ROMANOS MELODOS AND THE COMPOSITION OF HIS HYMNS:
PROOIMION AND FINAL STROPHE*

Ever since the hymns of Romanos Melodos became known to Western
scholarship through the efforts and work of Cardinal J.-B. Pitra! and Karl
Krumbacher?, the kontakion has often been defined and its formal elements
described by such eminent scholars as Paul Maas?, C. A. Trypanis*, K. Mitsakis®, R.
J. Schorké, N. B. Tomadakis?, and J. Grosdidier de Matons®. Although this formal
description, as we find it in these studies, also includes the prooimion and/or final
strophe, I believe that there are still some aspects in connection with these two
elements that require further investigation. I have in particular identified three
such aspects: (i) to establish the various «types» of prooimion and final strophe;

(ii) the various forms of addressees® used; (iii) and the formal way in which the

* I would like to express my gratitude towards the Institute for Research Development of the
HSRC for their financial aid towards the completion of this study. The author is solely responsible
for the opinions expressed in this study.
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refrain is introduced by the prooimia and final strophes!®. My analysis covers only
the 59 ‘genuine’ hymns of the Oxford edition (Vol. I). Reference to the hymns
therefore follows the numbering of the Oxford edition (= 0), but the texr of the
French edition!! has been used, except in the case of 0.35, 38-39, 57-59, which

have not yet been edited in Sources chrétiennes.

THE PROOIMION
A Type

In defining the aspect «type» we are at the same time looking for (i) the
various hymnic elements which may constitute a specific prooimion, and (ii) the
way In which they are used, 1.e., either on their own or in various combinations.
Some of these elements or components which are used in the prooimia and final
strophes are well-known and common elements within the context of the hymn as
genre from as early as the Homeric Hymns and the subsequent Greek, Roman and
Semitic cultic (liturgical) and literary (para-liturgical) hymns. They are: doxology
(laus), prayer (precatio), confession (xatdvuEic) and admonition (paraenesis), all
in combination with or without thematic allusion. Before I turn to the specific
«types» occurring in the kontakia, a few remarks on each of the above listed
components will suffice.

1. Doxology in its broadest sense includes such aspects as praise or glorifica-
tion, adoration, thanksgiving and celebration. The prooimion to Kontakion 25
offers a good example of three of these elements in the order of adoration
(mpoouuv®), praise (30£dlw), and celebration (EopTdlewv).

2. The hymnic prayer occupies an important part in the kontakia'?, but is
more dominant in the final strophe than in the prooimia.

3. Confession is usually followed or preceded by a prayer for forgiveness, as
we find, e.g., in the second prooimion to kontakion 10:3-9.

4. As poet-priest Romanos often addresses his audience (including himself!?)
exhorting them (or himself) to avoid sin, usually expressed by the hortative

10. The formal way in which the refrain is introduced throughout a particular hymn varies,
but very often the manner in which the final strophe is concluded coincides with the way in which
the other preceding strophes have been concluded by the refrain.

11. Edited by J. Grosdidier de Matons, Romanos le Mélode. Hymnes I-V, Paris 1964-1981,
in the Sources Chrétiennes series.

12. See especially ]. Grosdidier de Matons, Kontakion et Canon: Piété populaire 2 Byzance,
1971f.

13. Cf. also E. C. Topping, The Poet-Priest in Byzantium, Greek Orthodox Theol. Review 14
(1969) 31-41.
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subjunctive or imperative mode. [Kontakion 21 offers an example in which the
poet addresses his own soul].

5. As mentioned above, in many instances these four specific hymnic
elements may combine with thematic allusions of some kind, or the prooimion can
even consist of only thematic allusion(s). In this connection it should be stated
clearly that Grosdidier de Matons has rightly rejected the idea that the object or
function of the prooimion is to summarize the general argument or plot of the
hymn, as is sometimes believed. With reference to thematic allusion one should
define it with caution, as, e.g., Grosdidier de Matons has: it has as object, he writes!*
«de mettre en relief un des thémes religieux auxquels ’auteur a tenu a donner de
Pimportance dans son hymne», whereas the statement of Schork in this connection
does not really fit the evidence. He writes!®: «they usually do display a thematic
correspondence to the body of the hymn by serving as summaries of or intro-
ductions to the plot-action». The prooimion to kontakion 4 may serve as illustra-
tion of this element. This prooimion is a good example of the fact that several
prooimia consist of only thematic allusions, the other components being totally
absent. We have in these lines an allusion to the theme or subject matter of the
hymn (the massacre of the innocents) as well as to some of the characters involved
in the narrative (the Magi, Herod, the children) and also a reference to time (when
the King was born) and place (Bethlehem). It does not, however, offer us a sum-
mary or introduction to the plot-action at all.

In formulating the various types of prooimia one should always be aware of the
variety of compositional technique Romanos is displaying within a few fixed types,
le., al‘though a few «fixed» types can be identified, they do not display a rigidity of
form. The fixed types which I have identified have been classified on the basis of
the dominance of an element, while the presence of thematic allusion(s) must be
seen as general rule. The fixed types, four in number, are the following:

Type I: Ipooiuiov 1 npooevyic

Group 1: In 6 prooimia the element of prayer is dominant: kontakion 11, 17
(pro. 1), 18 (pro. 1), 50, 53, and 55 (pro. 4). Example: kontakion 17: procimion 1:
the first line contains the invocatio, the second the direct prayer, and the third an
extension of the invocatio, lines 2-3 forming at the same time the refrain.

Group 2: Several prooimia are basically in the form of a prayer but they

14. Grosdidier de Matons, Romanos le Mélode et les origines, 320. See also J. H. Barkhuizen,
Romanos Melodos: Essay on the poetics of his kontakion «Resurrection of Christ» (Maas-Trypanis
24), BZ 79 (1986) 268-269.

15. Schork, op. cit., 548.
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include allusions to the subject matter or to characters involved in the biblical
narrative. However, this group itself reveals some variety of composition to be
noted:

2.1 The prayer includes a reference to the particular theme of the biblical
narrative: kontakion 4 (pro. 2); 7, 8, 10 (pro. 1), 12, 31 (pro. 2), 34, 47 (pro. 2),
49 (pro. 1), 55 (pro. 1/3), and 59 (pro. 1-2).

2.2 The prayer includes thematic allusions which are of a liturgical or
soteriological nature: kontakion 13, 44 (pro. 2), 47 (pro. 3), and 49 (pro. 2).

Group 3 represents a large number of prooimia, in which the thematic
allusions are presented in a more elaborate form than in group 2. This group also
reveals several variations.

3.1 Regarding the thematic allusion(s): most are in the second person style,
while two are in the third person style'®. In the second person style: kontakion 4
(pro. 3), 10 (pro. 2), 17 (pro. 2), 18 (pro. 3), 30 (pro. 3), 40 (pro. 1/2), 42, 46
(pro. 1/2), and 52. In the third person style: kontakion 9, 18 (pro. 2).

3.2 Regarding the prayer: in seven instances the prayer is uttered by the poet,
in five instances by a biblical character. In six instances the prayer is preceded by
confession. Of special importance in this category are those examples in which the
poet addresses his own soul’, e.g., kontakion 51 and 56. Prooimia in which the
prayer is uttered by the poet: kontakion 4 (pro. 3), 17 (pro. 2), 40 (pro. 1/2), 42,
46 (pro. 2), and 52. By a biblical character: kontakion 9, 10 (pro. 2), 18 (pro.
1/2), and 46 (pro. 1). Prayer preceded by confession or penitence: kontakion 10
(pro. 2), 18 (pro. 2/3), 47 (pro. 4/6), 51.

Type II: Hpooiuov tfic dooloyiag

Group 1: In 4 prooimia (kontakion 19, 25, 27 and 55 pro. 2) the basic
element is doxology which I have defined as laus Dei or related religious object, e.g.,
the cross, the resurrection etc., while 2 prooimia (36; 38 pro. 1) consist rather of a
poaxapLopés, Eyxdoy, or Eratvog directed to human beings. 58 pro. 2 contains an
exhortation to joyful praise.

Group 2 consists of 6 prooimia in which the thematic allusion(s) are more
dominant than those of group 1. Two patterns occur within this group.

2.1 In the prooimia to kontakion 2 and 24 the thematic reference is followed
by doxology.

16. Cf. for this E. Norden, Agnostos Theos. Untersuchungen zur Formengeschichte religidser
Rede, Stuttgart 1956, 143-165.

17. Cf. Grosdidier de Matons, Hymnes, 1, note 2.71; III, note 1.327; and also H. Hunger.
Romanos Melodos, Dichter, Prediger, Rhetor und sein Publikum, JOB 34 (1984) 22-23.
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2.2 In kontakion 4 (pro. 1), 29 (pro. 1), 26 and 39 the thematic reference is
preceded by doxology. In 4 and 39 it is given as the reason for the doxology, in 26 it
is given as the result of the doxology, while in 29 (pro. 1) it forms the continuation
of the resurrection motive which is doxologized in the first part of the prooimion.

Group 3 consists of only one example (kontakion 23) in which the prayer
is preceded by a doxological reference to the adoration of the cross - cf. Type I
group 4.

Type III: Ipooiuiov s mapavécews

In the following prooimia either exhortation to a devoted life or admonition
against a sinful life style is the dominant motive. They are: kontakion 21, 44 (pro.
1/4), 47 (pro. 1/5), and 48.

1. In both prooimia 1 and 4 of kontakion 44 the audience is exhorted to
imitate the virtue of Joseph, which implies a life of temperance and chastity (sexual
purity), pro. 1 stating the purpose, and pro. 4 the reason for this exhortation.

2. In both kontakion 47 (pro. 1) and 21 the exhortation is followed by stating
the purpose, while the prooimion to 48 states the reason for the exhortation.

3. In prooimion 5 of 47 the poet admonishes his own soul for spending his life
in sinful passions.

Type IV: Ipooiuiov tijc dmobBécews

In most prooimia of the preceding types thematic allusion(s) are present to a
greater or lesser degree. The prooimia of type IV are basically thematic in nature,
although a large group concludes with a doxological refrain. These prooimia are:

1. without doxological refrain: kontakion 3, 20 (pro. 1/2), 22 (pro. 1-3), 28,
32 (pro. 1-2), 37, 38 (pro. 2), and 44 (pro. 3), 57 (pro. 1-3), 58 (pro. 1).

2. with doxological refrain: kontakion 1, 5 (pro. 1-2}, 6, 14, 15 (here the
invocatio forms a doxology), 16 (pro. 1-2), 29 (pro. 2), 30 (pro. 1-2), 31 (pro. 1),
33, 35, 41, 43 and 53.

B Addressees

The second aspect regarding the form of the prooimion concerns the
addressees in the prooimion. In listing the various forms of address used in the
prooimia, [ have differentiated between liturgical and thematic addressees!8. These
forms of address occur in all types of elements listed and discussed above, and are
uttered by both poet and biblical characters.

18. Cf. also Grosdidier de Matons, Kontakion et Canon, 198-199.
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L Class I liturgical

(a) God

In most of the instances the poet addresses Christ, but it is not always possible
to know whether it is the Father or the Son the poet has in mind. I have accordingly
categorized these titles as one sub-class, although many titles, of course, are well
defined and clear cut as to which Divine Person they are referring to. I have listed
the titles under their citation forms.

1. The following titles occur only once: Aéyog (4 pro. 2); @&¢ (5 pro. 1);
tatpds (8); udvog avapaptnrog (8); érehuwv (13 -cf. 46 pro. 1-2); Suvatég (14);
mathe Enoupaviog (17 pro. 1); pthéotopyog (17 pro. 1); & mowumv & xahdg (18
pro. 1); xprie Suarératog (34); &ypavrog (35); &Bavatoc (49 pro. 2), pévog
ayabéc (51), 6 Sothp T@v dyabév (41) and pévos oixtippwv (55 pro. 3).

2. The title Autpwthg occurs in both prooimia of kontakion 40, and
moiuvéreog in both of kontakion 59.

3. Three titles occur three times: mavrodivapoc (8, 15, and 28); &yog (in all
three prooimia to 18); and ¢ obxrippwv (46 pro. 1-2; 47 pro. 3).

4. Three titles occur four times each: 3eanétng (30 pro. 3; 47 pro. 3; 49 pro.
1-2); ®edg (28; 34, 47; 55 pro. 4); and Xpiotdg (5 pro. 2; 15; 47 pro. 3-4).

5. Two titles occur eight times each: Zwthp in 8; 13; 26; 30 pro. 2; 41; 49
pro. 1; 54; 55 pro. 2. PuravBpwrog in 4 pro. 2-3; 125 17 pro. 1; 20 pro. 2; 30 pro.
3; 41 and 47.

6. Kdprog occurs sixteen times: in 5 pro. 1; 10 pro. 2; 11; 12; 14; 18 pro. 3;
31 pro. 1; 32 pro. 2; 36; 49 pro. 1-2; 50; 52; 54. Cf. 55 pro. 2: Kdpte tév
Suvapewy; 59 pro. 1.

7. The title Xptotdg 6 Ocde (MLdv) occurs no less than 22 times and is
therefore the title most favoured by Romanos in the prooimia: 4 pro. 3; 7; 10 pro.
1-2;13; 16 pro. 1; 17 pro. 2; 18 pro. 2; 20 pro. 2; 22 pro. 2; 23; 24; 25; 29 pro. 1;
30 pro. 1; 31 pro. 2; 32 pro. 1; 40 pro. 1-2; 42; 47 pro. 2; 59 pro. 2.

8. In six instances God/Christ is addressed by means of the personal pronoun
or merely the second person of the verb without any title being used. They are: 6;

9; 29 pro. 2; 30 pro. 3; 53; 55 pro. 1.

{b) The congregation or audience

In 26 instances the poet addresses the congregation in any of the following
ways:

{(a) Anonymously: in these instances, 8 in all, the poet, in stating the theme,
or referring to a thematic element of the hymn, addresses the congregation, although
he does not mention them. They are the silent but presupposed addressees of the
hymnic text. These prooimia are: 3; 9; 20 pro. 1; 22 pro. 1/3; 38 pro. 2; 43; 44
pro. 3.
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(b) By the personal pronoun «we»: the pronoun is used either directly or as
verb-ending in 8 distinct cases (not counting those instances in which it is already
defined): 1; 16 pro. 2; 19; 33; 39; 44 pro. 4; 47 pro. 6; 48.

(c) By a specific title: In 44 prooimion 1 and 3, as well as in 47 prooimion 1
adehgot is used, and in 4 prooimion 1 we have Bpotol.

(d) By a descriptive phrase: Such phrases are used in three prooimia: 27, 44
pro. 1, and 55 pro. 3.

(1) In 44 prooimion 1 the congregation is addressed as mdvreg d8ehgot in line
3, but this title is also preceded by a descriptive phrase (ol 70 otddiov ...
Inhorompeyv).

(i) In 27 and 55 pro. 3 we have only a descriptive phrase.

(c) The poet

The poet addresses his own soul as follows: he uses merely $uy# in 47
prooimion 4, and 56; Quy# pov in 21 and 51; and Juyy dBiia in 47 prooimion 5.
We must keep in mind, of course, that the poet-priest is always speaking on behalf
of the congregation, so that these instances include every believer.

(d) Angels

In the first prooimion to kontakion 4 the angelic choir is exhorted to marvel at
the wonder of the presentation of the child, together with «we mortals». One may
argue that this is an example of indirect address, yet I believe that we must regard
the phrase Xopog dyyeAinds éxmintréshow of line 1 in the same light as Bpotot ...
davaxpatmpev of line 2.

2. Class II: thematic

The biblical figures addressed are the virgin Mary, the Three Youths, Elijah,
John the Baptist, and the saints. .

1. Mary: In the prooimion of 2 (Nativity Hymn No 2) the poet addresses
Mary first with the personal pronoun oov (line 2). From her Christ has been born,
and the poet refers to the fact that the Magiy angels and shepherds sing of this
wonderful birth. Secondly, in the refrain, Mary is addressed as 7 xexapitwpév.
For this title cf. Luke 1.28: Xafpe, xeyapitopévy. In 37 (Nativity Hymn No 3)
Mary is addressed as @cotdxe.

2. The Three Youths are addressed in 46 prooimion 1 by their traditional
epithet of Tptopaxdptot?, while in the second prooimion by the title dytoL maideg.

3. The entire prooimion to kontakion 45 is directed at Elijah, who is called

19. Cf. Grosdidier de Matons, Hymnes, 1, note 2.362.
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upon to intercede on behalf of the believers.

4. In 38 prooimion 1 John the Baptist is addressed by his traditional title of
Ilgédpopue.

5. In 57 the saints are addressed as d&ytot paptupeg (pro. 1), aBropdpor (pro.
2), and &yt (pro. 3); in 58 pro. 1 as aBropépor Kupiou teooapaxovra and
poxdptot, in pro. 2 as &fantal ol Tescapdxovra.

3. The refrain

The third and final aspect regarding the form of the prooimion is the manner
in which the refrain is introduced. The original function of the prooimion was to
introduce the refrain of the hymn. In this connection Grosdidier de Matons?®
rightly states: «Et méme ce n’est pas un des moindres plaisirs que I'on prend a la
lecture de Romanos, de voir avec quelle habileté il améne son refrain...».

The prooimia of the hymns investigated reveal 12 definite types, the number
of examples within each type varying from 1 to 23. T have listed the types according
to frequency of use beginning from the highest figure of frequency (23) down to
the lowest (1).

Type 12!: the refrain is introduced in its entirety or partially as the direct
discourse of the following verbs: Bodw (12x), xpavydlw (8x), Suvéw (1x), xpalw
(2x), duoroyéw (1x); Yarrew (+ &dev) (4x).

Type 222: the refrain is introduced as accusative of direct object of a preceding
verb.

Type 323 the refrain is here introduced in the form of 6 + participle phrase(s)
in apposition to preceding titles, nouns or personal pronoun.

Type 4%*: in these prooimia the refrain is in its entirety or partially the direct
contents of the hymnic prayer or petition. In 6 instances (12, 50, 47 (pro. 4), 18
(pro. 2/3), and 54 this prayer is introduced by xpavyalw (4x), Bo&d (1x) and
xpalw (1x) —cf. type 1.

Type 5%: the refrain is introduced as noun vocative(s) in apposition to
preceding titles.

20. Grosdidier de Matons, Romanos le Mélode et les origines, 46.

21. In: 5 pro. 1-2;12;14;16 pro. 1-2;18 pro. 2-3;22 pro. 1;24;25;30 pro. 1/3;32 pro.
1-2;35;36;37,43;47 pro. 4;48, 50;55 pro. 1-4.

22. In: 4 pro. 1;15;33;38 pro. 2;45;47 pro. 2-3, 5-6;51;52;58 pro. 1, genitive of object in
57 pro. 1-3.

23. In: 7;17 pro. 1-2;21;28;29 pro. 1-2;31 pro. 1-2;56.

24. In: 10 pro. 1-2;12;18 pro. 1;40 pro. 1-2;42;46 pro. 1-2;47 pro. 4;50;54;58 pro. 2.

25. In: 4 pro. 2-3;8;41;44 pro. 2.
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Type 62%: the refrain consists of (a) noun(s) or nominal phrase as subject of
the sentence, as nominative of complement, or in apposition to a preceding noun,
pronoun or proper noun.

Type 727: the refrain is introduced as the reason for a preceding statement or
exhortation etc., introduced by 8ti, which is part of the refrain.

Type 828: here the refrain constitutes the noun vocative (with or without the
definite article) of direct address. Compare this with type 5.

Type 9%: the refrain is in the form of the accusative of object in apposition to
(a) preceding noun(s).

Type 10%: in three prooimia the refrain constitutes a prepositional phrase
forming the final part of the particular sentence.

Type 11: Kontakion 15 and 38 (pro. 1) offer the following examples: the
refrain is in the form of a participle phrase used adverbially, indicating in 15 either
time («after having pitied») or more probably cause («because You have pitied»),
and in 38 pro. 1 the cause is indicated by the use of dx.

Type 12: in 39 the refrain is the final part of a participle phrase, and is in the
form of a noun in the dative followed by a noun in the genitive.

THE EPILOGUE OR FINAL STROPHE

Except for the fact that the main difference between epilogue and prooimion is
one of function, i.e., the epilogue is the liturgical conclusion of the hymn, they
have formally much in common. This close resemblance between epilogue and
prooimion is reflected in their common hymnic nature, i.e., they are composed of
the same elements and therefore reveal the same hymnic perspective of doxology,
prayer, exhortation or paraenesis, confession and thematic references. Accordingly
the description of the compositional form of the epilogue covers the same topics as
that used in the description of the prooimion.

AType

Before we describe the typical forms of the final strophe, a few introductory
remarks will be necessary:
1. T use the term «final strophe» in this part of my study although it must be

26. In: 1;14;13;19;20 pro. 1-2;27.
27. In: 3;44 pro. 1,3-4.

28. In: 2;34;49 pro. 1-2;59 pro. 1-2.
29. In: 6;9.

30. In: 22 pro. 2 (df. pro. 3);23;26.
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stressed that the conclusion often covers only a section of the final strophe. The
term «epilogue» would perhaps be a better description.

2. A few hymns do not contain a liturgical epilogue, i.e. the final strophe of
the hymn is at the same time the conclusion of the biblical narrative. These
strophes?! will be considered separately.

3. Although the same hymnic elements are present in the final strophe, they
do not necessarily form the same kind of types as those of the prooimion.

4. It is important to note that the hymnic prayer is the most constant element
of the final strophe, a fact which coincides not only with the liturgical nature of the
kontakion, but with that of the ancient hymn in general (i.e. invocatio, argumentum
and precatio3?). Due to this frequency of use of the prayer, I have given preference
to the prayer in determining the basic types. In this connection, however, I cannot
agree with Grosdidier de Matons’ remark «Dans tous les autres hymnes de
Romanos, la derniére strophe est consacrée, soit a la priére, soit & une exhortation
de l'auteur 3 la priére. Les exceptions sont rares»’. This statement is not in
agreement with the facts: Out of a total of 59 hymns investigated 38 contain a
prayer in the final strophe, which still leaves us with 21 which do not contain the
component of prayer!

5. Thematic references also occur in the epilogue, but to a much lesser degree
as in the prooimion, which is understandable. When it does occur it has mostly a
kind of resumé function and is subordinated to the other components.

The following five types can be identified with the number of occurrence
indicated in brackets:

Type I: Prayer including other elements (38)

Group 1 consists of 23 instances in which only prayer constitutes the final
strophe. They are: 4. 1", 1-10; 5. 19". 7-10; 6. »". 1-10; 7. % ". 1-10; 8.1 ". 1-
10; 10. . 5-11; 12.xa’. 1-5; 14.1m'. 1-9; 15.1¢'-L'; 16.1¢’. 1-10;
34. x3'. 1-10; 38. w»’. 1-11; 39.%3". 1-11; 41.%8". 4-9; 47.xa’. 1-10;
48. o', 1-12; 49, »B’. 1-14; 50. xa’. 1-11; 52.:L". 1-10; 53. »3°. 6-
10; 54. xe’. 1-10; 55. A’; 56. w«e’. Note in this connection that (i) in 4
instances the epilogue covers only the second part of the final strophe (5, 10, 41
and 53), while (ii} in 15 the prayer is contained in the third and second last

31. They are: 1;2;9;26;31;32;36.

32. Cf. ]J. M. Bremer, Griekse hymnen, Lampas 12 (1979) 97.

33. In: Kontakion et Canon, 197. lialics are mine.

34. These numbers do not include those elements or types found in the final strophe of the
special hymns listed in note 31.
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strophes of the hymn; (iii} in 53 the final strophe first contains an exhortation to
prayer, while the prayer then follows in the second half; finally (iv) Grosdidier de
Matons® has aptly classified the type of final prayer into (a) the «priére nous»,
(b) the «priére je» and (c) the «priére nous-je» or «je-nous».

Group 2 consists of prayer in combination with doxology. They are: 3. 10", 1-
12; 27.%'.1-10; 28.ay . 1-11; 29.x3°.1-13; 51.x8".1-19; 57..6".1-
9; 59.3". 1-6. In these epilogues prayer is the dominant motive, while doxology,
and even confession of sins, occur imbedded within the prayer. In all but one the
poet addresses Christ Himself, both in doxology, confession and prayer. In
kontakion 3, however, the poet exhorts the congregation to glorify Christ and to
join him in a prayer to the Lord.

Group 3 contains prayer in combination with confession. They are: 23.
%3, 25.%B"; 30.un’; and 44. xB . In these 4 epilogues we have the following
patterns:

(a) In three instances (23, 25, and 44) the poet begins with a confession and
ends with a prayer.

(b) In one instance (30) he opens with a one-line prayer, follows with six lines
of confession and concludes again with prayer.

(c) In 30 and 44 the poet confesses his sins, while in 23 and 25 the
confession has a soteriological nature.

(d) In 44 the confession + prayer cover the second and third part of the final
strophe (lines 9-12 + 13-17) while the first part {lines 1-8) forms the conclusion
of the narrative (Joseph’s temptation).

Group 4 contains prayer in combination with exhortation/paraenesis. They
are: 17. »y’ and 18. xy’.

(a) The combination (prayer + exhortation) occurs in these two epilogues in
reverse order: In 17 the prayer covers the first part (lines 1-3), and the
exhortation to keep God’s commandments and avoid the way of Hades the second
part {lines 4-7), while the refrain is again in the form of a prayer (lines 8-9). In 18
the poet begins with an exhortation and concludes with a prayer directed at Christ.

{(b) While the exhortation in 17 is addressed to the congregation as a whole,
in 18 the poet specifically addresses the vebiextor.

Group 5 consists of one example (42. 0°. 1-13) containing prayer preceded
by a typological exegesis. The poet begins by exhorting the congregation, addressing
them as gilot, to understand all the things related in the hymn, because all the
things in the Scriptures were written &v tinw. He then explains the typological
meaning of Jacob, Esau and Rebecca (lines 1-9). He exhorts them finally to pray to

35. In: Kontakion et Canon, 198-199.
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God to send them the ebAoyiav from heaven (10-13).
Group 6 also consists of only one example: in 58. ’. 6-14 we have prayer
preceded by thematic reference (the martyrdom of the saints).

Type II: Doxology (6)

Occurrences: in 13. xy’; 15.:we’; 22.wm’; 23.xy"; 33.w»"; 37. wy'.
Note:

(a) What the doxology is directed at is indicated in each instance: the nativity
in 13 and 37; the passion of Christ in 22; the new paradise in 23; and the tongues
of the apostles during Pentecost in 33.

(b) In 37 the poet exhorts Mary to praise Christ for the miracle of the nativity
of Christ. In the others the congregation is the subject of the doxology.

(c) In 23 the doxology is contained in the penultimate strophe, the ultimate
strophe being reserved for the prayer, while in 15 the doxology comprises the
fourth last strophe.

Type III: Confession (3)

Group 1: In all three of the following epilogues (19, 21, and 24) the
confession is of a soteriological nature, while each is concluded with a doxological
confession.

Group 2 consists of one example of confession preceded by a typological
exegesis (45. Ay"). The confession relates to the sanctification of the baptized by
the Holy Spirit, while the typology concerns the ascension of Elijah prefiguring that
of Christ, the ueAwn he bestowed onto Elisha prefiguring the sending of the Holy
spirit.

Type IV: Exhortation or paraenesis (4)

Occurrences: In 11, 15, 40 and 46. Note that in kontakion 46 the epilogue
covers only the second half of the strophe. The first four lines are still part of the
narrative, followed by 2 lines (5-6) serving as conclusion of the narrative. Only at
the beginning of line 7 the poet calls on the congregation not to grieve the Lord etc.

Type V: Doxology and Exhortation (2)

This type is represented by only two occurrences: kontakion 20. xy’ and
43. p’.

The poet begins by calling on man to praise and hymn Christ, giving as reasons
the fact that He has suffered and died for man, and that being resurrected He will
make man new. The poet then exhorts the believer to prepare his heart for Christ so
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that He may make it a heaven to dwell in his heart as King. He concludes by stating
that Christ will come soon and fill man with joy.

B Addressees

The second aspect of the compositional form of the epilogue is the persons
addressed. Here, just as in the case of the prooimion, I have differentiated between
liturgical (God, the congregation and the poet) and thematic addressees (biblical
characters).

1. Class I liturgical

(a) God or Christ3®

One important feature of the epilogue is the great variety of titles used for
Christ, in fact, twice as many as in the prooimion. A second feature is the fact that
whereas in the prooimion the title most favoured by Romanos is Xptatéc 6 Bede, in
the epilogue it is the title Zwthp. A third feature is that many of these titles appear
in an expanded form, e.g. the title Saviour: Saviour of the world, Saviour of all etc.
[ have taken all such expanded forms as varieties of one basic title. Again I will list
the titles in the order of frequency, from the lowest up to the highest number.

1. 17 titles occur only once each. They are: xtiotng (39); Lo xal dvaxAinaig
(4); i (4); @dg (5); latpds (6); "Ydratog (30); uévog duvatds (12); Adyog
(49); dnuovpyde (49); prhometippwv (29); dvapyos, followed by Téhoc & pa) Exwv
(25); mowmtig (25); wprtig dwardtatog (34); Gietog deamdng (48); mavrtwy
wpttne (48); mavoopog Suvdatrg (54); WAtog &dutog, &oPeotog, dxaTaAnTTOg
(57).

2. b5 titles occur twice each. They are: éAehpav (29, 51); dvekixaxog (4, 34);
Avtpowtig (5, 27); "Incole (10, 39); mouéreog (27, 59).

3. b titles occur three times each: pAavBpwmag (25, 39, 51); matip (14, 29,
41); deonérye (14, 28, 55); mavrodlvapog (44, 55, 56); Basourels (39, 49, 58).

4. The title dvapaptyroc occurs four times: in 7, 8, 13, 52; and so does
Kiptog in 4, 14, 50, 59 (with ebomiayyvos).

5. 2 titles occur six times each: &ytoc (3x in 17, followed by tpioayiag; 18;
29) and 6eég (3, 17, 19, 22, 25 —followed in this instance by t%c dAnBeiac; 52).

6. The title Xptotéc occurs 9 times: in 3, 13, 18, 23, 27, 39, 44, 56 (uéve
Xpiote), H8.

7. Yibe (in various combinations) also occurs 9 times: in 8, 12, 16, 19, 23,

49, 50, 52, 54.

36. Cf. Grosdidier de Matons, Kontakion et Canon, 199-200.
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8. The title Zwthp on its own or in expanded form occurs 24 times in the
epilogue: in 6, 7, 8, 13 (2x), 16, 19, 21, 23, 24, 25, 28, 29, 30, 34, 39, 47 (3x),
48, 51, 52, 54, b8,

{(b) The congregation or audience

1. The congregation is addressed by 8 specific titles: pirot (42); ol &vfpwmor
mdavreg (43); adehpot (3, 17, 33, 46); bmmpérar Xpiotol (11); ol vedrextor (18); 6
vyeyevig (20); dvBpwre (20); and dpaprwrol (23).

2. In two instances (15 and 40) the poet employs the «we» form, and in 53
the newly baptized are addressed in the «you» form.

3. Finally descriptive phrases are found in 45: mdvreg... ol T0 Bantiopa
gyovreg, 11: ol qurolvreg del / mapapévewy nal Ydrrew elg 86Eav adtol / ot
rouneioavreg viv tov Sudfohov...; and 23 —penultimate strophe: Umd oToupoD
oxeraclévreg onpTdpey...

{c) The poet
The poet addresses himself only once with a specific title in the form of a
combination: Ti 8¢ mpakw 6 Ttahalmwpog xal xataxpirog Eyw... (44).

2. Class II: thematic

Only two biblical characters are addressed in the epilogue: Mary in 37 (&
Maptap), and John the Baptist in 38 by means of several titles in succession: vi&
700 ... lepéwe, Téxvov T¥ic otelpag xal mpogATidoc, / Opéuua épfuou, " Twdwwy.

CThe refrain

The third aspect of the compositional form of the epilogue is the manner in
which the refrain is introduced, in this case, of course, for the final time. I have
encountered 15 patterns, most of which correspond to those occurring in the
prooimia. Again I list these patterns according to their frequency of use.

1. Since the hymnic prayer is the most constant element of the epilogue, it is
only natural to expect that the refrain will mostly comprise a prayer. This is indeed
the case, and almost 25% of the liturgical epilogues have their refrain in the form of
a prayer. In 8 instances the prayer is introduced by various verbs already
encountered in the prooimia: Bodvreg (8, 17, 40), BoYiowpev (3); Bodow (48);
xpavyalouey (42), xpavydlovras (18), and Aéyew (46). In one epilogue the
refrain is the direct contents of the prayer: éAénaov Kipte (50)%.

37. In connection with refrain and prayer, Grosdidier de Matons (Kontakion et Canon, 199)
writes: «la rédaction de la priére finale est extrémement variée dans le kontakion...».
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2. In 7 epilogues the refrain is introduced by those verbs listed in type 1
above, but the refrain constitutes in these instances no prayer, but a doxological
statement or confession: 43 (verb: xpdZovtec); 14 (verb: Aéywv); 16 and 55 (verb:
Bodv); 19 (verb: xpalew); 24 (verb: &3ouca); 30 (verb: Bod).

3. The refrain as accusative of direct object of a preceding verb is another
frequent pattern: 15, 27, 33, 47, 51, 52, 54.

4. The refrain as vocative noun occurs in four epilogues: 4, 8, 34, 49.

5. A pattern which resembles type 4 is that of 6 + participle phrase used as
vocative: 21, 28, 29, 56.

6. The refrain as noun subject of the sentence occurs four times: 11, 13, 25,
45. ny'. 8.

7. The refrain in the form of a prepositional phrase as concluding part of the
preceding sentence occurs in 23, 26, and 38.

8. The following four patterns occur twice each: (a) The refrain is a vocative
noun in apposition to a preceding title: 5 and 41. (b) In a similar way the refrain is
in the form of 6 + participle phrase as vocative in apposition to a preceding pronoun
(in 6) or title (in 7). (c) The refrain in the form of a {va phrase occurs in 12 and 20.
An interesting feature of the epilogue of 12 is the fact that the refrain has a different
form as in the prooimion and other strophes. The usual form of the refrain is
Zatep o@odv ue. In the epilogue it becomes iva oddone pe. (d) In 37 and 53 the
refrain constitues an independent statement or doxology.

9. Finally there are 5 different patterns occurring only once each: (a) The
refrain contains the reason of a preceding statement, introduced by 8tu: 44. (b) In
10 it is in the form of a noun phrase in the genitive after a preceding verb in the
imperative form. (c) In 22 the refrain is in the form of an adverbial phrase. (d) In
39 the refrain constitutes a noun in the dative followed by a noun in the genitive as
final part of the preceding imperative sentence. (e} In 57 it is a genitive of object
after TuyyavVL.

D.The para-liturgical epilogue

In seven instances we have what we may define as a para-liturgical epilogue,
L.e. the particular epilogue forms at the same time the conclusion of the biblical
narrative.

1. The final strophe of kontakion 1 contains prayer and thematic reference
uttered by Mary to her child, Christ. She addresses Him by various titles: cwt7p,
ULE pov, 68MYE pou, TomnTd Lou, ThouTioTa pou including two titles of the refrain:
notdiov véov and 6 wpd aiwvwv Bede. The refrain is connected with the strophe in
the form of two vocative phrases in apposition to various preceding titles in the
vocative case, listed above.
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2. The final strophe of kontakion 2 consists of both thematic reference and
exhortation. In the first half Christ addresses Mary twice as pitep pou, while in the
second half we find Mary’s exhortation to Adam and Eve. The refrain is linked to
the strophe as the contents of the participle phrase t&v Bodvrdv pot.

3. The epilogue of kontakion 9 contains a biblical quotation related to God’s
promises. The refrain is the acc. of object of the preceding verb mnyaloloy.

4. In kontakion 26 we have a credo of faith spoken by Adam addressing
Hades by means of the personal pronoun, the title or name “At8 being used in the
refrain. The refrain itself again forms the content of the participle form Bo®vrwy.

5. The final strophe of kontakion 31 contains first Christ’s exhortation to his
apostles to save men and baptize them. This is followed by the apostles’ credo of
faith and their prayer to Christ, addressing Him by means of the personal pronoun
0. The refrain is the vocative case in apposition to a noun of the preceding
sentence, forming part of the prayer.

6. The epilogue of kontakion 32 contains the disciples’ prayer to Christ,
addressing Him as ’Avapdptnte, while the refrain forms the content of the
participle eimdv.

7. Finally, in the epilogue of kontakion 36 Joseph addresses Mary as mapBéve,
the refrain being the content of the verbal phrase AaAdow ocot.
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