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Abstract: In his paper on Lysias, Dionysius of Halicarnassus characterizes the
effect of Lysias’ enargeia as the power through which the listener “seems to see
the things shown and to be almost in the company of the characters whom the
orator introduces”. The capacity to give the audience a sense of being present at
the narrated scene, vividly imagining the people, places, and actions, is one the
most powerful instruments in Lysias’ persuasive toolbox. The ‘sense of presence’
created by Lysias’ narrative style will be approached as a form of what in cogni-
tive literary studies has become known as immersion, a concept that is defined
by in terms that are remarkably similar to Dionysius’ characterization of Lysias’
style, as “the experience through which a fictional world acquires the presence of
an autonomous, language-independent reality populated by live human beings”
(Ryan 2015, 9). Analyzing Lysias’ narrative techniques through the lens of their
immersive power is interesting for several reasons. Psychological research has
found evidence that highly immersed readers are more likely to be persuaded
by the point of view implicit in a narrative than readers who are less immersed.
Approaching Lysias’ style in terms of its immersive qualities also allows us
analyze the text in terms of a wide and diverse range of linguistic and narrato-
logical devices: not only the strategic use of graphic (“vivid”) details, but also the
use of verbal tense and aspect, vocatives, direct speech, the narrator’s visibility,
and the narrative’s spatial and temporal organization, handling of perspective
(focalization), and its capacity to raise suspense and to engage the audience’s
attention and emotions.
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£xeL 8¢ xal TNV Evapyetav oAV 1 Avoiov AEE. altn & €0Tt Suvapic Tig UTO TG aioNoelg
Gyovoa Ta Aeyopeva, yiyvetat 8 ék Tiig T@V mapakoAovBovvtwv Aews. 0 81 mpooéywv
TNV Stdvolav Toig Avaiov Adyolg ovy oUTwg 0tal okatdg i SuodpeaTog fj PPadug TOV Vov,
¢ VY UroAPeTal yvopeva Ta SnAovpeva Opdv kal (MoTep Tapodoty oig av 6 PriTwp eiodyn
npoowiolg OpAeTv. (Dionysius of Halicarnassus, Lysias 7)

Lysias’ style is characterized by a high degree of enargeia. This is a certain power that brings
the subject of the speech before the senses, it arises from the inclusion of attendant circum-
stances. The reader who pays attention to Lysias’ speeches will not be so clumsy or difficult
or slow-witted that he fails to see the things shown and to almost be in the company of the
characters whom the orator introduces.*

1 Enargeia, immersion, and persuasion

The power of stories to change people’s beliefs has been recognized by many liter-
ary critics from antiquity to modern times. To be persuasive, a story must possess
various qualities. One of the most effective properties of persuasive narrative is the
capacity to make the reader or listener feel as if they are present at the scene, wit-
nessing the events unfolding before their eyes. In ancient literary criticism, this sty-
listic quality is associated with notions such as £x@paotg, évaywviog and évapyela.?

One of the ancient authors praised by the ancient critics for the enargeia of
his style is Lysias. In his work on Lysias, Dionysius of Halicarnassus defines enar-
geia as “a certain power that brings the subject of the speech before the senses”,
and he associates it with “the inclusions of attendant circumstances”. With
regard to Lysias’ style he adds, more in particular, that an attentive reader readily
visualizes the things shown, and even feels as if he or she is in the presence of the
represented characters. As Webb rightly points out, “Dionysius choice of words
points to something far more radical than ‘description’ and ‘characterization
through speech’ (éthopoiia) since the verb homilein implies not just conversation
but presence in a shared space. Moreover, unlike some other sources on enargeia,

1 The translation is that of Webb 2019, 168.

2 The term évaywviog relates to the capacity of a text to be “vivid”, “actively involving”, “engag-
ing”, “full of suspense”; Ooms/De Jonge 2013. é&vépyela: (...) £0Tt SUvapig Tig VO TaG aiobAoELg
dyovoa T& Aeyopeva “(...) the power to lead things shown before the senses”, D.H., Lys. 7.
£k@paoig: (...) 0Tl AOyog epunynUaTikOg Evapy®g OTU Sty Gywv TO dnAovpevov “(...) a descrip-
tive speech which brings vividly before the eyes that what is presented”, Theo Prog. 118, 1.7).
Important studies of these rhetorical concepts are Webb 2009 on €k@paotg; Zanker 1981; Otto
2009; and Plett 2012 on évapyeta; and Ooms/De Jonge 2013 on €vaywviog. For the persuasive
aspect of évapyeta, see Otto 2009, ch. 3; Niinlist 2009, 185-193; Webb 2009, 123124, ch. 6 on the
persuasive function of £kppaoig.



DE GRUYTER The Narratio of Lysias 1, On the Killing of Eratosthenes =—— 273

he does not talk about it only, or even principally, in terms of the sense of sight
but in terms of the senses (aistheseis) in general”.?

Lysias’ enargeia is not just a recommendable stylistic quality: in a court of
law, it undoubtedly also served an important persuasive goal. As O’Connell puts it,
“the sense of presence that Dionysius describes as a stylistic feature, then, would
have been a central aspect of Lysias’ persuasive strategy, since it would have con-
tributed to an impression of first-hand, authoritative knowledge”.* Creating the
illusion of actually being physically present at the events as they unfold, that is,
showing them, is a more effective way to persuade the jury of their truthfulness
than merely telling them - a rhetorical lesson that is also taught by Quintilian:

non enim satis efficit neque, ut debet, plene dominatur oratio, si usque ad aures valet atque
ea sibi iudex, de quibus cognoscit, narrari credit, non exprimi et oculis mentis ostendi.
(Quintilian, Institutio oratoria 8.3.62)

For oratory fails of its full effect, and does not assert itself as it should, if its appeal is merely
to the hearing, and if the judge merely feels that the facts on which he has to give his deci-
sion are being narrated to him, and not displayed in their living truth to the eyes of the
mind. (Transl. Butler)

Although enargeia is most typically described in terms of the visualizing power
of a text, Dionysius’ characterization of Lysias’ style shows that enargeia in fact
comprises all senses and that it is also associated with the feeling of being in the
physical presence of the characters, to the extent that one feels able to interact
with them. This brings us, finally, to another important aspect of enargeia, inti-
mately connected to its ‘sense of presence’: the arousal of emotions, triggered by
the feeling of being present at the scene as an eyewitness.’

The ‘sense of presence’ experienced by a listener or reader is not only a
central topic in ancient rhetoric and literary criticism. It is currently also in the
focus of attention of literary studies and cognitive narratology, where the reader’s
‘quasi-presence’ is referred to by such terms as “immersion”,® “transportation”,’
“aesthetic illusion”,® and “absorption”.’

3 Webb 2019, 157.

4 O’Connell 2017, 228. A similar point is made by Webb 2019, 157-158.

5 For the emotional dimension of enargeia: Plutarch, On the Glory of the Athenians, Mor. 347a;
Quintilian, Institutio oratoria 6.2.32. Cf. Zanker 1981; Walker 1993; Webb 2009, 94-101; Allan/De
Jong/De Jonge 2017, 35-36; Webb 2019, 157-158.

6 Ryan 1991, 2001.

7 Gerrig 1993; Green/Brock 2000, 2002; Green 2004.

8 Wolf/Bernhart/Mahler 2013.

9 Hakemulder/Kuijpers/Tan/Balint/Doicaru 2017.
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The experience of immersion — which will be the focus of this paper - is
defined by Marie-Laure Ryan, the pioneer of the study of literary immersion, as:

“(...) the experience through which a fictional world acquires the presence of an autono-

mous, language-independent reality populated by live human beings”.*®

“Immersion is a corporeal experience, (...) it takes the projection of a virtual body (...) to feel
integrated in an art world”."*

In her “Poetics of Immersion”, Ryan identifies four varieties of immersion: spatial
immersion, a narrative’s ability to immerse readers in a sense of place; temporal
immersion, the story’s creation of interest (suspense, curiosity, surprise) through
the dynamics of the temporal unfolding of the told events; spatio-temporal
immersion, the reader’s imaginative transportation (“recentering”) into the story
world; emotional immersion, which relates to the emotional participation (such
as empathy) in the fate of the characters.” It is not difficult to notice the strong
similarities between Ryan’s types of immersion and some of the effects that are
usually associated with enargeia: both concepts are associated with a sense of
place, imaginative transportation, and an emotional response.”

Once introduced into literary studies by Ryan, the idea of immersion soon
also attracted attention outside literary studies, for example in the study of the
visual arts and cinema.' The work on narrative immersion is particularly inter-
esting because it includes empirical psychological studies which test the persua-
sive effects of narrative texts on actual readers. An example is the work of Green
and Brock on the persuasive power of narrative texts. One of the central tenets
of their Transportation-Imagery Model (2002) is that narrative persuasion is
dependent on the degree of mental transportation (immersion) brought about by
vivid visual imagery and emotional engagement: “in general, the more recipients
are transported into a narrative world, the more likely they are to change their
real-world beliefs to be more consistent with the story”.*

10 Ryan 2015, 9.

11 Ryan 2015, 13.

12 Ryan 2015, 85-114.

13 The strong similarity between the enargeia and immersion is discussed in more detail in
Allan/De Jong/De Jonge 2014, 2017.

14 Ryan 2015; Wolf/Bernhart/Mahler 2013. It should be noted, however, that the interest in the
psychological phenomenon of immersion did not originate in the humanities but in the field of
virtual reality technology where it relates to a user’s experience of being physically present in
a simulated, computer-generated environment (e. g., flight simulators and computer gaming).
15 Fitzgerald/Green 2017, 55.
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In a study of 2000, Green and Brock found that the degree of transportation
into the story world determines how likely readers are to change their beliefs
on topics brought up in the story. For example, one of the stories used in their
experiment was about a girl who was attacked in a shopping mall. Readers that
were more strongly transported by the story were more inclined to believe that
shopping malls are unsafe places, and that the world is unjust. An interesting
observation made by Green and Brock is that the fact that the texts were explicitly
labeled as fictional did not alter the outcome. Apparently, verisimilitude is much
more important to reader persuasion than the fact that a story is fictional or not.
Immersed readers judge the truthfulness of a story according to the principle “if it
appears to be true, it must be true”; they are less critical of the story content and
less attentive to signs of untruthfulness in the text.®

An aspect that is closely associated with immersion is that of character iden-
tification. There is ample empirical evidence that identification with the main
character in the story has a strong persuasive effect. In a study of De Graaf,
Hoeken, Sanders, and Beentjes (2012), for example, it was found that the perspec-
tive of the story influenced the reader’s identification with the character and that
readers are inclined to adopt the opinion of the character from whose perspective
the story is told. Character identification and perspective is of course also of vital
importance to the persuasive power of the narrative of Lysias 1, which will be
discussed in more detail in section 4.

In this paper, I use the concept of immersion to come to a better understand-
ing of the way in which texts create the feeling of presence in the story world. The
concept of immersion shows several qualities that make it a valuable addition
to the conceptual apparatus we use to analyze stylistic properties of a text. An
important advantage of immersion is that it is firmly embedded within current
cognitive linguistic and narratological theory. This means that immersive narra-
tive techniques can be analyzed in terms of a wide array of concepts derived from
both fields, such as tense and aspect, speech representation, cognitive frames/
schemata (linguistics), and narrative speed, order, focalization, narratorial medi-
ation, suspense, and story world (narratology). In the following sections, I first
propose a coherent set of immersion-enhancing textual properties (section 2),
which then serve as a framework for an analysis of two texts: the encounter of
Hector and Andromache in Iliad 6 (section 3) and the narrative of Lysias 1, On the
Killing of Eratosthenes (section 4).

16 For an overview of the empirical research on the persuasive effect of immersion, I refer to
Sanford/Emmott 2012, ch. 9; O’Keefe 2015, 331-335; Fitzgerald/Green 2017.
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2 Immersive texts and their characteristics

The potential of a text to engender an immersive experience can be linked to
a number of its properties. In her 2001 book, which was substantially revised
in 2015, Ryan discusses a number of textual characteristics that facilitate the
experience of being immersed in the story world, such as internal and variable
focalization, scene narration, dialogue and free indirect discourse, prospective
first-person narration, a totally effaced narrator, mimesis “showing” (rather than
diegesis “telling”), and reassignment of the reference of deictic elements to the
perspective of a participant in the scene.” It goes without saying that the text is
not the only determining factor in whether or not a reader feels immersed in the
story world — other crucial factors will obviously be the reader’s current physi-
cal environment (Are there any external stimuli distracting the reader from being
immersed in the story world?), the reader’s present mood, mental predisposition
and other, more general, personal characteristics.

Drawing on Ryan’s ‘Poetics of Immersion’ and on other cognitively oriented
studies of immersion, I propose the following set of textual dimensions contrib-
uting to a reader’s or listener’s immersion in the story world:*® (1) Space: the text
provides indications of the spatial arrangement of the scene (e. g., through spatial
adverbs, prepositional phrases and motion verbs) and evokes a ‘sense of place’;

(2) Sensorimotor details: the text provides concrete sensorimotor details
(physical objects or bodies, their actions, and movements) and refers to objects
or settings that activate experientially rich cognitive (culturally based) schemas/
frames or personal memories, enabling an embodied mental simulation (‘mental
image’) of the sights, sounds, touches, smells, emotions, and actions in the
described scene;®

17 Ryan 2001, 130-139.

18 There is a substantial body of empirical research on immersion and its various psychologi-
cal dimensions, e.g., Green/Brock 2000, 2002; Braun/Cupchik 2001; Green 2004; Jacobs 2015;
Hakemulder/Kuijpers/Tan/Balint/Doicaru 2017. For a more detailed discussion of immersive tex-
tual features in Greek literature, see also Allan/de Jong/de Jonge 2014, 2017; Allan 2018, 2019,
2020; in the latter publications, similar inventories of immersive techniques are given, some-
times featuring different terms, or ordered in a different arrangement: they should, however, be
thought of as essentially identical.

19 “Understanding utterances, quite broadly, involves internal activation of ‘embodied
schemes’, along with the mental simulation of these representations in context to generate a
rich set of inferences”; Gibbs 2005, 198. The important role of embodiment and, more specif-
ically, sensorimotor, and emotional simulation in understanding language has been demon-
strated by numerous cognitive psychological studies. Overviews of empirical research can be
found in Zwaan 2004; Sanford/Emmott 2012; Kaschak/Jones/Carranza/Fox 2014; Jacobs 2015;
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(3) Time: the text shows an iconic temporal organization and a relatively slow
pace (scenic narration); there are no deviations from chronological order (anach-
ronies, such as flashbacks or flashforwards) or time compressions (summary nar-
ration);*°

(4) Perspective: the text contains a perspective-shift (‘recentering’), inviting
the recipient to vicariously experience (‘view’) the situation from a spatio-tem-
poral or cognitive-emotional viewpoint located in the scene. This may be typi-
cally realized by a shift to a scene-internal standpoint or, more specifically, to
an embedded focalizer, but it may also be effected by a shift to direct speech,
dialogue or free indirect speech;

(5) Emotional involvement: the text gives rise to an affective response, either
(a) by steering the recipient’s emotional evaluation of the characters and their
behavior (such as admiration, sympathy, pity or contempt), or (b) by arousing
feelings of identification and empathy, “a vicarious, spontaneous sharing of
affect, (...) provoked by witnessing another’s emotional state, by hearing about
another’s condition, or even by reading”,?* or (c) by engendering plot-driven
emotions, such as suspense, curiosity or surprise, which are generated by the
interplay between the progression of narrated (represented) time and the dynam-
ics of narrating time;?

(6) Attention focus: the text directs the recipient’s attentional focus firmly to
the represented scene; the focus does not shift towards ‘offstage’ elements such
as the narrator, the text itself as a medium, and the extradiegetic discourse world.

Narrative immersion depends on a complex interplay of these textual dimen-
sions. Even though immersive devices show a tendency to co-occur, narrative
segments may also show a mix of immersive and distancing elements, and the
immersive quality of the text will vary throughout a story, depending on the pres-
ence of immersion-enhancing or immersion-disrupting textual features. In other
words, a narrative text typically shows a dynamic profile of ‘peaks and valleys’,
going up and down the slopes between a more immersive, experiential, reenact-
ing mode of narration and a more distanced, retrospective, reflective mode of
narration.

Hakemulder/Kuijpers/Tan/Balint/Doicaru 2017. For embodiment approaches to Greek literature,
see e. g., Grethlein/Huitink 2017; Huitink 2019; Allan 2019, 2020; and several contributions in
Mocciaro/Short 2019; and Grethlein/Huitink/Tagliabue 2020.

20 For the distinction between low-speed scenic narration and high-speed summary narration,
see De Jong 2014, 93-94.

21 Keen 2007, 4.

22 Surprise, suspense, and curiosity can be seen as the three universals of narrative: Sternberg
1978.
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One way of understanding the scale between a non-immersed and a fully
immersed reading is by distinguishing 4 (fuzzy-bounded) levels of readerly
absorption, as proposed by Ryan:

(1) Concentration: “The type of attention devoted to difficult, non-immersive works”;

(2) Imaginative involvement: “[t]he ‘split subject’ attitude of the reader who transports
herself into the textual world but remains able to contemplate it with aesthetic or epis-
temological detachment”;

(3) Entrancement: “[t]he nonreflexive reading pleasure of the reader so completely caught
up in the textual world that she loses sight of anything external to it, including the aes-
thetic quality of the author’s performance or the truth value of the textual statements”;

(4) Addiction: “[t]he loss of the capacity to distinguish textual worlds, especially those of
fiction, from the actual world (I call this the Don Quixote syndrome)”.*?

We will never know which level of immersion an Athenian audience in court
would have attained, and the degree of their immersion would also have
depended on their individual disposition: some members of the audience would
have been strongly (emotionally) involved in the narrative, other may have been
uninterested or simply distracted by elements in their physical surroundings. For
forensic oratory such as that of Lysias, it would of course have been important to
strive to achieve Ryan’s level 3, “entrancement”, the level of immersion at which
the truth value of the textual statements is no longer critically assessed.

3 Enargeia/immersion: An example from Homer

As a prelude to my more detailed analysis of the narratio of Lysias 1, I will discuss a
relatively small passage from the Ilias, the famous encounter of Hector, Androma-
che, and Astyanax in book 6.%

"0g eincwv ol maudog dpé&ato @aibipog “Extwp:

ay &’ 6 maig mpog kOAToV EB{wvoLo TIBNVNG

£KAIVON idywv atpdg @ilov Gy dtuyBeig

TapProag xaAkov Te 8 Ao@ov inmoyaitny,

Beov G’ dkpoTatng k6pLBog vevovta vonoog. (Il 6.466-470)

So, speaking glorious Hector reached out to take his son. But the child shrank back crying
against the breast of the girdled nurse, terrified at the sight of his own father, frightened by
the bronze and the crest of the horsehair, as he saw it nodding dreadfully from the top of the
helmet. (Transl. Hammond 1987)

23 Ryan 2015, 68-69.
24 The immersive quality of the passage is also discussed in Allan/De Jong/De Jonge 2014.
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The Scholia give the following comment on this passage:

duoamoondoTwg pév Exovat TV TpoP@v. TobToV 8¢ Kal 1 g PoBel. TadTa 8¢ Ta €mn
oUTWG €0Tiv évapyelag HEOTE, OTL OV POVOV GKOVETAL TX TIPAypaTa, GAAX Kai OpdTat. AaBwv
8¢ ToUT0 £k TOD Blov O oA GkpwS ePLEYEVETO T PN oeL. (Schol. bT IL. 6.467 ex.).

[Children] are hard to tear away from their nurses. And [Hector’s] sight also frightens him.
These lines are so full of enargeia that the events are not only heard but also seen. By taking
this from life, the poet has shown himself to be highly superior in his representation.

The visual aspect of the scene is emphasized: the listener does not only hear it
(and a reader does not only read the words) but he/she also sees it, i. e., makes a
mental image of it. The scholion also mentions that the scene relates to everyday
experience.” In terms of modern cognitive theory, the scene activates cognitive
schemata and scripts (general frames of knowledge) in the reader’s memory ena-
bling the audience to construct an experientially rich mental ‘image’: because the
audience have had the prior experience of how children behave when someone
tries to take them away from their nurses, they are able to build a full-blown
embodied sensorymotor simulation of the scene.?® Approaching the passage in
terms of its immersive features, it is possible to expand on the observation in the
Scholia and identify additional textual elements in the passage that contribute to
a feeling of involvement and presence.

The audience’s imagination is stimulated by the use of quite a number
of sensory (visual and auditory) details such as £i{wvolo, iGywv, xaAkov,
inmoyaitnv. The text also provides clues about spatial positions and move-
ment, using adverbs and prepositional phrases (G, TTpOG KOATIOV, AT’ GKPOTATNG
kOpvBoC), and verbs (6pé&ato, £kAivon, vevovta): Hector reaches out to take the
child, the child shrinks back against the breast of the nurse, the crest is nodding
from the top of the helmet. The sense of presence at the scene is also supported by
the relatively low tempo of the narration: the time of the narration approximates
the narrated time (scenic narration).

Crucial to the immersive quality of the scene, however, is the switch to
embedded focalization. From natpog @ilov v &tuyBeig to voroog (468-470),
we experience the event through Astyanax’ eyes and we are strongly encouraged
to identify with him, both cognitively and emotionally. The narrator follows Ast-
yanax’ gaze across Hector’s body. First, Hector’s appearance is mentioned as the

25 See also Niinlist 2009, 153, 190, 195.
26 The importance of prior (personal) knowledge to the reader’s feeling of transportation into
the narrative world is also empirically demonstrated by Green 2004; see also Jacobs 2015, 7-8.
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cause of the child’s fright. Then, the bronze and the crest of horsehair is zoomed
in upon. Finally, the specific detail of the waving crest is highlighted. Emotionally
charged terms such as @ilov and 8ewdv express the child’s contradictory emo-
tions of love and fear.

Table 1: Immersive textual features in lliad 6.466-470

SPACE - spatial adverbs/prep. phrases: &y, npdg kdAmov, &’
dkpotdng kGpubog
- motion verbs: 6péEato, £kAiven, velovia

SENSORIMOTOR DETAILS - &igdvolo, idxwy, Xalkdy, inmoxaitny, & &kpotdtng
K6pubog
- motion verbs: 6pé&ato, £kAiven, velovia
- tapsinto lived experiences: familiar cognitive schemas/
scenarios, enriching mental simulation

TIME - low speed: scenic narration
PERSPECTIVE/ - focalisation by Astyanax > empathy
EMOTIONAL INVOLVEMENT - mental verbs: &tuyBeig, tapprioag, vooag

- emotional terms: matpog @ilou, dewov

FOCUS of ATTENTION — invisible narrator - no distractions away from story world
to extra-diegetic world

4 Lysias 1, On the Killing of Eratosthenes

This paper focuses on the analysis of narrative in Lysias 1. That the enargeia
(“descriptive detail”, “vividness”, “verisimilitude”, “sense of presence” - or
however one wishes to call it) of the narrative is key to Lysias’ persuasive strat-
egy, distracting the audience’s critical sense away from what might have actually
happened in the fatal night of Eratosthenes’ death, has been argued convinc-
ingly in recent publications by O’Connell and Webb.*” O’Connell points out the
importance of ground vividness (“the vivid presentation of information ancillary
to the main point of an argument”),?® employed to draw away the juror’s attention
from the issue of entrapment. Taking a different but congenial approach, Webb
has shown the significant role of embedded focalization and spatial awareness,

27 O’Connell 2017; Webb 2019.
28 O’Connell 2017, 237.
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which “creates a sense of being physically present within the scene, alongside
the participants”.?® My analysis has many points of contact with both papers, but
it aims to complement them by taking a somewhat different angle, focusing on
Lysias’ immersive techniques.

In the narrative of Lysias 1, many narrative devices are exploited that are
commonly associated with immersive storytelling: the narrative gives a ‘sense of
place’, a convincing sketch of the characters, provides sensorimotor (‘graphic’,
‘vivid’) detail in a selective but effective way, switches to scenic narration at sig-
nificant points, presents the events from the viewpoint of the protagonist on the
scene, engages the audience’s involvement with the protagonist and his vicissi-
tudes, and creates suspense, surprise and curiosity.

An important narratological aspect in Lysias 1 is that we are dealing with an
internal narrator: the narrator-speaker is also a character in the story.>® Further
narratological dimensions that are relevant to the narrative style of Lysias 1 are (1)
the degree of overtness (visibility) of the narrator, and (2) the distinction between
narrating vs experiencing focalization.>! The first dimension relates to “a narrator
who clearly manifests himself as narrator throughout the text”,* for example
by commenting on the narrated events or by thematizing his role as a narrator.
The feature of narratorial overtness (1) is also relevant to immersion: a highly
visible narrator who draws attention to himself instead of directing attention to
the narrated events, decreases the audience’s feeling of being immersed in the
story worlds.

The second dimension (narrating vs experiencing focalization) is especially
relevant to internal narrators, since internal narrators have the choice either to
tell the events — as much as possible — as they saw and (mis)understood them
at the time they experienced them (experiencing focalization), or to recount the
events from a retrospective viewpoint, drawing on the knowledge and feelings
they possess at the moment of narration (narrating focalization). These two types
of focalization differ in their immersive effect. In experiencing focalization, the
story events are presented as they were perceived and understood by the narrator
at the moment of experiencing them, which makes a technique par excellence to
engender in the narratees a feeling of being present at the scene, witnessing the
narrated events as they unfold before their eyes, while trying to make sense of
what exactly is happening.

29 Webb 2019, 167.

30 See for the distinction between internal and external narrator De Jong 2004, 1-2; 2014, 19.

31 For overtness vs covertness, see De Jong 2014, 26-27; for narrating vs experiencing focaliza-
tion, see De Jong 2014, 65-68.

32 DeJong 2014, 26.
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Even though many immersive techniques are used, the narrative starts off in
a somewhat more distanced (in the sense of less immersive) mode of narration,
before switching to a more immersive style in § 12. The term ‘distanced’ should
in this context not be understood as ‘objective’, ‘non-emotional’, or ‘detached’.
(This is clearly not the case.) The term ‘distanced’ is meant in this context as
the contrary of ‘immersive’, that is, the focus of the narratees’ attention is still
(partly) directed toward the narrator, his (hindsight) knowledge and emotions,
and his circumstances at the time of speaking. In this distanced narrative mode,
the narrator — and in his wake the narratee — views the story world from a retro-
spective (i. e., distanced) viewpoint rather than from an scene-internal, immersed
viewpoint.

The stylistic transition I observe between the first part (§§ 6-11) and the
second part (§§ 12-26) of the narrative is not meant as a replacement of various
other, content-related, ways of dividing the narrative into sections, scenes or epi-
sodes, such as the division proposed by Todd (2004: 93), who distinguishes 5
parts: (1) §§ 6-8 introduction, overview; (2) §§ 9-10 description domestic setting;
(3) 8§ 11-14 sequence 1, adultery downstairs, Euphiletus asleep upstairs; (4)
88§ 15-21 sequence 2, Euphiletus’ discovery of truth and his reaction; (5) §§ 22-26
sequence 3, unsuccessful adultery, leading to killing of Eratosthenes.?

The stylistic shift towards a more immersive mode of narration in § 12 does
not occur at an arbitrary point in the narrative but is indeed related to its content:
the shift to a more immersive mode occurs shortly after the incipit of the first
narrative sequence, directly after the description of the background situation
(Euphiletus has returned unexpectedly and after dinner the baby starts to cry)
and the last intrusion of the narrator stating that he learnt the truth only later (the
baby was in fact being annoyed by the maid; Eratosthenes was inside the house).
From that point on, in the three sequences that constitute the core proper of the
narrative, the immersive style is sustained until its ending in § 26.

gy Yap, O ABnvaiol, Emeidn 80£E pot yiipal kai yuvaika fyayopny eig Tr"[v oikiav, TOV pév
GAov xpoévov oDTw Slskﬂpnv u)(rre pATe Ametv prte Mo €m0 ékelvn stvou 6 TL Qv €0eNn
TIOLEDY, £QUAQTTOV Te ()G 01OV Te R, Kal TPOTETXOV TOV Vo (omep eikdg fv. medy 8¢ pot
ndiov ylyveml, smo‘reuov 0N Kol mavTa Ta EPavTod sxswn nopESwka, nyoupsvog VTNV
OlKELGTNTA HeYIoTNY ELVAL £V HEV 0DV TG TIpWTW Xpovyw, @ ABrvaiol, tac@v fv BeAtion. kal
Yap oikovopog Sewvi kai peldwAog {dyadn} kai dkpBdg mavta Slokodoa. (§§ 6-7)

33 A slightly different division is proposed by Scheppers 2011, 321. Note that Todd, as many
scholars do, also includes §§ 27-28 in the narrative. However, since these two sections of Lysias
1 do not add new events to the story line but contain a commentary on earlier narrated events, I
prefer to interpret them as transitional sections between the narrative and the proofs.
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When I, Athenians, decided to marry, and brought a wife into my house, for some time I
was disposed neither to vex her nor to leave her too free to do just as she pleased; I kept a
watch on her as far as possible, with such observation of her as was reasonable. But when
a child was born to me, thence-forward I began to trust her, and placed all my affairs in her
hands, presuming that we were now in perfect intimacy. It is true that in the early days,
Athenians, she was the most excellent of wives; she was a clever, frugal housekeeper, and
kept everything in the nicest order.>*

There are several linguistic and narratological features that make the first part of
the narrative less immersive than the second part: the spatial setting of the story is
not elaborated until § 8, the temporal framework is indicated in rather vague and
general terms, things are narrated in a relatively high tempo (summary narration),
the narrative does not provide many descriptive details, and it features a highly
visible narrator.*® In what follows, I go into these textual aspects in more detail.

The first part of the narrative serves to lay the groundwork for the story: it
introduces the main protagonists (Euphiletus himself, his wife, and her lover),
sketches Euphiletus’ initial attitude towards his wife, and it describes the spatial
setting of the story, Euphiletus’ house in the city. Time progresses at a relatively
high pace (summary narration): first (tov pév GAov xpévov [§ 6]), Euphiletus
kept watch on his wife; then his child is born, whereafter he trusted his wife com-
pletely, as she initially (év pév odv 1@ mpwtw xpdvw) was the best of wives. After
an unspecific period of time, his mother dies leading to the start of his wife’s
affair. After a while (again, Euphiletus is not very specific: mpoidvtog 8¢ tob
Xpovou [§ 11]), he unexpectedly returns from his work, at which point the narra-
tive gears into another, more immersive, mode.

The relatively distanced perspective of the narrative also shows in the use of
tense and aspect in the first part of the narrative. The first thing to note is that the
present tense is used several times. In some cases, these present tense verbs refer
to discourse time, the time at which Euphiletus is speaking to the jury in court.
Such references to the present time have of course an immersion-disturbing
effect: they jolt the audience out of the story world into the present, as they draw
attention to the speaker-narrator and his immediate circumstances. The first case
in point is yeyévnrau (in § 7), a present perfect:

34 The Greek text is that of Carey’s 2007 OCT; the translations are taken from Lamb’s 1930 Loeb
edition (sometimes slightly adapted).

35 The observation of Edwards 2004, 334 that “throughout the narrative the narrator is overt”
should be nuanced somewhat. Yes, the narrator is overt in the narrative, but the frequency of
his intrusions as a narrator decreases importantly, especially after § 11. As we are dealing with a
first-person narrative, the narrator still refers to himself in his role as the protagonist in the story
events.
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£neldn 8¢ pot i PP £teAednoE, i MAVTWV TOV Kak®V droBavoboa aitia Lot yeyévnrat.

&7

But as soon as I lost my mother, whose death has become the cause of all my troubles.

In Greek, as we know, the present perfect is not a narrative time: it does not refer
to events or states in the story. Present perfects, instead, refer either to states in
the present of the speaker (resultative-stative perfect) or, if they do not refer to the
subject’s physical or mental state, they stress that a past event is relevant at the
time of speech (current relevant perfect).>® The present perfect yeyévntat is of the
latter type; this means that Euphiletus is not merely mentioning a past event, he
is actually referring to a present state: “my mother’s death HAS BECOME/IS the
cause of all my troubles”. This sentence is not meant to contribute to the con-
struction of the story world — the narrator interrupts his narration of the story to
comment on it from a retrospective viewpoint; it expresses what the event means
for him hic et nunc while he is speaking to the jury. Now whereas this shift of the
audience’s attention to the speaker’s present situation should be seen as detri-
mental to the immersion in the story world, it does however have a significant
role in priming the audience for a more immersive experience, as it captures the
audience’s attention by stressing the story’s dramatic outcome.?” An important
effect of Euphiletus’ statement in § 7 is the creation of ‘HOW suspense’. The audi-
ence know that his mother’s funeral is the cause of all his troubles, and they were
already informed of the fact that Eratosthenes has seduced his wife (§ 4). But how
did this all come about?

The other present verbs are, likewise, intrusions of the narrator in the chain
of events, intrusions that are crucial for the audience to understand the setting
and the further course of events:

~ \ KA kA ~ \ \ ~n L~ A 7 » ~
TIPAOTOV PEV 0VV, w AvBpeg, (BT yap kal Tadd’ vy Suynoacbat) oikidiov €Tt pot Stthodv,
oo £xov T& Gvw TOTG KATW KATA TAV YUVAIKWVITLV Kai KAT& TV Gv8pwvitwy. (§ 9)

Now in the first place I must tell you, sirs (for I am obliged to give you these particulars),
my dwelling is on two floors, the upper being equal in space to the lower, with the women’s
quarters above and the men’s below.

36 Cf. the Cambridge Grammar of Classical Greek: “the perfect indicative signifies that an action
has been completed in the past and that the effects of that action are in some way relevant in the
present”; van Emde Boas/Rijksbaron/Huitink/de Bakker 2019, 420. For the distinction between
resultative-stative perfect and current relevance (anterior) perfect, see Allan 2016.

37 Cf. Edwards who notes that it functions as “a prolepsis reminiscent of Homer and Herodotus,
which foreshadows the disaster to come”; Edwards 2004, 334.
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Euphiletus interrupts the story line to provide relevant background information,
using a present tense £oTu: he is still the owner of the house at the time of the
trial. The present 8¢l is part of a meta-narrative comment drawing attention to
the narrator in his role of organizer of the narrative: Euphiletus points out to the
audience the relevance of his digression on the house to understand the rest of
the story.

These present tenses are not the only tense-aspect forms that are linked to
a more distanced mode of narration. Many verbs refer to habitual events, which
by definition require a relatively distant perspective: the narrator makes a gener-
alization regarding a longer time span, describing long-term, habitual patterns.
Examples are: 6 TL v €0€A Toletv (general-iterative subjunctive), f| pTnp avTO
£0nAalev (habitual imperfect), onote Aobabat 8ot (iterative optative), &yw pev
avw dinTwpny, ai 8¢ yuvaikeg katw (habitual imperfect). The repeated occurrence
of the described actions is hammered home in (10): kai oUtwg 1181 ouvelBiopévov
1V, M0Te MOAGKIG ] YUVT] QML KATW KBS ToVEN WG TO ALdiov, fva TOV TITAOV
aOT® 818G kal ur Bod. kai TabTa MOALY xpovov oUTw £yiyveto. It was his wife’s
habit (cuvelBiopévov ) often (moAAdxig) to go (mriet: habitual imperfect) to the
child, a pattern that went on for a long time (moAUv xp6vov). The description of
habitual-iterative actions shows that the narrator presents the events from a tem-
porally distant standpoint: he presents a summary overview of the events in a
certain (unspecified) period of time; he does not yet ‘zoom in’ to describe one
specific scene, as he will do later.

In the first part of the narrative (§§ 6-11), there are also two historical pre-
sents: £neldn 8¢ pot maudiov yiyvetat, £miotevov 1idn (§ 6), and 1 £ury yuvr vIo
ToUTOV TOD GvOpwWTOL OPOETTR, XpOVw StapdeipeTar (§ 8). Contrary to what one
would perhaps expect, there is no straightforward one-to-one relation between
the occurrence of the historical present and an immersive narrative style. The
historical present is often characterized as ‘vivid’, ‘pseudo-present’, or as creat-
ing an ‘eyewitness effect’; that is, as a way of creating the illusion that a past
action is occurring in the present, before one’s eyes.>® When this effect of his-
torical present is present, one could indeed argue that it also contributes to the
immersive quality of the narrative.

However, while this ‘pseudo-present’ function of the historical present is
evident in some passages (also at a later point in Lysias 1, as we shall see), it cer-
tainly does not seem to be valid for many others. In the two cases at issue, there is

38 A typical example of this, traditional, way of interpreting the historical present is Smyth’s
description: “in lively or dramatic narration the present may be used to represent a past action
as going on at the moment of speaking”; Smyth 1956, 422.
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no ‘vivid’ narration, and the events are not described as if occurring before one’s
very eyes. In § 6, the audience is not expected to feel as if they are present at the
moment of birth of Euphiletus’ child, nor are we supposed to visualize, by the use
of Slapdeipetar in § 8, how Euphiletus’ wife is corrupted.® In fact, the adverbial
XpOvw makes it clear that his wife’s corruption is a process that took some time.
The events are not told with any graphic detail and the pace of the narrative is
relatively high (summary narration).

Now if these historical presents are not ‘vivid’ or ‘pseudo-present’, what then
is their function? To understand how the historical present functions in narrative,
it is important to distinguish between summary narrative and scenic narrative.*®
In summary narrative, as in our case, historical presents show a discourse-struc-
tural function. Contrary to their occurrence in scenic narrative, they do not occur
as part of a longer series but in isolation. In summary narrative, historical pre-
sents are used to draw the narratee’s attention to the significance of the event for
the larger development of the story line, highlighting crucial turning points nar-
rative events. In the case of yiyvetat, the birth of the child is important for at least
two reasons: it causes an important change in Euphiletus’ attitude towards his
wife, which would have fatal consequences, and the child itself remains highly
important for the unfolding of the plot.

Like yiyvetai, the historical present Sia@0Oeipetar has a discourse-struc-
tural function: it is used to highlight an important event in the story line. This
time, however, it is not so much a turning point in a sequence of events, but
an announcement of what will be narrated in the subsequent chapters (that is,
an ‘abstract’ in the Labovian sense).*! That the following narrative should be
interpreted as an elaboration of this summarizing statement is explicitly marked
by the particle yép in the following sentence (Emtnp@v yap Trv Bepamawvay ...).
The historical presents yiyvetat and Siag0Beipetat do not refer to ‘vivid® actions,
nor are they meant to create a ‘pseudo-eyewitness effect’. In other words, they
should not be seen as part of an immersive narrative strategy. Instead, they occur

39 Pace Edwards 2004, 334, who sees “dramatic vividness” in the use of these historical pre-
sents.

40 For the importance of these two modes of narration for the interpretation of the historical
present, see Nijk 2022, who distinguishes a mimetic historical present (in scenic narrative) from
a diegetic historical present (in summary narrative). A central aspect of the latter type is “the
presence of the narrator as a mediating instance guiding the addressees through the discourse”;
Nijk 2022, 165. This is certainly also true of the passage in which yiyvetat and Sia@6eipetat occur.
41 For the use of the historical present in summarizing sentences preceding or concluding an
episode, see Allan 2011, 44-45 n. 21; Nijk 2022, 165-168. As an announcement of what will hap-
pen in the following section, Sia@0cipeTal is also a prolepsis, a foreshadowing of an event that
will take place only at a later moment in the story.
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in summary narrative in which the narrator is visible as a mediating instance in
the narration, which are associated with a more distanced narrative mode. As I
argue later, there are also historical presents, later in the narrative of Lysias 1, that
do enhance the immersive quality of the narrative.

The narrating focalization of the narrator in the first part of the narrative also
comes to the fore at several points in the narrative in which he contrast his former
ignorance and naivety with his present awareness of what really happened (a), or
provides information that could not have been known to him at the moment the
events expired, adding that he learned about what actually was going on in his
house only afterwards (b and c):

(@) xai TadTa MOALV xpbVoV oD TWG EylyveTo, kol £y® 0DSENOTE VDMTEVOQ, GAN’ OV TWG
NABiwg Siekeipny, dote PNV TV EpavTod Yuvaika mac®V cw@PovesTaTNVY
£van T@V &V Tij noAeL. (§ 10)

(b) peta 8¢ 16 Setvov T Taudiov £B6a kai E8uokOAatvey OO THG Oepanaivng émitndeg
Avmodpevov, tva TadTa motij- 6 yap dvBpwmnog Evdov fv. HoTepov yap dnavra
€mvlopny (§ 11)

() mpooépyetai pot Tig mpeofiTig GvBpwog, VIO Yuvakog Unontep@Oeion fiv EKeivog
£poixevey, W £yw Hotepov fikovov (§ 15)

In narratological terms, (b) and (c) are prolepses, that is, two instances of fore-
shadowing future events.

The first part of the narrative does not only show features that point to a more
distance narrative mode. The narrative is clearly not a dry, detached report of the
events preceding the killing of Eratosthenes: there are several narrative devices
serving to engage the audience in the story, involving them emotionally with the
characters, by describing the spatial setting and by creating suspense as to how
things will develop. That the first part already lays the groundwork for the audi-
ence’s immersion in the story is crucial for its persuasive function: the audience’s
attention and emotional involvement should be aroused from the start, preparing
the way for a gradual build-up of the immersive intensity of the narrative.

The first immersive device occurs right at the start in § 6, where there is an
immediate switch to embedded focalization: £énei8r £80&€ pot yijpat. Instead of
neutrally stating “after I married”, the cognition verb £80&¢ pot subtly but effec-
tively introduces Euphiletus’ mental point of view in the narrative: from now on,
we are inside Euphiletus’ head and are encouraged to view things as they are felt
and perceived by Euphiletus rather than from anyone else’s perspective. The rest
of § 6 firmly establishes Euphiletus’ perspective as the primary emotional and
cognitive center of the story’s universe, describing in detail his thoughts, atti-
tudes, and feelings — note the many verbs referring to Euphiletus’ mental states:
Blexelpny, €@vAatTov, Tpoaeiyov, EmigTevoy, Nyoupevog. The subtle use of pot
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in €neldn 8¢ pot maudiov yiyvetat may also serve to emphasize his (emotional)
involvement in the event. Euphiletus’ pervasive subjective style of narration is
aimed at gaining the audience’s empathy (in the sense of identification: seeing,
thinking and feeling as he does, and identification with his fate) as well as their
sympathy, staging himself as an ordinary citizen, naive but kind, who — although
certainly not morally impeccable — would not be remotely capable of devising a
scheme to kill an innocent man, as he is accused of by his opponents.*? Empathy
and sympathy for the protagonist are important factors in the audience’s feeling
of being immersed in the story world.

An element that also contributes to the immersive effect of the narrative is
Euphiletus’ description of the layout of the house. Even though this description
does not provide us with much explicit details as to how we should visualize
Euphiletus’ dwelling (Demetrius, On Style 190 comments on its “plain style”), it
still contributes to the overall immersive effect of the narrative as it sketches the
setting of the adultery and the murder.

Now in the first place I must tell you, sirs (for I am obliged to give you these particulars),
my dwelling is on two floors, the upper being equal in space to the lower, with the women’s
quarters above and the men’s below. When the child was born to us, its mother suckled it;
and in order that, each time that it had to be washed, she might avoid the risk of descending
by the stairs, I used to live above, and the women below. (§ 9)

It should be noted that the ability to visualize a description of an object or a space
(such as a room, a building, or a landscape) need not depend on an abundance
of graphic detail. Equally - if not more — important is the descriptions poten-
tial to tap into the audience’s general cultural knowledge of the world (or cogni-
tive schemas, frames, scripts, or scripts, as they are called in cognitive science).
Descriptions activate cultural knowledge stored in the audience’s memory which
is used to ‘flesh out’ the strategically selected cues given in the description into a
rich mental representation (‘mental image’) of the described entity.*® In this case,
we may assume that the relative succinct description of the layout of the house
is still able to evoke a vivid embodied sensorimotor simulation in the minds of
the Athenian audience, not only encompassing visual information retrieved from
their memories but also activating motoric information based on their personal

42 Chanet 1990; Edwards 1999, 58; Carey 1989, 61-62, 66; Todd 2007, 51.

43 For the role of cultural competence to verisimilitude, see also Webb 2009, 124-125. For exam-
ple, a sentence such as “Frédéric was strolling along the banks of the Seine” will evoke a mental
image of the city of Paris from memory (provided, of course, that one has been in Paris or knows
the city from visual representations such as photographs or films), even though the sentence
itself does not provide any graphic details.
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experiences. Since this type of dwelling was undoubtedly highly familiar, the
audience would have been able to create a vivid mental picture of it and imagine
how it is to move around in such a house and how it feels to climb up and down
the staircase between the two floors. The additional detail of his wife descending
the staircase to suckle her child, which can certainly be said to be ‘taken from
life’, also adds to the audience’s imagination of the scene. The description of the
house not only provides information about the spatial setting of the narrative, but
also serves to portray Euphiletus as a naive but caring husband and to explain
how his wife ended up sleeping on the ground floor, which would eventually turn
against him as it facilitated her affair with Eratosthenes.

It is worthwhile dwelling briefly on the occurrence of the vocative. The voc-
ative is used 8 times in the narrative, in § 6 (@ Abnvaioy), § 7 (& Abnvaioy), § 9
(@ Gvdpeg), § 11 (@ &vdpeg), § 15, @ &vdpeg), § 17 (@ &vdpeg), § 23 (w &vdpeg), and
§25 (fu Gvdpeg). In principle, a vocative addressing the audience can be seen as a
textual feature disturbing immersion into the story world: a vocative uttered by
the narrator, after all, refers to an addressee external to the story world, that is,
in the discourse world, or, more precisely, in the communicative situation in the
court of law. And indeed, the vocatives addressing the members of the jury more
frequently occur in the less immersive first part of the narrative (4 vocatives in 6
sections); in the second, more immersive, part (§§ 12-26), their relative frequency
decreases (4 vocatives in 15 sections). Yet, even though vocatives can be seen as
detrimental to immersion, their immersion-disturbing effect is probably not very
strong. Linguistically they are relatively ‘light’: they are parenthetical (probably
prosodically postpositive) constituents consisting of a single noun, which only
briefly interrupts the clause. The content of the actual clause, meanwhile, still
refers to a situation in the story world.

The vocatives’ function is to appeal to the jury members to pay attention to
the following discourse segment. As Scheppers has demonstrated, vocatives in
Lysias 1 are used (a) at the beginning of all major parts of the speech (such as at
the beginning of the narrative in § 6), (b) important boundaries in the internal
structure of these parts (such as episode boundaries), (c) in segments which con-
stitute a climax in a narrative development.** On balance, I would suggest that
the use of the vocative does not appear to be distinctly immersion-disturbing nor
immersion-enhancing: on the one hand, it briefly reminds the audience of the
communicative (extradiegetic) situation; on the other hand, it serves to incite the
audience to pay attention to (and thus be more immersed in) the upcoming part of
the story, which partly neutralizes its potential anti-immersive effect.

44 Scheppers 2011, 328-329.
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An overview of the narrative techniques in the first part of the narrative
(8§ 6-11) can be found in the following table:

Table 2: §§ 6-11: Between distance and immersion

Distancing devices Immersive devices
SPACE —  description of house
SENSORIMOTOR DETAILS - few
TIME —  summary narrative
- prolepses
PERSPECTIVE — narrating focalization -  switches to embedded
— narratorial intrusions focalization

- nodirect speech

EMOTIONAL INVOLVEMENT — comments on gravity of the
suffering, of the behavior
of his wife, her lover, and of
himself

—  evocation of sympathy and
empathy for Euphiletus,
antipathy for Eratosthenes

—  creation of ‘HOW suspense’

FOCUS of ATTENTION - narrator frequently direct-
ing attention to himself
- frequentvocatives

As we have seen, the first part of the narrative (§§ 6-11) shows a mix of distancing
and immersive elements. This intermediate position between a distanced and an
immersive style can be seen in the light of the function of this part of the narrative:
it is a transitional stage between the exordium, (in which the audience’s attention
is focused on the discourse world, i. e., their present physical and social context,
the court of law and the speaker addressing them) and the core of the narrative
(in which the audience’s attention is fully absorbed by the actors and events of
the story world). The first, preliminary, part of the narrative does not plunge the
audience immediately and completely into the story world, but it engages the
audience in a more gradual way, step by step, into the narrated events.

The shift to a more immersive mode of narration in § 12 depends on several
linguistic and narratological ‘switches’ that are set differently. The general spatial
layout of the scene has already been charted in § 9, on which the subsequent
narrative can build further. Subsequent indications of the spatial setting can
therefore remain limited and often only implicit. That the first scene is set in the
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bedroom upstairs, for example, only becomes clear when Euphiletus’ wife locks
the door behind her, and Euphiletus subsequently falls asleep. The setting of the
second scene (§ 15-17), in which the old woman approaches him, is not specified,
but the fact that someone is able to approach him implies that it occurs at some
location in the city. This is confirmed only at a later stage by éA0wv 8¢ oikade
in § 18, which is the start of the subsequent scene concerning the interrogation
of the maid (§§ 18-21). After he returns home, Euphiletus brings the maid to a
friend’s house (Gyaywv & 0TIV ¢ TOV Emtndelwv TIVG).

The spatial arrangement of the highly immersive final episode (§§ 22-26) is
more complex and described in more detail. In §§ 22-23, Euphiletus tells that he
encountered Sostratus just after sunset coming from the country (i6vtt €€ dypod
dmmvtnoa) and invited him to come to dinner with him. After their arrival at
Euphiletus’ house (éA86vTeg oikade wg éue) they go upstairs (GvopavTeg eig TO
vniep@ov) and have dinner. Eratosthenes enters the house in § 24 (Epatogfévng ...
elogpyetar), and Euphiletus leaves the house to round up his friends (G@vobpat
WG TOV Kai T6V). They visit the nearest shop (ék ToD &yyitarta kamnAeiov) to
buy torches, and re—enter the house (gioepxopeda), first through the main door
(Gvewypévng TG BVpag), then through the bedroom door (OoavTteg 8¢ TV Bvpav
ToD SwpaTtiov), where they see Eratosthenes first lying next to Euphiletus wife
(katakeipevov mopd Tf yuvaiki), then standing naked on the bed (év Tfj kAivn
YUHVOV E0TNKOTQ).

The second part of the narrative (§§ 12-26) effectively feeds the audience with
significant and evocative descriptive details at strategic moments in the narra-
tive. These narrative details are used to create what Barthes (1968) calls l'effet de
réel (“the reality effect”): they lack an apparent function but serve to enhance
the realism of the text, suggesting that the text is indeed a faithful representation
of reality. An example of such an evocative narrative detail is Euphiletus’ wife
drawing the bolt outside the bedroom (tnv kAetv épéhketar) shutting Euphile-
tus in § 13. Another example is Euphiletus’ observation in § 14 that it seemed
to him that his wife had used make-up (¢80&e 8¢ pol, @ &vdpeg, TO MPOGWMOV
EPppbidodal), evoking the image of a face with “traces on the skin left follow-
ing inadequate efforts at removal and visible by the light of day”.** The wife’s
make-up is mentioned again in § 17, his final moment of insight, at which he
also remembers the specific detail of both doors (f| pétaviog Bpa kat 1 aAELOQ)
having made a noise that night. Equally effective is the narrative detail of the

45 Todd 2007, 106. The perfect éYyvBi®obat cannot be taken to mean that the woman’s face was
still fully covered with make-up, since the verb £80fe “seemed” entails a degree of uncertainty,
which would make no sense if the woman’s make-up was still intact and fully visible.
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baby’s night-light that had gone out and had to be re-lit at the neighours’ (¢paoxe
TOV Noyvov dmooPeabijvat TV mapd T@ maudiw, eiTa £k TOV YeITdvwy évépacar).
Here, the woman herself (as presented by Euphiletus) strategically exploits a nar-
rative detail to enhance the verisimilitude of her story, explaining to her hushand
why the doors had made such a noise in the night.

The switch to a more immersive mode of narration in § 12 is not only depend-
ent on a higher number of spatial and descriptive details, but also involves a
slowing down of the narrative speed (scenic narration), a more intensive use of a
scene-internal perspectives (such as embedded focalization), and a stronger emo-
tional involvement of the audience with the troubles experienced by the protag-
onist and speaker Euphiletus. The effective interplay of these immersive features
can be observed in the following scene, which in fact constitutes the transition to
the more immersive part of the narrative:

Kol £y TNV yuvaika arievat EKEAeVov kai dodvat T maudiw tov TtV tva tavonTtat kKAGov.
1 8¢ TO pév Mp@OTOV 0VK 1{BeAev, WG &v Gopévn pe Ewpakvia HrovTa Sk xpovou- Emeldn
8¢ &yw @wPYounV kai €xélevov avTrv Gmiévat, “iva o0 ye” €pn “melpds evtadBa TV
naudioxnyv- kal TPGTEPOV 88 PeBDWY ENKEG ADTAV”. K&y® pev EyEAwy, éxeivn 8¢ dvaoTtdoa
kol drodoa poatiOnot Ty Bvpav, Tpoomolovpévn Tailey, kai THY KAV E@EAKeTAL KAYQD
TOUTWV 0U8EV EvBUPOVpEVOG 0V DIIOVOMV EKABEVBOV Gopevog, fikwv €8 &ypod. (§§ 12-13)

So I bade my wife go and give the child her breast, to stop its howling. At first she refused, as
though delighted to see me home again after so long; but when I began to be angry and bade
her go, - “Yes, so that you,” she said, “may have a try here at the little maid. Once before,
too, when you were drunk, you pulled her about”. At that I laughed, while she got up, went
out of the room, and closed the door, feigning to make fun, and she took the key away with
her. I, without giving a thought to the matter, or having any suspicion, went to sleep in all
content after my return from the country.

The narration slows down and zooms in on a little domestic scene. The few
sentences abound with indications of emotional states. The baby is crying and
Euphiletus asks his wife to feed it. First, the wife’s feelings are addressed: she
refuses (oVk fi@eAev), pretending to be glad (wg av dopévn) to see him. Euphiletus
becomes angry (wpy(opunv) and laughs (¢yéAwv) at his wife’s reply. She pretends
to make a joke (mpoomolovpévn mailewv), and he falls asleep happy (ékaBevdov
dopevog). The strong emotional focus of the narrative involves the audience with
the feelings of the two actors in the scene. The pervasive use of the imperfect
tense to describe the various mental states present them as unbounded and
ongoing, suggesting Euphiletus’ scene-internal viewpoint (that is, his experienc-
ing focalization).

There are also two other concrete linguistic devices that create a sense of
immediacy: the shift to direct speech (the first in the narrative), and the use of
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two adjacent historical presents (mpooTifnot Tiv B0pav; TRV KAEV £pEAkeTal).
These two historical presents have a different function from the historical present
occurring earlier in the narrative. Since npootifnot and £péAketal are part of a
scenic narration (cf. also the use of direct speech), they do serve to convey a sense
of presence at the scene, presenting the actions as if they are actually taking place
before one’s very eyes. The reference to Euphiletus’ prior attempt to seduce the
maid is, strictly speaking, not very relevant to the main point of the story. Still,
it is a highly effective detail: it paints Euphiletus as an ordinary (for the contem-
porary audience relatable) Athenian male, with ordinary weaknesses, and it also
aims at producing Barthes’s leffet de réel.

Even though this scene offers us several immersion-enhancing narrative
techniques, it sometimes also shows signs of a retrospective stance towards the
events. The use of w¢ “as if” as a modifier of the participle dopévn and the negated
participles 008&v €vBupovpevog 008’ bovo@v mark brief intrusions of the retro-
spective narrator (i.e., narrating focalization) into the otherwise predominantly
experiencing focalization of the second part of the narrative: the audience is
subtly reminded of the fact that what seemed to be true at the time, turned out to
be false at a later stage.

The section of the narrative that is perhaps strongest in creating a feeling
of emotional immersion is § 17, which narrates the moment in which Euphiletus
realizes the truth.

TabTa eimodoa, M &vBpeg, Ekelvn pev AmAAGyYN, ¢ym 8 eVBEwg ETAPATTOUNY, Kol VT
J1ov £i¢ TRV yvduny eiofel, kai peoTtdg i dropiag, EVOVPODPEVOGS [V (¢ GekAfOOTY
£V 1@ SwpoTiw, AVapIpvNoKopevog 8e 8Tt év Ekeivn Tf vukTL Eogel i LETavAog Bpa kai iy
abAELOG, 6 0VBEMOTE €yEVeTO, £80EE TE pot 1 yuvi EPpubidodat. TaDTé pov mévTa €ig TV
yVOpnV giofiel, Kai peoTodg f voPing.

With these words, sirs, she took herself off; [ was at once perturbed; all that had happened
came into my mind, and I was filled with suspicion, — reflecting first how I was shut up in
my chamber, and then remembering how on that night the inner and outer doors made
a noise, which had never occurred before, and how it struck me that my wife had put on
powder. All these things came into my mind, and I was filled with suspicion.

The narrative shifts to a form of ‘psycho-narration’: Euphiletus describes his
mental process suddenly realizing what has been really going on: he becomes
alarmed (¢tapattopny), everything coming back to his mind, and he is filled with
suspicion (MévTa pov eig THY YV@unV eiotiel, kai peotog i vropiog, EvOVHOUHEVOS
avapupvnokopevog). The shift to embedded focalization (évBupovpevog pev g ...,
Avappvnokopevog 8¢ 611 ...) invites the audience to recall, together with Euphile-
tus, what had happened earlier, and to identify with Euphiletus in his moment
of enlightenment. Again, the imperfects describe the processes from an internal
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viewpoint, and they also suggest that the feelings and thoughts overwhelming
Euphiletus flood his mind in one simultaneous wave of emotions. The repetition
of the sentence TadT& pov MAVTA £ig THY YVWHNV lofiel, kal peaTdg i Vropiag,
leading to a form of concluding ring composition, suggests the intense emotional
shock he was experiencing.*¢

The climax of the narrative is (not coincidentally, of course) also the most
immersive part of the story, in §§ 24-26:

napodaBwv 8 @¢ olov Te v mAeioToug £k T@V MapdvTwy ERASIlov. kai Sddag AapovTeg
€k 10D éyyutata karmAeiov gigepxOpeda, dvewypévng Tig BOpag kai VIO TG GvOpwov
TIPETKEVATHEVNG. MoavTeG 8¢ iV BUpav ToD Swpatiov ol pév pdTot eiotovteg Ett eidopev
aUTOV KATAKE(LEVOY TTapd Tfi yuvaiki, ol 8 VoTtepov €v Tfj kKAivy yupvov Eotnkota. éyw &,
@ &vpeg, matdEag kaTaBeAA® oV, Kal Td XElpE MEpLAYOY MV €ig TODMIGHEY Kai SHoag
npwtwv S Ti VPPIeL €ig TNV oikiav TNV €UV €lolWV. KAKEIVOG ASIKETV PHEV WHOADYEL,
MVTEPOAeL B8 Kal ikéTeve pf GrokTeivar GAN dpyvplov mpd&achat. £ye 8’ eimov Tt “obk
£YW O€ AMOKTEV®, GAN’ 6 TG TOAEWG VOpOG, OV 0L apaaivwy riept EAGTTOVOG TMV HI8OVDV
£MoNow, Kol PEAAOV €IA0V TOLODTOV GUAPTNHA EEXUAPTAVELY EIG TRV YUVATKA THY €UV Kal
£l Tog maiBag ToVG £povg i TOTG VOpoLG meiBeaal kai kGopLOG Evar”.

I took with me as many as I could among those who were there, and so came along. Then
we got torches from the nearest shop, and went in; the door was open, as the girl had it in
readiness. We pushed open the door of the bedroom, and the first of us to enter were in
time to see him lying down by my wife; those who followed saw him standing naked on the
bed. I gave him a blow, sirs, which knocked him down, and pulling round his two hands
behind his back, and tying them, I asked him why he had the insolence to enter my house.
He admitted his guilt; then he besought and implored me not to kill him, but to exact a sum
of money. To this I replied, “It is not I who am going to kill you, but our city’s law, which
you have transgressed and regarded as of less account than your pleasures, choosing rather
to commit this foul offence against my wife and my children than to obey the laws like a
decent person”.

In the final scene, we find all the features that associate with an immersive nar-
rative mode: an elaborate spatial layout, a high density of action and motion, a
scenic progression of time, strategically inserted descriptive details, a shift to a
scene-internal perspective, emotional involvement, and suspense.
Linguistically, the spatial dimension is indicated by prepositions in com-
pound verbs and in adverbial phrases, which give information about the loca-
tion or movement in space (underscored). Time is progressing at a relatively slow
pace. We are informed of every single stage of the action: they take torches from
the nearest shop, enter through the first door, then they force the second door,
the first to enter saw Eratosthenes lying next to Euphiletus’ wife, those follow-

46 See also Edwards 2000, 72-73.
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ing see him standing on the bed, Euphiletus knocks him down, ties his hands,
and finally there is a verbal interaction. The detail of buying torches is artfully
inserted in the account of the final events. Whether Euphiletus had a torch is
completely irrelevant to the legal case he wishes to make: this detail only serves
to enable the audience to picture the situation mentally. Mentioning the torches is
yet another apparently redundant detail inserted in the narrative to create leffet
de réel.

Another feature contributing to the immersive quality of the scene is the use
of the historical present at crucial points in the action (boldface), creating a sense
of urgency and of presence at the scene. The first historical present (eioepyopeda)
marks the entry on the crime scene,”” the second (katafdMw) highlights the
moment in which Eratosthenes is overpowered and made immobile. One may
wonder why the moment of knocking down is marked with a historical present
rather than, for example, the moment they catch Eratosthenes in the act on the
bed, which is referred to with the aorist €iSopev. A possible answer is that it is
more crucial to Euphiletus’ defense that Eratosthenes was knocked down and
made immobile immediately: this point is emphatically made in order to counter
the claim of the accusers that Eratosthenes had in fact escaped to the hearth or to
the door of the house.*® Another typical immersive feature of this passage con-
veying a sense of presence at the scene is, of course, the dramatic switch to direct
speech. Euphiletus solemnly voices the final death sentence stressing that he is
only acting in accordance with the laws of the city.

The narrative’s handling of perspective also contributes to the immersive
quality of the final scene. The events are presented in strict chronological order,
as they are experienced by Euphiletus: we follow him and his friends as they
enter into the house and to the bedroom, and, at the crucial moment of entering
the bedroom, the narrative explicitly switches to their point of view (gi8opev);
it is through their eyes that we catch the surprised Eratosthenes in the act:
“the restricted focalization ensures that the audience adopt the perspective of
Euphiletus and his friends”.*® By presenting the events consciously from his
perspective, Euphiletus effectively encourages the audience to identify with him
and his party. The immersive quality of the passage is intimately linked with its
persuasive purpose — enhancing the verisimilitude of the narrative. ‘Entranced’
by the story, the jurors’ critical sense and awareness of any omissions or possi-

47 For the historical present as a marker of the start of an episode/scene (usually a verb of
motion referring to the entry of a protagonist on the scene), see Allan 2011, 44.

48 Todd 2007, 119.

49 Webb 2019, 162.
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ble inconsistencies would undoubtedly have been reduced substantially.”® By its
choice of perspective and by its wealth of detail, the narrative presents itself as a
truthful representation of what actually happened.>

By way of conclusion, I give an overview of the immersive devices discussed
above:

Table 3: §§ 12-26: Immersive devices

Distancing devices Immersive devices

SPACE

indications of spatial settings
and movement between them

SENSORIMOTOR DETAILS - few, at strategic moments in
the narrative

TIME —  scenic narrative

PERSPECTIVE - some shifts back to - experiencing narration
narratorial focalization - frequent direct speech
- switches to embedded focali-
zation
- frequentvisual close-ups

EMOTIONAL INVOLVEMENT - frequent references to and
descriptions of emotional
states, creating empathy

- strong suspense

FOCUS of ATTENTION - afew narratorial inter- - sustained focus on story
ruptions world (with few interruptions)
-  vocatives
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