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Abstract 

Narratorlogy, a theory of narrative, helps us to highlight the distinctiveness of any given 

narrative, compare any number of narratives to institute a narrative according to 

narratively pertinent features, and certain interpretive conclusions. 

The present study explores the methodological and practical consequences of the 

Genettean and post-Genettean theory of narrative. Focusing on narrative voice and 

focalization, the study reviews and situates traditional 'point of view' concepts within the 

narratological framework of Genettean and post-Genettean vo ice and focal ization theory 

by moving, roughly speaking, from Genette(l980) to Stanze l ( 1984), including other 

important concepts of recent contributors to the field. This narrato logical toolbox has 

been practically used to analyze two case study novels: Land of the Yellow Bull and 

Things Fall Apart. 

The study considers narrative to include all types of genres, literary or non-literary, 

fictional or non-fictional, and verbal or non-verbal.Besides, the study examines the 

integrative investigation of both stol'Y narratology and discourse na .... atology in the 

novels under discussion. Furthermore, although narrato logy has different specialized 

fields, for example, cognitive narratology, this study focuses on narratology as a general 

exploration which builds a basic narratological framework and shows how to apply it in 

the analysis of prose narrative fiction. 

The study also proposes to show that a given narrative technique cannot be judged 

accord ing to its service to the narrative but only according to its success in particular 

works, because narrative content has no basis except in the narrative act and the narrative 

act cannot carry within itself its own predetermined meanings and effects. Furthermore, 

the study also argues that among the different narratological concerns, narrative voice 

and focali zation are the two significant and salient features of a prose na'Tative. 

Methodologically, the researcher depends on .literary and qualitative methods and on the 

critical and literary reviews of voice and focalization as narrative techniques which are 

believed to help the researcher identify relevant theories, recent modifications and 



developments in thi s area. Thus, the researcher will focu s on investigating and class ifying 

the categori es of voice and focali zation. This will lead the research to class ify, analyze 

and interpret the facts and events in the two selected novels aga inst the data co llected in 

line with the se lected categories of criticism, viz., focali zation and vo ice. 

Based on the above theoretical framework and methodology, the following general 

findings have been arrived at. In both the nove ls, the authors employed heterodiegetic 

authori al-figural narrator to tell the story. Both narrators in the novels under discussion 

are sexually indeterminate, and therefore, they have been gendered according to the sex 

of the author of each of the novels. Unlike Land of Yellow Bull, in T hings Fall Apart, 

inside the overall matrix, there are seven embedded narratives which are narrated by 

intradiegetic narrators. All these narrators are heterodiegetic in relation to the story they 

relate. 

Regarding focali zation, both authors utilized an external focalizer dominantly, though 

there are instances of internal focali zations, too. In Th ings Fall Apart, window shift and 

window overlap is the underl ying narrative technique of focali ztion. In Land of the 

Y cllow Bull, although there are instances of window shift, the pervading narrative 

technique in focali zation is window overlap. 
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CHAPTER ONE: Introduction 

1.0 Background of the Study 

Na rratology is a theory of narrative whi ch exam ines what all narrativcs have in 

common and what enables them to differ from one another. It aims at .lescribing 

the narrative spec ifi c systems gove rning narrati ve producti on and process in g. 

Narrative is anything that tells or presents a story, and in turn, a story is a 

sequence of events in vo lving characters who get in vo lvcd by being agents 

(causing an event), victims or beneficia ries (being affected by an event). 

Genette ( 1980:4 1) divides narratology into th ree Fie lds of Tense, Mood, and 

Voice. Tense treats the possibi liti es of temporal arrangements and presentati ons 

(Order, Speed, and frequency) ; Voice dea ls with narrators, embedded narratives, 

and the choice of grammatical pe rson of narrator; and Mood analyzes the 

regu lat ion of narrati ve info rm at ion, subsuming (a) modes of se lection and 

restrict ion (foca lizati on), and (b) modes of presenting acti on, speech, and 

th ough t. * 

Although narrative te nse and time are occas ionall y visited in the rev iew, the 

fo ll owing genera l defi nit ion of tense may help in understanding the theories 

assessed throughout the first two chapters in relating tense with voice and 

focal izati on (mood).Genera lly speaking, there are two major narrative tenses: the 

narra ti ve past and the narrati ve present. Normally, a text 's use of tenses re lates to 

and depends on the curren t point or time in the narrator 's speech act. Nat urally, 

th e te nse used in a character's discourse depends on the current point of time in 

th e story's act ion. Hence, there is a discourse-now whi ch is the curren t point of 

time in discourse time, i.e., the narrator's now ; and a story now, \I lich is the 

point or time in story time; usual ly, a character's now. A switch rro I I1C.IITCllivc 

past to narrative present and vice versa is normally used to produce an effect of 

intensificat ion or distancing (moving in and out) and change of' perspective. 

*Scc Chapter Twu for a do..:tailcd dist:uSSlOll on voice 



Under th is genera l term ' tcnse ' , we can rurther analyse time ask ing three 

questi ons: When? (Order) How long? (Durati on) and How often? (F requency) 

Order re fers to the handling o f the chronology o f the story; duration covers the 

proporti oning of story time and discourse time; and frequency refers to poss ible 

ways of presenting single or re petiti ve acti on unit s. 

Other mi nor concerns of narratology include ac ti on, episode, and the beg inn ings 

and cndings of a narrative. An action is a seq uence 0 (" acts and cvent s, the sum o f 

which constitu ting a ' story linc ' on a narrati ve's le ve l of acti on. An 'ae tion uni t' 

or 'narreme' (Dorfonnan 1969) is a di stinct unit (or small segment) on th e story 

line, and such units are often ke pt di stinct from ' external' events that take place 

before the beg inning and after the end of the primary story line. Episode is a 

group of narremes consisting of three parts: an expos ition, a compl ica ti on, and a 

reso lution (Kintsch 1976). Beginnings and endin gs inc lude incipit, poin t of attac k, 

and closure . Ineipit is the opening passage of a tex t (Bonheim 19 82); point of 

attack is concerned with the events chosen to begin the primary acti on line: ab 

ovo, typicall y begins with the birth of th e protagonist and a state of equilibrium ; 

in medias res, the poi nt of attack is set close to the climax of the action; and in 

u!timns res, the point of attack occurs after the climax and ncar th c end. And 

finall y, closure is the type or conclusion that ends a text. 

Broadly speaking, narratology functi onally offers the reader (or student) of 

narrati ve the means to progrcss from describing what an author says to analyz ing 

what an author does. In the study of the structure of the story, the structurali st 

seeks to understand how recurrent elements, themes, and patterns yield a se t of 

uni versa ls that determine the make-u p of a story. The ultimate goa l of such an 

analys is is to move from a taxo nom y of elements to an understand ing of how 

these elements are arranged in actual narrati ves. One should, therefore,note that 

we look to the field of narratology to help us examine what it might be about the 

workin gs of bu ilding stories. The precis ion of terms used in narrato logy are 

help ful in di scuss ing th ose aspects of the story des ign process that in l live story­

telling thereby giving the student of prose narrati ve the way how to llI rn his or her 
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thi nking into c'lillpelling sto ries. This is because, it should also be noted that 

narratology is concerned with ho'''' th e individual mind seems I< enl' ,de 

information about the world lh rollgh highly personal ized schemata. 

Agai nst thi s background, thc org3nization of the thes is is as follows: Ch. pteI' )nc 

dea ls with the mcthodology o f the study. Chapter Two rcviews tl ; rei tcd 

literature where mainly the narrrato!ogical theori es or vo icr- and focali /.ati on arc 

assessed. The th ird chapter dea ls with voice in Things Fa ll Apart and La nt of 

the Yellow 13ull. The fOll1'lh cl:aptcr, li kewise, deal s with foca lization in Th i tgs 

fa ll Apart and Land of the Yellow Bull. The ch1pter on voice has assessed the 

identity or the narrato r and the signals that imply the presence of the narrato r, ,nd 

the narrator' s distance or proximity to th e materi a l. The foca li zation chapter las 

dealt with the loca lize r and the foca lized, and wi ndow-sh ift ing in foca lizai 0n. 

Finally, the gist oflhe findings of these chapters are summari zed in the conclucli ng 

fi fth chapter. 

1,1. Na rratology 

The rorJt s or IJarratulogy go back to Aristotle's distincti on belween 'mim , sis' 

(imi la t.i on) and 'd icgcs is' (narrat ion).This distincti on be twee n mimesis (sho\-\ ng) 

and diegesis (tei ling) has form ed a starting point fo r even most recent dist inct Jns 

among literary historians and narrato log ists concern ed with '"oint of vicw' the ,ry. 

Chatman (19<)0) USeS these concepts to dist inguish di egetic narrative genres, ike 

epic narrative, novels, and short stories, from mimetic narrative genres. sliel as 

plays and fi lms. In fact, a narrati ve, espcc ially a prose narrat ive, need not, Ind 

ve ry often docs not bc just narration from beginning to end; it contai ns 

description, ex posit ion, and dramatica ll y rendered dialogue. Genc1l ; (1988:43) 

proposes that narrati ve fi cti on is a 'patchwork' cons isti ng of both mimetic and 

d iegetic parts. 

On the theoretical levc l, however, Frye's Anatomy of Criticism (195 7 prov des 

an important stage in the transi:ion fro m theo ries or the novel to theorie of 

11<1rratives for it breaks down the artificia l bmrie rs that had separated vcr,: fro)' , 
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prose, ora l from wr itten, and short from long narratives. Shortly a lier Frye's 

introduction of the subject and conventions of fiction, Wayne Booth, in his 

Rhetoric of Ficti on (1961), cha ll enged the conceptions of narrative technique that 

had ga ined gene ral acceptance in the years preced ing 1961. For example, Percy 

Lubbock, in The e ra ft of Fiction ( 192 I) , uphcld Henry James's dramatic use of 

the 'central consciousness' to solve the intricate question of narrative method. 

But Booth li sts and argues against the dogmati c percepts of this traditi on whi ch 

im ply that the novel attains artistic va lue by divorcing itself from huma ll values so 

that it can become a self-contained object of pure presentation. Thi , seems to 

ignore, as Booth identified, the fact that the novel's varied methods to secure 

effects cannot be understood apart from questions of tone, attitudc, imp li cit 

evaluation, and variable degrees of attitudinal distance between th e imp lied author 

and the implied reader. 

Against the background of thcse hi storical deve lopments in the theories of 

narrative, and their implications for later studies in the field, narratology emerged, 

espec iall y, with thc or igin and deve lopmen t of French Stru ctu rali sm in 1960 's. 

Narratology, hi storical ly, falls in to the tradit ion of Russ ian Formalism and 

French Structuralism. Accord ing to Ferdinand de Saussure, the found ing fathe r 

of structural ism, any 'sign ' consists of a 'signifier' and a 'sign ified' , basically a 

re lation between, a 'form' and 'meaning'. For a narrative tcxt, a complex sign , the 

signifier is 'discourse' (a mode of presentation) and the sign ified is a 'story ' (an 

action sequence) . Practically, all theories of narrative distinguish between 'what is 

narrated' (the story) and 'how it is narrated' (the discourse) . As a result, 

narratological investigation usually studies one of two basic oricntations: 

discourse narratology and story narratology. Disco urse narratology analyzes the 

sty li stic choices that dcterlll in c the form of a narrative text as we ll as pmgmatic 

features that contextualize a text within the socia l and cultural framcwork of a 

narrative act. Story narratology, by contrast, focuses 011 the action units that 

'C illplot' and arrange a stream or events into a traj ectory of theme s, l11 utives, and 

plot li nes. 

4 
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Bremond ( 1970) defined the clementary sequence as a se ries o f three functi ons 

co rresponding to the three basic stages in th e unfolding of any process: virtua li ty 

(a situation opening a possibility) ; actualization or non-actualization of the 

poss ibility; achievement or non-achievement . Moreover, Bremond de v, oped a 

typology of roles based on a fundamental distinction between patients I ffecled 

by processes and constituting victims or beneficiaries) and agents (insti g' ing the 

processes and influenc ing the patients, modi fyi ng their situation, or mai lain ing 

it). 

Sim il arly, Greimas ( 1966/1975-76) refined Propp's notion of dramali s I ; rsonae 

and evolved an 'actantial' model, ori ginally comprising six 'actants', \I ieh has 

been very inlluential: Subject (look ing for th e object) , Object (looked Ii . by Ihe 

subject), Sender (of the subject in quest for the object), Receiver (of the , Jject to 

be secured by the subject), Helper (of the subject), and Opponent (of the 

subject). According to Greimas, a narrati ve is a signifyi ng whole because it can be 

grasped in terms of the structure of relations between the actants. 

Although much of the early wo rk on narratology thus centered on the nan led and 

characte ri zed narrati ve in lerm s of il. some narralolog isls considclcd and 

characteri zed narrati ve to be essentiall y a mode of presentati on, and they defined 

their tasks as the study of narrative di scourse rather than the study of th e story. 

They argued that focusing on the structure of the narrated results in a I ilure to 

account for the man y ways in which the same set of events can be recoll Ited, fo r 

example, the recounting of events by diffe ren t na rrato rs. 

Genette is perhaps the most eminent representati ve of this narratolog ic. ndenc),. 

In Narrative Discourse (1980), he ana lyzed it s recoun ts, the factor gul ating 

narrati ve text and the story it recounts, the factors regulat in . larrati ve 

inform at ion, and the na rrating distance. A number of narrato log ists c( .Ier both 

th e events presented and their presentation pertinent to the explor ·n or its 

poss ibi litie s. Chatman (1978) and Prince (1982), for example, hil ve "" " pted to 

integrate the stlldy or the 'what' and the 'how' . These two basic nilrr, ologica l 

orientations partl y define the s ,pe of narratio logical focus. 
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In further dcfi ning n<trratology, thc scope ot' narrative genres had been a field of 

co ntest ,'mong n::;'ratolog ists. Some theorists, 2lnong them Genene, restricted 

narrati ve to verbally narrated texts (Genelte 1988: 17) . However, several other 

theori sts (Barlhes 1975, Sal 1985; Pavel 1985, Chatman 1990) argue th at anything 

that tell s a story, in whateve r ge nre, const itutes a narrative. By argu ing that 

narrative has a far wider scope, Roland Barthes offered the following li st of the 

di fferent narrativc genres: 

There are countless fa rms afnarrative in the lVorld First u/all. there 
is a prodigious variety of genres, eac" of which branches out into a 
Foriely of media, liS if al! subslClnces could be relied upon 10 
accommo(/ctle ilIOn 's s tories. Among (he vehicles of narralive (Ire 
orlicuialed language, whelher oral or wrillen, piClures (slill or 
moYing), geslures, and an ordered mixlw'e of all Ihose subslances; 
narrative is present in myth, legend, fable, lales, shari slOries, epic 
hisIOI:Y, tragedy, comedy, pantomime, painlings, siai/'/('d class 
windows, movies, local news, conversation. Moreover, in this infinite 
variety oj/arms, il is presenl at all times with the very hislory of 
lIIankind; Ihere is not, there has never been any where, any people 
with()Jli narratives; al/ classes; 01/ h"illlan gm ups, have Iheir ,I'lOries, 
and VI!I)I ofien Iho,le ,I'lOries are enjoyed by men 0/ di/jerenl and even 
"I'posile clIllural hackgrounds (Barthcs 1975:237), 

Accord ing to J3arlhc's li st and the other thco rists mentioncd above, tl arratology is 

concerned with all types of narrat ives: literary and non-literary, fic ti onal and non­

fic ti onal , vcrbal anel non-verbal. Si nce thi s study foc uses on the ficti ona l narrative, 

however, the relcvant distincti on would be that between ficti onal and non-fictional 

narratives. A ficti ollal narrati ve presents an imagi nary narralior's account of a 

story that did not happcn in the rea l wo rl d, A non-ficti ona l narrati ve. hy contrast, 

may present a real-l ife person's acco unt or a rea l-li re story which , In serve as 

ev idence of what happened in the real wo rld un less the re are '"asons lor 

questi oning the author's credib il ity, 

Most of the monographs pub lis hed in narratology's classical period, i, e" during 

the 1970's and 1980's, are sti ll very use ful introducti ons to the field , eSJlcc ially 
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Chatman ( 1978), Cohn ( 1978), Sternberg (1978) , Genette ( 1980), P nce (1982), 

Rimmon-Kenan (1983), Stanze l (1984), and Ba l ( 1985). Parti cularl y use ful are 

Rimmon-Kenan's ( 1983) concise survey, Prince's ( 1987) dictionary of terms. 

Onega et al. 's ( 1996) on narratology whi ch contains reprints of many of the 

fundamenta l essays, the surveys by O'Ncili ( 1994) and Ne lles ( 1997), and the 

lingui sti ca lly oriented di scussions and exercises in Toolan ( 1988). 

The more recent 'post-class ical' va riant s of narrato logy are discussed in 

D.Herman (1999) and L.Herm an and Vcrvaeck (2005 ). Today, narratology has 

branched itscl f into various spcc iali zed studies of narrato logy. These 

narratolog ica l branches include a cogniti ve narratology (Perry 1979), a 

psychoana lytical narratology (Brooks 1984), a postmodcrnist narra tology 

(McHa le 1987), a poss ible world 's na rratology (Ryan 199 1; Ronen 1994), a 

fcminist na rratology (Lanse r 1992), a Icgal narratology (Brooks and Gewirtz, 

1996), a rhctori calnHrratol ob'Y (Phelan 1996), a naturalna rra tology ([, Iudern ik 

1996), a historiog raphy na rratology (Cohn 1999), a cultural studi es 

narratology (N unni ng 2000), a psychonarratology (Bortoluss i and Dixon 2003), 

a transgcn eric na rratology (Huhn 2004), and a political narra tolob'Y ([3 al 

2(04 ). Current resea rchers, fo r example, Ryan ( 199 1),emphas ize the openness of 

thi!; disc iplinc. 

Recent studi es inc lude Abbott (2002), a dedicated tra nsgeneri c approach 

containing c.hapters on "narrati ve and life", "narrati ve rh etoric", "cu ltu ral 

masterpieces", "closurc", "ove rreadi ng and underreading"; and Dav id Herma n 

(2002), an in vest igati on of the cogn it ivc, stylistic, and li ngu ist ic bases of 

narratology. 

['or an encyc lopedic survey of approaches and trends in modern and ancient 

narrati ve theories, one needs to visi t the Rutl edge Encyclopedia of Narrati ve 

Theory (L. I-lerm an, et al. 2005). ['or a massive (17 12 pp.) co llection of 

fundamcnta l essays, one should go to Bal (2004-vo l. l : Major Iss ues ill Na rrative 

T heory; vol. 2: Specia l Topics; vo l. 3: Political Na rratolngy; vo lA: 

In tcrdisci pli na ri ty). 
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1.2. Statement of the Problem 

In th e discussion of the th eory of narrative, we usually find the interdependence 

between narrati ve techn iques and subject mailer o f a narrative texl. These are the 

two ove rl apping ways by whi ch the author can arrange fi ctional maners. To make 

the slOry seem substantial and real, the author may include a mass of de l il s about 

people, places, and events. Alternati ve ly, the author may arrange th ings by the 

way he or she chooses to tetl the story: a story can be rendered in man y ways, for 

narrato rs wi ll see things from different po in ts of view. Thus, prose narrat ives 

contain sto ries, which in the process of thei r narrati on become complicated. II 

should be noted, however, that th is does not mean denying to employ both the 

techniques "f ' what' and ' how ' at the same time. 

Thercfore, it is he lpful to note that narrative techniques have no mea ningful 

existence apart from their employment in particular narrat ive texts, and ne ithe r 

does any subject matter of a narrative text, its theme. val ues, etc., has any 

ex istence scpa rated from the techniques. Hence, to re vea l that a story is rendered 

in first-or third -person, and categori ze it into one or anothe r kind, te ll s nothing of 

imporlance unless we are more preci se and describe the way, the parti cular 

techniques of a narrator wh ich re late to spec ific desired effects. This ' haws the 

need for a criti ca l theo retical vocabu lary on the sa lient narrative teel ,iques in 

prose narrative, namely narrative voice and narrati ve foca lization, wh ich were 

traditi onall y treated under 'point of view'. 

No other aspect of fict ional techniq ue has been more widely di scussed, analyzed , 

and debated, at least, among modern critics of the nove l, than the term 'point of 

view' (S tevi ck. 1967). The reason that point or view has dom inated as large as it 

had in modern discussions of a narrative liction seems easy to see. Henry James in 

hi s 'pre f;,ces' (1907-09) thought and wrote often about th e problem s of how hi s 

narrative was to be narrated, by whom, and to what effect (Stevick 1967: I 12). 

Foll ow ing James, Percy Lubbock ( 1921), made point of view thc single most 

signi licant ca lego ry in his assessment of particular prose narrati ves . Profitable 
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discussions 01' almost any modern prose narrative might well begin with point of 

view, because of the modern experiments in narration (,who speaks?') and the 

modern preoccupations with the perceiving mind (,who sees?'). This is because 

our understanding of a narrative point of view determines, to a large extent, ou r 

perception of a narrative's va lue system and its complex of attitudes. Among other 

literary theorie s, narratology is th e more inclusive and thorough criti cal 

assessment of narrative critical toolbox, in gene ral, and narrati ve focus and 

narration, in particular. 

A full er extent of figural techniques was first exp lored in the nove ls and short 

sto ries of 20110 century authors. Henry James (as in The Ambassadors) and other 

great novelists of the latc 19110 and early 20110 centuries heightened thc illusion of 

the nove l as a closed entity by removing the overt presence of the narrator. 

Lubbock (Ibid) claimed the whole intricate question of narrati ve technique to be 

govern ed by the question of poin t of view-the relation in which the narrator stands 

to the story. Lubbock described thi s relation as a dichotomy of telling and 

showing, within wh ich there was a spectrum of four poss ibili ties that ran ged from 

panoramic survey and dramatized narrator to dramatized mind and scenic 

narration. Lubbock's attention was focused on the relationship between the 

narrator and the narrated. 

Lubbock's focus has continued to dominate the way point of view is used by 

various late 19110 century au th ors, such as Joyce, Woolf, etc; who developed these 

techniques of changi ng perspecti ves by limiting, expanding or contrasting view 

points. These cxperiments in narration contri buted significantl y in bringing abou t 

the concept of realism in prose narrative, and late 19110 century novel s, generall y 

speak ing, arc less intrusive than 18 th century nove ls. Realism is the creat ion oC the 

effect of th e rep resentation of th e concrete, historical nature of human li fe where 

the detail s of environment, of motivation, of circumstance, and of temporality 

with its cause and effect, which become the con text for the ex plorati on of human 

va lu es and fatc. Rea li st ic novc ls, however, do not prese nt a documcnta ry picture 

of life. for any representat ion is a se lecti on, and hence impl icit or expl icit set of 

incl usions, excl usions, ancl arrangements. All the same, realism is a ve ry attractive 
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form because many things. at least. are more accurately represe nted than In any 

other- form. 

Another cr itic who further exp lored these themes in point of view is Wayne Booth 

in hi s nhetorie of Fiction ( 196 1). He uses point o f view as a basic tool of forma l 

analys is in lite rary cr it ic ism of prose narrat ive fic ti on. The theo rclical framcwork , 

wh ich was used by most cri tics in discuss ing poin t of view, \l as significantly 

developed by Booth, but sti ll with no fi nal and sat isfyi ng sol ution 10 the problems 

impinging on poi nt of view, th e problem of blurring narrati on wi th focalizati on, 

feature s that are crucial in defining point of view. Other criti cs who we re 

preoccupied with point of view include Pouillon (1947), Stanze l ( 1955), Fri edman 

(1955), Uspensky (1970), and Doloze l ( 1973). 

Genette suggests that most · previous di scuss ions of point of view "suffer from a 

regrettab le confus ion between 'what I ca ll here mood and voice, a confusion 

between the question 'who sees?' and the quest ion 'who speaks?' '' 

(Gene lte 1980: 186). Genette has shown that most previous studies of poin t of view 

(for example, Friedman 1955; Brooks and Warren 1959; Booth 1961; Romberg 

1962) treat two re lated but dif"fcrent questions as if they were interchangeab le (i.e. , 

who speaks? vs. who sees?) . Focalization theory reso lves the confusion between 

pcrspeetive and narration which often occurs when 'point of view' is discussed. 

The distinction between narration and focalization is not any easy job, though. 

Thcre are instances where the narrator and the focalizer merge, although , in 

princ iple, foca lizat ion and narration are di stinct acti vi ti es. 

As such, thi s cri tica l theoretica l literature may be interest ing to us in our graduate 

research, but it seldom secms appropriate to pass along to unde rgrad uate studen ts. 

And give n the enorm ous increase in scholar ly publications in narratio logy, we 

ourse lves at the grad uate studies often seem hard-pressed to digest the current 

narratolog ica l, criti ca l feast before us. Three yea rs ago, during my grad uate 

studies, the course, Recent Theories of Na rrati ve was basically new \0 me, which 

made it dirficult and interest ing at the same tim e. The other graduate courses were 

more or less conti nuations of courses at my undergrad uate studi es. Considering 
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our lack of proper introduct ion to thc area, our instructor made an unse lfi sh and 

honest effort to introduce us to the inclusive nmratiolog ica l tJ-amework of the 

structurali st and post-structurali st theor ies of narrative. Yet I was personally still 

co nf" scd about thc differencc between the two independent cou rses, namely 

Major Topics in Contemporary Criticism (Lite 60S) and Introduction to 

Modern Narrative Theory (Lite 601), to be the same and dea ling with the same 

area. Later, it demanded me of pa ins-taking additional effort to fai rl y acquaint 

myself with the narratolog ical interpretive too lbox, which is essential to deal with 

the critica l analys is of prose narrati ve. Th is is the most important reason which 

prompted me to undertake thi s study in narratology. 

For thi s or other reasons, in Addis Ababa University, we do not find any 

undergraduate, and many graduate research studies on narrato logical. narrat ive 

techniques. Although theses on prose narratives have been reported for lore than 

two decades at Add is Ababa University, almost all tend to approach narrative 

prose wi th the traditiona l narrati ve techniques, overlooking the rich al j precise 

criti ca l narrat ive too l of modern narrative theory, viz. narratology. Th i' is by no 

means to deny the existence of studies of prose narrative techniques. '1', mention 

some: 'A nal ys is ofThcmes and Literary Tcchniques (by Tsegaye, 1983) 'A study 

of Charactcrs and Themes' (by Getachew, 1985); 'The Role of Nan ,tors' (by 

Anteneh, 1993) ; 'Analysis of Literary Techniques' (by Assel ; 1995) ; 

'Comparati ve Stud y of First-Person Na rrat ive Techniques (by Haila, 200 ). 

It should be stressed, however, th at none of the above studies tries to rec nci le and 

sharpen the tradi ti onal way of approaching prose narratives with moden narrati ve 

theory in general and narrati ve voice and foca li zation in particular. The " nly M.A. 

thesis on thi s particular topic is Mebrahtu's (2005) assess ing voice in prose 

narralive. 

When we turn to the nove ls under study, we find the above fact. Many ( it ics such 

as Killam ( 1969), Palmer (1972) , and Wren ( 1980) have been primaril) ,ntcrested 

in the ant hropolog ical features of Achebe's Things Fall Apart st,.. ss ing the 

hi stor ica l picture of an ind igenous Ibo village community with little focus on how 

thi s picture has delimited its aesthetic aspect. The nove l's ethnographic fre ight is, 
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however, never allowed to weigh down upon its human interest or obscu rc its 

aesthet ic significance. A cruc ial facto r, th erefore, given the parti cu lar 

circumstances of its composition, is the nove l's deepl y reflective engagement with 

the particu lar orde r of life that provides a reference for its narrati ve scheme and 

development. 

Unlike the above critical studies, some cr itica l papers on the narrati ve techn iques 

of Achebe's nove ls by different critics have been compiled in Innes ( 1979): Yeats 

and Achebe (by A.G. Stock); Narrative Techniques in Things Fall Apart (by 

Solomon O. Iyascre); Language, Poetry and Doctrine in Things Fall Apart (by 

C. L. Innes); Symbolic Structure in Things Fall Apart (by. Weinstock and C. 

Ramadan ); and Fire and Transition in Things Fall Apart (by Bu-buakei Jabbi ). 

Similar to Achebe's, Fekeremarkos's nove l Land of the Yellow Bull has not yet 

been assessed in terlnes of modern narrative theory. There is a si ngle thes is 

regard ing narrative technique, i.e., the plot structure (by Meko nncn 1997) wh il e 

another paper dea ls wi th the 'cultural implications' in the novel (by Sisay 2005). 

As we can see from the above facts, no onc has yet approached the nove ls under 

discussion wi th modcrn narra tive theo ry (narrato logy) in gc neral , and narrativc 

voice and focalization of the structurali st and post-st ructuralist narrative theor ists 

ancl critics in particular. The above assessment or literatu re on the two novels 

helped th e resea rcher to explore the texts in a rresh way. Hence. thi s study is 

aimcd at discovering new fact s about how voice and focal ization al . manipulated 

and managed in the two novels. 

In other words thi s study examines narratology and narrati ve tech ni ques, 

particularl y foc using on narrati ve voice and focalizat ion in two Afri can ethnic 

nove ls: Things Fall Apart and Land of the Yellow Bull. The stud y aims at 

showing that narratology helps students of narrative studies to mo ve beyond the 

merc co nt ent-o ri en ted st ud y of narratives, beyond the paraphrase of what authors 

say, toward s, a tentative appraisa l of what authors do in thei r texts and an 

appreciation of how they do it. Student s at graduate and undergraduate levels, 

alt hough need to be introduced to a variety of literary texts from different cu ltures 

and historical periods; they also need to get some grounding in critical theory-not 
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entirely apart !i'om the stucly of literature, but as an integral part of the process of 

learning to read critical ly 

For this purpose, a theo ry of' narrative techniques neecls a rich and lu cid 

terminology. Wi th out a precise and appropriate terminolgy, the necessary 

di scr im inati on and compari son of ve ry subtle and specific narrative techniques 

can scarce ly be ach ieved . Therefore, one needs th e interpretive too lbox that 

sharpens the ident i fication of su btle di fferences and revea ls the significance of one 

narrati ve technique in comparation wi th that of another. Hence forth , thi s study 

argues that Genellean and post-Genettcan studies of focali za tion and iOICC arc 

espccially essential lor a crit ical reading of a prose narrative; and Ihe othe r 

narratolog iea l concerns such as tense, di scourse, characterization, etc., can be 

treated secondari ly, because they can, morc or less, be aligned to ancl inclu ded in 

th e di scuss ion of vo ice and focalizati on. 

1.3, Objectives of the Study 

\.3,1. General Objectives 

'I C:iJE... ,[:! ,;,.;;: ; -~·.;j:3j;;,::;:,! ~:i 
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The basic and gene ral objecti ve of the study is to show that narratology can help 

to high light the distinctiveness of any given narrative , compare any number of 

narrati ves to Institute th e narrati ve according to narratively pertinent features , and 

support certain interpretive conclusions. Na rrato logy provides us with a 

narratolog ica l too lbox that enables the reader (or critic) to undertake innovative 

types of textual analyses, and to arrive at new insights about themes, sty les, 

tcch niques and efrects. Based on this assumption , the present study specifica ll y 

foclised on narrative vo ice and focalizat ion, the two key prose narrative 

techniques, in the analysi s of se lected narrative fi cti on. 

A bas ic principle in constructing criti ca l readings or prose narrative should, 

therefore, be to help students grasp the fundamental di stinction betwcen narration 

ancl focaliza ti on. The resea rcher believes that it is essential to note tl It when we 

read, wc allemptto see I'rom where we are view ing thc text and who is telling the 
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story. In other word s, we need to make an ex plicit di stincti on betwee n the vi sion 

through whi ch the elements of the story are presented and the identit) of th e vo ice 

that is verba liz ing th e vision. Identify ing one fro m the other is a cr !cia l step in 

cri ti ca lly analyzing a prose narrati l c. 

As already mentioned in In troducti on, tradit ionall y, th e theory o f nar 'ative fic ti on 

has been directed mainly to th e leve l of the act ion of story and its me .. ning. Yet, it 

is the narra ti ve presentati on of the story which any reader fir st encounters; our 

onl y access to the story itse lf is through the act of its being told. The story as a 

separable part 01' that presentation is an abstrac ti on constructed through th c act of 

narration with which the story is inevitab ly rea rranged and made in to a pec uli ar 

version that possesses its own singul arity. The present study aimed to show that 

th e primary objecti ve of critical interpretat ion in prose narrati ve is the narrative 

point of view, which narratolog icall y has been considered to include narrati ve 

vo ice and focalization. 

The study also attempted to show that narrati ve content has no ba, or ground 

except in the narrati ve act, and the ac t cannot carry within it sc its own 

predetermined meanings and effects. The narrati ve act partly construct.. or makes 

the story, and what constitutes the narrati ve act is the process of constructing or 

making the story. 

The rcsca rcher also believes that in the study of fi ctional narrati ve discourse, the 

primary objective or criticism is not 'the story', but what is presupposed by any 

story, namely the na rrator. The narrator may be regarded as a form of ecti on that 

constitu tes the condi tion of poss ibili ty of the narrati ve; and rather tl; til a fi xed 

enti ty, the narrator is the di scourse produced by the act of narrating-oth !wise, the 

narrator is noth ing othe r than fi cti ona l words. In other words, we i ent i fy the 

narrator by the end or the story as an entit y from the cumulati ve res It or each 

acti on in the story. 

It should also be noted that even if we often, for psycholog ical or oth er reasons, 

ignore the presence of the narrator whil e reading, the presence is nevertheless a 

log ica l presuppos ition of our reading a narrati ve in the first place. However, 
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unlike a character, a narrator can neither think nor feel without speaking in 

narrative fi ct ion, which indicates the unavoidable presence of a narrator. And the 

narrator's conceptual cosmos is bounded by oth er acti ons, apart from th e soc ial 

and cultural forces which cons titute hi s or her textual mater ials. He or she cannot 

transcend his or her own represented range of rea lity, which may he , us ident ify 

his or her 'mi nd style' (fowler 1977). All these are important po in ts I; r the cri ti cal 

reading of a prose na rrative. This also justi fies the need fo r the preci ion of terms 

used in narratology, especia lly, th ose related to narrator and focalizer 

Hence, the re searcher believes that, through keen obse rvati on an ci analys is, a 

reader (criti c) of a prose narrative can identify objective textual signal s of 

narrative vo ice and focalization, whi ch can cru cially help the reader in the 

interpretati on of a prose narrati ve text. 

1.3.2. Specific Objectives 

It should be noted that being able to identify whether a certaill text is 

homodieget ic or heterodiegetic, authori al or I1gura l, or whether there is an internal 

or externa l foca lizat ion, sing le or multiple foca lizat ion, or what not, is fine, but 

not much. What is really important is that these concepts come wi th a number of 

as'sumptions, expectations, implicati ons, and above all , speci l1 c questi ons. The 

foll ow ing are the issues regarding narrati ve situation, the narrator, and 

loca lization. Thus, the study has spec ifi ca ll y attempted to assess the lol lowing 

aspects regard ing the two novels under di scuss ion: 

• Each text' s major narrat ive situation ; and if it uses several narrative 

situations, th e pattern or strategy behind the juxtaposi ti on of scveral 

narrati ve situations; 

• leach author's choice of a speaker (narrator), and the signa ls (if any) that 

indicate thc prese nce of the narrator in cach nove l; 

• Whether the narrator in each novel has a name andlor a distinctive vo ice, 

and if hi s or her voice quality is different in specil1c loca ti ons such as a 

chapter, at begin nings, and endings; 
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• 

• 

Whether the narrator uses one or many story-i nternal focalize rs, and if it is 

the lalter, to esta bli sh which point; 

I f there is a first-person narration, to what extent is the experiencing I used 

as an interna l foca lizer; 

How accurate are the percepti ons and th oughts of the foca li ze rs, and to what 

extent they are ' fallible filters' ; 

• Whether the na rrator in each novel ever comments On the focalizer's 

perception ti'om a supe rordinate perspecti ve; 

• In the context of several focali zers (e.g., in mUlti-perspect ival narration), 

whether their vario us perceptions mutuall y contradict or co rroborate; 

• I f the general altitude of the narrator is one of sympathy or empathy towards 

his or her foca li zer, and if the foca li ze r' s perceptions and thoughts are 

reported consonantly or dissonantly (iron ica lly); 

• How focalization is cum ul at ively maintained and managed throughout the 

twu selec led nove ls; 

• How voice and focalization separatcly and in coordination contr ibute to the 

interprctat ion of the eve nt s in th e nove ls; 

• How narrati ve conten t and narrative tcchn iques of vo ice and foca liza tion 

interd ependently succeed in creat in g the ' rea lity effect', the ' ill usion of 

rca lity' in the represented ficti onal worlds of the two nove ls; and 

• How the embedded narrat ive in the nove ls (if any) cohere with the ma lll 

story li ne. 

1.4. Delimitations of the Study 

As alrcady mentioncd in the introductory chaptcr, narratologists argue on thc 

scope or narrative. Thcori sts such as Gcnelle (1988) confi ned narral lve to verbally 

narrated texts. On the other hand, othe r theori sts such as Chatman (1990) argued 
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that any thing that tells a story constitutes a narrative. The present research takcs 

the latter view ancl considers a narrative in all types of gen res: lit erary or non­

litcrary, fictional or non-fictiona l, verbal or non-verbal, for he believes that the re 

is narrat ive 'everywhere'. With in th is, narratology today has branched itself into 

various stud ies of narrato logy, such as a cogn itive narratology (Perry 1979); a 

psychoana lytical narratology (B rooks 1984), just to mention only two. The 

research depends on basic , classic, Genettean paradigm as a point of depa rture, 

adding to and modi fying it with the post-Genettean deve lopments of narrato logy 

as a general ex plorati on rat her than focusing on a specia lized field of narratology 

as ind icated above. 

At the begi nning, narratologists, such as Propp and Bremond, as already 

mcntioned in Introduct ion, examined the story presented divo rcing it I'rom the 

mode of presentation (its discourse). Later narralolog ists such as Gene tte focused 

on narrative mode of presentation, and they even dcfined thei r task as a stud y of 

narrative discourse rather than the stud y of the story. And theorists such as 

Chatman attempted to integrate both. This study wi ll follow the integrative 

in vestigation of 'the narrated' and 'the narrating' to use the terms of Gerald Prince 

( 1982) 

In the study of narratology, the two classic terms of 'mimesis' (showing) and 

'diegesis' (te ll ing) are pivotal. Chatman (1990) uses these concepts to categor ize 

ep ic narrat ive, novels, and short sto ries under diegetic narrative genres, and plays, 

fi lms etc, to be mimetic narrat ive genres. Fo ll owi ng Genette's (1988) proposa l, I 

take prose narrati ve to be a 'pa tchwork' inc luding both mimetic and diegetic part s; 

hence 1 wi ll analyze the novels under discuss ion accord ingly. 

Oil a cri tica l and analytical leve l, the reader (critic) is forced to experience 

narrative as a compendium of categories. Thus, if we take vo ice and focal izati on 

in prose narrati ve fiction, a crit ica l reader will be able to ident ify vo ice and 

loca lization in terms of homodigeti e or hetcrodiegeti c, overt or cove rt , internal or 

external, and loca lizer or focalized, ctc. Although many narratologists have 

written about var ious aspects of narratology, th is study speci fi ca lly considers 

narrative voice and foca lizat ion. Thus, the scope of th is study is investigating and 
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classifyi ng the ca tegor ies of vo ice and foca li zat ion in the nove ls under study. This 

inev itably leads the rese<lrcher to look l'o r spec ific and su btle differences, 

sil11ilarities, and ovcr laps al110ng specific signal s of narrative voicc and 

focalizatio n . 

However, idcntifying and categor izing vo ice and focal ization is not the end of the 

study, rat her those signa ls are exp loited as a l11 eans to criti ca ll y cOl11prehend and 

appreciate the novel s; exper ienci ng the text as a total 1110vement, giving us the 

foregrou nded point of view (the atti tudes, opin ions, and personal conce rns that are 

const ituted in the novel in relat ion to the world). In other words, this investigation 

revea ls the ways of manipUlati on and effects of voice and foca li za ti on for 

appreciating and est imating narrative fi ct ion. 

One l11ay 1V0nder why the study deals selectively with voice and foca li zation, but 

not with th e other aspects of prose narrat ive . When we exam ine it criti ca lly, th e 

studies of plot, cha racters, and setting are almost equa lly shared by other literary 

narrati ves, too. Thus, an exhaust ive study of the techn ique of na rrat ion (vo ice) and 

perspective (f'ocalization) can hclp a reade r of narrati ve morc specilica ll y to 

comprehend and to appreciate a prose narra ti ve text than the othcr aspects so that 

di st inct ivc !'catures of the text can be hi ghlighted. 

1.5. Methodology of the Study 

The resea rch depends on literary and qualitative methods. The l11ajor l11ethod is 

docul11e ntary ana lys is, that is, descript ive and cr itical survey of the novels under 

discuss ion. Thus, the descriptive and critica l su rveys of literary l11ater ials and 

resources have built the related literature. Fo r this purpose, the researcher hasl 

assessed the lite rary resou rces of important univers ities throughout the cou ntry. 

Besidcs, a significant survey of studies in the area (i.e., narratology) has also been 

madc. 

The researcher had no plans to conduct interv iews with the authors incc the study 

mainly toc uses on showing the criti cal sign ilkance ofthc na rratolo. ica l, critical 
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loo!box in approaching Ihe prose narrati ve rather than Ihe aUlhor 's pel' lnal 

op inions on their work s. 

The two se lected novels are bOlh clhnic stories. Both rclate stor ies of lwo din rent 

pcop les, bUI with similar se lf-confidence in their rich sc lf-conlained, AI Ican 

cultures and trad ilions. These two anlh ropologica l narrati ves are exmined 10 110W 

vo ice and foca lizati on are manipulated and managed in their making. This IS 

aimed al showing how the same 0 1' similar co nlent can be arranged and lold In 

many different narralive tcchniqucs for diffcren t purposes and effects. 

The project has undertaken the fo ll owing procedures and activiti es. Fil ,I, a 

literaturc review of theoretical issues of narrative voice and focalizali on IS 

allempted, and, in the process, refined, in order to provide an inclusive, orderly, 

and wcll-meant literature rev iew. The researcher be lived Ihat Ihis can hclp to 

idenlify Ihe 1110S1 relevant theori es, recent modifications, and developments in the 

study of narrativc voice and foca lization, which arc vcry important narralol, ~ i cal 

conccrns in the sl udy of prose narrative. Besides, it also helped the resea rcher 10 

identify relevant and working procedures in exp loring voicc and foca li zation as 

prose narralive techniques. In fact, relevant sources of the nove ls under discussion 

are also assessed and relevan l informat ion gathercd. Lasl ly, thc researcher has 

classified. analyzed and interpreted the facls and events in the nove ls againsl the 

co ll ected data, from the above-ment ioned sources, in li ne with the se lected 

ealegorics "I' cr iti cism, viz, focalization and voice. Furthermore, narrati ve aspects 

like lense and limc arc asscssed and ali gned wilh vo icc. For cxample, in the 

narration of the events in the story, the durational aspect of the story presentation 

can be either isochrony or acce lerati on (sec Section 2.1.2.2.2, be low). 

1.6. Significance of the Study 

Ii has been indicated in Ihc above di scuss ions that narralology sign ifi cantl y 

eliminates the arti fi cia l differences between short story, the novella , and the novel. 

further , narralo logy offers a technique of criticism, especia lly of prose narrative 

fi clion. It offers the Icacher of literature a means by which to help studen ts 
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progress from describing what an author says to anal yz ing what he or she does, 

and how; allowing both students and teachers to share a critica l theorctical 

terminology wh ich provides a cru cial step towa rd constructing crit ical 'caders in 

the literature class room. 

The re searcher also believes that much work on narratology concerning technique 

is vo ice and foca lization. Thus, thi s study is hoped to show that some concerns of 

narratology, such as cha racterization, plot, and sening, are a lmost equa ll y and 

rcadily accessible to literature sllldellls in othe r literary genrcs, such as drama and 

poetry. On the contrary, narrative voice and foca lization are, re latively speak ing, 

the most peculiar (sa li ent) features of prose narrative and should be the primary 

concern of critica l reading of a prose narrative. Narrative voice and focalization 

installlaneously connect the reader to the ficti onal world of the prose narrative in 

the act of reading . 

The traditional tcrm 'point 01' vicw' is a genera l term refc rring to all aspec ts or the 

narrator's rc lation to the story, including di stance (va riations in thc amoulll or 

detail and consciousness presented) and perspecti ve (whose eyes we sec through). 

This term is usually confusing and wrong ly ident ifies the tell er of th e story wi th 

the one who sees in the story. A narratological study of focali zat ion can dispel the 

confusion between perspective and narrat ion which often occurs when 'point of 

view' is discussed. The study is expected to show th e possibility of " focali ze r 

othe r than the narrator; the di fference between third-person narrator an d character 

renector; the difference betwee n the foca lizer and the narrato r in lirst-person 

retrospective narratives; there being no difference between third-person centre of 

consc iousness and first-person retrospective narration, as far as fo ca lization is 

concerned; that focali zati on and narration may sometimes be combi ned in some 

instances. The study, it shou ld be noted, however, is not dismissi ng 'poi nt of view' 

but tries to refine it with recent narratological experiments on point or view to 

sharpen the dirrerence between foc li zer and narrator. 

This in vestigation is hoperull y expected to inspire literature students or 

narratology, both at graduate and undergraduate leve ls, to further and wider 
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investigations of voice and focal ization in particular, and narratology in genera l. It 

is significant to notice that although many graduate research reports are conducted 

yearly at the Addis Ababa Unive rsity Schoo l of Graduate Studies, hardly do these 

studies focus on narratology, in genera l, and focalization and vo ice, in particular . 

Besides, both T hin gs Fa ll Apart and Land of the Ye ll ow Bu ll are ethnic novels . 

As we all know, ethnology is a branch of an thropology that studies comparati vely 

the cu ltures of contempora ry, or recent, society or language groups. Likewise, the 

two no vels under discussion dea l with similar anthropolog ical themes (i.e., 

cultures :1I1d traditions) 01' two ne<lr-to-naturc AI'riean people: the Igbo or Nigeria 

and the I-lamar of Ethiopia. The two novels reveal the self-confidence of the 

people in their se lf-contai ned indigenous ways of life, which can help us label 

them as ethnic novels. Thc two nove ls having si milar thematic concerns may 

easily lead us to the comparison of manipulation of the narrative techniques which 

are utilized for different purposes and effects. In other words, they lend 

themselves for the comparison of the narrative techniques of vOice and 

foca lization as employed in both texts since both of them arc written with similar 

thematic organizations around topics worth discussing. 

The exposure of our 'teacher train in g' has most often been so lel y in the area of 

language , What we generally do when it is finally our turn to teach introductory 

literature courses is to fa ll back on our experience. We choose texts that we have 

already studied, or perhaps were tau gh t as graduate students. We flesh out our 

undergraduate reading notes with graduate seminal' notes or old expose ., and we 

model our teaching sty les on those of ou r former teachers who ha ve had a 

signi ficant impact on us, This study can also help teachers to identify the 

implications or narratological techniques at the undergraduate and graduate 

stud ies. 13 y lIsing narratology in the undergraduate literature cou rses, we can 

demonstrate to our students that theory is not merely a tool for advanced schola rly 

research, but also an integral part or the process of' bccoming cOIllJlctent and 

critical readers. For example, it , hows the concept of distinguishing localization 

from narration. in a way showing how this can help students integrating literary 

theory to practical read ing of selected prose narratives in studying prose lietion. 
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Based on the genera l critical advantages, the study is expected to contribute to a 

better critical unde rstand ing or the two novels under di scuss ion, disclosing new 

knowledge on how voice and roca li zation are hand led and managed throughout 

the texts. Besides, these findings, in turn , will tu rn to be one of the crit ical litera ry 

document s that can be used as a rererence or the narrato logica l criti cism or th e 

novels in part icular, and any prose na rrative fi ction in gene ral , in the Eth iopiun­

Afri can context. 

The fo llowing chapter presents review of re lated literature. 
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CHAPTER TWO: Review of Related Literature and 
Theoretical Framework 

2.0. Narra tive Voice and Focalization 

In the following sections, the two important concepts, namely narrati ve voice and 

narrative focalization are dissussed because they constitute the major dimentions 

of the theortical framework evolved fo r the purpose of the present study. Thi s 

chapter is also meant to explain the theoreti ca l framework by which the two 

novels under study will be ana lyzed and interpreted. 

2.1. Na rrative Voice: Definition and Background 

In writing a prose narrative fi cti on, the author's job is creating a grand ill, ,ion of 

reality (i.e., reality cffcct), that is, to present the story as true; and the read, r's part 

is to suspend di sbe lief, that is, to take the story as true, at least wh il e reading. To 

accomplish thi s illusion, someone must te ll the story. The author, then, l' ust not 

onl y crea te the sto ry, but also must choose a narrator who can match til . story. 

There are man y positions from wh ich a story can be told, and each way or te lling 

may bring a different emphasis, different knowledge, and different ways in which 

readers process the story. The narrator, however, not only tell s the story, but also 

he or she docs it wi th style. Style is parti ally a mailer of vo ice, and voicc, fo r the 

author, is a matter of being spoken to from within. Mainly, by voice, we gc nerall y 

mean two somewhat different things: (I) the relationship of the narrator to the 

action of the story-whether the narrator is, for instance, a character in the story, or 

a voice outs ide of the story; and (2) the relation of the narrator to the issues and 

the characters that the story involves-whether the narrator is sympathetic, whether 

he or she agrees or supports or opposes a particul ar cultural practice or doctrine. 

Thus, we may say that even though we cannot actuall y see or hear the narrator, the 

novel projects the narrator's voice. 
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Generall y, in narratology, vo ice deals with na rrators, th e choice of grammatical 

person of the narrator, and embedded narrat ives and their respective voices. The 

basic vo ice questio n is 'who speaks? (who narrates this?). Since all novels project 

a narrati ve vo ice, the text always contains a number of elements that pl'Oject the 

narrator's voice, some more distinct, some less distinct, some to a grcatcr cxtent, 

and some to a lesser degree. Hence, the audibili ty of a narrati ve vo ice is best 

unde rstood as be ing a matte r of degrees. In fact, there is what is called a neut ral or 

malle r-o f-lilet voicc; comparing two voices. howe vcr, we can always say that one 

narrator's vo ice is nota bly more or less distinctive . Obviously, the more 

information we have on a narrator, the more concrete our sense of the quality and 

dist inctiveness of hi s or her voice. In fact, fo ll ow ing Chatman (1978), narra tive 

theori sts often use the oppos itional pair 'overtness' and 'covertness' to 

characteri zc a narrati ve vo ice, adding the qualification needed. Therefore, 

narrators can be more or less overt, and more or less covert. Thi s makes it clea r 

that it is difficult to imag ine an author writing without usi ng any style at all, fo r 

the reason that a fictional matter is al ways assoc iated with a cult ural-historical 

con tex t. 

In thi s present account, vo ice is also un derstood as characteristi c vocal and tonal 

qua li ty projected through a tex t. There are appropriate tones for sad and happy, 

comic and tragic subjects though precise type of intonation never follows 

automaticall y. Besides, voca l characteri sti cs can be profitably in vestigated by 

analyzing somebody's dia lect, soc ioleet, idiolect, and ge nderiect, (See below fo r 

more on tonal and voca l poi nts). 

Since all nove ls project voice, there are some textua l elements whic h in pa rli cular 

project a narrati ve vo ice. Accord ing to Jakobson, a narratorial di scourse can serve 

a var iety of 'funct ions, mainly (a) an add ressee-oriented 'phatie functi on; mainly 

havi ng contact wi th the addressee; (b) an 'appellative function', persuadi ng th e 

add ressee to be lieve or do something; and (c) an 'emotive' or 'expressive 

function' , conveY Ing the narrator' s own subjecti vity. All these functions are 

hi ghl y indicati ve of a te xt's projecti on of narratori al voice when we re vise 

Jacobson (1960) ror the 'di scourse functi ons'; Fowler ( 1977) on the notion or a 
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narrator's 'd iscourse stance'; Bonheim (1982) on the presence or absence of 

narratorial 'conative so li citude'; and Chatman on narratorial 'slant' , "the 

psycholog ical, sociological, and ideological ramifications of the narrator's 

altitudcs, which may range from neutral to highly cha rged" (Chatman 1990: 143). 

From the foregoing discussion, wc learn that textual elements such as content­

matter, subject ive express ions, and pragmatic signals, project a narrative voice in 

a text. With regard to content-matter, there are appropriate voices, for example, 

for comic and tragic subjects, though a precise intonation is a cumul at ive effect. 

Subjective expressions are those that indicate the na rrator's background, his or 

her beliel's, conventions, intcrest, va lues, political and ideologica l orientat ion: 

altitude towards peop le, evelllS, and things. Under the pragmatic signals, we look 

for express ions that signa l the narrator's awareness of an audience and the degree 

of hi s or her orientation towards it. Those textual express ions signa l ing emoti on, 

subj ecti vity, pragmatics, etc, project a narrator's voice and particular tone. 

A literary narrative is also a space in which one encounters multiple vOices. 

Nanative texts cal l upon readers to th in k about them in terills of many vo ices, fo r 

instance. in terms of what Bakhtin (1981), Barthes (1990), and oth ers refer to as 

'polyphony' . According to Bakhtin, there are two basic vo ice effects that can 

clwracterize a narrative tcx!: monologism and dialogi sm. Monologism is the 

effect created when all voices in a text sound more or less the same, producing a 

monologic 'text, whe reas, dialogism is the effect created when a text contains a 

diversity of autho ri al, narratorial, and characterial voices creating sign ifi cant 

contrasts. The result is a polyphonic or dialogic text. 

Two oth cr add it iona l Bakhtinian terms that are freq uently mentioned in th e 

context of dialogism and polyphony are heteroglossia and a lter ity. Hctcroglossia 

is the use of language elements inher ited or learned li'om othe rs whe reas, altcrity 

is the effect of otherness or strangeness, especial ly, as opposed to what is fam il iar, 

ancito what one considers one's own selfhood anci unique identity. 

Vocal charactcristics can profitably be cxploited along the discussion of multiple 

vo ices. These vocal characteristics include dialect, regiona l features, especially 
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pronunciation; sociolect. speech character istics of a soc ial group; idiolect, 

singular or idi osyncratic sty le; and genderlect, the gende r specific sty les preferred 

by women and men, respective ly. 

2.1.1. Fictional Na rrative Communication 

Literary narrati ve commu nicati on takes place in a commu nicative se tting 

comprising an add resser and add ressee. Story-tell ing involves th,· inte rpl ay of 

communicativc Icve ls, whe re each comcs with its own set of addrcssers and 

addrcssees (i.e., wi th different partic ipants at different levels). In th e model of 

narrat ive comm unica tion, espec iall y, with the impact of Bakhtin 's theory of 

narrat ive; it is now a standard pract ice to assign to al l addresser agenc es their own 

vo ices. Thi s disti ngu ishes between the leve l of non- fict ional communication and 

fictional med iatio n, and estab li shes use ful points of refe rence For key terms li ke 

author, implied author,. reader, implied reader, narrator, and narratees (or 

addressee). 

Narratologists, such as 13akhtin, now differentiate between interpretive strategies 

of intra-textual and ext ra-textual voices. The intra-textual (or textual) vo ices are 

those of the na rrator and characters. In other words, the first intratexua l 

cOJll lllunication is on the level where a ficti onal narrator commun icates a narratec 

0 1' addressee, and on the le ve l of action, there is com municat ion amo ng the 

charactc rs or the sto ry, assuming tha t spccch acts (A ustin 1962 and Searlc 1974) 

are not categori ca lly difkrcnt from othe r acts. The extra-textual voice, howeve r, 

is that of the author. Along this comes the 'authorial audience' that is, the 

audience of rea l readers addressed by the author, and 'narrative audience' , that 

is, the ficti ona l audience addressed by the narratol'. The fi cti onal audie nce 

includes both ex pl icit ly specifi ed (named) addressees as we ll as the wide r se t of 

unspecified, implicd, or hypotheti cal addressees. Normally the leve ls of action and 

nOll-fictional communicat ions arc hermetically sealed domains indicating crucia l 

thresholds of control and awareness. Therefore, in these communicat ion levels, any 

agent situated on a hi gher leve l dominates and frames the lower agent, and the 
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lower leve l agents are unawa re of the existence of the higher level agent(s). A 

narrator for examp le, is not aware of the fact that he or she is a fictional figure in a 

narrati ve that is created and written by a ce rtain author. According to Jahn , 

M.( 1997), the following diagram shows the standard structure of non-fictional and 

ficti onal narrative communication: 

Figure 2. I. 

a u I Ito r----- --------------------- -------------------- ----7 read cr 
level of extra textua l communicati on 

na rra tor--------------------;> add rcsscc(s) 
level of intra textual comlllun icati on 

charactcr---------7 character 

intra textual level of action 

Within the frame of narrative communicat ion and the ex istence of mu lt iple voices, 

one must identify the relationsh ip between the author and the narrator. For one 

thing, it must be noted that a narrator is not writing a nove l at all; rather he or she 

is the creation of the author to tell the story of other people or of personal 

experience. The other reason is that the identity of the narrator or voice of a 

narrati ve text is not easi ly specilied , although he or she is the agent who 

establishes communica tion contact with an addressee, one who manages the 

exposit ion, one who decides what is tu be tuld , how it is to bc tDld (cspcc i.dl y. 

from what point of view, and in what sequence), and what is to be left out. The 

narrator, talking about what he or she imaginatively perceives, enables readers to 

adopt a fi cti onal point of view. The narrator can be a man or woman, a chi ld , or 
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even an animal, as in fab les, A narrator is simply the speaker or voice of narrative 

discourse (Genellc 1980: 186), 

Furthermore, there is one spec ifi c audience that nei ther a character nor any other 

narrator in fi cti on can eve r be concretel y awa re of, the aud ience of rea l reade rs, 

The narrator is a ' fi ctional being', 'who is tempora ll y, spatia ll y, and onlO log ica lly 

separated and distant from the rea l reader. The narrator, hi s or her addressee, the 

characters in the story, belong to a di ffere nt world , the fi cti onal worl d, Hence, just 

as it is importa nt not to confuse a narrator with the author, we must not con fuse a 

fi ctiona l narratee with the rea l reader. The nan'atee is the imagined person whom 

the narrator is assumed to be address ing in a give n narrative, The narratee is a 

noti onal figure within the 'space' of the text itse lf, and is thus not to be confused 

either with the rea l reader or with the impl ied reader, Narratees, however, are 

often difficult to identify clearly since they are not usua lly descr ibed or 

character ized expl icitly, although in some works they appear as mi no r characters, 

cspec ial ly in a frame story, The narrator cannot poss ibly add ress the real reader 

because he or she docs not know such a reader ex ists at all ; onl y wo rds fill the gap 

between the narrator and the reader. By contrast, the re lati onship betwecn the 

author and the rc.:: al reader is rea l en ough, for example, a reader ca n write lhe 

author a letter ifhe or she still ex ists, There is no such a real poi nt of contact with 

the narrator. 

Ve rbal story tell ing, like speaking in ge neral, takes place in a communication 

selling compri si ng a speaker and an aud ie nce (or, a bit more genera lly, in order to 

accoulll for wrillen communication as we ll , an add resse r and an addressee), 

Accord ing to Leech and Short (1981), the addresse r - addressee model constitutes 

any process of lingu istic communication, spoken or written, Spoken 

communication normally takes place in a single context of time and place, wi th 

th e addresser and addressee normally be ing dist in ct. For a ll published tex ts, 

however, there is usua lly one addresse r but an infi nite num ber of addressees, 111 0st 

of who m the author has never met. As a resul t, the author of a narrativc is in the 

da rk about his or her add ressees fro m many concern s, The aut hor, however, ca n 

instead assu mc that he or she sha res with hi s or her addresscs a common fi eld of 
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knowledge and experi ence. But since the au thor might not necessaril y have th e 

same knowledge and experi ence as that of the real reader, we come to: 

A hypothetical personage who shares with the author not j ust 
background knowledge but also a set oj presuppositions, sY/JIpathies, 
and standards oj what is pleasant and unpleasant. good and bad. right 
and wrong (Leech and Short, 1981 :259). 

The term 'implied reader' was first used by Iser ( 1974) and th en by somc other 

theorists of reader-response criti cism to denote the hypothetica l fi gure of the 

reader whom a given work is designed to address. 

To sum up, we havc so far j ust di scussed th e standard stru cture of' fi cti onal 

narrati ve communication. So, basica lly, commun icat ion contact is poss ible 

betwee n au thor and reader on the ex tra-t ex tua l leve l, the narrator and the narratce, 

and character to character, on the il1lra-texllIa l leve l. This commun icati on contact 

is analyzed under voice. 

2. 1.2. Typology of Narrators 

Both Genette ( 1988) and Stanzel ( 1984) use the te rm 'narrative situati on' to refe r 

to more complex arra ngcments or patterns of narra ti ve featu res . Genel1e's system 

uses the subtypes of voice (narrati on) and foca li zati on in order to exp lore a range 

of possib lc combinations. Stanzel is mo re interested in desc ri bing 'ideal-typical' 

configurations and arranging th em on a 'typo logical circle'. In addition to 

Gene ttc's homodiegeti c and heterodiegeti c distinctions, the present reasercher also 

makes usc of Stanze l's theory of typical narrat ive situat ions in ord er to assess the 

typical implicat ions of a scenar io in a narrati ve. Stanze l's typica l narrative 

situati ons include typical patterns of na rra ti ve fea tu res of rela ti onship 

(in vo lve ment), distance, pragmatics, knowledge, reliability, etc. This line of 

app roach results in complex 'frames' of typical condi tions (or defau lt condi tions) 

which arc extremely rich in interpretive imp li cations. 

Narrative types and their narrators are identi lied on the basis of several critcria. 

The narrative leve l the narrato r belongs to, the extent of his or her part ' ipation in 

the story, the degree of percept ibility of hi s or her role, and his or her re la bil ity 
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are the crucial cr iteria to distinguish the var iety of narrators in prose narrative 

fi cti on. The criteria arc not mutually exc lusive and all ow for cross-combination 

between the different types (Rimmon-Kenan 1983: 94 ). The different types are 

li sted below. 

2,1.2,1. NalTator's Extcnt of Participation in His or Her Sto ry 

The narrator types that we are going to identify here are to be based on a relational 

criterion. We know th:1l allY author o f prose narrati ve Illu st uec ide, at Icast, on one 

1)1' two basic opti ons: whether to present a fir st-person narrative or third-person 

narrative, just to use the traditional te rms While 'first-person narrative' is still 

lV ide!y lloed, as in Stanzel's 'na rrative si tuation', the term 'third-perso na rrative' 

has generally been recog[li zed to be misleading. Genette uses ho , [odicgetie 

lIar,·ative for first-persoll na'Tative and hctcrodiegetic narrative lo r third­

person narrative. A narrator who participates in the story is ca lled homodiegetie, 

\V 1H.:n.: a~ one who docs not tak e pa rt in ii is a hcterodiegctic nnrrator (Gc nclte 

19XO:255-61. (jenctte's categori cal dislinctions (homo-and heterod iegelic), which 

are based on ~ c iear-clil 'relation' condi t'on (narr"tor present or abse nt in the 

s'ory), can br; frditfli lly complemented by concidcring the typical featllres, 

e~. pcctations , and implications that come with Stanze l's si tllations (first-person, 

au thor:nl , ano ligural narratio"s). 

2.1.2.1.1. I-Iomocticgctic (First · Prrwn) Narnltor 

The hO:l1odiegclic n:trrator is " cha racter in th e ~Iory and is aware that he or she is 

te!ling a ~; lory. The story is bting to ld !i'olll an inti.:rnal Pl)illl or v i~\I.,I . It is a story 

of eve ;Hs he or she has expcricl,,:ed hi'n s~ 1 I' or herscl 1', thm is, a story of personal 

~:\ ! ).(: ri l.!JiCC. Tht.:.in<.i i vi-tiual who a ct~; as a 11 .. 11'1'([101' i:l rctrospl:c ti o n (th e narrating 

n i': a!:;~ a cha rac'.e:' (t h ~ ~x ll'.~rk::,~· i:1g .1) O!l the !;:.:vel o f action. Therefore, the 

1!1' ~: t-pcc;·:. n P!"Oi;-:-:: n (I) rerers ~:o t! j 10 t!.(: l1 i ~!· !"~~ I..;r (the narrat !lIg se ll) and to a 

.. .. , ... ' , . .. t' · ·t . (: ·.,0> ' , ., . .. . ., ... '·'[ 1) ·'t I' ··, .'. I · ' t J,: .• ,ICleJ II I Ill:.; S OI Y .1. ..... e X!A"rl;" • • v~,,:::, s .... .. , II .... :-,(,I1lC li1lv. 
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This il1lernal narrator may be a protagon ist, espec ially ca lled the autodicgctic 

narrator, or one of the main characters. He or she may also be a minor character 

(I-as-witness narrator), an observer o f the protagonist's life. Over and above the 

funct ional roles of""l' as a protago ni st and the' I' as witness in Frieclman ( 1967), 

Lanse r ( 1981 : 160) identifies a range of common sUbtypes: I as co-protagoni st, I as 

minor character, I as witness- protagonist, I as un involved eye-wit ness (as in 

Faulkner's A Rose for Emily). 

The internal na rrator may te ll the story retrospective ly (as the narrating I) after he 

or she has lived th rough it, or as it is happening (as the ex peri encing I). There is a 

temporal and psyc holog ica l di sta nce between the narrating I and th c ex peri encing 

I. There is an avowed temporal di stance between the lictiona l tim(" (i.e., that of 

the events as they happened), and the narrator's actual time (i.e. his or her time 

of reco rding those events). Usuall y, the narrating I is older and wise r than the 

expe ri encing I, because living through the experi ence, he or she usua ll y has been 

changed by it. It is also help ful to note that the retrospecti ve narrator knows more 

than the reader, and is in a posit ion of irony in re lation to the events of the story. 

However, the narrator as an experienc ing I , w ho tell s the story as it is happening, 

knows no more than the reader. does not know the outcome, and is in a pos ition of 

suspense with regard to the story. 

Ep istemologica ll y, homodiegeti c narrators are restricted to ord ina ry human 

limitat ions (Lanser 198 1: 16 1): they cannot be in two places at the same time (the 

'law aga inst bil oca tion'), th ey do not know what wi ll happen in the fu ture; for 

example, they cannot (under ordinary circumstances) narrate the story of their 

own death, and they can neve r know for certain what other characters are thin king 

or th ought about (a restricti on which is ca lled the 'other mind' problem). 

Thc rc may well be more th an one internal narrator where we get the sto ry from 

more than one narra tor's point or view, and orten slIch a method emphasizes the 

subject ivit y of expe rience and the fact that the samc eve nt can have different 

mean in gs for differen t people. It must, however, also be noted that the re Can be 

internal narrat ives within interna l na rrativcs. A lettcr with in a narrati ve, fo r 

examp le. written by someone oth er than the narrator, telling an event, is an 
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embedded, internal narrative. It is signi fi cant to notc, therefore, that there may be 

a difference between a 'pri nc ipal' internal narrator and the narrator of an embedded 

narrat ive, especia lly thei r intended audiences, who they are narrating to, and what 

fo r, may be differe nt. 

It is he lpful to not ice that an interna l narration may take va rious forms: it may be a 

voice telling a story, but it may also be a diary, or lellers, or a discove red 

manuscript, cvcn an ove rh eard conversation or a telephone cal l. 

['inally, it should also be noticed that th e use of th e first-pcrson pronoull oOcs not 

nceessari ly indicate a homodiegetie narration; the narrator can refe r to himself or 

herse lf' using the first-person pronoun. Even a third-pe rson narrator can refer 10 

himse lf or herse lf usi ng the first-person pronoun (as in George Eli ot's Adam 

Beelc). Thus, the onl y determin ing factor whether a text is homodiegetic or 

heterodiegeti c is the re lati on the narrator has to his or her story- if he or she is 

prese nt in the acti on, he or she is homodieget ic, if not, he or she is hete rodiegctic. 

A typica l homodiegetic (fi rst-person) narrator is, thu s, restri cted to a large ly 

personal, subjective, and li mited point of view; he or she has no direct access (or 

authority on) eve nt s he or she did not wi tness in person; he or she cannot be in 

two places at the same time; he or she has no way of knowing for ce rtain what 

goes or we nt on in the minds of other characters. It is obv ious, the n, that a 

narrator's handling of these limitations, and a text's relati ve closencss to, or 

di stance from, such typical ('default' ) condi tions can tell us a lot about the 'slant' or 

at1itude of the narrat ive vo ice as wc ll as the moti ves for telling the story. 

Gene rally speaking, a first-person (homodiegetic) narration aim s at presenting an 

experi cnce Ihal shaped or changed the narrator's li fe and made him or he r what he 

or she is today. Therefore, the re are some typ ica l sub-genres of homod iegetic 

narration. These typical sub-genres of first-person narration are fic tional 

autob iograph ies, initiation stories, and skaz narratives. 

A fictional autobiography is an I-as protagoni st (GeneriC'S autodiegeti c) 

narrative in which the first-person na rrator tel ls the story (or an ep isode) of his or 
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her life . The essence of such " narrative is that it is retrospective. There is a vital 

difference between writing a story forward I'rom the past, as in the third-person 

narrative, and writ ing one backward from the present, as in the first-person 

retrospective narrative . 

Though both arc equally within the past, in the th ird-person narrative, the illusion 

that the acti on is taking place is created; in the autobiography, the acti on is felt as 

having taken place. 

A story of initiation is a story about a you ng person's int roducti on illto a new 

sphere of soc iety, activity or experience. Many stories of initiation involve some 

stage in the transition form childhood and ignorance to adulthood and maturity 

and c li max at a moment of recognition . Many stories of initiation (as rreese 1979 

has shown) also begin with a journey, often they involve a character's first sexual 

exper ience or somc growing-up or ce remony, which somet imes turns into an 

ordea l. Along this, it is helpful to note, however, that not all initiation stories arc 

necessaril y homodicge ti c ones. Wc should consider also what it means to say that 

someone is tun ini tiated '. 

Skaz narrative (from the Russian skaz, 'speech') is a lite rary lo rm that represents 

an ora l (or 'conversationa l') story-telling situation in which a speaker tell s a story 

to a prescn t audience. Apart from having a distinctl y oral directi on and syntax, a 

skaz-narrator's di scourse is also charactcrized by a high incidence of phatic and 

appellativc c lements, signaling the presence of the li stening audience. Skaz is 

closely related (and usually compared to) the poetic genere of the 'd ramatic 

monologue '. But all skaz narratives are not necessarily homodiegetic ones-we can 

have heterodiegetic narrator, too, as pointed out by Doleze l (1980:22); Banfield 

(1982: 172); Fludernik (1996: I 78-9). 

2.1.2.1.2. Heterod icgetic (Third-Person) NalTator 

The heteroel iegetie narrator is somebody who is not, and never was, character in 

tl, C wor ld orthe story, bu t rather one who 'stanels outside' the wo rl d · I' the sto ry. 
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This narrator is aware that hc or she is telling a sto ry, and may commcnt on the 

story being told. The story may be told by the external narrator in order to put the 

reader in a 'position of irony', in which we know more of the story, of the fate of 

the characters, of the motivations of other characters, than the characters 

themselves, or in a 'position of suspense', in wh ich we know no more than the 

character or characters do. 

The external (heterodiegetic) narrator may be more or less dramatized, and more 

or Icss rcflexivc (i.c. , more or less overt, and more or less cove rt). A more 

dramatized external narrator is one whose own personality, opi ni ons, etc. , may 

begin to obtrude and to influence the reading of the story. We may, for instance, 

be aware that the narrator, perhaps unfairly or unreasonably, likes a charactcr 

more than the events of the story would warrant, or that the external narrator has a 

certain purpose. A more ove rt external narrator is aware of and comments on 

telling of the story. When this consc iousness of telling the story becomes ve ry 

prominent, especially when the external narrator starts pointing out the fact that 

thi s is only a story, that he or she is making it up, that it could be told in another 

way with a quite different meaning or outcome and so forth, we may start using 

words li ke 'meta-narrator', 'meta-commentary' , or 'meta fiction': the telling of 

the story itself is being subjected to reflection and question. 

On the othcr hand, the externa l narrator may bc simply the voice telling thc story, 

so we do not view him or her in any way as having any particular characterist ics 

or interests. This less reflexive or non-reflexive (a less overt or covert) external 

narrator is one who draws no attention to the story-telling process at all, who, as 

critics say, 'natural izes it,' assumes that the telling of the story is ordinary, 

ent irely reliable, unproblematic. Generally speak ing, readers wi ll consider such an 

objective voice to be highly reliable. 

While the externa l narrator tclls the story, when we scem to be present to the 

thoughts, expe ri ences, and feelings of a cha racter in the story, that character is 

known as a 'reflector character', We arc 'inside' the reflector character's mind, 

but through the agency of the external narrator. The reflector character is not 

awarc that he or she is the subjcct of narration. He or she is not telling the story 
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bu t mcrely having hi s or her expcrienccs rcported-th is is thc cruc ial distinction 

between a renector and an internal (homod iege ti c) narra tor. When the story is to ld 

enti re ly as the internal proccsses of one or more renector characte r's minds, we 

ca ll the narrati ve method, 'stream of consciousness' or at times ' interio r 

monologue '. But it should be noted that, of course, thcre may be an embedded 

narrati vc, a story wi thin a story, told by a renector character, who bccomcs then 

the narrator of the story in whi ch he or she and his or her narrati vc are embedded. 

So far we have been introduc ing some of the general Stanze l's (1984) typica li ty 

cond itions to enri ch Genette's 'pure' category of heterod iegetic narrat ives. 

following Stanze l, it is poss ible to further divide hete rodiegeti c narration in to two 

sub-catego ri es: heterod ieget ic-ove rt and heterod iegeti c-cove rt narration and 

narrati vcs. Stan/.el's heterodiege tie-overt narration is cspecially known as 

authorial narrat ive situation (or just authorial narration). And aga in fo ll owing 

Stanze l, the spec ific configurat ion of heterodiegetie-eovc rt narratives wh ich 

backgrounds the narrator and foregrounds internal foca li zation has been ca lled 

figuralnarrativc sit uation (o r simply figural narration ). 

Authorial Na rrative is tofd by a narrator who is not a character in the story. The 

autho rial na rrator tcll s a story involving other people, however, like a first -person 

(homodiegetic) narrator; an authoria l narrator may refer to himse lf or hcrse lf in 

the first-person (e.g. the beginning paragraph in George Eliot's Adam Bede). The 

first- person pronouns, however, j ust project a vo ice characteristic of a high ly oven 

cha racter, not a relation to thc story. 

The fact th at an au th oria l narrator has a pos it ion out side the world of the sto ry 

makes it easy for the reader to accept what we would nevcr accept in real -l ife, th at 

is, somcbody has unlimited knowledge and author ity, commanding practica ll y 

god likc, with omnisc ience and omnipresence. Furthcrmore, many authors al low 

their aut horial narrators to spcak directl y to their addressees, to comment on 

action and characte rs, to engage in phi losophica l renect ion, and to interrupt th e 

course of action by detail cd dcsc ripti ons (pauscs). As friedman pu , it, the 

preva il ing characte rist ic of om nisc ience is that thc authori al narrator is always 

ready to in tervc ne h imse l f or hcrsel f bctween the reaeler and the story, and that 
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even when he or she does set a scene, he or she will render it as he or she sees it 

rather than as people see it (1967: 124). 

Homodiegetic narrators, too, can address their narratees, comment on action, 

characters, and story-tell ing itself, of course. But, it must be noted that owing to 

their spec ific 'human limitations', espec ially their lack of omniscience, they tend to 

do it differently. 

Therefore, when we attempt to assess typical authorial story patterns, usually, the 

authorial narrator typically assumes the power of omniscient and omnipresent 

level, telling an intrusive story (a story conta ining a moral or a lesson) set in a 

complex world. The authorial narrator's comprehensive world-view is particularly 

suited to reveal the protagonist's moral strengths and weaknesses, and to present a 

tightly plotted narrative. Furthermore, the typical authoria l narrator refers to 

himself or herself in the first-person, one who also offers reader-friendly 

exposi ti on whenever it is needed , one who is, on the who le, a distinctively voiced 

narrator. 

According to some theorists of narratology such as Genelte (1980:243-5); 

Rimmon -Kenan ( 1983-95-6); and Stanzel (1984: 141-84 , 185-224), typica l 

authorial narrativc su bgenres belong to the 18t1
, and 19th century nove ls of' social 

criticism. 

Figural narrative is a narrative which presents the sto ry's events as seen through 

the eyes of a third-person internal focalizer (also ca ll ed 'third-person 

reflector' or 'figural medium'). The narrator of a figural narrative is a highl y 

covert heterodiegeti e narrator hiding behind the presentation of the internal 

focializer's consciousness (especia lly, his or her perceptions and thoughts) whom 

we encounter even in the first word of the text. From moment to moment, the text 

seems to render the character's changing perceptual horizon-the things he or she 

sees, feels , and hears, etc. 

Since the narrator's di scourse closely mimics the localizer's voice, i .; own vocal 

quality is largely indistinct and it is much harder to determine his or he r voice: we 

do not gct any orthe expressive remarks that normall y project a distinctive voice 
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(i.e. , no fir st-pcrson se lf- refcr~ nce, no va lue j ud gments, no indications or a moral 

agenda , point of interest or pu rpose, nothing of that sort) ; thi s narrator is also not 

active on the pragmatic fro nt-he or she does not acknowledge any actual or 

hypothctical add ressee. After all , setting and characters have to be int rod uced, but 

still fi gural texts ha ve a covert (withdrawn, subdued) narrator onl y. Figural texts 

typica ll y beg in 'medi as in res,' have little or no ex position, and attempt to present 

a direct (i.e., both immedi ate and unmediated) view into the percepti ons, thoughts, 

and psychology of a character' s mind. The narrative agency of fi gural na rration 

being a hi ghl y covert one, some theori sts even go as far as to say that fi gural texts 

are 'narratorless' (Banfi eld 1982; Stanze l 1984). 

The reading ex peri ence created by a fi gura l text (narrated by a figural one) is quite 

remarkable. One of the ma in effects of the refl ector-mode narration ( i.e ., the story 

is pr~se nt~d as sc~n through th e eyes 01' eit he r a third-pe rson or first -pcrson 

reflecto r character) is to attract attention orthe reader to the mind of the refl ector­

character. away from the narrator and the processes of narratorial medi ation. By 

so doin g, ( I) because th e narrator is so covert, the text projects a sense and fee ling 

of 'direc tness' and 'immediacy' (i et1 ing the reader reflect on the meanings of direct 

and im med iate presentati on or th e events in the story); and (2) because the text is 

so strictly aligned wit h a character's spat io-temporal co-ord inates o f' perception, 

the reader is drawn into the story and invited to co-experience what is like to be a 

participant in the unfolding events. Finally, it results in the reader' s im ag inative 

adopt ion of a refl ector's point of view which is usually call ed ' im mersion' or 

'transpos ition to the phantasm' (Buhler 1990). It should be stressed, thus, that to 

produce a heterodiegetic covert (fi gural narrator), two mutually dependent 

features mllst come together: the covertness of narrator and a kind of spotlight on 

one of the story characters (a' central consc iousness'). Logica ll y enough, the most 

radi ca l reduction of narrati ve vo ice comes when the text presents nothing but a 

direct quotati on of a renecto r's thoughts in the fo rm of an interior monologue. 

Hence, typical subgenres are 's lice of life ' and 'strea m of consciousness' 

narratives . Sli ce of' li le narrati ve is whose story time is restri cted to a very bri e f' 

cp isode in a cha racte r's li fe, oft en onl y a day, a few hours, or even just a si ngle 

moment. The notab le examples of thi s ge nre may include Joyce's 'Eveline', 
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'Mansfield's 'Miss Brill', Woolf's 'Mrs. Dalloway' , just to mention a few. Stream of 

consciousness is the textual rende.r;n g of mental processes, espec ially any attempt 

to capture the random , irregular, disjointed, associative and incohercnt nature of 

those processes. Indeed, several authors especia lly aimed at captu ring the distorted 

perceptions of unusual intcrna l foca lizers . Authors such as Hen ry James. Virginia 

Woolf, James Joyce, and others, by subduing the overt narrator's intrusive 

presence, opened thc cloor to an unmediated access to a character's III incl , and 

through it , access to the story's events. 

To recapitulate: in addition to Genetic's two basic types or narrat ives (i.e .. 

homocliegetie and heterodieget ic), this literature review now a lso adds Stanzel's 

typical narrative situations (fir ,t-pe rson, authorial, and figural) to en rich these 

interp retive tool s. 

It must be noted, however, that there are texts that sw itch narrative situa tion (first­

pcrson, authorial, figural) from one chapter to the next, from one passage to 

another, and there arc borderline cases whose situation vac illates between one or 

marc sit uations. A wltole l10ve l or a passage of a narrative text may exhibit 

fcallll\;S of more than one l1arrative situation, producing borderline cases, 

transitiolnl passagcs, and mixed-mode narrative si tuation . The most common 

mixed-mode phenomenon is of 'authorial-figural ' na rration. In authorial figural 

narration, there is both an authorial narrator and figural med ium (Stanzel 

1984: 185-86). 

In addition to the above three standard narrative situations, it is necessa ry to 

brietly mention three more narrative situations which are peripheral categories: 

we-i 18rrativcs, simultaneoLls narration, and camera-eye narration. 

\VC- Jlarrativ(~ is a form of homodiegetic narrative in wh ich the narrator's 

experiencing self belongs to a group of collective interna l focalizers. It should be 

noted that the narrating self is alt external foealizer a, a narrator (F ludernik 1996; 

Margolin 1996). A good example of thi s narrative si t w~l i on is Fau lk ner's A Rose 

liir l<: mily. Simultaneous n ~l,.ration is a type of homodiegetic narrative in which 

thc mll'rator tells a story lhat lIlifolds as he or she lenders it. The problematic logic 
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of this type ofnmrative situati on demands that the narrator does not know how the 

story ends, that there can be no objective nash forwards, that all diegetic sentences 

are in th e present tense, and that the narrating and expe ri encing selves (the 

narrator [external focalizer] and internal focalizer) overlap and merge. 

Simultaneous narration exhibits a certa in resemblance to both journalistic 'on-the­

scene reporti ng' and 'interior monologue'. The terlll was originally coined by 

Genette (1980:218-9); this current extended definition is Cohn's (1993). An 

example of this type may be Char lotte Perkins Gilman 's The Yellow Wallpaper 

( 1892) - a diary-type story. 

The camera-eye narration is the purely external representation of events; a text 

that reads like a transcription ofa recording made by a camera. The term. today, is 

more often used as a metaphor of strictly neutral types of heterodiegetie narration, 

which is characte ri zed by covert narration, absence of inside vie ws, and the point 

of view of a stat ionary camera. Hemingway's The Killers is exemplary of this 

type of narration. 

2.1.2.2. Narrator's Degl-ee of Perceptibility 

Our knowledge of the fictional world is often given to us through a narrative 

vo ice, and our knowledge is said to be 'med iated' rather than' immediate'. But 

some narratives go to great lengths to el imina te, as far as possible, the narrative 

voice, and give us a sense that we are in immediate contact with the fictional 

world. The narrator's presence derives from the reader's sense of some 

demonstrable communication. I f he or she feels being told something, the reader 

presumes a teller. The alternati ve is a 'direct witness ing' of action. It should be 

noted, however, that even in the scenic art like drama, pure mimesis is an illusion 

and the main question is how the illusion is achieved, but the degree of possible 

analogy varies, Illore or less overt , and Illore or less covert. 

Mediated narration presumes a more or less express communicat ion from narrator 

to reader. What follows is a li st or the types of lictional presentations ranging 
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from minimal (mimesis) to maximal (dieges is) narrator presence, It should be 

remembered that although there are cases of extended forms o j' purel y mimcti c 

and pu rely diegetic presentati '>Ils, it is more usual that we find thcm in 

combination while we are reading, 

The main narrative modes (01' ways in wh ich an episode can be presented) 

bas ica lly fo ll ow from frcquential and durational relationships 01' 'how long?' and 

'how oftcn ?', This begins with the traditional distinction between 'show ing' and 

'te lling' (often co rrelated with 'mimesis' and 'di eges is', respect ively), In the 

showing modc of presentation, there is little 0 1' no narratorialmediation , ove rtncss, 

or prcsence, The reader is basically cast in the I'O le of a witness to the eve nt s, In 

the tell ing mode of presentation, the narrator is in overt control (espec ially 

durational control) of action presentation, characteri zati on and point of view 

arrangement. 

In order to asscss a narrati ve passage's spccd 0 1' tcmpo, one compares story tillle 

(the lie ti ona I time ta kc n up by an action episodc 0 1' the whole action) and 

discourse time (the time it ta kes an ave rage reader to read a passage or the whole 

text), Let us first identify and di scuss the textual signs that definc the ext reme 

points of the overtness - covertness conti nuum in the perceptibility of the narrator, 

and the mo ve from the degree of covertness to overtness through the continuum , 

2.1.2.2.1. Extreme Points of the Overtness-Covertness Continuu m 

This rangcs from maximum of covertness to the max imum of overtness, The 

audibility of a narrati ve voicc is best understood as be ing a matter of degrees, 

Eve ry kind of narrator is to some dcgree involved in the story, Consequentl y, the 

opinions, the kn ow ledge and the style of th e narrator will always have some effect 

upon tIll.': various <.;1l;111(';l1tS o f't he narrative, no Illatte r how much the narrator might 

attempt to achieve objectivity and impartiality, In other words, overtness and 

covertness are relative terms, lhat is, narrato rs can be more or less overt, and more 

or less cove rt on n continuull1 , For an analytica l purpose, it is always a good idea 

to look far typica l signal s (or absence) ofnarratori al overtness, or functiona li ty, 

''''Jf~ ct-
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As has alrcady been indicated, fo ll owing Cha tman ( 1978) narratologi sts normall y 

use the oppositional pair of ove rtness and covertness to character ize a narrati ve 

vo icc, addi ng whichever grada ti on is needed. 

An overt-narrator is one who re fers to himse lf or herself in the first pe rson (' I', 

'we'). This can be fo und both in homodi eget ie and heterodi ege tic na rra ti ves. 

Besides, an overt-narrator directly or ind irectly addresses the narratee, and offers 

expos ition whenever it is needed. Furthermore, he or she exhibits a 'slant' toward 

characters and events, espec iall y, in his or her use of rhetorica l figures, imagery, 

eva luat ive phrases and emot ive and subjecti ve expressions. He or she is also one 

who intrudes into the story in order to pass philosophical or metanarrative 

commcnts. In the casc of hcterodicgetic narrati ve, the ove rt narrator assumes thc 

power of omnisc icnce and omniprcsence. To sum up, an overt-narrator is one who 

has a very distinctive vo ice. 

In cont rast, a covert-narrator is one who exhibits no ne of the feat ures of 

ovcrtness listcd abo ve: espccially, he or she is one who never refers to himse lf or 

herse lf nor addresscs any narratees; one who has a more or less neutral (non­

di stincti ve) vo ice and style; one who is sexuall y indeterminate; one who does not 

provide exposit ion even when it is urgent ly needed; one who docs not intrude but 

lets th e story events unfold in their natural sequence and tempo; and mos t of all , 

one who fades into the background , camounaging himse lf or herse lf behind an 

internal focalizeI'. It may be noted, here, that covert narration can be most eas il y 

achieved by letting the action be seen through the eyes of an internal loca lizer 

since thi s can reducc the exte rnal (narrator) foca li ze r's interference in telling the 

story. 

However, there arc texts that switch narrati ve situati on (highly ovcrt, n, utral , 

highly covert, or somewhere in between) from one chapter to another, one passage 

to the next, and th ere arc borderline cases where narrat ive situation wavers 

between one or morc situations. 

The loregoing narrati ve si tuat ions have been described as typica lity moclels which 

capture standard narratorial characte ri stics (function, strategy, stance, limitation) 

and th e co rresponding readerl y expectations in culturall y acquired 'cognitive 
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frames'. rreq uentl y, the conditions of those frames can a lso be made exp lic it by 

detailing the unwritten 'nan'atee contact'. Of course, sometimes a nan·'dive has a 

surpri se in sto re, either because its story takes an unexpected turn or ilecause it 

becomes difficult to reconcile a present mode of presentat ion with the gl'leral 

frame or contract that we may think of and that we could use in order to optiolIal ly 

read and understand. It is thi s second type of narrati ve effect which Genctte term s 

'transgression' or 'a lteration' or 'infraction of code' (Genette 1980). 

Alteration is a (usual ly temporary) shi ft in to a mode o f presentation wh ich does 

not conform to the standard expectati ons associated with the cu rrent nan ati ve 

situation, Genette further di fferentiates between the following two main types of 

alterations: paralepsis and paralipsis. 

Paralepsis is an in frac tion caused by say ing too much, a narrator assu ming a 

competcnce he or she docs not properly ha ve; typ ica ll y a first-person narrator (or 

a hi stori ographer) narrating what somebody else thought or what happened when 

he or she was not present (illic it assumption of authorial competence), (Genette 

1980:208). Paralipsis is an in fraction caused by omitting crucial inform ation, 

say ing too litt le; typically, an authoria l narrator pretend ing 'not to know' what 

happened in hi s or her characte rs' minds, or what we nt on at the same time in 

anothe r place, or di stortively censoring a charac ter's thought , or gene rall y 

pretending to be restri cted to ordinary human limitations. 

2.1.2,2,2, Covertness to Overtness through the Continuum 

In di scuss ing signal s of overtness of the vo ice of the narrator in a narrati ve text, it 

wou ld hclp to ha ve thc following points in mind . General ly speaking, covertncss 

to overtness is a movement in the continuum ( I) from scen ic presentation o f the 

evcnt s to thc summativc representation, (2) from figu ral narrators to authoria l to 

homodicgeti c; (3) from free direct to direct, from free indirect to indirect speech 

and thought rcpresentation (8 0nheim, 1982). 

Generally speaki ng, thc reader is interested in what happened rather than what the 

author/narrator thought about it. In other words, the reader shou ld be given th e 
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opportunity to experi ence th e events of the story and fo rm hi s or her own op inion 

of it as desc ribed rather than being told it is such and such, because tllis proh ibits 

the reader from fo rming an op inion. Thus the narrato r can ge t the point across 

with a super ior narrative technique rather than a mere narrati ve statement (Ibid, 

1981). The narrative moveme nt from sce ni c presentation to summative 

presentation is discussed be low. 

Scene presentation is a showing mode which presents a continuous stream of 

detailed action events. It s durationa l aspect is isochronous (i .e., story time and 

discourse time are approximately equal); hence, isoch rony is a dctin ing fcaturc or 

the sceni c mode. This is norma lly the case in passages containing lots of dialogue 

or detailed act ion presentat ion. Th is has been indicated by Genette (1980), 

Bonheim (1982), and Rimmon-Kenan (1983). 

'S tream of consciousness' is a forerunning mode of scenic represent'lt ion of events 

in a third-person renector narrati ve . Stream of consciousness is a pl ,rase first used 

by William James in 1892 to describe the way we experience consc iousness (as a 

co nt in ual stream of assoc iated thoughts, without rational ordering and pe rm eated 

by changi ng feelings). In li tera tu re, it is often used as a general tcr lll for the 

textual rcndering of mental processes, cspec ial ly any attempt to capture the 

random, irregular, disjointed , assoc iative, and incoherent nature of th ese processes 

in the mind of a characte r. It is an attempt to give 'a direct quotation ( rhe mind'. 

When an author chooses to represent the thoughts of a character, in whateve r 

form , we arc inv ited to see th in gs from the character's point of view; he or she 

becomes the renecto r of the events in the story, (Cohn 1978, Chat 'nan 1978, and 

Toolan 1988). 

This presenting the mental proccsscs of characters, thcir thoughts and percepti ons, 

their memo ri es, dreams, and emotions became a prime challenge for late 19th and 

early 20 th century nove li sts. They began experimenting with stream of 

consc iousness novels in which the now of consc iousness of one or more 

characte rs was the principa l focus. Amo ng the autho rs who became strongly 

interested in stream of consciousness art were D.I-1. Laurence, Virginia Woolf, 

James Joyce, Wi lliam Faulkner, Dorthy Ri chardson, and many others. 
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The mai n techniques of represent ing the sound and rhythm of th e stream of 

consc iousness arc 'i nteri or mor.o logue', 'direct thought', and 'free indirect thought ' . 

These are trea ted unde r the more genera l term 'narrative discou rse', be la\\'. With 

res pect to verbal Ilarrati ves, narr.1tivc discourse is the oral or wrillen text 

produced by an act of narratin g. In prin ci pl e, therefore, a narrati ve tex t can be 

subdi vided into the narrator's di scourse and the characters' di scourses . Thc 

narrator's di scourse comprises all 'dicgctic statement s' tc lling th c narrativc of 

events as wc ll as the na rrator's cva luht ive or commentary state ment s, if any. The 

chumeters' di scourses ma ke up the 'narrati ve of verba l event s' (Cohn , 1978). 

Direct discourse is a direct qu ota ti on of a character's speech (,direct speech') or 

verba lized th ought (,direc t thought'). Direc t speech is ollen pl:lecd with in 

quotati on mark s, ex plicit ly signaling the transition fro m quoting to quoted 

discourse. 'Tagged' di rect discourse is formed by a clause of attribut ive discourse; 

whereas 'untagged' (or free) direc t di scourse is free of attributive di scourse. The 

ma in property 0 (' direc t di sco ,,,'se is th at the deicti c elements of the quoted 'i nset', 

espec ially its te nses and pronouns, are wholl y independe nt of the deixis of the 

qu oti ng di sco urse. Free indirect discourse is a re presentati on o f a ch(.l racter's 

words ('free indirect speech') or ve rbali zed thought (' free indirect thought ') which 

is between di rect discourse and indirect discourse. Its most typica l ma nifes tation is 

one where , unlike indirect di scourse, the reporting clause is omitted, but whe re the 

tense and pronolln se lecti on arc those assoc iated with indirect di scOl ;e. The 

indirect disco ursc is a form 0f represen ting a character's words (, indireci ;peeeh') 

or verbalized thoughts (, indi rect tho ught') which uses a reporti ng c lause of 

introdu ctory attri buti ve di scourse, pl ace the discourse quoted in subordinate clause 

bound to the dcictic orientation of the narrator, and generally summari zes, 

interprets, and grammat ica lly straightens the character's language. Indirect 

discourse adj usts pronouns, tenses, and referring (or de icti c) ex pressions to the 

point of view of' the reporting speaker (the narrator) (Leech and Short, 198 1). 

Because any portraya l of character's thought mus t invo lve the presence or an 

omniscient nan HlO r, th e more Ji rec t forms of free direct thought and direct 

thought take on a somewhat differe nt val ue fro m their speech counterpart ';: free 
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direct speech and direct speech. In the presentati on of speech, the use of di rect 

speech and free direct speech produces the impress ion that the character is talking 

in our presence, resulting in less and less narrator ial interven ti on. Such 

interve ntion can also be minimized by the use of direct and free direct thoughts, 

bu t as the result is effec ti ve ly a monologue (with the character talking to himself 

or herse lf) the thoughts he or she produces acqu ire a consc ious qual ity (Ibid, 

19S1 ). 

Interior monologue is an extended passage of 'd irect thought' . It is more 

extended, morc th oroughl y given over to character's stream of consciousness. It is, 

therefore, usually direct rather than indirect. Dujardin , who is assumed to be the 

in ve ntor of the tec hnique, defi nes it as foll ows: 

The essenlial innovalion inlmduced hy inlerior monologue consisls in lhe 
fOC I Ihal ils aim is 10 invoke Ihe unil1lerrupled jlow of Ihoughls going 
Ihrough Ihe characle r's being, as Ihey are born, and in Ihe order Ihey are 
born, wilhoUl any explan(l/ion of logical sequence and giving Ihe 
impression o['raw' experience (Edouwin Dujardin 193 I : LIS). 

The psyc hological states of a character are also usuall y rendered by dieget ic 

statement s in the form of the free indirect thou ght w hich is a border line bChvecn 

di rect and indirect thought. Dividing a narrative text into a narrator's di scourse and 

characters' di scourses is very use fu l; however, there are also many transitional and 

borderline phenomena such as 'psychonarratio n' , 'narrated perception', and 

'narrati ve report of di scourse' (Dolezel 1973; Cohn 1978; Genette 1980; Lin tvelt 

1981 ). 

Psychnnarration is the textual representation of a character's conscious or 

unconsc ious mental states and processes, mainly by forms of 'narrati ve report of 

di scourse' or 'narrated perception'. Narrative report of discourse is a narrator's 

summarizing report of a character's words (,narrati ve report of speech') or thought s 

('narrating report of th ought' ). This technique's aim is to capture th e gist of th e 

character's discourse, but render it in the narrator's own language. In the ease of 

inter ior monologue, it becomes 'narrated monologue' . that is, here the stream of 

consc iousness is primarily narrated rather than presented directly. Simi larl y, 

narrated pe rce ption is the tex tual representation ofa character's perception, often 
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through form s similar to indirect discourse, free indirect disco urse, and 

psychonarration (Fehr 1938; Chat man 1978; Leech and Short 1981; Stanzel 1984; 

Short 1996; Toolan 1999). This shows us that a character's point of view can also 

be represcnted without the state of mind being desc ribed. Instcad, the author 

portrays scenes and eve nts as they wo uld have looked to the character conce rned . 

In sum, li ke the direct forms, the free indi rect form takes on a diffe rent va lue 

when we turn from the representation of speech to the representation of thought. 

Instead of indicat ing a move towa rds the narrator, it sign ifi es a mo ve ment towards 

the exact rep rese ntation of a characte r's thought as it occurs. Thu s, free indirect 

discourse is generall y a less mimetic (i.e. , a less accurate) rendering than direct 

disco urse, bu t more mimetic than incii rec, discourse. 

finally, fro m a thoro ugh study of narrative discourse (i.e., speech and thought 

represcntations), we may bc able to distinguish the narrator's or/and characte r's 

mindset ca lled 'mind style'. Mind sty le is a general term fo r a character's or 

narrator's typical pallern s or me ntation . It is the textual evocat ion, espec iall y by 

typ ica l diction, rhetoric, and syntax, of a narrator's or a charac ter's mindset and 

typica l pallerns of th ink ing (Fowler 1977, Leech and Short 198 I). 

Trans ition from the Frce ind ircct di sr.ourse to the indirect di scourse signa ls a move 

from the rca lm of covertness (sce ni c) to the realm of overtness (sum mat ive) in the 

rcprescntat ion or eve nt s in thc story. Summary is a telling modc in whi ch the 

narrato r condenses a sequencc of act ion events into a themati ca ll y locuscd and 

orderly account. Its durational as pec t is speed- up (o r aeeclcratiou ): an episode's 

di scourse time is considerab ly shorter than its story time. Speed-up, thereFore, 

typica lly characte ri zes a summary or 'panoramic' mode of presentation according 

to Ge nclle (1980), Rimmon-Kcnan ( 1983), and Toolan (1988). Thc usc or ind ircct 

di scourse sty le signals the move of the narrat ive discourse From th e narrative of 

verba l event s or words into the dicgct ic statement s te ll ing the narrat ive of events. 

Thus, it is im po rtant to note that th e indirect discourse sty le is a spec ial subset of 

di egetic statements. 

In addit ion to the two major modes (scene and summary), there are two minor or 
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supportive modes: description and comment. These modes are supportive rather 

than constitutive because no one can tell a story by mere description and com ment 

alone. It shou ld also be noted that both of these minor modes are telling modes, 

but comment is a more ovcrt mode than description because the indirect discoursc 

sty le may range From objective description to intrusive comments and judgments. 

Description, as indicated above, is a telling mode in wh ich the narrator introduces 

a cha racter or describes the sett ing. In its description of events, characters, and 

settings, it is a description not from the point of view of any cha ra cter, and the 

narrative voice can, therefore, emerge on its own. But even here, the narrat ive 

voice can reveal itse lF or make it se lf almost invisible, where the distance between 

the narrator and the implied author approximates to zero. This is because in 

desc ription thcrc is only the direct presentation of events, settings, and characters 

wi thout any judgments and comments which mark the presence of narrati ve vo ice 

in a description of a setting, an event or a character. Description's durational 

aspect is pause, that is, discourse time elapses into desc ri ption while- .itory time 

stops and no action actually takes place. 

COlllment is another form o f telling mode in which there are oFten moral 

eva luations which can be exp licit or implicit. In sccncs whcrc thcrc arc no 

characters present, the voice is purely the narrative voice, and even when 

characters are present, the result may be the same if the characters are simply part 

of scenery. Bes ides, we may even say that anything beyond an objective action set 

against a particular place is the resu lt of narrative vo ice by the narra tor. A second 

way that a narrative voice makes itselF felt is through direct comment on 

characters, the development of the action, the circumstances 01' the act of 

narrating, etc. Thesc com ments are oftcn soc ial , philosophical or somctimcs ironic 

in nature. The durational aspect of judgment is pause. Comments are typ ical signs 

of narratorial intrusions and often indicative of se lf-conscious narration (Bonheim 

1982). 

Chatman (1978:220-52) lists signs of ove rtness, in less overt cases, in an 

ascending order of perceptibility: (I) the relatively minimal sign of a narrator's 

presence is revea led by the description oFa setting, which is directl y shown in a 
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play or film. In prose fiction, it is described in narrator's language; (2) a narrator 

has a prior knowledge of the character at the very beginning of the text, and 

makes the identity of the character for the reader; (3) temporal summary, which 

presupposes a desire to answer questions in a reader's mind about what has 

happened in the interval , implies the presence of a narrator as we ll as his or her 

notion of what should be told in detail and what should be narrated with greater 

conciseness; (4) while identification of a character implies simply the narrator's 

prior acquain tance with a character, definition of character suggests an 

abstract ion, generalization or summing up by the narrator; (5) reports of what 

characters did not think or say is another sign. A narrator who can te ll things of 

which the characters are eithcr unconscious or whi ch they deliberately conceal is 

clearly felt as an independent source of information on the part of the narrator; (6) 

the last one, commentary, includes interpretations, judgments, and 

ge neral izations of a narrator on events, characters, etc- This forgoing discussion 

refers to the heterodiegetic narrator-moving from more fi gu ral to more authorial 

narrator. 

In contrast, the homodiegctic narrator is the case of maximal narrator presence. 

The narrator is a character in the story, but even here we may sense a sh ifting 

distance and judgment. The interna l character may refuse to judge or com ment 

when he or she reports events as a minimal narrator, when his or her dcscription is 

marked by minimal in volvement. 

A homodiegetic narration may be in voice telling a story, but it may also be a 

diary, or journals, for example. The ep istolary narrative (i.e., letters and diaries) is 

a narrati ve presented in the form of lette rs or diary entries . The narrator, in 

ep istolary narrative, ca nn ot travel into the future or enter characters' minds. The 

even ts are recorded as they happen or as they have just happe ned. The narrator is 

no more than a stenographer, and since his or her nan'atee is not thc gene ral 

rcader, the story is not mediatcd to us. 

The homodiegetic narrator rendering a story may also range from the one who is 

rcstrictcd to largely personal , subjecti ve, and limited point of view, into the 

uninvolved sexua lly inderm inate, witness narrato r, as the narrator in A Rose for 
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Emily. It helps to note that as there is an internal narrator who tells the story as it 

is happening, there is also one who tells us the story of himself or herself in 

retrospection. While the former knows no more than the reader about the outcome 

of the story, the latter knows more than the reader which puts him or her in a 

position of irony in relation to the events of the story- this seems that we are back 

to the external narrator. Finally, there is the case of an interna l narrator whose 

reports, comments, and evaluations become in creas ingly questionable (unreliable). 

Therefore, a narrator's handling of these limitations, and a text's relati ve closeness 

to or distance from such typical conditions can tell us a lot about the perspective 

(slant) or attitude of the narrative vo ice as well as the purpose (motives) of telling 

the story. 

2.1.3. Reliability of Narrator' 

All narrators can relate their tales to us primarily as scene, or primarily as 

summary, or most commonly, as a combination of both. In the mean time there 

occurs the implicit self-characte ri zation of the narrator, which is always a key 

issue in interpretation. We need to ask whether the narrator is omniscient, 

opinionated, self-conscious, well-read, ironic, reliable, etc. Any narrator can be 

more or less reliable, at least in what they know. Whether they are involved in the 

action as agents, narrators, and third-person refl ectors, differs markedly by the 

degree and kind or distance that separates them from the implied author. the 

reader, and the other characters of the story they describe or renect upon. In any 

reading expe ri ence, there is an implied dialogue among author, narrator, the other 

characters, and the reader. And usually, the extent to which the narrator plays a 

part in the story has an impact on thc reader's assessment of the information he or 

she reads. In other word s, voice and distance have much to do with what Wayne 

Booth (196 1) referred to as the narrator's reliability. There is a great range of 

unreliable narrators with a great range of impact. 

We need to consider to what ex tent we can rel y on the narrator to give LIS an 

accurate rendering of the facts, furthermore ascertain the facts, whether we are 

meant to respect the narrator's opinions when he or she offers an interpretation. 
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Thus, ce rtainly, in order to interpret a narrative, ·we lllu st have as fine a se nse as 

we can of where a narrator fits on thi s broad spectrum of reliability. Rimm on­

Kenan (1983: I 00) defines reli abili ty as fo ll ows : 

Reliable narrator is {J narrator whose rendering of the story and 
commentary on it the reader is supposed to take as an authoritative 
account of the .fictional truth. and the unreliable narrator is whose 
rendering of the story andlor commentwy on it the reader has reasons to 
suspect. The main sources of unreliability are the narrator's limited 
knowledge, his personal involvement, and his problematic value-scheme. 

Unlike in the earli er novels, at th e end of th e 19'h century, in the works of realistic 

nove li sts, such as Conrad , all sorts of experiments with methods of narration took 

place: a ce rta in confidence (omnisc ient narration) disappeared, and suddcn ly the 

novelists were aware of the ga p between reality and interpretati on of reality . In 

fact , it is onl y in reali st ic prose narratives that we can rea lly regard the narrator as 

reli ab le, as presenting a truc pictu re, and sometimes, a true interp retation of' 

events. In less (or non-) reali stic narratives, the narrator is usua ll y either 

dramatized or self-conscious. Unlike the rea list narrative, the non-real ist narrative 

makes far greate r use of the method of narration to hint at the com plexity of 

exper ience, principally by suggest ing that there is always a gap between li fe it se lf 

and any rendering or interpretatio n of life . Such scepticism abou t the ability of the 

narrative to get at the fu ll truth has always been present in fi cti on, but it became 

fa r more common at the end of ' the 19'h century rea li st narrati ves . 

It is therefore helpful to make a distinction among unreliable narrators: those 

whom we trust for the facts but not for th eir interpretation, and those whom we 

cannot even tru st fo r the facts, Don'it Cohn (2000) has referred to the former as 

discord ant narrators. They are narrato rs whom we feel we can rely on for the 

facts of the case, but whose interpretation of those facts is probably in discord 

with what we infer would be the imp lied author's interpretation. Getting to thi s 

implied author is one or the central cha llenges or interpretation, 

But the difficulty this ta sk can pose makes us wo nd er why authors wo uld ever 

choose to entrust their narratives to an unre li able narrator in the first place, Yet 

th ey do, and the number is legion of narrators who are bumblers, madmen, jealous 
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lovers, mean-spi rited relati ves, and even pa tholog ica l liars. Bes ides willful 

obscurity, there are advantages in hand ling narrati ve responsibility ove r to an 

untrustworthy narrator. One impo rtant advantage in such narrati ves is that 

narrati on itse lf, its difficulties, its liab ility to be subverted by one's own interests 

and prejudices and blindness's thereby, becoming pa rt of the subject. In some 

texts, the imp lied authorial vision emerges qui te clear ly, despite the narrator's 

unreliability. Though we pick up the narrati ve from the narrator's 'u nrel iable' 

wo rds, we nonetheless deve lop a clear j udgment of the narrator's character. In 

such a narrat ive, then, the re is not only a great di stance between the narrator's 

views and those of the implied author, but we also have a clea r understanding of 

the distance. 

The unre liab ility of the narrator is not ordina ril y a matter of lyin g. An important 

element in the tell ing of the story is how much the narrator knows. If we are 

ass ured that the narrator knows everythi ng, then we read the story with trust: wha t 

is presen ted to us is what really is. The narrator who totally accords with th e 

im plied author dcmands our abso lute fa ith in hi s or her powers of divination. On 

the other hand , if we are not so assured, we read the story with sllspieion, noting 

th e things that the narrator does not know, or does not understand, and stru ggl ing 

to make a sense of the fac ts of the story ourse lves and to decipher the narrator as 

we ll as the sto ry. This questi on may ar isc both wi th externa l and internal 

narrators. We see limited knowledge in internal narrators, and this is expected, but 

it is also poss ib le fo r an author wr iting a story in wh ich it becomes clear lhat the 

exte rnal narrator does not understand the imp li cations of what he or she is 

narrat ing, or is misrep resenting what is happenin g, and so forth . A yo unger 

narrato r wo uld be a clear case of limited knowledge and understanding, and an 

'idiot-narrator' cou ld be anothe r one. It should be noted , however, that adul t and 

mentally normal narrato rs also quite often tel l things th ey do not fu ll y know. For 

example, in Lord Jim ( 1900), Conrad somctimes uscs a cha ractc r ca llcd Ma rlow 

as narrator: he is an intelligent man, but hi s understand ing of what he perce ives is 

lim ited, simply because, like anyone, he interprets events according to hi s own 

beliefs and val ues, which makes him unreli able. 
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This question of what the narrator kilOWS is a separate matter from what the 

narrator chooses to tell us, that is, he or she pretends to have qualities which the 

author den ies him or her. The ulll"eliable narrators cou ld be iso lated, (unsupported 

or uncorrected by other narrators) supported or corrected. The support or 

co rrection differs radica lly depending on whether it is avai lable from wit hi n the 

action, so that the narrator might benefit or is simply given externall y, to help the 

reader correct or rei nforce his or hcr own views as against that of th e narrator. 

Someti mes it is almost impossib le to infer whether or to what degree a narrator is 

unreliab le or 1111lible. But there arc var ious factors in the text wh ich may indicate a 

gap betwcen the norms of the implied author and those of th e narrator. When th e 

facts in the story contradict the narrato r's views, the narrator wo uld be judged to 

be unre liable. When the ou tcome of the action proves the narrator wrong, th e 

re liab ility of the narrator is doubted, and retrospective ly the reader doubts even 

events reported car li er. I'urther, we can sense unreliability when the views of oth er 

characters consistently clash with th ose of the narrator. Last ly, when the narrator's 

languagc revea ls in te rn al contradicti ons, double-edged images, it may un dermine 

th e reliab ility or the narrator. For example, an expl icit confli cting tes ti mony of 

facts is one sign o f unreliabil it y. 

According to Rimmon- Kenan's ( 1983) the third so urce of unreliabilit . is the 

color ing of the narrator's account by a questi onable va lue-scheme. A na rrato r's 

moral values become questionab le if they disagree with or differ from th ose of the 

implied au thor in th e text. But ifboth the narrator and the implied au th or share th e 

same value, the narrator is reliable in this respect, no maller how.objectionable hi s 

or her views may seem to the readers. 

To sum up , a covert ex trad iege tie narrator, especially when he or she is also 

heterod iegetic, is li ke ly to be reliab le. However, when an extradiegetic narrator 

becomes morc or Icss overt, hi s or her chances of being full y reliable are 

diminished, sincc hi s or hcr interpretatio ns, judgments, gencrali zat ions arc not 

always compatiblc wit h the norms of the implied au thor. 

Intradieget ic narrators, cspec iall y when they are also homod icgetic, are on thc 
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whole more fall ible than extradicgctic ones, because they are a lso characters in the 

fi c ti ona l wor ld. As such, they arc subject to lim itcd knowledge, personal 

in vo lve mcnt , and problematic val ue-schemcs orten givi ng rise to the possibili ty of 

unrel iab i I ity. 

2.1.4. Grammatical Person of Narrator 

In general, interpreti ve di scourse must dec ide on how to mark the gender of a 

narrator grammatica lly, mai nly because it would be styli st ica ll y awkwa rd never to 

use a pronoun at all. Al tho ugh a nove l's text projects a na rrative vo ice, th e text's 

narrator, as indicated, is temporal I)" spatia ll y, and onto logica ll y distant. Chatman 

( 1978: 15 1) presents the fo llow .ng di agram to illustrate the process of 

communicmion betwee n the author and the reader. 

l ~c,,1 Implied ImpliL:d I(cal 

-. - ... !'hI IT~\tor --tJo. Narralt:c -. -. 
Alilhor 1\ uthe Ir Reader Reader 

fi gure 2.2. 

In the diagra m the rea l author and the rea l reader are put outs ide the textu al 

domain of the narrat ive. Within the text, the tlVO outside part icipant s, are 

represented by two substitute agents whom Booth (1961) and other theorists such 

as Iser ( 1974) ca lled the 'implied author' and the 'implied reader' . These two 

agc nt s, in f' lct, arc at a Icvcl be low the author-reade r leve l. That is to say, thcy are 

situated at an interm ed iate Icve l of implied fic ti ona l communication (a level below 

the aut hor-reader levcl) cOlll pris ing an illl pl ied (a tex t's project ion of an 

ovcrarching intenl- textual au thor ity above the narra tor) and an illl plied reade r (a 

tex t's overall projection ofa reader ro le, supporcl inntc to any narratec) . 
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[looth considers the 'implied author' to be the 'author's second-se lf (I 16 1 :67), a 

text's projection of an ove rarching int ratextual autho rity above the narrator. In 

othe r words, the 'author's seco nd se lf view makes the impl ied author the 

gove rnin g consc iousness of the work as a whole-the source of ' he norm s 

embodied in the wo rk. The relati<lnship between the implied author a, J the real 

author is complex, but 800th (Ibid: 75) has ba rely analyzed thi s com plex 

relat ionsh ip except suggesting that implied authors are often fa r superior in 

inte lligence and moral standa rd s to the actual (real) authors. It shou ld be noted 

th at the main reason for implementing thi s leve l is to accou nt for unreliab le 

narration and narrators. 

In any even t, the real au thor and the im plied author need not be, and n fact are 

oftcn not, identical. In a given work , an author Illay embody ide; '. beliels, 

emotions other than or even opposed to those he or she has in real li fe . I-Ie or she 

may al so cmbody different ideas, beliefs and emoti ons in different \ ,)J·ks. The 

author may have written or may write other tales with very differen narrators 

imply ing a diffe ren t ki nd 0[' implied author behind each of them. 

Unl ik e 8 00th , Chatman and Rimmon-Kcnan consider the implied ;t tthor as a 

construct based on the text rather than imagining it as a 'second se lf ,f the rea l 

author. Rimmon-Kenan argues: 

In Ihis sense Ihe implied aUlhor 11111.1'1 be seen as a conslrucl i, .Ierred and 
assembled by Ihe reader Fom 0/1 Ihe componenls of Ihe Ie. I. Indeed, 
.Ipeaking of Ihe implied allihor as a conslrllcl based on Ihe lexl seell1s 10 

me far seifer than imagining il as a personified 'conscivusness' or 'second 
selj' ( 1983:87). 

As di st inct ['rom th e real author, the implied author also differs from the narrator. 

In prese nt ing the di stinction between implied author and narrator, Chatman gives 

us the fo ll owi ng in terpreta tion: 

Unlike Ihe narralor, Ihe implied allihor can lell us nOlhing. He, or beller ii, 
has no voice, no direcl means of comlllunicating. It ins/rue!s us silently, 
Ihollgh Ihe design oflhe ",hole, ",ilh alilhe vo ices, by alilhe means il has 
chosen 10 lei /IS leal'll ( 1978: 148) . 
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In fact, the implied author does not recount the story, but is inferred as the 

authority responsible for se lect ing it and in vent ing a narrator for it. The implied 

author is the source 01' a work's design and meaning which is inferred by readers 

from the text, and imagined as a personality standing behi l d the work. As an 

imag inary entity, it is to be distinguished clearly from the rea l author. The implied 

author is also distinguished from the narrator, si nce the im pli:d autho r stands at a 

remove from the narrative voice, as a personage assumed to be responsible fo r 

deciding what kind of narrator wi ll be presented to the reader. 

Thus while the narrator can onl y be defined as the narrat ive 'vo ice' or 'speaker' ofa 

text, the implied author is, in oppos ition and by definition, voice less and si lent. It 

is important to note that Chatman's observation that an implied au thor can tell us 

nothing ca rri es an un derl yi ng sense that he or she is like the director ofa film who 

never appea rs on the sc reen, as Chatman ( 1978) also discusses film. This is the 

basic differcnce between film and narrative ficti on because in the latter where 

language is the only medium, the authorial or narrative voice becomes 

unavoidable, eithcr in a covcrt or an overt form. Thus, it is often hard to say that 

th e narrator docs not speak for the (implied) author, but one cannot simply make 

an assumption that the narrator speaks for the author unless one has grounds to say 

so. One normally cons iders the (implied) author's voice in two cases: (a) when one 

has reasons to believe that it is more or less id enti ca l to that of the narrator (as it 

often is authorial narration, and in non-fictiona l (real- life), or historiographic 

narrative, or (b) converse ly, whe n the autho r's and the narrator's vo ices are likely 

to bc significantly different; in other words, when one assumes that the author 

intent ionally uses a narrati ve voice distinctive from his or her own. 

At the same time, we must be cau ti ous about the far-fetched assumption that the 

narrator represents, or always speaks for the author, or that in fact the narrator is 

the author. The fact that a sto ry can be told by more than one external narrator 

makes it clear that the narrator is not and never can be the author. Besides, the 

existence of an unreliable narrator signifi es th at the author and the narrator are not 

the same person. Thus, we may say that although the narrator is the creation of the 

aut hor, the latter is from now on, mostly denied any direct vo ice in the narrative 

56 



o 

proceedings, and the narrator may be more or less distant from the implied author 

as we ll as the characters in the story he or she tells about. 

These comp lex facts make it difficult to gender the narrator gramma tically. The 

problem or sexually indeterminate narrators usually arises with authorial and 

figural narrators; thcrc arc, howevcr, sexua ll y indeterminate first-pcrson na rrators, 

such as the witness-narrator in Faulkner's A Rose for Emily. 

In the attempt to gender a narrator grammat ically for interpretive purpose, a 

gencric 'hc' is clcarly ou t of qucstion for its ge nder politics. Again , thc option 

suggested by 8al, "I shall refer to a narrator as 'it' , howcver odd this may seem" 

(1985: 199), is, as Ryan (1999: 141) has rightly pointed out, "incompatible with 

consciousness and linguistic abil ity". By way of compromise, most schola rs now 

fo llow what has become known as 'Lanser's rule': 

In Ihe absence of any lexl-infernal clues as 10 the narrator's sex, use the 
pronoun appropriate /0 the author's sex,' i.e., assume that the narrolor is 
male if the {/Iilhar is male, and thaI the narralor is female , if Ihe cnilhor is 
jemale, respectively (Lanser 1981 : 166). 

'Lanser's ru le' in Llct establishes the questionable and delicate author-narrator lin k. 

Since the present researcher cou ld not find any better so lution to the prob lem of 

gendering the narrator grammat ica lly, he has adoptcd this rulc th roughout his 

ana lys is of vo ice in the novels under discussion. Thus , the narrators in the novels 

under discuss ion wo uld be gendered according to the above' Lanser's rule ' . 

2.1.5 Narrative Level of Narrator 

Most of what has so far been said is concerned with the narration of the story. 

Story-telling, however, can occur on many different le ve ls. The matrix (or 

original) narrative can be a chain of two or more independent narratives which are 

not subordinate to any other sto ry or stories. The epistolary novel is a typical 

example in this respect. Story-telling ma y also be in a hierarchica l structu re, one 

subordinating to the others. In the hierarchical structure, the highest level, the one 
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immed iate ly superi or to the events in the story and concerned with its narration, is 

ca ll ed the extradiegetic level narrated by extradiegc tic narrator, that is, the events 

of the story themselves, are the dieget ic level. For example, the Icvcl of the 

narrator in the nove ls under discuss ion is extradiege ti c, and the events of the 

stories thesc nmrators rclate are at the diegetic leve l. These even ls o/' Ihe siories 

may inc lude speech-acts of narration, whelher ora l or wr itten. 

There are, however, ta les within tales, and so on in infin ite regress. One such 

c ircumstance arises when a character in a sto ry beg ins to tell a story o f his or her 

own, creating a narrat ive within a narrative, or a ta le with in a talc. The ori ginal 

narrative now becomes a 'fra me' or 'matrix' narra tive, and the story to ld by the 

narrat ing character becomes a second degree, hence an 'embedded' or 

'hypona rrati ve', that is, a level below another level of diegesis (Bal, I 980a:43). A 

character whose acti ons are the object of narration can himse lf or herse lf, in tu rn , 

engage in narrating a story eithe r as homodieget ic or hetrodi egeti c narrator. Thus, 

narra ti on is always at the higher narrat ive level than the story it narrates. 

Therefore, th e diegetie leve l is narrated by an extraciicgetic narrato r, and the 

hypodiegetie leve l by a second leve l ca lled intradiegctic narrat or. 

For a more elaborate ana lys is ol'embedded narratives, immon-KellClIl ( 1983: 91) 

stfggests the foll ow ing terms: 

A jirsHlegree narrative is a narrative that is not embedded in any other 
narrative; a second degree narrative is a narrative that is embedded in a 
}ir.l't-degree narrative; a third-degree narrative is one that is embedded in a 
second-degree narrative, etc. A jirst-degree narrator, by analogy. is a 
narrator vf a jirst-degree narrative, a second-degree narrator is the 
narrator of a second degree narrafive, elC, in exuCi correspondence. 

Such narrati ves wilhin Ilarratives create a strat ifi ca tion of leve ls whereby each 

inne r na rrati ve is subordill ate to the narrati ve within which it is embedded. 

Embedded narratives are very important in const rllctin g meaning. 

Embeddcd narratives may have var iolls functi ons in relation (i n coherence) to the 

narratives within which Ihey are embedded. Em bedded narratives may cohe re 

58 



.. 

o 

with the main story- line to se rve one or more of the following functions. The 

fllilctions arc sometimes pre~eJlt sl'p,~r(', !e l y, sometimes in combination, as lindeI': 

• Actio nal Integration: The hyponarrati'lc se rves as an important element I II 

the plot of the matrix narrative. It may maintain or advance the action of the 

Il rst sto ry. 

• Exposition: The hyponarrative prov ides information abo ut events that lie 

outside the primary action line of the matrix narrati ve (especia ll y, events that 

occurred in the past ). It offers an explanation of the diegetic level, answe ring 

some such questio ns as ' What were the events leading to the present 

situat ion?' . 

• Retardation: The hyponarrative momentaril y suspends the continua tion oCthe 

matri x narrative, often creating an effect of heightened suspense. 

• Thematic: The hyponarrative corroborates or contradi cts the story line of the 

matrixna rrativc. The rela ti ons estab lished betwecn the hypodiegelic and the 

diegelic levels are those of analogy, i.e., si milar ity and con trast. 

To comc lude, generall y, vo ice dea ls with such na rrative conce]'JlS as narrator, 

grammatica l person of narrator, and embedded sto ies and their respective vo ices. 

Further, the above concepts of vo ice are app li cab le in the analysis of both Ilctional 

and non-fictional works. 

2.2. Narrative Focalization: Definition and Backgrollnd 

111 Ilclional texiS. authors see only ;:e lected represenlalions of the world. and while 

select in g, Ihey choose some of the things as important, leaving oth er thi ngs. They 

create a frame in which the se lection makes sense, a pat1e rn which allo\vs readers 

make sense of the selected data which they are offered. This helps readers to 

connect the data in a mean ingllil way, where if one changes the way the pieces are 

patterned, one is likely to change the meaning. This resultant 'whole' which is 
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made of bits in ce rtain relations to one anothe r implies a wo rld which is on ly 

partially represented in some fo rm -o nly in the way the author sees it. 

Thi s se lection and represcntation process, however, is not carri ed out randoml y, 

rathe r it is based on some perspective, some angle, with some background of 

experience, expec tations, ideology, etc. Thi s makes clear th e fact that there are 

various ways of representing the wo rld , each one governed by an understanding 0 (' 

what the wor ld is, how we see it, what is important to us, etc. In narratology, tliis 

is what focali zation is conce rned with . 

Focalization in narrativc tex ts is se lec ti on and presentati on of data l'or a certain 

purpose. This is bccausc, the vc ry act of writing fic ti on is a proccss of abstraction, 

selcct ion, om ission, and arrangements to produce as complete a story-ill usion as 

poss ible. This makes the question of effecti ve ness to be one o f su itabi lity or a 

given techn ique, l'o r exam ple, of se lection, fo r the achievement of certa in kinds of 

effects . Each kind of story requires th e achievement ofa particu lar kind oi'il lu si0n 

to sustain it. 

f ocal ization is one of tile bas ic fac tors whi ch determine th e meani ng of a narrat ive 

story. It is the matter of ' who sees' (who focalizes) th e events in the story and how. 

The story is presented in the text through the mediation of some 'perspec ti ve', 

'angle of vision', whi ch is verba li zed by th e narrator though not necessarily hi s or 

hers. This mediation is ca lled foca li zati on (Genette 1980: 189). Hence, focalization 

refers to the ways and mean, of se lect ing and presenting in for mation from 

somebody's point of view. Therefore, it can be determined by answerin g questi ( ns 

like: ' Whose point of view ori ents th e stretch or current segment of text lla l 

information?' Or ' Whosc percepti on serves as the current source of inl'ormat ioll?' 

Perceplion here includes aC lual as well as imaginary percepti on, slIch as visio IS. 

dreams, memor ies, and other states of consc iousness. 

Furthermore, foca lizat ion is a matter of'regulating and managing windows into the 

narrative wo rld and by regul ati ng (gu iding, manipulating) reader ly imag in" ry 

perception, i.e .. selecting which objects wi ll become the focus of attellli lln. 

focal izat ion is the li terary-critica l revis ion of the genera l concept of idea tional 
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l11eaning: the me ntal im age g';nerated by the words, In SUI11 , with regard to 

foca li zation, til rclevanl quest io n (as opposed to 'Who speaks?') is' Who secs'i', 

Besides, useful , lOa, are variations like : Who se rves as a text's center 01' percep ual 

orientatio n?, How is narrative' informatio n restricted or narrowed down (ei he r 

tempora rily or perm anentl y) to somebody's perception, knowledge, or poin of 

view? 

The historical ,)aekground or the term focalization is primarily based on tl,ree 

classical introd uct ions: Genette (1980), Bal (1980) and Rimmon- I enan (19.>3), 

(See Secti on 2.4,2, I), 

For his definition of focal ization, Genette (1980) draws on some traditi l 'nal 

app roaches: Pouillon's (1946), vision approach'; Brooks and Warren's (1'; 59) 

'point of view approach '; and Todorov's (1966)' knowledge approch', Brooksll1d 

Warren bui ld on the question 'who sees the story,!' (1959:659); Pouillon ( 1946 69-

114) distingui shes three main vis ion modes: vis ion through a character's c !es, 

vision li'om behind, (i,e" from an omniscient narratorial vantage), and vision 1', om 

outside; whil e Todorov raises the quest ion whether the narrator knows more than , 

as much as, or less than the character (1966: 126), 

Genette's own contribu li on to this issue is, ro ugh ly, three- fold, First he in trod .ces 

a sharp foca lizati on-narrat ion dist inct ion by setting 'who sees? agu nst 'who 

speaks?' Second he defines focalization in terms of cOl11bi ning and adj .lst ing the 

pre-narratological concepts li sted above, Third, hi s stud y paved the lYay fo r a 

subsequen t, detailed typology of foca liza ti on: internal , externa l, psyc hological, 

ideolog ical, etc, 

A basic principle in criti ca l reading and analyzing a narrat ive is to grasp the 

fundame nta l distinction betwcen narration and foca lization, As Genette ( 1980) has 

sholYn, 111 0st stud ies of po int of view (fo r exam ple; Brooks and Warren 1959; 

Fri edl11an 1967; Booth 1961; ROl11bcrg 1962) treat the two related but di ffe rent 

quest ions as if they were interchangeable, that is, ' Who speaks?' anJ 'Who sees?' 

Foca li zation dispels the confusion between perspective and nan'ati , 11 which often 

occurs when 'point of view' is discussed, Thus it is essential that wlo 'n we read , 
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2.2.1. Sllbjcct and Object of Focalization 

Narratives nre focal ized not on ly by someone (t he foca lizer, the veh icle of 

foca li zation) but also on something. Foca li zat ion has th us both subject and object. 

The subject (the focalizer) is thc agent whose percepti on or ients the presentat ion; 

the object (t he foralizcd ) is what the focalizer perce ives (8al 1985). Hence, the 

basic concept of focalization theory is foc us, and th is term refers to two int ricately 

rel ated things: the spatia- temporal posi tion of' the foca lizc r and the object seen 'in 

locus', that is. the focalized obj ,:ct or center of' attenti on. Thcrefore, the two bas ic 

concepts in the stud y of focal iz"t ion arc th ose of :.1 focali zer (a perceive r) and the 

loca li zed (the perce ived) . In textua l analysis, we will , therefore, often ask the two 

questions of 'W ho sees? ', and 'What is the object (thing or human bei ng) that thc 

focalize r foc uses on?' A text is anchored in a focal ize r's point of view when it 

represents the focal izer's thoughts, re nections, and knowledge, his or her act ual 

and imaginary pe rceptions as we ll as hi s or her cultura l and ideo logica l 

oriental ions. 

In genera l, focalization can be attrib uted to one of the following agents: the 

narrator (ex tern al localizer) and a character (i nternal foca lize r). In fact , the 

primary cand id ate for a text' s perspecti val ori entati on is the narrator (presenting an 

ex terna l foca li zation of th e world of study); however, a tex t's inlorm ation may 

also be restricted to a character" field of percep ti on. Since we usuall y find ·both 

the external and in terna l foca liza ti ons, qucsti ons that need be raised frequently in 

the analys is of loca li zation in a narrati ve text are: 'Why is thi s character's view 

and not the narrator's? '. Coul d the narrator really have access to the kind of 

informat ion that we get here?; and ' What does the character or narrator know and 

docs not know at th is particular point?' 

A story may conta in more than onc foca lizcr and/o r foca li zed where the shi ft from 

one to anoth er becomes an important ~:spec t of narrat ive structure, that is, the 

'window shifting' . The shi ft can inclu de an imagi nary perceptu al shift of the 

foca lizer. A focalize r is capab le of registericg the outer wo rl d, self-perception and 
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retlecti on. In a ll three categories: as external perce ive r, se lf-perce iver, and se lf­

retlecto r, a foca lizer has the opt ion of concea li ng or reveal ing the content s of' 

consciousness. As a res ult , the concept of focalizatio n provides a mcans of 

in tegrati ng consciousness and dialogue in the description of narrative structure. 

It wo uld be, thercforc, very helpl'ul to consider a fur ther summary, in the review, 

or the process . ld types of loca li zati on as well as the roles of the foca li ze r and th e 

foca lized objec t in the analys is of the novels under discussion. In fact, above all, 

studying focalizatio n includes sharpening the di stincti ve differences between 

narration and focalizat ion in a narra tive text. These issues are discussed below. 

2,2.2. Types and Facets of Focalization 

In fact, there arc a number of ways in which the focal ize r ma y orient th e events in 

th e story. The foea li ze r can be emot ionall y or in other ways di stance himself or 

herself from the story he or she is ori enting, or may be very close, very involved. 

The focalize r may or may not share the 'stakes' of the story with the characters; 

may show a grea t intcrest in the outcome or th c story and the choices the 

characters make or may be clinical, rcserved, apparently indifferent (impartial). 

The local izer may approach the story from a ce rtain pos ition of commitment and 

conce rn , far insta nce, idcologica l, theo logica l, poli tical, etc. Genera lly, 

foca lizat ion is thematic and ideological: how the focalizer 'secs' va ri ous issues 

wi th which fi cti on may dea l, the va ri oll s questions, contlicts, and anxieties in the 

culture that are rai sed by th e narrative. These points of concern can be assessed in 

a better and detai led way in the types and facets of focalizati on, as discllssed 

below. 

2,2.2.1 Types of Focalization 

Focalization consists or di rferent types. A brief summary of f'ocalizati on types that 

foll ows derives fro m Ba l ( 1985), reworking of Ge nette (1980), Rimmon-Kenan 
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(1983) reworking of Uspensky ( 1973). In ge neral, types of focali zati on are related 

to two criteria, in the position relative to the story and degree of persistence . 

2.2.2.1.1. Position Relative to the Story 

If we considcr posi ti on relative to the story, focalization may be either external or 

internal. While Genette and Chatman prefer to restri ct focali zat ion to 'focal 

character' (i.e .. internal foca lization) only, most narratologists today follow Bal's 

and Rimmon- Kenan' s proposa l that the focalizer can be either external or internal. 

Translated into spatial terms, the external or the inte rnal position of the focalizer 

takes the form ora bird's eye view vs a limited view. 

Since the vant<l ge point of external focali zation brings itself close to the narrating 

agent, its vehicle is often ca lled the narrator-focalizer. Exte rnal focali zation is 

most commonly found in th ird-person narratives, but it can also occur in first­

person narratives, l'or exa l11p c, "when the perception thro ugh which the story is 

rendered is that of the nat rating self rather than of the experienci ng self' 

(Rimmon-Kcn<ln 1983:74). External focalization, it must be noted , is not based on 

' Who perceives?', but on ' how ' something is perceived. 

Internal focalization , by contrast, is located inside the represented events, and its 

vchicle generally takes the fo rm of a cha racter-focalizel'. It can "Iso become 

simply an unpcrsoniliccl t cx ~ual stance. The story, in interna l loc tli zati on, is 

presented as seen throu gh the eyes of a third-person or a first-person renector 

revealing the distinctiveness of narration and focalizatio n. Internal-focalize rs are 

var iously termed as 'focal-characters', 'character-foca li zers', 'reflectors', or 'filter 

charactcrs' .Rimmon-Kenan reminds us that just as the focali ze r can be external or 

internal to the represcnted eve nt s, so the focalized can be seen ei ther from 

without or within. 13utthe two para llcl classilications do notncccssdril y co incidc 

and (hence Rimmon-Kenan' s divi sion of loca lize rs into 'ex ternal' or 'internal' and 

the focalized into from 'without' or 'within' (1983:75). In external focali zation, the 

external focali ,.er may perceive an object either from without or from within. If 

65 



o 

that perce ption comes from without, the reader is presented with nothing but the 

outward manifestati ons ol' the loca lized pe rson or th ing. Ir pe rcepti on comes rrom 

wit hin , however. the narrator-foca lizer presents the foca lized object (person or 

thing) by penetrating that object's feel in gs and thoughts. 

2.2.2.1 .2. Degree of Persistence 

Moving fro m pos ition relative to the story to degree of pers istence as a means of 

class ifying foca lizat ions, we see that focalizat ion may remai n fixed throughou t the 

narrati ve (consistentl y ex ternal or interna l and anae hed to a sing!<- charac ter), 

altern ate betwee n loca lize rs, or shift among several (as in ma n! ep isto lary 

nove ls). In other words, fi xed focaliza tion is the presen tation of narrative fac ts 

and eve nts from the constant point or view ofa sing le roca lizer. The va ria ble one 

is the presentat ion of difre rent epi sodes of th e story as seen through the eyes or 

scveral focal izers. M ultiplc foca liza tion is a techn iq ue of present ing an epi sode 

repcated ly, caeh time seen through the eyes of a different (interna l) loca li zer. 

Typicall y, what is de monstrated by th is technique is that different peoplc tend to 

perce ivc or interpret the same eve nt in radica ll y di rferent fas hions. Texts that arc 

told by more than one narrator (such as ep istola ry novels) create mul tiple 

rocali za ti on based on extern al foca li zer. Banfield (1982: 96) and Stanzel 

(1984: 172) also add a fourth one, collective focaliza tion. This is roca lization 

through cither plural narrators ('we' na rrative) or a group of characters Ccharactcr 

relleetors'). The di stinction between fi xed, variab le, mUl tiple, and co llec ti ve 

focalization appli cs to the focal ized as we ll. Fu rther, it is helpful to conside r the 

fo llowing borde rline cases: the hypothetica l and the empty center foca lizat ions. 

The hypothetical rocali zation is a representati on of narrative events or ex istents 

(i.e., characters) as they might have been perce ived by a hypotheti cal observe r or 

visual spectator. A pos ition or hypothetica l focaliza tio n can be ado pted by either a 

narrator or a character, (Edm is ton 199 1, and Flud ernik 199 1, I-Icrm an 1994). 

Empty ce nter f(lca lizati on is a rc nector-mode representati on of narrative events or 

ex istents in the absence of any int ernal foca lize r or renector fig ure, hence from the 

roint of view of an 'empt)' (deictic) center'. Ma in ly, it is used fo r the 
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representation of events whe n no character is present, (Ban ~ eld 1987. and 

Fludernik 1996). 

2.2.2 .2. Facets of Focalization 

Even though tl ~ visua l aspects of foca lization are often those that are most readily 

access iba le, RII l1mo n-Kenan, fo ll ow ing Uspensky( 1973), argues that the purely 

visual sense of the term is too narrow. She demonstrates that at least three other 

facets are also relevant in focalization analysis : th e perceptual, the psycholog ica l, 

and the ideologica l facc ts (1983:77-81). Even Genette ( 1988:64) him se lf briefly 

acknowledges that hi s origi na l form ula 'Who sees?' was too "purely visual , and 

hence ove rtl y narrow, "though his modified definit ion 'Who perce ives?' still ra ils 

to apply to who 'thinks'. 

2.'2.2.2.1. T he Perceptua l Facet 

Percept ion of the foca lizcr (seeing, hear ing, smell ing, etc) is determined by the 

space and time. Spatiatly, the extern al focalize r has a bird's eye view, allowing 

either a panoramic view of the story's events or a simultanco us focalization of 

th ings happen ing in different places. This kind of percept ion is obviously denied 

to in ternal character-foca li zer. 

The second coord inate of the po rceptua l face t of focalization is that of time. I f we 

arc dea li ng with externa l focaliza tio n, it is panchronic for an unpe rsoni~ed 

local ize r, but retrospective for a character focaliz ing hi s or her olVn past. Internal 

lucalizat ion, h<l lVcve r, is logica ll y synchronous with the information regulat ed by 

the localizcr. TillIS, an internal focali ze r is limited to th e 'present' of the characte rs 

IV hi lc the external localizer has access to all the tempora l dimensions or the story 

(past, present, and future). 
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2.2.2.2.2 . The Psycho logica l Facet 

Wit hin the psycholog ical face t of foca lizati on. it is the foca lizer's mind and 

emot ions that take on importance. The external or na rrator-foca lize r, wi thi n the 

cogni tive component. has of necess ity unrestr icted knowledge about the 

rep resented wo rl d, and if thi s loca lizer does not pass on total knowledge to the 

reader, it is simply for a rhetor i,'al effect. The knowledge o f the internalloea lizer, 

however, is necessar il y restri cted; as part of the represented world , an internal 

foca lizer cannot know eve ryth ing about it. In its emotive aspect, the difference 

betwee n exte rnal and interna l focal ization gives us the diffe rence between 

'objective ' (o r neutra l, or unin vo lved) focalization and 'subjcl' ivc' (o r co loured, 

or in vo lved) focali za tion, 

01' course, percept ion of the focillized fro m without also restricts observation to 

extern al ma nifestati ons, leavi ng the emoti ons to be in fe rred from them. In 

cont rast, pe rception of the foca lized from with in allows the reade r to share the 

inncr life 01' the focali zed, eithcr by making the focalize r and Ill"ali zed identical 

(as in interi or-mono logue) or by granting to the extern al narrato r-localizer the 

total knowledge to penetrate the in ne r life of the focal ized. When the foca lized is 

seen rrom wit hin, cspecia ll y by an externa l focal ize I', indicators Sl " as 'he 

tho ugh', 'she fe lt ', 'it seemed to him ', 'she knew', often appear in the text. But when 

the in ne r states of the focal ized are left to be im plied by external behav iou r, modal 

express ions such as 'apparently,' 'ev ident ly', 'as if, or 'it sec ned' often occur. 

Thesc wo rds un dcrlinc thc spec ul ati vc stat us or th e vision, 

2:2.2.2.3. The Ideological Facet 

Thc third facet of foca lizat ion is that of ideology, Accordi ng to Uspcllsky ( 1973:8-

9), th i, "eet (so meti mes simply rcfc rrcd to as the 'norms of thc text ') consists of ' a 

gene ral system of viewi ng the world concertual ly' in acco rdance with which the 
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event s and characters of the sto ry are evaluated. These norms, ordinaril y presented 

th rough a single ciominant pe rspecti ve (o nen that of a narrator- foealize r), are 

usually taken as authoritati ve, and all other ideologies in the text arc evaluated 

from thi s 'higher' posi tion. A character may represent an ideo log ical pos it ion 

thro ugh hi s or her way of seei ng the wo rld or hi s or her beha vior in it , but also 

through exp licit di scussion ofil is/her ideo logy. Similarl y, the norms ora narrator­

loca li ze r may be impli ci t in the ori entation he or she gives to the story, but th ey 

can also be for mulated explicitly In more complex examples, howeve r, the 

unitary authoritati ve ex tern al It1calizer may give way to a plurality of ideo log ica l 

pos itions, the interplay among th em provoki ng, according to Bakhtin, a non­

unitary of 'polyphonic' readi ng of the text. 

Rimmon-Kenan also points out that although l()ca li zation in itse lf is non- ve rbal 

('seei ng' as opposcd to narrato r's speaking'), like everything else in the tex t it can 

onl y be expressed by language. Bes ides, both the presence 01' a loca lizer oth er 

than the narrator and the shift from one focalizer to another may be signaled by 

language. 

It is ve ry im porlant, however, to note the integration aillong the va ri ous facets of 

focaliza ti on. Thc perceptual, psychologica l, and ideo log ica l facets may converge 

but they may aiso di verge by be longing to diffe rent , even clashing foca lize rs. For 

example, in lirst - pe rson retrospective narrative, the perceptual foca li zcr is 

usuall y the exper ienc ing sc iI', the ideo logy tends to be foca li zed by the oldcr, more 

ex pcrienced narrating se lf. Thi s is because the prese nt stance of the narra ti ng se ll' 

in retrospection is most ly one accompanied by evaluations and correcti ons, and 

even opposing views, 01' the acti ons or perceptions of' the experi encing se l I' of the 

same person. A similar disc repancy between the psycholog ical and the ideo log ical 

facc ts can be found in a prose narrati ve: the psychology of a charac ter revea led 

fro m within cou ld be sympathetic, al though he or she is preserved as an 

unsympathetic characte r fronl th c ideo log ica l point of view. Such ci iscrepancies 

lcad us to cxam ine the window shifting in focalizat ion, cii seussed below. 
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2.2.2.3. Window Shifting in Focalization 

Passages in a narrative text co uld be uniform with respect to focali za tion. bu t they 

may not al so be uniform , either because they shift from one window to anoth er, or 

because one window overlaps or ove rl ays another window (Jahn, M., 1996). 

Shifting from one point o f ori gin of foca lizat ion to another implies a shi ft in 

location but mayor may not be accompan ied by a temporal shift; converse ly, a 

text may shift from one locati on to another, or it may ha ve a gap of a peri od of 

time or turn to a previous period in time and yet remain anchored in th e same 

point of origin of focalization. 

Apparentl y, a window shift al so occurs when the text shifts from a representati on 

of ordinary perception to one of imagi nary perception, for example, a shi ft from 

ordinary perce ption (e .g., actually see ing, hearing, etc .) to dreaming. Imagina ry 

perception can also occur in the form of reco llection (retrospection) and vision. 

lillaginary perception is considcrcd as bc ing full y equal to ordi nary pe rcept ion, 

making a virtue of the lilct that it is often imposs ib le to tell whether a percepti on is 

based on 'real' senso ry input , or imaginative process, or a combinati on of the two. 

Besides, imaginary perception is of crucia l importance al so on levels of narrating 

and reading a narrative. As fo r narrating, it may suffi ce, for the moment, to draw 

attention to the role of recol lect ion in homodiegetic narration in retrospect. There 

is. of course, narratorial imaginary perception, too. Reading a narrative, in 

particular, involves both the building of conceptual structure and the tri ggering of 

imaginary perception. 

II is, thcrci{)rc. obvious from this f()I'ego ing discliss ion tha t shifting in 1~H.;alizati on 

can be used to exp lain various arrangement, grouping, and cutting patlerns of 

focalization th at a text exhibits on a macro-narrative level of anal ys is. Shiliing, 

however, has also the effect of partitioning an extended heterogeneo lls passage 

into homogeneously focalized windows. There are merging and splining of 

foca lization throughollt a narrati ve text. 

70 



o 

Appa rent ly, the language of na rra ti ve fiction commands a host of shifting 

indicators revealing that sh ifting is often and tripl y marked. Occasionally, 

however, shifting may also be left undermined to such an extent that it is 

impossib le to draw a prec ise line. As a result, there is al so anothe r type of 

focal iza ti on heterogeneity that seems to be due not to shifting but to mutual 

interfe rence between concurrently acti ve wi ndows, (i.e., widows can coex ist, 

over lap or overlay). 

Mo re acti ve interfc rcnces between na rra tor ,al and re fl ectorial conceptualizations 

usuall y re sult in a phenomcnon wh ich is va riously termed, ' substi tutionary 

percepti on' (rehr 1983) or ' discord ant psychonarrati on' (Coh , 1978). In 

substitutionary perception, a reflector ' lends hi s or her sight' while a narrator 

'substi tutes his or her words' (Fehr 1983:97-8); in discordant psychonarration, thc 

narrator's dicti on and style transcend the reflector's perceptional or conceptual 

abi lity. Such passages may we ll be expe ri enced as juxtaposi ti ons of two windows, 

one anchored in a relleclOrial 'fall iblc filtcr' (Chatman 1986), the other on a 

knowledgeab le and well-spoken narrator. 

I-Iere, what has, hopefully become apparent is that windows and window-sh ift ing, 

(i.e., the degree of persistence of foca lizat ion and focal izers), 'rovide some 

helpful guidancc in analyz ing a wide ran ge ofl11icro-and macro-nar, "tivc patterns 

of loca li zation, whcre shills from one window to another becomc an important 

aspcct of narrat ive structu re in the narratologica l exp lorat ion of narrati ve 

foca li zat ion in a text. 

2.3. Theoretical Framework 

Thi s section es tabli shes the conceptual framework of the stud y. The important 

narra tive concepts, namely narrat ive voice and narra ti ve focal ization, as reviewed 

above in detai ls, arc the major di mcns ions of the theoreti ca l framework evo lved 

for the purpose of the stud y. The theo retica l framework bases on the rev iew that 

combines classic introducti ons and subsequent rev isions and modifications 

suggested by later narratolgists. The defini ti ons and ca lssi ficati ons are, espec ially, 
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based primaril y on Ge nelle ( 1980; 1988), Chatman ( 1978 ; 1990), Stanze l ( 1984), 

Rimmon-Kenan ( 1983), Jahn ( 1997), and Too lan ( 1988). Thi s is hoped to se rve as 

an organi zational framework fo r contex tu alizi ng a large r num ber of m. re specific 

terms and concepts in th is class ic Ge nettean parad igm as a po in t of dep"rlLlre. 

The following sections, the refore, give a brief summary of th e important concepts 

of vo ice and foca li zation wh ich are thoroughly elaborated in the literatu re review. 

2.3.1. Voice 

Narrati ve vo ice dea ls with narrators, grammat ica l person of narrator, and 

embedded narrati ves and the ir respective vo ices. furt her, vo ice is also understood 

as the cha racteri sti c voca l and tonal quality projected through a text. 

Na rrato log ists, such as Bakhtin, now differentiate between interpreti ve strategies 

of text ual vo ice and cxtra-tcxtual voices. The ' ex tra-textual voice ' is that of the 

author. along which comes th e 'authori al aud ience', i.e . the audience of real 

reade rs add resscd by the au thor, and the ' narrative ~ ud ience' , i.e., the fict ional 

audience add ressed by the narrator. 

In vo ice, the most important conce rn of critica l anal yisis is the narrator. Narrat ive 

types and their narrators arc identified on th e bas is of several criteria , i.e ., th e 

extent of narrator's pa rti cipation in the story, narrat ive leve l the narra tor belongs 

to narrator's de~ree of pcrcepti bi li ty, and hi s or her reliab ility, arc the most 

important poin ts to to di stinigu ish the va riety of narrators in pro,c narrati ve 

fi cti on. Regarding participation in the story, Genet'!e (1980) divides narrators into 

hOl11odicgeti c f," first-pc rson and hete rodiegeti c fo r th ird-persoll . 1\ narrator who 

pa rticipates in the story as a character is hOl11odieget ie, as in fictional 

aut obiograph y. I()r in stancc.Wherea s, a hcterod iegeti e narrator is one who docs 

not take pa rt in the story. Stanzcl (1984), under hi s ' na rrati ve situation ', divi des 

narrators into firs t-pe rson, authorial , and fi gural. Stanze l's first-person is similar 

to Ge nettc 's homodi egeti c one, but hi s heterodiegetic type has been fu rthe r 

divided into a'Jthorial and fi gura l. While the authoria l narrator is more sbjective in 
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relation to th e mater ial and its narration, the fi gu ral med ium inclines to be 

objective. It should be noted , however, that there are texts whic h change narrati ve 

situation (first-person, authori al , Iigura l) from one chapter to th e next. from onc 

passage to another. Besides, there is also a mi xed mode narrati ve situation, the 

'authori al-fi gu ral' narration. In th e aut hori al-figural narrati on, there is both an 

authorial narrator and a figural medium (Stanze l, 1984). In fact , there is also a 

neutral heterodi cgeti c narrator characteri zed by covert narrati on, absence of inside 

views, and onl y havi ng the point of view of a camera. 

Follow ing Chatill an (1 978), narratologists normall y use the oppositi onal pair of 

ovcrtncss and c" vertness to analyze a narrator' s degree of perceptibility in the 

story. This ran ges from max imum of cove rtness to the maximum of overtness. 

The audi bil ity of a narrative voice is best understood as being a mailer ol' degrees, 

beca use, any ""rrator is more or less overt and more or less covert. 

In the case of embedded stories, stori es subordinating to others, we find 

intradiegeti c narrators. The mat ri x narrat ive is to ld by an extrad iegetic narrator. 

Both the extradieget ic and in tradiegetic narrators can be either homodieget ic or 

heterodi egetic, and more or less distincti ve vo ices. 

The reliabil ity of the narrator is also a case of ctitical ana lys is under voice. A 

narrator can be reliable or unre li able, hence, in order to interpret a n uTative, we 

must ha ve as fine a sense as we can of where a narrator fits on thi s ; pectrum of 

reliability. It is, therefore, helpful to make a di stinction among unreliable 

narrators: those whom we trust for the facts but not for their in terpretations, and 

those whom we cannot even trust for the facts . 

Fina lly, intl'l preti ve discourse must dec ide on how to mark the gcnde r of a 

narrator gnl"lmaticall y. Thi s is mainly because it will be sty li stica ll y awkward 

never to use a pronoun to refer to the narrator at al l. Today, most scholars fol low 

what has become known as ' Lanser' s rul e' , i.e. , when there are no tex tu al clues 

indicating a narrator' s sex, for criti ca l anal ys is, one uses pronoun appropriate to 

the author' s sex. 
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2.3.2. Focalization 

In fi ctional texts, authors see only selected represen1il ti ons of the world. Th " 

se lect ion and representa tion process, however, is not carried Ollt randomlYI rat llL . 

it is based on some perspect ive, with some backgroun d of experience. 

ex pectati ons, idcology, etc. In na rratology, thi s selection is call ed loca li zat ion. 

Thus. [oca li za ti on is the matter of 'who sees' the events in the story and how, fo r 

th e story is presented in the tex t through th e mcd iatio n 01' somc 'pe rspectivc ' 

cal lcd focalizat ion (Genette, 1980). 

Authors create a frame in whi ch the se lection makes sense. hencc foca li zati on is 

al so a matter of regulating and managing windows into thc narrati ve world. 

Accord ing to Jahn (1997) , passages in a narrati ve tex t cou ld be uni fo rm with 

res pect to foca lzat ion but they may not al so be uni fo rm, either be em,," they shift 

from one winelow to anothe r, or because one window overl aps into anothe r 

win elow. Wind uw shill ing ca n provide some he lpfu l guidance in anal 'zi ng a wide 

ra nge of 111 iew ;nd macro-narrati ve pattern s of focali za ti on. 

In S'.II11 , with t ~'ga rel to foca lization, the relevant question (as opposed to 'Who 

speaks?') is 'W ho sees?'. Bes ides, usefu l, too are va riat ions lik e: Who se rves as a 

text's cente r of pe rceptual or ientation? How is narrati ve in fo rma tion restricted or 

narrowed cl own (e ither temporar il y or permanently) to somebody's percept ion, 

knowledge, or poin t of view. 

Focalizati on can be class ified in va ri ous ways. It can be categori zed into subject 

and objec t. Narrati ves are foca li zed not onl y by someone (the focalize I' ) but also 

on something (th e foca li zed). The subject (t he foca lizer) is the agent whose 

pc reeption ori ents the presentatio n; the object (the foca li zed) is what the foea izer 

pe rce ives (Bal 1985). A story may conta in more than one focal izer and lor 

locali zed where the shi n from one to anothe r becomes an im po rtant aspect or 

narrativc structure, i.e ., the 'window shifting'. 
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The focalizer can futher be divided into interna l and exte rnal if we cons ider 

pos ition or th e local ize r in relatio n to the story. The ex ternal focali zation takes the 

fo rm of a bi rd's eye view, whe reas, the internal focaliza ti on is loca ted inside the 

represcnted events. Rimmon-I<'.enan (1983) reminds us that j ust as the focalizcr 

can be cxternal or internal , tl.e foca li zed can be seen either ' from without ' or 

' Iorm withi n. If that pcrcept ion comes I-rom without , the reader is pre sented wi th 

nothing but the outward manifestations of the foca li zed object. If perception 

comes from withn, however, the extern al focalizer presents the foca li zed object by 

penet rating that object's feel ings and thoughts. 

Regarding its degrce of persistence, focal izat ion can be classified into fixed, 

var iable, multiple. and co llec ti ve ones. Foca lization may rema in fi xed th rOllghout 

the narrative from the constant point of view of a single foca li ze l'. The va riab le 

one is the presentati on of different episodes of the story as seen through the eyes 

of seve ral localizers. Multiple focal izat ion is a technique of presenting an episode 

re peatedl y, each time seen though the eyes of a differen t foca li ze r. And li nally, 

there is the c<> lleetive Ibca lizti on when an epi sode is presented by plural 'we' 

narrators or a group of 'character renecto rs'. The distinction befwen fi xed, 

varlab lc, multiple, and co ll eetivc foca li zati on appl ies to the foca li zed as we ll. 

Last ly, foca lizati on can also be claisified into its different facet s: th e perceptual , 

the psychological. and the ideo log ical. The percept ions of the focalize r are 

dete rm ined by the spacc and time. Hence, spatially, a foca li ze r may have a 

panoramic view of the story's events or a si mu ltaneous foca li zation of things 

happen ing in different places. Temporaly, if we are dea ling with externa l 

l'oca li zt ion, it is panchron ic for an unperso nilCd foca li zeI', but retrospective 1'0 1' a 

characte r foca lzing his or her own past. Interna l focalza tion, however, is logically 

synchronous with th e inl'ormation rcgu lated by th e local izer. Within thc 

psycho logical nlcet, it is the foca li ze r's mind and emotion that take on importance. 

Thc ex ternal foca lizc r has ul1l'l>stri cted knowledge abo ut the rep resen ted world . 

The knowledge of the internal foca lize r, however, is necessari ly restr icted. The 

third facet is the ideologica l focaliza tion. Th is facet consists of 'a general system 
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of vicwing the world conceptua lly' in acco rdance with which the events and 

characters o Cthe story are evaluated (Rimm on-Kenan, 1983). 

In summ ary, it is based on th e above conceptual fra mewo rk that the two nove ls 

under study have been explored and anal yzed through chapters three to four . 
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CHAPTER THREE: Voice in Things Fall Apart and Land 

of the Yellow Bull 

3.0 Voice 

In thi s chapter, Secti ons 3.0 to 3.3 ex plore Things Fall Apart , wher eas the rest 

dea l with Land of' the Yellow Bull. The vo ice of a heterodieget ic n,rrraror te ll s 

th e story in the nove l, Things Fall Apart. The narrator is an ou tside ,bse rver of 

events, not a participant as a character in th e story. Since there is ncil .rc r any sex 

refcrence nor se lf- refe rence on the part of thc narrator, the vo rce is sexuall y 

indeterminale; however, adopting Lanser's rul e (See Secti on 2.1 .4), r ; reaner th e 

na rrato r wil l be refe rred to as ' he '. The predominan t omnisc ierrl voicc is 

supplemented by various individualized evaluati ve vo ices of certain (\ccurrences, 

whi ch promote frequent changes of perspecti ves and accounts for th e narrati ve's 

object ive-style; for examplc , Obierika's and the Commiss ioner s diffe ri ng 

evaluati ons or Okonkowo's sui cide show the di fferin g perspecti \;s the two 

charactc rs hold. Fu rthe rm ore, readcrs are occas ionall y led into lhc ill lcr feel in gs 

and thought s ofcharactcrs, ofOkonkowo on page 67 and of Ob i eri ka \ n page 129, 

• just to give two examples. 

There are seve ral instances of authori al interve ntions intend ed to cril ighten the 

reade r on malle I'S of cultural interest which seem merely to provide ll ,'chestration 

1'0 1' the barc outlinc or th e plot, and thus to lend to the ri chness of dl lail. This is 

nOlably thc case with the banishmcnl o r Okonkwo a ilcr hi s accidcn lal killi ng ofa 

clansman. The narrator informs us th e cultural implica tions of thi s episode: "The 

on ly course opcn to Okonkwo was to nee from the clan" (p. 128). This 

interve ntion of thc narrator enlightens the reader o f the culture of the Ibo people. 

Further along, desc ribing the organized destructi on of Okonkwo 's compou nd by 

• The page 1Hll1lbo.:r~ 1I'1thOlli other dcwtl s 1tl tillS l'Ililpter (Sect1ons 3.0 to 3.3 ) refer 10 pa~o.:~ 111 Ch1lll1.1 Achebe. Thill l!S 

Fnll ,\ parl, (195S) 
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the villagers, the narrator provides ins ight into the Ibo code of values: 'They had 

no hatred in their hearts agai nst Okonkwo" (p. I 29). 

Other interventions arc indispensab le for a proper comprehens ion of the narrative 

deve lopment itself, and thus form an integral view of the novel" , thematic 

unfolding. The authorial voice, for examp le, which follows after the killing of 

Ike mefuna ascribes a psychologica l mot ive of fear of Okonkwo's 1~llal act ion: 

"Dazed with fear, Okonkwo drew hi s matchete and cut him down. He was afraid 

of being th ought weak" (p.63). 

The narrator opcns the nove l with a block characterization of the 'l rotagoni st, 

Okonkwo. The narrator introduces Okonkwo to the reader infonni n the reader 

that "Okonkwo was well kn own throughout the nine villages and even beyo nd" 

(p.3). Further, the narrator acqua ints the reader with Okonkwo's cultural and 

personal background. The narrator not only defines Okonkwo and other 

characters, but also generalizes about th eir character. "U noka, th e grown-up was a 

failure"(p.S); "Okonkwo was a man of action, not of thought" (p.7 1); "Obierika 

was a lllan who thought about things" (p.129), etc. Besides, the na rrative vo ice 

prov ides the reader with the ethnographic expos itions about Umuofia, the setting 

where the events in the story unrave l themselves. 

The novel owes Illuch to thc tradition of ora l story-tc lling whi ch is effec tivel y 

signaled by the use of oral art in it. I-fe nce, the dom inant voice of th e narrative is 

the voice of' the village story-te ller whose easy fami liarity with Ibo culture is 

suggested in the ordinary, everyday quality of the languge used to describe the life 

of the vill age. 

Through the integration of Ibo elements in the novel , the narrative voice takes the 

traditional Africa n story-tell er as the cOlllmunal voice, especia lly in the first two­

thirds of the novel (i.e.,pp. I-I S9). But there is a duality in the narrator' s vo iee 

which suggests a cultural dimension other than that of the tradit iona l story-tell er. 
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There is a se lf-consciolls indi vid ual, a "m odern' narrator of the nove l who takes 

over th e last one-third (i .e., pp. 160-215). Or rather the reader wit hneses a narrator 

whose vo ice changes and adapts itse lf to time, which could be a refl ect ion of the 

Umuofian soc iety's change and adaptation in orde r to survive. Here far, Achebe's 

biographica l remarks will shed some light on the immediatc hi storical 

ci rcumstances that scem to have in fluenced Achebe 's art istic de ve lopment. 

Bes ides, such biography somehow gives the cl ue to bridge the gap ' . iden ti ty 

between the author and the narrator. 

Born in Ogidi , located in the present day eastern part o f Nige ria in 1930. Achebe 

was brought up uncleI' the infl ucnce of two competing cu ltural systems. Whereas 

hi s father, an evangelist and chu rch teachcr bclonged to the first genc ration of Ibo 

who conve rted to Christ ian it ) . many of !\chcbc's relatives and acquaintances 

remained loya l to the Ibo traditions with their indigenous re li gious and cultu ra l 

norm s. In one of hi s cssays, Achebe remembers: "On one arm of the cross we 

sang hymns and read the Bible ni ght and day. On the other, my rather's brother 

and hi s lamil y, blinded by heatheni sm, offered food to idols. That was how it was 

supposed to be any way" (Achebe 1975:68). Al though Achebe' s fo rm al education 

was en tirel) British in orientat ion, it seems thi s clash of two cultures and the 

different modes of pe rce ption inherent in either system have apparently shaped hi s 

literary producti on. As a resu lt, Achebe creates a cross-cultural combina tion of 

Western literary forms and Ibo oral tradit ions. 

As narrating events in a modern African nove l, the narrator is hardl y in thc same 

post ion as the tradit ional story-te ll er, creati ng his stories unse lfconsc iously, out of 

a full sense of co incidence with the cultu re within which he practices hi s art, and 

wh ich provides objective support I'rom hi s imaginati ve projcct ion. Morcovc r, thc 

narrator is obliged to employ a newly acqu ired tongue, Engl ish, one that is at a 

considerab le structural and expressive remove from the speech modes, hab its of 

though , and cultural codes of the hi storical community whose experience he 

undcrtakcs to cvoke in the narralive. We observe, then , that the impression of the 

narrator's familia rity with his material and thc qua lity of authentic lire reg istered 
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by his language are in fact cffects of the se lf on the narrator's part merged with the 

consummate art of the novcl. This double-consciousness is pcrhaps inevitab le 

when writing about a society that did 1I0t itself know writ ing, or using English to 

describe Ibo-spcaking wor ld. Achebe's so lution was to forge a style that as much 

as poss ible echoed oral story te ll ing. Ibo proverbs and stories drawn upon the 

co llect ivl wisdom of oral people. express their structures of meall ing,i'ee ling, 

thoughts, and express ion and thus se rve important soc ial and ethical purposes. The 

noye l, therefore, might be ca ll ed hyb rid in that Achebe uses modern form (the 

noyel) and the Eng li sh languge (occas iona ll y interspersed with Ibo words) to 

desc ri be the I bo soc icty that confronts the co lonia l powers, wh ich makcs both the 

theme and 1(1rm Drlh is presentation soc ially comm ittcd. Thus, it wo uld be difficult 

to study the novel wi thout paying atlension to the particular culture and oral 

traditions on which the aUlhor draws for their themes and va lues. fo r their 

narr:.iti Ye s tru ~lures ano plots, for their rhythms and sty les, for the ir in ges and 

metaphors, for their artistic and ethical princip les. 

The Afr ican oral structure did not disappear in its contact with literate colonia l 

discourse, hcre the novel being a representative ' literary' form. Rather a syn th esis 

takes place in which charactcrstics of the oral culture survive within thc novel- th e 

merg ing of the worlds of oral ity and literacy. The superimposition of a lphabctic 

wr iting upon the ora l cullurc of LJ mofia in the noyel did not dismi s< he ora l 

traditions upon wh ich the LJmolian culture had long been esta bli " Li. The 

immediate result was that the indigenous Ibo lunguge is written clown anti Drought 

into the main-stream of th e world repertoire of literate languge. This makes it no 

longer Jlo~;~; iblc to undertake a meaningful criti ca l discourse of the novel without 

look ing se ri ously to the consti tue n's of its 0 ';iI trad ition in the matrix of compos ite 

fo rms and co ntents. anti it is not expedient to ignore the tensions arising from the 

or~\l or wr iHen and indigenous! foreign configurations which characterize the 

noyc'l and its subtexts. This assimi lation and synthes izal ion orthe two traditiol ; In 

the novel illustrates the transformations which occur when the pressures of social 

and formal real ism make such ass imilation ineyitah le. 
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Therefore, in the lirst two parts of the novel , Achcbe has employed a voice of 

narrator nearer to the unself-conscious oral story-te ll er than the self-conscious 

'modern ' narrator of the novel. This traditional story-telling is specially renected 

in the language and the embedded stories in the novel. The third part of the novel 

(i.e., pp.160-21 5), is narrated by a self-conscious, skeptical neutral narrator. 

3,1. T he Overt Authorial Na rrator 

It is essentially at the level of language that the double movement of the narrative 

is Fully manifested. It is revealing of the novel's thematic direct ion to observe and 

ta llow the course charted by the languge, which proceeds Ii'om the vigorous 

rhetoric of traditional life that infuses its early chapters with their peculiar energy, 

to the bare discursiveness that predomi nates the later chapters. In the early 

chapters, the language of the characters is one conistituent of culture, woven into 

the t"bric of social experiences, creating a vocal characterstic which can be 

regarded as a soc iolcc t, which in turn creates the thematic effect of alterity the 

otherness or the alien tongue or the colonizers and their perceptions or the wor ld 

as seen against the Ibo languge and its perception of the world, reveal ing that our 

percept ions and the stories we tell are shaped by ou r socia l and cultu ral context. 

Achebe wr ites with an authentic African consciousness, interpreting his own 

tradit ions and culture in a language that is essentia ll y native- lbo-derived Eng lish. 

This language becomes expressive of the soc iety's seam less who le, of its tensions 

as well as strategies for their reso lution , a language that may be said to found a 

whole register of the collective being ~a community voice. In other words, the 

language used by the narrator is closely re lated to the speech of the Ibo characters 

who are the center of the novel. Expressions and proverbs used by Okonkwo and 

others arc repeated or echoed by the narrator, and thus identity of the narrator as 

spokesman for the Ibo community is established. The language incorporates 

idioms, proverbs and imagery that evoke the Ibo tradi tion and culture in the nove l 

lor conveying the experience of African soc iety under eolonolization. This 

'Africanized English,' drawing on native proverbs , folktales, and idioms of 
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traditional Ibo cullU re, characteri zes the key e l eJ11~nts of Ibo thought and mode of 

speech. The narrator includes Ibo proverbs ancl siori es from the Ibo myt hology to 

Icll his laic and Ir ies 10 bri ng the oral rhythms ol ' lradi tional story-tel ling inlo his 

narrati on. This makes the narrator sound a tradil ional storY-leller rat her Ihan a 

mere nove li st following the Western ficti onal conventions. 

One important oral art form in the novel is Ii e proverb. The narra tor adopts 

importa nt traditional prove rbs to convey th e li fe ,essons, wisdom and philosophy 

of the Ibo soc iety. The narrati ve vo ice portrays nuch of the Ibo cult ure thro ugh 

con testatio ns that ta ke place between characters of the nove l. The dialogue is 

fla vo red with proverbs as the narrator repons: "Among the Ibo th e an of 

conve rsation is regard ed very highl y, and proverbs are the palm-oil with which 

words arc eaten" (p.7). The narrati ve is studded with proverbs al I metaphors 

which help to evoke the cultural milieu in whi ch the acti on takes place. Indeed, 

th e proverbs in th e nove l can serve as a key to an understanding of th e novel 

because the narrato r uses them not merely to add touches of loca l co lour but to 

so und and reiterate themes, to sharpen characteri zation, to clarify conn ict , and to 

focus on the values or the society he is portraying. Therefore, by stu dy ing the 

proverbs, we arc better ab le to intcrpreter the nove l. Quite a few of th e lbo-ori gin 

prove rbs the na rrato r uses in the novel are the foll owing: " ... if a child washed his 

hands he could eat with kings" (p.9); " ".a man who pays respect to the great 

paves the way for hi s own grea tn ess"(p.20);" " " .you can tell a ripe corn by its 

100k"(p.23); "A chick that wi ll grow into a cock can be spotted the very day it 

hatehes"(p.68); " When a mother-cow is chewing grass its yo ung ones watch its 

mouth"(p.73). Knowledge is immanent in the spoken wo rd , and thi s must be 

reca lled, rec reated, reinterpreted constantl y sin;e it lives onl y insofa r as it is 

repea tecl and perform ed by the community. Thus. such prove rbs as these tell much 

about the values of th e Ibo society, va lues by which Okonk wo, the central 

charactcr, li vcs and di es. Sometimes one find s proverbs express ing different views 

on the same subject. r or exam ple, comparing parents and children: most Ibos 

be lieve that a chil d will take afte r hi s parents, or as one character pU IS it : " When 

mother cow is chewing grass its young ones watch its mouth ." However, 

Okonkwo's fat her had been a ra ilure, and OkonklVo . not wanting 10 be likened 10 
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him, had striven to make his o\vn lire a success . So impress ive were his 

achi evements and so rapid his ri se th at an old man was prom pted 10 re mark: 

" Look ing at a king 's mouth one would thi nk he never sucked at hi· mothe r's 

brcast"(p.27). Okonkwo be li ved that onc's ancestry was not as imponilill as one 's 

iniliative and will power, qua lities which could be di scerned in a child at a very 

ea rly age: " /\ chick th at wil l grow into a cock. "he sa id," can bc spotted the very 

day it hatches." He had a good reason fo r think ing so. He himsel f had achieved 

much as a yo ung man but his own son, Nwoye had ac hi eved nothi ng at all. This 

can te ll us tha t the oral narratives (stories, prove rbs etc.) are pract ical, nex ible, and 

with no single de l~nit i ve message. They vary, adapt and change wi th pe rformer, 

situation and nced, wh ich in tu rn is rcnective of the soc iety'S aLiaptive and 

changing vicws and perceptions. 

In conjuncti ons with th ese Afri can proverbs the narrato r incl udes Ibo words and 

ex press ions in the na rrat ive. Here are some of the metaphorica l ex press ions drawn 

from narrative portions of the novel: " .. like a bush- fi re in the ha/'ll/(/l/an" (p.4); 

" .. li ke pouring grai ns of corn into a bag full of holes"( p.24); " . like a yam 

tendril in the rai ny season" (p.54);" ... as busy as an anthill " (p. 117); " ... like a 

hcn whose onl y chi ck had been ca rried away by a kite"(p.1 07) . Just to give one 

sam pic elaborat ion, the meta phor of the kite and her chick: "Ekwe fi stood gaz ing 

in th e direction of the voices like a hen whose only chi ck had been ca rr ied away 

by a kite." It al ludes to the folkta le of ' mother kite and her daughter' which is told 

by Uc hendu (p.144). Thi s intc rplay or thc idioms and allusions by the narrator 

with the progression of dia logue and indi rect thought of characters in the novel 

ind icates that the na rrati ve voice is pri mari Iy a recrea ti on of the persona which is 

heard in tales, history, and proverbs belong ing to an oral trad ition. It rep resents a 

co ll ective voice through which th e narrato r speaks fo r his soc iety, no t as an 

indiv idual apart fro m it, but as the chorus rather than the hero. This collect ive 

vo ice is summed up by the (\ ral art form wh ich represents the community voicc, 

the traciitionalusc or drum s: " It was Ihe ekwe talk ing to the clan. Onc ur the th ings 

every man lea rned was the language of the holl owed out instrument"(p.124). 
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In the closing pages of the nove!, the Ibas remain sil ent. Bes ide, the spe lling ' sah' 

(p.214) marks the rejecti on of Ib(l for Engli sh and th e speaker ' s alienat ion from 

Engli sh in hi s ve ry affirmation Df it. From now on the worl d or Ibo will be 

imprisoned within the language of the commissioner whose written rcco rd will 

class ify thc sto ry ofOkonkwo as a mere detail , the story of the massac re at Abame 

and thc dcstruction ofc iviliz.a ti on as ' pacification'. 

Hence, language is an importan t theme on the make o f the nove l. Thc interaction 

between the evoca ti ve parts or the nove l and the rcalist mode of its thematic 

prog ress ion is ex pressive or the interface between the oral and the wr itten tha t is 

central to the narrati ve tcchniquc of j uxtaposing contrasts. Thc transiti on of the 

style from an epic mode to the fi cti onal mode prov ides an indicat ion of the 

changing modes of the hi stor ica l relation. The significant poin t about thi s 

interacti on is the tension produced in th e novel between what one might ca ll a 

romanticism of th e oral style and the reali sm of the Western (fictional) style. The 

deep 'mechanisms ' at work in the nove l thus come to the surface in the language, 

enabling us to gras p th e full connotative weight and rheto ri c direc ti on of the 

narrative. As alrcady men tioned ea rlier in thi s section, thi s is a sto ry that begins in 

thc reg istcr of myth and ends on a note of chronic le, a transformation that is 

rcflected in its narrative style, a process that is reg istered within the wo rk by the 

transformation fro m a textualized orality to a passive documentati on of events 

imposed by the conventions of :he co loni zer's literate discourse (i.e., the novel ). 

The language of da ily intercourse that Achebe lends hi s characters, endows th em 

with a special fo rce, the mobili zation of minds and sensiti vities within th e society, 

animating with it s poetic resona llce. it s modes o f soc ial orga ni zat ion and cult ura l 

express ion. Throughout the nove l, Achcbc lI ses in his narrati ve. pro\ .: rbs, I ~lbl cs 

or tal es drawn from th e Ibo mythology. Achebc shows in the opcning I' the nove l 

that this particular aspect of fi ction is close ly connected to ora l trad ition an 

essential feature of Ibo life: 

Navin)', spoken plainly so fa,., Okoye said the next half a dozen 
semences in pl'Overbs. AI/lOng the Iba the art afconversation is 
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regarded very higilly, and proverbs are Ihe pollil-oil willi which 
words are eellen (p.7). 

The oral rhythm conceal ed in the text is ev ident in the use of proverb, or in the 

panerns of temporality, which refl ect the ' Afri canness' of the text, referring to the 

pre-co lonnial traditional society of Afri ca. Besides, by peppering th e nove l with 

untranslated Ibo word s, Ac hebe shows th at the Ibo langua ge is too complex fo r 

direct translation into Engli sh. Sim ilarly Ibo culture cannot be understood within 

the framework of European coloni alist values . 

Another way that Achebe uses the oral art form is the traditiona l use of drum s. 

Throughout the novc l th e beating of the drums tell s the peo ple o f' lJlll uofi a th at 

ce leb,at,on 0 1 sadness I S eOlllll1 g: "Di-go-go-gi- go . It was the ekwe .ing to the 

clan. One of' the th ings every man learned was the language of' thc I lowed ou t 

instrument" (p.1 24) . It is thi s in tense quality of life that is conveyed s) lIl bo lica ll y 

by the drum, which functi ons so obviously as a leitmot if in the n, 'el that it 

gc nerates a singular conn ati ve stream within the narrat ive, The drum n,anifests a 

vit ality inherent ill rt lld interwoven w ith the tr ibe's organic mode o r ex istcnce. 

The drums were slill beal ing, persislenl and unchanging. The ir 
sound was no longer a separale Ihingfroll1 Ihe living village. II was 
like Ihe pulse of Ihe ir hearl. II Ihrobbed in Ihe air, in Ihe sunshine, 
and even in lhe Irees, and filled Ihe village wilh exc ilemenl (p.46). 

Aehebe present s us, then , wi th a dynamic framework of soc ial interac ti on and 

interperso nal relati ons that lay the affecti ve foundation of wha t we might call a 

co ll ective consc iousness . 

The interacti on between styles, the play of language on which the narrati ve 

developmcnt turns, fo rms part of the movement of history traced in th c nove l. As 

the story adva nces, the reader witnesses a linguistic progress that culm inates in the 

triu mph or the cul tu re or li teracy a process tha . also signa ls thc engu l fi ng o f' the 

* Thl.! ekll'e 1S" llluslcaIIllSlr\lllll'll! :llyp..: ofdrull1 mati..: or\\ ()od 
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indige nous voice, carri ed exclus ive ly through the oral med ium, by the di scourse 

of co loniali sm. Throughout the nove l, Ac hebe shows how methods of lilrming, 

harves tin g, building and cooking, are inseparably assoc iated with storytelling and 

langua ge and thu, lOW quick ly th e abandonment of the Ibo language for Engli sh 

coul d lead to the , ,dica tion of these traditions. It is in thi s later co lonial discourse 

tha t Okonkwo and his pcople have become the objects of foca li zation th 'lt ~na ll y 

ca ll s attention to itse lf. At the ve ry end of lhe nove l, the re occurs a total 

coi ncidence of the lingui stic medium of the text with the ac tual language in whi ch 

the thoughts of the co lonial onieer are fo rmulated. The hi stori c turning signili ed 

by the end of Okonk wo's personal story is thus reg istered at the very leve l of 

language: from being subjects of their own oral di scourse into another claborated 

language foreign to them . 

In the course of the narrati ve, therefc)re, the langua ge changes from the oral to the 

wr itten and the fo rei gn. In the second part of the nove l, there are fe we r and fewer 

inclusions of old sayin gs or stories from the elders. The style of th e narra ti ve 

cha nges from be ing alive with images and customs to more of a chronologica l 

retai ling of even ts. In the final part of the nove l, the fee ling of the pulse of th e 

society is largely abse nt. This change in tone and style mimics th e changes 

occurring in th e liCe of Umuoll a. Along this, th e temporal schcme of th e nove l 

shifts frol11 the cyclic plane, associated with a ri ch organisl11 and an intense 

vitality, to th e stri ctly linear, whil e the prec ipitation of events in the third part of 

th e nove l contrasts markedl y with the unhurried pace of story-telling in the earlier 

parts, cspee ial ly th e li rst part. Bes ides, the Coml11 isionaer's intent ion to write 

down his adventures in Africa finall y transfers the mythic beg inning of th e nove l 

in to reali st chronic le in hi story. At the same time, the spati al sci cme it se lf 

becomes tra nsformed, enlargcd and , in thc proccss, impovcrishcd from the 

elTec ti vc ly charged compactness orthe nine villages to thc impersonal pc rspec ti vc 

or tll ~ lower N ig('; l" , evoked ill tl1(.; rUlllinati ons or th e co lonial office r that bring the 

narrati ve to it s close . The co ll ective life of the soc iety is finall y seen nli ling apart 

through represen tatio nal di sintegrati on of Okonkwo's la mi ly symboli cally shown 

by Nwoyc's convcrsion to Ch risti anity. 
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3.2. Embedded Stories and Overt Intrad iegetic Na : rators 

Inside the overall narrative matrix, there are seven embedded narratives which arc 

narrated by intradiegetie narrators. Al l the narrators of the embedded narrati ves 

are heterodiegetie in relation to the story the)' relate. Besides, all but one narrative 

are second degree nanatives. The Kite Myth (1'.144) is the only third degree 

narrative . This Ill)'th fuctions as an explanation with in thc /\baille story (1'.142) . 

The Abaille stOl'Y with its Illythie coda exempli lies the best technique of 

embedding in the novel. In these sto rie s, we hear the voice of the story-teller. 

One major aspect of' the interplay of the oral and literary traditions in the novel is 

the phenoillenon of' the story-within- th e stor),. The nove li st reflecting a habit of 

the orali ty in life and literature introduces oral stories: myths. fo lktales, etc, within 

the matrix of the novel , in the development of its plot and theilles and f' \rmulation 

of its artistic and IClrmal principles. The story itself is a primary forlll "f the oral 

tradition, primary as a mode 0[' conveying culture, exper ience. Hnd va ili es. and as 

a meHns of transmitting knowledge, wisdom, feelings. and altitudes in ora! 

soc ieties. The stories embedded w ithin the narrative matrix orthe novel , there lore, 

pl'llvide a lucid example of the illierplay of orali ty ami literac), wh ich demand 

serious critical attention. Following arc the c!Jllbcddcd narratives in the novel. 

I. The Sky and Earth Myth (p.SS) 

This Illyth, the initial quarrel between the sk), and the earth, reneets the novel's 

basic con n iet : the struggle bel ween mascul ine and !'ern i n inc powers and 

principles. The con fli ct between Okonkll'o and NlI'oyc is analogous to the quarrel 

between the sky anci the earlh which is built on their being so dilferent in 

cha racter: Okonkwo condemns stor ies and story-telling (unless they are heroic), 

which he regards as a sYlllptom of effeillinaey, while Nwoye relishes stories othe r 

than those 01' war and bloodshed. Paradoxiea!ly, the myth endorses the triumph of 

imagination over power in thal cosm ic quarrel is resolved nOI throllgh overt 
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demonstration of masc ulinity and power but through conci li ation and the agency 

of song. Ily extens ion, therefore, the myt h underwrites the feminine principle of 

crea tivi ty over shee r masculinity. Nwoye's espousa l of the feminine and 

Okonkwo's dedication to the masculine create an unb ridgeable im pass that ends in 

total alienation. Thi s myth also functions as a macrocos mie paradigm in that it 

broad ly represellls the historica l irrcconcilable conform ation and eonnict bctween 

Africa and the European colon izers. The myth revea ls the need for compromi se 

and adaptability to situations for surviva l, which is central to the Ibo phi losophy of 

life. 

II. The Loc ll st Myth (p.58) 

On th e eve ol' lkemefuna ' s tragic death. a locust swarm descends on Umuolla. The 

event triggers the tell ing of the locust myth . This myth prov ides a handl e to a 

phenomenon which is out side the immediate foc us of everyday experi ence. The 

locusts, according to the myth , appea r once in a life time and stop over for seven 

years in a row before di sa ppearing for anoth er li fet ime. Within the microcosmic 

scope of th e action, it is an eve llt fi lled with portcnt and omen as the fu ll st rength 

of the invasion is l'clt : 

III firsl, a j{lirly small swarlll call/e. They were Ihe harbinger.l· sem 
/() sllrvey Ihe land. li nd Ihen appeared on Ihe horizon a slowly 
lIIoving mass like a bOllndless sheela/ black ciolld driJiing IOwards 
UIIII/ofia. Soon il covered halflhe sky, and Ihe solie/ lIIass 11' (1.1' noll' 

broken by liny eyes 0/ligl7llike shining sial' dus/. II lI'as a 
Irelllene/olls sighl. /1111 a/power and beauly (p.58). 

On the macrocosmic plane, th e locust myth prepares us imaginat ively to dea l lVith 

the phase or l:uropean imperia lism in this part of Africa. History is el ucidatcd 

through mythology as locust invasion prefigures imperialist invasion. This aspect 

01' the myth will be explored full y later in the clustcr of embedded narrati ves 

(pp. 142-5). 
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III. The Mosquito Myth (p.7 !» 

The myth is narrated soon arter Ikemefun a' s dea th . Okonk wo's consc ience is 

beg inn ing to recover its serenity, aner th ree days of great intern al turmoil. On the 

third ni ght, he fall s dee pl y asleep but is tormented by mosq uitoes. His mind 

reca lls the mosquito story hi s mother told him when he was a chi ld (p.53). The 

myth is impo rtant lor ma ny reasons . leirst, the story revea ls that Okonkwo has had 

th e same expos ure to the hu ma nizing mother's story sess ions as an y oth er norm al 

child . We kn ow tha t hi s father failed to prov ide him with th ose opportuni ties 

whi ch fathers norm ally gave their sons undcr the tradi tional system which is partly 

thc reason for him to hate everything his father loved. Bu t if hi s father let him 

down, the context of thi s my ti, shows th at hi s mother didn·t. The clTect of th e 

reve lation is to trans IeI' to Okonkwo greater responsibili ty fo r his acti ons. 

espec ia l " those acts of brutality that seem to ari se from hi s ge ndc r imbala nce. 

Mother's stories. whi ch Okonkwo despises as 'silly', are actua lly the means to 

sensitizing yo un g people to the va lues and soc ial attit ud es that prepare them to 

participate constructi ve ly in the life of th e community. He cut s himse lf olT from 

th e wholesome fem inine in nllcnccs in I ~\ vo r or overcompensat ing masculini ty. 

The myth hi ghlight s th at Oko nk wo's tragic 1,11 1 is att ri buted to his own rig id code 

of val ues- h is excess. 

IV. The Snake-Lizard My th (p.8 7) 

The Snake- Lizard myth de fin es gender differences and educa tes ehil lre n on th e 

gender roles presc ri bed by the clan. Ez inma remark s to her mother that she is 

cooking too man y vegetables and is th en reminded by the incident of th e fa ble of 

the snake-lizard. The str ict di stinction bctween male and fe male responsibi lit ies, 

cxemplili cd by thi s myth , is further ideo logical ly mirrored in th e didacti c 

fo lktales, which are, according to contents, class ified as either female or male 

stories. Th us. thi s myth adds to the tribe's male-female princip le. The talc shows 

thc dcpth 01' the pat riarchy in th e soc iety that sex difJerence is mirro rcd as an 

ideo log ica l cli rfc rcllce. 
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V. The Tortoise and the Birds Ta le (p.IOO) 

"] lis is a II , ,Slcr lale in which the tricksIer is caught in his own intrigue. The 

Si,)ry . in th e lu rrat ivc con text, is more substan ti ally mora l: it drama tizes 111 _' evi l of 

extreme ego cntri sm. As in pursuit of indi viduali sti ca ll y de termined obsessions 

the trickster .;omes into conni e[ with soc iety, so Okonk lVo shares th e I ndeney 

toward s an overwhelming sense of the ego which brings him into conniet with th e 

group. Thc lilte 0 [' tortoise, the cgo ist, prefigures Okonkwo's [ill I in the n, l'Ci. It is 

this propcns ity to be individual istic that torto ise shares wit h Ihe protago n a in the 

novel, and that makes the talc 'io illcthing of a paradi gm in rela ti on to thL nove l. 

Okonkwo. like the tortoise, ot'l(,nds hi s society several times and IS Sl lusly 

punished . Analogously, just as Tortoise [,Ill s to pieces at th e end 01' the ta le, 

Okonk wo commits sui cide in his moment of defeat. The talc strength ens th e lbo 's 

fi rmness agai nst exccss~ in th is case, extreme egocentri sm. 

VI. The Abamc Story (p. 142) 

Even tho ugh a historica l or pse udo-historica l narrati ve, the Abame story assures 

an aspect of precautionary tale . In the narrati ve co nt ex t, it is the first 

demonstrat ion of the power of imperial ism, a pOlVe r based upon fo rce and 

coercion. While OkonklVo is in ex ile in hi s moth er land, his rr iend Obierika in th e 

company of two olher UI1l11ofia men pays hi m a visit. During a treat of pa lm-oil 

winc, their conversat ion revo lves arollnd travel s and Uchcndu enumerates the 

clans he IHid visil ed in hi s yo uth , The mention of Abamc among thcm tri ggc rs Ihe 

mcmory or the rcecnt tragedy whi ch has bcfallen that c lan and ils people and 

Obieri ka te ll s th e story of its destructi on. Uchend u responds to the Abame sto ry in 

the naili n of hi s own story of th e kite, Ihe duckling and Ihe chi cken which 

becomes ; ~ort of narrati ve coda to the Abamc story. Again this 1H1ITati vc response 

is triggered forth by the remembrance or a 'Ne ll kn own story that has a direct 

beming on the situal ionjust dra mati zed, in the kite myt h. The sto ry fo reshadows 
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the forthcoming destruction of the Ibo culture due to lack ol'mutua l uncierstanding 

, and recognition of each other's values between the Ibo and the colonizer. 

VI I. The Kite Myt h (p.144) 

Ordinarily an et iological myth wh ich explains why kites eat chickens but not 

ciucklings, the myth goes beyond et iology in this context; it is 3n extended 

response to the Abame sto ry. Uchendu, the teller of th e myt h, had in tervened 

whi le Obicrikil was telling the Abamc story to learn wh at the white man had said 

before th e Abame people ki ll ed him. He is offe rin g an ethical comment on the 

murder 01' a lone traveler who oi'fered no provocation, the myth therefore supp li es 

a moral coda to a story which in turn provides a major sign-post on the thematic 

structuring of the larger narrative. The myth thus functions as an explanati on 

wi thin explanation. 

Thc critical issue which the novcl has to confront is how to brid ge the 

ep istemological gap bCl\veen the known world or the traditional people and the as 

yet nebulous wor ld of the [uropeans threaten ing the inner stabil it ies of the 

traditional world. These embedded sto ries attempt to bridge this gap. Thi s myt h, 

together with the locust myth and the Abame story, reveals the exclusivity of the 

two cu ltu res ,i.e., that oi'the lbo's and th e co lonizer's. 

In the Abame story. the people consu lt their oracle who pred icts as close ly as 

possible what is going to happen. The lone white man would destroy th eir clan . 

Nex t, th e lone white man is onl y a harbinger or others already underway. Here one 

must reintroduce th e locust myth, becallse it brin gs an important dimension into 

this attempt to reconstruct the Illode of knowing and absorbing a new threatening 

expe ri encc. And IInally the white Ill en me the ·Iocust'. What is underway is 

imperialist invasion. On the microcosmic level or experi ence, we have a partiuclar 

event oi'the Illurder oi'a solitary whi te man riding an 'iron horse' and the terrible 

reprisals against a doomed clan. On the mClcrocosmic plane, however, 'vVC have the 

parabolic extension ol'the event that encompasses the global scope of imperiali sm . 
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with th e locust invas ion symbol izing the im pel:iali st in vasion with it s att endant 

devasti:lt ions and dis! i net ions. 

The linguistic re gister draws the two events togelhe r and eSlablishes the vital 

links. Of Ihe locusts in Umuo fi a we are told that ··al firsl, a fai rly small swa rm 

came" and thai ·' thcy we re the harbingers send 10 survey Ihe land·· (p.39). Of Ihe 

coming of the while men, Ihe Abame oracle in fo rms us as foll ows: "Olher while 

me n were on Ih ei r way. They we re locusts. And Ihal firsl man was Ihe ir harbinge r 

send 10 explore Ihe lerrain·· (pp . 97-98). The conneclion is dc liberale. 

The 10euSl myth bridges the gulf of cognition and anti cipalion ; it eSlabl ishes the 

link bel wee n Ihe known and the unknow n. The orac le could draw upon Ihe 10euSI 

paradigm to ex plain Ihe Ihreal posed by imperi ali sm. 

3.3. Voice or the Neutral Narrator 

Besi des the hcterodigctic narration, the employment 01" a narrati ve (w ith a 

neulrall y oven) vo ice is another bas ic characteri sti cs of Ihe narralor's approach 10 

Ih e telli ng oflh e story. The narralor as an obse rve r does hi s besl lo relate th e trulh. 

I-Ie mostl y rema ins unopin ionated, Ihis is so that Ihe facts arc recognized and arc 

nol opinions of Ihe tru lh . Thus, events in Ihe nove l are narrated from the more 

dislanced perspecli ve of lhe oral slory tell er. The detached yet lolerant lone of Ih e 

narrator (lets (IS H most cllcctivc mediator between the il\di v idll ~lI and the 

communil Y. and by exlension belween Ihe evoca li ve pans of Ihe nove l and Ihe 

realislic mode of it s Ihematic progression is Ihus express ive of Ihe ill te d 'lee 

belween Ihe ora l and Ihe written Ihat is central to Ihe double cul tural aware ness of 

Ihe author. We arc ICI to obse rve Ihat, as a writer, Achebe is in fact silualed atlhe 

poinl of inlerseCli on between 111'0 wo rld orders, Ihe pre-colonial African and the 

Western. or more specifically Euro-Chris tian African, tha t impinge upon his 

creati ve consc iousness. It is important 10 reca ll Ihi s de fin ing factor of Ihe 10lal 

cullural situation by which J\ehcbe's in spi rati on is eonditioncd , and to sl ress Ihe 

direct ing innuenee of his WeSlern educati on and ils sensibility upon thi s nove l, 

and Ihe comprehcnsive process of se lf reAeeti olllhey impl y. 
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Thu s, an attention to its var iolls infkctiolls indicates that the narrati ve voice 

adopted in th e novel has to be imputed in large part to Achebe's status as an 

African with somc touch 0 1' western values, the product of his Chri st ian education. 

Th is is a voice that speaks onen. perhap': even primari ly, from the margins of th e 

traditional cultu re. wh ich occurs carly in the nove l: "Darkness he ld a vague terror 

lor these peop le, even the bravest among them" (1'.11 ). This suggests that the 

perspective that the narrator projects upon the traditi onal wor ld is that of an 

external obse rve r, a perspective that implies a cu ltura l distance I'rom thc 

background o f life, of thought and manners, that prov ides the concrete refe rence 

to his fic tion. \Ve encounter the same stance in another passage where the 

narrat ll r, acting as an outsider from the Ibo cu lture, observes the communi ty to 

which the work re late s: "'fortunately among these people a man was judged 

accordi ng to hi s wo rth and not according to the wo rth of hi s father" (1'.8). In these 

and sim ilar passages, Umofia is simultaneously 'they ' and ' we' an I thi s subtle 

combinat ion of detachment and participation helps the narrator to lIlanipulate a 

neut ral voice . Th is doub le consc iousness of the narrator, in filet, characterizes the 

narrat i ve as a who le. 

The na rrator adopts the tone of objective narrative, a tone derived from the 

convention of literate discourse. It s impassib ility renects the di stance that he is 

ob liged to take with regard to his subject. This tone is evident in :he direct 

accounts of customs and of beliefs and other notatio ns re lated to the tri , cd way of 

Iile, passages in which the skepticism natural to the rat ional view point is bare ly 

hcld in check, masked only by the neutral tone of'the narra tive voice . 

We sense the way in which th is skepti cism is held back in the long description of 

th e search fo r Cz inma's lyi-l/lVa, a specia l kind of stone which forms ti le link 

between an Jlgbanje and the spiri t world , (pp.78-90) . The narrator describes how a 

medici ne.: man exorcised Ezinl11C:1, Okonkwo's daughter. Ezinm<l was an ( :hanje. a 

malicious spi rit that had been born man y times to the sa me earthly moth , . only to 

die and return to the worl d of the unborn each time the mothe r comes t ) love it. 

Ezinm Cl was orcie red to reveal where th e iyi-uwa was bu ri ed , the slone 

represent ing her link to the worl d of the unborn. This she did and the medici ne-
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Illall dug it up: Ezinma would novv stay ill the land of the living. The narrator 

recounts what happened without comment or irony. This report of an eminently 

pragmatic behavior serves to dispel the verisimilitude that seems to attach to the 

storY with a sober notation of filct. The narrator, in this ogbonje episode. wants his 

readers to suspend disbelief and enler into the Ibo world view. Likewise, later 111 

the novel (p.191), " mililani Chrisl lan who dared 10 kill a sacred python fid ls ill 

and dies. The tradilionalist accepts that the gods were protecting their own, let the 

reader think what he or she likes. When later in the novel the killer of the python 

is himself killed, Ihe reader must suspend disbelief as he/she is give n on ly the 

LJl11uoiia point or view, i.e., though another explanation is conceivable, it is not 

suggested in the nove l. In all these episodes, we cannot, of course, :ay that the 

narrator is exchanging ironic glances with his reade rs over the heads of his 

characters. 

Similarly, Lkwefi's reminiscence of her encounter with an evil spi rit is.luxtaposed 

with a realistic, almost banal, exp lanation of her visions: 

She had IJrayed fiJi' Ihe IIIUU/'l 10 rise bill noll' she /iJUnd Ihe halj 
Ii,~hl o/Ihe incljJiem lIIoon lIIore lerri.fYing Ihan darkness. lhe 
\Porld wos now peopled wilh vague, jClI1fGsticjigures that dissolved 
IInder her sleady gaze and Ihen formed again in new 
shapes .... Whal she had seen was Ihe shape of a //Jan ciimbing a 
pallil Iree, his head I)oinling 10 Ihe earlh and his legs skywords 

(I'. I I I). 

These juxtapositions reflect the workings or the nMrator's mind as it hovers 

between fascination and disbelief, between an impulse towards an emb race of the 

setting and the narrative elaboration of the context and a positivist oUllook 

inescapable from a liberated consciousness. 

There is no beller evidence of this ambiguous sublext than the wry repol'! of'lhe 

egll'lIgwlI who is rooled to the spot for two days for daring to cross the path of one 

handed masquerade (1'.126). And Obier ika 's expression of awe at the potency of a 

neighboring village's ·medicine'(p. IIS) indicates that even the intelligence of a 

wise elder like him can be preyed lIpon by the superst ition s of the tribe. Obierika 
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function s as the vo icc of the narrator, the vo icc of reasoning, on occas ions when 

the narrati ve laps\ I'ro m the digctic to the mimetic. 

The vill agers, the na rrator reca ll s, laughcd at Unaka's lazincss al,d everyone 

agreed that he was a fai lu re. However, interspe rsed with these scemingly 

uncompromi sing judgmcnts of Unoka are lyri ca l descript ions 01' his musica l 

accomp lishmcnts, whi ch revea l the narrator's empathy wi th him . The affcctionate 

descr ipt ions 01' Unaka's yout h is combined with affccti ons l'or a time now passcd 

and for a cOlllmunity in harmony with the rhythmic cycles or planting, harvest 

timc and celcbra ti on. L,ook at this l'o ll ow in g linking passage: 

Ne was velY good on his jlllle and his happiesl 1I10lllel1ls were Ihe 
/11'0 or three rnoons after the harvesf when Ihe v;tlage musicians 
brollghl dOlV/1 Iheir inSlrlllllel1lS, hung above Ihe fire 1)lace. Unaka 
wOlild play wilh Ihem, his Jace beaming wilh blessedness and 
peace. SOlllelillles anal her village would ask Unaka '.I' band and 
Iheir dancing eglvlfgwlI fO cOllie ond slCIy with (helll and leach Ihel/J 
Iheir Ilines (1' .5). 

In other accounts the narrator's voice merges w ith U naka's as he expresses 

Unoka's passionate lovc f'or the "blood-stirring and intricate rhythms of the ekwe 

and the Ifdu ane! the ogene .. "and" his own nute weaving in and Oll l of th em, 

dccora ting thcm with a co lorl'u l and "plaint ivc tunc"(p.6). ICurthcr, whilc not 

cndors ing his idleness and lack of success, the cide rs who continuc to lend Unoka 

moncy until his dcath, share thc narrator' s affecti on for hi s feck less tale nt: "l3ut 

Unoka was such a man th at he always succceded in borrow ing more, and pili ng up 

his debt s" (1' ,6), 

It is impo rtant to note that alth, ugh the na rrat ive voicc is cr itica l of' Okonkwo's 

excessive commi tment \0 aggressive power and his li teral adherence to narrow 

masc ulini ty, it does not condcmn Okonkwo's fi nal acti on, the killing oj' 

messenger, through any narrative strategy_ Sim ilarl y, although the narrat ive vo ices 

sympathi se for Nwoye's ge ntl e imagination, Nwoyc's deci sion to jo in the church 

and att end th e miss ion schoo l is not cndorsed. Nwoyc is dri ven to join the church, 
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the narrator suggests, becausc it tolerates what his father defines as wcakness and 

bccause it provides sa lety lar th osc who have been banishcd by the clan because 

they arc though t of as aberrations. The church that Nwoye joins, however, is 

represented as instrumcnlal in the disintegration of the clan, and Nwoyc becomes. 

by implica ti on an agent in the destruction of the traditions and valucs that held 

those vi llage societies together. 

While it is evident that the above passages in which the na rrator report s these 

be li els, and the practices associated wi th them, imply a certain mcasure of' 

understanding or their ways. it would be clearly absurd to suggest that the voice 

identilics with them at any leve l of the intellectual make-up. The narrative voice 

occasionally lapses into the knowing tone of the anthropologist. For instance, he 

will explain: "Darkncss hcld a vaguc terror for these people, evcn thc bravest 

among them" (1'. 11 ). The narrator and hi s modern audience, presumed to be 

unafraid of darkness, bel ievc thcy can know 'these people' more hilly than th ese 

people kllow tIH..:msclvcs. II is especially instru cti ve in thi s regard to note the way 

in which the bcwildermcnt of the villagers at the survival of the Christians in the 

Evil Forest affards the narrator scope for an indulgcnt sa lire upon thcir conccptual 

naivcte. as detcrmined by the co ll ective belief systcm. This naivcte takes on a 

mcll'e ominous character in Ob ierika 's account of the white man by the peoplc or 

Abame. who tied up hi s 'i ron horse' (i .e .. a bicycle) to prevent it f'rom runni ng 

away to ca ll hi s friends (1'.143). The Ibo people could not identify till' bicycle as 

an inanimate object. It is al so significant that later in th e novel, as a dCI onstration 

or the inadequacy of the traditional wo rld view. we are infa rmed 01 the test of 

efficacy posed by the new medicine introduced by the miss ionaries: "i\ nd it was 

not long before the people began to say that th c wl'i teman 's medicine was quick in 

working" (1'.1 ~8). 

In another chapter (Ch.! 0), the narrator shows us the egwuglVlI judging a material 

di spute. We arc told that the womcn or Umuofia never askcd questions about the 

egll'flgwlI cu lt. Tht.:y "might ha ve noticed that the second e~~'1\1f1gWlf had the 

spr ingy walk ofOkonkwo." and th ey might have noticed ·:that Okonkwo was not 
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among th e mcn 01' title and elde rs" (p.94), but if they did, they kept these th oughts 

to themse lves. Perhaps it was never possib le that any reade r of the novel should 

belicve that the egw/(gw/( were ancest ral sp irit s returned to earth, but. it is clear 

tha t the narrator himself docs not believe. The refe rence to a possib le doubt 

among spectators advert ises the di"tancc of the narrator from any faith in the 

world he describes. 

The insistence of the narrati ve vo ice on the funda mental weakness of th e 

tradit ional cogniti ve sys tem is th us unmistakable and it raises the issue of th e 

skepti cal di stancc that the narrator is ob li ged to maintain from this system, and 

indeed the intellectu al detachment fro m the wor ld he represent s, desp ite hi s deep 

sense of cultural in vo lvemen t in and affective engagement with hi s materi al. 

The shifting perspecti ves we encounter in the novel and the varied tones of the 

narrat ive voice a !"lo rd pointers to the fact that the nove l is wri t ~ n out of a 

consc iousness on the pa rt of the author. Background (i.e., the Ibo dtu re and 

perception) functio ns for Achebe not as a reference for an object ive structure of 

knowledge, but rather for the novelist's narrative constructi on and imaginative 

purpose. It is a touchstone of an aestheti c as a stock of imaginative sy mbols 

enriched with an affective value th at does not depend on be lief or devoti ona l 

commitment lo r lo rce of appea l. The re lation of Achebe to hi s ma leri al is thus 

comparab le in some important aspects to that of the Western aut l to pagan 

myth ology, and even to aspects of Christian beliefs that arc no longe r .1pable or 

commanding the writer's intellec tual assen t or even em( ,tional ide11lific tion. In a 

sense . the narrat ive vo ice 's tacit acceptance of the supernatural and th- ccmingly 

irra tional. and a v;did pOrlray,d or" th e even ts associa ted wi th them. I richness 

to the tragic vision or the novel. 

3.4. The Fig ural Nat'ratar 

The lirst question that inevitably ari ses as soon as the reader begins read ing th e 

firsl line of a prose narrative is the identity or the narrator, i.e .. whose voice th e 
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reader is supposed to be hea rin g, ;; nd therefore, whose vers ion o f events the reader 

is le t to pe rce ive . The answer to this question is in th e fact that the novel, Land 0 1' 

the Ye ll ow Bu ll is told by a vo ice at an cxt rad iegc tic level. As we read, we 

discover the story told by an cxtradicgetic narrator who is not involved in the 

even ts o f the s tory. Th e na rra to r is a hClc rod icgeti c o ne at the sam e li me.The 

narrator is a sexuall y inde term inate tell er ort he events of the sto ry in the nove l. 

The nove l, ge nerally spea king, is told by an aut ho ri a l-fi gu ra l narrator, i.e .. a 

narra tor who has both the featu res of a figu ral mediu m and an authorial one (See 

Secti on 2.2.1. 1.2.). At the beg inning or the novel, the vo ice of the na rrato r is less 

oven. Th is is the voice 01''1 less distincti ve na rra tor wi th a vague expos ition of the 

setting because th e narra tor goes on desc ri bing unspec ifi ed natural scenery and 

characters, of which the readcr's mind may inqui re an explanation: 

II \lias spring early in OClOber J 995. 'l'he bees were bllzzing 
jj'om one iree /() ano/her col/ec l ing neC{(Ir and po/len. T'l1l! 

ail' Il'as filled Ivilll the fragrance of lIIedieal herbs and 
.flowering p lants. The J-/olllOr g irls, looking {/{te J' {he ir 
sorghlllll ond maize ./ields, were on Ihe ir quie t WOI r}/J'ng Cl nd 
.\ync17roni=ing Ihe ir lIIovemenl wilh a song (p.9).* 

The na rrator is Iltl l a co-ope rative story- te ll er. Hc cOllspit.' 1I 01lS1y nO Lits the max im 

or udd rl'sscl.!-o r ic ll lc.:d (rcadcr- li·icndl y) cxpos it io ll which is nor!l1 i.lIl y L:"\pcc tcd by 

the reade r at the beg in ning of a novel. Hence. at th e beg in ning paragraph of the 

novel, quoted ahove, thus f(.l r in to the tex t, WE' don't know where we (.Ire, we don' t 

know who the characters, ·the I-lama r gi rl s', are, and also how many of th em the re 

arc . The onl y thing til c rcadcr lea rns at thi s poi nt is th at th e scene opcns in some 

ex terior natura l scenery at all a l~l r fic Ici , ev id entl y, and there are some g irl s in the 

ficld . It won't takc the reader long far the vague ex posi ti on goes on: 

* "11,," pat!C" 1l1l1l1h~I"S Wlthlllil ,HhC"1 dct;lll, III thl, chapici (Sc~tlOlls.l"j tn :;.5) rda 10 pa!;c. 11\ Flkcrl'l1\iII~lh Dcst;\"s L wd II f Ih ~ " d i n\\, 

1111 11 , (~OO.1) 

<)9 



The {If!' lI 'as hal \II;th brisk winds and. as /(sltal, 'he Hama!' 
hOlldel.l· ollpeored 10 be covered in colorlilljilshlUl? II Illrili 
(~t excileJllent ran Ihrough eve'yorle's mind dllring Ihis 

II lell lOrable .INISOII (1'.9). 

From thi s exposit ion. what we learn more is that the setting begins at some sort of 

villages with non-Chri stian settlers for it says 'hamlets ', a small vi llage without a 

church. Note how easy it would have been to the reader and fo r the cooperative 

narrator to indicate things plainly. But it should be noted th at such a style or a 

beginning exposition cl oes not mean an inlcrior narrati ve technique. And yet the 

reader can be dcad certain that the author (Fkercmarkos) knows cxactly what hc is 

doing by using such a tcchnique and such a narrator. Thus, it is clear that the 

passage is both a hctrodiegeti c one and a less ovc rt onc, with a less projectcd 

voice of a narrator with minimal interference bet ween th e reader and the eventS in 

the story. minimal interfe rence only rcvealed by th e narrator's desc ription of the 

selling, which. accordin g to Chatman ( 1978) is Cl sign of minimal OVC rlncss (Sec 

Secti on 2. 1. 2.2 . I.). 

In addition to the above technique of displaying just the picturesque setting, thcre 

are also times. when the narrator delegates perspecti ve to the cha ra cters and Ica ves 

them to speak for thcmselvcs. In thi s case, we, the readers, arc prescnted with a 

reco rd or direct specch, a dialog ue of characters among themse lves. In the novel 

under di scuss ion. \\e hard ly find a page without wi tnessing th c characters in the 

nove l speaking to one another. The followin g ci tation is onl y an cxample: 

"Delli, " she coiled hilll, nibbling his ear-lobe. 
"C/wrlol/e, " he soid and lallghed solily. 
" J'Ve have jinished packing Uf/r luggage. N aill we are ready 10 

go ". "her voice slalled as she gazed al him (pp.1 0-11). 

Such direct specches arc fo und , for cxamplc. on pagcs 14 , 17,31.33,36,3 7. In 
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thes!..! lines and many others throughollt the pages ill the nove l, the reader is 

prcsented wi th quotcd spccchcs of Del ti, Charlollc, and Kello, only to mention th e 

most important characters in the novc l, with the minimal interference of the 

narrator. It is minimal si nce the narrator's tcmporary absence creates the illusion 

of a rcader witncss ing the story by himsc lf or herse lf. The narrator. thu s. by 

adapting th e mode of objecti vc reportin g, and the direct prese ntation of the 

ulleranccs of thc charactc rs facilitates il sccm ingly dircct invo lve mcnt of the 

readcr in witnessing thc events in the story un ravc ling. It should be noted , 

hOlVcver, th e na rrator, at any line of the story is at the sa me timc unavoida blc. It is 

hc, after all , IVho decides when it is contextually appropriate for the characters to 

be le ft to speak for th cmsc lves. 1(,,' hc is still there pulling thc str ings. and tbat is 

why we can ex pect thc objec ti vi ty or the na rrator re vealed by th e narrator' s 

minimal poss ible; intcrfero..:ncc in rendering the story, 

The reader hea rs a minimal distinctive voice or the narrator at thi s beg inning page 

of La nd of th e Ye ll ow Bull , onl y revea led by the narrator's descr iption of selling. 

The descriptivc selling abovc is di splayed to thc reader by the narrator's language, 

showing the narrator's interference between the events in th e story and th e reader 

in any way. The se lling andthc charactcrs. after all , have to bc in troduccd to the 

reader, anyway. Hence, thc reader of the novc l, [llrther, witnesses the narrator 's 

prior knowledge of the characters in the story, (e.g. 'I-Iamar gi rl s') , at the 

beginning ol' the novel, as the narrator exposes their identity for the reader. I-ience, 

th o..: re lation of' the narra tor to th e story's beginning is in medias res. (Sec Sec ti on 

2.2. 1.1.2) i.c. , to the iss ues and cha ractcrs in vo lved, is one of suspense on th e part 

of thc reader. and iron ), on the pa rt of the narrator, who is withholding vital 

information and is entitl ed for the poss ibility of omniscience. as a narra tive 

convent ion, l'or hL' is a hc\crodicgL:tic narrator. Hence, in La nd of the Ye llow 

13 1111 , the rcadcr ic;c lltifics this narratorial vo ice dist inct ive fro m characterial vo ice 

whi ch he or she cncounters in th e dialogues between the characters. 

Here lies a modern technique o('na rrativc voice as thi s novel exhibit s. It cxhibits 
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the contrasting features or both figural and authorial narrative si tuati ons, 

producing a mixed-mode narrative situation, which is narratologically called 

'au th orial - figural narration ' (See Section 2.1.2.1.2.). There is a figural VOice, 

which is indicated by the subdued medium as in the above situation, and also an 

overt auth, ·rial narrator, signaled by the overtness textual indicators. See below. 

Now wc move from the figural to thc ovcrt authorial narrator in the novel. 

3.5. T he Ove rt A uthoria l Na rra tor 

The narrator in the novel, being, in some places, figural , and dominantly authorial 

one at some instances in the text, we can assert the presence of' an overt authorial 

narrator 's voice, too. Consider, for example, "Then, suddenly, and mystcriollsly, 

she ended up in the hands of the I-lamar hero, Del ti Geldi" (1' .18). Here . the" ,rds 

'sudden l- - and 'm ysteriously' reveal the intrllsion of the narrator bl'lweel the 

evcnts in the text and the reuder, the interferencc we find 1'1'0111 an overt voice An 

additional example can clarify this furthcr: 

/,aler 017, when she [Char/aile} had conducfed her research ( 

unveiled rheir lije sryle, osronishingiy, Chor/orrefound herse/, 

/Jollnded in rO/llantic relationslul) with an indigenoll.'; people 

rhe virgin nO/lire of Lllll il of lire Yellow Bull (p.18). 

From these quoted instances. it is obvious that the reader is at a stance of lis te ll ing 

to the events of the story as told . .iudged, and perceived by the overt narrator. not 

at the level of a seem ingly \\ itncssing stance of the events or the story as it 

happl'ns with ,I covc rt story tcller, one who tells a story with the minimal possible 

meddling between the story and the reader. Furthermore, as an overt intrusive 

tell er, the narrator also sum marizes what the characters in the nove l have thought, 

said, and dOlle, e.g .. : "Telepathically, they agreed that the spark pinpointed that 

the time was up" (p A) . In such a summary, we do not witness the character's 
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VO Ice, but a summary report I, f the narrator. This is among the signs of the 

ov!:rtness or H narrator si nce thl'!\: is a distinctive block between the story and the 

reader, a third person as a medium between the two parties, the reader and the 

events in the story. 

As indica ted in Section 2.1.2.1 .2., a heterodiegetie narrator is somebody who is 

not , and never was a cha racter in the world of the story; conceivabl y, one who 

rcads the above two quo tations (i'om the no ve l can easily discover th e narrator to 

be an outsider i'rom the events in thc story. but just an externa! observer and w!IL:r 

01' the story. The third-person pronouns ·she·. ·her ' . ·their·. 'herse!r arc al so 

additional evidences of the e.sternality or the nat ·ator. This is because the narrator 

is distanc ing himself from the characters involv d in th e story since he is not one 

of them, I-icnee, the reader can identify that the expos ition is presented by 

somebody who is above and beyond all the people and things in the sto ry because 

when the story gets go ing th roughout the novel , .li l characters in it arc th ird-person 

charac ters. Furthermore, omnisc ience and omni prese nce are the characteristics of' 

a heterod iegetie narrator, and the reader can see thi s rrom the following quotation: 

" Lire and death are inevitable aspects of human existence.She be lieved that those 

who ha ve conceived a mi ss ion to their li ves do not assess success mere ly by 

surv iving ... " (p.25). ln this passage, the word ' be li eved' shows omniscience of the 

narrator. It is on ly th e heterodiegetic narrator who is allowed access to interna l 

workings of' th e mi nd or a charac ter in a story. Thus, apparently, the narrator 

knows all the fac ts 'she believed ' , yet nobody is going to ask him how hc came by 

that impossible knowledge, for all humans are denied to what is called the 'other 

mincl' , (Sec Section. 2.1.2.1.1.). 8ut th e heterodiegetie narrator tYI- c:tlly ass umes 

the power of om ni sc ience as if th is we re a nat I ral th ing in the wo 'Id to en ter the 

mind of people. just by a narrative conven ti on. 

To sum up. the ove rtness or the narrator can be seen frol11 his subjective 

cxpress lons "suddenl y, myste riously, aston ishingly", and c cn from hi s 

pliilosophical oricn tation. Il cnce, the reader, ob 'iously enough , colnes across a 
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very distinctive, heterodiegetic narrator, expressing an easily di st inctive voice, 

which is called an overt authorial narrator's vo ice . 

Hence, unlike at the beginning of the novel , towards the middle and end, the more 

objective voice gradually turns to a more subject ive one. The author utilizes 

objectiv ity at the beginning 10 let the reader learn the facts in the story by himself 

or herself, but bit by bit, the interference of the narrator becomes more oven and 

tries to direct the reader subjectively not only by telling the events directly, but 

also by winning the voices of Kello and Charlotte to his side. The author creates 

the illusion 0 1' neutrality orthe above authorial narrator in some pans of the novel 

as follows. 

Throughout the text, l<.ello, a character in the novel, functions as the balancing, 

ncutral voice of the texl. As a I-lamar by birth and an outcast from his cu lture and 

people as a lI1ingi, i.e., an abnormal ch il d because he lost his upper teeth before 

the lower ones, by accident, by stumbling and falling, he becomes a balancing 

voice between Charlotte and the I-lamar people. a balance between two cultures. 

Charlolle could not cond uct her anthropological research, living among the I-lamar 

people. The people marginalized her from their soc ial life and even physical 

closeness . When she was soc ially shut out both by the I-lamar men and women, 

the only person she could talk to is l<.ello. Unlike his I-lamar cousins, [(cli o has 

been introduced to modern education. He is a sociology student at the university. 

So Charlolle tells him what happened to her at the meeting of the Hal11ar l11en. She 

was il11l11ediately expelled from their l11eeting when she approached th el11 . 

Desperate by her excl usion, she comes to l<.e ll o seeking a solution to her problel11. 

Kello's re sponse is made by the author to be a voice of balanec between the 

Western cu lture, represented by Charlotte, and the Hamar cu lture . Afte r a few 

stares. I< ello advises her to comprol11ise her Western values with the I-lamar ones: 

I.is/en. ! hove /el' YO llr jwin and fear ;n yo ur COlllll7ilmenl to 
Ifnders/and Ihis slron~ge 11'0y (~/IUe in I-jamar. YOIf grew ufJ in (f 
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dU}erenl world and JIIissed if II'hen you came 10 Hal1lar .. . ! WII 

Ifllile sil re Ihey ore nO I avoidil1g YUII. (p. 1 04) . 

The narrator of the text uses Kello to represent him to talk and comment on th e 

\-lamar way of life. It is more convincing for the reader to agree with Kell o's 

j udgment s and stori es about tl c \-lamar for he is a \-l amar than Charlolle, a 

Western gil'\. wi th linle know ledge of th e \-lamar culture. Besides. if the narrator 

himse lf forwarded hi s j ud gment s and stance of the \-lamar culture, still the 

reli ability of the judgments can most probably be doubted, because the more a 

narrator becomes intrusive, th e more the reader doubts hi s or her re li ab il ity, and 

can reduce the reader's temporary 'suspension of di sbel ief' . 

Now, even for Kollo , a \-l amar boy, the I-lamar culture is ·strange'. sec in the 

above ci tation. because he was practica ll y its vict im as a IJ/ingi who \Vas to be 

stoned to dea th in the forests. Il l' using I(ell o, the narrator reveal s his doubt s about 

some ol' the Ilamar ways for the narrator never comments on Kell o's speech. But, 

at the same time, th e narrator makes Kell o 10 defend the Hamar cu lture by 

assu rin g Charioll e that they were not avoiding her. Furthermore, he enlightcns her 

that the clifl ieulties she is encounterin g arc not really because of her being an 

outsider of the I-lamar culture, but or her being a woman: 

Hod Y UII been a ilion, YUU Il'oltldn ', have encounlered any probleJII. 
13 111 YU II are a wOlllan. There is no dOllbl aboul il . Bemllse Ihey 
believe thai Iheir 'conslill/liona! ' rules bind on the !-/alll, r women 
alsu apply 10 aI/women a/any race (p. 1 04). 

III thi s passage. the narrator hides behind Kel lo, and Kello 's vo ice is made neutra l 

in the ge nder case as indicated. \-I e nei ther supports nor comments the I-lamar 's 

margilwl i/.ing th e 'vVOllHln in some or th eir affairs. Fllrther through th e text. 

however. we lind Kello supportin g the patr iarcha l I-lamar culture. and his stance 

and his vo ice is one or a traditional Hamar aligning him se lr with his culture, and 

at the samc time, onc who comments on it as he says, " A lthough th en..: are many 
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traditional constraints, a woman is 1:1 girt created only to help, amuse and serve a 

man"(p.104), and he even goes on displaying spec ific labor divi sions of the 

woman, like preparing and serv ing tobacco to men, tilling the land, milking cows, 

and bcaring and rai sin g children (p.104). Women, on the other hand. are not 

supposed to sit with men and discuss community affairs equally with men (p.1 04), 

and, he tells her to balancc hc " stance and view: ". before yo u start blaming 

them , see you r own side. You a e a stranger who does not have any sort of c lue" 

(p. 104). Here, Kello represents a person at crossroads between two voices, one 

meant to balance the othcr. 

Aftcr Kcllo's lecture to Charlotte, of the 1·lamar culture, th e narrator him se lf 

sna tches Kcllo's voicc and sides himse lf with Kello, support ing Kello's adv ice to 

Charlotle on how to behave in order to continue her research, while there are not 

any narratorial comments on Kello 's stance: "Un less she re-adjusted her resea rch 

approach , it was clear that her dream wouldn't be fruitful (p.I05). Hence, as per 

Kello's advice. she beg ins to make a move to be a member of the Hamar 

community by announcing that she is single and by going to the invangadi dance, 

which is permitted on ly lor unmarried girls. At inavagadi, she in vites the hero of 

the Hamal'S, Delti Geldi, to the dance noor as the cultu re allows, and just like a 

I-lamar gir l, she dances and enjoys the moonlight sexual ecstasies in her first 

introduction to the Hamar culture. In this ep isode, we see Kello 's and the 

narrator' s voice merging, wh ich indica tes Kell o being the vo ice of the text, the 

ncutra 1 vo ice. 

A day al'ter Charlottc' s invagadi experience, the narrator en lightens the reader 

with a summary presentation. When she wakes up in the morning the next day, 

things go 011 as lIsual after she has gone to the ivangadi and made love with a 

married man: or in other words, her firs t introduc ti on to the I-lamar cu lture. The 

narrator passes an ironic comment on this: 

JI,e .1'111'1 '''(IS .\·Ireaming Ihrollgh Ihe lel1l . Char/olle slepl IIl11il len 
() 'clock in Ihe illUming. 71-,el'l she IVoke "I' and IO/lched her/ace. 
Ner .filce IVOS mdely and heallhy. Thai ,"as odd .. she fell nOlhing 
(p. I I I). 
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Charlolle th ought that it was di "Iicult to intl"Oduce hcrse lf in to the I-lamar eu 't ure 

and it took her long to dec ide t, bc one , But when she la stl y makes her mint up, 

things were simple , Hcnce, the ",rrator passes th is ironi c comment by say ing :hat 

" I-I er face was ruddy and healtl y, That was odd ", she felt nothing." It shoul d be 

noted that we do not hea r the oice of Charlone, She is not the one wonderi ng 

about the oddness 01' the af'tenna th of her experience, It is the narrator who is 

commenting on enormous fear and despair of Charlo lie, and her external comment 

of the I-lamar cu lture to be base less . When she practically experiences it, we do 

not sec her regret or feel an y unease, or any emot ional or physical 

di sturbance, Here, the narrator to tally sides with the I-lamar ways with an ind irect 

comment on Charl olle 's lirst worr ies, Even, the narrator goes on telling the reader 

that she is rathe r sex uall y ove ljoyed:" "She had an affa ir wi th a married man, 

Their sexua l "Intasies were unique and spee ial"(p, 112), 

The narrator, who was indirectly siding with the I-lamar men, now passes a 

phi losop hi cal judgment sympathiz ing wi th them: "The I-lamer men aren't 

alcoholic horses , Dancing and entertainment is part and parce l of th eir tradition" 

(p, 113), Thc narrator contrasts the I-lamar men with the Western men, who elate 

their love for a di nner wi th a treat of' SOmc liq uor to e1rink in their rOIll lI ie 

evenings, but th e I-lamar men lise dancing, instead. Here, we observe an ' vc rt 

comment of the narrator siding wi th the I-lamar culture, 

Moreove r, thc narrator enligh tens the reader about the character of the Hamar 

man: "Thcy e1on't usc force to attain sexual gratifi ca tion, There ha ve n' t been 

esca lation of' gang violence in I-lamar vill ages" (p.11 3) . The narrator here depict s 

the naturalness and peacefulness of the romantic relationships of the I-lamar man 

and the I-lamar woman , Their sexual af'lil irs are based on mutual consent and 

understanding, and it ends wi th Illu tua l sat isfaction of the two parties, T his v lice 

orthe narra tor, th ere lore, is the voice of the I-lamar people, and Charlotte, wh, has 

p ra~ticall y in vo lved herse lf, is repo rt ed to the reader to beg in to sympa thi se ,v ith 

lilt: I-lamar way and lI1 erge into the narrator's stance: "Charlott e herse lf has sel l 

" 
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and conlirmcd thi s·'( p. I 13). The narra tor furtherm ore, report s Charlotte 's thoughts 

andjuelgments of the invagadi dance and its scx ua l courtesty and enjoyment: 

Charlalle had IInderslaod Ihal Ihe righl kind of dance had Ihe 
power fa lIIake people merge loge/her and swilll lip and down IV;th 
IIwxillllflJl ;l1IereSI /0 allain great pleasure. She \\las impressed by 
IYW exciling n(l//lre a/the dance and ils coorc/;nalion,a17d mOreover 

b) , the abililY a/Delli 10 take care of her feeling .I' (I'. I 15) . 

Through descr iptions such as the above depictions, the narrator innuences the 

reader to appreci te and involve himself or herse lf in the I-Iamat' culture, and to 

understand Chill cl ttc 's outs ider com ment and rear of the I-lamar wa y to be 

groundless. 

In another episode, the narrator stands neutral: " It was absolu tely contradictory to 

the horrible sto ry she had hea rd from Keli o'·(p.99). The narrator is endorsing the 

fearfulness of the story she hearel from Keli o, i.e. , the decision of the e lele rs to cast 

out [(c li o, the ch ild, fa r his being a mingi. Here, the narrator's voice merges with 

Charlott e's stance in making a human isti c, opposing comment on some harmrul 

traditional pract ices of the I-lamar peo ple. as unreaso na ble in relation to a helpless 

chilel for losing hi s teeth by acc ident, bei ng punished finaliy, to be stoned to eleath 

and as if it were a crime. Here, the narrator's voice is one o t' opposit ion to the 

I-lamHI' cul tu re in tcrms of human va lues. Immediately. the narrator shi fts hi s 

sieling. and balances hi s vo ice by upholding an op posite stance to the above, i. e .. a 

positi ve pa rt of th e culture of the I-lamar people. The inhumani ty that was seen in 

deciding to get rid of Kello is overlapped also with the humanitY;1 d forgiveness 

or the people.Thc narrator revca ls th is cleep humanity of the Hamar people in 

ge ncral. anclthc rclatives of [(e ll a, in pa rti cu lar as fo ll ows: 

Oil Ihe olher side. she SOIV Kello 's relalives and Ihe olher f-Iall lOr.\· 
,,'elcoming hilll by saying, 'Ihe son 0/ {-{orra .)hala ' and 
'{l{l/'IJ/lching IIilll by presel1ling him dij/erel1l gijis (p.99). 
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Chariolle is a littl e bewildered with thi s ove rlap of cultural ri gidity and immense 

hUlllanity as bc ing inseparablc as thc two sides or th e coin: ., Cha rl ollc thought she 

couldn ' t gra sp th e impu lse of the Hamars in that period o f time" (p .99). Here 

again, the narrator sUlllmarizes Charlolle's th ough ts, and emotional sYlllpathy wit h 

the reaction of I(ello's fam ily when they see their lost son and brother co rning 

back from the dead, one who was destined to die in the bush stoned by the vill age 

e lders. Thi s shows that their action is a necessary evil that may ha ve to bc done to 

prese rve the cultu ral norms that ke pt thcm togcther. His reunion with his fa mily is 

an ct11otionalmolllcnt: 

She (Charlo lie} ,vas sllJl'rised. particlliarly, when she saw Kello's 
mother and sisters, clad in goatskin, treated Ke!!o by showing their 
sincere apology beating their chests and weeping. She ,vas deeply 
tOllched by their actions (p.99). 

T hi s passage , rows that th e narrator reports Charlolle 's sympathizing with the 

react ion )f Kc l I., 1'S fami ly to be an emotiona l reacti on because, there is not an y 

s ingle word or sentence that shows the narrator's cOlllment on the people's 

reaction aga inst what has been done to Ke llo. 

Oncc agai n, we findthc narrator sti cking to the stance ofChari otte, i.e., L pholding 

the way o r li fe of thc 1·lamar peo pl e. Furtherm ore, her research focused lll gender, 

in gc nera l, and on the I-lamar marriage rilllal , in part icular. She rea lizes that she 

had to leavc hcr mode rn lifc sty lc behind and decides to be lead by her gut insti nct 

(p-99). The narrator summarizes the obstacles she faced as foll ows: 'Neverthe less, 

hcr progress certai nly had been hindered because of the eulillra l imposition o f 

'woman ri ghts' (p. 1 00). The reader here can identify from thi s observati on not 

only the narrato r being the mouth piece of Charlolle, for he assures the reader that 

her research was f~lcing impediments, because of th e Hama l'S cultural imposi tions 

on the ri ght s or wome n. This vividly shows the narrator at the crossroads betwec n 

supporting and, at the same lime, cri l icisi ng. and even judgi ng th e I-lama r way or 
lifc , 
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to kn ow in I-lamar" (p. 171). Further, the vo ice of the narrator ironicall y comments 

on modern lire "Charlotte had or course missed some or the trappings or mode rn 

lire" (p .l n). 

To SUIl1 up, the narrator's voice ill La nd o f the Ye ll ow !l ull strives to balance his 

stance by hi ding behind the char:lcterial vo ices of Kell o and Chariotte. However, 

the alternating stance later comes to one of gene ral iza ti on and a sympathsi ng 

move with th e I-lamar culture, and the vo ice through the text inclines to move 

rro m a seemingly neutral one to an overt authorial voice. 
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confirms th c extcrnality of thc focalizeI' . From the angle of th e perceptual I'lct of 

the foca li zat ion employed in the novel, one can still con firm the exte rnality of the 

focalizer. The novel begi ns with a panoramic description of the ar ri va l of the 

whi te man in Afri ca and the beginning of destructi on of the old ord er in the 

reconstruc ted Ibo way of life in the novel. The externa l foca lizer is the only 

entitled agt.:nt lor Stich a bird' s ~yc view. 

Temporally, sinec thi s ex tern al foea li zer is unpersonifi ed throughout the text, the 

foca lization is panchron ic. a loca li zat ion without the human limitation of time. 

i.e., it is only the cxtcrnal foealizer who has access to all the tcmporal dimensions 

of the story, the past, the prese nt , and th e future, All these facts can assure the 

reader the externalness of the foealizer from the slOry in the novelJlesides the 

abov~ I~lcts , th ere is an instance in th e novel where the protangonist , Okol1 kwo. 

becomes both the focalize r and the focali zed object through the technique of 

interior monologue: 

"When did YUII become (I shivering old II'nlll(lI7, "()kol'lkwo asked 
hill/self: " you. \\Iho are knuwn;n all/he nine village jiJryo ur v(I/or 

;n war:) !-low can a man who hos killed j ive lI1en in baffle / ellllO 
pieces becallse he has added a boy IU Iheir nlllllber ) Okonkwo, 
YO Il have becollle C/ ",olllan indeed" (1'.67) 

In the above monologue, it is Okon klVo's perception wh ich orient s the 

prcscn tation of the eve n!. Okon l: wo being an inte rnal foca lize I', and at the same 

timc, he himsclf' is also the " bjeet of focali zat ion (i.c. the foca li zer and the 

J()ca li zed mcrgc into one). 

It should be noted, therefo re, th" t sincc the pervading loca liza tio n in the novel is 

external , what malleI'S here is not who focal izcs, but how th e objec t of focalization 

is manipu lated and managed. A va ri ety of objects are focali zed throLi ghoutthe tex t 

inc ludi ng characters. ac tion s. events, traditi ons and eve n atll1os phcrl:s. This. III a 

way. indicate s thaI a localization technique of'w indow shifting is used in the 
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novel. In fact. ali hough the narrati ve is , gene rally speak in g, focal ized through 

Okonkwo, there is a sh in or focaliza ti on from character to character, character to 

event , event to charac ter, CIC., to trea l themes slich as indi vidualism, 

comm unalism, and colonial ism. 

Funct ionally, Achebe employs sceni c presentat io n, especially in th e first pan of 

the nove l, for a tempora l slowness and pause, as a narrati ve technique whi ch helps 

the autho r to control the manner and speed in whi ch th e reader ass imilates the 

different aspects of the Ibo cu lture, the progress ion of the plot, and the complexity 

of the novel"s cha racte rs, especia ll y the protagoni st. In fac t, most of the ac tions 

and events se rve more than one purpose. For example, Okonk wo's treating of hi s 

second wife at the sacred Week o f' Peace tell s us both about the Ibo cu lture and the 

charac ter of' Okonkwo. 

In sum. the e lfect ol' the shifting of windows of loca lizati on is therefore, thrce lo ld . 

First, the shi ft enab les us to assimilate the world of th e Ibo people, ori cnting the 

reader to th e different aspects of the self-contained Ibo cosmology. Second , they 

lorm our kn ow ledge o l' the characters. Lastly, the shift ing moves the nove l from 

incident to incident and in a way fac ili tates the coordinati on of important event s. 

All th esc elTee ts, it seems evident, have as thei r aim the reader ' s com prehension 

of' a complex story through an undercurrent leitmoti I' of two but contrasting 

windows, as narrative tec hnique of foca liza ti on th rough juxtapos ing oppos ing 

duali sti c events, views, atmospheres, actions, characters etc, Th is "verl ap of 

windows is achieved by introducing th e mutual interference between concurren tly 

acti ve windows of foca lization in the events orlhe story. 

4.2 . W ind ow S hift a t M ac ro ,narrat ive Level Foca li za tion 

Aehcbc cmploys an ambivalent, double point or view throughout the nove l. This 

ambivalence, as slated above, is ac hieved by lI sing two main underly ing narrati ve 

tech niques of window shifting and wind ow overlap. In a IVa)" a double 

perspective is rclkctcd ill managing and man ipu lating the loca li zed data in the 

no vel through which 111(; drama o j" event s in the novel unfolds itscll'. 
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In dilTerent interviews and writings, Achebc repeatedly stated that th e principle or 

duality is at the co re of the Ibo philosophy and cultural traditi ons, as a necessa ry 

conditi on of cx istence . He interprets the Ibo proverb " Whencver somcthing 

stand s, somet hing else wil l stand beside it" to mea n: 

Ihal Ihere is no one way 10 anYlhing. The Ibo IJeOI}' who lIIade 
Ihal IJroverb are velY insislel1l on Ihis-Ihere is I/() (lbsolllle 
anylhing. They are againsl excess - Iheir world is a world of 
dualilies. II is good 10 be brave, Ihey say, bUI also remember 11701 
Ihe coward survives.. If Ihere is one Cod, fine. There will be 
olhers as well. If Ihere is our poinl of view, .fine. There will be a 
second poinl of view (Moyers 1989:333). 

It is in this sustained view 01' the duality 01' the traditional Ibo sOt' icty that the 

novel consistently focuses on, in order to intensify the sense oftragecy and to help 

th e reader grasp the dilemma that shapes and destroys the destin y of Okonkwo, 

the cen tral character in the novel. 

The traditional Ibo soc iety that is reconst ructcd in thc novel is ritualistic and rigid. 

and ye t in man y ways flexible. Outwardly, Umuofia is a serene and organic 

society, but it is fi lled with the individual 's tensions and doubts. In other words, 

on the one hand the novcl presents a positive image of a tribal society which 

emerges with its coherence and especially the distinctive rhythm or its various 

lorms of liCe, and on the other hand, the reader is made aware that this coherence 

is a precarious onc , deriving Crom an inflex ibility of soc ial norms that places an 

eno rm ous psychological and Illoral burden on individuals. As a result. the novel 

reveals a corner of hUlllan endeavor that is Illarked by the web of contradictions. 

Within this wcb of contradicti ons. thc most striking l'eauture or th e nove l is it s 

creating a complex and sympa thetic ponrait 01' a traditional village in Africa, 

v"hich shows th e author ls superior skill in utili zing a narrative technique which 

can susta in his purpose. This very African culture and clan is seen fro III the 
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AI'rican and an inside Afri can perspecti ve. Foca lizi ng th e material from the 

Aeriean spatio-temporal stance and from an African focali ze r is evident f"om the 

inrormation at the beginning of thc novc lthat there was no idea of an out sider, let 

alone a whiteman, and allthc tradit ional life of the Ibo was go ing on we ll and as 

usual. Furthermore. creating th e imprcssion of a sympathetic portrai ! of Afri ca's 

cncounter with the white man still strengthens thc African perspectivc of see ing 

thc matcrial. Hence, the psycholog ical face t of the IDealizati on is subjective. i.e .. 

the focalizer seems in vo lved in the material and the presentation II' the event 

co lou rcd. It should be noted , howeve r. that Achebe is trying not only 1 inform the 

out side world about Ibo(A I"iean) cultural tradit ions, but al so to ,.. II1d his own 

people of their past and to assert that it had much value. Wh, T hin gs Fa ll 

Apart was lirst published, Ae hebe announccd that onc 01' his p loses was to 

prese nt a complex, dy namic soc iety to th c Western audiencc II ,eh perce ivcd 

Afri can soc iety as primitive , simple and backward, and at the same time to remind 

his own people of the ir past: "I woul d bc qui te sat isfied if my nove ls (espec ially 

the ones I se t in the past) did no more than teach my readers that their past with all 

its imperfect ions was not one long night of savagery rro m which the first 

!:mopcan act ing on Cod's behalf delivered thcm"(Achcbe, 1975: 44-45). 

Thesc themcs arc skillfull y ma naged and manipulated by the juxtapos ition of 

narrative windows into the materia l, and by creat ing coordination between macro­

and micro-narrative le vels. A t the m1:lcro-level, the novel is divided into three 

macro-narrative windows: Part one, chapters one to rOLlrtcCI1. Part Two. chapters 

lificen to ninetecn, and Part three, chapters tweilly to twenty-tive. Though thc 

threc macro-windows arc concomitant with the three parts or the novel, it is 

necessary to identify th em al so as macro-windows of focal izati on in ord er to show 

their cutt ing arrangements of single scenes as smalle r windo\l s, i.e. , their 

relationship with the micro-windows. As indicated in Section 2.2 .2.3 above, th e 

macro-window forms a holistic pattern of va ri olls arrangements and cutting 

patterns of focalization, where as th e micro-window partitions extended 

hetc roge neous passage into homogeneously focali zed windows. . he milcro­

windows or the nove l arc considered be low. 
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4.2. 1. Fi rst Macro-w in dow of Foca li zation 

As stated abovc, the lirst macro-w indow of focal izat ion covers the first fou rteen 

chapters of the novel , Part One of the novel. This first pa rt of the novel , cons tructs 

a complex portrait of Okonkwo and the Ibo soc iety so that the reader can 

understand the na tu re of the man and his future acti ons. Spatia ll y. th is wi ndow in 

the novel is unifi ed. anchoring its angle of focaliza tion in the same locale, 

Mba ibta. Ilcsides, this window is the largest onc in thc stretch of evellis of th c 

novcl, show ing the self-contained, serene life in Umuofia. The second macro­

window, chapters lifieen to nineteen focuses on Okonkwo's ex il e, and the whi te 

man's tak ing a strong hold in Umuo fi a. The third window, chapters twe nty to 

twenty-five, depicts how events unfold quickly to change the ex isti ng African 

cultmc with the interference of the intruding white man. 

I\s ind ica ted abovc. this fi rst window provides a detail ed portra it 0 Ibo culture, 

Okonkwo and his fam ily (pa rt ic ularly his father 's legacy), and the el :nts that lead 

up to his exi le. The novel opens with the block-characterizati on or Okonkwo by 

the ex terna l foca lizcr. Okonkwo, th e first focalized object in the nove l, was a 

brave man as a young warrior of Umuofian clan. a skil led wrestler, wll(l at the age 

of eighteen, defeated I\ malize-·t he ca t' , and who had been unbea tab le for over 

seven years. Further, Okonkwo s also estab li shed as a fo rmidable, short-tempered 

man. who has no pat ience for tile idle, weak, and unsuccessful. In thi s beginn ing 

chapter of th e ""ve l. Una ka, Okonkwo's [' lIher. who has been dead for tcn yea rs, 

is introd uced in the novel as a loil character, who hi ghl ights ce rtain !Calures of 

Okollkwo. In hi s lime. Unoka was known as lazy and irresponsible, even 

improvident to hi s own hllnil)'. OkonklVo's tragic naw is fear, or ra th cr a st rong 

sense of insecur ity and thi s fla w is indicated in three diffcrel1l variations: hi s fear 

of laziness or lVeakness , hi s fea r of forests and nature, and hi s fear or the feminine 

principle for lIn slIc,:essflll Ibos are referred to as agbala, i.e .. a woma n. At a 
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macro-Itve l anal ys is. these contrasting descript ions of Okonkwo and his fath er. 

Unoka , introduce Okonkwo's tragic naw: hi s fea r of th e kind or failure and 

wea kness that hi s lather exemplified. In depicting the Ibo culture, th e cul tural 

signilicanee o f the kola is introduced. The fir st chapte r ends by setting up a 

psycholog ica l backdrop lor Okonkwo's motivations throughout thc nove l: 

''Fortunately, among th ese people [the Ibo Ja man was j udged accord ing to hi s 

worth and not accordi ng to the wo rth of his father"(p.8). Thi s qlll ,,,, ion furth er 

strengthens that Okonk wo's fea r was ground less and hence his tragic naw. As 

Okonk wo is the dominant foca li zed objec t in th e first chapter. in the second one, 

the Ibo cul ture prevails. Okonk wo hea rs the ogene calling all men to a council o r 

wa r. an urgen t message reques ting the ga th erin g of all Ul1lll o fi an men, the nex t 

da y. at the market place. Okonkwo can sense that something is wrong; 

significant ly . it is it moonless eve ning, which the Ibo cu lture identifi,'s as a sign of 

troub le. This gives th e reader some idea about the Ibo schemata. In tl t meeting, it 

is di sc losed that there is a dispute betwccn LJ muofi a and Mbaino, and the latter 

ba cks down by pa y ing a tribute, two hos ta ges, to atone lo r th l death or an 

Umllofi an woman. 

In this chapter, readers become aware of the power of the Oracle of the Hill s and 

the Caves, as well as the Ibo methods of mass comm unication, styles o f orat io n, 

and re ligious practi ces . IIgbala , the Orac le of' the Hi lls and Cave, is introduced. 

Here, and througho ut the novel, IIgbaln and it s pr iestess, Chielo, play a 

commanding role as the primary decision makers f'or the clan. In thi s chapter, too, 

there is the desc ripti on ol' Okonkwo's wealth and status in th e clan. Hi, compound 

is qui te substantial , and it includes his own hut. a separate hut for each of hi s th ree 

wi v, s and their ei ght children, both filled with the sign of a wealthy man, yam s, 

and eve n a small med ici ne hOll se that kee ps hi s reli gioll s icons. At th e end o f thi s 

chapter. Okonk wo's tragic naw surfaces: "Gut his whole life had been clt! ll1inatcd 

by Icar, ... . car of the fore sts, and 0 1' the forces of nat llre"(p.13). Thi s is also 

emphasized by Okonk wo ' s fcar that hi s son, Nwoye, is beginning to resemble his 
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grandfather; Achcbc states that Nwoye "was then twelve years aiel bllt was already 

callsing his lather great axiety for his incipient laziness ·'(p. 13). 

The third chapter goes baek to give some gl im pses of Okonkwo's backgrollnd .He 

is a self-madc man, of which he sholiid be proud. More information is given anout 

Okonkwo's earlier yea rs. Because of Unoka's inability to provide for his family, 

Okonkwo took ovcr the responsibility of providing for his fathe r, mother, and two 

sisters .The story of Unaka tells LIS abollt the belief in chi, each man 's personal 

god. The story shows the importance of the oracle within Ibo society and its 

impact on Okonkwo and his family . The narrator tells a story of a time when 

Unoka \lcnt to consult the Oracle of the Hills and the Caves about his 

lInsliccessflli yam harvest. The priestess scolded him for being a lazy fa rm er and 

sent him back with the advice th ; t he had to work like a man to reap a man 's 

harvest. 

4.2.2. Seco nd Mac ro-w indow of Foca lization 

This macro-window covers chapters fifteen to nineteen, Part Two of the novel. In 

this particular window of focalization, the narrative foellses on Okonkwo's period 

of exile, during which he learns that the wh ite missionaries have settled in 

Umlloiia, and members of the clan, including Nwoye, his son, have betrayed the 

clan by converting into thc new religion of the white man. In other words, this part 

deals with Okonkwo's seven-year exile in his mother land , Mbaino, and the 

beginning of western intrusion into Ibo society. 

In Part One, vve were introduced tu an illtact and functioning culture. It Jllay lave 

had it s iilults, and it accommodated deviants li ke Okonkwo with some diffi , .ilty, 

but it sti ll functioned as an organic whole. It is in Part Two that things begin t fall 

apart. Okonkwo 's exile in Mbaino is not on ly a personal disaster, bllt it ren )Yes 

him from his home vil lage at a crucia l time so that he returns to a changed world 

which he call no longer adapt to . 
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Okonk wo goes to li vc with hi s mothers' clan in another village. The hyper­

masc ulinc Okonk wo is bcing Jlu nished for the 'female 'version of the crime. The 

lirst chapter of' the second wil Jow also has Okon kwo ques ti oning a traditional 

say ing, almost in despair: 

II man cOlild nOI "ise beyond Ihe desliny of his chi. The saying oflhe 
elders was nOI I .(' Ihal if a man said yes, his chi also affirmed. 
Here was a II/C/! , "hose chi said nay despile his own ajjinnalion " 
(p.1 3 I) 

Okonkwo has the opportu nity or IT-instruction, as he must Ica rn th c importancc 

of' the mother, of the femin l ,e, Uchendu ' s lessons to Okonkwo, about the 

signifi cance of' the f'eminine reflects the hero's essenti al fla w, hi s ri gid 

hype rmasculinty. Okonkwo is ;0 conce rned not to be conside red weak like hi s 

fil1her that he allows for no flexibility in interpretation of the rules, (for example, 

hi s participation in Ike mef'u na's death , when the la w onl y required hi s 

aeq u i eseenee). 

Thi s chapter includes a further exp lanation of the chi. Before hi s acc idental crim e, 

Okonkwo was at the height of his so lid personal achievement but hi s chi has 

turned against him ; "C learly hi s personal god or chi was not made lor great 

things." (p.1 31 ).The novel 's ge nder theme manifests aga in when Uchendu 

counse ls Okonkwo, defining the role and symboli sm assoc iated with the mother 

supreme, Furthermorc, Okonk wo's eventua l su icide by hanging is forcshadowed 

when Uchendu describes hi s own experi ence of suffering: " I did not hang myse l f~ 

and I am still al ivc" (1'.135). 

Obi erika visi ts Okonkwo in th e second yea r of hi s exile, with morc news of the 

white man-th e dcstructi on or Abame. Agai n he informs Okonk wo that a new day 

is arr iving coupled wit h an illustration of the white co lonizers ' response 10 

offenses: one white man is kill ed by the village, so the entire vi ll age is massacred 
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by the whites. This Abame event mark s the first con frontation betwee n th e Ibos 

and the co loni/.c rs. Thi s confli ct is exempl i lied by an apparent lack or 

communication between tradit io nal Ibo and Western va lue systems th at will ca use 

signifi ca nt ha voc later in the nove l. 

In the protagonist 's lourth year of exi le. Obierika visits Okon klVo again and 

upda tes him on the missionaries' recent aetiv ites .Obierika report s that the white 

man has been successfu l at convert ing a handful of Ibo men into hi s reli gion. 

Besides, Obierika te ll s Okonkwo of the conversion of the latter's son, Nwoye . 

Nwoye's conversion to Chri st ianity is a significant event in the no ve l. It is hi s 

reaction and his deep-seated disgust for the clan 's practice of leav ing twins to die 

in th e evi l lorest and Okonkwo ' s killing of Ikemefuna. Nwoye's ' parched so ul ' is 

wate red by ' the poetry of the new religion' (p.147). 

All the above points show us Okonkwo 's learning about the intruding whi te man 

off- stge,and the white man' s religion and government taking over in Ullluo fia. 

The unity " fthe Ibo cult ure begins to fidl apart .W ith all these conditi ons at hand , 

Okonkwo arrives at hi s fatherland from a lour-ycZl r ex ile only to lind it a cha nged 

lJ mllofi a. 

4.2.3. Third Macro - window of Focalization 

This mael'll-w indolV covers chapters twenty to twenty-fi ve, Part Three of the 

novel.This la st wi nd ow sholl'S th e retul'll and final traged y or Okonl<wo . When 

Okonkwo lina lly retlll'llS to Ul11l1ofia, hi s presence goes practi ca ll y lInnoticed 

because the mi ss ionaries' ch urch and gove l'lllllent have profoundly influenced and 

distracted his people. In thc midst of this disruption of traditi ona l Ibo va lues, 

Okonkwo. overwhelmed wi th fea r and anger, real izes that his clan is I ling apart 

and the Western ellltLire is tak ing ave I'. Finally, he reacts by behead ing one of the 

mcssengers or th c white authorit ies . and kn ow ing that he has now sea led hi s fate. 

he hangs himsell'. 
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respect is evident in the religious debates that Aku nna, a great Ibo man, has with 

Mr. Brown. Moreover, Akunna se nds hi s son to Mr. Brown so th at the boy can 

learn at a Western school, i.e .. Mr. Brown's school. 

At the end of cha pter twe nty-one, Mr. Brown's hea lth fa il s because he secms to 

he ve over-wo rked hilll seir. In th e cnd , Mr.Brown leaves hi s miss ion. a sa and 

di sappointed man. Mr. Brown's return to England marks an importan plot , vent, 

since the man who will replace him is much less tolerant. The Rev. James Sn ilh is 

the exact oppos ite of the Rev. Brown, and has a duali sti c view orlhe \\ orld. ;mith 

is a ' firc and brimstonc' preacher with no tolerance for ' heathens' . Th , new 

intolerant envi ronment al lows over-zea lous convert s such as Enoc h. th e son I' the 

snake cult pricst. to thrive. It is not su rpris ing th en, th at Enoch publicly unmaskes 

an egwIIgwII during an annua l ceremony for Ani, the earth goddess. Enoch's 

actions arc not tolerated by the Ibos and cause chaos among th e clan. In 

retribution 1'0 1' Echo's blasphemy, the egwugwu band destroys Echo 's compound 

and th en th c church th at was constructed during Mr. Brown 's time. Enoch's act is 

a symbol ic mu rde r of the ancestra l sp ir its, and is the cli macti c moment when th c 

Ibo and Chri sti an reli gions comc into a di rect clash. 

Thc novclmay seem to parallel the two missionaries, nexible Brown and rig id 

Smith , to the tlVO Ibo leaders, Ilexible Obierika and ri gid Okonkwo, thus 

demonstrating th at the di fferences in treatment belong to ind ividua ls and, not to 

cultures or religi uns. 

4.3. Window Overlap at Macro-nan-ative Level Focalization 

Among the most basic and pervading ove rl ep o f' narrati ve windows in the nove l is 

th e oppos ing ove rla p of the lbo' s male-female pr incip le. This j uxtaposed view, 

whi ch is reilee ted at th c spir itual level , is the organi zing and 1II if'yin g mac ro­

narrat ive overl apping l'ocal il.ati on, espcc ially in the fi rst thi rteen chapters. 

Besidcs, in relati on to th is male-fema le focalized wi ndow, we come to ident ify 
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that th t roo t of Okonk wo's troub les and connicts li es in hi s interpretation of the 

clan's construction of mascu line identity. 

4.3, I. The Ma le- Female Macro-ovel'lap o f Windows and the 
Gende r Theme 

In the juxtapos ition of the gender theme, the male princ iple of the Ibo peo ple 

dominates the fi rs t part of the nove l (i,e" the fir st six chapters) , Umuofia is a male 

clan since each of the nine village of Ull1l1ofia has it s own m,ile ancestor. one of 

the first ances tor's nine sons, making each village have a male lineage and 

linkage, The narrative faca lization renects thi s patriarchal culture by depicting 

male dominated activities to be foregrounded windows of foca lization in the first 

six chapters: the oratory of men before the gathered clan, the possess ion and 

harves t of fa rmlands, st rength and manliness in wrestling and IVaI', the giving of 

girls blessings lo r marriage and taking of brides, are the main ones, This 

pat ri archy is parti cularly evident in the po rt raya l of the po litica l institut io n o f 

just ice , The Umuofians' central pol" ieal power is invested in the ndichie, a 

coun cil of elders, and the egwlIl,'1I'lI, masked sprits of the ancestors, who come to 

visit the judgment over civil and other critical di sputes, This focalized window o f' 

th e male princ iple is I'u rther en ri ched by the detail s of Okonkwo's oPP ,'ess ingly 

manly and sometimes vicious behavior, and the hard work in the producti ' )[1 of th e 

'man 's crop', the yam. Even the celebration that concludes the sixth cha pter is the 

manlies t of sports, wrestling, the same sport through wh ich Okonk wo first 

ac hicved fame, as reported at the begin ning paragraph of the novel , ending th e 

window o f the nove l as it bega n, with wrestl ing, the manli est sport. 

This emphasis on male and manli ! 'ss or t h ~ U1l1l1ofians has a sign ificant thematic 

implica ti on. Si nce the image that l1e author prese nt s in the narrative is that of a 

primitive agrarian clan , it has 11 choice beyol1d the pure ly muscular fa r dealing 

with the exigenc ies or the natura l world , Since the Umuofian s are confi'onted with 

a precariolls material situation, t1 cy have to accord prim acy to manliness , as a 

manifestation of existence as its n )st physical, elevated into a norm of personal 
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suggests a necessary balanci ng or lhc two rr inc iples. li enee, this male-female 

dialecti c se rves to ma intain an effecti ve and ideo logical ba lance 01' the group 

which corresponds to a certain primary perception of a fe lt duality of the cosmic 

ord er of the lbo way of li fe, This wider pla ne of juxtaposed, contrasting bu t 

ba lanc ing views of the lbo culture leads us to the interpretati on and understanding 

of Okomkwo's actions that uncover the characte r of the protagoni st and in a way 

his trag ic fla w, which makes him unab le to pe rce ive thi s ba lancing princi ple. 

4.3.2. Macro -window Overlap and Portraya l of the Protagonist's 

Character 

Th l'Ough a technique o f window shi fting and ove rl ap. Okonkow's part ia ll y Ilawed 

code of va lues and hi s charac ter are contrasted with the lbo code of values and 

other charac ters in th e nove l. As indicatcd above, Oko nkow's bas ic troubles and 

c,)nlli cts cmcrge 1'l'O m hi s I,wlty interpretation of the lbo's princ iple ol'mascul ine 

i) en tity. He fai ls to rccogni ze the principles of harm oni ous duality that structure 

th c world view of LJ muo lian c lan. As a result, the foca lized narrati ve presc lll ati on 

is critical o l' Okonkwo's excess ive commitment to aggress ive power and hi s li teral 

adherencc to narl'Dw masc ulinity, The narrati ve focali zation j uxtaposes the 

contrastin g predominant focalized windows, supplemented by va l'l ous 

indi viduali zed eva luations ,)1' ce rtain occurrences, a narrati ve tec hnique which 

promotes re lati vely frequent changes of perspecti ve showing overl ap o f views and 

acti ons to re veal Okonkwo', cxcess, and also to balance and modu late the reader's 

response to the protago ni st' , actions and views against the compromis ing du al isti c 

principle of the Ibo view. 

Throughout the novel, Okonkwo is portrayed as a man whose life is rul ed by one 

ove rriding pass ion to bccome .1 successful and powerful lord in the clan of 

Ulll tl o fi a: 
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shock ing dccrec, in the end, disrcgards Ezcwdu's adv ice and accompanies the 

men in the brutal task: "Okonkwo got ready quick ly and the part y set out with 

Ikcmeruna ca rrying the pot or wine"(pp.60 - 6 1). 

Thi s contrasting mixlllre of fecling of the focalized object, Okonkwo, is reveald 

from within hi s contrad icting acti ons and feel ings as an cxtension of his tragic 

flaw on the occasion of killing th e hostage boy. Okonk wo wa lks behind the other 

men and gradually draws to the rea r at the time of execlil ion; indeed he looks 

away when one of the men rai ses hi s machete to strike the boy. But hi s sick 

obsessed insi stence on manl iness fo rces hi m to deal with the fata l blow: 

lis Ihe lIIan who had cleared his Ihroal drew "I' and raised his 
lIIachele. Okonkwo looked away. /-Ie heard Ihe blow 'Ihe pOI fell 
and broke in Ihe sell1d. /-Ie heard Ikemefana ely, "!Hy father, Ihey 
have killed lIIe '" as he ran 10lVards hilll. Dazed wilhfear, Okonkwo 
drelll his lI10lchele and cuI him down. {-Ie was qjiYffd of being 
Ihollghlweak (1'.63). 

So extremc is hi s desire that he should not appear weak that he should not be like 

his lather, that Okonkwo blinds himse lf to the wisdom of the advice of the elder 

Ezewdu. Okonkwo is so determined in his effort to be know n for achi evement, 

which hi s soc iety reveres, that he gives no hecd to the wisdom of age, IV hieh his 

soc ie ty respects: "Age was respected among his people, but achievement was 

revered"(p.9). So hi s exccss in one aspect has always nawed him in another aspect 

o f the Ibo values. 

Ye t, another overl appi ng window shows the other side of the protagonist. 

Okonkwo is not who ll y depicted as a bru te. Even at the very moment o r his 

vio lence agains t lkcmcfuna, \\ ~ observe the human side in him "as the man who 

had cleared hi s throat drew up and ra ised his mache te, Okonkwo looked away" 

not because he is a coward, not because like his rather, he could not stand the sight 

0 1' blood; he has ki lled five mcn at war. Okonkwo looks away because this brutal 

act is too Illueh even l'or his eyes and hi s locked hUlllanity st rugg les to express 
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itself. These j uxtaposed, focalized windows subtl y contrast Okonkwo's 

contradicting actions. They revea l the submerged human responses of Okonkwo 

whi ch unfold Okonkwo's tragic dilemma and modu late the readcr 's views on him 

and reac ti ons to his cha racter, i.e., this ensures the reader's pity for the protagonist 

in understanding his tragic naw. 

The whole miss ion of Okonkwo's killing of the boy is further contrasted with his 

moment of greatcst mental turmoi l in the immediate aftc rmath of' I. ; killing of 

Ikemcfuna, revealing the focalized object from withi n: 

Okonkwo did nOI lasle any ./ood ./or 111'0 days alier Ihe deolh 0/ 

Ikell/e/iil'la. HI' drank palm "' ine Fall) II/orning lill nighl. lind his 
eyes were red andfierce like Ihe eyes ofa ral when il is callghl by 
Ihe lail and dashed againsl Ihe .floor. /-Ie did nOI sleep CII nigh!. /-Ie 
Iried nOI /() Ihink aboul Ikelilejuna, bUI Ihe more he Iried, Ihe more 
he Ihollghl aboul hilll. Once, he gal up ./i-OIU his bed and walked 
abolll his call/pound. /Jul he was so weak Ihal his legs scarcely 
carried hilll. lIe fell like a drunken g ial1l walking wilh Ihe limbs of 
a mosquilO. Noll' and Ihel7 a cold shiver descended on his head and 
spread down 111'.1' bo{O' (pp. 65-66). 

In th is passage, thc author ski llfully describcs the physica l and mental state of the 

protagonist , see ing the focali zed both from wit hout, hi s weak physic,,1 stance, and 

from wit hin, his suppressed but disturbed feeli ngs about killing the boy. Hence, 

the passage rccmphasizes the human aspects of Okonkwo wh ich he struggles to 

suppress, lest h~ should appear weak. This is his reaction against his own violence 

which ve ry clearly rcveals th e tragic aspec t of Okonkwo's character. Through this 

ovc rlap of windows of focalization, the narrative presentation not only reveals 

Okonkwo's character, bu t also balances the reader's response to him . 

This same passagc has significancc in fUrihe r reveal ing the character ofOkonkwo. 

Evcn at hi s momcnt of grea test mental turmoil, we are provided with hardly any 

insight into the happenings wi thin his troubled sou i. Okonkwo is mostly focalized 

from without, without any cntry into the inner workings of hi s mind as a full y 
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realized individual. Thc point hcre is thal , despi te the occasional glimpses the 

focalization arrords into states of mind thal are also occasions for intro'pection on 

the part o r the charactc r, thc locus narrows the rcadcr's gazc to focalizl' on what is 

presented as essential to hi s make up: "Okonkwo was a man of action, not of 

thought"(p.7 1). This shows that, it is not the psyc hological dep th of' his portraya l 

that leads Okonkwo to his power of fascination, but rather his ve ry physica lity in 

such a way as to constitute him as the incarnation of his societ\'s ideal of 

manhood. Thi s is thc ideal that Oknkowo translates in hi s altitude a ld manners 

into an overbearing muscularity and mascu linity .This narrative presclltation calls 

to altentnion the distortion of the communal ideal by Okonk wo in such a way as to 

suggest a narrative commentary upon the soc ial and mora l imp licat ions of the 

ideal. 

Okonkwo's limi tcd and nawed view o f mascul in ity is further rc vea lcd by 

con tra st ing Okonkwo's view against that or other cha racters through the technique 

of multiple focal ization. Obierika, Okonkowo's best friend and an elder, reasserts 

[zewdu's advice to Okonkowo on the miss ion of Ikemeruna 's kil ling: "11' I were 

you, I would have stayed at home.. if the Oracle sa id that my son should be 

killed I wou ld neither dispute nor be the one to do it"(p. 69). The same case is 

viewed differently, on th e one hand, by Obierika and Ezeudu, and on the oth er 

hand, by Okonkwo. The way which both Ezeudu and Obier ika espouse is the way 

or compromise, of which Okonkwo is incapable. Okonkwo still argues that he has 

ca rri ed out the orders of the gods: "The carth cannot punish me for obeyi ng her 

messenger," Okonkwo said (p.69) 

Furthermorc, Okonkwo's inab ility to comprehend thc ['act that th ose fcmininc 

atl ri butcs he vigorously suppresses in hi msel r arc necessary for greatness is also 

revea led in hi s na'ive comments on the death of Ogbueif Nd ulu le and hi s eldest 

wi fe, Ozocmcna: 

"/1 ,val' a/rvays saiel Ihal Neill/lie and Ozoell/ena hael one II/ind. " 
said Obieriku, "/ remember when I was a young boy there was a 
song ObOllllhclJI. He co uld nol do anylhing 11IilhoUllel/ing her. " "I 
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did /101 kno\l' 117m, " said Okonkwo, "/Ihoughl he ,vas a sll'ong man 
in his YOll lh. " "He was indeed, " said Ofoedu. Okonkwo shook his 
head i/ollb(/itl'y. "I-/e led UIJ /lfujio to wor on f/io.\(' doys, " s(lid 

Obierika (1'.71). 

The sudden death of OlOeme"" is strange, as Ofoedu, Obierika and Okonkwo 

agree , Yet as characteristic of Okonkwo, he can receive and respond only to the 

obvious and well-defined. What Okonkwo cannot understand in this ep isode, 

despite Obierika ' s explanation, is the full significance of Ozoemena's death. The 

union in life and in death of Ndulue and Ozemena is a symbol ic dnll'latizalion of 

the un ion of the masculine and the feminine at1ributes essential in, great man. 

Ndulue was J great warrior and a great man, th e respected elder of his vil lage, 

bccaust.: he vas able to lind that balance of' strength and sensiti vity, of the 

masculine and the feminine principles. And it is this union, mcn as Nd ulue and 

[zeudu, are able to achieve and whi ch LJ muofia respects and seeks in its leadcrs. 

But for Okonkowo, one is either a man or a woman and there can be no 

com promise. He is baffled by Ndu lue's relationship wi th his wife, Ozoemena, for 

him a strong man wou ld in no way depend on a woman . This one-sided view (lnd 

concept of what it takes to be a Illan determines Okonk\\'0'5 actions and attitudes, 

and in fi,et his troubles and his tragic death in the end. 

Traumatized by his "lIher's failure owing to his ge ntleness and idleness, Okonkwo 

determines to be all that his father was not, firm and active. But in li ving up to this 

design , Okonkwo becomes inflexib le and his action allows no room far reflection 

or relaxation. Even after his code fails him and necessitates his exile. Okonkwo 

cannut see thc limitations of that code in its denial of the feminin e principle. 

While in ex il e in his mother's land, Okonkwo is lectured on the imp0rtance orthe 

feminine principles by the elde r Uehendu , but st ill Okonkwo fails to ,_ c the truth: 

"Can y ou ,ell me, Okonkwo, why il is 11701 one of Ihe cOl1ll1lonesl 
names we give our children is Nneka, or 'Mother is Supreme? ll1e 
all k/1(!\I' Ihol a mon is Ihe heod of Ihe jCIIllily and his ,vives do his 
hiddin,\!, . /I child he/ot/g.\" to his falher ond his J(rllli~J1 01/(1 nol {() i/s 

ilia/her and her/amilV II man belongs 10 hisjClihel'land ond no/IO 
his IIlIIlhel'land And yel ,ve say Nneko- 'lv/olhel' is Supreme ', Why 
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is that? " There )\las silence. "I want Okonkwo /0 answer lIl e, " said 
Uchendu. " I do nor knoll' rhe anslI'er, " Okonkwo replied (pp.137-
138). 

Through prob in g qucst ions. Uc hendu deliberatcly att empts to lead Okonkwo to 

understanding of thc importancc of th e femininc whic h Okonkwo seeks to dcny. 

Hc reminds Okonkwo that thc consequence of hi s den ial wh ich has al ready 

resulted in Okonkwo's alicnation from his clan, hi s fam il y, and himse lf: is doom. 

But Okonkwo is too ' manly' and too sing le-m inded to dea l with sub Ictics whi ch 

do not fit easily into his own wc ll-defincd codc or act ion. I-Icnc l· . hc cannot 

respond to Uchendu ' s qucstions, for they do not fit to hi s ri gid phi ,phy or li fe. 

Uchcndu , likc Nd uluc and Ezeudu, rcprcscnts the traditiona l wa ~ of lirc wh ich 

allows for Ocx ibil ity and compromise wi thin its exacti ng s),stem . . ,nd in rejecting 

compromi sc and Ocxibility, Okonkwo rejects the va lues of the vel. soc iety which 

he determines to champion. In contrasting these two antithe l ;al modes o f 

perception and patterns of acti on, the focalization illust ratcs the c.s ten t to wh ich 

Okonkwo has alienatcd himsc lf from hi s soc iety. 

Thc contrasting modes or action are also shown to determ ine the diFFcrent reacti on 

of Uchcndu and Okonkwo to Obierika's tal es 01' th e killing of the white man on 

the ' iron horsc,' in Abamc, wh ich in turn led to the death of a large number or the 

vi llage rs. Hearing th is tale of disaster and death, Uchendu grou nd hi s teeth 

together aud ib ly and then burst out: "Ncver ki ll a man who says noth ing.Thosc 

men of Amabc wc rc f'ool s. What did th ey kn ow about th e man?"(p.144). As is 

chal'3cteristic 01' a wise and prudent man, Uchedu blames the people 01' Abame far 

not bcing cautious and for fi ghting a 'war of blame' wh ich the soc iety cond emens. 

Bu t Okonkwo secs the whole situation as supporting hi s method of turn ing to 

violence as a so lution to all problems. Instead of questioning and seeki ng a 

co mpromi se between con nicling views, OkonkwQ demands a violent action. 

"They were fools," sa id OJ.:onkwo after a pause. ''They had been warned that 

danger was ahead.They shou ld have armed themse lves with the ir gu ns and their 

machetes even when they wen t to markct'·( p.145). 
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Througho ut his li fe then. Okonkwo is bo und to violence. He ri gid ly commits 

him se lf to a code of values which negates human response and alienates him fi'om 

hi s traditi onal roots. Even at crucial moments whe n all indi ca ti ons po int to the 

limitatio n and inadequacy of hi s rigid system, Okonkwo still holds firml y to his 

own va lues, even until his death. When he retu rns from exi le, Okonk wo faces an 

altered soc iety, a soc iety in its flexibility has allowed place for the white Christia n 

miss ionaries .Okonkwo views the situation in term s of abso lute, irreconcilable 

antipodes. Whe n the en tire clan gathers to dec ide how to check the inroads by the 

mi ssiona ri es, Okonkwo's response is predictable. He wi ll think no compromise 

and demands a violent repul sion of the new reli gion. But thi s recourse to violencc 

is not the view of hi s soc iety an y more now than it was in the past. Indeed, 

Okonkwo's views set him apart from hi s clan at thi s moment as earlier in his 

exilc. I f the society wil l not violentl y repel thi s threat, Okonkwo will. Compelled 

by hi s own uncompromising atti tudes as th ey confron t and clash, Okonkwo turns 

to the onl y means he knows to solve the problem, i.e ., vio lence: 

In a .llash Okonklvo drew his malchele. Okonk1l'0 's malchele 
descended ""ice and Ihe II/an 's head lay beside his uniformed 
body. The wailing back c/olh JUII/ped imo IlIlI/ullllOUs life and Ihe 
II/eeling was SlOpped. Okonkwo slood looking 01 Ihe dead lIIan. He 
knewlhal Ulll llofla would nol go 10 war. He knew because Ihey had 
leI Ihe olher messengers escape. They had broken imo IlIlIIull 
ins lead 0/ aClion. !-Ie discerned Fighl in Ihal IUII/ull. He heard 
voices asking. "Why did he do il ?" !-Ie 'viped his fIIalchele an Ihe 
sand and wenl away (p.2 1 I). 

Whcn the soc iety docs not respond as he does, Okonkwo comes to a sudden 

reali zation that he is alone, set apart fro m his clan by the values he holds. This last 

act of violence finall y breaks the precarious link between Okonkwo and his 

people. It shows that the people of Umuofia have deserted Okonkwo and in th e 

process betr;lyed them selves. In thi s context , therefore, the wiping or the matchete 

acqllires a slHxial double signil" cance. Okonkwo is shown to rl' i1 ain true to the 

martial eth(h that his people h;J' abando ned, here rep resented by the wa rri or's 
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care or his weapon; at the sam time, he symbolically disso lvcs hi s .: onnect ion 

with hi s people, wiping away th e blood bond that has joined them. This gesturc is 

especially resonant because in killing the messenger he is shedding th e blood of a 

fell ow Ibo. And lastl y, in taking his life, Okonkwo has sim ply preceded hi s people 

in their communal destruction-once aga in he leads th e way. His sui cide becomes 

an abom ination, an offense against the ea rth as Ob ier ika remarks at Ihe end of the 

nove l. In dea th , as in li fe , Okonkwo's commitment to achievement through 

violence ostracizes him from the very soc iety he sought so desperately to 

champion and honor. 

T hrough multiple focaliza tion. Okonk'vvo' s act ions and va lu es arc markedl y 

contrasted wi lh those or Ndulue, Ezeudu, Uchendu, and Obierika. ·1 ugh Ihe 

narrative techn ique of j uxtapos ing Okonkwo's views and actions again :-. he other 

characters', thc narrati ve focuses on the contrastive dua li ty in Okonkwo ', eode of 

valucs, hi s vi olation or hi s tribc 's va lues which he reall y wan ts 10 honour and 

champioll. Resi de s, through juxtnposing hi s contradicting act ions, (IS during and 

alier thc killing or Ikcmefuna, the narrati ve focal izat ion revea ls two contradicti ng 

trait s of Okonkwo: hi s outwardl y violent action agai nst hi s in wa rdly locked 

tenderness and human it y. 

l3ut wc must also rccognize that Okonkwo 's errors are essential ly virtues carr ied 

to an ex treme. and that wh ile he is obviously not per fcct, he neverthe less 

rcpresents some of the besl qual ilies of hi s cultu re as Obierika rcmakrs: ''That man 

was one of' thc grcatest men of Umu ofia" (1'.242). furth er, Okonkwo 's ki lli ng of 

the mcssenger, hi s lililed allempt to rouse his people to acti on, and hi s subsequent 

suicide present the evcnts of the nove l large ly farm an African perspective, 

equat ing Okonk wo's dcath with th e co llapse of Ibo culture. The indige nous 

society 's cu ltural di slocation co rrcsponds to Okonkwo's sell ~ immo lati on, 

especially 8t the cllls ing irony on the District Commiss ioner's na'lve commcnt that 

Okonkwo 's sllicidc, Ihat it is worth of a reasonab lc paragraph (p.2IS). In other 

wo rds, the parallel between the story orOkon kwo and that of his soc iety is madc 

136 



cent ral to the n'"Tativc deve lopme11l . Thi s can be seen in the interrelations 

between, on the onc hand, the rise and fall o f Okonk wo, and on the other, the 

disloca ti on of thc culture and w,p ' of life or the Umuofia peop le. \3 oth Okonkwo's 

and hi s people's simultaneous fal l seem s to be the working of the forces o f hi story 

which were pro\ oked by the harsh circumstances of a trad itional society'S 

encounter with a more pwerful alien cul ture as it generall y happens. 

Okonkwo 's rcpresentative status or his soc iety and culture is also revca lcd when 

he is compared to Re v. Smith. Despite their diffe rcnces in cha racter, of the two 

miss ionaries ncither Brown nor Smith is reall y ab le or will ing to co pe with the 

natu re of African an imism. Their total lac k of interest in Umuofi a's language and 

culture may thus be regarded as a log ica l expression of the ethnocentric prej udices 

0 [' their Christianity. As becomes particularly visible in his aggressive se rm ons. 

Smith 's [u!'Occntric Christian out look on life deprives him or any II nderstanding 

fo r lorcign cult ures. Under these circum stances, th e novel shows tI ell Christi an it )' 

is perverted into an ideo logy tha t presents an irrati onal approach l0lVards reality. 

In th is respect, Smi th becomes Okonkwo's European counterpa rt. Thi s co ll ective 

human trauma wi ll more clear ly be explored be low, Section 5. 2.5, unde r the 

ideo log ical dimension of the foca liza tion in th e nove l. 

4.3.3. Mac ro-window Over lap and the Ima ge of Umllofia 

The narrative \\ lI ,dow loca li zing 'on the picture of Umuofia is at the same time 

sympathetic and criti cal .One cannot fail to di sce rn an ambivalent undercurrent of 

po int of view that produces a disjunction in the nove l bctween its ow rt ideo log ical 

point of view, it s co ntestation of the co lonial enterpr ise wh ich is for ' lilated in the 

clos ing chapters and highlighted by it s ironi c ending, and its di sp .. ,s ionate and 

even uncomproJl lising foctl s on all African community in its lllOl11l III of' crisis. 

Th is cri sis is espec ially revealed through th e moral ambiguity of the principal 

characte r, Okonk wo,and by the di ssonances that this sets up in the na rr:t tive 
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devel opment. Thi s subject malle I' finds its cxpression in the novcl's forma l des ign, 

namely. the stru ct ural dcvicc ofcontrastivc arrangements of aet ions and episodes. 

The relationship bctween Okonkwo and hi s son, Nwoye , is de lineated in such 

way to transfe r the bo rde r of cu ltural conn ict to the persona l le ve l . We hard ly 

need to po nder over the cleavage between father and son to rea lize that it provides 

th e most potent sign of the disintegration of Umuofia soc iety, provoked by the 

introduction of Chri stianity. Th rough Nwoye's conversion, or di sarfecti on, the 

narrativc focuses on the widcr soc ial con fli ct between two differen t ways of life at 

th e pcrsonal leve l. It is thus significant to note that the earliest converts include 

the outcasts and particularly the mothers of unfortunate twins. Consequently, 

Nwoye is to be seen as a typical representative of th ose A frican s who made 

poss ible the effeetivc establi shment of Chri stianity with the joining of the 

margina l peoplc or opp ressed and ex pelled members of the clan. For such people, 

the new rcligion's provisions of basic human eq ual ity, the uni ve rsal fathe rhood of 

God and the uni vcrsa l brotherhood of man , lead to an awake ning of submerged 

hopes, the resurrecti on of a sense of human wo rth long buried under th e grave 

mound of custom. This im plies that although co lonial ism cha llenged and ruined 

the indigenous way of life, it could only overthrow the old order because of that 

ord er's in heren t defi ciencies. These deficiencies make Nwoye to read il y accept 

the Church's philosophy because th is ncw re ligious institution answers the 

cmptiness within caused by actions such as the abandonment of the tw ins. The 

fat c of' Ikcmefuna, its stark revelation of th e grim unders ide of the tribal eth os , 

endangers the cmptiness in the hea rt that pred isposes Nwoye to Christian 

conversion. The tcrms in which hi s conversion is desc ribed mark c learly the 

conjunction between soc ial and moral issues as th e determining ractor in th e 

conve rsion. Th is is presented as an inner drama of sensibili ty, in whi ch a new 

poetry takes the place o f the ancient, filling a spiritual and affective void and thus 

coming to sati sfy a need to which the traditional order is no lo nger capable of 

re spondi ng: 

II 11' 0.1 nOI Ihe I"od logic o/Ihe '/'I'inily Ihal caplivaled I,illl. !-Ie ,lid 
nol IIndersland il. If lIIas {he poeflJ; a/ the new religion, some thing 
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.felt in the marro w The hymn about brat hers Ivho sat in darkness 
and in fear seelJlc'd to answer CI vague persis/en! ques,;on fha! 
haunted his young I"O II I-the question of the twins crying in the bllsh 
and the question of Ikemefuna who was killed. !-Ie .felt a relief 
within as the hyml/ poured into his parched soul. The words of the 
hyl1ln Ivere like the drops of Fozen rain melting on the eli), plate of 
the panting earth (1 '1'.15 1- 152). 

Nwoye ' s story closes a fa mil y hi story that revo lves around the troubled 

relationsh ip bctween fathers and sons. Centered as it is on the personality and 

trag ic fate of Okonkwo, th is fami ly hi story constit utes th e novel's thematic 

framework and functi ons as an allegory of the very destiny of the SI cicty th ey 

in hab it. What thi s all ego ry sig ni fie s, in the particul ar hi storical al,. cultural 

contex t of the novel , is th e s t ,lI~ of internal cri sis into whi ch thi s soc iety is 

plunged, a crisis that we havc come to apprec iate as in trin sic to its presid ing ethos. 

Th is cri sis is onl y rende rcd especia lly ac ute by th e arri val of the white man, so 

that th e major irony of the novc l is that it is th is hi stori c eve nt that prov ides a 

reso lu tion . Thi s becomcs an outcome that we sense as highly ambiguous, insofar 

as it mark s th c harsh in trusion 0: thc outer wor ld into the tribal universe, leading 

to the loss or its aut onomy as a sphere of cx istcncc and express ion. 

Therefore, it is not enough to sec the nove l as simply a statement of cul tural and 

racial ret rieval , as a nove l that embodies a discourse o f nationali sm. Rather than a 

unilateral reval uation of th e past. the central preoccupation of th e nove l revo lves 

aro und the dce ply problematic , .,ture of the relationship of the past to the present 

in !\ fri ca. What is £II iss Lle here. ill lhe 111 0st fundam ental wa y. is the bea ring of th e 

past upon the present. fra ugh t as thi s is with impl ica tions for the futu re 

presentation of' the eonti ncnt. rhis underl ying technique of j uxtaposit io n of 

contrasts wo rk s we ll in articulat ing the complexities and contra ,';eti ons of 

Umuofia , of' OkonklVo, and of the dilemma which arises when the LJmuofian s 

confront Chri stianity. 
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4.3.4. Macro-window Overlap and Teleological Focalization 

8eyond its moral r~,eel. the novel recovers and aniculates the point or view which 

had been buried or rejected by the colonial narratives of Africa. Many European 

writers, such as Cary and Conrad, have presented the continent as a dark place 

inhabited by people with impenetrab le minds. Ache be terms this reductionist 

portrayal of Africa racist, espec ially in his essay "Racism in Heart of Darkness" 

pointing out that Conrad, who wrote against imperialism , reduced Afri cans to 

mysterious, animistic, exotic 'others' in his book Hea rt of Darkness. Thill gs Fa ll 

Apart challenges western notions of histOl'ieal truth , and urges readers into 

questioning our perception or pre-colonial and co lonial Ali·ica. Unless Africans 

can teli their side of their hist" ry, Achebe believcd that the Afri can e~pe rienec 

would rore ve r be mistold. even by such well meaning authors as Joyce Cary in 

Mister John , which portrays a comic Ali'ican who slavishly adores his wh ite 

colonial ist boss. to the point of glad ly be ing shot to death by him. Achebc says : 

"One 01' the tools of colonization is storytel ling: make a more palatable story, 

justily their actions" (Achebe, 2000:607). In a 1962 radio interview, Achebe said 

that it IVas hi s indignation at Cary's Mister John that inspired the writ ing of 

Things Fall Apart : "It was clear to me that this was a superfi cial pictllre or not 

on ly or the country, but even orthe Nigerian charac ter and so 1 thought irthis was 

famous, then perhaps someone might try and look at this from the inside" 

(Duerden and Piete rse, 1972:4). 

On the other hand. IVe observe Achebe delending colonialism in some respects 

which reveals that his colo ni a l experi ence seems to create in him ambiguities: "1 

am not one or those who would say that Africa has gained nothing at all during thc 

colon ial period, I mean this is ridiculous. We have ga ined a lot" (D ucrd en and 

Pi ete rse, 1972: 13). Achebe's preoccupat ion with Ibo princ iples of duality, 

therefore, arc also evidcnt in the ideologica l framework wi thin which he expressed 
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his opposition to co lonial represe ntat ions. This amb iva lent view of the author 

against colonialism linds expression rhetori cally. The desc riptions in the novel arc 

used sim ultancously fo r both func tional and aesthe tic pu rposes. The narrat ive 

style moves rrom a myth ic orality at the beginning to a wr itten sty le and hi story at 

the end. 

The novel sets itse lf aga inst the construction of the African image as attempted 

within Wcstern fi ctio n. In the cont ex t of Afr ican literature, the myths and legends 

in the novel are important sourccs for the constructi on of an A fr ican world view. 

T hings Fa ll Apa rt tells a story that begi ns in the reg ister of myth and ends on a 

note of chron icle, a transformation that is renected in its narrative style. 

Thc author opens the novel \V ith factua l and mythic deta ils abo ut LJ muofi a and 

Okonkwo's place in the clan. It seems hel pful , thus, to remark upun the narrow 

ran ge or the phys ical setti ng reduced at the beginning sen tence of' the nove l: 

"Okonkwo was wcll known throughout the nine vi ll ages, an d even beyond:' The 

vagueness wi th which the reader is indica ted to the outer lim its of Okonkwo's 

1 ~lInc reneets thc tribe 's li mited awareness of its location in space, of its spec ifi c 

place in the wor ld. This accords with the indefiniteness of its name, Umuofia, 

whi ch means 'people of the forest,' a name that also doub les as that of the nove l's 

locale, designating a comillunity firmly situated with in the natural world, The 

contraction of the tribe 's understanding of space is further close ly assoc iated wi th 

it s bounded exper ience o f time, The same opening paragraph of the nove l in 

which we are introduced to Okonkwo provides us with a pass ing view of the 

tribe's myth of ori gin , a wres tling contest between the fo unde r of the town and "a 

spir it of the wild": 

AlJlo{;nze Illas the greal wrestler who j(H seven years wc/s IInbeaten, 
ji-Olll Urn l/ojio 10 lvlbaino. He ",as called Ihe cal because his back 

, . 

I"ollld never /()/feh the earlh. il was this man fhal Okonkwo threw 
in a Jighl ",hich Ihe old lIIen agreed "'as one oj Ihe fierce.,·1 since 
Ihe fOl/nder oj Iheir lo"'n engaged a spiril oj Ihe "'ildjor seven 
days and seven 11I"hIS(p,3), 
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The tribe 's myth of origin sets the keynote of the entire mode of se lf­

apprehension and structu re 0 1' knowledge of the Ibo cosmology. III thi s very 

passage. histo ry recedes into 'nyth, as the narrati ve presents the seven-year reign 

of Amalinzc and the seven-day st ruggle of the founder of the vi llage in epic term s, 

here seven obv iously functioning as a cOll venti on rather than a naturali stic 

number. In cffeet. the idea Ihat Okonkwo was a grea t man whose destiny was 

linked wi th thai of his people IS immediately established in thi s ce lebrated opening 

of the nove l and se rves both 0 connect Okonkwo with the beginning or Um llofia 

(th rough hi s wrestl ing exploits, he is compared to the village's symbolic 

progenitor) and to look forward to his own and hi s people's cnd( the 'spirit of th e 

wild ,' representing that nature will be replaced by the more powerful !l ien la rce 

or co lon ia lism in the closi ng paragraph). The larger effect of Aehebe' s 'pening is 

to establish Okonkwo as particu lar kind of tragic protagon ist: the gn at warr ior 

who carries wi th him the fate of hi s people. This is not to say, ho\' eve r, that 

Okonkwo epitomizes all the values of Ibo culture, or that he himself s without 

fault. Indeed, Okonkwo is a tragic hero with a tragic flaw . 

The novel prov ides an image ur an A friean society, reconstituted as a ing entity 

and its historic circumstance s: an image ora coherent soc ial structu re .drming the 

institutional 1';lbrie of a uni ve rse of meanings and va lues. Th is ima ge of Africa 

carried a conside rable ideologica l weight in the spec ific context or the nove l's 

wr iting and reception . Thc novc l, witho ut idea liz ing the past , attacks the 

co lonia li st view that th e Whitcman woke up the Blackman into history. 

The compress ive scope of Aehebe's depiction of a particulari zed African 

cO lllllluni ty engaged in its own socia l processes, carri ed Ollt entirely 011 its O\>V I1 

te rms, with all the internal tention thi s entai ls, chall enged the simplified 

representati on thai th e West offe red itse lf of Afr ica as an area of darkness devoid 

or hUlllan s ignifi cance. Thus th e novel, beyond its ethnographic interest, 

articulated a new vision of th e A friean world, a view from the inside, and gave 

express ion to a new sense or African experience that was more penetrating than 

what had been provided by the West. 
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The very warmth or the narrati ve rocalization on the traditional world . especia ll y 

in the first thineen chapters, with their e laborate representati on or selling. 

positively upholds the cultura l context withi n which the fic ti onal charactcr,; have 

their existence. The Ibo tribal world emerges here in all its specific ity. its daily 

routines and seasonal ritual s attuned to the natural rhythm or its living 

env ironment. Especially , in th e first part or the nove l, the author weaves a rich 

rabric or tradition, culture, reli gion, history and comm unal lirc . Thi s makes the 

people or LJm uoria pan or an old civil iza ti on or mankind. We understand that the 

civil iza tion has existed for so long th at its surv ival is already a malleI' orrou tine. It 

is obvious that there has been the rime to examine the nature or th e world; there 

has been the time to discuss observat ions and to come to conc lusions. and to 

produce stories and say in gs, which are already considered old. These stor ies and 

sayi ngs const itute the cultural wisdom and have been passed down. In a cult ure 

without a written script, the arts of conversation and orati on arc prized. and 

wisdom is transmitted through proverbs, stories and myths . The agra rian cycle or 
seasons, wi th th eir manual work. cul ture and restivals, the pa lm win e. the 

importance or music and dance, all could be noted and compared to similar 

Westel'l1 mores . At the same time, the dialogue that elders such as [zeudu and 

Obier ika engage in with their own cultu re throughout the nove l points to the 

process by whi ch the principles govel'l1 in g the wo rld concept and value orthe tribe 

arc constant ly debated, reexam ined, and in this way, retrospective ly rat ionalized . 

Th us, by representation, contrary to th e discourse or the colon ial anthropology, 

Umuo fia , the primordial village, emerges as a 10c Lis of rell ecti ve civilization. 

The ideological project involved in the nove l's writ in g, however, comes rull y to 

the fo re in the ironic ending. We see the colonial office r in the final scene 

contemp lating to decide on the structure and nature of native lire in LJmuolia: 

l Is he walked back to the court he thought about that book. EvelY 
day brought him some new material. The .\'IOIY of this man \1'170 had 
killed a messenger and hanged himself would make interesting 
reading One could olmos/ write CI whole chapter on him. Perhaps 
no! {/ whole cho/J/er hut {/ rC'(Isot/ahle porogrojJh af {lny rare . 
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There \\las so much else 10 include, and one lIIusl be firlll in cUlling 
0 111 de lails, he had already chosen Ihe lille oj Ihe book, crfter lIIuch 
Iho llghl: The Pacificolion of Ihe Prilililive 'Ii i"e.\· o{ lhe 1,()I !'er 
Niger (p. 2 15). 

It is th e dec ision taken by a hi storian to recount the process whereby a whole 

wo rl d was overturned. Okonkwo, we arc told , will get the briefest of mention in 

the monograph on the ' pac ification' of the Lower Niger. But we know, as readers, 

that the nove l which this ep isode se rvcs as conducti on ce ntered all around upon 

thi s character who, as the li gure of the hi storical Afri can , the wo rk cndeavo rs to 

re-endol\' with a voice and visage. He is allowed to emerge in his (.'ull hi sto ricity, 

trag ic th ough thi s turns out to be in circumstances. Mo re than two-thirds of the 

nove l is devoted to a careful and detail ed representati on of th e cultu re that 

produced him, The tota l lack of sensiti vity of the Commiss ioner destroys and 

ensures the last chance ('or the necessary comm un icat ion between the two cultures . 

The irony is cven further emphasized in the last two li nes of the nove l, where the 

Commiss ioner mentions the ca re l'ull y chosen titl e of hi s intended study: 'The 

Pacifi ca tion of the Prim it ive Tribes of th e Lower Nige r.' Through thi s irony, the 

narrative foca li zat ion demonstrates how the cultural prejudices of the Eu ropean 

towards the Afri cans have actuall y resulted in a reve lati on of the true character of 

co loni al ism. 

By ironically undermi ning the perspective of the Commiss ioner, by expos ing his 

pc rsonal ig nora nce (not a 'whole chapter') and politi ca l interest (the ' paci fi cation' 

of Lower Niger), the author seeks to confront and fin all y to di scred it the emire 

di scourse of coloniali sm, i.e ., those quasi -h istorica l, quasi-an thropolog ica l 

wri ti ngs by th e West th at have treated Afri ca as a place de vo id of hu man in terest. 

Furt hermorc, one can see that thi s endi ng ironically views events from the heavily 

prej udiccd perspective of the Commiss ioner. Ibo culture is now presented not 

from th c inside as vi tal and autonomous, but from th e outside as an object of 

anth ropological curi os ity, and its collapse is not unde rstood as an African tragcdy 
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but as a [umpean triumph. Thi s is ca re full y m: de to con trast with what the major 

portion or the novel is de voted to. The major porti on of the nove l, indeed , deals 

with th e practices and teac hings and the culture of a pre- co lon ial society. The 

concentrat ion of th e story on th e pre-colonial soc iety serves to ce lebrate it and to 

fulfill th e need to remember it well and also be mindful of its importance as a part 

of histol'). wh ich has been too long sil enced and forgotten. The detailed accoun t 

of thi s soc iety heightens the enormity of the atroc ity com mitted by one grou p (i. e., 

the white in vaders) aga inst another group (i.e., the lbo, and by extension, all 

Afri cans) . Achebe, by foregrounding the ancient civi lization and va lues of the 

Ibo(Afr icans), wipes away the ideology of th e West that the vict im s (Afri cans) 

needcd help of the aggresso r (the co loni ze r)to wake them up to hi story and 

c i v ili z at i on~ 

4.4. Instances of Micro-window Overlaps 

Thc juxtaposit ion of contrasting views is not only manifested on a wider plane as 

in the ge nder themc and characterization 0[' the protagonist, etc., as discussed 

above, but also on single scenes. A cont rast ing concomitant rigidity and 

flcxibilit y of the Ibo people is revea led in many scenes 0 [' the narrat ive; such 

scenes that demonstrate the do mest ic confli ct between Uzowulu and hi s wife 

lVIgbafo (pp.91-98) , the decree of the gods to ki ll the hostage boy, Ikemefuna 

(p.59), and Okonkwo 's acc iden tal kil ling ,f a clansman, are among th e most 

.Iarkcd contrasting juxtapos it ions .Fo ll owing are the contrasting instances. 

The episode that de monstrates the domesti c conflict between Uzow ulu and his 

wife lVIgbafo revea ls at the same time the ri gidity and flexib ility of th e Ibo code of 

va lues. lVIgbafo nees to her parental fam il y to save her life from her bullying 

husba nd . Uzowulu. who repeatedly and seve rel y beats her. While such connicts 

arc usually seltled on a personal leve l, Uzo\V ulu is the kind o r man \Vho will not 

liste n 10 anybody exccpllo the dec isions ofthc great egIV lIgIVII. This ceremony is 

conducled with marked ritualistic procedures. Almost th e whole of chapter ten, 

devoted 10 thi s domest ic proble m, the prominent focalized object is Ihe riluali stic 
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procedure of the ceremony: th e stereotyped exchange of greetings, the way the 

leading eglVuglVu appear (pp.92-93), the ritual greet in gs between the egwugwu, 

and the plaintilT and defendant in the case, " Uzow ulu 's body, I salute yo u" and 

Uzo wulu ' s response, "Our father, my hand has touched the ground" (p .94), and 

even the gestures of these masked spirits. 

Thi s formali ty of thc ce remony defines the se riousness with which the community 

deals with internal problems, even trivial ones that undermine or threaten the 

peaceful coexistence of the d in. Hence, the focalization dramatizes the fac t that 

the peace of the tribe as a whole takes procedures as a co llective prerogat ive over 

pcrsonal considerations. Among the objects of focalization in this scene are also 

people, espec ially the two parties in vo lved in the con nicl. They are viewed from 

wit hout, thei r stand ing position in the crowd, the way they complain and debate, 

and the other ritual istic steps of the ceremony they follow. We are nol allowed to 

view thcse people from within- from what they feel and think . This once more 

seems to confirm that the focal point in the scene is the procedu rc, leading the 

readcr to the process of assim ilating the Ibo cultu re. This rigid formality, however, 

docs not e,c ludc dialogue, probing, and debate. Hence th e parties in vo lved in the 

case arc allowed to present their opposing, even hostile views. The way this 

do mestic issue is resolved reveals the emphasis the Ibo people and cu lture place 

on peaceful coexistence. 

The firmness with which the soc iety controls excess is also manifested at the 

spontaneous communa l feasting and the coming or the locusts (Pl'. 57-59) . The 

decrees of the gods arc always carri ed ou t no matter how much inhul1l811 , as in the 

case 01' Ikemefuna, th e sacrifi cia l boy and the throwing away of twins. 

Immed iately preceding the coming of the locusts, the narrative focuses on the 

sleepy atm osphere of a noon - day in Umuofia 111 a sha rp contrast to the 

uncxpected turn of th e village to life and joy, as it is told: " But almost 

immediately a show 01' joy broke out in all direct ions, and Umuofia, wh ich had 

dozed in the noon-day haze, broke into life and acti vity"(p .58). This sudden 

occurrence demonstrates the joy of the clan as a whole when not troubled by 
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intcrnal con fli cts. Thc abundance of locust s creates uncontrolled happiness and no 

one spares ci th er time or effort in responding to th is unexpected communal feas t. 

For the moment, Umuofia is at peace and happiness; Okonkwo and his sons are 

together sharing the joy of the commun ity. Achebe has hardl y created a 

harmonious and happy atmosphere, when he is already concerned about its 

destruction: 

Okonk,,,o sol in his obi crunching happily ,,,ilh IkemejiulO and Nwoye. and 
drinking poilu-wine copiously, when Ogbuefi Ezeudu came in .... he said /() 
Okink",o: "7/101 boy calls you jalher. Do 1'101 bear a hand in his dealh. .. 
()kol7kwo lVas surprised, and Ivas about 10 say something when the old 
ilion conlinued: "Yes, UIIIlIofla has decided 10 kill him" (p.59). 

[3y juxtaposing these contrasting events, the focalization or ients thc readcr to the 

alternating patterns of spontaneous joy and disturbing j ustice, against the joyful 

harmonious rh ythm of this event, the con trolled formalism ol' the judgment of the 

eglVug\lllf stands in sharp contrast. 

Similarly, in orde r to call attent ion to the rigid ity of the Ibo code of values in 

requiring the cxilc ofOkonkwo for the accidental killing of Eze ud u's son, Ac hebe 

ski llfully orchcstratcs the ci rcumstances of the boy 's dea th by marked 

focali zation of the acti on and th e atmosphc re of the situation witho ut 

individualizing Okonkwo's role : 

7he drums and Ihe dancing began again and reached jever-heal. 
Darkness was around Ihe corner, and Ihe burial lVas near. Guns 

.fired Ihe lasl salllle and Ihe cannon rent Ihe sky. And Ihenfi'olll Ihe 
cenler o/Ihe delirious jillY COlne a CI)I 0/ agony and shouls 0/ 

horror. II was as if a .Ipell had been casl. All was silel1f. In Ihe 
center o/Ihe crowd a boy lay in a pool o/blood (p.128). 

Th is careful focus on the circumstance and its atmosphere markedly intens ifies the 

sensc of accidenta l occurrence of the ki lling. The death of the boy is vie wed to be 

as a rcsult of the situation, not as any del iberate act on Okonkwo's part. With thi s 
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sense of accident highlighted and established, the scene intensifies the ri gidi ty or 

the tribal law in dealing with th is accidenta l event : "The onl y cou rsc open to 

Okonkwo was to nee from the clan" (p. 128). Th is del iberate ly enables the reade r 

to understand the cultu ral implicat ions of the episode. Further alon .. descr ibing 

the organized destruction of Okonkwo's compound by th e vill agcrs arte r hi s 

departu re, thc focali zat ion prov ides us with th is insight into the mores o f the land: 

"They had no hatred in their hearts aga inst Okonkwo. His grea test fr iend , 

Obierika, was amo ng them. They were merely cleans ing the land wh ich Okonkwo 

has polluted with the blood o f a clansman" (p. 129). This illust rates the funct ion of 

the focalization in a comprehensive readjustment orpe rspectivc on th e Ibo cu lture . 

In these subt le ways. the focaliza ti on reveals the inflexibility orthe code of val ues 

of the Ibo people co llecti ve ly wh il e re spond ing to any threat to the overall 

stability of the clan, no matter how small , as in the scene or the domesti c conniet, 

no matter what an accide ntal mi stake, as in the case of Okonkwo's killing of a 

clansman, and no matter how in human as in the fate of Ikemefuna. To ins ist, 

however, that the Ibo code of va lues is en tirely infl exib le is viewi ng on ly onc half 

of the picture. The Ibo people can adapt their code to less successful men, like 

Unoka, though so lid personal achievement and manl y stature are given 

unqualified emphasis according to their standa rd s 01' exce llence. Th is adaptability 

to changing or different situat ions is more clear ly demonstrated in Ogbeufi 

Ezeudu's comment on the punishment meted out to Okonk wo fo r hi s violation of 

the sacred Week of Peace: 

Ogblleji Ezelldll. who lI'as Ihe oldesl lI1an in Ihe village, wa,lelling 
11V() other men I1Iho callie 10 visit him fhal the pllnishll1enl for 
breaking Ihe peace of Ani had become vel)' I'lliid in Iheil' clan. "II 
hos nol ah"ay.\· been so, .. he said "iv!y./i:lfher laid /'lie Ihal he had 
been lold Ihal in Ihe pml a /'IIan who broke Ihe peace was dragged 
on Ihe grollnd Ihrough Ihe village /lnlil he din!. Bur after a while 
Ihis custom 11'0.1' Slopped becallse il spoiled Ihe peace which il was 
meal'll to preserve" (p.33). 

148 



This enables the reader to view and sense tha t in some \vays the Ibo social code is 

responsive to change. We can see here that the Ibo people modify ce rtain 

contrad ictory elements of the code provided that their amendment does not 

conn iet with the wil l of the gods . This receptibility to change is coupled with a 

willingness to accept and accommodate even those who do not perfect ly conform 

to their ways, in accordance with the provcrbial wisdom, "Let the kite perch and 

let the egrct perch too. II ' one says no to the other, let hi s wings break" 

(p.20),'rhough Unoka was a failure, he was not cast out , and even the albinos, 

whom th e Ibos cons ider aliens, we re accepted members of the cla n, fo r as 

Uchcndu indicates to Obierika: 

"There is no .1' 1(1), Ihell is nol Ime, .. said Uchendll. "The world has 
no end. (lnd who! is good (lmong one people is an abo/llinalion with 
others. We have albinos among liS. Do you not Ihink thollhey CU/ I/C' 

{() 0111' c/on by IIlislake, Ihal Ihey have slrayedfrolll Iheir Ivay (() 0 

land where evelybody is like Ihem' .. (1'.145). 

Through juxtaposing con trasts, the narrative provides thi s complex, dua li stic 

nature of the customs and traditions of the Ibo people of Ul11uofia in the nove l. 

These cu ltural elements are set in an apparent oppos ition to one another to give a 

complete vicw 01' the society. To accept and emphas ize on ly one aspect is to ha ve 

a limi ted perspective, as does Okonkwo in the story. It is against thi s balanced 

view of th e se lf - contained traditional Ibo soc iety that the narrati ve directs th e 

reader to view and eva luate the actions and tragic life of Okon kwo, the 

protagonist. Such an examination enables the reader to identify the prob lems of 

Okonkwo's rcla tionsh ip with the cu lture of hi s peoplc and his hamart ia or ' tragic 

!law' . The organ icism that privileges the interests of' the group has been obse rved 

above as a fundamental feature of the tribal community, essential wit hin the rea lm 

0(' necessity. Now we turn to the truth of indi vidual human yearn in gs and drives 

th ro ugh the the me ofOkon kwo 's stru ggle for recogni tion and the larger existent ial 

impl ic;lt ions of this theme in its evocation of th e universal human predicament. 
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This theme is framed by the trag ic structure of the nove l in vo lving Okonkwo 's 

ri se to prominence at Umuofia. interrupted by his ban ishmelll and lile in exile at 

his mate rnal vil lage, and his disastrous retu rn to the place of his early triu mphs. 

11 shou ld be noted that thi s part (Section 5.3 .) is just devoted as an elaborating 

sec tion of instances of micro-window overl aps. Such insta nces can also be 

analyzed in each of the previous mac ro-window overl aps. To thi s end. the micro­

window overlaps in this sect ion, too, can be gathered togeth er to form a 

meaningful un ifying palle rn as a macro-window ovcrl ap revealing the 

concomitalll ' rigid ity and nexibi lity' of the Ibo people and their tradi tions as 

reco nstructed throughout the nove l. 

In summary, Achcbe, generall y speaking, uses wi ndow shi ft anci wi ndow ove rl ap 

as an unde rl ying tcc hnique of foca lization in th e nove l. 

4.6 . C haracte r as Foca lized From W ithin 

ri kirc markos like Ac hebe utili zes an extern al focali zati on tota lly in his nove l 

La lld of the Yell ow 131111 . The narrator-foca li zcr orielllS most of the presentation 

of the eve nts in th e story wh ich resu lts in an active in te rferences between 

narrato ria l and tenectoria l conceptualizat ions, that is, the juxtap, , it ions of two 

wi ndows. While the renector lends hi s or her sight the narrator substitu tes his or 

her words. 

The lo ll owing textua l styli stic markers can help categor ize the type of the 

localize r as used in thc evcnts of the novcl: "Just beforc she le ft I-lamar, CharlollC 

fought against timc to eomplctc gathering hcr resea rch" (p.1 0);* "Hamars are also 

caugh t be twee n conn icts with th eir cthnic neighbors" (p. 13). From the pe rsona l 

pronouns ·hcr'. anci ' their' in the above two statements, the reade r identifies a 

di stinctive loca lizer position ing himse lf or he rse lf as an outs ider obse rve r of th e 

events in th e story. Furtherm ore, from its psycholog ical fac t of focal izati on, th e 

localizer passcs a total know ledge to the reader since he or she has unrestricted 

... The Pi\g~ IIUlllhcL~ WllllOUl ()lh~r tlcwlls inltu, chap lei' (SC;(C IIOIi S -1.5 IUtI 'J) Icf~r to I'"gc ~ III FikaclllarklJ> Dcsla 's I. ;, d O)(IIi,' Vcllnw 

11 11 11 , (2U{).l) 
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knowledge: "Her emoti ons we re surging when she contemplatively gazed at her 

own brcasts .. ." (p.22). This type of perception of the foca lized fro m within 

(om ni sc iencc) all ows the reader to share the inner life of thc foca li zcd character 

(Cha rlotte in the above instance) . The spatio-temporal pos iti on of the local ize r is 

pano ramic and panchroni c, respecti ve ly. All th cse filcts show th e extern ality o['the 

focali ze r in rc lation to the events in the story. 

This, howeve r, does not mean to deny the ex istence of instances of internal 

foca lization in the even ts oftlt e novel: 

" Collie " ,ha/IIIIIY. , 'I'WI/IIIY child 's/illhe r /0 h" a 1I /1l1t/ili' ulllill/lm' 

C!lIIoliol'/.\ (Inri (' {)Urtl}!,(' . / don ', IV(ln! II(' O/Jil' i ll fllg/{ /llt / 10 .\'((JJ. ( )it, 

~ /'U/ U/I'j/I/ /liI' lillI!' oj ;'III! ~ 111'1 I' ', /t,' 11111111ft/"11 //1 'II I 

By the technique of interi or monologue, the one who orients the presentati on of 

the eve nt s of the story and the one who is an object o f thi s focali zat ion is [he same 

person _. th e charac ter who mumbles the above utterances. Such stream of 

conse ,ousness 0[' th e internal foc al izer IS aga in used on page 27: 

·' Hal11ar ... rescarch ... A beautiful British ... " In the absence ofilliernal focali zati on 

as a pervading techn ique, the significant cr iti ca l aspect which needs anenti ve 

assessment is how th e focalized object is introduced and handled. Hence, in the 

course of' the event s in the nove l, we come ac ross such objects of focal izatio n as 

characters, acti ons, traditions, etc. indicated by window shin ['1'0 111 one object to 

the other. Besidcs, there are spat io-temporal shifts, too. 

The beginning pages o l- th e novel start with the temporal typica l of the narrati ve: 

" It was spring carl y in October 1995" (p.9). With some block expos itions of the 

na lUral worl d o f an unspec ific place, the story goes on to te ll about three of th e 

most im po rtant four characters in th e story: Charlotte, Kell o, and Delti. 

Kc llo I lora. who is. It) r the firsttimc. mentio ned on page30, is foca lized in the 
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has no cluc to why he reacts the way he does: "Charlotte had sensed hi s 

impendi ng rcc lings be fore hc refused hi s co-operation" (1'.36); "Charl olle had , 

agai n, sensed o f his so rrowfu l it' pression caused by her requcst" (1'.41). I-Iencc, 

th e focalization directs the readcr II lto the mental workings of Kello from wit hin : 

The lIIenlally lIIalured K,lIo inlended 10 build a poychological 
"ridge Ihill recollciled Ihe I)re.l'enl self and Ihe obused child Ih'" 
.I'u//ered childhood in/u.l'lie< ' in Ihe PO.l'I (1'.40). 

Suspense, obviously, is the narrative technique in a story which makcs th e reader 

guess how the story will turn out , and impels him or her to read on to fi nd answers 

to such a guess. Kello 's disturba nce wh ile consider ing go ing back to I-lamar is 

somewhatc a suspense to th e reader. The autho r has used two dev ices of mystery, 

an unusual se t of ci rcumstances for vvhich the read er craves an explanation, and 

placi ng Kello in a dilemma, a position in which he has to choose between stay ing 

in Addis Aba ba, or to go to the Hamar village wi th Charlotte. 

Although suspense cannot be deva lued as a technique, the au th or has simply 

introduced suspensc in the novel art ificia ll y, by si mpl y withholding vi tal 

inlormation as to why Kello is hes itant to go to I-lamar, hi s birth place and th e 

village of hi s family and relatives. This usc of suspense in the story su rpri si ngly 

ends somewhere in the middle of the story. We see Kello sudden ly openi ng up to 

talk abo ut his past with no obviolls reason for such a rad ica l turn in his behavior. 

It is qu ite unl ike Kell o to tell about hi s background, his life, and hi s feel ings. 

[xami ning its leg itimacy, th e reader can doubt th e purpose of withholding that 

information. The suspense and the surpri se seem to exist simply fo r their own 

sake. There is no justificat ion of thci r introducti on, i.e., neither to open up or to 

reinlorce the mean ing o f the sto ry that f'u rni shes ill umination, nor a reve rsa l of 

ex pec tati on in the unra ve ling of th c slO ry. 
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4.7. Gender and Window Overlap: Girlhood Freedom vs 

Womanhood Servitude in the Hamar Culture 

Among the Hamars. the ecstasy of free love is exercised and cherished by yo ung 

unmarried girls and men of an y age and marital status. I-Ienee, sexual estasy is not 

the primary objective of getting married for a man, but to become a rich person in 

the village: "The I-lamar men marry women in order to become wealthy" (p.75) . 

By getting married and havi ng babies, espec ially baby gi rls, in a fam il y will 

determine the futurc wca lth of the family since a you ng man who wa nts to marry 

has to pay a huge dowry to the parents of th e gir l. The bride wealth includes live 

stock, goa ts and honey. 

The Hamars, being a polygamous society, a I-lamar man can get ma ried to as 

many women as he can afford to pay the bride wealth. consequently, marrying as 

many wives as one can, is a chance to more wealth: by the same token, a man 

with many wives has 1:1 better chance of becoming rich in a relative ly short period 

oftime·'(p.75). 

A I-lama r girl has freedom in her girlhood time. The transit ion from girl hood to 

womanhood is marked by her getting marri ed to her fiance after he finally pays 

bride wea lth to her famil y. Al though their married life puts a lot of remietion on 

much of their past freedom, they do not regret turning to woma nhood: "The time 

of girlhood would be over. Surp ri sing ly. she would be more ex hilarated than 

regretfu l" (P.74). As indicated above, a wife is a li mit less source of wealth to the 

family by giv ing birth to girls . She is compared to the ferti le land which gives 

good yield: " His wives are considered as his f'lrlll with seeds that br ing offsp rin g" 

(p.76). 

It should be noted , however. that although the birth of a baby gi rl is glorified, a 

baby boy is also happil y accepted for he will tend his parents ' livestock, defend 

his lilther 's honor and his clan, and hunt animals and bring wild hOlley to Iced the 
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li1l11ily: "Even if a baby girl is the principal source of getting his new wealth , a 

baby boy also has significant advantage" (p.76). 

Love, in the I-lamar culture, seems to reign supreme during the time 01' gir lhood. 

Both men and unmarried young girl s meet at a night dance cal led evangadi in 

moonlight. Girls have their limitless freedom to choose an evening lover and 

make love ; even a gi rl who has a fiance who has not yet paid off bride wealth can 

also freely indulge with any other man she chooses for sexua l intercourse: 

In !-loll/or girl"lIod is the .1'I1'eetest part oj'liJe. Girt." Feedol'll 0/ 
choice is res/)ee/ed VetJ' IlIlIch .. Hence .Ii)rlh. the dramatic turn in 
her lije will come when her fiance .finishes paying the bride wealth 
and she comes 10 his hOl/se (p.80). 

In the I-lamar culture, a girl won't be blamed for losing her virginity before 

marriage, and , she can make love with a man based on her own comple te 

willingness . Her future life is not endangered by her pre-marrital free sex ual act. If 

she acc identally becomes pregnant; she needs to terminate the pregnancy 

according to her cultu re : 

({she conceives in (he meantime, she would have an abor/ion and 
cunlinlle l(lilh her indlflgence.. To conlro/ slIch {/ c({{{/.\,/ro/Jhe Ih((/ 

cOlfld reslIll /i'om this, (here (Ire experienced abortionisfs, mostly 

old wOlI/en perjiJrlIJ and abortion (pp.80, 82). 

Once the girl is married , she wil l be transformed into a new way of lile. There is 

not any more dancing, singing, and free love wi th any man she chooses. She 

begins to live under the heavy hand and single mind of her husba nd: -'She 

becomes his property and starts li ving under hi s authority' (p.80). Now, she no 

more cares even about her beauty. Her sale responsibili ty after marriage is to 

serve her husband and to give him ch ildren: 

.. her .I'e.'y way 0/ wiggling goatskin braid will be changed; she does no/ 
have 10 IVOr!y abollf her ollrac!iveness. Her hair slar!.') 10 be smeared 

155 



1 

lI'ilh 'Asele '(a soji slicky sllbslC/nce made of Ihe lIIixl/we 01 soil, bllller 
and glllll) fiJI' Ihe resl of her life ... From Ihal lillie onwards, she Ivill only 
bear children Clnd do velJl hard work (pp,80-81), 

Unlike a l11arried WOl11an, a l11arried husband is allowed 10 live an unchanged li fe 

01' indul gence with other gi rl s to look for another girl who could loss ib ly be a 

future wife to give hil11 1110re chi ldren: 

Indeed, Ihe hllsband hClS Ihe righllo ,ake pari in Ihe evenin,! happy h01l1'S 
andjlirlll'ilh girls. I/he lIIeels a girl 11'170 1I'0uid bear ilion ,' chiidrenfiH 
hilll, he (.'{/I'I gu j()rlL'ord to make her his 1Vije by jloyin:<4 ,Iw necesswy 
bride 1I'('{/llh 10 her/llmily (p,S I) 

The 1-lal11ar WOl11an is neither jealous nor sad about her husband's iust, nor even 

his having another wife to share with he l On the contrary, she wO I,l d encourage 

her husband to marry Illorc so th a the ne w wife can he lp her with her household 

work: " ... even his fi rst wife wou lel encourage him 10 marry anot her wife because 

she would have sOl11eone to help with the household chores" (lp. 82). 

4.8. Sexual Ecstasies at Ivangadi and Window Overlap 

Charloll e is almost frustrated in pursuing he r research endeavo r, i.e .. he r so le 

objective 10 be al110ng the Hal11ar people. Her Western l11an ners and behavior are 

not cOl11patib le with the Hal11ar culture and their cu llllral rules on how girl s and 

WO l11an shou ld behave. She had already been driven away whene she tried to 

approach the l11en's gathering under the big tree. They ha ve been wonder ing and 

irritated why her fat her and her husband let Charlolle to be alone and wande rin g a 

long way orr her p!:oplc and h Oll .:. Hence all men and women alike could not be 

honest and gen uine in thei r cOIll I, luni eation with her "U nl ess she re-adjusted her 

reseaech approach, it was clear that her drealll wou ldn ' t be fi'u itfld" (p. IO S) , 

Charlolle fclt that under such conditions, her scho lastic commitmellls and the 

elfons she has exe rted so far. all seemed to be shallered. I-Ience, although it lOok 

156 



her some time to make her mind , she sought another way to try her chance to 

Iltllill hcr objectives. 

7() break Ihe cull ural barrier she Ihoughl of conduCiing an 
experilllenl .. If I wanl 10 becollle successful all I need 10 do is 
learn h011' 10 enler Ihe Hamar world, she Ihoughl and clalllped her 

j(1I1' and swallowed hard (pp. 1 06, 107) . 

From the abovc passage, onc can eas il y understand that she had to do it not 

bccau sc she waS in a crazy adve nture to com prehend the culture or the wo rl d, but 

because she necd to do it as a means to an end to carry out her researc h. That 

seems 'why she clamped her jaw and swallowed hard' when she decides to go 

through anything th at can brid ge her to th e 1·lamar world . She th en ann oun ced that 

she waS an unmarri ed woman. Her announ cement spread to every I-lamar vill age 

and reached the cars of the you ng men, WOmen and the hero of the I-lamar people, 

De lt i Ge ldi. Hcnce thc I-lamar began to acccpt her be in g alone amo ng thcm. r or 

her first act of' soc ialization comes to her rescue. i.e., she wenl to the ivangadi 

da ncc (t he night da nce) wi th Nei ma, Kello's sister. She joined the dance ce rclllony 

whic h is allowed onl y ror unmarri ed girl s, but all men: 

II IUOllle nl '.I' walk fro lll Iranqiul Shanko village, Ihey enlered Ihe 
exciling vibranl li!e of Ihe COll1l11ll17ilY. They enjoyed eXlravaganza 
under Ihe cover of darkness and Ihe crescenl 1II(){)nlig/li (p. 1 07) . 

Although Charlol1e had a prev ious dance training expe ri ence. it seems the 

ivongodi dance comes with its particul ariti es to learn yet. I-Ience, rllc narrato r 

cr iticizes her fi rst al1empt at dance: "She had an exce ll ent traini ng and cxpe ri ence 

in be ll y danci ng, however, she only proved to be a mere todd ler duri ng th e 

ivangadi da nce" (p .1 08). 

In the 1·lamar cosmology. the l: is a boundary o f time and people. Any in div id ual 

is ent itled to be a Ilamar prov ded th at he or she becomes a good 1-lal11 ar, i.e., one 

who obeys all the ways orthe , lamar culture. I-Ience there is no room ro r rac ism 
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and ethnicity among the I-lamar. Time is also simply felt as a continuous 

coex istence among the people: "The I-lamar have their own unusel. time in their 

time account" (p.III). 

Their time use rcveals their exoticness and se lf-containedness in the mode of their 

life. They do not count time by the clicking of the second nor do they bother about 

eou llling th e days by Monday, Tuesday, etc., and by months like January. 

february and so on. they si mpl y live time: 

They slill enjoyed a period o/peaceji,/ aeslhelic coexislence. They 
sleep, Ihen wake up and e(({ by sharing and )·vander around who I 
is usually lemll'd 'Iije '. Il'lIsling thaI lomorrow will bring 
enlighlenmenr (1' . 1 I I ) . 

The lo ll owing day, altcr her ivangadi ,lance, Chrlotte foud out that a girls 

romantic affair during the evening dance was an accepted act rather than being 

something embarra ss ing for a gi rl to borrow a married man for an erotic dance and 

to Illak love with: 

She did no! l1o( 'ce anYlhing special among the vi/ "/gers. if is no/ 
embarrassing jur a gir/lo be fired aj;er having 0/1 erotic dance 01 
ivang"di .. She had an affair with a married man (pp.lll. 112). 

Cha rl otte now comes to understand part of the Hamars' way of I ife that can help 

her carry out her research. Shc di scovers the unlimi ted sexua l frcedom of the 

unmarri ed Hamar girl. The I-lamar girl can freel y cou rt any man of her choice at 

the danee with no sexual harassment ora so-called bullying man : "She [Charlolte] 

voluntari ly submitted herse lf to him anel satisfied her sexual urge without any 

sexual harassment" (p.112). Hence, here we understand that when she acts like a 

I-lam ar girl, she makes a move to th e I-lamar ways. Her first i, 'perfect attempt 

re veal s the trial s and errors of an adult' s lea rning of a ne w cultlll and a new way 

01' life. It sll ows that her determ ined adventure is at its ve ry in f" , cy of coming to 

th e I-lama r uni verse . The inv" ' ',di dance has five different kinds ordance steps 
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and Charlotte is a filst learner to pick them up: "Charlotte real ized that each of 

the steps and movements werc coord inated in such a way as to sexually rouse the 

dancers" (1'.108). 

In the ivongodi da nce, girls and men gather toge ther and they begin to dance to the 

rhythms o f the music. First, ladies and men warm themselves up, relax their 

muscles. Then girls spin in circ les changing their tracks whi le the men follow 

them. After some momelllS a one-to- one union follows and men would pass the ir 

naked thighs under those of the girl s and would hug them ti gh tly so that they 

would feel erection pressing crutches (p.1 08). This takes thc danccrs to sublimity 

and they are transported to anothe r emot iona l world: 

This erotic conroct produced an electric current and the generator and 
the operator.l· pushed their ways out of the dance stage /() a /'lear byforest 
COI1SIIll1lJwle in their love dancing.. excilelllenf .. and 011 last snllggling 
down loge/her .. fhal was certainly {he besf oj the l1Iosl amusing evenls 

(I'. 1(8) 

[3 oth Delti Geldi and Charlotte did not use any common spoken language at the 

ivangadi dance. They ra ther got along through the uni versa l language of emotiona l 

union: "The language barrier did not buff th em at all ; and their natural feelings 

communicated through naturc' s code, without any over lap" (1'.112). 

Such roman ti c relationship with the oppm ite sex is not any new experience fo r 

both Delti and Cha rlotte. Cha rl otte had already been in the arms of many men and 

Delti too had put hi s powerful arms round the wa ists of so many girls (p. 1 12). 

Though her adventure to the ivangadi dance was to introd uce herself to the I-lamar 

cu lture, the dance itself' becomes a subject or interest to her. She feels an 

uncontrollable sexual urge during the dance: "S he loved it when the mcn squcezed 

her bottom at the dance" (1'1'. 112, I 13). Meeting by accident, Charlotte 

approached and invited Delti to dance according to their traditi onal style: 
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lie lovingly slroked her bOllo//J (lnd slipped il1lo her I 11Ig I. She jetl 
his ereclion pressing (lgainsl her. Suddenly she fell (IS ilull eleclric 
shock passed Ihrough her whole body. Perhaps he Iwd 10.1'1 his 
guts 100. !-lowe vel' Ihey submerged inlo an innocuous love aIJair 
innocenlly. Thus, wilhoul hesilalion, bOlh of Ihem Slarled up Iheir 
el1lolional engines andjled away IOgelher (p.113). 

In the middle of this emotiona l in volvement, her emotion betrays her and she 

surrenders to the I-lamar hero, Delt i. Hence, during the last dance, she finds Delti 

naturall y scxy in every thing (p.114). His thigh swung back and forth in hers and 

she switched on abruptly to the rhyt hms of the music. The civi lized Westcl'l1 girl 

was beaten by the natural but erotic dance of the primitive hero: "The whole 

action gave her the ultimate sexua l thril l. She tried to control herse lf but had no 

energy to do so" (p.114 ). She lost control over her emotion and she vas defeated, 

"A ne w resea rch confronted the researcher" (p .II S). 

Charlotte, a day after the dancc, begins to recollect things in her tranquil 

cillotional state and wonders at the art of dance among the Hama r to rouse the 

natural emotion buried in every humane being . The researcher, from practical 

{::\pcr iencc, comes to learn a new way of emotional union between man and 

woman, at the ivangadi dance. 

Char/aile had underslOod Ihol Ihe righl kind of dance had Ihe power 
10 //Joke people /IIerge logelher and swim up and down wilh 
IllOximlllll imeresl to allain greal pleasure. She was impressed by Ihe 
exciling no/ure qf the dance and ifS coordina/io/1 and moreover by 
Ihe obililY of Delli 10 lake care of her feelings (pi 15). 

Her additional lesson from her previous ecstasies with a married m" ,,,"s also to 

her understaning the absence oj' jealousy among the Hillnar women. Theirs is a 

polygamous society, and still, outs ide his wife or wives, a married man can freely 

have an affair with a girl at the ivangadi dance. Since she has come from a 

different culture. she wonders why wives are not jealous of what th~ir men cia at 

the ivanga cli dance: 
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She '1'00' also surprised IhOI 01/ Ihose II'ho hod seen her rush /() Ihe busl 
lI'ilh Delli 1051 evening never cared 01' dared 10 ask her aboUi Ihm 
incidenl. The absence of jea/ollsly in the cornmllnify was an added 
surprise 10 he, 'lI'hm a civilized 1II0nner ' she /11urlllured (p. //6) . 

I-Ience her first introd uction to the Hamar cuiture is an app reciation of the I-lamar 

way or life. not a cri ticism of any sort. This is evident that the perspective is 

African (Hamar) way and thc focalization shows that the primiti ve Hamar society 

has also some trul y valuable ind igenous things to teac h the 'c ivilized ' world. 

4.9 . The Ideological Focalization and Window Overlap 

As a general assumption, the "uthor is the reader's gil ide, not only to what the 

narrati ve con tai ns, but also to how it is to be interpreted. We as readers easily 

understand that the characters have limited view of some th ings, and of course, the 

reader has the mi nd style of characte r as a comparative ya rdstick. 

The way in whi ch Char lotte views th e wo rld in the nove l, Land of the Yellow 

Llull , is an obv ious case, where we are prompted to compare her view of the world 

with the account through the eyes of the Tesmay and Hamar people, two of the 

clans mentioned in the novel. 

During their journey to llamaI', Charlotte and Kcllo make a break to take some 

re st and stay the ni ght in the ' Wayto' desert , which is in hab ited by th e Tsemay 

people. Alier their da ily engagement, the Tsemay peop le arr ived at their vill age to 

hear some strange breaking news of the arrival of aliens to thei r vi ll age . 

. !lnd incidenlal/y, Ihey heard unllSual neil'S, A 'I'h ile v( hic/e ,a 
Hlhile )\loman, having long hair, a dark- skinned lIIan IIJearing 
c/olhes, had pilched Iheir len/s and sci up ca/llp near Iheir I'il/age 
(p.66) 

Among other things, Charlotte 's colour of her sk in is a wonder to the Tsemay 

people; and her long hair too. Their amusement comes the contrast of the colour 
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oCtheir skin to hcrs th ey were astonished at her unique co lour and style" (1'.67). 

Further, Kell o's, skin is common to th eir know ledge but hi s wea rin g clothes IS 

some how bizarre to th eir knowledge of the world . The Tsema\ people's world 

view dep icts the idea of thei r spat ial iso lati on form an y other " " rid, which in a 

way ind icates a people with a sel f-coma ined cul tu re and way ( I' life, and their 

spceilic way or looking at life. 

The Tsema y people, moreover, have no idea of th e ex istence " I' any language 

othcr than theirs: "It a miracle l Emml .. yo u see that .... There arc peoplc on earth 

who don' t speak Tsemany language .. . " (p. 68). 

On the part oCCharlolle. wc sec he r marveling at the id ea ofatlendi ng the ca ll of 

nalllre in the bush, likc the village people aro und : " But she cou ldn ' t accept the 

idea of go ing to the bush 10 re live he rse lf (p.69). To the inhabitants. the re is not 

any other alternat ive to thei r knowledge except go ing to the bush The narrati ve . 

hcncc , seems to show the reader the diffe rence of two wo rlds and the lVay in 

which tlVO different people view the world: "Creatures of two different wo rlds, 

speaki ng in their own way, tried to understand each other"( p.68). The author, 

whi le dep icting the difTerences of two wor ld s, and two different ways of viewing 

the wo rld , also desc ribcs th e poss ibility of coming to understanding of these two 

peoplc . Bcsides. whil c showi ng th e alic nati on and se lf-contained life of thc 

Tscmay people. thc au th or also revea ls some awareness of the Tsemay of pcople 

and things other than theirs. This secms to indica te that the Tsemay people are 

se lf-con tained , but not ignorant. 

Although the Tsemay peop le wond ereel at their encountcr wi th Charlone, at the 

samc timc the reader is informed that, they have heard of people called 'fe rengi' 

with some mcdica l items th ey used to trade wi th animal s and honey. So when 

they linally asked her identity, one among thc crowd sa id "She is fCl'cngi ;"(p: 67) 

.andthcy in repl y sa id , "Ohl- If shc is a fcregni she might have the bullet shaped 

medicinc which we cxchange for goats and honey from the merchams" (1'.67) . 
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Mind styles or th e two worlds, amol g other things, (See Section 2. 1.2 .2.2 .). is also 

revealed by extreme differenccs 01' cuitural beliefs. No I-lamS!' gi rl is all ,"ved to 

was h her body waist down t , her knees, because, if she does so, she will be 

steri Ie: 

The Hotl/or girls ne . er allowed 10 !vOIer IOllch Iheir body paris 
helow Iheir lvail f emu obove their knees. Any contact o/rheir sexual 
organ with Hilli er is Jc lieved 10 leod fo ir!/ertilily. !-Iowever, Delli 

hod seen Ihe ne ." 10(6' [C1wrollleJ \I'ushing herselfoll'!lY (p. 146) 

Charlotte's washing herself is an unusual , ; htto Delti , and the narrative ill a way, 

is didp laying th e mind style of the I-lamar, which of course is fa ulty as the reader 

is wel l aware that washing the body \·vil l not make a woman barren. Th l..' I-lamar 

people, eve ll , ca tegorize some animals illto holy (cows, oxen, and sheep) '\lld othe r 

as ev il (don keys, horses, hyenas). The na rrator shows thi s to di sp lay their 

primitive way and the ir primordial cu lture, not communicati ng with the other 

civ ili zed wo rld: 

In (h e /-/oll/or {roehlion cows, oxen ond sheep are cOJ7sic./e !'('c/ {() he 
holy creatures hecause (hey grow teeth on their /oll'er .lO ll'S Il'hl/e 
donkeys, horses 'll'enos ore said /0 be ev;! because (hey gU)\V (ee lh 
011 their l(ppcr j (ll)ls. Generall, human beings are cOl1shfe red holy. 
/n rare cases II,ere are exceplions (1' .84). 

i3 esides, norm and normal it )' is also a necessi ty for survival accordi ng to the 

Hama r culture. Un iqueness has no place in th eir culture and comillu nity: 

"Excepti on in 1·lamar is the sign or uniqueness" (p .84). When a ch il d nat urall y 

does not grow hi s first milk teeth on the lower jaw, it is cond idercd except io nal 

and " .. . such child ren are regarded as a nui sance of their community. riva ls or 

their fathers. !Jue to thi s raet, they are cons idered as 'ming;' (abnmma l and 

unlortunate) and rejected (p.85). Even if" child loses its lowcr teeth even by 

accident, it is sti ll considered to be a 'Illingi', and such chi ldren Illust be piereccd 
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to death and thrown into the fores!. Kello was rejected and piereced to death by 

th e custom of the community for los ing hi s lower teeth by accident: 

I too IVas a mingi, . One day in the absence of Illy father two 
elderly individuals, lFho abandoned the lIIingi children, came to 
our hUlllble hut .. .. They took lIIe to a sheer cliJjface .... I had barely 
tllmed lFhen one of the III threw his spear at Illy sholliders. 7/,e 
.'pear pierced my body and I groaned in great pain. They then 
pushed fife dOIl'n the abyss (pp.85, 87, 90). 

Although thc above differences of two different worlds, the narrator at the same 

time shows us some indications of changes of some I-lamar villages from the self-

contai ned way \",I ith so me moves towards civ i lizatio n. The narrator's window 

overlaps with thc distinctiveness and se lf-contained way of the Hamar life on the 

one hand , and also with their begi nning to commun icate and take some values 

Irom others. Al though he respects the indigenous cu ltu re, he seems to suppor! 

their in troduction to some modern Ii fe. as we can see it below. 

Among the I-lamar districts, there is a vis ible contrast among villages in th eir 

move towards civilization. The two notab le small rura l towns in th e Hammal' 

districts arc Dimeka and TUl'llli, which are inhabted by the high landers and the 

lowlanders, respectivel y. Comparatelvely,Turmi is a better urbani/cd town than 

Dimeka 1'0 1' its location. It is si tuated on the roadside that passes to Omorate , one 

ofthc towns fo und on the bank of the Omo River (p.96). 

Unlike any other Hamar village, Turmi has a pecu liarly attractive sma ll hote ls, tea 

and coffee house s, loca l bread shops, and a coup le of wayside shops whe re a 

passerby can buy commodities such as soap, dry balle ry cells, dil'lerent sha wls. 

matches(p.96-97). Hence it I,ei ng a trade centre, the town especially is lively 

during market days. On such Jays , local busi ness people from Konso, one of the 

vi llages, and othe r areas exchange borde, a type of ale ,sadagora, a piece of cloth 

worn around the waist by men. beads, bracelets, maize and sorghum(p .97). 

furthermore, Turmi is also a ce nt re fo r socia l functions for the Hamars from 

different villages. Some Hamal' men and girls also hang around some loca l bars in 
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Turmi for somc traditional drinks and men also to meet some beaut 'ul I-lamar 

girl s: 

On markef days on can observe Hamar men appearing alfro five, and 
'!'ill cerlainly see Ihem. in local bars/or a drink if only 10 esc. )eji-olll 
Ihe draughl (//oll/osphere in Ihe village. The sll1all bars also pm vide 

lI1eeting places/or yo ling lIIen and girls and olltlels /or jlir/in,~ . ( p.9 7). 

The Il arnars, ill ~c ncral (lnd he cIders, moreover. ga ther under til rmrt ic lil ar 

acac ia trccs that stand in th e ,niddle of Turmi to se ttle disputes and to discuss 

diffcrent affairs and plans to follow. One can thus observe the part i ularity of 

Turmi among the I-lamar villages, as tak ing a pioneel'lng nw : towards 

modcrnizati on compared with the oth er traditionall y se lf-containe ll vill ages in 

Hamar, .. In general Turmi is a fasc inating town that elevates into a status 01 lown 

on ly in con trast with the I-lamar village" (p.97). 

13 y contrast, Dimeka is fOllnd far away from the main road and con ists of tall 

thatched COllages. Down below th e town, there is the Keske River, , long which 

thcre is an irrigated farm where the Catho li c mi ss ionaries grow bana l I. papaya, 

maize and other crops and plants. 

The Il amars depended on nature l'or thcir subsistence. Their agricult ure totall y 

rclics on the rain cul ti vated co rn , sorghum, and such other crops. There was not 

any idea of irrigat ion among the Hamar before its introduction to the ir place by 

the Catholic missionari es (p.98). This, among others, shows an example of an 

cxtcrna l agcnt of their introd ' ic ti on to c iviliza ti on, for example, according to the 

modern way of agri cu lture. which is somehow a sign of relati ve independence 

from sea sonal rain. 

Thc Catholi c missionaries. more over, have introduced the modcrn g" 'age shop, 

indi cating urbani za ti on 01' the vi llages bein): introduced to civilization.The new 

building o f the miss ionar ics and the garage shop lay on one side of the town 

giving Dimeka thc appearance of towil shi p (p .98). 
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Unlike Turmi , in Demeka . du ring market day, one Can find only 'I ej', a type 01' 

mead brelVed from honey, in one or the four houses, but neithe r a single bar nor a 

restaurant exists. Demeka is be twee n a rural village and a own, com pared to 

Turmi and the other Hamar rural vi ll ages. 

The c two towns, hOlVever, are still large ly dependent on their natural surrounding 

and the Hama r bond : 

Despile Ihis differen"e, Ihe fWO Hamar !Owns are connecled 10 Ihe 
rell/Ole hamlels of 1.010 and Shonka , near Busko 1'II0liniain 10 
Meno. ,FOil/ Mirsha ilnd Meen 10 Angude.. boundillg Ihe lile line 
(~/(he entire /-Ioowl' co/}/muni/y, by Ihe Keske River. ( 'allIe , sheep. 
gOOfs , birds, plmlls ,md Ihe /-/ol1lar.\', evel], (TeOI .re as (I whole 
depends on Ihis river ,valer.(p.98 ) 

The I-lamar 's cultu re of open-door pol icy to other peop le and culture is revealed 

by their hospi tality to strangers.A nother wi nei ow overlap in focali / :ilion is 

revealcd when the ir hospi ta lity is contrasted with thcir ri gidity in fo llolVi'lg some 

str ict cultural principles of the ir fo refa thers. When they arrived in l-famaL 

Charlotte and Kello arc warm ly welcomed by the Hama l'S. About tw, months 

elapsed since they camped at Shimko village, not fa r away from Dimeka town. 

The I-lamar people we lcome any r "w-comer and their hosp itality is substan tiated 

by their say ing: 

"la gOal is trw and reaches a village, YOII will lake il In Ihe goal 
kraal .. whereas, iflhe 10.1'1 one is hUlllonyoli will lake Ihe slranger 
10 your hO/fse .. " he is human like yo II , his need is exaclly similar 
lIIilli YOllrs. if is fhere./iJn' YOllr resjJo}7sibih,y /() look ({Iier him .. 
(p.99). 

Every I-lama r greatl y respects hi s or her people' s culture. The ve ry I-lama r who 

attemptcd to ge t rid or Kcllo as a mingi, are meant to carry out thei r cultL!ral 

pr inci pl e. When they saw Kclln again , their lVe lcoming gesture to the lost kid of 

I-Iallla r is just opposi te to the i 'ev ious acts to execute him . Char lotte is len to 
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rcnect and brood on these eon,radic tory cultural manifestations or the I-lamar 

people: 

II "'(IS abso//i//(liely contradiclolY IVilh Ihe horrible s/(JlY she had 
heordji,()11I Kef 0, On ,lie other side , she S{/Iji Kel/o 's re/(I/ivr.:s (lnd 
Ihe olher Nam ,/I"s we/coming him by saying 'Ihe son 0/ Norm 
Sha/a ' and approached him by presenting him IVith difFerent gijis 
(p,99), 

Charlolle could not comprehend the impul se of the Hamars in their second 

cncounter wi th the ir once lost kid, She was also marvell led to see Kell o's family, 

his mother and sisters, treating Ke llo w ith their si ncere apology o r what happened 

to hilll as an unfurtunate child. bcatilng their chests and weepi ng, happiness and 

heirless regret merging together an incomrrches ib le emot ional react ion: "She 

[Charl olle] was deeply lauch cd by Ihei r actions" (1' ,99), 

Charlolle lVas "eleomed both by thc communi ty and even by cvery indi vidual, " It 

had only been a lew months btll everyone had been so kind to hcr" (p, I 00), The 

hospita lity 0 1 the Ilamars has 1'(Olighl Charl olle close to the bosom 0 [' the I-lamar 

culture reducing the possib le :ha llengcs she can Iflce in the encounter of two 

opposite cultUl'es, her Western one and the I-lamar culture ,Their hospitality has 

drawn her close to thei r comm un ity, "Th is an itude [their hospi tali ty] had in tUl'!1 

helped hel come closer to the community, ,"(p, I 00), The Hamars li ve in Iheir 

iso latcd, se lf"coillaincd cosmos, "The I-Iamars exist a sec luded l ife" completel y 

cu t off from the outside world" (p,93), 

U"likc hcr WCSlern cullurc, womcn 's posti on in thc HamHI' clllimc is IOlaliy 

dependent on '11en and Ihei r husbands, For Charlolle, to be taken 10 Ihe Hal11a r 

cul ture, as a member, she has to au like a Hnlllar woman. In the H am: r way. 

women arc Sllpposecl to be rU11l1) and smiling and men arc expected ! ) be . ,~rious 

and gentle, While a young gi rl li ves under the protection of her fill cr, it is her 

husband' s respon sibilit y to take ca re of her anel protect her an ;r marriage, 

"Women arc absolu lely dependent on men, Ihis makes the Ilamar men proud and 

con fidenl " (1' .100): 
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II , Iherefore, was slrange and unacceptable jar Ihe proud Namar 
lI1en 10 see Charlo lie all by herself, and Iraveling alone. The 
NamIC/r men seriously crilicized her 'husband ' 10 leI her lVander 
alone. "Yea ' What can she do? The faull lay wilh her owner. They 
were absolulely al je"i/I in sending her where she wa17ls 10 go. Whal 
afoolishjellher or husband she had" (p .I O I). 

Hence, fo r Chariolte to be a member or the Ham ar, she had to be a good Hamar, 

one who obeys al l the norms or the I-lamar culture, one who accepts to serve th e 

man. To meet her objective, al th ough aga inst her way or lire, she was forced to 

foll ow 1·lama r ways or living. Thus. though they have thi s hospitality alld allowing 

a stranger to be a I-lamar, their culture is based on hard and fast cu ltural rules. The 

Hamar people arc a spiritual community who bel ieve in BOJj o, i.e, God. t3 orj o is 

honoured and worshiped by every Hamar, man, woman, chi ld, and is praised in all 

wa lks or their lire. Even I-lam ar girl s charged with watching the so rghl ll 1 field 

would prai se him wi th a song: 

'HOI]O, yo u Ihe ere , liar of Bankillloro, 
The source oflhe blessed rain, and 
The mOSIer of our brealh .. 
Give us Ihe besl III , nileslal ion of love .. ' (p.9). 

As much as birth is imporlant to tl': communit, whi ch is celeb rated b) cast at th e 

name giv in g cere mony, death al sll marks an important event. In ord c, to put an 

end to the fle sh, a ll 1·lamars wou ld race death , however, they beli eve , very dead 

person's prescnse in their land spirituall y; hence after death: 

Ihe spiril will lin Ihe jorefalhers' spiril. Then, Ihe pirils will 
remain around II", Land or II, e Yellow Bull. If Ihe pil'ils say 
sOIJl(,thing is good ;, hecolllcs good. Ilthey say s()Jlle/I, JIg is had 
il hecol11es bad /J "a/ever! happened. who/ever is haP! :ning and 
,,,halever lvill hOli, len IhOl is wilh Ihe blessing oj'lhe .' lirilS. The 
I-Iml/ars believe I /} ((/ no malfer 1111701 happens Iheir bo loge and 
responsibililY n<, . broke any where (p. 170) . 
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The Hamal's bu rial has it s own style. i.e ., facing towards the direc tio n of the origin 

of their fore l~lIhe rs. as the direc tion of the gate of the ir hut s, a bur ial ceremony is 

prepared according to the heroic sta tu s and age of deceased person. 

The ancestral spi rit of the I-lama r, they thin k, is always at their disposal in time of 

need . When Delti 's father l ,ves hi s blessi l: gs to his son, although enemies arc 

always at arms length, they \\on' t destroy them for the ancestral spirits are always 

there: "our enemies are liv ing at the feet of the mountains. They wi ll not come 

nca r you because my fa ther 's bones and hi s sp irit fr ighten the m ofP' (1'.129). This 

shows that th e Hamar be lieve that the dead are al ways nearby in spirit and are th e 

mighty defe nders of the clan . Hence, d I-lamar man is taught to be a hero and not 

to be a fraid of an int ruder: " Don' t be fr ightened by your enemies" (p. 130). 

Any I-lamar is ta ught simpl ic ity of li k, but the strength of a survivor. De lti is 

blessed by hi s [,lIher as fo ll ows: 

Sleeping in /Ill ' ,. IIher's skin mal, ealing YO llr Kurkllj(l, drinking 
your SheFo c, l/ee look up al BOlj o 's (God's ) Sial'S, and IValching 
Ihe Hamar c, /(/in of mO llnlains. Decoralin.~ yourself II' ilh your 
falher '.I' soil laking carc of Bakimora bees, eilling honey ondsmell 
Ihe Fagrance oflhe/lo" .. rs (p. 129). 

/3onkilllorIJ, th c holy messenge r of Borja, has laid down 'he princi pks that a 

1·lamar should live by: "These rul es are rig id principles, desi ; ned by the holy man 

Banki moro" (p. 14 1).the vil lage elde rs are entitled wi th [ ,e utm ost powe r to 

implement eve ry principle a " Bankinoro: "The elders have been accredited by the 

society of Hamar as a supreme body. Eve ryone should li sten to their adv ice" 

(p.73). De lti receives bless in gs from hi s fa ther and more pri nciples to respect, in 

add iti on to the above: 

/-Ionollr yo III' pledges. /lespeci Illy falher 's rules and Iradilions. /3e 
kind and generalis. Take orders Fom your elders and be al Iheir 
comlllond ... If ever YOli Iransgress Illy fafher 's inSlrUClion, you 

have nO II'cry 10 /'Iff/(p.130). 
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The life and survival of th e Ha ma r people. hence, depends on nalure. the loyaliiy 

of every Hamar to the Hamar code of behaviour, and the manliness of it s men. 

Among their principles , for the Hamars since, 'The essence of the Hamar is to 

become a I-lamar." anyone who respec ts their cu lture and follows their principles 

o f' life can be a member of the Hamar as far as he or she is a peacefu l one. Ifan 

intruder. howe ver, threaterns their well being, they will defend their land and 

community. For this, a Hamar man is expec ted to exe rcise heroi sm for himse lf 

and a lso to defend hi s land and commun ity. 

The initiation of a I-lamar boy to manhood , among other things. is to try him se lf in 

hunting wi ld animals in the forest and kil l an enemy from anothe r 

community.De lti and his friends went hunting to face the cha llenges in the ir 

journey to manhood. in the la rests of Hamar: 

l lilhough Ihey suffered ji-a/1/ hunger for a ceria in period of lillie. 
Ihey lFere evenlually able 10 kill onlelope .... \I'hieh is considered 
as Ihe opening oflhe gme 10 enler llIanhood (p. 131). 

De lti . the hero of the Hamars. is ren owned for hi s hero ism. Away in the forests 

wi th his fr iends, in less than a week, he bec ame a killer ora girafTc and a bLJn~do . 

\Vhen they returned ( 0 their village, th ey were rece ived with a heroic we lcome, 

and: "Girls particu larl y honoured Delti, the li on-hea rted , who killed a giraffe and a 

buffalo, by putt ing their necklaces round hi s neck" (p.1 37). 

Delti went to his relatives singing the traditional war songs and they, in turn. gave 

him gifts, goats and sheep, for his heroic deeds. By pouring the blood of goats and 

sheep on hi s back. a ritual was performed to ward off th e evil spir it that mi ght 

have followed him li'om the bush. The new heroes were treated and taken care of 

for fOLir months by the community. They we re fed with a di et made from meat, 

honey, and animal blood and milk: "Thi s is the way of the fo refathers in which the 

Ham al'S approved their youn g wa rri ors with respect" (1'.1 38). They glor i fy a 

traditi on o l' eo Lirage. dedi ca ti on and achievement to protec t and keep the clan 
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toge th er. Il eroism is the dream of eve ry Hamar boy and a hero Hamar always 

wins the love o f the beauti ful girls and the re spect of his community: 

The rifllal pmsage fo r manhood is Ihrollgh Ihe killillg of an 
individual fro m Iheir eilmic enemy ami Ihe nexl besl Ihinf!, is killing 
a rhino. an elephlllll. a lion. a buffalo or a giraffe (p . 136). 

Shortl y after his hunting glory. Delt i took part in the war wit h the Mursi, a 

neighbouring ethinie group. He proved himse ll' a great hero by killing two Mursi 

men, and taking th ere of the enem),'s gu ns home. 

Among the I lamars heroism also means eeonom ie bene lit and wealt h. i3 y se lling 

the two guns, Delt i bought seve ral ca lli e. G irl s from near and far were ready to 

surrende r th emse lves to the hero ; many were will ing to be lifted up and carried 

away in to the bush by thi s hero Icr romant ic ecstac y. And he married two wives 

with the new wea lth hc gOI. He had displayed courage and acq uired weal th at an 

car lyage. 

Dclti' s prowess was beyond compari son wi th any other Hamar young man. £Inc! 

thi s made him grow to be a morc conlident brave son of th e I-Iamars. One day. he 

goes to the lo rest alone, and ki ll s a li on, as a result o i'which his "1I11e echoed form 

vill age to village. Girls and shepherd s sang for him, and he became the icon 0 [' a 

good Hamar youth . Delti is the symbol of th e much des ired man liness ofa I lamar. 

The Hamar people 's codes of life speci fi ed by i3ankimoro are long practiced rules. 

Several hundred years have passed since the I-lamar began to follow these 

trad itional laws and they are intact to thi s day: "New indi viduals or anyone in the 

community enter ing the arena would enj oy life if he obeyed the rules 0[' thi s 

traditional law (p. 142). 

As far as an individual is governed by th e princ ipl es of i3ankimoro he or she is 

free to achieve eminence as a warr ior and can excc l by performing feats that arc 

acce pta ble by the who le communit y: 'There is no freed om outside thi s 

[comill uni ty'l princip le" (p. 142). The individ ual's freedom. hence is confined to 
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rcspcct the communal principlcs. and the frcc acti ons nccd to be pursuant to thc 

will and common wcll- bcing o/" th e communi ty: "I-Iamars are a swa rm of bees 

that now together fo ll ow in g the Bankimoro princ iplcs" (p. 142). 

Delti Geldi is the embodimcnt of the I-lamar princip le of life and practi cal 

ad herence to tradit ional rules. Since hi s childhood, he has never ove rlooked the 

va luc o f keeping hi s honour and hi s ri ghts ca rcfu lly and livcd in mutual respec i 

wi th Ihe olhcr mcmbers ol' lhc communilY (p. 143). As a symbol of hi s culiure. 

Dell i is dimayed by Charl ollc' s behaviour which is nOI a lady-like accord ing 10 

the Hamar wo rl d and prineip lc of how a woma n should bchave. She wanders 

alone wit hout Ihe presencc of a husband or a falher, shc smell s different from Ihe 

' approp ri ate' smc ll of bUller and gum. Hencc, as a defender of his cu llurc, in ord er 

10 shape her, he Ihinks of marrying her and whip her 10 conformilY inlo Ihc 1·lamar 

way. NOlhing can hinder him for he is 11 bravc warrior who already killed IWO 

enemics of anolher elhnic group. and is Ihc besl hunlsman who killed Ihree wild 

animal s. Furtherm ore, he is a rich man who has: ' ~Thrce kraa ls>/< ful l of catt lc. 

many goals, and numcrous beeh ives in Ihe forcsts" (p. 145). 

Thc 1·lamar eul llll'C is al so shown 10 have ils own problems in relalion 10 

ind ividuals. This is especia lly displayed by Ihe idca of mingi and Kc ll o's 

pred ieamenl. Charlolte on her way 10 the Hamar prople passes Ihrough Ihe Woylo 

desen wh ich is a sClll emenl of Ihe Tsemay pcople. In her cncounler wil h Ihe 

Tsemay and Ihe ir way of lifc , she linds Ih ings 10 be almosl 10lally beyond her 

expeelati ons, and Ihe mi xturc of IWO cullu res and two peop le almost seems 

im possible. Whilc she is in such puzzled mood, Char lolle, for Ihe fi rsl time, 

begins to learn some Irails of Kello from whal he, himse lf, says: " II was gralify ing 

to sec Kcllo 's iJ1lenlion 10 lalk 10 someone wilhout inspiration" (p.70) whi ch are 

wilhheld keeping Ihe reader in a stale o f suspense. "unher. Charlotle found oul 

and was already used (0 his being a very private person, who is nOlupto 

' ;\ budd1l1g In \\hlch c[mk M<! lodg<."d 
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cOllllllunicating with people: '; She kncw that he didn 't appreciate talking and 

giving appropriate feedback" (p.70). Asking for hi s permISSion. the 

anthropologist. Charlottc, makes her tape recorder ready for her first data 

co ll ec tion. Cha rl otte, before personally meet ing the Hamar people. comes to 

discover one o f the hamful trad itiona l practice they do. from the words of Ke llo: 

" '1 am a mingo Charlotte. ,, ' he sa id (p. 71). 

In the Hamar culture, the village elders are the highest decision-making body in 

all wa lks of life of the Hamar people and culture: "The elders have been 

accredited by the soc iety of Hamar as a supreme body" (p.73).Even a Hamar child 

necds the knowlcdgc and blessing of the elders" (1'.72). For example, if a I-lamar 

girl becomes pregnant before marriage , she must abort it. Even if she conce ives 

atier marriage, she needs to break the news to the elders, who would pass a 

dec ision that she should be abstained from an y sexual intercourse until the baby is 

born and grows milk teeth: "Once the elders know about her conception she will 

not have sex wit h her husband until the child is born and grows milk teeth'·(p.74). 

Any ch ild born outs idc the knowledge and perm iSSIO n of the e lders is an 

unnecessa ry child which must be killed: " In gene ral , if a ch ild is born wit hou t the 

knowledge and blessing of the elders, he or she is regarded as unwanted and is not 

allowed to survive" (1'.82). Failure to abort an unwanted pregnancy will fina lly 

end in throwing away the baby afler birth into the forest. 

In the Hamar culture, no exception is tolerated and every individual and cve ry 

occurrence must conform to the general codc of conduct. For example, a baby 

'g rowing of hi s or her lower milk teeth first is considered cxceptional, and a 

mingi, that must be executed. Further, the 1055 of the upper milk teeth before the 

lower ones of a growing child is an unfortunate sign, and the child is taken to be 

an abnormal (i .e., 'mingi') and he or she must die': 

Apparen/ly. no mailer how normal/he /eclh grew in the 100l'erjall', 
the removal oj these teeth shallid precede the teelh a/the IIpper 
jaw Othen!'ise, if they lose their IIpper teeth natllrally or IOi! by 
accident . nobody l!'Oldd interprat il as ajartllne. SlIch children 

173 



are considered (IS {I mingi and are abandoned from the comlllunity 
(1'.85). 

Kello is a victim of thi s cu itural practice. In the story. we find him dec laring 

himse l I' to be among the un wan ted, unfortunate kids of the Hamar soc iety: " I too 

was a mingi" (1'.85). Kello waS pierced anel thrown to the forest because he lost 

one of hi s upper milk tee th by accide nt. los in g his ba lance runni ng after hi s 

fami ly's ca lvcs which he tended. The Il amar cuiture has rig id and stu bborn 

in sistence on the adherence to their cultural principles, i.e. , it has not any 

compromisin g way to exception. The reader, th en, is rel ieved to di scover Kell o 's 

in terna l conn ict. anel hi s troubled sou l, wh ich had so far been a mystery putting 

the reael er in a Sllspcnce. Thi s suspense, however, is at the ex pense of the reader' s 

atte nti on to characte ri zation to foc us on how the suspense will be reso lved in the 

end, In the story, thi s does not show any technica l pu rpose to the narrati ve 

structure in the nove l. On the contrary, the reaeler's attention, stolen by the 

suspense, may not a llow du e attent ion to deta il s which can he lp the reade r id en tify 

anel understand the character istic traits of Kel lo, anel other characters in the 

nnrrat ivc. 

Now, the even ts in the story con tinue to di sc lose Kell o's background eletai ls. He 

re lates hi s place of birth and hi s fami ly. The au thor uses an externa l foca li zer 

where the narrating I te ll s hi s past life in ret rospecti on: 

I was born inlhe Lala village benealh Ihe Bllska /v!ollnlain where il 
is believed Ihe Hal/WI'S firs I callie 10 live. l'vIy lIlolher is called 
Benti Hailo . /Vly f ather is Horrel Shela. IV!y lIIolher is Ihefifih I!'ife 
10 Illy father and had g iven himfive children (p.86), 

Ke ll o's mother tri es her best to save the lire 01' her unfortunate son. I li s mother' s 

ven ture becomes fut ile since the vi llage elders are in formed of the abnorma l 

condi ti on of Kello. 
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H1hen I II' {/S (I child my mOllier covered me Ivilh the skill she IL'ore 

and cried holding me againsl her body (lnd scroped Illy upperj{/\ L' 
/IIilk leelh againsl a rollgh leaf cal/ed 'Chell'orco' .lly II/ olher 
had been rubbing il lI'ilh Ihe rollgh leaf j llSI /() /IIake il 
appear .. (pp. 86-87). 

Any I-lamar ind ividua l must be absou lu tely loyal to the elders and the community. 

Telling a lie or with holdi ng such this informa tion lV ili be considered as violating 

the I lamar culture va lues, and lVi li result in a bitte r cu rse from the comm unity: 

Lying 10 Ihe elders mean vio/aling Ihe whole Irodilional .\),sIelJl. So 
as 10 secllre Ihe ir lije anc! rewin Iheir sirengih I)'ing is cllrsed 
violenily by Ihe whole cOl/lIl/l/nily (p.87). 

With thi s tradi ti onal norms of the I-lamar people at hand , Kello' s parent s arc at a 

tension betwee n their Iilia l intimacy and love to Ke llo and their duty 10 respect 

the va lues of their culture. Kello remembers: "KnolVi ng the outcome of th is eve nt. 

my parents li fe lVas messed up and they lVere lilled lVi th di scomfort" (p.87). In the 

end. howeve r, tlVO village elders come by and claim Kello accord ing to th eir 

trad ition. 

Shoc ked by their coming, Ke ll o remembers that "h is moth er produced an intense 

pain in her throa t and her lips were ashen" (p.S8). Finally, since she must conform 

wi th the trad itional lVays. although deeply hurt and mournful about her 

unfortunate son, she gives her kid to the elders: "r inally, without protesting to the 

elde rs' req uest, she gave a sorrowful sigh and pushed me in th eir directi on" (p.SS). 

Kell o's bad luck and his exec ution is nothing more than a tragedy of only his own 

lamily. Such thi s pract ice is no rm al and usual in the vill age except for his famil y. 

th e oth er I-lama r fam il y con tinue lV it h their usual li fe witho ut being di sturbed by 

th e mi sfortu ne of Kello as hc says: " Despite our filln ily shock. the other Il anar 

famili es were enjoying a leisurely stroll in th e sunse t I wasn't significant to any 

one exce pt to my mom ,, " (p.89). Ke ll o's moaning so ul lVas rescued by passe rs 

by th e forest where he was thrown to di e. 
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Kell o was taken and raised by hi s rescuers and had had no communication with 

hi s biologica l parents and the rest of the cOllllllunity. Ke llo gets the opporliln ity 

fo r Ill odern education by his new fam ily. After al l th at pathet ic experience, even 

Ke ll o attempts tojustify to al l whate happened to hi m: 

!Jill laler on I realized Ihal Illy Il/Olher cOlild nol do anYlhing when 
Ihe elders dragged lIle CIl!'ay like an ox. I concilided. Ihrough lillie 
Ihal ailihal had happened 10 lIIe I!'as becallse oflhe clIllllre and /I/y 
rel(l/ives were 1701 nalurally cruel. So I decided 10 forgi l'e Ihe/l/ 
(p.92). 

In summary. the reader of the nove l is prov ided with th e overl ap or windows of 

rigidity and nex ibi li ty, gender eq ual ity and patriarchy. love lo r peace and 

warr iorship. For example. th ey arc cha ll enged by the temptations of IVar for 

survival and the struggle for peace, i.e., the Hamars are a peace- loving soc iety and 

exercise hospi tali ty at their best, but they are also always in dange r of connicts 

and waf that can put the clan in a crisis. 
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CHAPTER FIVE: Conclusion 

5.0. Introduction Summary 

In thi s chapter, a summary of the findings of the study is presented. Hence. in both 

the nove ls, the authors used sex tuall y indeterminate, hcterodiegetic, authorial ­

fi gural narrator. Bcsides, the pervading focali zation is an external focali ze r in both 

the novel s. In T hings Fall Apart , window shift and window overl ap is an 

under lying narrative technique. In Land of the Yellow Bull , however, window 

over lap is the dominant foca lization technique throughout thc novel, though there 

are instances of window shi n. 

5.1. Voice in Things Fall Apart and Land of the Yellow Bull 

The vo ice of a sexuall y indeterminate, heterodiegetic narrator tell s the story in the 

novel , Things Fa ll Apart It is a predominant omn isc ient voicc which is 

supplemented by various individua lized cva luative voices of characters. There are 

instances which move the narrator to thc realm of ove rtones in the continuum : 

th ere are vivid signs of the presence 01' thc author i.e. authorial intcrven ti ons. For 

example, the narra tor introduces and acquaints, and even generali zes about his 

characte rs to thc reader. 

In'side the overa ll narrative mat ri x, there are seven embedded narratives wh ich are 

narrated by intradiget ic narrators. All those narrators are heterod ieget ic in relation 

to the story they relate. Bcsides, all but one, are second degrce narrativcs. The 

Kitc myth is the only third dcgree narrative told by a third degree narrator. 

Owing much to thc tradition of oral story- te lling, th c dominant voice or the 

narrati ve is th e vo ice or the vi ll age story- te ll er. But the reader obsc rves a duality 

in the narrator's voice which suggests a cultural dimension othcr than that of the 

traditional story-teller. There is a se lf- consc ious ind ividual, a 'modern ' narrator 
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of the nove l. who takes ove r the last one- third of the nove l. Or rat her. th e reader 

w itnesses a narrator w hose vo ice ch an ges and adapts itse lf to ti me. whic h could be 

a reneetion of the Umuo fi an soc iety's change and adaptati on in the process of 

surviva l. 

The vo ice of th e vill age story-te ll er is e ffecti ve ly signa led by the use of oral art in 

the nove l. The doubl e movement of the narrator is esse nti a ll y and full y mani fes ted 

at th e level of language. It proceeds from the vi go rous rh etori c of trad itional li fe 

that in fuses its ear ly chapters with their pec ul ia r energy. to th e bare di scursiveness 

that predomina tes th e later chapters. In the early cha pters, the language of the 

characters is a constituent of Ibo culture, wove n into th e fab ri c of soc ial 

ex peri ence, c reating a voc al characteri stic which can be rega rded as a soc io lec!. In 

the lat er chapters of the nove l, there are fewer and fewer sayings or stori es from 

th e e lde rs.The style of thc narrati vc changes from bei ng a li ve with images and 

customs to a morc of chronologica l retelling of events. 

Achebe writ es wi th an authen tic Afri can consciousness, interpret ing his own 

tradit ions and culture in a language that is essentially native- Ibo- derived Engli sh. 

Ibo proverbs, idioms and stori es are included in the nove l. Besides, some Ibo 

wo rd s arc used in the narrati ve . These indigenolls tra ces in an Engl ish text refer to 

a whole world that cannot be adequatel y translated. Thi s is manifested by 

juxtapos ing two different languages of the two different cultures. 

Anoth er major aspect of the interplay of the ora l and litcrary traditi ons in the 

nove l is the phenomenon of th e story-withi n th e story. The seven stori es 

embedded within the narrative matrix of the novel prov ide a luc id example of the 

interpl ay of narra ti ve and literacy, central to the duality and contras ti ng narrati ve 

technique in the nove l. 

Bes ides, the vo ice of th e vill age slOry- te ll er is juxtaposed with the vo iee of the 

se lf- consc iolls li te rate narrator of the novel. T he narrator as an observer tr ies his 

best to relate the truth . He mos tly re mains un-op inionated, thi s is so that the fac ts 
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are recogn ized and are not anyone's opin ions of the truth. The narrator, and by 

extens ion the author, is in fact situated at the point of intersection between two 

wor ld orders, the pre-colonial African and the Euro-C hri sti an Afri can, th at 

Implllge upon his creat ive consc ioLlsness. Thus events in the nove l arc narrated 

from the more distanced perspcctive of the oral story-teller. 

Th is is a vo ice that seems to speak often from the margins of th e traditi onal 

cu lture. The narrato r adopts the tone of obj ec ti ve narrative , a tonc deri ved from 

the conven ti on of litcrate discourse. Its impassibi lity reneets the di stance that he is 

ob li ged to take with regard to his narratio n. Thi s tone is evident in the direct 

accounts of customs and of belicfs and ot her notations related to the tribal way of 

life, passages in which the skept icism natura l to the rat ional viewpoint is bare ly 

held in check, masked onl y by the neutral tone of the narrati ve voice. This 

suggests that the perspec ti ve the narrato r projects upon the tradi ti onal wor ld is that 

of an external observer, a perspect ive that implies a cu ltura l distance from the 

background of life, of thought and manners, that provides the conc rete reference 

to hi s fiction. 

The reader can sense the way in which this skeptic ism is held back in the long 

description ofthc scarch fo r cz inma's iyi lIwa, a spcc ial kind of stone whi ch forms 

th e link bctween an ogbanje ( i. e" a possessed personed) and the sp irit wold , 

(pp.78-90), The narrator reco unt s what happened withou t any comment or irony 

whi ch makes the reader suspend his or her disbelief'. Likewise, later in the nove l, a 

militant Ch ri sti an who dared to kill a sacred pyton fa ll s ill and dies. When later in 

the novel the killer of the python is himse lf kill ed, th e reade r has to suspend 

disbelief as hel she is given on ly the Umuofia point of view, Si milarl y, [kwel,'s 

reminiscence of her encou nter with an ev il spirit is j uxtaposed with a rea li stic, 

almost irrational , exp lanati on ofher vision . 

These juxtapositions re ncct the worki ngs of the narrator's mind as it hove rs 

be tween fascination and di sbe li ef, between an im pu lse towards an embrace of the 

cu ltural va lues suggested by hi s imag inative exp lanat ion of the sett ing and the 
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narrative elaborati on of th e contcxt, and a rationa listic outl ook inescapable from 

libcratcd consc iousness . 

Furthcr, interspe rsed wit h th e seemingly uncompromising judgments of Unoka' s 

laziness and failure. there are lyri cal desc riptions of hi s musica l accompli shments. 

which revea l th e narrator 's empath y with him. It is also important to note that 

although the narrative voice is cri tica l of' Okonkwo 's excess, it does not condemn 

hi s final action, the killing of the messenger. Similarly, although the narrator 

vo ices sympathy for Nwoye' s gc ntl e imagination, hi s decis ion to join the white 

man's church and attend th e miss ion school is not endorsed. 

Whilc it is evide nt that th e above mentioned instances in whi ch thc narrator 

reports th ese be li efs. and th c practices assoc iated with them, imply a certain 

measure of understand ing of their ways, it wou ld be clearly absurd to suggest that 

the vo icc idcntifi es with them at any leve l of intellectual make-up. The narrative 

vo ice occasionally larses into the kn o\Ving tone of an anthropologist. For 

example, thc bewi ldermen t o f the villagers at thc surviva l of the Chri sti ans in the 

Ev il Forest affo rds the narrator scope for an indulgent statire upon th ei r 

conceptual nai vete, as determined by th e Ibo society' s co ll ective belie f. This 

naivete takes on a morc ominous character in Obierika 's account of the white 

man 's killing the people of Abame, who tied up his iron horse (i.e. bicyc le) to 

prevent it from running away to call hi s fri end s. The Ibo are portrayed taking the 

inanimate bicyc le for an animate bei ng that can fUll and even cOlll munica te with 

people, thereby con firming thei r nai vete. 

To sum up, thorough thi s narrat ivc strategy of juxtapos it ion of oppos ites. thc 

focali za tion and th e vo ice have contribut cd to the nove l a foreground cd narrative 

form of duality and contrast. This narrative techniques provides an ambiva lent 

V ICW of the Umuofi an people and Okonk wo. In other words, th is scheme 

arti sti cally arti cul ates the eomp lcxi ties and contradictions of umuofia, of 

Okonkwo, and of th e d il emma which arises when the Umuofian s confront the 
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White Man and his relig ion, Chr istianity. Besides. the author's (narrator's) being 

at the cross- roads of two mutually exclusive worlds (i.e. Africa and th e West) 

implies hi s preoccupation with the relati onship of the past of Afri ca to its present. 

i.e., the essent ial bear in g of the past upon the essen tial prcsent. This narrati ve 

techniquc foregrounds thc need to eompromisc and ba lance the two in ord er to 

live better in the present. So fa r, we were summar izing findings in Things Fall 

Apart. 

Similarly La nd of the Yellow Bull is told by an cxt radieget ic au th oria l-fi gural 

narrator who is the combinat ion of both th e more objective figural narrator and the 

more subj ective aut horial narrator. Bes ides, the story is told at an extrad iegetic 

leve l by a narrator, cxt radigct ic. and also hetrodiegetic at the same time. 

Furthermore, the narrator is sexua ll y inde terminate: therefore. is relered to as 'he' 

in th e analysis throughout the chapter foll owin g Lanser's rule. 

Alt hough the novel is dominantly told by an authorial narrator, there are severa l 

textual in stances where we find a figura l medium with little interfere nce between 

the story and the reader. The novel begins with uneo-o perati ve story tel ler, one 

who provides the reader nothing morc than a vague expository setting, which the 

reader looks lor an ex planation to understand the story from th e very begin ning. Ii 

is the figural narrator who consp icuously nout s the max im of reader-fri endly 

exposition. At the beginning paragra ph of th e novel, the reader is left to wonder 

where the story takes place, except view ing a spring season natural seencery. 

Besides, the reader encounters with non-engli sh worlds, li ke ' I-lamar gir ls', whic h 

mi ght need an exp lanation. 

Moreover, in some of the beginnings of chapters or sec tions, the reader is le ft by 

himself' or herself to in fer ra th er than in formed by the narrator, as it is true with 

the authori al narrator, for e,ample, the expression' Hamar hamlets' is used in the 

third paragraph 01- the first chapter of the novel. The reader can conc lude that the 

setting is a place, perhaps inhabited by non-Chri sti ans, lor it says 'hamlets', which 

in Engl ish may mean a sma ll vi llage without a ch urch. If the narrator were an 
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authorial one. he could ha ve told every thing plainly. Wc. thc readcrs. too arc 

certain that the author knows what he is doing. lienee. we can easily discover th at 

the narrator is a covert, hctrod icgc ti c one with minimal poss ible interference 

be tween the events in the story and thc reade r. It should . however. be noted that 

the fi gura l narrator re vea ls unavoidable interferences in the story. For exampl e. it 

is the narrator who has prior knowledge of the se tt ing and the characters in the 

nove l. In some texts, howeve r, thi s fi gural narrator delegates perspec ti ve to th e 

characte rs and leaves them to speak for themse lves, th e reader being presented 

with a dialogue of characters among themsc lves, and thi s creates a reader illusion 

or witncss ing th e story by himself or herse lf. Thi s is a narrative techniquc that 

helps to max imize a reader s suspension oCdisbelief. Therefore, the relat ion oCthe 

narrator to the story's begi nning is in medias res, th at is to th e issues and 

characters in vo lved, it is one of suspense on thc part or th e reader and irony on the 

part of the na rrator, fo r he is capable of omniscience, a li te rary conve ntion, which 

is a typical fea ture of the au thorial narra tor. and its abse nce makes a narrator more 

of fi gural than authoria l. 

Thi s fi gural narrati ve technique in the nove l, however, begins changing to an 

au thorial one . The subdued fi gural mediul11 begins to have a di stinctive voice, the 

authorial narrator s voice . For examp le, let us consider the roll ow in g se nt cncc 

Irom th e nove l: "Then, sudden ly and myste ri ously she ended up in the hands oC 

the I-lamar hero, Delti Geldi" (p. 18 ). The words 'suddenl y' and 'mysteriously' 

indi ca te the im press ion of the narrator, wh ich in a way reveal s th e interference of 

the narrator between the even ts in the tex t and the reader. Here, the reilder is at a 

listen ing end as perceived, told, and judged by the narrator, a narrative stance 

which diminishes the reader 's seeming abili ty to wi tness the events in the story. 

This is a typica l featu re of an authoria l narrator. It should be noted, however, that 

although it is possib le to shirt rrom heterodiegetic to homodiegetic, in such a shirt, 

the above authori al narrator is still heterodi egeti c. 

further, through th e text, we cOl11e to find out that th e narrator is not on ly 

authori al. but also a hi ghly overt voice. This can eas il y be understood rrol11 th e 

Coll owing statement: "The Hama r men aren' t alcoholi c ho rses" (p. 1 13). This 
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mostl y foca li zed through thc scnsibility or Okonkwo. there is a shili 01' 

focalization from chnrac ter to character. cha;acter to event. event to charac ter. etc. 

funct ionally, Ac hebe adopts va ri ab le focal iza ti on for a thrce-fold purpose . It is 10 

control the manner and speed in which the reader assim ilates: (a) the culture o f 

Umuofia, (b) the progress ion of the plot, and (c) the complex it y o f th e novc l' s 

characters, especially the protagon ist. All th ese three effects, it seems evident. 

ha ve as th eir purpose the reader s comprehension of a complex story th rough a 

foregrounded narrative technique of duality and contrast, th rough th e strategy of 

juxtaposing contrast ive dualistic views. action. characters, etc. 

The narrative foca lization juxtaposes contrasts both at micro- and macro- textual 

Icvc ls. In oth er words, thejuxtaposcd contrasts of views, actions, etc., are reali zed 

both on wider planes and particular epi sodes in the tex t. In fact. the scope and 

wid th of the plane of contrasts are relati ve. The re latively wider planes of 

contrasts include: the male-fema le princ iple, the rigid vs. th e nexible Ibo code o f 

va lues, Okon kwo vs. other characte rs in the story, thc oral vs. the wr illen styles. 

and th e ethnographic detai ls vs . the ironic endi ng ofthc nove l. 

The most basic and pervading duali sti c view in the novel is the duality of the 

male-female principle. Th is duality is found in the organiz ing and unify ing 

focali za ti on, especia lly, in the first six chapters of thc novel. While the male 

principle dominates the first six chapte rs, the second six chapters glorify a 

powerful female principle side by side the male princ iple. In this way, the 

narrative focalization establishes the clan's subt le interfus ion of the two principles 

of the masculine and the feminine ; in a sense, the Ibo's gove rning system suggests 

a necessary balanc ing of the two principles. 

Through juxtaposing contrasts, the narrati ve prov ides this complex, duali sti c 

nature of the custom and traditions of the Ibo people of Umuofia in the nove l. A 

concomitant ri gidity and nexibi lity of the Ibo code of va lues is revea led in man y 

instances of the narrative, for example, th e scenes that depict the domestic conili ct 

between UzoIVu lu and his IV ife Mga bfo, th e decree of the gods to kill Ikemefuna, 
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ac ti ons are contras ti ng ly juxtaposed against those of these cha ractcrs. In this way. 

th e focalizat ion revea ls th e contrasti ve dualit y in Okonk wo's codc of va lues, hi s 

violation of hi s tr ibe' s values whi ch he reall y wa nts to honour and champion. 

Langua ge serves as a narrative dev ice that facili tated and adds to the ideological 

focalizati on in the nove l. The nove l tell s a story that beg ins in the reg iste r of myth 

on an ep ic dimcnsion and ends on a note of chroni cle, a transformation that is 

rencc ted in its narrative style. The interaction be twee n the evoca ti ve parts of the 

novel and the reali st mode of it s th cmatic progress ion is expressivc of th e 

intcrface between the oral and the written that is cent ral to th e na rrative tec hn ique 

of j u.staposing cont rasts. This transi ti on of the style from an epic mode to the 

fi ct iona l modc provides an indica tion of the cha ng in g modcs on the histori ca l 

planc. In other words, this changc in tone and style mimics the changes occu rring 

in the life of Umuofia, i.e. a fata l movement of hi story recorded in the nove l. And 

finall y, the Comm iss ioner's intention to write down hi s adventures in Afri ca 

translers th e myth ic beginning of the nove l into a real ist chron icle in hi story 

though in a sarcasti c vein. I\t the same timc, the spatia l scheme in thi s chroni cle 

becomes transform ed. enlarged and, in the process. impove ri shed i.e. I·rom the 

lively compac tncss of Umuofia to the bare and ge nerali zed Lower Nigcr. 

The idco log ica l project, in volved in the nove l's writing, comes full y to the fore in 

th e ironi c ending. I\s mentioned above, th e na rrat ive style beg ins with a mythic 

morali ty, and th is myt h of ori gi n and its rhythms of life prov ide an image of an 

Afri can soc iety, reconst ituted as a liv ing en tity and its hi stori c c ircu mstance. This 

image of Afri ca carried a considerable ideo log ica l weight in the spec ific contex t 

of the nove l's writi ng. The Ibo triba l world emerges here in al l it s specific ity, it s 

daily routi nes a seasonal rituals attun ed to the natural rhythm of its living 

environment, which makes th e people of Um uofia part of an old civili za ti on . The 

whole dep icti on of the Umuofian soc iety is contrast ingly juxtaposed with the 

iron ic ending of the novcl. We see the co lonial officer in the final scene 

contem plating to dec ide on th c structure and nature of th c nati ve life of Um ll ofia . 
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Through Ihis irony, Ihe narrat ive locali zal ion demonslrales how Ihe culiural 

prejudices of Ihe Europeans towards Ihe Africans ha vc ac tuall y res ulicd in a 

reve lation of the true nature of co loniali sm and nOI o f African culture. The irony 

undermines Ihe perspec tive of the Commiss ioner, by expos ing hi s personal 

ignorance (nol a ' whole chapter but a ' reasonable paragraph') and politica l 

in terest (the 'pacificat ion' of the Lower Niger). The au th or seeks to confront and 

finall y discredit the entire discourse of co loniali sm. 

The narra ti ve focali za tion is at the same time sym palheti c and criti cal of Um uofi a. 

Outwardly, Umuofia is a serene and orga nic soc iety, but inwardly, it is fi ll ed with 

individuals' te nsions and doubts. In othe r words, on the one hand , the narrative 

presents a pos itive image of a tri bal soc iety wit h ils coherence, and on the other 

hand, th e reade r is madc aware that thi s cohe rence is a preca ri ous one due to the 

inOc, ibility of its soc ial norm s in cc rtain individual mcmbers of thi s soc icty. In 

this way, the nove l weaves a web of contrad icti ons. Th us, one can easil y identify 

that the narrat ive foca lization of the picture uf Umuofia is at the same time 

contrastingly sympathetic and crit ical, which helps the reader di sce rn an 

ambiva lent undercurrent of point of view that produces a di sjunction in the novel 

between its ove rt ideological po int s of view, and il s di spassionate and even 

uncompromising foclis on an A fr iean CQmm un ity in its moment of crisis, a crisis 

that we have come to appreciate as intrinsic to its pres iding ethos. Therefore, it is 

not enough to see the nove l as simpl y a statement of culiural retrieval , as a nove l 

th ai embodi es a di scourse of nati onali sm. Rather th an a unilatera l reval uation of 

the past, the central preoccupation of the novel re vo lves around the deeply 

prob lemati c naturc of the re lationshi p o f the past to th e present in Africa. We have 

been looking at Things Fa ll Apart , let 's turn to the othe r nove l, Land of th e 

Ye llow Bull. 

Ge nerally speaking, the auth or of Land of th e Yellow Bull has used a technique 

o f an ex terna l foca li zalion. Since Ihe events in the story are oriented by Ihe 

consc iousness of the narrator foca lize r, fo r Ihe purposen of a crit ical analys is, the 
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attenti on of th e reade r is fo rced to di rec t towa rd s the foca lized rather tha n the 

foca li ze r. Seeing the foca lizer from its psyc hologica l facet of focalization. it 

shows charac ters in the nove l not onl y from without, but also from within whi ch 

revea ls the external foea li zer's unlimited knowledge of th e charac ters. Fro m the 

perspecti ve of perceptual facet of foca lizati on, the focalize r's spati o-temporal 

pos ition is panoramic and panchronic, respectivel y. It should be noted, however, 

th at there are some instances of internal focal ization in the text. For exampl e, we 

are led to know the in tern al happenings of Kello by the tech nique of stream of 

consciousness on page 27: "Hamar ... research .. . A beautiful 8r iti sh .. ... These 

are fragment s of ideas go in g on in the character's consc iousness. In thi s case, both 

the foea li zer and the foca li zed are Kell o. the character himse lf. 

As indicated above, in the absence of a pervading in te rnal foca li zation, the 

reader's criti ca l analys is foc uses on the foca lized. Therefore, in the story, we 

eri eounter such objec ts of focali zati on as characters, actions, tradition, etc., 

revealed by window overlap from one obj ec t to th e oth er, in cluding spat io­

temporal shift s. 

Among other things, characters like Kell o. Delli , and Charlotte are the ones who 

frequentl y are focali zcd throughout th e novel. At the beginning of the no ve l, we 

see Kell o who is dominantely focalized from within at the beg inning of the sto ry, 

and somehow almost equall y foca lized from without to th e middle of end of the 

nove l. Delti , the hero of the Hamar people, is focalized from without since we are 

shown hi s ph ys ica l appearance and told about hi s legendary hero ism, rather th an 

hi s inner fee lings . 

Spati ally, the foca li zation beg ins in Addi s Ababa, when Charl otte meets Kell o at 

the uni versity, and trave ls through th e Woyto Desert to th e I-lamar villages ac ross 

th e thick bushes. Hence, there is th is shi n in the foca lized space. Temporally, it is 

clear ly stated that the story took place' in spring earl y in Oc tober 1995' (p.9). 
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Gender is a dominantly and recurri ngly focalized object throughout the nove l. The 

au thor has utilized window ove rlap of foca lization to describe the conccpt of 

ge nder o f the I-lama r peopl e. Ge nera ll y speaking. th e I-lamar arc patriarchal 

soc icty, and at the same time. girls enjoy thc ir max imu m freedo m during their 

gi rlhood days. In the Hama r cul ture an unmarried girl is free to do anything under 

the Il amar principles of life whi ch should be observed by eve ry Il amar. A girl for 

example, can choose any man fo r dance at the ivangadi moonl ight enjoymen t and 

can make love to any man, married or unmarried . The Hamar girl is not a victim 

of any harassment or of force: " In Hama r girlhood is the sweetest pan of life. 

Girl s' ('reedom of choice is respected vc ry much" (p.SO). 

But once a gir l ge ts married, her frecdom is tu rned into se rvitud e. Although a 

married Hamar is free to dance at the ivangadi, and even make love with 

unmarri ed girls, the married Hamar woman is denied all these. A marr ied woman 

bccomes a se rvan t and propeny of her husband. When Kell o di scusses iss ues of 

the culture wit h Charlolle, for example, he says: "Although there arc many 

tradi ti onal constraints, a woman is a gin created only to hel p. amuse, and serve a 

man"(p. 104) 

Therefore, the au th or uses a tec hn ique of window over lap !O show thi s 

contrad ictory conce pt of the status of the woma n in the I-lamar culture. With a 

similar technique of widow ove rl ap, the author shows th e sec lusion and ri gidity of 

the Hamar people. They live under rig id, hard and fast code of behav ior and if one 

wa nt s to be a Hamar, one has to foll ow thi s ri gid code. Their principles, they 

think , came from Borjo, their God, th rough hi s messenger, Bankimoro. No I-lamar 

individual dares to break these cuitural ru les. I r an outside r wants to be a Hamar, 

he r or she needs to obse rve th ese principles. r or example, Charlotte was accepted 

by th e I-lamar soc iety to be a I-lama r rega rdl ess of her origi n when she accepted 

their way of life and ac ted accordingly. ll es ides. athough the Hamar elders 

dec ided to leave Ke ll o, the child, to deat h ror acc identa ll y los ing hi s uppcr teeth 
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before th e lower ones, when he fOriunately escaped death and was rescued, they 

who le-heaneclly welcomed him to join the hi s relatives and hi s soc iety. The 

Hamar people arc also depicted as a peace-loving soc iety, but according to their 

culture, a boy's transi tion to manhood, among other things, is to be a good 

wa rrior. and a killer of a man from an enemy clan. The author shows these 

opposi te sides to reveal their love for peace and their readiness to prevent 

destructive war from intruders. 

Therefore, in both the nove ls under discuss ion, the authors adopt a double point of 

view throughout the novels wh ich is ac hi evcd by utilizi ng two main underly ing 

narrative tec hniques of window shifting and window overlap. In a way, a doublc 

pcrspective is reflected in the manipulation o fthc materia ls in the nove ls. 

To sum upthe prcscnt study allempted to explore th e modern narra tive of 

foca lizat ion and vo ice in Things Fa ll Apa rt and Land of th e Yellow Bull. 

Further resea rch shou ld be encouragcd and conducted in other Afri can prose 

narratives in the future for a beller and deeper understa nding of narratology In 

general and the African novels in particular. 
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