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XVIIL.—The Technique of the Portrayal of Joy in Greek Tragedy

FAMEE LORENE SHISLER

MOUNT VERNON SEMINARY

The convincing portrayal of joy was especially difficult for Greek tragedians
in view of the prevailing tone of tragedy and ancient use of the mask set to convey
a tragic effect. This paper investigates the methods used by them to give an
effective portrayal of joy. It is discovered that not only are certain motifs of
thought recurrently used for this purpose, but numerous methods of expression
are employed for the same end; these are discussed under the subject headings:

. language, rhythm and stage business. Evidence for comparison of the three
great dramatists’ technique in this regard concludes the paper.!

Studies in the dramatic technique of the Greek tragedians are
numerous; plot and structure, motivation, principles of catharsis or
of dpapria, style, tragic irony, delineation of character, are some of
the subjects which have engaged the attention of students of the
drama. There is one phase of dramatic technique, however, which
apparently is so much taken for granted that a thorough considera-
tion of it has been largely neglected: that is the technique of the
portrayal of emotion. That this should be the case may be due to
two reasons. One is the habit of mind which never associates
conscious technique with the question of portrayal of emotion, in
the belief that all a playwright needs to do is to observe human
nature undergoing the stress of pain or joy and set it down on paper.
Now it is a fact that the dramatic poet must be a student of human
nature, but it is also true that the best of observers cannot recreate
emotion on the stage without a definite consciousness of the means
by which it can be created. The other and perhaps more valid
reason for the general neglect of this subject is its intangible quality.
At first sight it is as if one were to dissect the emotional motifs of
Wagner in an effort to discover what makes them emotional. This
very intangibility, then, necessitates a rather detailed analysis and
exposition in order to avoid the pitfall of vagueness into which a
study of emotional portrayal could so easily fall. The purpose of
the present paper, therefore, is to study this particular phase of
dramatic technique in relation to the portrayal of joy.

1 The material in this paper is a small portion of that gathered for a study of the
Technique of the Portrayal of Emotion in Greek Tragedy, a dissertation accepted by

the University of Michigan in April, 1942, in partial fulfillment of the requirements
for the degree of Doctor of Philosophy.
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To portray any emotion convincingly is a task worthy of a
skilful dramatist. The portrayal of joy, however, presented special
difficulties to the Greek tragedians. Not only was joy alien to the
general tone of tragedy, in the comparatively rare passages in which
it occurs,? but the visual evidence of the mask set to convey a
tragic effect had to be overcome. These special difficulties which
confronted the tragedian make inquiry into the technique of por-
trayal particularly interesting.

The first device of which one becomes aware in studying passages
of joy is the literal statement of the emotion, either by the character
in question, or by another character or the chorus: This frequently
used and rather obvious device is justifiable not only on the ground
that frank expression of feeling is characteristic of the Mediterranean
temperament and not felt to be incongruous, but also because it is
gracefully handled by the dramatists. A few instances may be
cited to show how it is done. In Ag. 270, the elders show joy at
Clytemestra’s news of the fall of Troy: xapé ' ipépmer. Chryso-
themis (Soph. El. 871ff.) runs in with her good news, saying ¢’
Hdoviis Tou, diAtarn, dukopar. Creusa (Jon 1447-9) cries out mébev poi/
ouvékvpe’ &dbknros Hdovd; wolev[eNdBouev xapav; Helen is even more
obvious with her yéynfa (Helen 632) as she rejoices over her reunion
with Menelaus. Iphigenia (IT 842) explains her feeling to the
chorus: dromov &dover E\aBov, & didac. Malevolent joy of Medea at
the news of the success of her poison robe is shown as she urges the
messenger to tell her more (Medea 1134-35) : dis Tégov yap v | téppeias
Huds, € TeBvdot Taykakws.

A closer survey of the various passages reveals a number of
patterns or motifs running through the speeches the dramatists
wrote for the purpose of expressing joy. The two which occur most
frequently are the wish for good and the greeting. The wish for
good usually takes the form of a blessing on the bringer of good
news (as in Phoen. 1086 or Eur. El. 231: ebdacuovoins) or of a blessing
on those 3 who have in some other way caused one joy. Alcestis
1137-8 is an example. Admetus, joyously receiving his wife, snatched
from death, at the hands of Heracles, addresses him thus: eldaiuovoins
kai o 6 ¢urboas warip owior. Philoctetes, overjoyed when Neo-

2 An estimate of the percentage of lines of joy contained in the whole body of
tragedy would be set at about 2%. This figure is offered only as a help in realizing
the difficulty of the task which faced the dramatists.

3 Even on oneself in Helen 645; possibly anxiety is the emotion in this case, the
everpresent Greek fear that joy in excess may bring on the jealousy of the gods.
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ptolemus and the Greeks consent to take him with them, expresses
his joy with a wish for good:

. . . ¢ihot 8¢ vabrar, wds av Dulv éupavis
€pyw Yevoluny, s ' éeale Tpospily.
(Phal. 531-2)

An example of the greeting motif occurs in Aeschylus’ Suppliants
(602) where the Danaids greet their father when he returns to tell
them of the people’s decision to protect them: & xaipe, wpésfv,
oirTar’ dyyeélwrv tuot. Electra (Soph. El. 1361-2) ends her joyous
address of the old attendant of Orestes with xatp’, & wérep: Tarépa
Yap eloopav dokd: xalp'.

The prayer of thanksgiving is another motif once used by
Aeschylus and Sophocles, and six times by Euripides, to show joy.
The chorus of elders in Ag. 355-66 addresses joyous thanks to Zeus
at the news of the successful capture of Troy. Deianeira (Trach.
200-1) offers a short prayer which serves to show her joy that
Heracles is to return:

@ Zeb, Tov Olrys drouov bs Newudv’ Exes,
€wkas Huty GANG oy Xpovw Xapdv.

Most powerfully portrayed is the joy of Hecuba (T7o. 884-8) at
Menelaus’ vindictive attitude toward Helen, when she bursts out:

@ yiis dxnpa kamwl yis éxwy pav,

do1is wor’ €l b, duordmacTos eldévar,
Zets, €lt’ avaykn Pploeos eire vods Bpordv,
wpoanuEbuny o€ wavra yap 8’ dydpov
Baivwy kehebBov katd dikny Ta vt dyes.

Alcmena in Heracl. 869 gives thanks to Zeus on hearing the news of
Iolaus’ victory against the persecutors of Heracles’ children.

A most effective motif used by Sophocles and Euripides is the
contrast of the former situation with the present. Creusa, in Ion
1458-61, sets against the former pain of childbirth and grief at
abandoning her son, the present intensity of her joy at finding him
again. Sophocles’ Electra says to Orestes (1281-7):

@ GIN’, &vov &y Eyd odd’ dv AT’ adddw.
€oxov 6pyav dvavdoy

old¢ v Bod kK\lova’ & TdAawa.
viv 8 Exw g€ KTA.
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In lines 779-87 of the same play, Clytemestra shows her evil joy
at the news of Orestes’ death with a long speech contrasting her
former fear and dread of his return with her present release from
fear.

Occasionally joy is shown by a constant reiteration of, or re-
counting of, the situation and changed circumstances in which the
character finds himself. Creusa (lon 1463ff.) says: dmaides olkér’
touty obd drexvor | Sou’ éoTiodrar, ya 8 éxer Tupawwovs. One or two
comparisons also are used to enhance the portrayal of malevolent
joy. The chorus of Eur. El. 860-1, rejoicing over Aegisthus’
murder, exhorts Electra to join the dance ds veBpos otpaviov whénua
kovpifovaa alv dyhate. Clytemestra evilly rejoices in the drops of
Agamemnon’s blood as corn rejoices in rain (4g. 1391--2).

Such are the motifs of thought used repeatedly by the dramatists
in various situations which require the portrayal of joy. But the
dramatists do not rely on the ideas or motifs alone for their por-
trayal. There are, of course, many ways in which one can express
a thought. Often it is the language in which the thought is pre-
sented, the choice of words, or the accompanying action, which
serves to convey an emotion. For these one might use the term
‘““expression’’ as opposed to thought. A number of particular
methods of expression appear to have been employed by the drama-
tists to show joy. They may be grouped under three headings:
language, rhythm, and stage business.

Of utmost importance to successful portrayal is the language in
which the thought is clothed. Skill in the use of words may be
considered first. One of the elements most striking to the modern
reader of the dramas is the liberal sprinkling of exclamatory par-
ticles which are, as a rule, unmistakable indications of emotion.
For the expression of joy, the particle chiefly used is i&. Creusa’s
i& b, Naumpds aifépos qumrvxai, T’ abdar &bow in Ion 1445 is an
example, showing how the particle is repeated. Many times, also,
it is used with a vocative of address or a noun in apostrophe, serving
thereby to set an emotional tone that the simple & of address would
not convey. Euripides uses the exclamation & (Phoen. 295) to
show joy: éBas & xpbvw yav warpar. (& iw. Pev also is twice used
by Sophocles for expressing joy; cf. Frag. 636, and Philoctetes’
words in Phil. 234:

& piNTaTov pwvnua: deb 70 kal AaBety
wpdopleyua Towodd’ avdpds & xpovw HaKkpd.
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Again, certain epithets are found to be recurrent in joyous pas-
sages. The epithet most frequently used to convey the tone of
joy is ¢idos or ¢pidTaros. Examples are numerous. Sophocles uses
it in Electra for effective portrayal of joy (cf. 1224: & ¢iraror ¢ds;
1227: & ¢irtarar yuvalkes. 1273: i xpovw pakp®d ¢uATdTay 6866y KTA.
1286: ¢purrdray éxwv wpoooyw krA. 1354: & oidtarov ¢is. 1357: &
dirTarar uév xetpes). There is a similar use of it in Phil. 234, 237,
242 (& ¢pidtaTov Ppawnua; . . . Tis aéuwy 6 @iltaros; . . . & PuAThTOU
wal warpds, & @ilys xfovds). Another epithet is douevos; Euripides
makes the joy of Ion and Creusa evident when he puts these words
into Ion’s mouth (1437-8):

& GUNTATN uoL iiTep, Eouevds o by
Tpds douévas TETTWKA gas Tapnidas.

Certain adjectives compounded with &- or ei- are similarly used,
such as dmworos, adoknros, deAwros, ebrixns and edduepos. Sophocles’

Electra (1262-3) says to Orestes: . . . oe viv dppborws | ée\mrrws T’
toetdov. Creusa (Ion 1395, 1441, 1448) uses similar compounded
epithets (¢pdoua . . . dvekwiorwy, . . . deNwroy ebpnu’ . . . G&doknTOS

ndovéa). An interesting epithet is xpéwos with its corresponding
phrase & xpovw; it is frequently and effectively used to heighten the
tone of joy, as in its reiteration by Orestes, Electra and the chorus
in Eur. El. 578, 579, 585, 597: & xpbvw ¢avels, éxw o &éAmwrws . . .
kGE &uod v’ Exp xpove. . . . &uohes éuoles, &, xpowwos duépa. . . . Iphi-
genia (IA 640) joyously greets her father: & wérep, éoetdov o’ douéry
TOANG Xpovew.

Other recurrent epithets are #8ts or #6taros, E\etBepos (natural enough
to the freedom-loving Greek as an expression of joy), maxdpios,
wolewos, mepuxaphs. Menelaus (Helen 623) exclaims to Helen : & wofewos
fuépa, 1 o’ els éuas Ewrev dAévas Aafetv. Philoctetes (530) cries out:
& ¢iltatov pév Auap, #doros &’ dvhp. Alcmena shows joy with the
words & réxva, viy 87 viv ENelfepor movwy, ENelfepor be k. (Heracl. 874).
Ion and Creusa use the epithet in a number of instances, as in
Ion 1354 and 1461: & pakapiwy por dacubrwv #8' Auépa and wviv 8¢
Yeverdow wapd géfev mréw pakapwThTas Tuxoba Héovis.

A third device in the use of words, the metaphor, is strikingly
employed in the portrayal of joy. Not only nouns and verbs with
transferred meanings are used but also adjectives and actual epithets
by the use of which a different picture is called up from that which
a noun alone conveys. Joy is portrayed by the use especially of
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metaphors drawn from light. ®a&s & elppovy, said of Agamemnon
(Ag. 522) by the joyful chorus, is an example. Other light meta-
phors are Cho. 961, Pers. 300—1 where Aevkov fuap is added, 4j. 709
where the chorus rejoices over Ajax’s apparent rationality, Soph.
El. 1354, HF 531, Ion 1439 (& téxvov, & ¢&s untpl kpelaoov fAiov-),
IT 849, Or. 243, Bacch. 608 (& ¢bos péyiorov Hutv), and a slightly
extended metaphor in Ton 1466-7, of the sun cleaving the darkness.
In Eur. El. 586-7, Orestes’ coming is the lighting of a torch or
beacon for Electra and the chorus.

Akin to light metaphors are those in Cho. 238 and Trach. 203,
where joy is shown by the use of the word éuua for Orestes and for
the good news brought to Deianeira. ’Og¢falués is similarly used
in OT 987. Several other metaphors are used with telling effect.
In Trach. 204 joy is gathered as fruit (xapmoiuefa). Aeschylus uses
a game metaphor, the lucky fall of the dice (4g. 32-33), and another
of lifting the curb or bit (Cho. 962) to portray joy. Sophocles gives
the expression wepixaps 8’ dverrduav to the joyous chorus in 4j5. 693.
Euripides’ Medea uses a metaphor of finding one’s way again after
losing it (766: eis 68ov Pefhxauev; see also 769). In Ion 1506-9,
Creusa shows her joy with the metaphor of fair winds after storm.

Among other elements of language which appear to be used by
the dramatists especially to portray emotion is apostrophe. Several
kinds of apostrophe used to portray joy may be distinguished. A
favorite is the address to day and night, light and objects of nature.
Day, light, or the sun are addressed in Ag. 508, Soph. El. 1224,
Phil. 530, 867, Eur. El. 585, Helen 623, Ion 562, 1354, Medea 764,
Eur. Frag. 443, to show characters under the influence of joy, and
in Ag. 1577 and Eur. El. 866 for joy at evil. The air, breezes and
clouds are apostrophized in Ton 1445 and in Eur. Frag. 443, earth
and night in Eur. El 867, where Electra with malevolent joy says:

@ péyyos, & réfpurmov HNiov oéhas,
& yala kal vOE fv édepkduny wapos,
viv Bupa Todudy dumTuxal 7' ENelfepor,
érel matpos wewTwkey Alyiolos ‘povels.

Another effective apostrophe is that of places, which occurs a few
times, occasionally accompanied by words of greeting or of thanks-
giving. A series of these is used in HF 781-91 to intensify the
portrayal of the chorus’ joy at the death of Lycus.- Iphigenia,
overjoyed to be reunited with Orestes, cries out (I7 845-7): iw
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Kukhwmis éoria’ w warpls, | Mukiva oila, | xbapw éxw toas, xbpw éxw
Tpopas, | &7 wou guvouaiuova Tovde dduois éfelpédw dphdos. Another type
of apostrophe is that of deities,—chiefly Zeus—or personifications
such as Aikn. The chorus of 4jax 694-708 joyously apostrophizes
a series of deities. Medea (764) cries: & Zed Aixn e Znvos ‘HAiov Te
¢@s.  One or two other kinds of apostrophe occur. The Sophoclean
Electra (1225) joyously addresses the ¢féyua of her brother when
he is discovered to her; similarly Philoctetes (234) apostrophizes
¢avnua, overjoyed to hear his native speech again. Electra (Soph.
El. 1357) gladly greeting the old attendant who had saved her
brother, addresses even his hands: & ¢iA7arar uév xeipes. Iphigenia
(IT 838-9), rejoicing to receive her young brother, addresses her
own soul: & kpetagov % Noyoow ebruxobod pov | Yuxé, ti ¢&;
Dramatists occasionally use exclamation to set the tone of joy,
as in 14 1613, where the chorus cries out &s #douai Tou Tadr’ dxoboac’
dyyedov. Theseus shows malevolent joy with an exclamatory prayer
of thanksgiving at the news of Hippolytus’ (1169-70) destruction:

& Geol Moaeddy 6’ s dp H00’ Euds warip
0p03s, drxoboas TGV éudv kaTevyubTwy.

Euripides beautifully and succinctly expresses Iphigenia’s joy at
the news of Aegisthus’ death when he lets her exclaim: & wérv.’, s
0 (IT 533).

The rhetorical question is likewise powerfully used by Euripides;
an instance of this is Jon 1446-9 in which Creusa’s joy at discovering
her son is shown by her cries: 7iv’ atéor diow, | Bobdow; w60ev pot | ovv-
ekvpa’ GdoknTos Hoové; wofev | ENdPouer xapdv; Helen (656) expresses
her joy similarly: i ¢@; 7is dv 748’ #Awioer Bpordy wore;

Repetitions are used rather frequently to assist in the portrayal
of joy. Immediate repetition is most striking; illustrations of its
.use are Helen’s words: ¢pihaw ¢ilas, 7¢ wépos obkére orévoper (Helen 648)
and the chorus’ joyous i® i& Hav Méw, & Mav Mav k7). in Aj. 694-5 at
Ajax’ seeming return to reasonableness. In OC 1099, when the
chorus excitedly announces to Oedipus that his daughters have
been rescued from Creon and are coming back to him, Oedipus cries
joyously: wob mwob; 7i ¢s; w@s elras; and Antigone answers: & warep
marep k7\.  Clytemestra’s evil joy at the herald’s news of Orestes’
death (Soph. El. 675) is skilfully communicated by the excited
repetition i ¢#s, 7L fs, & feive; Other examples of the use of
immediate repetition to show joy may be found in Soph. El. 1232-3,
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Trach. 210, 222, 655, Soph. Frag. 490, HF 763, 772, Eur. El. 585,
Helen 640 and Bacch. 1037.

Repetition after an intervening word or words (epanalepsis) is
used also, though somewhat less often. As an example of this may
be mentioned the chorus’ words in Eur. El. 590-4: feds ad feds
auerépav Tis &ye [ vikav, & pila. Evexe xépas, &vexe Noyov, lew Airas [ &
feols, TUxq gou TOxq kTA. Alcmena joyously speaks to the Heracleidae
(873) with similar repetition. Anaphora, repetition at the begin-
ning of successive sentences, clauses, or phrases, is also used as an
aid to the expression of joy. IT 847 (quoted above, page 282f.) is
an example; another case of anaphora may be seen in the passage
just quoted from Eur. El 590-4.

The peculiarly Greek stylistic device of asyndeton was used with
great effectiveness for the portrayal of emotion. Since the Greek
language was a language of connectives, the omission of the usual
particles in connected speech was significant of some stir of irra-
tional feeling in the speaker.! Thus joy is powerfully enhanced in
Soph. El. 1234-5 as Electra rejoices over her reunion with Orestes:
& yoval . . . &ubher’ dpriws, [ tpniper’. fNfer’. €lded’ obs éExpplere.
Asyndeton is used also in conjunction with anaphora, as when
Philoctetes (236-7), full of joy at the arrival of the Greeks, asks:
ris ', & Tékvov, wpootaxe, Tis wpoohyayev | xpela; Tis opun Tis Gvéuwy O
¢irtaros; This example illustrates another device closely related
to asyndeton in effect and usage, the short paratactic sentence or
question. These give a breathless excited effect and are skilfully,
though infrequently, employed by the dramatists to show joy.
Creusa, for instance, rejoicing over the discovery of her son (lon
1446-9, quoted above, page 283) uses a series of such brief questions.
These short paratactic sentences occur in the words of a single
speaker. Sometimes, however, the same effect is obtained when
two speakers participate, as in OC 327-8. This brings us to the
use of antilabe as a means to express joy. These broken half-lines
in iambic or trochaic meter, assigned to two speakers, step up the
tempo of scenes, giving a breathless effect as in the joyful recognition
scene of Eur. El. 579-81, where Electra and Orestes speak:

El &w ¢’ dé\mrws . . . Or. kak éuod v’ &xp xpove.
El. otdémrore 6Eaca. Or. otd’ &yd yap fATwoa.
El. &etvos € ab; Or. abuuaxds yé ooL uévos.

4See J. D. Denniston: Greek Particles (Oxford, 1934), Introd. page xlv.
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or the Electra-Orestes scene in Soph. El. 1224-6:

El & ¢idtarov ¢Gs.  Or. ¢ilratov, Evupaptupd.
El & ¢béyy’, agikov; Or. unkér’ &ANofev wiby.
El. &xw oe xepoiv; Or. @s 7a Noim’ &xous del.

Other examples of its use may be found in such scenes as OC 1099,
1102, 1107-9 or HF 531.

Euripides uses two further stylistic devices to portray joy. One
is hyperbaton, a violent change of word order; on learning that the
veiled woman is his wife Alcestis (1123-4), Admetus shows his joy
most strikingly with the words:

& Geol, L Nefw—Oady’ avéNTioTov TOHde—
yuvaika Neboowy THvd’ ,—éuny érnTiuws |

The other device is pleonasm; it serves to intensify Helen's expres-
sion of joy (Helen 530-1) when she learns that Menelaus is alive:
¢nal 8’ &v phe ToTw TOV dudy {GvTa Péyyos elaopav. Sophocles also uses
it in the Electra (see 1234-5, quoted above, page 284).

The second of the three general methods of expression® em-
ployed by the dramatists to portray emotion is rhythm. The study
of the relation of the use of rhythm to portrayal of emotion is a
difficult, if nevertheless absorbing, business; for the Greek ear seems
to have been trained to a greater degree of sensitiveness to rhythmic
implications than ours. To us, it is only the sudden changes from
the ordinary trimeter to another rhythm which, by the very fact
that they are changes, manage to indicate a change of feeling. To
the Greek audience of the fifth century B.C., however, the rhythms
themselves, not merely the change, appear to have been indicative
of some sort of feeling. A survey, therefore, of the rhythms of all
emotional passages, comparing content with rhythm, is essential
in order to determine which rhythms were used generally by the
Greek tragedians to indicate various emotions.® Such a survey
has been made of passages expressing joy, in an effort to give the
following general view of how the dramatists used rhythm to en-
hance the emotional effect.

The first discovery of importance is the fact that, of all the lines
expressing joy, almost half (439%,) are in other rhythms than the

5 See page 280.

¢ This survey has been made for the study mentioned in footnote 1, the results of
which may possibly be published at a later time.
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usual iambic trimeter. One cannot escape the implication of such
a high percentage. It makes apparent the fact that the dramatists
looked on rhythm as a powerful and useful aid in the gaining of
emotional effect.

The second fact of interest is the predominance of paeonic 7 and
iambotrochaic rhythms in these joyous passages. The paeonic is
used alone once, in pure dochmiac form; otherwise it occurs in
mixed rhythms. When the paeonic and iambotrochaic mixture is
used (e.g. Soph. EI. 1232ff., 1253ff., 1273ff., Phoen. 291-321), the
paeonic element usually predominates. Dorian elements are some-
times merged with these rhythms, as in Trach. 205-24. Paeonic
and iambotrochaic are used with a single touch of anapaestic in IT°
827-49. The mixture of paeonic, anapaestic and iambotrochaic
rhythms is used in several other passages (e.g. Eur. El. 585-95, Ion
1441ff., Helen 623-59) by Euripides; in this mixture the anapaestic
element is very small, the paeonic again predominant. Aeolic
rhythm is uppermost in 4j. 693-718.

Actual percentages may give an idea of what rhythms (other
than trimeter) are favored for the expression of joy; the usage is
approximately as follows: paeonic 36%, iambotrochaic 33%, ana-
paestic 169, Aeolian 87, trochaic tetrameter 4%, and Dorian 2%,.
For joy at evil, the distribution is approximately as follows: paeonic
509, iambotrochaic 209, Aeolian 179, Dorian 109, Ionian 3%.
Metrical variations in the form of resolutions are frequently made,
in iambic and especially in paeonic rhythms; an example is Helen
627-9:

é\afBov douéva Toow Eudy, dilat,
mwepl T’ éméTaca xépa
dilov &v uakpd Pproyl Ppaesdopw.
or 634-5:
wept 6¢ yvia xépas éBalov, néovay,
@ mwoas, ws AdPw.

The third general method of expression employed by the drama-
tists to portray emotion is stage business. Here one dare not be

7 For lyric meters, the convenient classification established by George Thomson in
Greek Lyric Metre (Cambridge, 1929) pages 7-12, 151-55, is used: 1. Anapaestic and
spondaic; 2. Iambic and trochaic, which, since they appear to be used interchangeably
in lyric passages, are grouped together here as iambotrochaic; 3. Dorian, consisting of
dactyls, prosodiacs, epitrites; 4. Aeolian, glyconic, pherecratic, tripodic, enneasyllabic,
etc.; 5. Paeonic, including cretic, paeon, bacchius, dochmius and related meters;
6. Ionian, consisting of Ionic a majore and minore, choriamb and antispast, and synco-
pated variations such as Anacreontic.
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led astray into suppositions, however reasonable, of what took
place on the stage. Only indications of stage business actually to
be found in the text of the dramas are to be considered, as they
alone may be thought surely to represent the dramatists’ technique
in the matter of emotional portrayal.

A distinction can be made between actual stage business—that
which is practically possible on the stage and is a clue to the way
in which the dramatists actually meant the actors to portray the
emotion—and simulated or suggested stage business, that which,
though impossible to carry out, was none the less indicated by the
dramatists, the mere suggestion of it being sufficient to convey its
emotional connotation to the audience. Of the first division, actual
stage business, the action of embrace or the touching of another
person is the one overwhelmingly used to portray joy. Electra,
for instance, in her joy at seeing Orestes again, flings her arms
around her brother in Soph. El. 1226 (éxw oe xepaiv;) Eur. El. 579
(Old man: érera wél\es wpoomwirvew tots ¢uhtdrois; Electra: @A\’
olkér’ . . . &xw o' adé\wrws) and possibly in Cho. 233, if Orestes’
warning édov yevod could be taken as sufficient indication of such
action. Jocasta embraces Polyneices, rejoicing to see him again
(Phoen. 306-9). Heracles’ children (HF 520-2) cling to their
father’s garments, while Creusa and Ion have a long embrace in
mutual joy at discovering one another (lon 1438: wpos douévas
mérTwka oas wapnidas, 1440, 1443, 1453, 1460). Not to multiply ex-
amples of similar action to express joy, a bare list of further refer-
ences may be given: OC 329, 1105-10; Alc. 1131-4; Ion 519-25,
560, 1405-10; IT 796, 828ff.; Helen 566, 6237, 634-5; 1A 631ff.

Another action especially used for joy is the dance. It is ex-
pressly indicated a few times, once by the watchman of 4g. 31, who
possibly made a few gestures suggestive of dancing, again by the
sailor chorus in 4Ajax 693-718 (note line 701), and even by the aged
Jocasta in Phoen. 315-16. Euripides also makes special indication
of it for the malevolent joy of the chorus at Lycus’ death in HF
763-814 and of the women friends of Electra (Eur. El 859-65,
873-9) at the news of Aegisthus’ murder.8

8 It would be fairly safe to conjecture (concerning the dance in general, not these
expressly indicated passages) that choral dance forms and the movements of solo dance
were planned by the dramatists to play an important part in conveying a character’s
emotional state to the audience. Aristotle, too (Poetics 1447a), is evidence for the
fact that dancing portrayed emotion. But, however interesting it would be to make
some conjectures concerning its emotional use on the basis of rhythm, nothing of
practical value for the purpose of this paper would result.
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The manner of entrance once indicates joy, when Chrysothemis
runs gladly in to tell Electra that Orestes must surely be in the
vicinity (Soph. El. 871-2; note lines 934-5).

Not only action but also the manner in which lines were de-
livered was important for the portrayal of joy. The dramatists
several times give a clue to the way in which they wished this to be
done by the actors; an instance is the joyous recognition scene
(Soph. El. 1301-21) between Orestes and Electra, when the paeda-
gogus comes out to quiet them and speaks of their Bof (1336).
The Trachinian women exhort one another with the word Bodre
(212), and Creusa is given the words 7' alddv dbow, | Bodow (Ion
1446-7). These are sufficient to show what part dramatists ex-
pected the manner of delivery to play in the portrayal of joy.

The other division is that of simulated or suggested stage busi-
ness, which, though it could not be actually carried out, the drama-
tists indicated in the belief that the suggestion of it alone would be
sufficient to express an emotional state. A number of times the
portrayal of joy is enhanced by a suggestion of weeping or tears,
though no attitude or action of weeping is practicable. An instance
is the scene in Helen 654 where Helen and Menelaus are embracing
in joyful reunion and Menelaus is made to say éud 6¢ xapuova daxpva.
Helen’s words in 633 are similar: ddxpv oraldoow, cf. Ag. 541 or
Soph. El. 1230-1, 1312-13.

Appearance too is once or twice suggested to help portray joy.
Orestes refers to the ¢awpd mposdmrw of the Sophoclean Electra
(1297), conveying the suggestion of what was impossible actually
to accomplish with the mask. Euripides even uses the suggestion
of hair rising on the head to help show Helen’s joy at meeting Mene-
laus (Helen 632-3: véynfa, kpatl 8 opbiovs &feipas | avemrrépwka) ! ®

A recapitulation of the foregoing discussion follows. Pure joy,
an emotion difficult to portray, in view of the prevailing tone of
tragedy and the use of the tragic mask, is revealed chiefly by literal
statement and the motifs of wish for good, and greeting; by linguistic

9 It is interesting, and instructive by way of comparison, to see what the dramatists
consider fitting action when they describe reported scenes of joy. Weeping is described
in Soph. El 906; the dance for joy in Eur. Suppl. 719-20, and for joy at evil in HF
1303—4; clapping the hands for joy in Eur. Suppl. 719-20; inordinate laughter as
expressive of joy at evil in 43.,958-9 (see also 303). Shouting also appears in reported
passages of joy (Eur. Suppl. 719-20, El. 855). Of these actions, only clapping the

hands and inordinate laughter are not found among actual indications of action in
joyous passages for production on the stage.
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elements such as metaphor and the epithets ¢ilos, douevos and xpévios;
by frequent repetition, asyndeton and antilabe, as well as apos-
trophe, particularly of nature, places and deities. Paeonic and
iambotrochaic rhythms are predominant in a large percentage of
the lines. The embrace is the action most often indicated for the
portrayal of joy; other actions are occasionally used, the manner
of delivery sometimes indicated, and tears of joy frequently sug-
gested. A typical illustration of the dramatists’ use of these various
methods is IT 827-49; here Iphigenia’s joy at her reunion with
Orestes is shown by embrace, by epithet (¢ikraros, ebrvxodoa, etc.),
repetitions, apostrophe, rhetorical question (i ¢&), exclamatory
particles, literal statement and metaphor, and is emphasized par-
ticularly by paeonic rhythms.

Joy at evil is expressed chiefly by the literal statement, apos-
trophe and repetition. An occasional epithet or metaphor helps
portray it. Dance, expressly indicated by the dramatist, sometimes
helps to portray the emotion, as do the paeonic rhythms. An
example of malevolent joy'is the passage in Eur. El. 767-73; 859-89
where the emotion of Electra and the chorus is shown by numerous
apostrophes, the word xapé, dancing (especially indicated) and the
action of Electra, who goes to meet Orestes as he returns from the
murder of Aegisthus, and crowns him with garlands.

A brief comparison of the usage of the three great dramatists in
the portrayal of joy may be interesting.

The three all use literal statement, Aeschylus less often, Soph-
ocles more often than Euripides in proportion to the opportunities
each has to make use of it. Of motifs of thought, Euripides uses
the wish for good and prayer of thanksgiving most of the three
playwrights, Aeschylus and Euripides the greeting, and Sophocles
the contrast of the former situation with the present. Aeschylus
never uses this last, as he also never uses the recounting of the
situation to show joy. A brief summary of favorite motifs of each
playwright follows, in order of frequency of use. Italics indicate
that the motif is used more often by the dramatist beside whose
name it appears, than by the other dramatists:

Aeschylus: Literal statement, greeting.

Sophocles: Literal statement, wish for good.

Euripides: Literal statement, wish for good, greeting, prayer of
thanksgiving.
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Of methods of language, Euripides and especially Sophocles use
the exclamatory particle i@ or & for the expression of joy. Sophocles
also uses ¢ed, as noted on page 280. Aeschylus uses both these and
epithets (repmvés, Ppaidpbs, didos, xpowos) sparingly, while Sophocles
and above all Euripides employ them frequently; the favorites are
didos and xpbérios. Sophocles also uses wepixaphs and the noun cwrip,
while Euripides likes douevos, uakdpeos, moflewés, and the nouns répyrs
and xapuors. It is Aeschylus who most uses metaphor for expres-
sion of joy and malevolent joy. Sophocles also employs this device
proportionately more often than Euripides does. The apostrophe
is in general used slightly more often by Sophocles, Aeschylus using
it least often. Sophocles uses apostrophe of deities somewhat
oftener than do the others, Euripides being the only one of the
three to use it—and that frequently—for joy at evil. Euripides
alone apostrophizes parts of the body. Exclamation and question
are used chiefly by Euripides. Sophocles uses repetition more than
Euripides for joy. It is immediate repetition which Sophocles likes
particularly, while Euripides uses more anaphora. Aeschylus uses
anaphora only, and that rarely. Asyndeton, short paratactic sen-
tences and pleonasm are predominantly Euripidean, while Sophocles
is the chief exponent of the device of antilabe, using it twice as
much as Euripides does. Aeschylus never uses these methods
except for a single use of asyndeton for joy at evil. A brief summary
of favorite language devices for each dramatist follows, in order of
frequency. Italics carry the same significance as in the previous
summary:

Aeschylus: Apostrophe, metaphor.

Sophocles: Epithet, repetition, apostrophe, exclamatory particles,
metaphor, antilabe.

Euripides: Epithet, apostrophe, repetition, asyndeton, metaphor.

In the use of rhythms for joy, there are few differences among
the three dramatists. It is interesting to notice that it is Euripides
who most frequently employs rhythm as a means to portray joy,
579, of his lines of joy and joy at evil being in meters other than
trimeter; the figures for Aeschylus and Sophocles are 33% and 34%
respectively. A summary for rhythms follows:

Aeschylus: Anapaestic, paeonic.
Sophocles : lambotrochaic, paeonic, Aeolian.
Euripides: Paeonic, iambotrochaic.
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Of stage business to show joy, actions are used most by Eurip-
ides, least by Aeschylus. The manner of delivery of lines is indi-
cated chiefly by Sophocles. Following is the summary for devices
of stage business:

Aeschylus: Suggested tears.
Sophocles: Embrace, suggested tears and appearance.
Euripides: Embrace, dance, suggested tears and appearance.

There follows a general summary of the most frequent means by
which joy and joy at evil are portrayed by each of the three drama-
tists:

Jovy

Aeschylus: Literal statement, greeting, apostrophe (deities,
places); 259, of Aeschylean lines expressing joy are
in other meters than trimeter (anapaestic).

Sophocles: Literal statement, exclamatory particles, epithets,
metaphor, apostrophe (deities, nature), repetition,
antilabe; 439, of Sophoclean lines expressing joy
are in other meters than trimeter (iambotrochaic,
paeonic, Aeolian); embrace, suggested action or ap-
pearance, indicated manner of delivery.

Euripides: Literal statement, wish for good, greeting, prayer of
thanksgiving; epithet, metaphor, apostrophe (na-
ture, deities), rhetorical question, [repetition],®
asyndeton; 489, of Euripidean lines expressing joy
are in meters other than trimeter (paeonic, iambo-
trochaic) ; embrace.

Joy At EviL

Aeschylus: Metaphor, 279, of Aeschylean lines of joy at evil
in other meters than trimeter (paeonic).

Sophocles: —(no single method used often enough to be noted
here)

Euripides: Literal statement, apostrophe (deities, places); 619,
of Euripidean lines devoted to malevolent joy are in
meters other than trimeter (paeonic, Aeolian, iambo-
trochaic); dance, [indicated manner of delivery].

10 Brackets indicate that these methods are used much less often than others with
which they are grouped.
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It seems desirable to choose a specific passage from each of the
great dramatists for the sake of a final view and comparison of their
methods of portrayal of joy. The recognition scene between Orestes
and Electra, which is common to all three playwrights (Cho. 235-
243; Soph. El. 1224-1363; Eur. El. 561-95) may be chosen for this
purpose. Aeschylus uses literal statement of Orestes for Electra’s
joy, the metaphor & repmvov dupa (Cho. 238), and several epithets.
Sophocles, in a much longer scene in which there is the recognition
not only of Orestes but also of his paedagogus by Electra, uses
many more devices,* employing literal statement (1231, 1271-2,
1277, 1302-3), contrast of former and present state (1281-7), greet-
ing (1361-2), epithets, metaphor (¢&s 1354), apostrophe (1224,
1225, 1357), question (1355, 1356, 1360), repetition, and antilabe.
Over half of the passage is in lyric meter (paeonic-iambotrochaic).
Euripides, in the recognition of Orestes by the old man and by
Electra, uses exhortation to prayer of thanksgiving (563), actual
word (560), epithet (579), a single case of anaphora, and antilabe.
The chorus, too, is given a metaphor from the lighting of a beacon
(586-7), apostrophizes the day (585), and otherwise shows joy in
repetition and asyndeton. About half the passage is in lyric meter
(paeonic, anapaestic, iambotrochaic) with paeonic rhythm pre-
dominating. As to stage business, Aeschylus appears to indicate
some sort of action or movement on the part of Electra at Cho. 233.
Sophocles indicates an embrace (1226) as well as the manner of
delivery (cf. 1336), and suggests both action (tears of joy, 1230-1,
1312-13) and appearance (1297). Euripides indicates the action
of embrace (579).

These three passages, though not fully representative, nor yet
representing situations of equal importance in each of the dramas,
will nevertheless be seen, on comparison with foregoing summaries,
to illustrate the general tendencies of each dramatist in respect to
the technique of the portrayal of joy.

11 Of course, the greater length of this passage, which is due to its importance in
the structure of the play, made the use of more devices necessary. This does not affect
the value of the passage as an example, however, for it will be seen that the methods

of portrayal used correspond well with the trends of usage which have been noted for
each playwright.
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