He who once spoke to
Moses and Aaron in a ot6loc of clouds (14.3); He who has fixed the atddovc of the
earth (14.4), is fixed to a 6t6dog (14.5). He who has shown the way to his people in
the desert by means of a gt0dog of fire, was nailed to a gtédog: the Rock was on a
otbdog. At this point the poet again uses association to make a typological point:
from this Rock is hewed out the church (nétpa ... Aaleberai, 14.8).

In strophe 18 the poet refers to man as the earth-born, perishing from rhirst:
3iym, 18.1. This word again forms the starting point of a long line of development
of a new motive: man was consumed by the heat in a waterless desert (avidpe,
18.2), with nothing to quench his thirst with (3iav, 18.3). But the Lord and
Saviour, the fountain (mwny#, 18.5) of all that is good, has provided man with
streams of life: (Lo¥ic vapata EBhuoe, 18.5), crying out: You have become thirsty
due to your side (mhevpds £didmonc, 18.6). Take water from My side and you will
never thirst again (wie g éufic Thevpdic xai ob uy Surhoeig, 18.7). Double is the
stream flowing from it (p€iBpov, 18.8): it washes clean and gives water to drink
(Roder xal wotiler, 18.8). The motive thirst-water etc. is thus developed by various
words and concepts forming a chain of associations. And at the beginning of strophe
19 the poet develops another motive by association of a word he has used in the
previous motive: TA€Up&S ... Thevpds in 18.6-7. This gives him the clue to move to
the motive of the two natures of Christ: Let no one think that the mieupa (19.1) of
Christ is merely that of a man, for He was man and God: in 18.6 the word side
refers to Eve, and is then associatively used of the side of Christ as the source of
life-giving water, and again of his human nature next to his divine nature.

The motive of thirst-water of life is again taken up in strophe 22. The poet
begins with a reference to the vinegar they gave Christ to drink, He who is the
source of sweet waters (8Eo¢ EméTicay THy Ty Ry ToOY YAuxepdv vapdtwy). From
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this the related idea of gall-manna is developed: they gave Him gall to eat, He who
has rained on them manna and who let water flow from the rock (ywi#v énédwrav
@ 6 pawa / Yetioavtt xal vipa éx thc tétpac mrydsavtt), in these instances
the nature of the association being antithetical. ‘

Kontakion 24 («On the Resurrection») is another case in point. From the very
first strophe the poet develops his theme of life-death*: God, the Life, was given to
death, to Hades He who has conquered Hades stripping him of his weapons. He was
handed over as mortal, He who immortalized the mortal, as one who is dead, but
who gives life to the dead by raising them from death. Thus a line of associative
thought has been established by related words, emphasized by the use of juxtaposi-
tion and antithesis: Loy, TH Taed, T6 Bavdte, TG &3y Tov &dnyv, ¢ BvnToy Tolc
Bvyrote dBavaticavta, og 88 vexpdy Todg vexpole dvaothoavta (lines 1-5). But
this is taken a step further by mention of his tomb, uvhuatt, in line 6, and the
words vexpds, {7 and dvéoty in lines 8-9. At the beginning of strophe 2 the poet
continues associatively with the tomb-motive: Christ was lain in a tomb (taf) by
Joseph, who has once saved another Joseph from the Adxxoc. He was guarded
visibly as one who is dead (&¢ Bvntdc) but invisibly He has frightened the soldiers
to death (@défew évéxpwmoe), the poet in this case using metaphorical language. The
tomb-motive is carried further: there was a stone before his tomb (tob puvAuarog),
but a Rock within the tomb (tol wwfuaroc). But already the poet is picking up the
motive of the stone (AiBoc) in line 6, and develops it antithetically into the Rock-~
motive {rétpa), and from here to the play on words between Aifot and Aife in lines
7-8. Both these motives, the one of the fomb and the stone, will again be taken up
in strophe 19, in a structural pattern full of chiasmi and parallelisms, juxtaposition-
ing and antithesis: from Adxxoc the poet moves in a constant line of antithesis to
wépdoc, to aloyog, to xalyog, TAnYH, to LwY) and dvéoty. At the same time Adxxog
and dvéoTy associatively suggest uvijua, and from there the poet moves to a saying
from another biblical passage concerning the stones that will witness to Christ (ol
Mot pairov xpaEousty) and from this point to the metaphor of lines 7-8: &t1 évev
yewpdv Atbog / 6 EE 8poug Tunbeic, which leads him to the idea of a comparison
between the birth of Christ and his resurrection: ¢3¢ moTt éx yaoTpds, xal viv éx
T Tap¥ic / avéoty (with juxtaposition). Again the poet moves associatively to the
next strophe with the same motive: éx yaotpos AA0ec dvev omopdc / Ta Tiic
mapbeviag ey / ¢ viv T& g Tapi avelies TH Tagl. / o¢ owddvae lwote
ratoreiyac Taph / EAafec 8t T Tapdg TOv yewhcavra Tév lwohe.

As a final example of the use of association as compositional principle we may
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turn to his hymn «On Joseph 11» (Maas-Trypanis 44). The hymn proper begins
with an elaborated image complex® of military preparation and combat in which
there is a natural flow of association from one element to another. We, the poet
begins, have a King, who gives a heavenly kingdom to his soldiers. To be effective as
soldiers we are to put on our armour (rmavormAia) which the poet defines as dpet3,
(1.3), and which will enable us to combat sin (our enemy). But in line 6 this apet?
is redefined as @uhocagia. This latter concept is again explained by association of
idea as Téyvy ... TEY Texvév and émioTApy TéY émtotnpdy (1.7-8). As such it
teaches men prudence and courage, temperance and justice, the words @pévnoLy
(1.11) and cwepoadvry (1.12) echoing Euppoveg of 1.4 and @trhosopiav of 1.6,
while the idea of 3t8doxet is obviously linked with the intellectual concept of
purooogia. The virtues which we are taught constitute our weapons with which we
should protect ourselves, praying for the grace of Christ, who gives to those who
love Him, to crown them with victory over our enemies. Thus the poet has by
means of association moved in a complete circle of concepts. At the beginning of
strophe 2 (lines 1-5) the poet introduces the theme of Joseph with the express
purpose (i) that we should learn what glory this &pet#, which he has introduced in
strophe 1 as our armour, brings, and (ii) that we should obtain by means of self-
control a life of temperance, the words @uiocdgpova ... éyxpatelag (line 5)
obviously and clearly being linked with Epgpoves, grrocopiay, @pévnotv and
oswposivny of strophe 1. These two word groups (cwepooivy and &yxpateia)
form together the key motive of the entire hymn, which runs throughout the hymn
like a golden thread, and which therefore in itself figures as example of an extensive
use of association®.

In line 6 (strophe 2) the poet, beginning his narrative of Joseph at this point,
refers to Joseph being sold as slave due to the envy of his brothers. From this
observation he immediately passes again by means of an associative thought process
to his image of slave vs master, an image which follows naturally from the situation
of Joseph as slave in the household of Potiphar: although bought to be a slave, he
was not found to be a slave of sin; his mind was like a master and therefore he was
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master of his carnal passions. The statement in strophe 2, line 7, especially copdy
adToxpatopa, referring to his mind, clearly reflects the key motive of the hymn,
viz. self-control and temperance, echoing &yxpateixc of the transitional passage
(line 5), while pthocdpxwv in 8 stands in direct contrast to phocdppova of the
same line (5) so that we have in fact association of both similar and antithetical
concepts. From this point on antithetical statements abound, as Hunger? has clearly
demonstrated.”

The statement in line 6 {f that Joseph was in control of, and master of his
passions is followed by the statement of lines 9-10: Joseph was thus not shaken by
the flattery of the woman, but in a manly way he shook off her flattery. The
phrases obx éceicto ... aneoeieto in 2:9/10, however, immediately serve associa-
tively as introduction to the image taken from the well-known parable of Jesus
regarding the house built on a rock®: the words of Potiphar’s wife were like the
winds, her drunken lust like the rain, and her bribery like the rivers of the parable
sweeping against his «house» of temperance. But Joseph withstood her onslaught,
because he was standing firmly on an unshakable rock. The repetition of the
word-group £oeicto ... aneoeieto of lines 9-10 in doeiotou in line 16 forms in
conjunction with éoTynas énl wétpag aoeiotov (2.16) an internal ring or frame,
.marking 2.9- 16 off as a close-knit unit within the broader context of the image of
slave vs master (2.6-8 + 3.1-5), while the expression «the house of temperance»
again links associatively with the key motive of temperance and self-control. At
the beginning of strophe 3, however, the poet returns by means of association to
the concepts of lines 6-8: although Joseph was enslaved as far as his body is
concerned, his mind was free. He in fact became master of those who controlled
him, although he was bodily under their control. Thus 3.1-5 reflects 2.6-8 in
every manner!

The poet leaving his image of slave vs master, now moves on by means of
association to reality, stating in lines 6-16 in antithetical manner how Joseph was
respected and loved by Potiphar, but desired by his wife, the words deométou and
dsomotvng clearly linking up by association with the preceding xpatoduevo,
Expatnoe TéV xpatnaavtwy of 3.5 as well as all the concepts of slave vs master in
the preceding passage. Referring in strophe 4 to the lawless conduct of the Egyptian
woman, turning all topsy turvy, he again picks up the concept of slave vs master.
Joseph, the slave, became absolute master of pleasure and carnal passions, she, the
mistress, became the slave of sin. From this point the poet again establishes an
associative link, moving from 8oB)og ... apapriag to the related idea that he who
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commits sin is the slave of sin, taken from the metaphorical passage in John 8.34.

From these examples which come from only three hymns it has become
abundantly clear that association of ideas as principle of composition is still very
much in evidence in Romanos after centuries of its first appearance in the poems of
Homer. It has also become clear that the basic essence of its use is still alike: often a
motive is developed by means of association. Within this motive another secondary
motive is afterwards picked up and again developed associatively in such a way that
this motive now becomes the focal point of the poet’s thought. In this connection
the observation of Verdenius is informative. Referring to the art of a musical
composition he writes: «A un moment presque imprévu, le courant des sons peut
donner naissance a un motif qui se détache un peu du schéma. La force motrice
d’un tel développement est l’association. Elle s’attache a quelques sons souvent
d’imporiance secondaire, pour évoquer une figure analogue, mais différente, qui
alors devient le centre de 'attention»®.

In the light of Romanos’ preference for the use of antithesis as device to
emphasize the point he is making within the development of his thought, it would
seem that a detailed study of association as principle of composition will be of
importance for the interpretation of his thought structure in general.
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