
• 

ADDIS ABABA UNIVERSITY 

INSTITUTE OF LANGUAGE STUDIES 

DEPARTMENT OF FOREIGN LANGUAGES AND LITERATURE 

(GRADUATE PROGRAM) 

A STUDY OF NARRATIVE TECHNIQUE IN ADAFRIS AND G}?ACHA 

KACHILOCH: POINT OF VIEW AND SPEECH AND THOUGHT 

PRESENT A TION IN FOCUS 

BY 

ASSEFA MEKONNEN 

JANUARY 2009 

) 

I 



A STUDY OF NARRATIVE TECHNIQUE IN ADAFRIS AND 

GRACHAKACHILOCH: POINT OF VIEW AND SPEECH 

AND THOUGHT PRESENT A TION IN FOCUS 

BY 

ASSEFA MEKONNEN 

A THESIS SUBMITTED TO THE DEPARTMENT OF FOREIGN LANGUAGES AND 

LITERATURE IN PARTIAL FULFILLMENT OF THE REQUIREMENTS FOR THE 

DEGREE OF THE MASTER OF ARTS TN LITERATURE 

I~--~--. 
J '_~ 1 L:.I. ~.".~-'J 
1 ('. <'~:' : ' '-~'I ., f 
)' . , 
__ . ;.: . . " ~'-. T~~ i 

--- ..... '. -. } 
-". .-~ 

JANUARY 2009 



ADDIS ABABA UN IVE RS ITY 

iNSTITUTE OF LANGUAGE STUDIES 

DEPARTMENT OF FOREIGN LANGUAGES AND LITERATURE 

(GRADUATE PROGRAM) 

A STUDY OF NARRATIVE TECHNIQUES IN ADAFRlS AND GRACHA 

KA CHJLUCH: POINT OF VIEWAND SPEECH AND THOUGHT 

PRESENTATION IN FOCUS 

BY 

ASSEFA MEKONNEN 

APPROVED BY EX AMI NATlO . ' BORD 

• 

d2:>b;hC? 
7 / 

AD IVISOR 

"J4 f tVd/~ 
EXAM INOR 

.'. _ - ------

EXAMINER 

SI(; '< ITL RE 

;/ I 
l~f , 

S}GrillU RE 

SIGi" ll URE 

DATE 

Jq~d5 
u 

DATE 

DATE 



TABLE OF CONTENTS 

PAGE 

ACKNOWLEDGEMENTS 

ABSTRACT 

CHAPTER ONE 

INTRODUCTION .. . .... ................. ... .... ............. ... ........... ... ... . .... ... .... ........ ... .. .. ..... . 1 

1.1. Bn.ckground of the Study .... .. ...... " .... .. ...... ........ .. .. .. .............. " ................. I 

1.2. Statement of the Problem ....... ........ .. .. .. ........ .. ........... .. .... .. ............ .. ........ .4 

1.3. Obj ectives of the Study ............... .. .. " .... .. .. .... .............. .. .... .. .. " .. .... ...... .. .. .4 

1.4. Research Questions ................. .. .. . ............... .. ...... . ......... ............... .... ....... 5 

1.5. Methodology of the Study .. ............ .... .... .... .. ..... ...... .... .... .......... ................ 5 

1. 6. Limitations of the Study .................. . ..... . .................................... . ............. 6 

1.7 . Significa n ce of the Study ............... ........ . .. .. .. ... ............................ ....... .... .. 6 

1.8. Definitions of Key Terms a nd Acronym s .. .. .. .... .. ... .. .. ... .. ....... . .... . .. .. .. ........ 7 

CHAPTER TWO 

REVIEW OF RELATED LITERATURE .................................. .. .. .... . . .. . ................... 9 

2. 1. Review of Related Theories ....... . ............................................................... 9 

2 .1.l. The Concepts of Narrative and Narrative Technique .... ..... . ...... . .......... 9 

2. 1.1 . 1. Definition of Narrative .... .. ....... ..... . ...................... .. . .... ........... .. 10 

2. l. 1. 2. The Concept of Narrative Tec hn ique ............ . ........... ................ 12 

2 .1.2. Point of View ..................... ..................... .. .......... .. ......... ........... .. . .. . 14 

2. 1.2. 1. Difinition .................................. .... .. .. ...... . ........ ... ...... . .. ...... .. ... 15 

2.1.2. 2 . Narrative Situation (Type) .. . ..... .. ........ . .. .. ... .. ....... ......... . .. ....... 19 

2.l.2 .2.l. Authorial Narrati on ........ .. ..... ... .... ..... .. .... ............. 19 

2. 1. 2.2.2. First Person Narration ..... .. .... " .. " ....................... ......... 20 

2 .1. 2.2 .3. Figura l Narration ............... ...... .... ................. . " ........... 2 1 



2 . 1. 3 . Speech and Thought Presentation ............................ .................. .. .... 23 

2.1 .3 .1 . Speech ' Presentation ... ........... .... ......... ....... . .. ... ...... . ........... .. . ... 23 

2.1.3.1. 1. Direct and Free Direct Speech Presentation .......... .. .. .. .... 24 

2 .1. 3 .1.2. Ind irect and Free Indirect Speech Presentation .. ...... .. .. ... 25 

2.1.3.1.3. Narrator's Representation of Action (NRA), Narrator's 

Representation of Speech (NRS) a nd Narrator's 

Represen tat ion of Speech Act (NRSA) ........ .. ................ .. .. 26 

2.1.3 .2 . Thought Presentation ... ... .......... .. .. . ................. .. ... .. . . .. .. . .. .... .... 28 

2.1.3.2. 1. Direct Thought ........ .... .. .... .. .... .. . .' .. .. .. ............ .. ............... 28 

2. 1. 3.2.2. Free Indirect Thought (FIT) .. ...................... . .. .... .... ........ .. 29 

2 .1.3.2.3. Stream of Consciousness Writing .............. ........ ............. 30 

2.2. Review of Related Studies ................................ ...... ... ............ ......... . . .. ..... 32 

2 .2.1. Studies on Adafris ........ ................ .. ................................................. 33 

2.2 .2 . Studies on Gracha Kachiloch .... .. . ............ .. . ............ .. .. ..... .. ..... ... .. .... . 36 

CHAPTER THREE 

POINT OF VIEW AND SPEECH AND THOUGHT PRESENTATION IN ADAFRIS 

AND GRACHA KACHILOCH........ ................................. ..... ............... . .. 38 

3. 1. Point of View (Na rrative Situation) .. .. ............ ........................ ............... 38 

3 .1.1. Adafris ............. .. ....................... ... . .. . ............... . .......... . .................. 38 

3 . 1.2 . Gracha Kachiloch ..... ......... .. ............ ............................. .................. .4 2 

3.2 . Speech and Though t Presentation ..................... .. ..... . .... . ..... ............ ....... 52 

3.2.1. Speech Presentation .... ..... ..... .... ................ ..... ......... .... ................ ... 52 

3.2. 1. 1. Direct and Free Direct Speech Presenta tion s ......... ....... . .......... 53 

3 .2.1. 1. I Adafris ..... ............... .. ................................ . ...... ............. 53 

3.2.1.1. 2 Gracha Kach iloch ................................. .............. ......... 60 

3.2.1.2. Indirect and Free Indirect Speec h Presentat ion .. .. .. . ..... .. ..... .. . 65 

3.2.1.2 .1. Adafri s ...... ........... .. ...... .. ........ .. ...... ............ ........ ..... 6 5 

3 .2.1. 2 .2. Gracha Kachiloch ............................ ... .................. .. ..... 66 

3.2.1.3. NRSA, NRS and NRA in Adafirs a nd Gracha Kachiloch ............ 70 



3 .2. 2 . Thought Presenta tion ......................... . .. ...... .. . . .. .. . .. . .. . ..... ... . .. ...... ..... 7 5 

3 .2 .2. 1. Direct Though t Presen tation ... .. .. . . ... .. . ... . . ... .. . .. . .. . .. . ... .. . .. .. .. .... 76 

3 .2.2.1.1. Adafris ..... ............. ...... .. . ... ..... ............. ..... ........... ......... . 76 

3.2 .2. 1.2. Gracha Kachiloch .... .. .. .. ........... ... .... .. ... ... . .. ................ . .. 78 

3.2.2 .2 . Indirect Thought Presentation .. ... .... .. ... ....... .. ............... ....... ... 85 

3.2.2.2. 1 Adafris ......... .................................................. .. ... ........... 85 

3 .2.2 .2.2 .Grach a Kachiloch .. .. .. .. ......... . .... ... .. .......... . ... ...... ... . . . ..... 8 6 

3 .2.3. Stream of Con sciousness Writing ..... .. ..... ... .... .... ... . .. . ..... .............. .. .. 9 2 

3.2.3.1 . Adafris ..... ...... ...... .... .. .... .. ...... ....... ... ...... .... ........ ..... ............... 9 2 

3.2.3 .2. Gracha Kachil.och ... .. . ... ...... ... .. .. .... ..... ......... . . ............... .. . ... . .. 97 

CONCLUSION .......... ........ . ..... .. .. . .... .. . . . .... .. .. ... . ... . ... . ........ ... ... . ..... .. . .. . ... ... . .. . . . 105 

REFERENCES 



ACKNOWLEDGMENTS 

I am most grateful to my adviser, Birhanu Matthews (PhD) without whose 

adviCe, constructive comments, and concern and tolerance this thesis would 

not have come out in its present form. 

Most of the cost of the study was covered by Addis Ababa University. I wish 

to express my fervent thanks to the University for this generous contribution . 

I am unable to pay back the immeasurable gratitude I got from my friends, 

particularly, Kelemu Mindaye, Tirsit Demisie who allow me to use their 

computer and helping me in writing and correcting the paper day and night. 

Assefa Alemu, Temtim Assefa, Bezuneh WjYohanes, Alemayehu Gelagay and 

Fikru Gebre, Tilahun Girma, Tamiru Eshetie and Emnetsion Musie also have 

been encouraging and supporting me morally and materia lly . 

My thanks also go to Muluemebet Wubetu who has written and made 

corrections patiently with her computer when I was refining the final draft. 



ACKNOWLEDGMENTS 

I am most grateful to my adviser, Birhanu Matthews (PhD) without whose 

adviCe, constructive comments , and concern and tolera nce this thesis would 

not have com e out in its present form. 

Most of the cost of the study was covered by Addis Ababa University. I wish 

to express my fervent thanks to the University for this gen erous contribution . 

I am unable to pay back the immeasurable gratitude I got from my friends , 

particularly, Kelemu Mindaye, Tirsit Demisie who allow me to u se their 

computer a nd h e lping me in writing and correcting the paper day and night. 

Assefa Alemu, Temtim A ssefa, Bezuneh W/Yohanes, Alemayehu Gelagay a nd 

Fikru Gebre, Tilahun Girma, Tamiru Eshetie a nd Emnetsion Musie a lso have 

been encouraging and supporting me mora lly and m a terially. 

My tha nks also go to Muluemebet Wubetu who has written and made 

correction s paLiently with h er computer when I was refining th e fin a l draft. 



/CJ 114 ~ 7atltm, 

~ wIW W ~ a dtzeam ~ d£e hi4 

dddnevt u:ad the ~ ewd ~ eduutiMt. 



ABSTRACT 

The continuous debate 'among scholars in the field, students of literature and 
the intuition he has about the novels, Adafris and Gracha Kachiloch have 
initiated this researcher, for example, Zerihun Asfaw , Debebe Saifu and others 
in Bien, august, 1982 E.C, and Alemayehu Gelagay (1998E.C.) and Teferi 
Mekonnen(1998 E.C.} are the few ones. Lack of studies on the narrative 
techniques point of view and speech and thought presentation has encouraged 
it further. With the hypothesis that point of view and speech and thought 
presentation utilized to create some artistic effects and sound meanings that 
elaborate the themes of the novels, formulation of frame of analysis and critical 
reading of the theories written on the selected categories are worked out 

To ascertain the hypothesis these novels have been examined thoroughly and 
an analysis has been implemented. The outcome of the exploration (the 
analysis) has indicated that Adafris is narrated from the third person point of 
view (limited, in mos t cases, unlimited, in some cases). The influence of the 
narrator is very limited: most of the time he/she is hidden behind the 
characters. However, the narrator in Gracha Kachiloch is first person narrator, 
very subjective, unreliable, with greater influence commenting every characters 
actions and events. He gives new meanings to the things he sees and new 
definitions for some concepts; he foregrounds objects and actions of characters 
based on his bias perspective. In doing this, he creates some amusing artistic 
effects for some purposes. Within the mode, it seems that the perception of the 
narrator is more important than the s ubject matters to be described. This is 
mostly expected in the first person subjective point of view. 

These two extremes of point of view are also reflected In the speech and 
thought presentation modes. When direct speech and direct thought 
presentations are utilized in Adafris, direct and indirect speeches, and direct 
and free Indirect Thought modes are applied in Gracha Kachiloch. All these 
modes have some significant contributions in creating sound meanings and 
some artistic effects in both novels. 

In regarding to stream of consciousness, when the attempt is made in applying 
stream of consciousness within the mode interior monologue in Adafris, it is 
surely occurred in Gracha Kachiloch in the form of direct and free indirect 
thought (psychonarration). It has been used in both novels to elaborate or to be 
accessed to the minds of characters like characters emotions, imaginations 
and some feelings of love affair. The mode is used for same purpose in 
different ways in the two novels . 

The result in the end has affirmed that the narrative techniques of style 
selected for this study, point of view and speech and thought presentations are 
the major narrative modes in the novels and utilized effectively and 
appropriately in different ways. Then, this study concludes its discussion by 
commending other narrative techniques used in the novels that should be 
studied. 
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CHAPTER ONE 

INTRODUCTION 

1.1. Background of the Study 

The novels selected for this study, Dagnachew Worku 's Adafris(1962 E. C) 

and Adam Reta's Gracha Kachiloch(1998 E . C), are considered as unique 

novels due to th e narrative techniques used in them. In introducing strange 

narrative techniques and in developing some n ew artistic effects, Adafris is 

taken as a forehand novel in the development of Amharic literature. Scholars 

in the field believed that the development of Amharic literature reached its 

peak, with the publication of Adafris (Bien ; a literary Amharic Magazine 

published in 1982 E.C.).As Fikre Tolossa(1983 )a lso states "Dagnachew is 

familiar with the techniques of twentieth century novel writing ; and this 

fa milia rity is reflected in 'Adefres' .And this 'Adefres' is one of Dagnachew's 

contributions to furth er development of the Amharic novel" (1983:228) . 

After the firs t Amharic novel, Afework G/lyesus's Libollad Tarik (1900E.C.) 

was publish ed which m eans fifty years latter, Haddis Almayehu's Fikir Iska 

Mekabir (1 958 E.C.), Ba'alu Girma's Kadimas Bashagar (1962 E.C.) and 

Dagnachew Worku's Adafris (1962 E.C.) were published. This period was 

taken as golden time for Amharic Literature. As Zenhun Asfaw indicates, 

there a re about 200 novels which where published between Tobia (Libwollad 

Tank) and Adafris , but only few novels particularly the on es mentioned above 

can be cons idered among the glorious ones in Amharic Li terature (Bien, 1982 

E.C. August) . After Fikir Iske Mekabir, radical changes h ave been seen in th e 

style of fiction writing. Specially, Adafris appeared with unique a nd s trange 

narrative tech niques , whi"h are not see n in th e previous publis hed Amharic 

nove ls (Ibid ). Taye (1 986) a lso indicates, after the birth of tradition of 

Amharic n ovel with the publica tion of Afefwe rk Gebreyesus' Libboled Tarik 



CHAPTER ONE 

INTRODUCTION 

1.1. Background of the Study 

The novels selected for this study, Dagnachew Worku's Adafns{l962 E. C) 

and Adam Reta's Gracha Kachiloch{l998 E. C), are considered as unique 

novels due to the narrative techniques used in them. In introducing strange 

narrative techniques and in developing some new artistic effects, Adafns is 

taken as a forehand novel in the development of Amharic literature. Scholars 

in the field believed that the development of Amharic literature reached its 

peak, with the publication of Adafns (BIen; a literary Amharic Magazine 

published in 1982 E.C.) .As Fikre Tolossa(1983 )also states "Dagnachew is 

familiar with the techniques of twentieth century novel writing ; and this 

familiarity is reflected in 'Adefres' .And this 'Adefres ' is one of Dagnachew's 

con tributions to further development of the Amharic novel" (1983:228). 

After the first Amharic novel, Afework G/lyesus's Libollad Tank (1 900E.C.) 

was published which means fifty years latter, Haddis Almayehu's Fikir Iska 

Mekabir (1958 E.C .), Ba'alu Girma' s Kadimas Bashagar (1962 E.C.) and 

Dagnachew Worku 's Adafns (1962 E.C.) were published. This period was 

taken as golden time for Amharic Literature. As Zenhun Asfaw indicates, 

there are about 200 novels which where published be tween Tobia (Libwollad 

Tank) a nd Adafns, but only few novels pa r ticularly the ones mentioned above 

can be considered among the glorious ones in Amharic Literature (BIen, 1982 

E.C. August). After Fikir Iske Mekabir, radical chan ges h ave been seen in the 

style of fi ction writing. Specially, Ad afns a ppeared with unique and strange 

narrative techniques, whirh are not seen in the p reviou s publish ed Amha ric 

novels (Ibid). Taye (1 986) also indicates, after th e birth of tradition of 

Amh a ric novel with the publication of Afefwerk Gebreyesus' Libboled Tank 



(Topia) (1908), it steps forward in deferent periods when Hiruy's Adis Alam 

a nd Girmachew's Teklehawariat's Araya (1 949). And the development of 

Amharic Litera ture gets its turning point with the publication of Fikir Isk 

Mekabir and the novels published it follows, Kadimas Bashaga r. As he puts 

"the use of dialogic scenes as the main means of presentation a story is not 

a widly seen method in Amharic prose fiction" (p.175). This indicates the idea 

that Adafris appear s with the new narrative techniques and it has been a 

topic of debate among literary sch olars. For instance, in the panel discussion 

" 1'~,"'lClJ' 6\nl\~ ;t-tl1 "h(llO.j''' hllh "M'.'f::Cfl" / The Development of Amharic Novel 

from 'Tobia' to 'Adaf7is'/ issued in (BIen, Ibid), the scholars participated in 

the discussion reflect two different views. On one hand , Asfaw Datmie and 

Amare Mama argued that the language used in it, particularly the dialects, 

causes the difficulty of the novel. On the other hand, Debebe Seriju, Zerium 

Asfaw and Misfin Habtemariam underlined that the difficulty of the novel 

results from the strange and unique narrative techniques used in it. They 

explained that Dagnachew h a d radically broken the traditional way of 

narration and introduced or used modern narrative techniques such as 

arrangements of events foreshadow, juxtaposition, s tream of consciousness 

and other narrative techniques. However, a ll of them agreed that the novel is 

the best in its artistic quality and language u se, which is thought to be 

difiicult for general readers to understand. This is due to both the language 

use and strange n a rrative techniques implemented in the story. 

In addition to th is, there are a number of senior essays , MA Theses and PhD 

dissertations written on Adafris. The present researcher find s out about 

seven senior essays a nd four MA Theses and two PhD dissertation s which 

took Adafris under their scrutiny. Some of the senior essays focused on 

diction and sentence structure and the rest of them treated the novel with 

respect to characterization, description of events and settings and exploring 

of the theme. 
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Just like Adafirs, nowadays, Gmcha Kachiloch has become a topic of debate 

because unusual narrative techniques used in it. As Adafris is a new light on 

the narrative techniques of Amharic novels, Adafris, Gmcha Kachiloch a lso 

appeared in 1998 E.C. with unusual narrative techniques, which were not 

common In the previous published Amharic novels. This included like 

arrangements of events, u sing tables and graphs in the narration and using 

of the mode of thought presentation (stream of consciousness). As written in 

two literary Amharic Magazines (Image, 1998, May) and Ambar (1998 August) 

different writers have confronted to one another based on the narrative 

t::ch .'liquC' s used in Gmcha Kachiloch. Alemayehu Gelagay in his article , 

"1'~.-'l9" ~.-'l9"~'l· n''lt.6liJ. :I'''};''o·:r- '' / Adam's Fingerprints in Gmcha Kachiloch/, 

appreciates the techniques the author used. He added that the novel 

contributed a new narrative technique in the development of Amharic 

literature. On the contrary, Teferi Mokonnen in his essay "'{''''/I.'1 7..9" Ml1'o:r" 

/Mona Lisa with mustache/ expresses that the author had written the novel 

in a nightmare and published it wh en he woke up. He presented evidences 

and revised already established narrative techniques to show how Gmcha 

Kachiloch is poor in its artistic quality. On the other hand, Hibist Asfemw 

(1998 E.C.) in her senior essay "I';:'};: ~.m:l""9" M.-'l9" 1.;J- ''It.6liJ. :I'''I:''o·:r-'' 
/ Language usage in Adam Reta's Gracha Kachiloch/, discusses that a ll the 

deviations, whether in language use, in arrangements of events or in any 

other techniques used in the novel reveal artistic quality. 

Although a number of senior essays and MA Theses, which are written on the 

novels, discussed earlier, the researcher fears that they are not sufficient due 

to two most important factors. Firstly, the researcher does not think that the 

novels a re studied with the required details and secondly, he has come to no 

research works that focus ed on, point of view and speech and thought 

presentation. Therefore, he comes up with great enthusiasm to treat these 

novels with regard to these narrative techniques. 
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1.2. Statement of the Problem 

In most cases, the difficulty in understanding and lack of appreciation of a 

literary work may a rise from unusual narra tive techniques u sed in the 

works. As it is a ttempted to indicate in the background of this study, there 

are some difficulties in understanding these novels. General readers a nd 

some students of literature find the novels difficult to understand . This 

resulted from the lack of experience to apprecia te the novels and which may 

have frustra ted readers from reading these literary works. For this reason, 

litera ry scholars hcw e been arguing on Adafris a nd some students of 

literature h ave been initiated to examine this novel in detail. 

Even though there are a number of s tud ies written on Adafris, the presen t 

researcher believed tha t the novel h as not been thoroughly scrutinized in 

regarding to the n arrative techniques, point of view a nd speech and thought 

presentation. With regard to Gracha Kachiloch, as the novel is a recent 

publication, it is not treated from different angles to make the strange and 

unique techniques clear and appreciable . 

Above a ll, the researcher has not come across any research work done on the 

novels, Adafris, a nd Gracha Kachiloch tha t focuses on the 'Point of view and 

speech and thought presentation'. Thus, the primary concern of this study, 

as it is indicated in the objective of the s tudy, is to bridge this gap. 

1.3. Objectives of the Study 

The General objective of this study is to explore how point of view is applied 

a nd what modes of speech and thought presentation are used in Adafris and 

Gracha Kachiloch and to analyze, the narrative techniques selected for th is 

study. In doing tLcse , oasLJ un ~his general obj ective, the stud:; trics to 

achieve the following specific objectives: 
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• to look in to how the narrators present speech a nd thought; 

• to see what is described from what/whom perspective or to see what 

happens a nd how it is described; 

• to identify th e differences and s imilarities of th e selected na rrative 

techniques point of view and speech and thought presentation; 

• to explore how the modes created meaning, h ow information a nd som e 

effects are conveyed to readers . 

1.4. Research Questions 

Thus, in its attempt to explore how point of view and speech am!. thought 

presentations are applied in the two novels, Adafris a nd Gracha Kachiloch, 

the study will try to answer the following questions . 

1. What is n a rra tive technique? 

2. What is point of view? 

3. What modes of n a rra tion a re used in the novels? 

4 . How a re speech a nd th ought presented in the novels? 

5. Are there s imila ri ties a nd differences in thc na rrative techniques, the 

application of point of view a nd speech and thou ght presentation in the 

novels? 

6 . Wha t is the con tribution of these modes in creating m eaning? 

1.5. Methodology of the Study 

Since the s tudy is m a inly based on textua l analysis , data are taken from the 

novels after' they are c ritically read. Then, the better m e thod for th e ana lysis 

of narrative techniques of a novel this writer thinks is to choose a nd analyze 

representative and sign ificant extracts, which are ta ken from the novels 

under scrutiny. There fore, the extracts a nd expressions taken from the 

novels are in the light of selected n a rrative techniques . The texts, which are 

preferred for such a purpose, are translated into English for the matter of 

conven lence . 
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Because of the fact that the study is generally based on literarily sources, it 

started with the selection of texts and reference materials which was followed 

by detailed study of the texts which in turn involved .. .in selecting a nd 

analyzing the m aterials selected. 

After the novels had been explored separately, compa rative analysis of the 

selected narra tive techniques was made. The theoretical bases for depicting 

the novels under stu dy were the selected n arra tive techniques, 'point of view 

and speech and thought presentation . For example, the theoretical 

approaches of the literary schola rs, Mick Short (1996), Leech a nd Sh ort 

(1 98 1), Genette (1 980) and Stanzel (1984) were found to be more appropriate 

for the study. 

1.6. Limitations of the Study 

The exploration of the n a rra tive techniques is restricted on the two Amharic 

novels, Adafris and Gracha Kachiloch. Although this research is a study of 

narrative technique, it is limited to the selected narrative techniques point of 

view, and speech and thou ght presentations due to time and place 

constraints. The limitation is not only on the narrative techniques but a lso 

on the novels, which a re selected for the study. In addition to this, th e 

cultural differen ces of the two languages, Amharic and English speaking 

societies, is feared not to influence the effectiveness of the transla tion of the 

extracts . This constra int forced the writer to limit the trans lation on 

transferring ideas, con cepts and genera l features of the style of the texts 

rather than tones a nd feelings occurred in th e origina l texts (works). 

1. 7 . Significance of the Study 

The researcher of this study hopes that the outcom e of the findings of this 

s tudy will be of con s iderable importance in the development of c ri ticis m and 

li terary works in Amha ri c Literature, a t least in two ways. Firstly, readers 

and critics become more familiar with the narrative techniques used in the 
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novels. Secondly, the study hopefully, h elps readers in fuller understanding 

and appreciation of the literary works. Moreover, it m ay contribute some 

experience in understanding of what a study of narrative techniques and its 

application in practical uses means . In addition, this study may initiate other 

researchers for further exploration of the novels. 

1.8. Definitions of Key Terms and Acronyms 

Focalization: A term which is "first proposed by Cleanth Brooks and Robert 

Warren in 1943, was fully developed by Gennette in 1972, that refers to 

perceiving of ar. action or t.hought in a narration either by a na.rrator(s) or 

character (s). It is a question of who sees (perceives) in a narration which IS 

opposed to a question of who speaks? (Voice) (Martin,1986: 143-144). 

Focalizer: - an the agent whose point of view orients the narrative text (the 

perceiver, the one who sees in a narration). A text is anchored on a focalizer's 

point of view when it presents (and does not transcend) the focalizer's 

thoughts, reflections and knowledge, his/her actual and lmagmary 

perceptions , as well as his / h er cultural and ideological orientation (J a hn, 

2005). As Jahn discusses Bal's (1981) and Rimmon- Kenan's (1 983) concept 

of focalization, external focalizer is identified as a narrator focalizer and 

internal foca lizer as a character focalizer. 

Overtness: - one who refers to him/her self in the first person ("I", "we" etc), 

one who directly or indirectly addresses the narratee, one who offers reade r, 

friendly exposition wherever it is needed using the 'contive' or 'appellative' 

discourse function, one who exhibits a discoursal 'stance' or 'slant' toward 

characters and events, especially in his/her use of rhetorical figures ... (J a hn , 

2005 , 29). 

Covertness: - a convert n a rrator must ue &n inconspicus and indi stinct 

narrator (Jhan (2005: 5), a covert narrator [ ... ] is one who exhibits n one of 

the features of overtness which indicates in 'overtness'. Specially, s/he is one 
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who neither refers to him-or her self nor addressees any narratees, one who 

has a more or less neu'tra l (none dis tinctive) voice and style and so on (Ibid, 

29) character focalizer is a good example of convert n a rrator. 

DS: 

IS: 

FIS: 

FDS: 

NRS: 

NRSA: 

NRA: 

DT: 

IT: 

FIT: 

NRT: 

NRTA: 

Direct Speech 

Indirect Speech 

Free Indirect Speech 

Free Direct Speech 

Narrator's Representation of Speech 

Narrator's Representation of Speech Acts 

Narrator 's Represen~atlOn of Act;on 

Direct Thought 

Indirect Thought 

Free Indirect Thought 

Narrator's Representation of Though 

Narrator's Representa tion of Thou ght Acts 
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CHAPTER TWO 

REVIEW OF RELATED LITERATURE 

2.1. Review of Related Theories 

The pnmary concern of the researcher may be on developing an 

understanding of the li terature in the fie ld; as far as the understanding of the 

current researcher's is concerned , a su ccessful study with out impressive 

examination of review of related literature is impossible. Based on this 

reason, major points a bou: the study are discussed in this chapter. For 

example, the already es ta blished theories of narra tive a nd narrative 

techniques in general , point of view and speech and thought presentation in 

pa rticular are d iscussed. In doing these, the resear ch questions stated in 

cha pter one would be answered, some terms th at have been used, some 

influentia l schola r s in the fie ld would be identified, and the framework of the 

study would be provided. 

2 .1.1. The Concepts of Narrative and Narrative Technique 

Since this study is basically, a s tudy of n a rrative technique, it may be 

a ppropriate to begin with the examination of its definition and/ or con cept. 

Literary sch olars have attempted to define the term n a rrative in two d ifferent 

degrees of m eaning . There is considerable disagreement about the precise 

definition of narrative among scholars of the field. Accord ing to Riessman, 

"Among one group the defin ition is so overly broa d to include just about 

a nything . ". The definition of narrative has been quite restrictive among 

another group" (1993: 17). Here, the emphasis is given to the latter one due 

to the purpose of th is study. Hence, the n ext two sections focus on th e 

concept of narrative and na rrative technique. 
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2.1.1.1. Definition of Narrative 

In its broader sense, as Jahn states, narra tive refers to 'anything that tells or 

presents a story, be it by text, picture, performance or a combination of 

these. Hence, novels, p lays, films, comic strips, etc ., are narratives" . (2005: 

19). As it is indicated in the definition , narrative includes very wide and 

various mediums of narrative not only its medium but also its content (the 

story that constitute it) is broader. As Riessman explains, it can be non­

fictional narratives like "reference of illness narratives, life stories, and 

psychotherapy about the past". On the other hand, the other group "assumes 

all narratives are stories about a specific past event, they have common 

properties ... " Riessman (1993: 17). Most scholars treat narratives as d iscrete 

units, with clear beginnings and endings, as detachable from the 

surrounding discourse rather than as situated events. The latter definition 

leads us to fictional narrative that this study deals with . According to Jahn 

(2005: 22), fictional narrative presents: 

An imaginary narrator's account of a story that happened in an 
imaginary world. A fictional narrative is appreciated for its 
entertainment and educational value, possible also for providing a vision 
of characters who might exist or might have existed, and a vision of 
things that happen or could have happened. Although a fictional 
narrative may freely refer to actual people, places and events, it cannot 
be used as evidence of what happened in the real world. 

As it is indicated in the extract above, fictional narrative entirely and 

basically, is imaginative. The definition excludes non-fictional narrative and 

main ly focuses on verbal narratives. In the defin ition given above, in the 

expression "an imaginary n a rrator's account of a story that happened in ar. 

imaginary world", there a re very condensed concepts; 'narrator ', 's tory ' and 

'discourse', which need furth er explanation. 

As Jahn (2005) expresses, "all theories of narrative distinguish be tween what 

is narrated (the 'storyl a nd how it is narrated (the discourse)" which lea d the 

discussion to the concept of narrative techn ique which is discussed in detail 

in the next section. 

I .. " . " 
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As it is indicated earlier in the definition of narrative , 'story' refers to 

sequence of events that a lways responding the question, a s Riessman (1 993) 

indicates, 'and then what happened?" However, this sequencing of events 

does not mean only timely sequencing events. It has also unlimited ways of 

sequencing events that can be organized on plot, which logical and causal 

relationships of events or relationships of events based on cause and effect in 

a fictional narrative (it should be noted that all n arratives need not have 

plot) . 

Fictional narrative may h as distinguished parts or structures. As Martin 

(1986: 81) states that, there are distinguished parts, exposition, complication 

and climax, which are derived from Aristotle's concept of narrative that says 

'a narrative has beginning, middle and end '. According to Riessman (1993), 

there are different approaches to identify narrative structures, However, as 

Riessman indicates, Langerllier's (1989) argues that the structural approach 

quoted below has cited, applied or used by most investigators of narrative. 

A "fully formed" one includes six common elements: an abstract 
(summary of the substance of the narrative), orientation (time, place, 
situation, participants), complicating action (sequence of events), 
evaluation (significance and meaning of the action, attitude of the 
narrator), resolution (what finally happened), and coda (returns the 
perspective to the present). With these structures, a teller constructs a 
stonJ from a primary experience and interprets the significan.ce of events 
in clauses and embedded evaluation. (l'193: 18-19) 

As Riessman explains, as it is observed in the extract quoted above, 

na rratives have formal properties a nd each has a function . 

Before passing the next discu ssion , identifying the three aspects of narrative, 

"story" , "discourse" and "plot" may be important. Jahn (2005: 43) 

distinguishes the terms as follow s . 

:he te:-m 'story' and 'plot' w"re originally introduced in EM .Forster's 
Aspects of the Novel (1976f1927j), Ideally, one should distinguish three 
action-related aspects: (i) the sequence of events as ordered in the 
discours e; (ii) the action as it happened in its actual chronological 
sequence (=story); and (iii) the s tory 's causal s tructure (=plot) 
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In most cases, these terms are considered as constituents of a narrative in 

any na rrative genres that ranges from myth to prose fiction or prose narrative 

(novel and short story). 

In the study of narrative (narratology) vanous terms can be discussed or 

should be taken into consideration but here for the purpose of this study, the 

discussion is limited to basic definition of narrative and narrative technique . 

2.1.1.2. The Concept of Narrative Technique 

Tr :'! frequently discu ssed and identified narrative techniques are basic~"ly, 

two: showing and telling which are often correlated with Plato's (428-348 BC) 

and Aristotle's (348-322 BC) 'mimesis' imitation) and 'diegesis' (narration). 

These narrative modes are also identified with intercha ngeable terms 'scen e ' 

and 'summary' that are known as major narra tives techniques. Jahn (2005 : 

49) indicates the differe n ce of the modes. On one hand , "In s howing mode of 

presentation , there is little or no narratorial mediation, overtness , or 

presence . The reader is basically cast in the role of a witness the present". On 

the other hand, "In telling mode of presentation, the n a rra tor is over control 

(especially durational control) of action presentation, characterization and 

point of view management" . 

In the mode showing or in the cin ematic approach the control of the narrator 

is very limited while it is very dominant in the mode telling (summary). In 

addition to this , as Phylli s Bentley discusses in Stevick (1967), "it is not 

possible to convey the same amount, the sam e volume of information in a 

scene as III a summery of the same length [ ... J » (p. 53). In a cinematic 

presentation or in a s h owing m ode deta iled actions of cha racters a nd detai l 

events are prese n ted. In con trary, within the mode 'summary' (telling) a 

sequence of actions of c h aracters and events are presented thematically and 

orderly with the narrators word s. As Bentley further discu sses (Ibi d: 53) the 

novelists use cinematic presentation for very s ignificant parts of the narrative 
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like 'the crisis' and 'the climax'. He adds that using the mode without other 

narrative techniques, for example, with out using 'summary', the mode 

'scene' cannot be effective . As Stevick puts it: 

.. . the scene method alone cannot give an extensive background, cannot 
give a long stretch of past history, cannot give explanations - at least it 
can do so only be employing a great number of scenes, thus wasting the 
readers time and attention, and throwing the story out of proportion. 

On the other hand, as Bentley explains, the scene is the most significant and 

the most entertaining type of narrative that the novelists have. However, as it 

is mentioned earlier, without using more than one narrative technique 

together in harmony the art of fictional narrative is impossible . 

. 
In addition to the major narrative techniques, 'scene' and 'summary', there 

are other supportive narrative techniques, description and comment. As 

Jahn (2005:5) expresses, these modes are supportive because no one can tell 

a story using description and comment alone". Bentley on his part, as he 

puts in Stevick (1967), in the act of narrative the proper use of description, 

scene and summary are very significant.. As the above-mentioned scholars 

discussed, some writers may destroy their novel out of proportion by not 

using one or two of the modes at a ll or little use of those mode or modes. 

Martin (1986: 124) 3um;narizes and indicates the relationship of these 

narrative techniques as follows: 

Scene, showing, mimesis: Direct presentation of words and actions of 
characters, often called "dramatic". Quotation of thoughts - interior 
monologue- is in this sense scene. 

Summary, telling, diegesis: Narrator describes what happened in 
his/ her own words (or recounts what characters think and feel, without 
quotation). The narrowest definition of narration equates it with 
summary or telling. 

Point of view: A general term referring to all aspects of the narrator's 
relation to the story, it includes distance (variations in the amount of 
detail and consciousness presented, in the range between intimacy and 
remoteness), perspective or focus (whose eyes we see through- the angle 
of vision), and what the French call voice (identity, position of the 
narrator). (p. 124). 
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Martin explains that in scen e the time pe riod described and reading time a re 

equal. Some times the reading time might be exceeds than the event. 

However, it is different III summary; reading time is much shorter than 

chronological time. 

In general, as Stevick (1967:46) underlines the values of narrative techniques 

as quoted below: 

.... Techniques have no existence apart from their employment in 
particular novels, that one cannot being injudge the effectiveness of one 
way of telling a story over another without judging the relation between 
that technique and the whole structure of the novel in which it appears. 

He adds that a subject matter of a novel like its themes, ideas and its system 

of values are not exist without th e narrative techniques in it . 

Therefore, technique in fiction is, of course, all those obvious forms of it 

which are usually taken to be the whole of it, and many others; but, in this 

study the focus will be on two narrative techniques point of view (narration, 

telling) and speech and though presentation (showing, scene). These two 

narrative techniques are discussed in detail in the next sections. 

2.1.2. Point of View 

{(Ttiis[poill.t if ~:iew) is ~fiD tre1 :' out ,.ta,ufillu ~feature of ted!nique since th'! time of 

J{enry James, t(Ult the story sha([ te([ itself, 6eina conal/ctu! tfirouafi tfie impressions of 
tfie c(Ulracters. It is tfiis wfiicfi fina{Ey aijferentwtes fiction from fiistory ana phiwsopfiy 

and'science II 

J. WlJ3eacfi, 'lTie 'TwentIeth Century :Nove[ Studies ill <TeChniques, 1932 

Until Henry James and the Germen c ritic Friendrich Spielhagen (1983) 

discuss it in detail, the narrative technique, points of view was not given 

attention a nd value by the novelists and critics, before the nineteentn 

century. As Martin (1986: 132- 133) discusses, the nineteenth century 

novelists had attempted to overcome third person narratives and first person 
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narra tives a nd th ey had attempted to produce authen ticity in narratives by 

avoiding the barriers between "narrator and character", between "outside 

and inside" views. As Martin explains, after Joseph Warren Beach compla ins, 

in 1932, the critics of the time about their 'negligence of narrative techniques, 

three years latter, "point of view was the most frequently discussed aspects of 

narrative m ethods" (Ibid). 

Then, in recent narrative theories, new n a rrative methods like 'limited point 

of view', 'figural narrative ', 'narration voice ', 'streams of consciousness' and 

'focalization' have been discu ssed. As Norman Friedman discusses in Stevick 

(1967), the logo of th e twentieth century novelists is 'the story tells it self; the 

story speaks it self. The author does not tell us what they do but has them to 

tell us, them selves' (p. 11 6). Then a fter, the n a rrative techniques mentioned 

above, have been used. Therefore, the purpose of this study is also examining 

the managem ent of the narrative technique - point of view in the selected 

novels. 

The 'Term point of view' is one of the two narrative techniques, which will be 

explored in t he two novels, Adafirs a nd Gracha kachiloch. Hence, the 

questions 'what is point of view?' and "What h ave been said about it in the 

theories of literature?" will be examined and the main points about the device 

are discussed as framework of the analysis. 

2.1.2.1. Definition 

According to Stevick (1 967), the term point of view h as been u sed in different 

field s and contexts for different purposes. This resulted in confu sion due to 

using the phrase in different contexts. Even within li terature itself, it creates 

ambiguity. To avoid th is problem , scholars have attempted to supplement it 

with more jJrecise phrases, sucL as 'focus of narration,' 'perspective', 

'vanishing or vantage point' and so on; but these attempts h ave not been 

successful. Moreover , as Stevick emphas izes, "no other aspect of fictiona l 
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technique has been more widely d iscussed, analyzed, and debated, at least 

a mong modern critics of the novel" like point of view (p. 85). Then it may be 

appropriate to begin the discu ssion of point of view with the definitions given 

by different scholars. The definitions quoted below which were given by 

different scholars are presented for comparison as follows 

Point of view signifies the way a story gets told-the mode or perspective 
establis hed by an author by means of which a reader is presented with 
the characters, actions, . setting, and events which constitute the 
narrative in a work of fiction. M.H. Abrams: (1988: 144). 

Though using the different medium of language, writers of narrative 
fiction exploit this manipulative potential of p erspective in a similar way 
to represent characters, events and settings of a novel or .,hort story. 
Peter Verdonk (2002: 30). 

The tenn point of view has often been used in novel criticism to refer to 
the various factors of discourse situation [. . . j w e may define 
"DISCOURSAL POINT OF VIEW" as the relationship expressed through 
discourse s tructure, between the implied author or some other 
addresser, and the fiction .. Leech and Short (1 981,272). 

As it is possible to observe in the definitions , there is no difference of concept 

except variations of expressions or the differen ce of ways of describing. To 

sum up the definitions, point of view is a mode, perspective or a way of 

presenting ch a racters, events, settings from some one's possible vantage 

points which is established by an a u thor. According to Leech and Short, it is 

a lso a relationship expressed through discourse structure between narrator 

a nd the fic tion, which m eans events, settings, actions, etc. expressed by the 

n a rrator or some other addresser. 

As Abrams (1 988) expresses, point of vi ew "establishes a broad division 

between third person and first person narratives into subclasses" (p.145). As 

he further explains, the division is made according to "the degree and kind of 

freedom or limi tation which the author assumes in getting the matter of his 

story before the reader" (Ibid). 

However, the classi fication (divis ion) varies acco rding to the scholars through 

periods. According to Abra m s (Ibid) "point of view" is classi fied into two main 

div isions, third person point of view and first person point of view. Third 
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person point of Vlew IS further divided into omniscient and limited; first 

person point of view categorized into two; I-as protagonist and I-as witness. 

The division can be presented in a figure as fo llows: 

Point of View I 
I 

I I 

I 
Third person P.O.V. 

I I First Person P.O.V. 

I I 
I I I 

Third Person Third Person 
I 

I -as protagonist 
I Omniscient Limited P.O.V. 

P.O.V. 

I-as witness 
I 

Fig 2.1 

On the other hand, Friedman in his discussion of point of view, "point of view 

in fiction; A DEVELOPMENT OF CRITICAL CONCEPT", classified it into eight 

categories; 'Editorial Omniscience,' 'Neutral Omniscience,' 'I-as witness', 'I-as 

protagonist,' 'Multiple Selective' Selective Omniscience,' 'The Drama mode' 

and "The Camera.' Stevick (1967:108-137). He discussed in detail how these 

modes of narration are applied to fiction. It looks like as follows when it is 

presented in figure. 

I Point of View I 

I I I 
Editorial I-as Witness Multiple Drama Mode 

Omniscience Selective 

Neutral 1- as Selective The 
Omniscience Protagonist Omniscience Camera 

.2. 2 Fig 

17 
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These classifications were revised by Genette (1980), named narrative type; 

homodiegetic- and hetrodiegetic, and improved by Stanzel (1984) termed, 

narrative situation; First Person, Authorial and Figural Narrative. 

Similarly, as Chatman (1978) "the expresses foregoing different In 

distinctiveness, the audibility of narrative voice is best understood as being a 

matter of degrees" and Jahn indicates "narrative theories often use the 

oppositional pair overtness and covertness to characterize voice" (Jahn, 

2005: 5). A covert narra tor is a distinct narrator who fades into the 

background; on the contrary, an overt narrator is distinctive with 'emotive' or 

'subjective' expressions . 

Stanzel's Narrative Situation 

Authorial First Person Figural 
Narrative Narrative Narrative 

Fig 2.3 

As Manfred Jahn discusses, Genette's "Narrative Type", "Chatman's 

covertness" and "overtn ess" form one way of classification In combination 

with Stanzel's Narrative Situation as it is indicated below. 

NarrC\~ive Situation (Type) c ~ 

I 
I I 

First Person Authorial Narrative Figural Narrative (hetrodiegetic-
(hetrodiegetic-covert) covert plus internal focalization) 

Fig 2.4 

As it is indicated in the above discussion, scholars classified poin t of view in 

different ways . The one tries to improve the other's way of classification. 

What is in the types (narrative situation)? What make the one different from 

the other? Here, Authorial Narration, First Person Narration and Figural 

Narration are discussed. Hopefully, the next discussion makes the points 

more clear. 
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2.1.2.2. Narrative Situation (Type) 

2.1.2.2.1. Authorial Narration 

Martin (1986), Manfred Jahn (2005) and Abrams (1988), observe that third 

person / authorial narrative/ that it is a perspective of a narrator who is not 

and never is a character within the story, presents events, characters, 

settings, actions, e tc ., with a complete form of power or godlike ability. 

Abrams (1988) puts it in the following way: 

This is a common term for convention in a work of fiction that the 
narrator knows everything that needs to be known about the agents and 
events; is free to move at l l)ill in time and place, to shift from character to 
character, and to report (or conceal) their speech and actions; and also 
that the narrator has privileged access to the characters' thoughts and 
feelings and motives, as well as their overt speech actions. (1988: 145) 

As Martin also indicates, "this category can include authorial narration, but 

usually refers to a fiction in which there is no reference to 'I' who writes. In 

[this] sense it is also called 'Figural Narration' " (1986: 135) . As it is indicated 

in the earlier discussion, Genettee and Stanzel improved the previous form of 

classification of 'point of view'. In addi tion, the mode Authorial Narration 

shares some characteristics with third person point of view, but what makes 

it d ifferent from third person point of view is, as Jahn states: 

Authorial narration involves telling a story from the point of view of an 
'authorial narrator' i.e., some body who is 'wt 0nd never was a 
character in the story it self. (Note however, that like a first person 
(Genette: Homodiegetic) narrator, authorial narrator may refer to him-or 
herself in the first person}. Often the authorial narrator's status of an 
outsider makes her/him an authority commanding practically godlike 
abilities such as omniscience and omnipresence. (2005: 35). 

As the scholars mentioned a bove, 'Third Person Point of View" has two 

distinctive n a rra tors; on one hand, intrusive (unlimited) and sometimes 

unintrus ive n a rrators (Omniscience) and on the other, Third Person Limited. 

As Abrams explains that an intrusive narrator "not only reports but also 

freely comments on and evaluates the actions and motives of the persona l 

vIews a bout human life m genera]" (1988:145) . In other words, this type of 

narrator has a n access to the feelings and th oughts of characters. On the 
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other h a nd , Third Person Limited Point of View (unintrusive narrator), is 

"limited to the consciousness of a character within the s tory itself, gives 

readers the illusion of experiencing events that evolve before their own eyes" 

(Ibid: 145). Stanzel separated these distinctive narrators into Authorial 

Narrator and Figural Narrator. The former is identical to Intrus ive Narrator 

and the latter to Third Person Limited Narrator. 

2.1.2.2.2. First Person Narration 

A narrator who is participant in the story presents it. The narrator refers to 

him self with first person pronouns like "I" a nd ''we''. Abrams expresses 

narrative perspective as follows: 

This mode, insofar as it is consistently carried out, naturally limits the 
point of view to what the first- person narrator knows, experiences, 
infers, or can find out by talking to other characters. We distinguish 
between the narratives 'I' who is a fortuitous witness of the matters he 
relates [. .. j; or who is a minor or p eripheral participant in the story [. . .j or 
himself or herself a central character in the s tory (1988: 146). 

According to the extract above, first person, two distinctive narrators present 

narration. Freidman in Stevick distinguishes these narrators as 'I as witness' 

and 'I as protagonis t'. As he states, 'I as witness' n a rrator is "more or less 

involved in the action, acquainted with its chief personage, who speaks to the 

reader in the first person" (1967 [1955]: 125). On the other h a nd, he also 

stated I a s protagonist 'narrator as "one of the chid personages who tells his 

own story in the first person". When it is compared with I as witness, 'a few 

and more chann els of information are given up a few more vantage points are 

lost" (Ibid: 126). Moreover, as J a hn stated, 'a first person narrative can either 

be told from th e hindsight awareness of n a rrating'!' ... or from the more 

limi ted a nd naive level of the experiencing 1 functioning as an interior 

focalizati on" (2005: 3 1). 

In general, as Friedman pointed out, the "I as witr. ess" narrator is more 

accessible to a few more channels of information tha n "I as protagonist" who 

is limited to his own thoughts, feelings and perceptions. 
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2 .1.2.2.3. Figural Narration 

According to Jahn (2005), Figural Narration is termed by Stanzel (1 984) and 

it is one of the con stituents of narrative situa tion. 

A narrative which presents the story's events as seen through the eyes 
of (or: from the point of) a third person internal focalizer. The narrator of 
a figural narrative is a covert hetrodiegetic narrator presenting an 
internal focalizer's consciousness, especially his/her perceptions and 
thoughts. Because the narrator's discourse will preferably mimic the 
focalizer's perceptions and conceptualizations the narrator's own voice 
quality will remain largely indistinct (2005; 10). 

As Jahn discusses, 'some theorists go so far as to say that figural texts are 

narratorless' but, he himself rejected this Idea because he underlined that 

Figural Na rration is presented from someone's perspective. Actions, events, 

settings and thoughts are seen through the eyes of reflector narrators. 

Furthermore, Jhan expresses, "a figural text presents a distorted or 

restricted views of events... to many authors, su ch as a distorted but 

'psychologically realistic perspective is more interesting than an omniscient 

or 'obj ective' account of events" (Ibid: 35). Freidman's 'Drama Mode' and 'The 

Cam era' view points share some characteristics with figural mode. It seems 

that Stanzel, in his classification, separated third person omniscient and 

their person limited into authorial and figural narration. Martin's words can 

be a n evidence for this that says "third person point of view contains 

Authorial Narration and Figural Narration" (1986: 135). Martin's reason for 

the inclusion of Figural Narration in the third person point of view is the 

a bsence of 'I' reference narrator in Figural Narra tion . 

J ahn summa rizes the different classifications of point of view as follows: 

In addition to Genette's two basic types of narratives (homodiegetic and 
hetrodiegetic) our toolbox now also stocks Stanzel's three typical 
narrative situation; first person, authorial, (hetrodiegetic overt) and 
figural (hetrodiegetic-covert plus internal focalization), (2005: 10). 

One important point Jahn stresses is a whole novel or a passage of it m ay 

exhibit features of more than one narrative type or Narrative Situation. 
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In general, point of view is a mode or way of presenting characters, events 

settings from some on'e's constant perspective established by an author or 

some other addressor. It is aJso a relationship expressed by the narra tor and 

classified into first, second and third person point of view or first person point 

of view, authorial and figural narration and each has different characteristics. 

In first person point of view, there are two types of narrators, 'I as witnesses' 

and 'I as protagonis t'. Although these na rrators have different characteristics, 

in terms of limitations, they refer to themselves with pronouns '1', 'me', 'my' 

and 'mine'. In addition, both narrators are participant within the story, What 

makes the narratoi"S different from onr. ;:m,Aher is the degree of limitation, 

Even though, both of them are limited to their experience, in time and place, 'I 

as protagonist' is more limited than, 'I as witness' narrator. 'I as witness' 

narrator present other characters' actions , phys ical and mental characteristics 

of characters that he/she witnessed for. This type of narrator is closer to the 

hero or h eroine of the story and a ble to move from place to place to be witness 

wha t his/her personages do. On the other hand, 'I as protagonis t' mainly tells 

about him self or h erself. He/she is a lways th e center within the story. 

Similarly, in the m ode third person point of view, there are also two ma in types 

of narrators, Third Person Omniscience and Third Person limited and the 

omniscient narrator be able to move from place to place. enter to the minds of 

characters, judges and comments actions of characters and events, Third 

person-limited point of view also reports what he/ she sees, observes and 

understands. Within such kind of narrator, some times, the story presen ts 

through the eyes of the character. 

Even though, in the study of point of view, point of view can be classified into 

different ways, scholars in the field have been trying to improve a nd set 

standards in its classification or division, As sch olars put it, for example, Short 

(1996) "study of the novel in the twentieth century has to every large extent 

been the s tudy of point of view" (p, 256), Through time, objective n arrators, 

like third person limited , firs t person ('I as witness) is d eveloped , especially the 
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art of focalization and the absences of the author's interference (voice). These 

features have great roIe'in creating meaning and effect in a text. Therefore, it is 

believed that the study of point of view in the novels, Adafris and Gracha 

Kachiloch is the study of the novels. 

The other aspect of narrative technique, which is presented in the next section, 

is 'Speech and Thought presentation'. It also discussed as a frame of analysis. 

2.1.3. Speech and Thought Presentation 

2.1.3.1. Speech Presentation 

In this context, the term 'speech' refers to characters' talk in fiction or verbal 

interaction of characters in the fictional world, not only characters' talk or 

verbal interaction, but also manner of speech events and actions performed 

by the characters. The discussion, in this section lies on the modes of speech 

presentation or the modes of presentation of characters' talks and actions. 

Authors have choices of modes in the presentation of their character's talks 

and actions. At this level, it is possible to think of two main categories, which 

can be easily identified in a narration. These two main categories are 'Direct 

Speech Presentation' and 'Indirect Speech Presentation '. 

As Verdonk (2002) expresses, we call it direct speech, "when the narrator 

delegates perspective to the characters and leaves them to speak for 

themselves" (p. 45) while in the case of indirect speech "the narrator reports 

only the content of what the character has said, but not its exact wording" (p . 

47). In addition to this, indirect speech is "reported" rather than "recorded" 

speech. On the other hand, as Short expresses 'the words of direct speech 

belong to the narrator' (1996: 289). 

The modes of speech presentation, the multiple choices for authors are not 

limited to direct and indirec t speech presentations. Leech and Short (1981) 

and Short (19 96) extend s the categories to more than two. Especially Short 

categorizes it in to five and discussed it in detail. 
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The categories are classified as follows. 

1. Direct Speech (DS) + Free Direct Speech (FDS) 

2. Indirect Speech (IS) + Free Indirect Speech (FIS) 

3. Narrator's Representation of Speech Acts (NRSA) 

4. Narrator's Representation of Speech (NRS) 

5. Narrator's Representation of Action (NRA) 

In using speech presentation mode , there are two purposes; a purpose of 

communication (creating meaning among author, reader and fiction and 

purpose of stylistic (providing variety of forms to create particular effects) 

which are interdependent on one another. Tom Hutchinson in Short 

(1989:130) states that the purpose of speech presentation. 

An author has two purposes in choosing a particular form of speech 
presentation: the communicative purpose of the speech event and stylistic 
purpose. The communicative purpose refers to the choice of linguistic 
features within the context of a particular utterance. It is concerned the 
micro level question: what information is the author trying to convey in 
this utterance? The stylistic purpose is concerned with the choice of a 
particular form of speech presentation in relation to the other utterances in 
the discourse. 

In the application of speech presentation, these two purposes are inseparable 

and have contributions in creating meaning. In addition, in relation to 

stylistic purpose, the forms DS, IS, FDS, FIS, NRS and NRSA are used III 

summarizing, blending, constructing, distancing and taking viewpoint. These 

forms of speech presentations are discussed in a little bit detail. "Free Direct 

Speech" and "Free Indirect Speech" are discussed as extra categories of 

speech presentation . For the purpose of this study, the categories are 

grouped into three. 

2 .1.3. 1.1. Direct and Free Direct Speech Presentation 

As attempted to indicate what by direct and indirect speeches mean above, 

direct speech refers to the direct presentation of character's talk or speech by 

the narrator in a novel or s hor t story. This mode of presentation has its 
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linguistic fo rm, which is different from th e other form of speech presentation. 

It is a direct quote of characters s peech by a · narrator. As shown in the 

following example taken from Leech and Short (1981 : 319) . 

He said, 'I'll come back here to see you again tomorrow' 

It is a mode of 'Direct Speech Presentation' but the point is what makes it 

different from indirect speech presentation. As short distinct it, some 

indications of the narrator in the direct speech presentation are inserted to 

make it clear how, when and why such a speech occurred but in 'Free Direct 

Speech Presentation', the interference of the narrator and reduction of 

reporting clauses including quotation marks might be reduced or avoided. 

Let us see the example given by Short taken from Sue Townsend's Rebuilding 

Coventry, Ch. 33. 

'Bye Matthew, see you tomorrow'. 
'Why?' 
'Because I am far away, in London.' 
'Why?' 
'To get money to buy you new boots. That's it. Matthew, don't ask any 
more questions. ' 
'Why?' 
'Because it drives me mad, you know it does. I'm gomg now. Tell 
Mummy I love her?' 
'Tell Mummy I loue her?' Matthew repeated 
'No, tell Mummy I loue her. Not you. ' 
His wife came back on the phon~. 'You 'ue made him cry! What did you 
say?' (1996: 301) 

As it can be seen in the extract above, the telephone conversation of the two 

characters is interrupted once in the middle at a turning point of the 

conversation with "Matthew repeated" and at the end of the extract; it is 

interrupted by the appearance of the third character. 

2.1.3.1.2. Indirect and Free Indirect Speech Presentation 

According to Leech and Short (1981) and Short (1996), Indirect Speech 

Presentation is the converted form of Direct Speech. In this mode the 

narrator takes the content of the original speech (the characters words) and 
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presc nls lh a l contenl wilh hi s/ hcr own words ro llowcd by o r acco mpanicd by 

h is co mmenls. Let u s ·come back to th e prcv ious example give n ror Direcl 

Speech Presentat ion. 

He said, ']' 11 come back here to see you again tomorrow' 

I [S converted form will be, 

He said that he would retu-rn there to see her the following day . 

I[ is possible to observe thar in th e 'Indirect Speech Presentation' the Direct 

Speech markers are rem oved. The gram matical rela tionship of semi­

inde pendence be tween the reporting clause "he said" and the reported cla u se 

'I wi ll come back here to see you again tomorrow" in the Direct Speech 

becomes one where the reported clause is subordinated to the reporting 

clau se by the conjunction that. Even the absence of 'that' does not a ffect the 

s ubordination (1996: 304) . In addition to tilis , iir s t a nd second pe, sGn 

pronouns, "I" and "you" a re changed to the third person pronoun "he" and 

the time a dverbs "here" a nd "tomorrow" h a ve been ch a n ged to th e remote 

deictic "there" and "the following day" a nd the present tense s hifted to past to 

m a ke it consistent with the time of the utte ra n ce. 

Free Indirect S peech (FIS) is placed between IS and OS in the cline of Speech 

Presenta tion. As Short discusses, it s h a res c haracteristics from both direct 

speech a nd indirect speech. In oth e r words, it is a mixed form of direct a nd 

indirect speech. 

NRA NRS NRSA IS FIS OS (1 996: 296). 

As Short underlines , this fo rm of speech presentations is ambiguous, 

becau se some times it seems IS s ince it has the characteristics of FIS. 
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2.1.3.1.3. Narrator's Representation of Action (NRA), Narrator's 

Representation of Speech (NRS) and Narrator's 

Representation of Speech Act (NRSA) 

NRA is related to sentences of physical description and action in the absence 

of speech at all. As Short discussed, actions by characters, events, or 
. ~ . . 

happenings caused by agents who are not characters and character's 

perceptions are the concern of this category. 

On the other h and, NRS deals with the form of speech, which is not clearly 

stated or known but told by the narrator, and the occurrence of speech in the 

narration, for example, a n arrator may say, "When I come closer to the s itting 

room window, I had heard' that Eleni was talking to my mother". In this 

example, the speaker does not tell us what the topic of Eleni's talk is. 

The other category, narrator's representation of speech acts (NRSA) is closer 

to NRS. The mode is a little bit closer to what has been said. The narrator 

gives to the reader at least the topic of the speech. Let us back to the 

previous example. 

When I came closer to the sitting room window, I had heard that Eleni 

was talking to my mother about our quarrel of the last night. 

Here, in the example , the topic of [he talk is indicated, (1996: 296-2198) . In 

relation to the variation of speech presentation, Short raised one s ignifica nt 

point. The reasons for the variation in speech presentation are that it allows 

authors to indicate how important a piece of speech is. "If it is more 

important than other speeches it is pulling to foreground but it pushes to 

background when it is less important. 'Indirect speech appears to be 

background and direct speech a foregroundin g, device" (Ibid: 292 -293). Leech 

and short also indicated that NRSA is "useful for summarizing relatively 

unimporta nt stretches of conversation" (1 981: 324) . 
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Short (1996) puts the cline of speech presentation as follows (p. 306) 

Event narration 

! NRA tNRSNRSA IS! FIS OS ! 

Speech presentation 

As to the movement from OS to NRS, the control and influence of the 

narrator's viewpoint over reporting of what the character says gets stronger 

and stronger. At NRS ahd NRSA, speech presentation integrated with the res t 

of speech acts and the occurrence of speech presentation is a bout to end at 

NRA. 

2.1.3.2. Thought Presentation 

The features of thought presentation a re very similar with those of speech 

presentation. There is no need to discuss in detail every aspect of thought 

presentation here , but two of them are the ones, which novelists use mostly. 

These are direct and free indirect thought presentations; Short puts the 

categories of thought presenta tions as follows. 

1. He spent the day thinking 

(Narrator's Represen tation of Thought [NRTJ) 

2. She considered his unpunctuality. 

(Narrator's Representation of Thought Acts [NRTAJ) 

3. She thought that h e would be late. 

(Indirect Though t [IT]) 

4. He was bound to be late! 

(Free Indirect Though t [DT)) 

5. 'He will be late', she though t . 

(Direct Thought [DT)) (1 996: 3 11) . 

Here, the discussion will focus on d irect a nd free indirect thought. In 

addition to these two modes of though t presentation, "stream of con cussions" 

a lso will be discu ssed . These th ree modes of thought presentation s need 

further discu ssion because these modes a re more used by the authors and 

because of their nature of complexity. 
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2.1.3.2.1. Direct Thought 

This mode of thought presentation, according to Short, has a tendency of 

presenting 'conscious' and 'deliberative thought'. It has also similar linguistic 

forms with that of soliloquy in drama and fu ll of interactive markers. 

However, the difference is expressed as follows. 

In the novel there is no audience to talk to, and so thought presentation 
must be Dr's sole purpose. However, DT is quite often used to represent 
imaginary conversations which characters have with themselves or 
others, which is presumably why it so often the flavor oj conscious 
thinking (1996: 312). 

Moreover, di,ect thought, in some occasions, is presented without quotation 

marks to distinguish it from OS in the occasion they may be presented 

together (when both OT and OS a pplied together in a passage). Sh ort 

illustrated this idea with an extract taken from Hemmingway's "The Old 

Man and the Sea" to exemplify how OT and OS comes together within a text 

and how the modes are distinguished, the one within inverted comas and the 

other without inverted comas . 

... you loved him when he was alive and you loved him after. If you love 
him, it is not a sin to kill him. Or it is more? 
'You think too much, old man', he said aloud. 
But you enjoyed killing the dentuso, he thought (Ibid: 313). 

As Short indicated , the third sentence 'you think too much,' He said a loud' is 

identified as OS. The old man's two self are talking to each other in the story. 

One self speaks these words to the other self of the man. 

2.1.3.2.2. Free Indirect Thought (FIT) 

Verdonk (2002) d iscusses this mode, as it is the same as free indirect speech. 

He does not indicate the distinctive features between the two (p. 48). Leech 

and Short (1981), begin the discussion of thought presentation with the 

features whic h made different 'Free Indirect Thou ght' and "Dil ect Thuught" 

(p. 338). Short, on the other hand, discusses in detail their features 

separately by illustrating with various examples. 



Free indirect thought is a mixture of DT and IT. Some parts of it look like 

direct thought while the other parts of it seems indirect thought. According to 

short, "the thoughts of others, unlike their speech, are never directly 

accessible to us. We can only infer what people might be thinking from their 

speech actions, facial expression and so on" (1996: 315). On the other hand, 

Leech and Short elaborated, "Thoughts in general, are not verbally 

formulated and can not be reported verbatim [ ... J. Because the direct 

perception of some one elSe's thought is not possible, DT is perceived more 

artificial than more indirect forms" (1981: 345). Therefo re, FIT is more 

valuable, a better m ."!ans to close to r.haracters thought as of Direct speech is 

to speech presentation. Leech and Short concluded that IT is a norm (a 

common mode of thought presentation), and FIT is then, "historically a 

natural development, keeping much of the vividness of IT without a rtificia lity 

of the speaking to oneself convention". (Ibid) 

2.1.3.2.3. Stream of Consciousness Writing 

It is one of the modes of thought presentation but a umque one; deferent 

scholars tried to discus the term and attempted to identify, why and how 

novelists use it. Stream of consciousness seems attracting both the novelists 

and cri tics (schola rs in the field) and they have tried to define a nd explore its 

purpose. Abrams ct:-lted it as follows: 

The stream of consciousness, as it has been refined since the 1920s, is 
a special mode of narration that undertakes to capture the full 
spectrum and the continuous flow of a character's mental process, in 
which sense perceptions mingle with conscious and half-conscious 
thoughts, memories, expectations, feelings, and random associations. 
(1988: 180). 

Mepham, on the other hand, expressed stream of consciousness as quoted 

below: 

Stream of consciousness writing aims to provide a textual equivalent to 
the stream of a fictional characters consciousness. It creates the 
impression that the reader is eardroping on the flow of con!>cious 
experience in the character's mind, gaining intimate access to their 
private "thought". It involves presenting in the form of written text some 
thing that IS neither entirely verbal nor textual (2003: 
http://www.litency.complephp.) 
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As John Mepham expla ined, the efforts have made by the novelists were to 

create plausible textual presentation of what characters have in their mind. 

On the other hand, as Abrams stated "since ' sense perceptions, mental 

images, feelings and some aspects of thought itself are non-verbal, it is clear 

that the author must convert these elements in to some kinds of verbal 

equivalent" (1988: 180). 

In addition to this, as Mepham expresses that some critics mistakenly used 

'interior monologue' as synonym for 'streams of consciousness'. As he 

explaines, 'interior monologue ' is one of the constituents of 'stream of 

consciousness' which create variety of stylistic forms; identified as 'narrated 

stream of consciousness' and 'quoted stream of conscious' (interior 

monologue). In other words, interior monologue is direct quote of character's 

silent speech with out any authorial or narrator intervene while narrated 

stream of consciousness is mostly constructed with variety of sentence types 

including 'psycho-narration ' and 'Free Indirect style'. Interior monologue can 

be associated with DT while narrated stream of consciousness can be in the 

form of FIT. 

Besides this , Short indicates, "the majority of thought presentation in novels 

is not stream of consciousness writing [ ... J because they are too orderly to 

constitute the free as'>ociation of ideas "(p. 316). It is characterized by "a 

highly elliptical sentence struc ture, with as many grammatical words as 

possible being removed consistently with allowing the reader to be able to 

infer what is going on" (p. 3 17). Moreover, the characteristics of the language 

of stream consciousness is not cohesive, breaks the "maxims of quantity' and 

'manner' and characterized with 'fragm ented syntax'. It can associate with 

the extreme ellipsis and in the flow of thought; new topics can be introduced 

unexpectedly. 

Stream of consciousness appeared in the first decades of the twentieth 

century, and firs t introduced in J ames's "The Principles of Psychology" (1890) 

to denote the continuous flow of thoughts, feelings and impressions in the 
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mind. Even earlier than Henry James in 1888, a minor French writer Edward 

Djuasrdin, wrote a novel in which the concept of stream of consciousness 

was applied. William Faulkner, James Joyce, Virginia Woolf and others are 

primarily mentioned authors who d eveloped stream of consciousness. 

(Abrams, 1988: 180), (Short, 1996: 316-319) and (Mepham, 2003) 

http://www.litency.complphp). 

In the discussions of 'stream of consciousness' scholars have taken extracts 

from James Joyce's Ulysses (1922) and Virginia Woolfs Mrs. Dalloway 

(1925). Short has also taken the following extract from Joyce's Ulysses to 

illustrate his discussion of 'stream of consciousness writing'. 

Filthy shells. Devil to open them too. Who found them out? Garbage, 
Sewage they feed on. Fizz and Red bank oysters. Effect on the sexual. 
Aphrodis. He was in the Red Bank this morning. Was he oyster old fish 
at table? Perhaps he young flesh in bed. No. June has no ar no oysters. 
But there are people like tainted game. Jugged hare. First catch your 
hare. Chinese eating eggs fifty years old, blue and green again. Dinner 
of thirty courses. Each dish harmless might mix inside. Idea for a poison 
mystery (1996: 316-317). 

Short takes this extract as a good model of stream of consciousness passage. 

As he explains, main characteristics of stream of consciou sness, such as 

elliptical sentence structures with the removal of many grammatical words 

(even the one word sentence 'Aphrodisiac' is reduced to 'Aphrodis' are 

reflected in the extract, the major techniqJe ill showing a characters mind, 

the 'free association' of topics is a pplied in it. 

In general, speech and thought presentation have similar features. Both the 

modes have five a lternatives of presentation. The mode speech presentation 

has the forms, direct speech, indirect speech, free indirect speech, narrator 's 

representation of speech and narrator's representation of speech act. 

All these features or form s of speech and thought presentations are used in 

the novels, which are under the study, Adafris and Grach Kachiloch. According 

to the frequency or degree of application, the emphas is is given to some of the 

forms, fore example direct speech and free indirect thought. 
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2.2. Review of Related Studies 

2.2.1. Studies on Adafris 

Taye Assefa (1 986) in his PhD dissertation "Form in the Amharic novel" 

explores ten Amharic novels which starts from Afwerke's Lebb Wollad Tarik 

(1908) to Be'a lu's Kadmas Bashagar (1970) and Abbe's Ya-raggafu Ababoch 

(1972) which AdafTis is amon g them. The a im of the study is to provide a 

critical introduction to narra tive modes in Amharic novel; 'the construction of 

plot', 'the delineation of characters', 'the modes of exposition', 'the rendition 

of scen es' and 'the intrusions of the narra tor'. He also attempts to asses 'the 

harmonization of the meanings and/ or effects generated by the particular 

method of presentation. The points that make the two s tudies related are the 

inclusion of AdafTis in both the studies and th e area of the studies they focus 

on (both the studies focu s on the s tudy of narrative technique). Taye's study 

is one of the two studies, which deals with the study of narrative technique 

in Adafris reviewed, in the current study (both the studies treated 'stream of 

consciousness' in Adafris). Taye's study concludes that there is no stream of 

consciou s n ess mode in Adafris at all while Endashaw's study considered a ll 

passages of thought presentation as stream of thought (stream of 

consciousness) writing. However, the current study views this critical point in 

different perspective (it is discussed ir. deta:l under -stream of con sciousness­

in Adafris in chapter three). 

In addition, th e current study appears with the narrative techniques, point of 

view and speech and through presentation, wh ich are different from the 

narrative techniques, which has examined in Taye 's PhD dissertation except 

streams of consciousness. Even though, the two studies over laps with the 

mode stream of conscious ness which is one of though t presentations, treated 

in different per spectives in both studies. Moreover, th e current study aims to 

make comparison of the n arrative techniques, po int of view and s peech and 

thought presentation in Adafris a nd Gracha Kachiluch while Taye's study 
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focuses on, as it is mentioned earlier, plot, charac ter s, exposition a nd so on 

in the selected ten Amharic novels. 

Fikre Tolossa (1 983), in his PhD dissertation "Realism and Amharic 

Literature(19ci8- 198 1) h as treated fifteen Ethiopian writers' twenty novels 

beginning from Afework Gebre-Iyesus' Libwolded Tarik (1908) which is 

supposed to be the first Amharic novel up to the novels published in the 

early periods of 1974 revolution in Ethiopia (1979 - 198 1). Be'alu's Yekey 

Kokeb Tiri (1979, 1972 E .C), Birihanu Zerihu's Ma'ebel (Wazema) (1 980) and 

Taddale Gebre Hiwot's Lekey Abeba (1979) are the last novels in the period . 

Adafris is among them. In the study, Fikre tries to depict the extent of 

realism based on plot, character and language in the twenty novels under 

scrutiny, which are completely different from the current study. In the study 

he points out the two authors, Tadesse Leben who is taken as the first 

modern short story writer, Meskerem (1 957) and Lelaw Menged (1960) and 

Haddis Alemayehu with his novel Fiker Iske Mekabir (1966). The point that 

makes Fikre's study with the current one is the inclusion of Adafris in both 

studies. He points out that Dagnachew uses parallel occurrence (events that 

take place at a time), images and gives the plot of the novel more artistic 

touch which are not the purpose of the current study. The goa l of the current 

study is exploration of the narrative techniques, point of view, and speech 

a nd thought presentation, which are different from the aim of Fikre's study. 

TekIu Minas (1983) in his MA thesis, "Dagnachew Worku's writin gs: Three 

plays and two Novels", has treated the authors three plays (Seqeqenish Isat, 

Sewalle Biyye, Tibelch) and two novels (Adafris and the Thirteenth Sun). The 

a im of the study wa s to exa mine the artistic qualities the author produced in 

his writings, and a nalyze the works for better understanding. The study is 

related to the present study for one can find the novel (Adafris ) treated in 

both studies. Teklu in his thes is listed out the narrative techniques such as 

irony, foresha dow, juxta position, suspense... stream of consciousness 

method ... , that h e a s sumed the author used in the novel. Even though Teklu 
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mentioned 'stream of consciousness', which is a lso the subject of this study, 

he did not analyze what the term meant and how it is applied. In other 

words, he h as no premises or parameters to conclude whether there is 

stream of consciousness in Adafris or not. The purpose of the current study 

is not only to prove the occurrence of the mode in the novel but also to 

explore and compare Adafris and Gracha Kachiloch based on the selected 

categories of s'tyle (Point of View and Speech a nd Thought Presentation). 

Assefa Aregahegn (1980) in his MA Thesis "The Origin and Development of 

Amharic Literature" h as a lso treated five novels (Libwallad Tarik, Fikir Isaka 

Mekabir, Adafris, Yukey Kokab Tirri and Ma'ibal, dramas, and poems. The 

goals of his study are to trace the development of Amharic literature in the 

three genres. Similarly, the inclusion of Adafris makes related the two 

studies. In his study, some techniques which are applied in Adafris such as 

characterization, language (dialect and diction), and the a rt of description are 

pointed out and discussed . These techniques are taken as exemplary in the 

development of Amharic literature. But point of view, and speech and 

thought presentations are not included or discussed in the study. This is 

what makes the two studies different. 

Getawa Molla (1 998*)1 in his MA Thesis, «I'h"'lC<;' l'f..·'l" tinny.- P'I )/,,h-tf:: 

1)/,;:r h-t!l'Ln ~\l~C: nOIl1- AnnF. ~r c; {TD'C;'/1-" / Technical Aspects in Amharic 

Novels: as reflected in seven sampled novels/ selected Adafris as one of the 

seven novels as a measurement of the development of Amharic literature, in 

writing techniques such as characterization, description of events, objects 

and actions. Here, one can clearly sees that both Getawa's and the present 

study deal with Adafris. However, the goals and the areas of the two studies 

lliMW£Wt-itera's (2005) "Stream of Consciousness as reflected in Adafris 

and Keligitwa" focused on only one particular mode of thought presentation 

among the five possible modes of thought presentations. Both the studies 

were related to the mode. Nevertheless, Endashaw made a comparison 

• Ethiopian Ca lendar 
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between Adafris and Keligitwa (a short stor)! written by Adam Reta) while the 

current research er compare Adafris with a novel written by the same author, 

Adam Reta with two narrative techniques (point of view and s peech and 

thought presentation). 

Ta rikneh Atnafu (1 970*) In his semor essay «I'.<\<;''fm· mC4? I'hlll\1J': (Jt',:', 

nhy.IJ':C{J» / Dagnachew Worku's Writing Style in Adafris / explores diction and 

sentence structure. He further discusses 'learned words', onomatopoeia, 

dialect and so on under diction while he examined loose sentence , 

parallelism, and dramatic or historical presence under sentence structure. 

Similar to the other researchers mentioned a bove in this unit, Tarikneh's 

study is related to the present study because both of them took Adafris as 

their subject. However, the current study deals with the narrative techniques 

selected for this study. 

Similarly Nibret Misikir (1971 *) studied the novel in term s of diction, sentence 

construction and organization of passages including the function of proverbs 

in the novel. 2 

There are a lso other similar essays, which used Adafris as a flavor for their 

stud ies . To m e n tion , here a re some of them: Girma Zenebe (1973*) "Major 

themes in Amha ric Nov~ l<;" · (Incl uding Adafris) , Tamrat Tesfaye (1972*). 

"Dagnachew Worku's Adafris (the character): analysis" , Tinsa'a Birhan 

(1 978*) "Folklore in Fikir Iska Mekbir and Adafris". 

2.2.2. Studies on Gracha Kachiloch 

So far, th e researcher of th is study could on ly find one senior essay, which 

deals with the novel. It is Hibist Asferaw's (1998*), «1'1:,1: ~\m:l'4'9u nh.<\9u L;r 

'1(,.""1, .<J· q;>'I\"')··»/ Language usage in Adam Reta's Gracha Kachiloch/. Hibis t in 

her essay tried to explore the la n guage of the n ovel, s u ch as figures of 

s peech, construction of sentences and word econ om y . In addition to these, 
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she attempted to depict the author's unique narrative techniques like using 

table and figures in the novel. Although both the studies used the same 

novel, they focused on different narrative techniques; when the current study 

focuses on point of view, speech and Thought Presentation, Hibist 's study 

treat the categories of style figures of speech , construction of sentences a nd 

word economy. 

Although there are a number of studies on Adafirs, the current researcher 

does not find a single study, which includes point of view and speech and 

thought presentation as the focus of their study. Even in broader scope 

among the studies reviewed above, only Tarikneh's senior essay and can be 

considered as studies of style while Endashaw's MA Thesis can be taken as a 

narrative mode. The rest of the s tudies are intended to reviewing the 

development of Amharic Literature with reference to Amharic novels 

including Adafirs. On the other hand, except a senior essay, the current 

researcher has not come across any other studies conducted on Gracha 

Kachiloch. This senior essay which is focused on 'language usage in the 

novel', such as 'figures of speech', 'construction of sentences' and 'word 

economy' which are different from the narrative techniques, 'point of view' 

and 'speech and thought presentation' which are the subject matters of the 

current study. Therefore, this study is focused on narrative techniques, 

which are not treated by other researchers. 

In general, in this chapter , especially in the review of related literature, the 

concept of narrative and narrative technique has been considered . The 

narrative techniques , point of view a nd speech a nd thought presentation a re 

discussed in d etail. In the discussion, the focus is mainly m ade on the points 

or modes, which will be used, in the next chapter. The questions which were 

raised in chapter one, "what is narrative?", "wh at is narrative technique?" are 

a n swered. The devices, which will be u sed in the discussion in the next 

chapter, are underlined. In other words, the framework of the a nalys is is 

indicated. 
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CHAPTER THREE 

POINT OF VIEW AND SPEECH AND THOUGHT PRESENTATION 

IN ADAFRIS AND GRACHA KACHILOCH 

3.1. Point of View (Narrative Situation) 

In the previous chapter, it is discussed that there are two mam types of 

perspective of telling a story: First person and third person point of view . A 

novel or a short story may be n arrated either from the perspective of third 

person point of view or first person point of view as well as from both 

perspectives. There is a lso another rarely used type of point of view called 

second person point of view. 

3.1.1. Adafris 

The way the narrator uses the language helps readers in identifying the 

viewpoint used in the novel. As it is discussed in the theoretical part of this 

study, the language use in first person narrative is different from that in the 

third person or second person points of view. 

The narrator in Adafirs is third person narrator. Because he/ she refers to 

characters with third person pronouns like, "~\o..',/ she/, ""An·" /he/, 

"f'"Ao.."/her/, "f'M'''/his/, ""A ~n'''/they/ "f'"A',n·"/their/ etc., that are common in 

the language use of third person point of view. Not only the narrator calls the 

characters names or refers to them in the third person point of view but 

he/she also describes or reports their actions, feelings, wishes, requests, of 

characters and the time and the place of the events(setting) from outside 

position. For example, the following extract shows how the third person 

narrator uses the language while he /she presents actions of characters and 

events in Adafirs. 
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«lr,}.1:' rr,e 'l - : 'O;l-/J-/-hkf: lr,}J'.. ,l - : oOJ.e;:-o·v I» 7''1,,:,: : }{.OJi: t'/;/'t'lOOJ' : 
lr:£·: ,e7"r; :: 
«'1IJ-/·h·lln ? » ,e'1;1'II: 7-C1-fl'" ohm7': ",1::'<'h''': ,pS":oo'1I'I7-- - -Ouo1>mllflu 

«lruoN': ;1'-,£.1' nOJ': lrf.eC7·1: fI".') ;,rH': ,enJ8'"1I: .:1'1 J lr ,}J'.. h ·Of.. 
'],er;rOJ''} - - -

«lrrOJ.e1fl": ""It'1h ~OJ'M '};:-: r,eh fl"h'}fh /7'<'t'I'7V» :1"*cm'Pt'lf: }{.OJi: 
£,,,,-/:: OJ.K: .K'7: ""I·0dor: ,e71-1-7'S":: 
«lrIlOJ.l:'nfl"? lrIlOJ;:-nfl"- - -lri - - - I 7.1:'fl.: ,euo·h lrlli/t'lo· ! lr'}?''}: '1,};:-: 
r,er - - -» mO'})fOJ''}: f4>".flIlS": lr.<.: uo·"·'}: OJ.K n""l,e: lr;:-C7-: "r.;.: '1,e: 
r'}mdoC1'-: ,e.e 7I'l:1"1t: «O,e fl"'1~ '} OJ.K;I-f:a;. '}: Ofr !» lrft'l:: 

«£'r'7'P: >f: fl"'1~?» fl.,,: flJ;J: '}: lrfl"'1~: '1,e f.KC'7'1:1"II! t'luoa;. '}: 
r'<'dot'lf: : (7ff 21) 
"How much would be my love for you if you let me shoot once" Said 
Tsiwonie suddenly as the words come to her tongue. 
"Shall I h.ave you fire?" Gorfu said, raising his head as his face lightens for 
a flash moment... "Then what shall I do, Madam will be angry with me, 
how could I [see] her eyes latter ... 
"You don't love me if you make reasons for a bullet" Tsiwonie interrupted 
him, when his bright face encouraged her. 
"Don't I love you? Don't I love you ... me ... ! I swear in the name of Geddie! 
Not for a single bullet ... " He cocked his gun, pointing the muzzle up to the 
sky, hold the gun for her, over the fence. 
"Go ahead press the trigger down!" he said. 

"Which one is the trigger?" She was scarred to press it. (P. 21) 

In the extract above, it can be seen that Tsiwonie and Gorju are talking to 

each other. Their talk is followed by comments and reporting clauses. The 

narrator, calling the two characters referring to their proper name Tsiwonie 

and Gorju, describes what Tsiwonie asks. In addition, the narrator describes 

how she asks a nd how Gorju responds to her request and so on . The 

reporting clauses (the expressions), for example '+'11'1 T 'A. (J) 'I. " I Tsiwonie 

said I , " t'/;:Nlfl[JJ' )':£, ,£7fJ'i' "las the words come to h er tongue I , ",e1:1"1i: 

?"C1-fT" "I Gorju said/, "fd-1: [JJ.e £'7 ff'/1M-r ,£71-1-r7 (J).\'. (l;:J' (J). :/·ovfTJl'li· " 

Iwhen his bright face encouraged her I , and "mfl'))f[JJ·'} .P4>fJ·flIl7 "I as he 

cocked his gunl indicate that the novel is third person narrative or it is 

narrated from third person narrator's perspective . The following extract also 

reflects that the narrative situation is authorial or third person. 

17d'JI): °71): 1L!f.!f.C: ·011·: ZI~: .e,Pflt:: ·p·p:rflu: ), '7J'I': lrP·/'IlnflrOJ·: 
,eli;!'/,!:: ({J.e: liflu'}'f': Ii ']7': zed'J: lrOJ,eIfC': lrn,:Jn: O. ·/-: 0;1':1': .euot'llir;: 
1'I.1·tJ.l7.IJ: ,et'ld'J/'!:: J(./IJ i: ('1-'1"1>1'1: flCd'J n'1: rj·.e't/t'l·i'-S": ({J.e: (I;I'({J' : 
-/''I..1t'1-/:: lr '}.e.et:nf: ,e,:J'7'/": n.rli·li: ;!'P'Pt'I-/:: fl.t'I--/: ('70":': o'/.Ii'l'f: d·/j': 
d·.,>: 'It'I·: 7-)1jD:r: ({Jr-l'/IJ': /IJ.e: ker;:CIi : lrf'-l'uot'lll-/;: .er;7d·t'I·-:- (7X' 132) 
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He spent much time in wandering from one fann to another. He was 
. firing 'at partridgeS. he saw but he was not successful in killing one. At 

about 2:00 pm, he has come closer to W/ro Asegash's house and his 
gunfire was heard easily to where he was firing. Tsiwonie brought him 
boiled Maize at the place where he was firing. When she reached there, 
she saw him firing one after another. Fanners' wives appeared from their 
scattered huts and they were talking while they were looking at Adafris. 
(P. 132) 

As it can be observed in the extract above, the narrator presents the 

character's actions by referring to them in the third person; for example, the 

expressIOns " fllf' Z!l f'-<p.f'6'I" I he spent much time/, "<p,p:rflu )''7'{-r­

J,fr/l(Jl/rm' f'-1l;r6'l" I He was firing at partridges he saw but he was not 

successful in killing one/, "ltm:: fr1'1''' I/CrPJ1i1 -}-f'-71"-}-'i" I Tsiwonie brought 

him boiled Maizel and "lJ..r!J.h·1l f'-(JrPJ6'I"/h is gun fire was heard I are third 

person narrative markers. In other words, a ll these expressions refer to the 

third person narrative or third person point of view. 

Here, another question should be raised, yes; it is narrated from the third 

person point of view but what kinds of third person? 

As it can be seen in the extracts above, the narrator uses no emotional words 

and phrases; he l she simply reports what the characters have done. Tht: 

narrator does not comment the attitudes of characters' life in general ; 

however, hel she helps readers b:' describing the activitit:s, positions and 

observable feelings of characters, such as , "1''II'I:r ltOJ'z. 

J?,?iJ', " I Tsiwonie said suddenly as th e words come to h er tongue/. In th is 

expression, for example, the narrator describes what hel she reads from 

Tsiwonie: Hel she expresses how Tsiwonie produces th e words, or hel she 

indicates how her emotion forced her to produce those words , "/, ,}K 'T'f'--/ 

{/;J'Il-t'/7·(J'f ;, '}.P.,}' flm.f!..e.·u,u I "/how much would be my love for you if you 

let me shoot a bullet? I . The intention of the character is not firing a bullet 

but she is indirectly expressing her feeling towards Corfu, which is love. The 

na rrator does not further judge Tsiwonie's feeling toward s Corfu. He l she 

does not speak on behalf of Tsiwonie but lets her to speak out her feeling 

herself. 
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As it is a lso seen in the second extract , the na rra tor has reported or 

described wha t Adafris was doing, expressed the comments of th e farmer's 

wives' and what Tsiwonie h as done at that moment. In the description of 

Adafris's action in the extract, the narrator uses no emotional words; the 

narrator, who reflects the feeling, emotions of the na rrator, u ses n o 

adjectives . It is purely a description of the ch aracter's ac tions . The narrator 

does not judge or comment Adajirs's actions, instead he / s he reports exactly 

what he / s he sees or observes. In both extrac ts , we can see tha t the narrator 

is limited and tha t he/ she is a n objective type. For insta n ce , the expressions 

"h<flJIJ oM II.!J.!J.C ·flt!· 2!l ~4J)"A"/he spent much time in wandering from one 

farm to another / ,,,</;,jJ:rr /, '7'f-r- l.f'1"fJllfJrOJ· ~/J;1'A " / He was firing at 

partridges he saw but he was not successful in k illing one/ etc., reflect direct 

observation of the narrator. Therefore, it is possible to conclude that the 

narrator is third person limited. This type of narrative mode is advantageous 

in producing an authentic description. It is open to rea der's interpretation 

and judgment. They feel that they see the actions of the cha racter with their 

own eyes . This mode of presenting a story is considered as modern narrative 

technique in the 20th century "th e story shall tell itself'. But the narrator 

does not continue on in this trend till the end of th e narrative. He/ sh e enters 

into the minds of the characters repeatedly. 

« - - - OV{]}·.e.r:- fOZa'-1' nc- - - fl.'7ll1dlrh.C: r,}'7C-1'- - - {]},}~'i: !J.r'}: 
(UP 6-- - -fl"'): .e!tA: /,/)4:- - - It{/. : ~{]}.~{]}.~{]}. - - - uoC7·f/7·fI: -1'C-1'C 
rflJar- - - fI",} .e!tlt- - - fI"'} .e!tlt - - - » 1I.{]}i: 1. ,}.K7'i: /,f-1': ;I'.KC7{]}·'i: 

. ova/): -1'1)(1:[-::- (711' 22) 
" ... the thzng carled love ... God's miracle ... when He creates male and 
female... what would to say this now... the beating of my heart .. . 
vibrating ... pulsing ... what would to say... what would to say ... " 
Tsiwonie stared at him again for a moment and turned off her face.(P. 
22) 

This is direct quote of Tsiwonie 's mind. It is what she thinks while she was 

talking to Gorfu. They were staring at each other randomly, talking about 
.. 

other things like shooting bullet. Ts iwonie 's internal fee ling was hidden. Even 

Gorju, h er close friend does not know wh at she thinks. This is the limitation 

of humankind. It is not the gift of any individual man to read "Or' know what 
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others have in their mind, but the narraLOr in Adafris could. He/ s h e has 

godlike ability . The narrator not only entering into Tsiwonie's mind but a lso 

in the minds of other characters' like GorJu , WI ro Asegash, and Roman' more 

than once each. As explained in the theoretical section of this paper, this is 

one of the characteristics of third perso n omniscient narrator. So, the 

narrator in Adafris shifts fron! third person limited to third person 

omniscient. 

In general, the narrator in Adafirs refers to the characters in the third person, 

pronouns, "M·"/ he/, "h0."/she/, "I'M'''/his/or/him/, '?,'to·"/they/ or/them/ 

"I'~,~O·"/their/ etc. In some cases, the narrator is able to quote the minds of 

the characters like Tsiwonie, GorJu, Adafirs (It is discussed in detail under the 

title, "Thought Presentation in Adafirs". This way of language use is the 

characteristics of third person point of view. 

The narrator of Adafris is a type of narrator that has the characteristics of 

third person limited point of view, in most cases but changes/shifts/ to 

omniscient, unlimited narrator when he/ she enters into the minds of the 

characters. On the other hand, Gracha Kachiloch, is presented in the first 

person point of view which is extremely different point of view from Adafris' 

as discussed in the next section. 

3.1.2. Gracha Kachiloch 

The narrator in Gracha Kachiloch is identified by name, physical appearance 

and sex at the beginning of the story. His name is Mezigebu, a boy whose 

father's name is Dubbale, his mother died when he was three years old . He has 

a family of four: his father, stepmother, stepsister and himself. All these 

features indicate that the narrator is first person n arrator and the story is 

presented from first person point of view. It is possible to observe the type of 

narrative technique used in the novel and its language use as evidence in the 

extract below. 
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(1)'7,) f.1l ("''tIFf nc f.''l'':- MU' -<{7'1' 1,e "'I,}Jlu M; JIU,} ,J,'}f.JlUfI? 
;'1I"'Iu1</! 7flC:: (2) f'O,,,,e'} 170"1'11'" 11,1 7'-<{,e 11.1 ab'P;:/" r"7,e uollf!- }flC 
rJlUuoll17-NIJ':~ . (3) flr'}i): '7,} 1,6.?II[/':: (4) ,lI'I.fU=[ liIU' JIU,} J, ,}f.JlUfI? 
-m'7?rUJ' fl '/"II,e MIU' -<:'c(!.fDT O,h,e'P,} fl"'l,efl'r ;''''0'''2 ,),'P(IJ' 1,e : 
;,r<- 1,e 7·:e-:Jf." flC'/·OJ. 1!"'IC uo"'2u)'r ,e)!"JI"<- ,elf'lA ·nf!-:: (7J1' 3) 

(l)What makes me pleased is no one knows what I am doing there, at 
the hid lock. (2) I have been watching the setting of the sun as if I were 
seeing some other things and some other game.(3) But I am frightened a 
little bit. (4) If I told people what I had been doing there, especially those 
bad boys, they would make a hole in the space [air] betw een the sun 
and me and start to play marbles. (P. 3) 

In the extract, the narrator repeatedly uses the pronouns "h'1." II / or /me/ as 

the subject and object oj the sentences in the extract. There are six 'I' & and 

two 'me's in the extract. The narrator refers to himself six times as a subject, 

a nd two times as a n object. The expressions "J,tl,f' ... JI",} J,,}f.JI"IJd-" /wha t I 

am doing there [ ... J/ , "M.9'1· ... 'fl't"lt-Tro·"1If I tell people . .. /, "fJ,h.e'l',} 

n"'1.en+ 11~'1TJ6tij, ih'l'ro' 'I.e"1 on the a ir between the sun and me / and "f.1I 

f'%1'f 77C'/what makes me pleased is/ etc., are the expressions indicate first 

person point of view and first person narrator. 

One can find that Mezigebu's perception is distorted, filled with his emotion s. 

He u sed emotion a l adjectives when he describes or narrates. For example, we 

see tha t when he describes his stepmother as follows. 

«kr171- ;,,eI'V .. . ;, '}7'/' 170/)/7:1" ;, '1'1' Miv» i,lI i , '}-<{.:: ? ", J, ,}-<{II' ;'{;: [ ... ] 
,fJ'})f i,17'r JIU,) }, ,}f.rflluoIlA i,1(IJ''''JIU [. . .j i. 17:1: "'b/' [/'II,r... i. '}f." 
'I'A?: i,'}f.· 'r'}?f r(IJc? ,"flll"'!- i,II·:: MllV 17""Z-<{ f"/'1I1'uo' 'J{T/ :r 
i.A7fl<-J1U:: !,fU 11,/'1700-/' U)C", J,,}-<{A7fl?'r i,u)''!/'IIO':: J,71/.V r(IJC'" 
,t.-nll-'!- rM, A)!'}-!!=[ In<-:: rM, f.1l;:l-fD=[ In<-:: rJ,z r'P;M-I' lflC:: rJ,z 
f.·v.~,r }flC:: flh-C17·JI". .. fl'7Cd,/' 7flC lIJ,z f'UJflf.!Fr(IJ·:: '/lCIl '}f 
f,u"lf.. '}: ?'b''} uont? lflC:: {7J1'143-144! 
'Don't be sad ... you hewe good-necked mother" one of them said, as 
they walk a little bit far from me. 
I do not know what a good-neck looks like [. . .j Round her neck there 
a re two... one big, one s mall gold necklets. These necklets were not 
collected from the field. I know that she did not have any necklet round 
her neck, at fir:>t, when mb father first married to he r. These necklets 
would be my childhood, my pleasure and my innocence. She took 
them ... f rom me with the blow of knuckles; my breakfas t, lunch and 
dinner are forgone for those gold necklets. (p. 143-144) 
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According to the viewpoint of the speaker, (another ch a rac ter) Mezige bu h a s a 

mother with beautiful neck. In the speech dd'h1- ;,.eI'V ... ;'')7'/' ovA!]?" l.{N· 

;',W))I do n ot be sad you have good-n eck mother I, the s peaker appreciates the 

physical beauty of Mezigebu's stepmother. The a ppreciation implies that th e 

speaker h as sexual desire or h e sees her a ffectionately . On the contrary, 

Mezigebu con siders his stepmother's n eck as his prima rily enemy, which h as 

necklets with the opportunity cost of his meals. The expression s "l.~tlV rOlC? 

rh11t1-f rl.}. A~:'t1'· f 'In.;." I these 'necklets would be my childhood I , " rl.}. 

.K1J}:rJDf M';': : rl.}' r'P;h't7' 'tnC"/th ey were my pleasure and my innocence I 

indicate the money that should h ave spent for his food and s h elter. However, it 

had been spent for these necklets round her n eck. Moreover , the express ions 

can be interpreted as "I lost the test of my childhood, I am unhappy and I am 

not innocent". If h e is not innocent, h e is guilty; he h as a guilty con scious and 

this implies that h e has done som e mischief. 

In Addition to this, the word "n'nT" Ineckl has an extra mea ning 

(metaphorica l meaning) . In Amha ric, the word "n11')-" I neckl has multiple 

meanings when it is collocated with different words like n111'1 1".e.4. (the one 

who respect others) >,1H' Mt· (shy, a person with good manner),l"n11')­

"]/l'(neck let) and >,11T I"/HJ)'?U , n111- flfl l (the one who is inconsiderate). 

Here , the word ">,1H' fI.lI " or "n11T I"tI(J)·~" is related to the extract under 

discussion. It is better to see it in detail. In the Amha ric dictionary, "I">,"'IC~ 

001110 j>t'-)-(1993 E .C.) ">,'}1 ')- I"tI(JJ·~" or its equiva lent ">,11"- fI.n " is defining 

as: (1l}.I. ffrfldJ 'i"'J Ol.e,r fJ:t:fJfI'i''J :':"lC ),j'IJ;I·Ol·lJr f 

2. f 1''PIIII-I'") OJ·II;/' fO'J,et7DClIJ f 01·11;1' fO'J.e,lJoflJ:Ol· f OJII;I' 
fJ.1J :: (7)\" 328) 

(N) 1. The one who does not remember the situation he was in 
or the Problem he had passed through 

2 . The one who is incons iderate, an ungrateful 

The subject ">,11 ') '" I neck l in the extract shares this meaning, it is chosen for 

this extra effect. The orn a m e n ts a t Mezigebu's stepmother's neck h ave s pecia l 

effect rath er tha n a t he r fi ngers or ears. This infers that the na rra tor sees his 
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In the phrase " l,('r/·" / I S,l\\ ' / . there is <I sense or s urpnse, In the 

expressian the tone C;1I1 be illlnpreted as 'I <1m luc ky, I saw great Keyi 

Wot'; thi s implies thai 1)(' h ad not seen sue h u thing bel"are th a t time. In 

ather wards , it has a Incaning that the narrator sees un ique Keyi Wot, 

which was nat cam mOil in hi s day-to-day life or in any .ord inary dish es in 

his ho me. Simila rly, ill Ille expressio n, "h/lf fI"1."611·(/} · ,/·t:flli "Ahen, it is 

disturbed wi th the la d Ie / (sclltence5), th e ward ",/·t:fllI' / disturbed / 

ref1ects Mezigebu 's poi nt o f I'ie\\. 

In his view, the Wo t W ,IS nOI 's tirring', instead of 'stirring' he preferred the 

word ",/·t:fI(i "/distur\)ed/ . What Wosen was daing is stir ring th e Wot , 

mixing it bu t n ot 'di slltrbed'; Beyond the word 'distu rbed', in Mezigubu's 

view m ay be , there were somc kinds of peace, same types .of grace a nd 

some types of quietness'; in sum-eagern ess. By the ward the na rratar 

meant the Wot is + animate or + human . Being disturbed is behavior 01 

huma n .or anima l. Thcl erore, the word" 'I·/.flli "/ disturbed / a ls o shows the 

greatness of the Wot " nd the tone .of the expression reflects Mezigubu's 

feeling .of hunger. 

On th e ather ha nd , til e narrator seem s not satis fi ed with the adjectives 

",pf!,"/Keyi/ " ,::1'1) '1' "/great/, "mer 'p.P'" !brown blood/ , a nd " fV Zot' 

Idecarated/, then tried to add a nother form or a dJec tive (sentence 3 ), 'J7'/'p 

77P1' ;J,ell pl)/), '.O/IF'!!: M.'II"flD : J,,{, n·r) /111 '/" 1,1/ .1>.'1.c / .. . J f'ffTI,fllI·1· 

'7,e71' 'f>,e oYF /a type of Xeyi Wot which emperar Hail Selas ie, 

Dejazimach Kif/om[ . .1 u sed to eat/, The narrator compares the Wat with 
, . 

that .of Emperor Haile Sillas ie's a n d ath e r great peaple 's Wot. What re lates 

Emperar Haile Sillassie and the Wot whieh Mezigebu saw? Mezigebu 

believed that th ose peop le used to eat great K eyi Wot. Sa, these pea ple, 

mentianed in th e extract arc best examples wha cau ld h ave the. 

oppartunity ta h G\ve th ese two importan t thi ngs t9 coa k Great Keyi Wot. 

These pea pie have complete powe r and priarity ta have everything they 

wan t. Therefare, Mezigebu im agined that the Wat tha t these pea pie used ta· 

eat is Great Keyi Wot. 
• 

• 
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All the expressions and words in the extract s how Mezigebu 's perspective. He 

is surprised with the Wat he saw and h e appreciates its color and thickness or 

solidness; one ' can understand Mezigebu's viewpoint in the description. 

Moreover, it is possible to imagine theWat he used to eat, his relation with his 

mother and father. This great Keyi Wot of Mezigebu may not a great stuff to 

Wasen and her mother or any other persons. This is Mezigebu's subjective or 

personal view. In general, it shows the clear feeling and major problem of 

Mezgebu, the narrator. 

The other expression and word which show Mezigebu's point of view are "OJfI '} 

Ol1f1AflAflA . . .000f1AflAflA h.e':::7fOJ· n1'lJ;T" / Wosen stirred it repeatedly and 

slowly as if she were searching for a diamond ring in it/ (sentence 7). The 

expression "OJIJ'} Ol1f1AIMflA ... M~':::7fOJ1' / Wasen stirred it reaptedly/ 

means that she is the owner of that great Wat and her action seems an act of 

searching" rhA O7J7I "'''nr" / a diamond ring/. There is a tone of appreciation 

and admiration of Wasen in the expression. As it is seen in (sentence 5), it says 

"hliJ' n'T'A1-OJ' rf·.:::n?l' leh en, it is disturbed with the ladle/. The sentence is 

passive; the doer of the action, Wasen is omitted due to two reasons. He does 

not want to say 'Wasen disturbed the Waf. One of the main point in the 

sentence is the act of disturbance over the Wat, the second one is the narrator 

does not want to complain about the doer nf the action, Wasen whom he loves 

most. Sentence (5) and (7) are equa l in meaning but the viewpoints are 

different. In (sentence 7) the narrator describes in detail what he called 

'disturbance'; in (sentence 5) he chooses the word "'h~OO"/disturbed/ instead of 

"-/''''1 0 tI" / stirred/. When the sentence changed in to active that brings the doer 

to the scene, the narrator replaced the word "-h'. OO"/disturbed/ with ""''''Ion'' 
/ stirred /. Moreover, h e views Wosen's action as an act of searching for a 

diamond not disturbing the Wat. Thi s shows the way that Mezigebu sees 

Wasen. Because, as it is narrated in the chapters before the extract, the 

narrator considers Wasen as his girl friend or he wishes her to be his girl 
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frien d. Th e n oun phrase 'diamon d ring' doses not only indicate its economical 

value bu t h is wishes of being loved by Wosen or h is wishes to marry her. 

Wosen was s tirring the Wot to make a dish fo r Mezige bu while he was wa tching 

her action . When she was s tirring the Wot, it seem s for him that she is 

searching for a 'diamond ring'. But, if some one ask s why Mezigebu sees her 

action from tha t perspective a nd wh a t sh e would do if sh e found a 'dia mond 

ring'. It can be seen from two different angles; from its economical va lue a t one 

side a nd as a symbol of love on the other. In the Wot there were pieces of meat, 

as sh e was mixing the fluid part of the Wot with solid or thick pa rt. It seems 

that Mezige bu wa n ts to have those pieces of meats as expensive as diamond. 

On the other h a nd, it a lso reflects his desire for Wosen or her love. 

In gen era l, for Mezigebu, the girl is the mos t beautiful one in Nefas Me w echa, 

as th e Wot was thou ght to be a s great a s Emperor H aile Selassie's Wot. So the 

n arrator seem s to wish to eat th e Wot a nd /or to kiss (marry) the girl. In oth er 

words , the major problems tha t Mezige bu en countered were food and love . He 

lost two things in his life . Because, in the story (na rration), this has been 

expressed repeatedly in one way or the oth er, th e followin g extract gives a good 

in sight regarding Mezigebu's viewpoint. 

f NII!] D'Jtl'l" IIlrlJ'P ;,qrlA flr J:e"?m· I'ifI//'I' t),e lj'/J'I' NI;Plf fF" ,P/C'r m,eyu 
/7/lr f ·/·tlmf·lI·r (lrM-fF" ;, MJJ:, lr JJ{?m·J tl=·fIt'J7· IJllc/m·s· IJm'Mtlm· 
lrf-l·6. '1m<- f!i&'.A· 6/ =rhA OJ,efF" 7'61111"';' I7ln ffI.;:!·rJ Id'1 t),e f'Cf· 
~IIC) tJln IIlrC'7'T' fN1J1J ~IIC:: tllrz fN1J1J D'Jtl<f' lr J.eA-II t),el/"} '7J 
tlD'Jt)='T' fD'Jf'''f'7'l'' tl='P'T'Yu fd'J./i-II tl'!'! D'Jtl<f' ~m·:: [ . . . j 
;:/'.£:.1' =·lJm{. JII.II. titl'f r:t'7C'} ;, J:e"6·m· '''/J mm·l/ D'J lr J.etn =tlfl· 
WC:: lr i 7'f m,e1J A.Af'1J lr JJ{?? '!t)-fI: ;, J.em'T' t'Jm' t),e ,et)I7IJA? (7ft 210-

fj'6eing w et ' means, as s he said, s ticking of two lentils on the surface of 
Injera, (some times these lentils are flipped away over the plate or if it is 
more powerful it reach the roof of our house) of course, it is 'wet'. For me, 
'being wet' means an Injera with out sufficient Wot but it is wet enough 
to chew and easy to swallow. I· . . J 
Then, what I cannot identify is w ha t Mustefa meant when he called me 
'being wet '. Who is taken as Injera and who is considered as Wot. Is 
that I w ho considered as Injera or Elias? Does a thought stick on a 
person as Wot ?(Pp . 210-211) 
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As it is observed in th e extract a bove, the narrator attemptes to examine the 

meaning of th e word, "r-1"}'r]'r]"/get wet / by ta king Inje ra and Wat: He begins his 

examination from the meaning he knows. The na rrator presents his 

understanding of the meaning of the word and his mother's view in 

companson. 

The word "I'T~'r]'r]" or ",}I1h." have multiple meanings in different contexts. For 

example, it can be interpreted as 'contaminated'(hygen), 'attachment'(between 

political parties), 'wet' (Injera and Wat) and 'linkage' (between political parties/. 

But, here in Mezigebu's view point 1'-1"}1-]1-] /wetted/ refers to Injera, which wets 

with insufficient Wat. In other words, it touches Injera scarcely. In this case, 

on one hand "1'-1'~'r]'r]" means 'wetted'. On the other hand, when it is related to 

political activities, it has a meaning of 'attachment'. These two meaning a re 

indicated in the extract. The expression "flJi ~ f'7'~1]1] DTfkr Ji ,}f:A 11 I}~tf'') '7,} 

floytjdOT f'DTf.r,lf'7-r fldO'PTfT" f'DTf.1l1l flYY DTffl+ ~ro"'/for me, 'wetted' means an 

Injera with out sufficient Wat but, it is wet enough to chew and easy to 

swallow / interpreted as that Mezigebu knows the meaning of the word In 

terms of Injera and Wat but, the word is not clear to him when it is related to 

political involvement. Even, in the same context his understanding of the word 

"I'T~'r]'r]" /wetted/ is different from his stepmother. 

The narrator chooses lnjera and Wut as an example in describing the meaning 

of the word among many alternatives. In most parts of the novel, he repeatedly 

relates Injera and Wat in his observation of something (act or idea). All these 

indicate Mezigebu's subjective point of view; we see the object Wat he describes 

through his eyes and this can be identified as the narrator-character, 

Mezigebu as internal focalizer, he sees in the narration both voice a nd 

focalization is the same. The following extract is another example that relates 

Mezigebu's subjective viewpoint. 

«f'fl"cr dO/I '},;'7: dO,}'7~-i''1 f'(I//'.{ l..i?''1 q'}-i' uol/''} f''''Lfl([J''j oc:tj:'/' 
77C lr ,}J: lr i «f'flUC' /' dO/I'}~";;: dO,}'7~'/''1 f'rJ,}/'.;;: lr 1,i?',1· '1 lie' dOl/'')" 
{/°ZA lrfl([J·flI([J· 7{/C :: (7X' 171 
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I would change the sentence which runs as 'being hand and glove of 
government of best army officers and collaborators into 'being Injera and 
Shiro Wot of government of best officials and collaborators' (p. 171). 

Here, Mezigebu, the narrator wants to change the commonly known expression 

or proverb "lr;e''i ?1+"/hand and glove/ into "lr 1.ir-?'i ?iC" / Injera and Shiro 

Wat/. He believed that the relationship of "lr1.ir-6-'i ?ie" IInjera and Shiro Wat/ 

is more expressive than the relationship of "lr.ir-'i ?1i;' / h and and glove/ to 

show the unity or cooperation of two parties or persons. The narrator presents 

many evidences to convince that the appropriateness of using Injera and Shiro 

Wat as a better metaph ar to show the relationship that takes place between 

((Pf1uC~ dD/11sor dD]'7.P'rt; Pt7,},R.:r lr 1.ir-?'i?it:' 0011'1)) ;the government of 

best officers and the traitors /. As the narrator explains "lr 1;e'?'i ?it:' 

OJ,.,.'lInjera and Shiro Wat/ is available in every individual's home, in most 

parts of the country. Moreover, there are many hands which do not know the 

existent of glove. On the contrary, it is impossible to think Injera without Shiro 

Wat, in Mezigebu's view. Then, he underlined that people may be able to easily 

understand the expression with "I, 1;e'6- 'i ?it:' OJ"'" /Injera and Shira Wat/ 

rather than, "lr.ir-t; ?1+" / hand and glove/. All these indicates Mezigebu's 

subjective point of view. 
In general, if someone examines the information or the underlined meanings 

conveyed m Mezigebu's description of Wat, he / she may realizes that the 

meanmg of "illh." / nikiki / and the phrase 'Injera and Shira Waf reflect 

Mezigebu's hunger, starvation and the behavior or unkindness of his 

stepmother. In Mezigebu's view, a ll these meanings or effects have strong 

relationships to the main theme of the novel. As it is tried to discuss, Mezigebu 

is the major character in the novel, the s tory as whole is his own and his 

family. His major problems are 'food and shelter' and 'love and care'. The crisis 

of food in his family is seen through his perspective. One of his expressions is 

a good example to show that one of his major prohlems is food. All his 

descriptions and expressions indicate that the most needed thing in his life is 

food. When he became a policeman , he could buy food as he wants. Then he 
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says «1-Ci'ir.:} ww-:: rom- Ot1J9u ,l'.t1J<t:t1Jt\:: TfLiI~'/; I'l'lmi 'OC Q';'C _ _ _ 'I'~ 'I'~ 

hY:C' 1'-1-i'itl ~"}{l ~OC::» ' (p.21S).j I have eaten my handful Injera. The Wat was 

very delicious. What I benefited from my j ob (being a policerrian) was a much 

better food than what I used to eatj. This implies that one of his major 

problems is resolved. 

The general view of the character, the point of view of Mezigebu is dominated 

and shaped by scarcity of food and lack of love and care. In his description of 

actions, characters, events and arrangement of events as a whole elaborate the 

central theme of the novel; "we should take care of children or care and love to 

child ren" . 

As one can observe, descriptions of actions and characters in Adafris are 

objective and reliable. The narrator's descriptions of characters and events 

mostly supported by other means, like other cha racters' comments, opinions 

and judgments. But, in Gracha kachilach, descriptions of characters and 

settings a nd narration of events are SUbjective and full of emotions . Because 

of this, what the narrator thinks, believes are only his per::;peclive not 

supported by other characters? 

The narrator in Adafris, in some cases, IS able to inter into the minds of 

characters, which is no l. ,11:: &.bli:Y of humar.. beings, but tht'" narrator of · 

Gracha Kachilach has not such kind of ability. He interprets external 

activities and external reflections to know what is in the minds of the 

characters. Of course, he presents or narrates his own thoughts, re peatedly 

and continuously. The narrator in Adafris has an abi li ty to present 

character's thoughts and secrets in their mind but the narrator in Gracha 

Kachilach tried to use his five senses to read and to find out character 's 

thoughts with external physical expressions. On the other hand, Mezigebu 

presents his own thought; the ways he used to find out others' secrets are 

influen ced by his nature of first person narrator. Beca u se of the main 
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difference of point of view, the styles used in the novels are different. The 

effects that impose on r'eaders are a lso different. 

The na.r'rator of Gracha Kachiloch, Mezigebu's viewpoint or perspective creates . . ' ." 

humor. His subjective viewpoints are interesting. Most of the descriptions of 

characters, imaginations and thoughts of characters, presented by Mezigebu, 

established to show the character's perception not to express facts. Because 

of this, the goal or aim of most descriptions in Gracha Kachiloch is just to 

show Mezigebu's Perception or view point, For example, Let us see the 

following extract. 

.. . hCt'J-ft'J r9:C'v'J .f't'J</iCr6'l'f'7 -t"A.p t'I7~-t" 1.e ),t'J-r'{-f (lJ.e 'J /,f'mflltJ· 

J. '7 ;<".:J J. {'mtJ· fi.(lJ·fl1"ff'" ov1J.h-t· hfl(lJ· flh'}1. T(lJ' J..f'? 7fl·A '{ .em-fi1:17 

A:- {7}{' 11) 
Jesus has my finger nails cut and he has me lied down on a big 
balcony; I will drink wine and eat meat and when I feel discomfort with 
excessive heat, Angles will encircle and save me by ventilating fresh air 
with their wings. (p,ll) 

What is important here is Mezigebu's viewpoint not the subject ma tter of the 

discourse; its interpretation can lead us to the theme. He needs pa rental care 

and love, which can be considered as the central theme of the novel. 

But, in AdafTis, most descriptions, and view points focused on the subject 

matters, facts, themes but not the perception of characters. As various 

effects are made in Gracha Kachiloch, Adafirs is limited to few effects only. 

3.2. Speech and Thought Presentation 

3 .2.1. Speech Presentation 

Among the five alternatives of choices or mode of speech presenta tion , only 

direct speech presentation is used as main and basic modes of the narration, 

Relatively, indirect speech a nd oth er modes of speech presentation are rarely 

used in the novel. Of course, one can find some expression s, which reflect 

these modes in the novel, but th e m odes cannot be taken as significan t 

narra tive method, It is possible to say that the mode indirect speech 
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presenta tion does no t occur in Adafris . Some of the modes, which a re wide ly 

u sed in the novel, a re discu ssed a nd a n alyzed in the fo llowing sections. 

3.2.1.1. Direct and Free Direct Speech Presentations 

3.2.1.1.1 Adafris 

As attempted to indicate a bove, direct and free direct mode of speech 

presenta tion s are the constituent of the en tire narra tive. In other words, they 

are the dominant narrative techniques in the novel. 

If, for example, we take the direct mode of speech presentation, we can learn 

authors h ave widely used this mode. In Adafris, although it seems that a ll 

the characters speeches through out the entire discourse, is equally 

important or it is also true that Dagnachew had used other m e thods to 

foreground the important conversational moments In Adafris . This seems due 

to the fac t that the highest frequen cy of the interference of the n a rrator is 

limited in selected conversationa l moments. For example; th e conversation 

m ade between Tsiowonie and Goirfu is stated in the first pa rt of the novel as 

follows. 

«;''}Jt: r,e+: ·f/;NI-rh·(}'f: lr,}f!..,r: f/m.KJth·u ! » 'rtJlj-"}:: JLmi : i'J;Nlf/m·: 
;':1.: : ,e7fl<;:: 

«tJlJ'l·h·IJ7i?» ,etJ;f"A : "iCN7": f/1'}{"(J-/·: 6-'1:: '{'h'r : 'PS": f/o71J+: f/cm'PmAfT" 
«lrcmf'1.· : ;NU': (}m·: ;'f.KC7·'f: fT"'): ;'f/1.': ,ef/)!";;'A? .1tJ lr '}f!..-/. ;,,eS",rm·'} 

«Houf1/d.;ch would be my love for you If you let me shoot once" Tsiwonie 
said suddenly as the words came to her tongue. 
"Shall I have you fire?" Gorju said, raising his head as his face lightens 
for a flash moment . .. then "what s hall I do, madam will be angry with 
this , how could I [see] her eyes latter . . . (p.21) 

Tsiwonie 's and Gorfu's speeches are in inverted comm as, a lthough it is 

possible to see sometimes s peech es that appeared with out inverted commas 

at the end there are times in which speeches are left unfinis h ed in Adafris. 

In other words, the speeches the characters made are incomplete or 

unfinished. Even, sometimes, the continuation marker, three dotes, " .. . " are 

left unfinished. Because in many occasions; the third dote is OI;nitted just like 
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· ·ordinary words and phrases. If the speech is followed by the narrator's 

comment or description about the situation or movement of the speech, the 

speeches are in quotation marks. For example, in the extract above, 

Tsiwonie's speech is closed with invented commas and then the narrator's 

comment follows. The first part of Gorfu's speech is also in inverted commas 

and the narrator's comment followed, again Gorfu's speech continues, 

marked with opened inverted commas and left unfinished, which indicate an 

interference of another character. 

It is mentioned earlier that authors use direct speech when they want to 

present an event in the form of scene. This mode h elps them to include 

details, necessary phenomenon which can playa significant role in creating 

some effects . If there are less important speeches or events in the course of 

the story, it is presented in the form of summary or omits it. 

In most cases, some parts of the characters' speeches in Adafirs are omitted. 

Once the main information is conveyed the rest part of the speech left 

unstated and marked with three dotes. Even, as it is mentioned earlier 

sometimes the third dote is left out. One can find these features of speech, in 

every page of Adafirs. In addition, it shows whether the speech is formal or 

informal, or the characters relationship when their speeches over lap. 

Among the speeches presented in the form of direct speech, interrupted by 

the narrator, for example, speeches made between Tsiownie and Gorfu., 

Tsiowine and Adafris, and Adafris and Roman are commented frequently. 

The other speech interrupted by the narrator and comment in higher 

frequency are the speeches in which more than two characters participated 

in. For instance, in the speech made between Tsiownie and Gorfu., which was 

love affair the narrator, interrupted and commented after each turn-taking of 

Tsiwonie and Gorfu. nine times in a single page (p.21). Similarly, the narrator 

interrupted nine times at another page in the speech that take place between 
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Adafris a nd Tsiwonie (p .139). On the other hand, in many pages of the novel, 

the narrator disappea r s or very rarely comments s peeches . 

At the beginning of the story, in the speech m a de between w l ro A segash and 

the peasant, the narra tor interrupted the speech only three times out of fifty 

six turns in the seven pages. (6- 12 ). This is called free direct speech . It is 

identified with narrator free speech or with rarely or non interference of the 

narrator or speech with out reporting clauses OT a speech with out both 

quotation makers and reporting clauses. Let us see the following extract that 

can be evidence free direct speech . 

«1.li 1.li .e:rC7I1 - - - 1. '}'7/fj'OJ· 1. i l.'J.K·67lJ.OJ·htw 1-'{'A.7I1O - - -
« P",}.K"lOJ- f'P"+67lJ.OJ·j:A '': - - - ?» 
«n?C - - -

«1.'1+lf f'-J-<Pm-lf 1.,).KIf,} - - -» 
·« 1.n- f'Ai 7-.t;.e 1m- 1171- P"'}-r7t:v - 71f1' 1-'{'A.7aV 1r+'{'A'7P" - - - ? 
«f'aP" A'I1-lf .e<Pm-1jA - - -
«'7f!oavP" J,f. irAn-v - - -
«.K'7'1" fl1'.KP" "-67lJ.OJ-Hi 1. '}.t;fl;frlf A[/V[/V.K" r);J-.KCZ uo<Pf'+lf') 

l'7t:lfl7A - - -
«[/"lm- h1-'1'}r m.t;j' 0.1- f'-/-67lJ.OJrll· Zft. fififAh- IrAov!lavP" 
- - -? 
«lIr'l1r m.lf.f '!1. -r ? Ir iflialf .elf'l A - -flfl: .U 1./Jh/ill +71 
lr.ea1P"- - -

«.K/J 'fla-1 h-J-67lJ.m1-1I· 1. ,}'7.lf.fOJ·/J ·fllI· A (?11- IrfuoflJ[/V - - -» 
«'fill- A {?11- fuoflJ A ,}J:1I' 'flY Ir fj:tf,P" Mfl;fr - - -
«-f-'1'}r'l -J-h-nv /J-M-r r).ev 1. '}.t;'{'Cllm· --?» r);J-/Jflm· fuoA flJ1· '1 
1-.K1'717J.1j: (7ff ' 136) 

"Ok I don't need it . .. now, do you want me to play for you, .. 
"What do you want to p lay for me ... ? 
t(kirar. .. ** 
"What if your mother is angry with you . .. ? 
"That is my business, you don't have to worry? Any way do you want or 
not. , . ? 
"You shouldn't do that, your mother w ill be angry . .. 
"I said you shouldn't worry . .. 
"By the way, last time, after you have finished your playing of kirar fo r 
me, you told me you hadn't practice for sometime ... 
"Do you remember, the day before yesterday morning, when I was 
playing it, didn't you think that I improve it ... ? 
"The day before yesterday morning ... ? You might improve. But I don't 
remember any more. 
"It doesn't make difference if I play with happiness . .. " 

** Ethiopian Traditional Music instrument with seven threads 
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"!fit makes difference my shame won't have limitation . .. 
"Just as you felt ashamed yesterday, when I see you after you shot and 
missed your target . . . ?" She spoke out without considering consequence 
of her speaking f. . .J (p.136) 

This is the extract of two characters speech. There is nC) confusion III 

identification of which is which; reporting clauses and other narrative 

interventions like commenting characters' speech, pos ition, the feeling they .. 
have at the time of their speaking are omitted. Most of the closing inverted 

commas are a lso left out. In the speech the repetition of reporting clauses 

"(l(\"/he said! and ",,(\r"/she said! etc. are avoided. Readers have full access 

to the characters direct speech and full understanding of the characters' 

intentions . The narrator appeared at the 6 th turn of the first ch aracter , with 

the commentary sentence "t'!;r/IflOJ· j'dDtflflJ-r<; -1'J:Y7flJIH~' ! she surprise 

because she spoke out without considering the consequence of her 

speaking!. 

This free direct speech is presented in opened but non-closing inverted 

commas. In addition, except the first Adafris's speech, stated at the second 

turn, other s peeches are unfinished and it shows overlap of the conversation. 

We have seen that in the extract above, Tsiwonie repeatedly interrupted 

Adafris's speech. It is possible to say that Adafris is the novel of free direct 

speech and direct speech. 

Out of 340 pages of Adafris only 25 full and 12 half pages are description of 

characters, settings and actions. The rest 303 pages a re covered with direct 

and free direct speeches and direct thought presentations. 

In general, the repetition of reporting clauses is avoided. In most cases, 

readers have full access to characters' direct speech and fuller understanding 

of the characters' intention without the interference of the narrator (without 

illtroducactory and explanatory clauses). 

Before the above two-extract start, Tsiwonie asked Adafris to play accordion 

for her, he was not will ing to play fo r her or he was not in a mood or interest 
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to p lay. The intended musical instrument, as Tsiwonie realized that Adafris is 

not willing to p lay the accordion. She tries to create another reason that 

enables her to stay closer to him. Hence, she asks him to play kirar for him. 

Although he doesn't accept her request or he doesn't have eager to listen to 

her kirar, he doesn't dare to reject both her requests directly. This shows that 

when Ts iwonie tried to treat him, wanted to be closer to him, in one way the 

other he frequently tries to show her a face of ignorance to keep her at 

distance. His speech indicates his lack of interest to be closer to her. For 

example, when he worries about external influences that affect his 

personality, she ignores 6tll and gives prior attention to be near by him, and 

talk to him. Generally she want to be closer to him both physically and 

psychologically (physical proximity causes psychological proximity-Yule 

[1996: 13]). 

In general, we understand that Tsiwonie wanted to be with Adafris and she 

likes him. If not, why should she want to play for him kirar since her interest 

was to listen to the accordion as Adafris play it? Even when he tells her that 

he does not have the interest to play , she presents him another a lternative. 

As it is observed in the extract, Tsiwonie attempts seven times to force him to 

accep t her request. Similarly, he rejects her reques t 7 times by creating 

..J ifferent rec.sons. 

In the due course of the story, we have developed the expenence, if Adafris 

wants to do something that he never hes itates to do it so . He is the only 

young man who dared to argue with w/ro Asegash who is considered as the 

most powerful and respected woman in th e area (Armania). However, 

because of the fac t that he does n ot want to accept Tsiwonie's request, h e 

pre tends w/ro Asegash as a stron g barrier for the type of relationship that 

Tsiwonie seeks to exi~t bctwe c:n them. Hence, a ll his reasons CQn bf' 

interpreted as "I do not want you play me kirar" and "I do not want to play 

the accordion for you". In most cases, one can understand the ch a racters ' 
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needs, feelings , and intentions through their speeches rather than the 

narrator's comment or' judgment Therefore, it is possible to conclude that 
.. 

Adafirs does not like or love, or respect Tsiwonie while s h e attempts to lead 

his emotion t~ th e direction she seeks treat him. The mode direct speech in 

Adafris h elps the a uthor to create tangible meaning. The a uthor's judgment 

about life, in gen eral and the ch aracters ' feelings and actions are not 

imposed on, the readers. The role of the narrator is just facilitating the direct 

speech , indicating the position, the situation a nd the turn of ch aracters' 

when m aking speeches, direct speech, in general, helps authors to create 

dramatic: or c inem a tic app~o8c!:.ef, which can arose read~rs' interest, h owever 

u sing one mode a lone may cause a risk of monotony n a rrative. 

The oth er point that sh oud be raised h ere is the unique feature of direct 

speech. There is no the application of indirect speech mode in Adafris at a ll. 

But, there are some expressions which seems ind irect s peech. In the first 

glance some free direct speech expressions may confuse with indirect speech. 

Let us see some of them. 

t'l1I : t'lfl": I,.em,{,: Mt'l-'}: ovmf'1': '7.J?": if~·{1'fr mf'l';Ft'm·::- lrM'f!": 
fln·hli·h;:!': l ,fJ: .e-·fltl-fllJ,: fd'f.fJlI : 1ll71m· hfJ.K·: II '7t'1 '1m·: 'r-II .f': fif~: 
f4,./'r7: 77't'I: ~m': !r1l' 1:: 7,{ov1- - - (7f{' 63) 
It was my obligation to ask about sim ayterie (taboo name). I asked 
them they whispered to me that it was Aya Dibilbillae king of our village 
[S2tanj, whoss anger is _,'jprc€ ::1'1(/ whose generosity is ', reat. 

This is Belay's direct speech, one of the charac ters in Adafris. He is telling 

Frewa about Satan , particularly about the man wh o was thought that able to 

call and talk to Satan, based on what h e h ad seen by the time he was about 

10 years old, ,,()9" ~" emt,» is a code n a me/ nick name/ to Satan, which is 

"taboo na m e", basica lly it is Belay's direct speech but he was talking to 

Friewa abou t what the children to ld him. It is not isola ted wi th quota tion 

marks , At first glance, it a ppears as if it was an ind irect mode of speech 

presenta tion. 
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The inverted commas ha\'e no that much significan ce role to determine the 

mode of the s peech presentation but it helps readers to is olate the speech 

from the narrator's com men t and reporting clau se. 

It is a ls o possible to point ou t other expressiOns, which a re s imilar to the 

above extract. For example, «O'i;.> Ornll 'r.'l'C- '1t:.(] 'flL t 'flLt '/OJ ' ft'l"i 7,f.'lt'l·1· 

i,t'I·, .. » (p .235). The n arrator presented the ch a racter's Direct Speech in th e 

present tense, «'flLt 'flLt 'I OJ· ft'l'L) h ere , we h ave two speak ers; th e on e wh o 

said « 'flLt 'OL t » a nd the oth er wh o is reporting th e speech « Ij(p(] [ .. ,)'IOJ· .rt'l'~ 

» In th e same m a n ner, the n arra tor quoted the p revious two s peakers' 

speeche:s To separate the first s peaker 's speech from th.: second, dash, 1-1 is 

u sed in s tead of inverted comm as. In the expression «0'1;'> Omll 4:'l' C 'It:.(] llLt 

'OLt 'IOJ' .rt'l'~ (,'i-'" t'I.+ i,t'I· - - - » the words O'i ;.> Omll '/:'Pq .. .]f,Vlt'l·:I· i,t'I, ar e 

the narrator 's report of the two speakers s peech es. This m ode of speech 

presen tation is considered as .free d irect speech . 

Let u s see one more example to stren gth what a lready d iscussed a bove . 

(J) /.W 7Ci)': ),/' : ~OJ' - - - ! (2) fiuu4'mtl fl" : ;I',p'''p (3) ('),rFf'OJ' : IIC: tf..cli : 
11-/'71) : dTJ -{: lI 'fi'I: ,)fI" : liOJ' ,)fI": ',tlm.cll: .e,Pff7tl? 1111 ,:: (4) III] : flllah'oJ': 
IIC: n,"flI:'Ptl:: (5) IJ ":PfI": zetl: FaJ, cmd· /-: Ild·:!'OJ·: ~"cr./.!: : (6) 1./1, 7./1. 
!tI)(lJ ' ) , '}F Ild.:{'OJ· fJ· /.! ZIt. fL ,P"l fJ'r):r n f1" ,ea.1CII ') ~flC:: (7) II&. :.1: '7'7": flu,) 
: ? r:II ;f: fI " '} :ldIPm' :,eli'): f'ff'J.1I0J'? (8) ), '},e/.! "7.IJ1'OJ·: /! " 'l. ,PfJ,xI,CII · '}: fld, ) .: 
,r' '} Y: lifl" ·Aem&' '}: N"/'OJ' fI"/! '}f / : '} :I ,.em.e ,/:fI": 1,11·::- (IX' 6J! 62) 

(1) . 'am about to tell you ... (2) Then afte r they said (3) if the devil in him 
gal anger nothing would stop it until it kills the cattle and some one. (4) [ 
understand an evil, (5) that is sent the cow in to the hill one day, (6) had his 
evil spin't been got angry so seldom, it would have finished us ali by now. 
(7) And today what does he wants or what he wants us to do;; (8) Why does 
he call the d evil and asks what he wants as usual before he kills us alP He 
said. 

In this extract, aga in we ca n find out two characters' speeches, the one's 

speech embedded into the other. Th e second speaker, Belay, is reporting the 

first speaker's speech in d irect mode speech presen tation. Nevertheless, in a 

firs t glan ce, it seems in direc t s peech, because there are no quotation marks 

to differentiate the directly qu oted s peech from the reporting c la uses and 

comments of th e secon d speaker, Belay. The two speakers' coiltribute 50% of 

th e total words u sed in the ext ract each . The first two phrases (1, 2 ) and the 
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words «nth> /he said/ a t the end of sen tence (3 ), (8 ) and (4, 5) a re Be lay 's 

speech. The other speeches, sentence (3) includes «i'll'\-» /he said / sentences 

(6), (7) and (8) excluding the word (MI') a re the first speaker's speeches. The 

extract as a whole is Belay's direct speech. However, his s peech is a report of 

another person's speech. The two person's speeches are mixed up. Phrases 

(1) and (2) (Belay's s peech), sentence (3) (The man's speech) sentence (4) and 

(5) (Belay's speech), sentence (6),(7) and (8)(the man's speech). Both of the 

speakers are equally shared the 8 sentences into two and both have 

contributed four sentences each in the speech. This way of presentation 

possibly creates confusion to readers. However, that does not mean the mode 

has not any value. The author uses the mode to show the character's 

perception or point of view about Satan at the time the event happens. 

Generally, indirect and free indirect speech presentations in Adafris are not 

applied. In other words, this aspect of narrative technique is not occurred in 

Adafris. The first two extracts, especially the first one, in this section, seems 

free indirect speech mode, but it is free direct. The examples show that the 

author wants to present every character speech directly instead of presenting 

it in the form of summary. Even, when the scummy is better than the actual 

speech to create variation of speech the author preferred to present all events 

in d irect speech mode. 

3.2.1.1.2 Gracha Kachiloch 

Through out the entire narrative, the mode direct speech presentation is 

widely used rather than the other forms of speech presentations. In most 

direct speech Presentations, the narrator is involved in every turn taking. 

Every direct speech is followed by the narrator's reporting clauses or 

commentary descriptions of the narrator. On the other hand, free direct 

mode of speech presentation is randomly used. Then, these modes can create 

variety in the entire speech presentations modes and makes the narrative 

interesting. Let us see the following extract again. 
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« h/,fi'i·v /, 1·/lctj:?u. . ./,fl-l·v -'f· fill aLOJ' /,IIOJ' . . . » .e11'~~:: (7% 3) 
« ;,f-h1- /,.eflv. . , /, ]7-/'- uoAllf'u I, 'If- /,110» /,11 /, ]-'1.] If·? I, ]-'111 ,'1':: 
(143) . . . . 
'Why don't you plunder from your father . .. Your father, Dubbale has 
something flavor . .. " They said (p.3) 

"Don't be sad . .. You have well-necked mother" one of them said, as 
they walk a little bitjurther from me. (p.143) 

The narrator is also a character who narrates his own or other character's 

direct speech and puts it in quotation marks, which followed by his reporting 

clauses, comments, or both, because he is a first person narrator who 

frequently mentioned himself in one way or another. In his reporting clause 

".en-'i'A"/they said - they said to mel, ";'Il ;',},J? l t?r ;'UIl''} "lone of them 

said, as they walk a little bit further from mel refers to "h'l," III or Ime/. As 

it is observed in the extract, the direct speech followed with the narrator's 

reporting clause and comments. This way of representing speech is called 

direct speech presentation, as it is discussed in chapter two. The following 

extract can be an instance of direct speech in Gracha Kachiloch. 

« /,].e' nc A'J7C7i» /'A!l-f--:: rlA'·'1- OJd, 1,].e""l.OJ-'I. /'OJ·;Pl1tJ-:: 
4i?" /,11'1-:: f""l./,II.eld· >7C Mi·:: 
« ?"].I:·>OJ· 'r'17C» /,IIP1':: 
« OJ-'!)[ >fi /,.e.eA» /'6'14 -i'-:: 
«I, ]f!o! for] .et:1: >OJ'» /,11'1-'1 A;rAd. '{ IIf-A /'7til f-:: htL/' nu·r/) ?"] 
f..].er'17C Mm·??" . . . 
«I,z 1,/1 I,vf-v >'1' » /,11'1-'1":: .en'T'h·:: OJrl] 1, Vi: 'If- ·nf? /,1In./,f­
MOl"'?" :: ;,.~r] M'<?u·rf- 4i.e-1' /'A1- '1' '6-'1 n.f-r Af-7f1 IIf-A (dW"}I/» 
/,Ah· 11d-1i (157) 
"c.,et me tell you some thing" 1 said s ince 1 Know that women like 

gossiping, she waited for me, she has something charm. 
"What is that? Why don't you speak it out?" she said to me. 

"You are my girlfriend, aren't you?" 1 said to her. 
"What! What shameless he is" She said. When she is about to walk 
away, I held her. Then after, I did not know what 1 say . .. 
"1 am your sister," she said; 1 was astounded 1 never consider Wosen as 
my sister before. I release her hand. Some minutes later as she arrived 
at her home "so what" 1 said to myself (p 157). 

As it is quoted in the extract above, Mezigebu and Wosen's direct speeches 

put into inverted commas and followed by the narrator's reporting clause and 

comments. In other words, the speeches a rc identified with quotation marks 

from the narrator's reporting clauses a nd comments. The reporting clauses, 

"~\ b\1J..1·" / 1 saidland "Mlfi"/she saidl are used repeatedly, the narrator's 
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comment "(J,'r~: 01,{. Ji '}.e.OZ01"i, ;'01',:1'1'1[/·"/1 know that women like gossiping/, 

"6'1;1'6'16. 'f 11-}'6'1 f7ft>, -}J" I I held her when she is about to walk away I, "hl!.f 

{][/·rp1 fT"'} Ji '},e.fI'''i7C ;'101·-1'fT"'/ /Then after, I did not know what I say ... 

I and ",K~7rh·:: 01(J'} JiV1; S"T 1lf!. ;'/J{],;'-}' ;'101"'fT'" II was astounded. I never 

consider Wosen as my sister . . . I are followed the characters' direct 

speeches. 

As readers, we have directly accessed to the exact words of the characters, 

we a re able to perceive or reach or interpret the characters feeling, interest 

and intention from their direct words. In the direct Speech above, we see the 

interaction of the two characters, Mezigebu and Wosen. He wants her to be 

his girl friend. When he planned to talk to her, he already realized that he 

had to be systematic. After he met her on the way to her home , he stopped 

her with the expression, « ;, ')£' ~7C A 'J7Cfl))/let me tell you one thing/. We 

understand that Wosen possibly suspect something, she can guess what that 

thing is, because she knows Mezigebu's interest to h er from her experience 

with him. When he said « ;, ')£' ~7C A '}7Cfl)) / let me tell you one thing/, she 

feels as if she guess nothing and then, she pushes him to tell her what that 

thing is. After he had told her the 'thing' that he intended to tell she tried to 

free herself, but when he holds her hand she said , «Ji!l JijJ JiV'I'V ~:r ))A am 

vour sister I. 
Tr.er(' are vague meanings behind the expression ((/, ,},K' ';7C A '}7Cfl))/ let me 

tell you one thingl and «Ji!l JijJ AVTV ';'J»)/I am your sister/. One can 

interpret the expression into two ways. By the expression «;, ,},K' ';7C 

A nCa:»/jet me tell you one thing/, Wosen may not guess Mezigebu's interest. 

If she has no the hint of what he has intended to tell her, her response «Ji!l 

Jil, AVTV ';:J»)/I am your sister I can only be interpreted as a tac tic to be free 

from his hand. If she suspects what his interest was from the beginning, her 

response «/, Z /,/, Av'/'v 71»/1 am your sister I could be seen as a green light 

and that let Mezigebu to continue his effort to make his request accepted. It 

means that she does not want he gives up his desire to h er. In other words, 
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we infer tha t sh e mean by «);!I );/' );0-1'0 ;''1)} / 1 a m your s ister /as 'I will see 

it'. This implies that, Wos en has some interest to Mezigebu. 

To sum up, Mezigebu 's real feeling or interest is hidden. The vagueness of 

Wosen's feeling is done deliberately. The author does not want to make clear 

Wosen's feeling or interest at this level of the discourse. The author does not 

want Wosen to reject Mezigebu's request. Therefore, the mode d irect speech 

uses to create such an effect. 

Some times direct speeches presented with out reporting clauses, comments 

and judgments. The narrator may hide himself behind the characters' 

speech. In this cast, the speech can be categorized as a free form. 

In Gracha Kachiloch this mode of speech presentation is widely used in 

harmony with other modes. The following extract shows how free direct 

speech is used in the novel. 

«m 7 UJT ~UJ' (llIV J.J'(){lh ~UJ' ),~..eA?» ;,/l fiflAm -1: J. '}..eft? V·/l· ffj:f A 
fuo()/l ffLuo,'} J.f7r7·. __ J. '}..eUOA'lf!" /,IIUJ''}-/-: : 
«/'~..e/lfT":: f!",}.e-~UJ· ffl u;I-..eC7·-i· i-C7-UO' /,A 7fl:{f!"» 
«J. '7C J.f()? "} }UJ'}} 
« flU'} J.J'..e~.5rV· ~UJ'? _ __ flU,}.e-~UJ- ffl"-!-()<;.-i·?» 
« J'r'} T1!C flA,!PT /'~1'VA?» 
«/"fD» 
«flIlJ':r flA;!'T UJ'IiT fuv·J{tl. '/:'}D&J,fDr 7''/''ArUJ'fJ;:/"A» 
« J. '1'» 
«J,t,O'/ uo·J{r., .1, foj'k{J ') frUJ·» 
« flU'}» 
« '/" J'tl. /';:/"UJ":I'9U?» 
«~ \0:' J. '7C fOZJ't)hIlUJ' ?» 
« /'fD» 
« ),li ~t)/l. A)r:f?» 
« ~u:t A)?' J'r'I7..e-'J1-1 ;',£ -/ ' 'IA? -/'flt)oJ·flJ ) , '7cn 1i1-IIT» 

« '71 /h 7-UJT ~UJ'» 
« f!"1 A;:/".ec'7 ~UJ' ?» 
« /lUZuo/lIl -/,UJ' fJllIJA flJ') U'JIi;lYV-!' MI{I'{;) 
« fI, N - 1i6' /'~..e/lf!"» 

« lit/·(?' ') J.!; ;'UJ·;!'/lV-» ),()A 7' UD.I!'uot:J' t).e '7JfJ<;' J J.J'IIIi -Ii'/" J'fU"i­
·fl7·?flU AI!' 1'?UJ' ..eC(I uv{f') ;'!lfl'/' 7rt:: (7X' 280) 

"Do you think it is illegal?" He said p ulling his goat beard as if he proud 
of his wisdom ... as a good old man. 
"Not that way. But I don't unders tand w hat you are doing" 
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"We are making legs" 
"What are you doing? What are you making?" 
"Have you seen that small black bottle?" 

"It is filled with jigger" 
rtThen .. ?'J 

"Then, we are planting jigger" 
"What!'} 
"Do you know jigger" 

"The one, that itches the foot?" 
"Yes" 
"Are they volunteers?" 
"Have you seen that somebody forced this girl, while s he was coming 
here and open her legs?" 
"But it is illegal" 
"What are you going to do?" 
"I s hould report it to the concerned body" 
"It is not your responsibility" 
"I know my responsibility, " I thought it was the tum of the boy, whom [ 
saw standing at the first place of the queue / .. .j he got in (p.280) 

This is two characters speech, a man and Mezgebu. The extract has 20 turns; 

the characters have 10 turns each . At the beginning of the conversationa l 

movement, there is a comment given by the narrator following the man's 

direct speech. Then, it continues with out any interference until the n a rrator 

reappear at the end of the extract with another comment . Beca use there a re 

only two characters involved In the conversation, the context IS 

understandable and readers easily identify which is which. 

At the beginning of the extract, the narrator introduces the second speaker, 

once the first speaker is already known. The conversation continues without 

further interference of the narrator. Because no need to interrupt the 

conversation and to explain the situation. When the third character comes to 

foreground or comes to the scene, the narrator's interference is needed. In 

general, among the oth er modes of speech presentation the direct and free 

direct speech Presentations are the widely used modes in Gracha Kachiloch. 

This free direct speech is used to create a mysterious event or something 

secret. The narrator himself does not know what is going on and he is in the 
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position he could not explain and comment it to his addressees. The only 

thing h e can do is presenting the event as it is. From the characters' 

speeches and activities, readers can infer that these people are doing som e 

thing illegal. The expressions «;h7 OJ'}' '/OJ· '(1IIu hYt'll1h ~OJ'?» hl'\ Il11Amoi, 

h1~ll&. U·I'\·. .»/ "Do you think it is illegal?" He said as if h e proud of his 

wisefullness. ." and «(TD·Yt'I. M'oi' hA1 '/OJ·» Iwe are p lanting jigger / indicate 

that these p eople are doing something illegal. According to the extract, both 

the service provider and their customers hide it from Mezigebu becau se he is 

a policeman. On the other hand, they advice him to try it and it seems that 

they a re sure he would like it. 

The other thing tha t is observed m the direct speech is, the process of 

planting the jigger is painful but the people who have the service h ad enjoyed 

it. In addition, we understand that the man who gives information to 

Mezigebu was lying. His lie can be inferred from the expression "oa,Yt'I. 

h\"rhA') ~(J)' ''/we are planting jigger /. Even, Mezigebu 's boss a nd his 

colleagues attempt to confuse him or they pus h him to see it as nothing. On 

th e contrary, they tried to deny what he sees. When Mezigebu, cam e back to 

the p lace where that illegal activity h ad done, h e found nothing. Then, they 

tried to convince him that it is something illus ion . Nevertheless, readers may 

suspect t.h2t t.hose people run away before the policemen h ave a rrived there 

or Mezigebu has missed th e place . All these evidences strengthen the idea 

tha t there is a kind of illegal activity. Wha t is that illegal ac tivity? This is the 

assignment th at, the author gives to his readers . However, here , the point is 

that he u sed the mode direc t speech to create this e ffec t. In other wards, the 

a u th or uses the mode to defamilarize the even t . 

3.2.1.2. Indirect and Free Indirect Speech Presentation 

3.2.1.2.1. Adafris 

It is discussed that direct speech presentation is the dominant mode in 

Adafris a nd it is a lso conclude that there is no application of the modes 

indirect and free indirect speech presentation. 
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3.2.1.2.2. Gracha Kachiloch 

These modes of speech presentation a re no t widely used in the novel. As 

scholars stated, it is used when the scen.e is not much important. In other 

words, it is used to fill gabs or to bridge the scenes being created in the 

novel. There are some expressions , which can be identified as indirect 

speech. 

(1) M1; (I1cH' "'9" '11C 7, 1.<lt\ln ~ .? mfl YOJt.tI:: 
(2) « hu·tI· rOtim "'9" ~1C 'Pt.' ~aJo» fAtI:: 
(3) I'M, M" ~1C h(l10-r ~\ 1.r. "'LOtl1' YOJt.tI :: 
(4) (I1C~-"I' !'I OJ· 7,1.r."'L1Y:tI ... !'IOJ· 7,'}.r."'LYm4· ilt. "l1 

MOJ'" MOJ·~oj, 1'<;' 7,1.r.lf~ YOJt.tI :: (1~ 35) 

(1) My father always ' talks that war is not valuable 
(2) K The most important thing is work, »He says 
(3) He tells that his business is more valuable than war 
(4) He also speaks that war kills people, destroy s the human race 

but a work is very important for human race and for his body 

Sentence (l), (3) and (4) a re indirect speech presentations. The presented 

speech is not quoted word by word . The reporting clause and the reported 

clause are not separated either with inverted comma or with other 

puncluation marks. The two parts of sentences, the reported clause and the 

reporting clause are become one. These are the characters of indirect speech 

presentation. 

Sentence (4) conta ins two ideas, wh ich are already mentioned in sentence (1-

3). Even though, sentence (4) is taken as a single sentence it contains more 

than one ideas, it is m entioned that as " (T1 C '1-"1' " Iwar/ is a killer and 

"Pt." /work/ as a means of survival. In oth er words, Sentence (4) is extended 

form of sentence (1) as it seen below. 

(1). M-I: (110:" '/:9" '11C i,'},qtllf~ 'I .? mfl YOJt·tI:: 
(4) (110-"1' !'I OJ· 7,1.'!.."'L1.\'.-tI . . . !'I OJ· 7,1.r."'LYm4- illr "l1 MOJ·r; 
tI!'IOJ · ~oj, 1'<;' ~\1.'!..lf'l YOlt.tI :: 
(1) My father always talks that war is not valuable 
(4) He also sp eaks that war kills people, destroys the human race 
but work is very important for human race and for-his body 

There is no structural difference or mode of presentation, except sentence (4) 

is explanation of the ideas mentioned in condensed form in sentence (1). In 
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oth er words, sentence (4) appears with reason s. Why the speaker prefers to 

"Pt-"/work/ than "(IlC'd- "/war /, however, both the sentences are indirect 

s peech presentation s: 

Sentence (2) and (3) a lso contain the same idea but with different ways of 

!?peech p resentations. Sen tence (3) is the inverted fo rm of sentence (2), th e 

original s peech is put in inverted comm as. 

The reporting clause, «,e/l t\»/ h e says/, is in s imple tense. The content of the 

s peech is a comparison between valu able "P tr "/work/ and "(IlC'd-"/war /. 

When th is sentence is inverted in to sentence (3), wh ich is indirect speech 

presen tation , many ch a n ges occurred; 

• The main ver b " 'I m-" / is / is cha n ged into «~"I Y.. If'm/as it was/ pas t 

tense form. 

• 'The d irect speech marker s, the inver ted commas, are removed . 

• Direct or exact words of the firs t speaker «hU-n- {'nnm » Ithe best/ 

cha n ged into «h '}Y..l1'l.nNl'»/as it is best/ as it is better/ 

We can observe cha nges in the conver sion of sentence (2 ) into (3). The 

narrator rearranges th e con stru c tion of the direct speech presentation . Wh en 

h e converts it into Ind irect Speech or in h is own word s, in this indirect form 

of speech , the origina l Speech is in terpreted ins tead of reporting. The firs t 

speaker d idn 't say «{'h'/, '119" ~1C» / my valu a ble work / but in the Indirect 

form , in sentence (3) there is an express ion «{'MI- '119U ~7C» / his value/ it h as 

a meaning of "work" a nd "work" ha s a meaning of "va lua ble work" in the 

text which is a little bit free , not restr icted to th e origina l s peech . 

As it is observed in the extract, the same idea is reported in different modes 

of s peech es, which could create variety, and the repeti tion has a purpose of 

einphasis. Wi thin this mode of s peech presenta tion the. n a rrator is a b le to 

PIoduce information which is sa tirical. It implies th a t Mezigebu criticizes his 

fa ther 's work. His comment h as an intention of "You r work -is not more 

valua ble than war", because his father is a barber wi th low income. This low 
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in com e of hi s fa ther does n ot enable him to fulfill his needs or it does not 

e nable the fat her to take care hi s child. 

There are other indirect speech modes in Gracha Kachiloch. The following 

pas sage s a re taken from different pages, in the novel. 

i .. (.\.l'(] ·)·9"UC:f· i , ' ) ,Q(]nl''1oJ' f.'-"'7L'~ ',nc:: M'.e.;J'/rID 
« ~l'n,(~ ,X: i,(,\"'/C?" .l',t'I'I't\:: ( , .. ) ('1';'- 154) 
,n (]WC '/'(.\.) i'U'.huu·) 11tj:: (]C 'H(.\Y) (]S·(IJ(.· i,tH" t'l .M:f") i'i,e (h:f · 
m'· II .:)' (]·) t'l u'/ : : h,(.\ ,f'(] flC::· rID.l'l f i,·}.e.u'f,!.,c-,'/ .l'S'I ('·(.\:: (,11. 165) 

Elias used to tell me that he lost an interes t oj attending school. He had 
also cons tantly used to say to me "[ don 't learn with collaborators (the 
Jo llowers oj Derg) in a classroom" he said repeatedly. (p 154) 

We were walking the whole day; when w e got tired; we took a sit under 
a tree and chatting each other, then when we also got tried oj it we 
went to a caJe ; there while we were listening to some mus ic, Elias told 
me that he wanted a job (p .165) 

Except the f er:ond I'>entence, the rest can be taken as indirect speech. These 

sentences or modes of speech h ave a purpose of filling the gab between two 

scenes (chapters). Befor e he passes to the next event or scene, the narrator 

informs what has happened in the past and make readers to be ready for the 

coming incident or event. This helps the reader to understand and to follow 

the next narration. Therefore, here, this indirect speech mode helps the 

n a rrator to save space and time, to avoid u nwanted part of the story. 

There are also other sentences, which can be identified as indirect speech 

presentations in the novel, Gracha Kachloch. The sentences are numbered for 

reference ease . 

( /) !l;";'I,f'1I uoX·'/f·'} IIdoA II!l 'I' !nh ~ r, ' nl7"OJiI '} dO!/A lIi1ft:ilOJ' :i'7C 
; ,OJt{·t/·i1'I·:: (2) flU'} ; ,Ah·h 

(J) . . . OJiI '}r,' h~ 'It:. 0. 'I' 1'/TIkt-'J n fl/ flU H 7tf·t:,{. '} h '}.f: '/'!l,f'f',}C; 
71f1" 'M " /7o!l,f'f'-I' ·nX "',er./"} i1'1'f'l'I' f'Q7.t.!''} ,[,d, .ji'})t d.;!: 1,e 
}, '}.eilm~ 'I' ... 
;,. A ,f'1I ;:I',lJ.,f' 

(4) « t.!'t.!'t.!' 'IM" ""h) (7X' 158) 

(1) When I returned the book to Elias, I told him about the 
problem created between Wosen and me. (2) What WQS that I 
told him? 

(3) ... To day Wosen and I had a fight and I had giuen her a slap 
On her beautiful Jace. Then, Elias, 

(4) "Hoooo" he laughed, 
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The extract as a whole is structured in the fo rm of indirect speech mode but 

in the freer form. In the indi rect speech presentation, the reporting and the 

re ported clauses become one. Here, of co urse , the one is highly dependen t on 

the other, but in a very loosely way. Sentence (3) can be taken as indirect 

speech, even if it is s tated as s ingle paragraph. The reporting clause a t the 

beginning and a t the end is omitted or left out and replaced with the 

co ntinuation markers - the three dotes I ... J. How is it identified as indirect 

speech? 

The narratOl Mezgebu represented his own speech, which h e made some 

days ago. He reminded what his own speech was ; the word« 7,1.~.·I·O,rf' ·}» las 

our relation is over I, «7,1.~. Om :·Vh> I as I beat her I are indirect speech 

markers. These words are different from « nm~+ »1 I beat her I and w l'O,rI"}), 

jour friendship is overt' which a re mostly used in direct speech :!node. The 

third method that h elps to identify whether senten ce (3) is in the direct or in 

the indirect speech modes is the reported clause. The first paragraph of the 

extract in the sentence «07,'/.'1 n(J)O'} l7Dt)ht\ fll'\ .\'.LOO)· ":f··ryC ~,O) t. v·I'\ 'h I ] told 

him a ll about the quarrel between Wosen and mel, the word « ~,(J)t.V·I'\ ;h> I I 

told himl is a reporting clause and omitted but readers are forced to use it 

when reading the text. As there are no other alternative words to be u sed at 

the end of sentence (3) next to the word «h'}.~Om~1·» Ithat I beat herl, 

«'ncll··h>1 ] told him I , « ~\(J)tpv· I'\ :h>1 I told himl, are the possible words to 

complete the sentence. 

Nevertheless, the quotation IS what m akes it free indirect speech. We h ave 

seen that m the previous extracts, what indirect speech expresslOns or 

sentences look like. This extract is much extended and contains some 

details . Even though, it assumed as direct speech; the information it 

contains a re detailed. The reporting clause, senten ce (3) contains four 

information, minimu m. 

Today Wosen and Mezgebu made quarrel. 

Wosen and Mezigebu w ere in a sulk 
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Their friendship is over 

Mezgebu has beaten Wosen. 

Containing very detai l informa tion I S the n ature of direct speech 

presentation . In conversations (Direct Speech), some speech markers and 

very detail information are presented while in indirect speech th e narrator 

presents only the content of the original speech. 

As this is, the sen tences conta in deta il information as direct speech is and 

have the form of indirect speech, it can be considered as free indirect speech. 

As it is indicated earlier the function of these indirect and free indirect 

speech, is to bridge scenes, to present less important information. The modes 

help the author to summarize ma ny events within few words. On the other 

hand, the combinA.tion of. direct speech and indirect spf'ech Presentations 

help to create interesting na rratives in producing variety of sentences, which 

can be, avoided monotony boredom passages . 

On the other h a nd, the indirect and free indirect speeches a re n ot widely 

used when it is compared with other modes of speech presentation in the 

novel. Because the mode is not u sed effectively, some less important events 

are foregrounded with the direct mode. 

In the contrary, direct speech and free direct speech is dominated the entire 

narrative and it is the m a in modes of speech presentation. In the novel, these 

narrative modes are used to dramatize events, actions of ch a racter s and the 

modes help the writer to create sound meanings. 

3.2.1.3. NRSA, NRS and NRA in Adafirs and Gracha Kachiloch 

Narrator's representa tion of speech acts (NRSA), n a rrator's representation of 

speech (NRS) and narrator's representation of action (NRA) are the three 

modes of speech presentation in the cline of speech pr~sentation with greater 

influence of the narrator more than IS and FIS . 
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NRA, as it is discu ssed in the theore tical part , is a na me given to physical 

description and action with out speech. It is used intensively in both novels. 

Action by characters, events or h a ppenings caused by agents, description of 

states and any characters perceptions considered as NRA. The following 

extracts are examples of NRA. 

OJ-'l.j'[[J·: ), '7d·'f'[[J·'}: ),j'7t'I.: I. 'j,,!'jJ!.,fl": I. 7·A: f[[J7-Jl: '}0lJ·/:: ),j't'Jf!: 
fJ1· :(rD·: .euot'!():;:A: ),j''}IILm·: .em t[:<;'.! ,e'?:C;:m ·: :e"ovc ! (I •. et[:ct'!: 67) 

Immediately they began dancing by raising their legs, sometimes by 
showing taboo body movements, 1 think, it s eems through their mouth 
that there were farting as they were dancing and chasing each other. 
(Adafris :67) 

[[JrJ'J )'",j'[[J''j t'!-l'Ilt[:'/'[[J' q.e'!'v'j [[JJ: 'iJ:'?"![[J' t'JU'} 
if.e· o)/' [[JL[[JCIl':: ;:h1:;' ·P.e [[JE[' ;'ftJ·:: 

By the time Wosen opened the lid, 1 throw my eyes into the deeper bowl 
I saw great Keyi Wflt; (Gracha Kachiloch, 84) 

The first extract as a whole is characters' action, which is one of the four 

types of NRA. But, in the second extract, the first clau se in the first sentence 

is also a character's action while the second sentence is the character 

narrator's, Mezigebu's perception. This mode is widely used in both novels. 

The other modes, NRS and NRSA are not applied in Adafirs at a ll but it is 

rarely used in Gracha Kachiloch. These modes of speech presentation are 

used in Gracha Kachiloch to fill gaps and to bridge one scene to the other, to 

summarize less important events or to make less important speeches 

background. The following extract can be good instance to show the 

occurrence of NRS and NRSA in Gracha Kachiloch. 

·n t'!'jIIC 9'A 'j:: tlJ:huo'j 'It[: t'!C -NA-I-'} t'!lJ[[Jd· ),IJ·flU tlIJ()'f''} if.e (J,r 
uo'li)/, t'!MOY:: ;',Aj't'! Pd· uoj'7f ), 'jJ:OZ.{.t1'7 .elJ7?A:: (165) 

We were walking the whole day; when we got tired; we took a s it under 
a tree and chatting to each other, then when we also got tried of it we 
went to a cafe; there while we were listening to some music, Elias told 
me that he wanted a job (p.165) 

The first sentence and the first part of the second sentence indicate that 

there is a speech act a nd the second part of the second sentence « h,t\,Pfl P't· 
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oof11 "h15'."'l.6.tI·? J'> c;')/'·tI» reflects the topic of the s peech. All these modes 

are used to make longer pieces of information (narrative) more background. 

The two modes of speech presenta tions, NRS and NRSA are scarcely used in 

Gracha kachiloch and none at all in Adafris. 

If one compares these modes of presenta tion the novels, in the application of 

speech presenta tion, there a re great a nd s ignificant differences in them. 

Among the fife alternatives of s peech presentations, only Direct Speech 

Presentation is the domina nt n a rrative techniques in Adafris than it is in 

Gracha Kachiloch. Out of 340 pa ges, 303 of the pages are covered with Direc t 

Speech Presentation but the application of the mode in Gracha Kachiloch is 

incomparable with that of Adafaris . Even though direct speech presentation 

is widely used in Gracha Kachiloch, it does not dominate the descriptions of 

characters, actions of characters narra tion of events'. The mode direct speech 

presentation in Adafris is used widely, it extends until the whole narrative 

lacks varieties of Indirect Speech Presentations and other modes. As it is 

indicated in the background of the study , and as Taye underlines in his 

study "The use of dialogic scenes means of presenting a story is not seen 

method in Amharic prose fiction". However, the direct speech presentation 

mode in Gracha Kachuiloch is presented in harmony with other narrative 

techniques like Indirect Speech Presentations, description of settings, 

characters, actions of characters, narration of events. 

If a scene is presented with the mode direct speech, then, it fo llows with 

descriptions of characters or with the comment of the narrator. Moreover, 

direct speech presentation in Gracha Kachiloch is used for important selective 

scenes. Nevertheless, in Adafris, almost a ll of the scenes presented indirect 

speech modes. In other words, the direct speech Presentations are presented 

without reporting clauses or comments of the narrator. 

On the other hand, other modes of speech presentations, indirect speech 

presentation, narrator's presentation of speech act and narrator's 

Representation of Speech are not widely used in both ' novels. Even it IS 
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possible to conclude that these modes are not applied in Ada/Tis. In this 

case , these modes are u sed in Cracha kachiloch in a better way. At least 

there a re some expression s in the level of sentences and phrases. To mention 

some examples, «O.>.,e '} ,eh'h'l''I''I'(J)' \"/0';' ()fD)~ ,}'?'?C ,et'l'l'(J)ff)I'\-» (124) /The 

people who were following her with their eyes were talking each other/and 

«(\'1'-)~ J'. ,?<[O (J). 'n:(J)· '} ,', J'.' r(J)· o. ;:r:f(J)· 'l'i'I" h '}.e.auauM (J)')fJ'I'(J)' '} ,e H(J) ' MU' (J). 

'f> au (J). (J)t,y;f(J)·'} tl.'/'/Xl; ,e(J)''''I'l':: »('))\' (127)/The women, instead of fetching 

water a nd return back to their home soon, they spent the whole day standing 

there and talking/. The expressions which says «'}'?"JC i't'l'l'(J)ff)I'l' »/talking to 

each other/and «MLY(J)' 41 au (J)' (J)t,Y'l'(J)''} tl.</'m » / standing there and 

talking/ indicate that there is a speech but th e topic of talk (speech) is not 

expressed, such types of expressions (speech presentations), are not found in 

Ada/ris. 

To conclude, direct speech presenta tion is u sed in both th e novels more 

widely than th e other modes of speech presentations. However, it IS more 

widely used in Ada/ris than In Gracha kachiloch. As far as the reading 

experience of the resea rcher of this study is concerned, even, no other 

Amharic novels, which u sed the mode, direct speech presentation to this 

level of degree. In relation to using indirect and other speech presentations, it 

is possible to say that the modes are given the least priority. 

Out of the four basic types of thought presenta tions only two of them (Direct 

and Free Indirect Thought Presentation) are widely used in both novels. As 

direct thought, presentation is domina n t narrative technique more than 

other modes of thought presentation in Ada/Tis, indirect thought is widely ' 

used in Crach Kachiloch. 

In Ada/ris , four character's Thoughts a re presented with this mode . Ada/Tis ', 

w/ ro Asegach's, Roman, T s iownie's and Corfu's thoughts are presented in 

direct thought mode . Some of their thoughts are considered as interior 

monologue. On the other hand, only one character's thought is presented in 
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direct presenta tion mode in Cracha Kachiloch. Becau se Cracha Kachiloch is 

na rra ted from firs t person point of view, the narra tor has no an access to 

other ch a racters' thou gh ts or has no access to inter to th e minds of other 

characters '. 

Even th e na rrator does not attemp t to reach the thoughts of oth er cha racters 

through their external reflec tions like their gesture and facia l expreSSIOns, 

which a re the only ways for first person n a rrators to be accessed to 

character s th ou gh t . Th e characters external reflection s can indicate of their 

thought (wh at character s th ink or imagined) but the n a rra tor in Cracha 

Kachiloch does not u se these opportuni ties. 

Mostly h e n a rrates h is own thought that resul ts from th e excessive use of 

free indirect thought presentation in Cracha Kachiloch. It is the dominant of 

a ll the thou ght presentation modes u sed in the novel. The other modes, 

indirect thou gh t presen tation, narrator 's representa tion of th ou ght act and 

narrator's representation of thought a re not th a t much s ignifican t narrative 

techniques in both novels. In Adafris, not a ll these m odes a re available 

except a single passage of Ind irect Thought. In a n ovel of 330 pages, like 

Adafris , few lines of a passage can not be a s ignifican t mode of though t 

presentation. 

This conclusion might be seen as impudence; however, it is not difficult to 

check how much the indirect mode of thou ght presenta tion passages a re 

used in Adafris ; because the entire n arra tive is charac terized a s direct 

speech , direct thought, a n d description s of ch a ra cters, settings, even ts a nd 

actions of cha racters. These features a re clearly indica ted a nd it is simple to 

identify on e feature of Thought presentation from oth ers. 

On the other h a nd, identifying these modes of thought presentations is not 

su ch a: s imple task in Cracha Kachiloch. The cons truc tion of.. sentences, the 

applica tion of both speech and though t presen tations, a re complicated . In 

. most passages of Cracha Kachiloch the demarcation s a re a mbiguou s and it 
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n eeds carcful cxamination. As it is d isc u ssed in the previous sec tion s, the 

n a rrator, Mezgebu, reports (narrates) his own direct thought a n d indirect 

s peech. In addition , m ost passages lack thought and speech m a rkers. 

Especially , 111 som e passages, Mezgebu's role is not clearly indicated, h is 

position (as a narra tor or character), it is difficu lt to categorize wh ether a 

passage is s peech or th ou gh t. For examplE, let c:s see the f0 110wing extract . 

:NU'/) /'11 hi.). rnfl·V An. /)'/'['1/'1' 11J!" 'j d·'I')'? rtJ -i)' (M 'l.fltJrtJ· 'j '/'.f~''1'' 
1/J!"tJr )' ) , 'j.~ u'l.b>/·7i ),6 'jJ!" fI/i(:·i· bl), t!.!f>'P ~Ilfl;l ' ! ),6 '} tiO}.~.n: 11,11" :/ 

), 'j. ~rF'l.e {/},'f. -/. I/o}·,!!' ), 'j.r:tfM ... (rJ,eJ!" /YI/· r )· (" 1' 'j ·I'd·n.'!'-1- bl),t!.,;, 
('J!" '/ ,.r. ~,lr ,{,';' ),7.elf'lh'l? ), 7.0,/)'16· m;. q.e ~ )' (f) ./i.) .... (88,89) 

Then what, When J honestly closer to her, why did she become remote for 
me? f. .. jafter s he initia te me w ith her half hearted smile, as a dog test 
his food with his tongue before eat it, she may know that others do not 
like her . . . or what if the hidden s mile that J s aw, disappears as 
a type of amazing lie ... (pp .88, 89). . 

If these words a re the n arrator NJezgebu's words, the narratees are readers 

and it would be sp eech . Nevertheless, if these words a re ch a racter Mezgebu's 

words th e narratee is h imself and it is identified as Thought presen tation. 

Bccause , th ere is s peech in th ou gh t, it needs careful examination in 

Categorization of Though t and speech prese nta tion in Gracha Kachiloch than 

in Adafris . 

In other words, categorization or identification of speech a nd thought 

presentation s in Adafris is not such a d ifficult task. In rela tion to Th ou gh t 

Presen ta tion, th ere are s ome s imilarities in th e two novels . In both novels , 

some ch a rac ter 's Thought in Adafris, Mez gebu 's Thought in Gracha Kachiloch 

h ave focused on love affairs. Some of Mezgebu's thou gh t arise from the 

relationsh ip that takes place between Mezgebu himself a nd his s tep m oth er. 

But the highest percentage of his Thought has focu sed on fee ling of love 

affairs, especially his love to Gene t. 

The oth er narrative tech n ique, which is wide ly used in the novel, is thou ght 

presentation. It will be d iscussed and analyzed in d e tail in the n ext section . 
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3.2.2. Thought Presentation 

In the previous section, particularly m the discussion of direct speech 

presentation, it is discussed that the whole narration is influenced by direct 

speech presentation . Next to direct speech presentation, d irect thought 

presentation is another mode, which is widely used in the novel and has 

similar characteristics to direct s peech. As it is mentioned in chapter two, 

there are five forms of thought presentations; direct thought presentation, 

indirect thought presentation, narrator's representation of thought act, and 

narrator's representation of thought. Among these modes, only direct 

thought presentation is applied in the novel. 

3 .2.2.1. Direct Thought Presentation 

3.2.2.1.1. Adafris 

As it is mentioned above, direct thought presentation is a widely used mode 

in Adafris when it is compared with other modes of Thought Presentations. 

Four characters' thoughts are presented in the form of direct thought. 

A dafris' , W/ro Asegash's, Tsiwonie's and Gorfu's Thoughts are presented in 

the direct mode of thought presentation. The following extract shows one of 

Gorfu's direct thought in the novel. 

?Cf· fI,e'!- /IY t1.eI/"J (/,ht1(/, (/0D'1 no)·~'f.' ,etl'i''':hn X.rl)~ ~ «- - -l. 7f'..-i-
4J~/r I/'~kr!l.o)·'(/'f l,n'/.' rtf,:!:7 R,lf,;\! l,mu~ (7,e~":;: l , 7.el7'p17·(/-/· 
('''7, J-/"'II'J" l , 'j,e 'f'6'I -t' 'J·.e,cJ,e' 0)' '! frf'J. N,,/." f~'i:t). ··(/e'!') · rn'l,r,e r/-"I'm· -
- ),r1J··(/'J" l ,n,/.· - - -» ,e"6'I(/f7U'},{.n· 1Cf· fI.e·t;·,p)· l"OJ·(lI;; - ('IX' 22). 

Corfu followed Tsiwonie, not only with his eyes, but also with his 
thought and with his body as a whole .. "How beautiful s he is, please 
look at her, her brilliance face, these eyes, as bn"ght as stars, and have 
these great power of attraction, these eyes which also her light of soul is 
reflected 111 please look at her ... " he said in his thought, filled ill 

admiration .. (p. 22) 

This is what Gor/it. thinks about Tsiwonie . One day, when they spent some 

time together at the gate of Tsiwonie's house, they were talking some other 

things which were not love affairs. In the middle of th eir talk; her mother, 

w/ro Asegash calls her by sending Roman to her. Then, when they were 

forced to ap&rt, the one thinks about the other. As we can see in the extract 
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above, Gorfu watches her secretly, think s Fibout her , some secret things 

which are hidden from her. 

The extract is the direct quote of Gorfu's Thought. His Though t is in inverted 

commas and followed by the narrator's comments and reporting clauses. 

Similarly, Tslewonie was thinking about him. Here, her Thought is st8ted as 

follows, the extract is quoted under point of view in "Adafris", in the 

discussion of point of view, in this study. Let us see it again. 

« - - - unOl·.f..e· (""I.II··/- ~'/C- - - (,), '7If.idJrh.C: ./ rlc-i-- - - OJlJ:'~': 
IIJ '}: 1I.u''':·- - _flU'}: ,e~J.A: ;'II·/.'- - - An.: .e·Ol·J':·OJ·.f.·Ol· - - - =CHl/·n: 
)'c-i-c n7IJ-i·_ - - flU'} .e~J.A- - - 9",} .e::l.A - - - » X.OJ"': I, 'i.or;: i,f'h 
;lfC,/(/J-',': uollt?: 7'111 :r::~ (7X' 22) 

" a thing called love ... God's miracle when he create male and 
female .. what to say now ... the beating of my heart vibrating .. 
pulsing ... "what to say ... what to say" Tsiwonie s tare at him again for 
spcon.ri.<; and turns her face off (p. 22). 

As of direct speech presentation, direct thought is put into inverted commas, 

followed by the narrator's reporting clauses and comments. Direct thought 

presentations are not always stated in quotation marks. Sometimes, it can be 

found with out inverted comas . However, in Adafris it is possible to say that 

all the direct thought presentations are put into quotation marks and are 

followed by the narrator 's reporting clauses and comments. Its linguistic 

features are also a little bit different from direct speech. In ali direct thought 

presentations, in the novel, three dotes are used intensively. These dotes 

indicate the flow of the characters' thought. In other words, the three dotes 

indicate pauses in the process of thinking. The thought in the novel is 

marked with three dotes, and the pause indicates mental 8.ctivities. Some of 

the thoughts extended into stream of consciousness. 

To m en tion some of thought presentations in the novel, which are identified 

as direct thoughts, are roman's direct thought (pp. 123- 125 ), Adafris direct 

thought (pp. 145, 146, 180 and 1981), and Gorfu's direct thought (pp. 22, 

238, 239). The Thoughts put in ' inverted commas and fo llowed with the 

narrator's ·reporting clauses and comments. 
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Some of these passages (thoughts) are ta ken as stream of consciousness in 

the studies mentioned in review of related s tudies. It is discussed in detail 

under the sub title of "stream of co nsciou sness in this study." 

3.2 .2.1.2. Gracha Kachiloch 

In the discu ssion of 'point of view', it is indicated that Gracha Kachiloch is 

presented from first person point of view. The narrator named Mezigebu, 

narrates his own and his family's story . His childhood has influenced the 

whole narra tive; h is descriptions of characters, settings, actions and 

narration of events a re m ostly based on his dreams, imagina tion s and 

thoughts. Most of the information he conveys to his addressee are influenced 

by his imagination, dreams, assumptions and thoughts. In other words, he 

narrates wha t h e dreams, what he thinks and what he interpre ts abou t some 

thing. In the firs t pa rt of the novel (pp. 1-212), his narrative is more of 

thought presentation , when he built up experien ce of life. In the second part 

of the novel (pp. 2 13-462), his narrative becomes more of facts that focu sed 

on his observation and experience of life. In other words, his experience a nd 

maturity come a long with his thought. The first part of the novel is th e story 

of Mezigebu's childhood, and the second part of it is about Mezigebu's Youth 

hood. 

The degree or intensity of his thought is varied in the two parts of the n ovel. 

The modes of Thought Presentations applied in the novel are discussed in 

detail in this section. 

The application of direct thought presen tation in Gracha Kachiloch is not that 
-

much a significant narrative technique. It is not widely used as of the direct 

speech presentation mode. Direct thought presentation is ra rely found in the 

novel when it compares with the other modes of thought presentation. Some 

extracts, which can be taken as direct though t presen tation, are quoted 

below: 
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I, '}.e !1I~'1 'f"l- !J!Jf/"C'{{, 1.e '1"'l'fl'P ('Or. r,",/.[/). !,1.r:t;-{f)· r'1'1 d.61 uj( 

fI6l'/-{IJtJKIi- rur.tlaJ· 'I(f}.:: f/lIoJtJJ:- un·fI·/.· O"'ltfJ·1 !,1.e?" lflC:: 1,11: 
61aJtl.e· '71 tlY"1 IItLv Atl-!.- ·/-{f)tl.e·II·?;' HZ,S' ;'11; ,/·oJtJ.e'll-? 7,} 1I·/·aJtl.e·lI· 
fl:J.1 tlY"'} / ,0)'1'/';;'','' I,S'·/,' '7"·I·:1'? fl~MY" 1.e ... 1tlY" 1.e . .. Y"1llfll1..r:'r 
IJ!U' 7"fl,;:I':/'} !,'J.LJ,-/' /'Il 61F IIJ'lro}''J rur.-;'o;: fll7-fl '/ ' ;'Cf/;:I' rur. 'Nr.eo;: 
tl,'1- 1flO;::: tl?"'J I ,t)rro· ! ,.eY"'I:Y" l flC? I ,if. I,S·'/.· -/'0".-/. ... ooJ:y" 
;, '711./rfl,h C'J "'lIlN'Y" ),.e!'61Y ..... IIMI' M .e "'J'} ! ,tl? r"f/ :1' r;, 1.jr,.:· M '·/· 
tlY"'} !J6U' }161 'fY"? (7}{' 87). 

One of my day dreams that stick to my mind, as leech was the wish that 
I had not been born, if I had not been born, I would not have seen all my 
rights thrashed. It is ok, let it be, but why was I born from this father of 
mine? Its ok, let it be, but after I was born, why my real mother died? In 
the world... why do I go to that far, there was a woman in our 
neighborhood who was breeding cattle,. did not have children, why she 
is not die in' stead of my mother? All right, let me accept my mother's 
death. .. It is impossible to be out of God's will. Is there any thing as 
almighty as He is? However, why He did not replace for me a better 

-stepmother? (p. 87). 

This is Mezigebu's thought; there is a key word, which indicates that the 

extract is thought rather than speech or any other form of narration. In the 

first sentence, the expression J,'},K;;'m· P1',} ,1,(')"'2 lone of m y day dreams I 

indicates that it is thought.. The other method to identify whether it is a 

speech or thought is the rhetorical questions. Naturally when a person asks 

a question himself, it can be considered as an activity of mental process. 

However, what makes it direct thought presentation? 

As it is observed in the extract, there is a phrase ";, '}.e.;;'(v. prj ,?,(,)OZ" lone 

nf my day dreams ,! that indicates thought. . There are also other thought 

markers , rhetorical questions, such as, " IW"'} h tl. u ;, I/ ,t· 'i'rfJil,K'!7' '?' ;Why I was 

born from this father of mine? I, " ilY"'} ?, t)J'(!J . ! " eY" ,/:Y" l flC?/why she is not 

die in stead of m y mother?1 and "P/. I/T f'i, 'J}'.({. ?' S·)· ilY",} ! ,(,)·j·'7(,)'{y"? " 

A\Thy He didn't replace me with a good s tepmother I . However, these words 

are not s poke n out but thinking, processing of an idea in mind. The narrator 

also indicates that it is his dream. In addition, the expressions, "i,n. " 

/alright/ and "Mi . . e. U· 'i " 10k, let it bel indicate the character 's inner-speech 

m a rk ers or these words indicate that the passage is a type of monologue. 

These a re the characteristics of direct thought presentation. 
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Here is another extract, which can be a typical example to show how direct 

thought is applied in th e n ovel. 

{[)''1m' f,{.1 WC? 
;"rp :: ;'1'/ -1- l/'~''1'A: : fOZ'{'1 ;'1)-/' If'~''1'A:: 
flU'} l/''}h.? 
frhi'fF-'1 flh,GCI f;',}7-t" -fJ-'J -/"7'{',?:: 

flU'} ;"Uh.? 
I.""uh·:: ( 7X" 74) 

Was the water boiled? 
Yes, it was like fire . It was like a boiling fire 
What happened to me? 
The skin of my shoulder and pans of my neck were pealed 
What did I do? 
I shouted (p. 74). 

This extract is a conversation between Mesigebu's two selves; when the one 

asks the other answers. This is purely a n activity of thinking. It is a memory 

of one of the bad days in his life. The full context is as follows. 

One'day, Mustefa, the owner of a tearoom in Nifas Mewcha, sent him to his 

sister with a love letter. Then , Mezigebu gave the letter to his s ister secretly. 

However, his sister spread the secret to everybody, induding her mother and 

her stepfather (Mezigebu's father). In addition, she gave back the letter to 

Mezigebu, her brother, without reading it . When Mezigebu came back home 

at night, his father t ried to investigate it. However, Mezigebu was not 

cooperative; he was not willing to respond to his father's questions, he did 

not want to betray Mustefa and his secret, so h e said nothing. Therefore, his 

father hit him with his big h and. Then, Mezigebu falls down on' a water pot, 

which was on a stove. After that , the hot water pours over him. It was that he 

remembered and presented it in the form of conversation . Such kinds of 

direct speech presentation are not widely used. Nevertheless, one can find 

other forms of direct though t presentations. The following extract is one of 

varieties of direct thought presentation. 

«l." '7f!, hJ;bil1-m· fr ;'11?» 
«.K'l" hJ;bil1-m· m1,?J:: l7l.'}litf.m' 21 mj>fJ J'-lf''1C1:: 
Y",} /.KC.,:JiI hJ;bCl1- hl.'Jlitf. XCf/? ;'C1 .,:Jf!, 1J'- mflll/o:: (7% 26) 
"Mammy, Where is the ladle?" . ' 
"You also lost the ladle. It might dropped down behind the water pot" 
Why for is a ladle there, behind a water pot? I climbed into my bed (p. 
2~ .. . '. 
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As it is observed in the ext ract, the s peech is marked with inverted commas 

and followed by the narrator's commen t (Mezigebu's Thought), «9"'} YJ'.C;Jt\ 

6}."t\t\. hh,}llt· :e:Cf]» jwhy fo r is a ladle there, behind a water pot? j. The 

narrator j character, Mezigebu asks himself that can be identified as th ought. 

If he forwarded a question to another a ddressee, it would be speech rather 

than thought. 

There are evidences that help us to consider it as thought. Before he 

commented on the speech quoted above , he was listening to what his father 

and stepmoth er were talking. He was alone in this bedroom; his stepmother 

forced him to stay there. The extract quoted above is one of the issues he was 

listening to. He had been listening to their talk, he tried to analyze and 

comment. In his comment "9",} Y~C;Jt\ 6);Lt\t\. hh,}llt· :e:Cf]» jwhy for IS a 

lad:c there behind a water pot? / . It seems th 2.t he tri'?d to find out a secret 

behind it. Such kinds of interest of Mezigebu are reflected repeatedly in 

different situations. After an event, is presented a speech or an action has 

taken place, he finds something secret or some kind of meaning from it or 

tried to find its cause . The following extract is another example of direc t 

thought presentation. 

",Cry 

fl?:<rcli j'fl.KOJ· 
uv·l!m1. /lIi 

(fl",) !.Ii'{'''uvOJ' MIJ.?) (7Jf 69) 

Dear Madam 

.. --------------~-----~------,----. 
The on~ who madly 'in love with you 
Mustefa Ali . 

Signature 
(What forced him to sign?) (p. 69) 
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This is a love letter, written by Mus tefa, owner of a tea house in Nifas 

Mewcha, sent to Mezigebu's s ister. Mezigebu was a m essenger. As it is 

mentioned earlier, his sister gave him the letter back without reading it. 

Before he gave the letter to Mustefa h e read it. As u sual he comments the 

signature Mustefa puts . The expression «9", nil 6. L l7DOJ· Mlh.? )) Iwhat forced 

him to sign/ considered as presentation of thought, because it is a question 

forward ed without expec ting an answer from a nyone else . It is a type of ta lk 

to one -self-thinking. Just it is a kind of thinking. Do these thoughts of 

expression h ave underlined meanings or are simply expressions? 

The expression ,,9", j'5?C;J1:\ "1:"1:\4. hh'flt· :e:CI1? )) /why for is a ladle there 

behind a water pot? / is already identified as thought presentation but the 

questions is what we understand from this thought of expression? 

In the expression , the ladle is naturally related to dinner, lunch some times 

breakfast. At the time of speaking, in the context the ladle is u sed, the family 

members were ready to have dinner but not the speaker, Mezigebu. While his 

sister was looking for the ladle, he climbed onto his bed. No one consider him 

as a family member, no one invited him to join the family in the dining room 

to have his dinner. In other parts of the novel, we have seen that his mother 

did not give him his dinner and lunch because he comes to home in time. 

She a lways says that you are not ' a lucky boy you came after the lunch is 

over or the dinner is over. She does not want let him have his dinner. This is 

not directly expressed or told but indirectly in an artistic way when he wakes 

up in the next morning he says «y.4. {]~ '1''1 fll:\ m'P-r:: .'ll7D '1 OJ, j';J1" ... 

LV(l,9" hI1J': ~(]C ::)) (')~ 27) /Soon I slept, soon become morning. The cloud is 

dark. .. IlJ.y hunge r worst/ . 
In additl6n, the ladle has very strong attachment with Wot. It has also a 

significant meaning in the novel. We have seen that how Mezigebu describes 

it. Moreover, we cannot imagine Wot with out Injera. These two food items are 

described in one way or another in many parts of the novel. This can be 

considered as a clue that leads to the. centra l theme, "taking care for 
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child ren". In 'taking care for children', feeding them and providing them with 

s heltering a re the main and the core points. This is wha t we have seen in the 

novel , what Mezigebu, 13 years old boy, the main character and narrator 

looses in the first part of the novel, therefore, the expression «9°'} Y.'l..C;Jt:I 

.... t:l1· hh'}{)t· ;'>:CCJ? »/ why a ladle is there behind the water pot / has a 

s ignificant m eaning in the novel. 

On the other hand, we have seen that Mezigebu is a m azed about the mIss 

placem ent of the ladle. From the question «9°, Yf?C;Jt:I .... t:l1· hh'}{)t· 

Ji.CCJ?»/ Why is the ladle misplaced? / , we infer that Mezigebu's stepmother is 

hiding it from some one. Even her daughter does not know where it is placed. 

If she did not hide it how she could know that the ladle is behind the water 

pot. Its proper place should be where bowls or Wat containers hung on, 

somewhere at open place in the ch;cken , This a lso shows one of the 

characters of Mezigebu 's stepmother. 

The other expression of thought "what forced him to s ign" is the fact that it 

has some related meaning to the previous one. Mezigebu did not happy with 

his s ister's m anner with regard to Mustefa. We understand that Mezigebu is 

at Mustefa's side because Mustefa invited him special food in his tearoom; 

some kinds of food which is made of egg and other sweet ingredients. 

When the message to his sister from Mustefa fa ils, Mezigebu was not happy. 

Then, h e read what Mustefa had written, not to know the secret but to know 

the causes of the failure. The first mistake that Mezigebu discovered in the 

letter was the signature. We infer that the le tter was not a kind of letter that 

breaks girl's heart. However, why Mezigebu becomes ci<;>ser to Mustafa? 

, Mezigebu h as some kind of care and respect from Mustefa that h e did not get 

from others. Therefore, h e did not want Mustefa to feel sad. «9",} ~,{)6..I.OD(D · 

7,{)h.»/ what forced him to sign/ is not simply expressed comment. Mezigebu 

believed that Mustefa's s ign is not important to attract the girl he loves, 

Mus tefa sign it as a forma l letter. we infer t\1at, as Mezigebu did, 'Mustefa 
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make some unnecessary things in the letter. He could juge Mus tef a's ski ll 

and maturity through the letter he writes. 

Let us see another example of Direct Thought in Gracha Kachiluch. 

r ... j 7-/:')/11.' '} 1",'6., II'C9"-!' ./If!- -i"I'uuTU' 
f'UZf'l'6. .}' f't19"? 
°7~{[J· f'u'l.f,I'6. J 1,£111·;; (7ft 43) 

r ... / [ embraced my legs and sat 
Then, who embraces me? I said (p . 43). 

The last two sentences are direct thought presentation. Its s tructure seems 

direct speech presentation with out quotation marks. To identify whether it is 

a speech or thought the context is important. 

Mezigebu was sent to a 'Tej house' by his s tepmother to buy some Tej. While 

he was coming back to his home, after he bought the Tej, he tested it. He 

found is that it is sweet. He tested it repeatedly. Then, h e had drunk the 

whole Tej and h e fainted out. He spent the night lying in the street. When he 

woke up in the morning, his body was paralyzed with cold , he felt so 

helpless, becau se no one was looking for him through out the whole night. 

He said that h e embraced his legs and sat. He embraced his legs because he 

does not have a person or a mother to embrace. The last two lines are direct 

thought; he talks to himself, thinking about being cared . The sentences in 

the extract ended with the reporting clause «l!t\h·» /1 said / which indicates 

direct thought (used as I thought). 

These thought of expressions are what exactly Mezigebu thinking about. This 

shows us that how much Mezigebu lacks love from his parents. He 

understands that he has no on e beside him to take care of him. 

Generally , direct thought presentation is u sed m the novel for different 

effects or to produce meanings but it cannot be taken as a significant 

narrative mode in the novel. 

On the other hand, free indirect thought presentation is widely in the novel 

used and dominates the whole narratio~. 
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3.2.2.2. Indirect Thought Presentation 

3.2.2.2.1 Adafris 

Except a s in gle paragraph of indirect thought, the other modes of thought 

presentations, such as IT, FIT, NRT and NRTA a r e not applied in the nove l. 

The single paragraph, which is categorized as psychonarration or indirect 

thought presentation , is quoted below. 

(.IfJl'-/·d· I"/IJ,e'f!" _ _ rfl'J'!'L,"/f'fl"- _ ffllJl'/J '}1j.-'pO_ _ffllJl"'p;JfJ lJ
: - f'/';":fY" 

,edo /)1.-:I /1 ::- l ,fi. -I. -I·.~Ct)I11:::- '/:"1." -/'111 T·: "·.e·,,:/) ),-/·.e·,,:/) '/:"1." -I'fitl 
J, -I'fitl '7/ J,tlfrlJ.9"I-f1":: q~:I: 1,e OJ''! .f',{. /)(J·q-/·S· '/-')1i .f'C7,{. '7:f.·.:J·tI::­
(IX' 240-241). 

She thinks that she is walking, and also running.. and at a time 
flying ... and also swimming, sleeping. She feels that she arrives at home 
and she sits. However, s he does not know whether she arrives or not, 
whether she sits or not. They pour water over her head and s houlder 
and it startled a bit. (pp. 240-241). 

This is what Tsiwonie feels or thinks after Gorju asked her to merry him. 

After Gorfu. expressed his feeling or a wish to her, she fainted out but did not 

fail dawn. This happened when Gorfu. accompanied W/ro Asegash and 

'i'siwonie in their journey to a holy water. At that time , Gorfu. and Tsiwonie 

went to a river, they were alone; Gorfu. h as a chance to express his feeling or 

love to Ts iwonie. Then, h e asked to merry her. They were coming back to the 

hut in which they were lived for a few days. After some minutes she h ad 

heard Gorfu.'s request, her feeling is mixed up, she increased her speed of 

walk, just like rushing. She became uncon scious. He had followed h er 

behind ; at that moment, she felt or thought as quoted above. 

Tsiwonie's thought is presented from the third person point of view. It is ::t 

type of subconscious. As it is observed in the extract, it is not direct quote of 

though t but narrated from the perspective of third p erson point of view. 

The first sentence of the extract is a combination of reporting and reported 

clauses. The word ",elTD{jl\ ;h:\" /sh e thinks - she feels/ is reporting clause. 

The reporting clause ",elTDt'lI\;h:\" /she thinks - she feels / serves fop .. the. 

sentence that follows. It can be interpreted as indirect thought. 
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The narrator does not quote directly Ts iwonie's thought; it is presented with 

the narrator's words which is edited and summarized form of the original 

verbal thought. The narrator presented it with his/ her words. 

Any way, if we ask what information is conveyed through this mode, we see 

that how much she surprised with Corfu's proposal; she become out of her 

conscious when Corfu asks her to marry him. It is possible to point out 

different reasons for her disappointment. From the extract, we infer that 

Tsiwonie had felt that Corfu had degrading her with the expression 

(proposa l) «h1;Jfl h'b'> n1=f» /Let us get married/ she didn't reject his request 

directly and verbally but with the action she perform and her feeling 

expressed in the form of free indirect thought above. It is a type of 

psychonarration. 

Of course, we do not know what Tsiwonie has in her mind but we 

understand that she was disappointed with Corfu's proposal. The author 

uses this mode to withhold Tsiwonie's reaction or real feeling because, she is 

beLween two young men, Corfu and Adafirs. At this level of the discourse 

(narration), the author does not want to express who would be Tsiwonie's 

choice. In some cases, we discussed earlier, we have seen, that she needs to 

create close relationship with Adafirs but he does not understand her. 

Therefore, she is a kind of bird who is looking for a place to alight on. 

Therefore, the author used the mode to hide Tsiwonie's real feeling or the 

author wants her interest mystery: If direct thought was used to express this 

feeling of Tsiwonie, the effect . would be changed. This extract is the only 

indirect thought presentation mode in Adafris. Therefore, it is not possible to 

say that Indirect Thought is applied in the novel. 

3.2.2.2.2. Gracha Kachiloch 

In the novel, free indirect thought presentation is widely used. Most of the 
... . ' . 

time, the narrator/character narrates his own thought rather than 

presenting it in direct mode or another character's thought. The 
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narrator I character narrates his dreams, imaginations a nd thoughts. The 

narrated thought has a charac teri st ic of free indirect thought presentation . 

The fo llowing extract is considered as free indirect thought. 

(/) ( ... J VU 7i1.(.Jfo)· }'lC ,e/Jfl'f~' , iI/!, ~'f!, me: 'H /J Un{[).a;, ,emf Hil l",] 
(2) )I,e~n:;,:'} II.e·'f, )I,V/!{/·,,, 
(3) r(~.(. /! .J'm/!"i ;, ,}Xi~/:'J fJ 'f"/' 'Jt{, ff}· , , . flmr{·o)' (lJ''! t),e )d7,/, ,}l7fJl7fl' tl,fil9' 

, , . lJ,(7/!{/. r.j ('lX ' 33/). 
(1) Driven by something that I do not understand, my mind is taken to 

Nifas Mewcha . 
(2) I closed my eyes and imagined 
(3) I Watch ... When the dried leaves bracketed as boats,.. when they 

floating over the clear water... (p. 331) 
In the extract, the phrases ,,,i,/l, C;'(!, (lJ,f'. '}1-1/ I7Om'a;, ,emil,'!iI» I my mind IS 

taken to Nifas Mewchal and «(,Y(lIJ -j J see/or/I watch I are figurative speech 

which means 'I imagine ' or 'J thought '. The phrases are used as reported 

clause for sentence (3) , «f'.f:'('1! hnli"T II ,},(P'i;'J fJ ,/ ·'/>,},f.OJ', , , flm?m' (lJ. '! 1.e 

lrr'/"lhfJ/1I1' iI,fA?, , , , » !when dricd leaves bracketed as boats and floating 

over pure waterl which a re repetition of reporting sentence (2). The phrases 

are reporting clauses tha t stated in a new line as if it were not part of 

sentence (3). Sentence (3), is a lso in a new line followed by another reporting 

clause «M'V'» II watched I which is separated with three dotes from the 

reported thought. Even thol)gh, the reporting clauses located in different 

positions both have the same purpose, i .e ., reporting sentence (3) -the 

reported clause. This way of constructing of Indirect thought is freer mode, 

not restricted to the rule s of Indirect Thought sentence corisfruction eventhe 

first sentence, as a whole is reporting clause, which indicates how much the 

Indirect Thought is freer. 

As it is observed in the extract, the thought is separated from the reporting 

clauses with space by stating it in new lines instead of inverted commas . This 

way of construction flavors direct mode of thought presentation and it is 

presented in simple preseht tense, which is the characteristics of d irect 

thought. On the other hand,. even though, Jhere is omission of conjunction 

'that' which corpbines reporting (introductory)and reported clau ses be tween 
~ , . 

.•.. . ~ ..... " 
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se nten ces (2) a nd (3) in the phrase «I'U'/'\1· M'/J'/I saw them passingl , th e 

morphine «t'I.» which is prefix in Amharic language plays a role of 

conjunction 'that'. Then , the reported and reporting clauses are combined. 

The third senten ce, in the extract has two parts, the main clause and 

s upporting clause, which are «f' .I'..L-I: hl11l":)" 7,·}.I'..:':>:Nl ·,.,,· ·}t.OJ· ... flrn('·O)· 0)'" 

1I .e. 1,\'YHlfll1fl' (,111·»/ The dried leaves curved as boats ... floating over the 

clear water I and «fl(, .e. '/ lJIIS\~ · (,\'V'» I I imagined I combined wi th morphine 

«t'I.». Althou gh, sentence (1) and (2) a re used introductory or reporting 

clauses for sen tence (3), both of them have the sam e meaning "I imagined" or 

"I thought". In sentence (3) there is another reporting cla u se «t'I.f'/.\<J.: (,f'V '» I I 
saw them passingl with the same meaning, 'I thought '. Therefore , we can say 

that this extract is free indirect thought presentation . If we convert it into 

restricted form of indirect thought, we can have the following expression . 

{~eL 'I! -)'m/i .. j: /, 'J.e .1!i;1q ·1·rM.OJ· . . . flmd·OJ· OJ· '/ IJ.e ir {"I' 'J/ifllIn· 
fJ,fi'l9' fllr.e ~ v/i. S'(!. I, {'I/' (IT). 
I imagined that the dried leaves, bracketed as boats and floating over 
the clear water (IT) 

Th e extract can b e reconstructed like this with out losing its original meaning 

(context). Here, the two clauses are become one with conjunction 'that' and 

th e reporting clauses are reduced repetition of reporting cla u ses or avoided. 

Here, the mode uses as a transition from present settin g to the past, from 

Addis Ababa to Nefas Mewecha, to bridge the past event to the present one. 

In other words, it is used as abridge to a flash back. The expression «rI1l1. r,(!. 

(/l.e 'HI! dOOJ·CIij, .eOl/J,qCl» Imy mind is taken to Nifas Mewchal and «kesO;P} 

h.e··'i kf'IJ{!· ... » I 1 closed my eyes and imagined l that h a ve a meaning 'I 

remember everything I h ad done in Nifas Mewcha '. 

The following extract can a lso be taken as free indirect thought 

'flce' 1,'J.i'.··t· IJ.e ir'J,K~-'L: 7,ROJ·'Jflu flfJ.OZ'J-/~ /''J,K'MfJ /1(' .,.r"·M; . 
. e·I'ulJrqi'l ... 17tU' {'r} ,ni'l OZ 'J /,)?"f1"d·/i{!· ... 

O)/i'J {'/ili 7'Jrp ·fI; I ·IJ·f>flum·;{ /'/'61/1·:: fI '/ "J7i ~mIJrp MlJrp UlJ·1,-I· fI·hi)'. ... 
i,/,mfJP£ .. fI'!>'{ 17'J.e·rp I, 'J7·t·'J ;,oN .. .'/'.e ,if"'! tf-;I: /Jtf- .l' 1J'J7IC C-P'f ' 
i ,{""'}f)'{''{' f. .. -I·/J·IJ 1r.1{ fI"'!'JI1./' /'/'mfJP{:: 
~..: 
·i/)·lJrmL. (,IX' 90) 
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The cold, like a tape warm as if lilling Jor long time in my intes tine, 
building its hut but with cement, stick and live there then ... I start my 
day dreaming ... 

If Wosenyelesh let me s it beside her, I thought. When she gives me a 
little warmth ... with her small shema.. and when she embraces my 
neck with her right hand, and when her brown Jace floats on the air in 
distance oj a span Jrom my Jace ... and when she Jeeds me warm soup 
oj oats with spoon ... 

If she kis'ses me ... (p. 90) 
So me featu res of ind irect thought presentation in this extract are similar to 

the p revious extract . The extract quoted above , is split into two by cutting a 

s ingle sentence. The last phrase of the first paragraph is reporting clause for 

the fir s t sentence of the second paragra ph. The phrase, «hIU' I'</"} uA"'l,1 

i,:<':9"t-/lU'» ithen, I s tart my daydreamingl , is an introductory clause for 

sentence «rot)'} 1'1I'1i ')'}<P ·n;J'.f1·j' 9Um'~ i,.l'Ah·» I I thought that Wosenyelesh 

lets me sit beside her..';. These two phrases in combination form a sin gle 

sentence, in which Indirect Thought, Free form of indirect thought, the 

reporting clause and reported clause mentioned above are separated, as they 

are different paragraphs. Secondly, the res t sentence of the second 

paragraph h as a tendency of direct speech presentation. Therefore, this 

expression can be identified as free indirect thought presentation. 

The mode uses to show Mezigebu's strong love feeling for Wosen. When he 

fe els helpless he wishes Wosen embrace him, let him sit beside her. In the 

expressions «:j·h·f1 nJi n"'llh . .l' i,.l'mrfPh I If she feeds me a soap of oats with 

s poon I , and <> ·n')·f1on"}" /If she kisses mel reflect that Mezigebu need;; 

maternal care, not only love of a girl friend . 

Before concluding this section, let us s~e another extract, to see h ow much 

this mode is the dominant mode of thought presentation in Gracha Kachiloch. 

« ~~ if.e t tlf!"7 olT·/·'l aJ.G,:!' il'?'(]}"l ), 'i'.efl"?» l.1;:1·tlU·:: l.fI'P 1~ uu'r;:l' 
.j',:J.~n'ltl:l' . .. fltl AWl ,/,0'1.1). II),,(I,:J(]}' '/'C6~ . .. mtlA 1.e ... IImtlA -I·C6~ . .. 
n.·/:'l 1"A-I'. .. lin. ,/" '/ 'C6:' tilT,/, flnne' 1.e ... /If''''}7'c- :/'C6:' )"'f.fI),fl'l fl'7.1;"l· mG~' 

nfl'l.F.A mG~' .e1l.P.'lfl;:l ·A . . . n.p.ltuo· },;t·z' },(lntJ-fM;:I·tJu· : . . nkp..e 
("/' 'l-I'm4'm ·1"7.fI'P'lfl" m.p. tJD'l.e },(' /li,:JU' )ut·'?'" 'Ptll}' ... tJ,wlfl" .e1tl· ... 
"MllU (N7.G'7f .. m AnM: liN· gom'? .rtfl A~: i'i'lT'P {'-hI··N·m' .P.G-f·'P 1.e 
X7'':;: f""UtJOl' En/s·,j·? , , . J' m.ef!" 61;e:fI f ... f (7X' 310) . 

"Gh my Geni ! Why don't we go out and watch when the moon rises?" I 
would as k her. Then, she would come and lie down beside me ... her 
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flower-decorated dress is all over the bed... the floor and beyond it. .. 
filling the house ... filling the house and beyond it... and along the 
street. .. the street and beyond it. .. and the whole city of Addis Ababa 
with its warm fragrance ... smell of joss- stick ... I will gather it with my 
feeble hands . . . stretching her daisy embroidered dress in to the air, I 
would wave it. Then, the people would say ... 
"Where did these showers of flowers come from? What about that girl 
whose waist is bare, whose hair is cascading over her bosom? .. (p. 310) 

Except omission of few lines, this extract is taken from a chapter in the novel 

(a chapter one page). This can be for the purpose of foregrounding, giving 

emphasis and it is Mezigebu's thought or dream about his girl friend whom 

he loves most. He dreams about her, the love he want to share with her, the 

thing he would like to happen for him. As it is observed in the extract, there 

are two modes of thought presentation; direct quote of Thought presentation 

and narrated mode of Thought presentation. The first sentence of the first 

paragraph and the last sentence of seconJ paragraph are put into quotation 

marks and the last sentence of the second paragraph are direct thought 

presentation, the reporting clauses «7,'I;h'lV-» II would ask her I and «f'l~r9u 

,e'lt'l-» Ipeople would say I indicate the speech with out quotation marks 

(Narrated Thought). But, it is imposs ible to be sure. We are not able to find 

out the clear demarcation of the character's direct thought, the narrator's 

reported thought s ince the character, and the narrator is the same person. 

The Thought is the character-narrator, Mezigebu's dream, the dream that 

Mezigebu wishes to be happen in the future. Because of these, we cannot 

identify it with the tense used in the thought. The first person narrator can 

narrate Thought in present tense. 

Here, one can see that this thought of presentation has both direct and 

indirect characteristics of thought presentation. This is the feature of free 

indirect thought presentation. It is free from restricted form of direct and 

indirect thought presentations. However, what is its s ignificance in creation 

of meaning in the novel. 

,. 
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As it can be observed in the extract, Mezigebu's thought shows his 

perspective or view towards Genet or it shows what Genet mean t to him, her 

place in his soul. In other words, the mode indicates the perspective in which 

Mezigebu sees her. 

In his thought or imagination, he sees Genet as if she wears a especial type of 

dress, which looks like that of a wedding ceremony. In the bed which 

Mezigebu and Genet laying on, it exceeds from the bed, fill s the house, covers 

streets and the whole city of Addis Ababa. In addition, Mezigebu sees himself 

beside her, gathering her dress with his fe eble h ands and shakes it. When he 

shakes it , the dress produce flowers not dust. In addition, it posses a smell of 

aroma, people admire Genet's and Mezigebu's beauty, ask who they are, 

wonder the flower which were showering over them. All these remind us a 

wedding ceremony in real world. 

In Mezigebu's thought, the dress refers to a wedding dress; the aroma of the 

dress refer s to perfume, which is commonly used in wedding ceremonies. The 

appreciation of people towards Genet and Mezigebu is a lso similar to the 

common apprecia tion of a bride and bridegroom at real wedding ceremony; 

this is what Mezigebu whishes or needs, or dreams or wishes to be happen. 

We understand that how mach Mezigebu loves Genet and how great his 

desire to m arry her. His imagination or thought is expressed in an artistic 

way. The mode uses to create an especial effeCt or meaning. The mode has 

enabled the authors to elevate or underline the character's feeling and desire. 

The overall description defamilarizes the wedding ceremony we know. Even 

though, we are able to understand that Mezigebu loves Genet, We cannot 

simply understand what the elements described in the thought mean. In this 

description of thought, Mezigebu 's inner feeling I S foregrounded and the 

intensity of his love for Genet is well expressed. 

On top of all, it shows Mezigebu's needs and wishes of being loved , of being 

appreciated, of getting attention of people and of being respected in the 
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society he lives in. This is because of the fact that parental care, love and 

respect of others that he lost in his life . 

Most of the Thought Presentation passages in Gracha Kachiloch are 

considered as Free Indirect Thought. In other words, many passages of 

Thought Presentation are Free Indirect Thought and it u ses to appeal 

Mezigebu's over all feelings, emotions, his love to Genet and his yearning of 

his rea l mother. In addition, it has some connection to the theme of the 

novel, which is 'parental care and love, to children', The entire narrative 

presents the suffering of Mezigebu and fall in need of parental love, food and 

shelter, social respect as well. Therefore, he attempted to escape from these 

sufferings through his thought and imagination. Hence , the modes of 

Thought Presentations in Gracha Kachiloch have played a significant role in 

creating meaning for effective communica~icn tc occur between the author 

and the reader. The other special mode of thought presentation, which 

discussed in this chapter, is stream of consciousness . It is presented in the 

next section. 

3.2.3. Stream of Consciousness Writing 

3.2.3.1. Adafris 

Here, it seems be important to remind that what others have said about the 

application of stream of consciousness. Some studies, as it is reviewed in 

chapter two, indicate that stream of consciousness"is applied in Adafris. For 

example, Teklu Minas (1983), Assefa Aregahegn (1981) and Endeshaw Litera 

(2005) in their studies have stressed that the mode stream of consciousness 

is used in Adafris. Especially Endeshaw Literadiscussed the application of 

stream of consciouspess in detail and analyzed how the mode is applied in 

the novel. In contrary, Taye (1986) underlines that there is no the mode 

stream of consciousness in Adafris at alL ' As he puts" .. . what we, therefore, 

find 'in Adafris is not stream of consciousness but the controlled flow of plot 

centered thoughts and' impressions" (p. 218). However, the researcher of this 

study has some reservations: He does not accept the general conclusion that. 
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considered all direct thought presentation passages, In Adafris to be 

considered as indications of stream of consciousness writing as we ll a s to 

accept the conclusions of the absence of the mode strea m of consciousness 

writing in the novel. 

According to the concepts and theories discu ssed in the review part of this 

s tudy, i.e., in chapter two, under the title of stream of consciousness writing 

all direct and indirect thought presentations cann ot be taken as stream of 

consciousness . It is possible to say, there is an attempt or tendency of using 

the m ode because not most of the direct thoughts in Adafris fit the theory or 

the criteria of the mode stream of consciousness. 

(1) «- - ;'V·J: 1lf1UlJtI. : l,,1>;'1'J: /'71: fl.e":7{f)·: m ·;!:J CT.LWF- - - 'l-hi)'9'J: 
;"I'Ij:: lr J.eO'J.e"":'7: - - ~~ - - - {f) ·li;!:J : J{f)':)'h1-1l1:::-(2) .eC(I: uoh1- '!': 
fl .. fl;/')·- - /lrC'T: ~{f).: ~."f ff1Ur'l7":{f)': llfJ.rllfl·: V·Il ·::- fl-f'Il/!-: .e'7'l": 
IlJL{f)z- - - ! (3) f1UJ rit: lr J"lf,V: lr J"lf,V: ;,.e,,:7'f: /1).1)). 7 (4) lr1 J: 
i. Jil '/: 7~': ,,/lhllV l.b1 ·rm/;{ ·Y·fl"- - (5) fill/': /,f: .e'7'r': f'';;::~l~ : AK- -
(6) fltJ,: fJ.-r.. lr1 : /'II/?i: AK: /l1lt/'17- : ff1U)·flAT·fl·r: uo/l'J,;rA- - (7) 
;'V·J: 1lfl"lJtI.: f)';;-''1'J: 'l-uoCflJIlV: 1/flA: IlOZ/lr7'1-- - M7flf1U: lr "}ll: lri -
- lr{f)'l'!' : 1{f)': fr'?'1'J: lrooCflJllV' - - 7(8) C'O'J,,}: .ft''}7·T: l'r- - .ft''}7·T : 
17C: lrz: lr{f)."fIlV·::- (9) OO'li;/,/I 7 (10) OO'll;/,: .e'7'l": flflJfl": J,{f)."fIlV·::­
(11) X.{f)i fOO'll;/, Il{f)' 17-: :-(12) '7J:lr /l: C'O'JJ: .ft'fl"2J: IJ/!-'/,C: {f)."f'1'Il'l-:: 
(13) ;'P;'P '7,,} .e·J1:C'l'1': J{f)': .ft'f1"2J: j'/I{f).e."fr (14) 7C'l'l: ;,/!-.eA ! 

flC."f."f: fi: .ft'fl"X'- - - OJ/!-: .e'l": lrJ.etl.ll" r.: ;/''Tit: ;,/!-.eA: uo,,:'1' 7-
;'/!-cm/lll'ffl"! (15) fOO{f)·.e5, J: /,vit: lOJ': fr'l7":'l-{f)'» [ . . . J.(7X· 145-146) 

(1) " ... now, for instance what, .. ·if I hold her hand, like touching her 
breast, embracing her shoulder, . .. no she was lying . .. s he would be 
disappointed (2) not only disappointed but she will also tells to all the 
family members . . . especially to Tsiwonie ... ! (3) What would she say 
when she tells her what I have done to her? (4) Even, I do not get much 
close to her, yet . ... (5) In addition, she is Wordofa's daughter ... (6) she 
thought that she is better than Roman for me because she is Asegash's 
daughter . .. (7) If some body asks me which one I would prefer as a 
wife. . . but I won't marry, I .. . of course, which one will be my 
choice ... ? (8)Roman is timid, and I like a person who is timia ... (9) 
what about music? I also love music (10) Tsiwoniei loves music (12) but 
Roman loves my vocal. (1 3) Yes, yes, but her ignorance influenced her to 
love my voice (14) It is neither coarse nor bray or it is neither clink nor 
melodious? I don't think, (15) she expressed her feeling as much as she 
loves mel} 

This extract does not fit the criteria pointed out by scholars, which are 

discussed in chapter two, under the sub title 'Stream of Consciousness 

Writing'. It is expressed or occurred in three forms: in the form of interior 

93 



monologue, narrated monologue and psycho-narration. To cons ider the 

extract, as stream of con sciou sness, it would be necessary to raise some key 

points. The extract is not narrated monologue or psycho-narration but a Kind 

of interior monologue. 

Here, it is important to remember the key criterion, the principle of 'free 

association' that helps to identify either a passage is in the mode of stream of 

consciousness or not. It can be summarized as follows. 

Interior monologue is an attempt of mimic, unstructured free flow of thought, 

shifting abruptly among topics, or jumping from topic to topic and these 

characteristics are known as Free Association. 

If we examine the extract quoted above, it is assumed that some criteria of 

stream consciousness are reflected. The language of the thought IS 

characterized by fragmented syntax and elliptical sentences. However, $uch 

features are a lso reflected through out the entire narra tion; the features are 

not limited to the character's thoughts but also in all forms of characters' 

speeches, in descriptions of settings and events. It seems awkward to 

conclude that this language usage IS the direct imitation of thought. In 

addition, except a single passage of direct thought, the other interior 

monologue passages do not feet the criterion of the principles of 'Free 

Association', which is the main characteristic of steam of consciousness, 

especially in interior mo.nologue passages. For example, the ideas included in 

the thought passage quoted above, are weII' organized and logically 

connected. On the other hand, ' the extract is imagination of Adafris. All these 

feelings are the means for the occurrence of stream of consciousness, which 

are common characteristics to a ll direct and indirect thought presentations. 

The extract, as a whole has focused on a single topic, which is sexual desire, 

and the sentences, which constitute the extract, a re well organized, logically 

connected , the later is causally related with the previous one and that follow 

it. For example, sentence (2) is the effect of sentences (1) while sentence (3) is 

the cause of sentence (4). And an effect of sentence (2) Adafris thought that 
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"),.~'P,} .1'71 fJ.KL701· m -;i:J tJJ.flT- - - -I-hi,!,!,,} ;"/'y, 1,,}.Kry.K-L7: - - 'L'L - - -

{]J-i'!;I:,} ~O1- ')'-h1-IJ~:::" I ... now, for instance what, .. . if I hold her hand; like 

touching her breast, embracing her s houlder, ... n o sh e was lying .. . sh e 

would be disappointed/ (sentence 1), ".£:CtJ dDh1- ')'- Il.fI.fI'-I-- - /d'C'T 701' 'i.q 

Pf1U'/ -S'7L01- IJfI. ·NlfI- U·IJ -::- fI'rlJ~ .e7'1" IJJt01z- - - ! "/ not only disappointed 

uut sne will a lso tells :0 a ll the family mcmbas ... e;;pecially to Ts iw.:mie . 

. 1/, "flo'} -I-A ),'},L{,U ),'},L{,U ;'.KL7'f 11-1'1 ')'- ?" / What would she say when sh e 

te lls h er what I have done to her? / (sentence 3). This way of connection 

shows that h ow th e sentences are logically organized or h ow the sentences 

have cause and effect relationship. Adafris expected or thought that 

touching of Roman's breast a nd h old ing her h a nd causes Roman's anger and 

would force h er to tell her family especia lly Tsiwonie what h e had done to 

her. As it is indicated in senten ce three, it says ·"fI·rlJ~ : .K7'1": 1J?.01z" / 

especia lly Tsiwoni/, on e can understand that Ts iwonie has some feeling to 

wards Adafris. She expects tha t th ere will be love affair between them and 

she imagined th a t Adafris knows this. Then, in his thought, sentences (4), 

Tsiwonie takes place. It is not a maLteI' of jumping from topic to topic. Hc 

expresses in sentence (3), what sh e would say when Roman tells her what h e 

has done to her. The shift is based on the cause and effect. He wants to 

touch Roman, because h er beauty attracts him. Tsiowonie desires that kind 

of relation, after this thought comes to his mind, h e shift to compare 

Tsiwonie and Roman. When we see the general organization of thought in the 

extrac t, sentence (1), (2), a nd (3) are a bout touching and holding Roman and 

its possible consequence. In relation to the ~equ ~nce, his thought to compare 

Roman and Ts iwonie, senten ces (4) to (15) focu sed on the comparison of the 

girls under the thought of Adafris ";'U-'} [ ___ j Pr$"''P,} rdDCflllJU -f/flA 

IJUZllr7r [ . . . j Pr$"''P,}: ),dDCfllIJU- ?" / which one is my choice if some one 

asks/ . 

Generally, this extract, direct thought (Adafris's monologue) IS well 
.' 

organized, the sentences a re coh erent and logically constructed. It violets the 

key criteria of interior monologue, 'Free Association'. 
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.... 

Among the direct thought presentation passages in Adafris, the re is only one 

moment in which thought is presented that reflects the characteristics of 

interior monologue. This passage, which can be taken as interior monologue 

(stream of consciousness), is quoted below. 

(1)- - - ;'-s'A: Ii/M·: j'tJ}. : ;'-s'tl: <J1:tJ}'J -/·gOAfltJ}·: NJ.j'·rtJ}·'}: 
1i.~I1 ';':j'. 71: l/oIl·: ·M': TA'? :: (2) .e 'f"/I: ;'If-,,, ;'li-f-; ;'j'.eC7··'·?"- - -
(3) )'"'}: !r.ellO"J1:[o·: '7'}- - (4) l.m· ~ -f-; ~m': m~<J:fm': 1. 'J.eu·: ;'j'.t1tJ}T­
- -(5) .1:,/,,: F07·d, ·rtJ}·! ), '}4 '}: tJ}.,/: 'F.e.f·: FO"Jj'.flt){o· - - (6) ?'.y·rm·,}II: 
un£- : j'tJ}A1!;l'tl:: (7) m,}flC·l.'j'·rtJ}·'J?": 1. 'J.e: ;l'm'/!: .eif<JA j'.71nt- -
(8) N"'l"A"!" A l) 'rtJ}'II : ·fiII·l-- - -(9)?"<JrN: 'JII<J- -;, 'J.1:': /111"': tJ}C: 
)'~'7flJt1{/·:: ),/W: unT£-- - m;:l·.1:C~.f·)'": ~'C': ~m' : (10) ;')'"II-/-: ;'/Jy: 
;'IIC: ;'/Jy- - li·un,l-?u: ;'l)flJ?"- - -(11) ;, <J-h flll ·/'. : ~tJ). : FOf 7f/tJ}·: .1: '/": 
FI/~: O'/j'.- - -(1.2) ;'~'/""'2tJ}.JI: fl.if '}: 1. 'JJ'".f.: j'yTI)A::- (13) j'.7H: 
),11.1': O"J?'. : T'/!C: J:"'}Zj'j'.: FunIMrtJ}·: d ·'/!;J:'J: F'/' ;;-'·~:: ;'.1:61: ~r- - » 
·fl/l·!: : f'of't-:·)'"fl'l'tl: 7C1·'}: .I'll: m-l 'c'm':: (239-239) 

(1)Adals are always Adals; to soak back into their butter, what is the 
use of a ll these popping up and popped in ... (2) even they don't rub 
it very well (3) but why they are bothering themselves . .. (4) of 
course if it is for their adors it will never change . .. (5) that hair of 
them ! Not water alone even bullet can 't ever penetrate it ... (6) even 
they don't put off their glass bead . .. (7) at this moment, they might 
not put off their under dress, . .. (8) the amount of their ornaments . .. 
(9) who cares . .. I will come here and I will be trained for three 
months . ... Being a solder is also another life . .. (10) I am sure I 
will be granted a lower ranks . ... (11) 1'0 day, the heat of the sun 
penetrates middle part of my head . . . . (12) How does the hottest soil 
burn the foot . .. (13) of the moment, the one who looks like a black 
stone, the one who sleeps nude, might be an Adal woman" Gorfu's 
unusual grievance makes him busy. (pp.238-239) 

This extract is Gorfu's direct thought or interior monologue. It fits most 

criteria of interior monologue or stream of consciousness . In sentence (1)-(8) 

Gorfu thinks about Adals who a re taking bath in a river but suddenly his 

thought jumps to another topic of being a solider, sentences (9) and (10) , 

and again to an other topic which is about the hottest heat of the sun (11) 

and (12) . For the third time, his thought shifts to a woman, which is related 

to the first topic of his thought, sentence (1 3 ). Taye a lso quotes this extract 

(Gorfu 's thought) and h e observes tjat the sign of using the principle of 'free 

'association ' which is one of key criteria of stream of consciousness writing 

but Taye considers Gorfu's thought as purpos ive thought and plot centered. 

However, critics and literary 'SCholars underline that there is no narrative 
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technique with out purpose or novelists use a particular narrative mode to 

create a particular effect. Here , Gorfu 's thought is purposive from the 

author's perspective not from the character's . The character's thought a rises 

from Tsiwone's disappointment of his marriage proposal accidenta lly. In his 

thought there are freely associated ideas but Taye picks one of the ideas 

which leads him to a conclusion "th el e i:; no passage to be ccnsidered stream 

of consciou sness". Wheth er the thought is purposive or not, no one deny that 

Dagnachew was prac ticing u s ing the mode stream of consciousness in 

Adafris. It is evidenced, as Taye himself indicates, that the author u sed 

the mode in his "The Thirteenth Sun" , as Taye puts "it is in his English 

novel , The thirteenth sun"(London , 1973) [the author] applies the mode 

stream of consciousness" (pp.218-2 19). 

Therefore, the passage ic th e be~t one to conside!"as an attempt of using, the 

mode the mode of stream of consciousness. Zerihun Asfaw in Bien, august, 

1982 E.C. indica tes that there is an attempt of u s ing th e mode or seen some 

hint of applying s trea m of consciousness in Adafris , " nIL I) Aflt1~ :r J'A;rf' 

nJ,.e9:c/) '7,} !. '}.emt:.e [ ... ] r"'1Jlt'lOJ' MIll,/: ,/:'}"f}> r ;t'rll ')' ~OJ' : :"lit is seen hint of 

using the mode s tream of consciousness which is not seen in the other 

Amha ric novels / . 

The other passages, for example, Roman's direct thought (pp- 123) w/ro 

Asegash's direct thought (pp.1 66-167) are longer passages but not a ll of the 

passages reflect those characteristics of stream of consciousness mentioned 

above and discu ssed in the second chapter of this study. 

3.2.3.2. Gracha Kachiloch 

In the discussion of indirect thought presentation , it is indicated tha t the . . 

mode is widely u sed more than other modes of thought presentation. In 

addition, stream of consciousness is applied in the form of Indirect thoug'lt 

presentation. The mode is occurred in the form of direct thought or indirect 

thought but that does not mean ' a ll d irect and indirect thoughts are not 
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s tream of con SC lOu snes s writing. In the novel there are few p~ssages 

considered a s stream of consciousness. The following extract is one of those 

passages . 

(I) ;, J.'i/}~. ; ,tJl/·rl-l· h'fl'''/~' PfI.: j ·:;: l t'I(/}. ), l,~ 'I't'lfit'lfl ((dV'll'lfl ' ),,r. tJ '7A '1tJlh , 'i-~tJ i 
:: (1) fllI ·c. ,eflfl.9'A ... (.1) flll ·c. t'ltJ"Wi'i'I' /111· -fill· ,~/) ("'7,£tJ· ~'lC':': ,e~·'l'{·A .. 

(./). . .al. c..:1") ), '),e -tlf!.;, )· (P~tJ.fI~ ') -'f· II -I'I1'1·tJ ')) IIl·/,·C':!' Ij·tJ· -i'A ,I' (/},~ In(/)· IJi.I: 
. .'ffi') ) , ,)d,.·'ftJ '). . . (5) ; , ,)fI~ JI" , ), lm''lY''::h,er.·fI ,)Y" , ;"emuny":: (tr) po/!'" 
:"lV' ("'7)·;.I·fl),l· )'A,l' A~.e puut'ltJ:,: al.c..'/' ~t'I;I ' hJl"f/ ~.e li'hllfl/ ),~:PtJ') . .. (7) 
'~tJ.r11 P·/'{lltJJ:[/J· flll.ll r) ~(/). ' ),~;I·tJl/·:: (9) ;,n)' ~ ')'l'i ' ·N:~A,r. ') t'I')' )' )y" .. 
. t'lfA r,: nli/ ')1.() 1/·tJ· ),f''lc.Qu{/J· ... flt'I ·l·y .. 'J/.··fI 'l/~'f/" IF'/' ,£{/J.~·.:I'A :: (9) (m.1l N() 
fIIc.') Y"~ 'I'tJaMI') ? (10) ?"~rlJ' ; ,/.'/.' h/.·/.' htJt'/?(J/) Y",) ~tJ'/! "mdlt'/?e~tJ· ), ~ 
hAt'I"!!:: ), M~'1"I:) '/'J''I; o'l.fUi ), rr,r.,) t'lu r.e'7 ?".~·C,) II.Qui)'. ),'7/,-1"1'11') :: (11) II))' 
'r'l:c rll1')t) t'lhF,) ), '7,f'tJ') . . .J3) 1~ 'flC'!,) htJ:r:: (/4) 1~ ),()'1' ),tJ :r::(/:)] tJ,)J:''1' 
y"".: ~rlJ ' :: (Itr) (I)ln:') ), l.r:Y"')"Z'· I,hf·/.·{/)· .e({}C·'fA:: (17) ({}(,'::r ),?"~ti/ ),.r'=tJ'l~· 
,efllfll';I'A : : ('lX' 344) 

(1) Sometimes, even when all the p eople of the house are gathered she 
comes to me and s ays "Megigebu I want to see you" (2) Bekure becomes 
various animal . .. (3) Bekure, when he becomes furious, he says too much 
unnecess ary things . 
(4) .. ' we go to one of the highest mountain Ras Dashen, after [ 
invited her to watch the moon (We followed the footsteps of Lalibela) . 
(5) we need not have food and drink, we are not hungry and thirsty. (6) 
We will see a big, moon, which looks like Meskel Flower ••• and has 
never been s een before, at the plato of Lasta.. . (7) Lalibela was bam this 
time, " I explain to her. (8) when we embraced neck to neck each other, .. 
all the wind that touches and passes near by us was amazed and ... fail s 
in the form of rain at west. (9) (What changes the smell of this wind? (10) 
Why it smells Arity-Arity?+ (11) The people who do not know all these, the 
ignorance will say, "What it touches and brings to us?") When we were 
sitting on red rose flowers, we have seen when the sun sets and the earth 
gets dark. (12) We have seen when Kush changes in to velvet... (13) There 
is light beside me.(14) She is beside me.(1S) Her arms are comfortable. 
(16) Our transpiration flows drawn from the mountain. (17) Birds thank 
the God and drink it. 

This extract can be classified as psych o-narration. The narrator presents it. 

He narrates his own thought: He uses reporting clause and indirect thought 

presentation. The first thing that should be taken into account is the-iss\ieb 

that come together in free association and the language u sage in the extract. 

There is no causal relationship among the sentences and there is also 

omISSIon of information between them. Readers may be able to reach it 

through interpretation or may be not. Sentences (1), (2) and (3) h ave 

"** Wild nower that grows during the month of September, species ox-eye daisy Amsalu (1989 E.C)- Amharic 
English Dict ionary 

+ A type of small plant with ve ry tin y leaves that has good smell 
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background information in the nove l, which h elps to understand thcm. We 

readers know why Bekure gets angry about the relationship of Mezigebu and 

Genet. Nevertheless, the other sentences have no cause and effect or logical 

rela tionship, for example, sentence (4) and (S). They go to one of the highest 

mountains , Ras Dashen (sentence 4), they do not eat and drink, and they do 

not feel hunger and thirst. There IS no a ny logicdl or cau sal rel<:..tion ~ hip 

between the two sentences. It is open for interpretation that may leads 

readers to a differen tly understanding of the text. In the extract, there is 

maxim of quantity or th ere is lack of information to understand what exactly 

the passage is a ll about. These issues or topics includeg in the extract a re 

identified and grouped as follow s. 

1. Genet wants to see Mezigbu because of this Bekure, Genet's relative, 

Mezigbu's colleague gets angry (sentence 1,2,3) 

2 Mezigbu invites Gene t in order to see and enjoy the moon go to one of 

the high est mountain [ ... J Ras Dashen (sentence 4) 

3 They do not eat and drink; they are not hungry or thirsty (senten ceS) 

4 They see a big moon, beyond the Lasta Plato, which h as never sccn 

before. Mezigebu told h er tha t Lalibela was born at this time (6,7) 

S When they embrace neck to neck and kiss each other, the wind which 

passes nea r by them touches them, surprises and fa ils dawn at the 

western side [ ... ] in the form of rain (sentence 8) 

6 The people who do n ot know the s ituation would be confused with the 

strange sm ell of the wind becau se it sm ells good. Then , they ask from 

wh ere the wind h as brought that a roma. (sentence 9 ) 

7 People see when kush changes to ve lvet (Wo/ansa) (sen tence "12) 

8 Mezigebu said tha t the re is light .beside him. She is beside him and he 

a dded that h er a rms a re comfortable. (sentence 13, 14, l S) 

9 Their sweat flows like stream of water th at streams from a mountain. 

Birds thank qoCl a nd drink it. (Sentences 16, 17) 
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These mne different topics (iss ues) come togethe r in Mezigbu's thought one 

after the other and the issues freely associated. It fit s the criterion of 'Free 

Association', jumping of thou gh t from one topic to another is seen. There is 

no logical relation s hip among these topics. 

This thought is presented in the form of narrated monologue, not direct 

quote of the Mezigebu 's thought. In narrated thought, less organization and 

edited language of thought are expected. If a thought presented by a 

narrator, he has an opportunity of editing, correcting, organizing and 

rearranging the original thought or the character's monologue . This thought, 

even it is presen ted by the narrator, irrelevant or logically unrelated topics 

come together in Mezigebu's thought. Therefore, it can be taken as stream of 

consciousness and it is possible to say stream of consciousness is applied in 

G, Dca kach.ibch. 

In direct thought (Interior monologue), free association of different issues, 

fragmented syntax, elliptical sentences are expected or these feature s are 

considered as thc characteristics of stream of consciences. The features are 

slightly changed in narrated monologue and psychonarration . 

Nevertheless, what is the significance of this mode in creating meaning or in 

conveying information to readers? The next point that should be discussed is 

th e contribution of th e mode in creating meaning in the novel. Let us see how 

meanings a re created in the extract quoted above. The ideas included in the 

extract are thought that Mezigebu wishes to h appen. He tried to escape from 

the reality he involved in his thought. The nlocie nelps the author to create 

meaning, in referring to Mezgebu's intention in an artistic way. As it is seen, 

in Mezigebu's other thought in the previous sections and in the extract 

above, we have seen his inner feelings, emotions he has towards Genet. He 

was thinking about Genet, their love affair, the future love, the love a ffair that 

they would be engaged in. 
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As we can see in sentences (1), (2) a nd (3 ) Mezigebu wants their love a ffa ir to 

become official, he wis hes that Genet loves him in full confidence . In 

sen ten ce (1) the expression « ~, vn J'., M\ u·O+ ·hrofTj'l rO, ;:r )~ '} om· 7,'H:"'t'lOt'lO 

'I7Drl?O' 7'6.1:1 '1 '/(W' , -'I'''t'\)~::" / Sometimes, even wh en all the people of our 

house are gathered she comes to me and says 'Megigebu I want to see you'/ 

h as underlined meaning. He wants Genet iove him legaliy, talks about tteir 

love without being a fraid of a nything and anybody. As we understand in the 

narrative , Bekure was making trouble to spoi l th e ir love. Sentence (2) and (3 ) 

indicate that Mezigebu wants Genet to ignore Bekure a nd to love him in 

freedom. This implies tha t Mezigebu n eeds Genet to resist a n y challenges and 

to s how the deepest love she has for him. 

Mezigebu's thought discu ssed a bove, a nd th e previous one, which is stated 

1.m <ie, 'Indirec t and Free Indirect T h ought 'Fre si::" tation s ', have meaning 

connection . when the previous though t passage reflec ts Mezigebu's and 

Genet's weeding cer emony, the later s h ows their h oney moon .As it can be 

observed in th e extract above, in his thought, Mezigebu thinks that h e a nd 

Genet visit different historical a nd well known places, the Lalibela plato a nd 

the Ras Dashen. They see a big moon, which has never been seen before, the 

moon , is a special event because it is a n ew big moon, which comes to shine 

on their 'wedding ceremony'. 

The places, which Mezigebu and Genet visit, are tourist attraction places, 

vis ited by number of people from different parts of the world. Lalibela (the 

'king) was known by his craft (The Rock hewn churches) and strikes the 

minds of people round the world, the moon takes as a symbol of good love in 

various literary works. Lalibela and Ras Dashen are Ethiopian tourist 

attraction places, which Mezigebu a lso wish es to visit these places together 

with his girl friend. It seems that Mezigebu thought th at their love is as great 

as Lalibela-and Ras Dashen. In his thought, nature react to their love, they 

do not feel hungry a nd thirsty even they do not eat and drink(5) a sp ecia l 
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big moon rises(6), the wind that passes near by them becomes surprised a nd 

fails down in the form of ra in(8 ), the smell of the wind changes into an aroma 

(arete) (9,10 , 11). One of black race (kush) changes into velvet (12) Birds 

th ank God by drinking their sweat (1 5, 16). In addition to nature, people also 

would be astounded and appreciated Mezigebu 's and Genet's love affair, 

people surprised with the strange phenomenon; the a roma they smell, the 

two youth they watch , the beauty of the young man. 

All these imply that Mezigebu 's whish to be great, to take peop le's attention, 

to be recogn ized, to be known, to be loved and to get a ttrac tion. These are 

what he h as lost in his real life. In his thought, he tried to over come his a ll 

rounded problems; he sees himself and Genet as great people not only great 

people, in his thought, they are Angel-like people when a special moon rises, 

the winds a nd birds react to their love affair. 

In general, the mode helps the author to create specia l effects and such 

meanings; it is used to elevate or to heigh ten Mezigebu's feeling, emotion or 

thought. Moreover, the mode helps the author to show the characters' mind, 

or mind stuff. In other words, readers be able inter to the minds of 

characters with the mode. 

There are other few passages in the novel which can be taken as stream of 

consciousness mode, for example , the passage s tated in the pages (33 1 to 

334) have characteris tics of s tream of consciousness. It is a type of 

psychonarration, only few passages ha ve th e c h a racteristics of streams of 

. consciousness. There a re a lso the modes direct and indirect thought 

presen tations identified as s tream of consciousness . 

As it is discussed i,n the previous sections, the mode stream of consciousness 

is a special mode of thought presentation , It is very s imilar to other modes of 

thought presentation , Due to this basic s imilarities and differences discussed 

under the subtitle, "Thought presentation" is also a root for similarities and 

differences of in applications of the mode stream of consciousness writing. 
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As of thought presentation, the mode s tream of con sciou s ness is attempted 

in Adafris based on direct thought presen tation wh ile the mode, which 

occurred in Gracha Kachiloch, is in the form of Indirect thought presen tation. 

Only a s ingle paragraph is considered as Interior monologu e (stream of 

consciousness) in Adafirs, whereas more passages can be taken as stream of 

thought passages in Gracha Kachiloch. Even though, there a re many direct 

thought passages in Adafirs, almost all of them lack the characteristics of 

stream of con sciousness , which are pointed out by literary scholars. 

Although mos t of the thoughts in Adafirs are expressed in extended 

passages, free association of topics is not seen in them, and the passages a re 

logically organized, there is cohesion be tween sentences. The passage, which 

is considered as stream of consciousness passage in Ada fi rs , is characterized 

by free association of topics, fragmented syntax, elliptica l and inverted 

sentences. Because of this, the a pplication of stream of consciousness, as 

Zerihun Asfaw indicated in Belen (August 1982 EC), is jus t an attempt. 

In Gracha kachiloch, som e passages reflect these characteristics. Besides, 

because it is indirect thought presentation, in most cases, a ll these 

characteristics need not reflected in those passages. Because edited th ou ght, 

edited language, less organization or rearrangement of characters' thoughts, 

less coherent and logically sequenced sentences are expected in narrated 

monologue and psychonarration. These features are taken as characteristics 

of stream of consciousness that are presented in the form of indirect thought 

mode. On the other hand, some s tream of consciousness passages are 

constructed with elliptical and fragmented sentences, and different topics are 

freely associated. Based on these characteristics, it is possible to say that 

s tream of consciousness mode attempted to apply in Grach Kachiloch and 

this mode is used as a significant na rrative technique in the novel. In other 

words, the mode is used to exploit the character's mind ( Mezigebu's mind). 

Therefore , in the novels, particula rly Gorfu's and Mezigebu's stream of 

thought have focused on love affairs . Their thought flow when they think 
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a bout Tsiwonie and Genet respectively; their stream of thought Dow over 

when they suffer about their girl friends ' love. The mode shows how the 

characters' emotions and feelings a re processed a nd elevated. It is important 

to indicate again that using the mode stream of consc iousness in general is 

an attempt of producing verbal equivalent of characters thought but varies 

from writer to writer according to tht; writing skills and knowledge of the 

psychological pattern of mind they have. 
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CONCLUSION 

This study has examined the case of two novels, Ada/Tis and Gracha 

Kachiloch in relation to the exploration of narrative tech nique in general, 

point of view, and speech and thought presentation in particular. Results 

indicate that narrative techniques have great role in the creation of artistic 

qualities in the novels. These narrative techniques, contribute a lot in 

creating meanings and effects. Point of view and s peech and thought 

presentation are the basic showing and telling narrative techniques. 

In relation to point of view, Ada/Tis is narrated from the third person point of 

view; the narrator refers to characters in the third person pronouns such as 

«M·,,/he/, «"h0..,,/she/, «r"hO',,/his/ or /him/, «r"h~O·,,/they/ or /their/ etc . 

In mos t cases, the narrator can be taken as an objective narrator due to 

some reasons. The narrator is limited in his/her experience, observations 

and quotes the characters speech rather than summarizing and commenting 

it. In most cases, the narrator is hidden. But, it does not go to the end in this 

way. Some times the narrator enters into the minds of the characters within 

the mode direct thought. In this case, the narrator shifts from objective 

(limited) type into unlimited (omniscient) type. He/ she is able to quote or 

know what the characters are thinking. These are the characteristics of third 

person omniscient narrator, who has godlike ability, not limited in time and 

place. In some cases, the role of the narrator is very limited. The principle in 

the twentieth - century "the story shall tell itself' is extremely applied in 

Ada/ris. 

On the contrary, Gracha Kachiloch is presented from the first person point of 

view; the narrator frequently refers to himself and his properties with the 

pronouns like «"h'b,,/I/ or /me/ and «r"h'b"/minej. The narrator, Mezigebu 

presents or describes every thing from his perspective. Most of the time, he is 

a type of internal focalizer . In same cases, he is also external focalizer. His 

representation of characters, descriptions of events and actions of character.s 
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are highly influenced with his cmotion s (likes and dislikes), Hi s viewpoints 

are shaped with his experience , imaginations, the behaviors of his family 

members and the society he is brough t up in, When he describes an object, 

action of a character or an event, he gives it new meaning and new picture , 

He has foregrounded or defa milarized eve.ry thing he sees, for example, his 

description of 'Keyi Wat', In addition to these, must of the time , in his 

perspectives he creates humor. In general, within the first person narrative, 

the author of Gracha Kachilach could create artistic effects and sound 

meanings. The meanings and effects are strongly related to the central them e 

of the novel that can be expressed as 'we should love and care fore children'. 

The nature of the narrators in the novels determines the types of the modes 

of speech presentations used in them. The influence of the narrators in th~ 

novels is very differellt. Because of this, the types of modes of s peeches are 

applied differently. 

In Adafris, among the five modes of speech presentations, only direct speech 

presentation is dominated the entire narrative. For example, out of 340 pages 

only 37 pages are covered with description of characters, settings, events and 

actions of characters. The rest 303 pages are covered with direct, free direct 

speeches and direct thought Presentations . Almost all of the events in Adafris 

are foregrounded . Within the mode, the narrator avoids the repetition of the 

common reporting clauses such as «MI:y." / sh e said/, «~lt'I"./he said/ and 

« ~lt'I·» /they. In addition , there is an extreme use of three dotes to s how 

overlaps of character s speeches and there are number of incomplete 

sentences and inversion of phrases. In the speech situations, only two 

characters are involved in. The involvement of the narrato~ is very limited. It 

is presented with the mode free direct sp~chpresentation. However; if there 

are more than two. ooaracters participated in a speech, the narrator 
. ' .. ~ .~,. , .. .• 

interprets the' speech randomly to avoicJ'any confus ion . Some times, evei-i- in 

the speeches that more than two characters participated in, the ' narrator 
" ' 
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disappear s , ins tead, the cha rac ters can be identified with their ha bit of u sing 

words and with the ideas they raised in the speech as well as in the entire 

narrative. In add ition, the characters who involved in the speech indicate 

their partners by mentioning their names and using social dexies markers 

like "n11'''/you- male (that indicates informal relationship or equal in social 

s tatus or indicates proximity)/, "n'H' " /yuu -refers to male or female that 

indicates respect and deference in social status) or ''7, l7Df'./; " / madam- refers to 

elder respected woman/ and ''7,0Tf0Tf'' / mom/. 

But in Gracha Kachiloch, the modes of speech presentation a re different from 

the modes in Ada/Tis. The modes, direct, free direct, indirect and free indirect 

speech presentations, including narrator's representation of Speech and 

Narrator's Representation of Speech Act are applied. In the novel, a ll these 

modes are used in harmony and created variety of modes of speech 

presentations. 

In the direct speech presentation that used in the novel, 'the narrator' 

frequently comments and interprets the characters speech and their actions 

in the moment they have made speeches. The narrator, Mezigebu often 

interfere the characters speech with the reporting clauses like "~,t\h'''/I said/, 

"Mr("W/she said (to me)/ , "MI(1)"/he said(to me)/, "M'/; MI"/my father 

asked/ and "hC;'/; l7DMlr"/my mother replied/. 

The modes indirect speeches, particularly free indirect speech(FIS), narrator's 

. representation of speech(NRS) and narrator's representation of speech 

act(NRSA) are used to summarize less important events, to bridge scenes 

(direct speech presentation passages) and to make ready readers for the next 

event while direct speech presentation is used to foreground very important 

events. 

Although all the modes of speeches are applied in Gracha Kachiloch, the . 

degree of the application is different. Direct speech (OS) and free direct 
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speech presentation (FDS) are the dominant ones th an the other modes in 

the novel. Next to these modes, indirect speech presen tation (IS) is the other 

widely used mode . 

The other narrative technique, explored 111 the study IS 'Thought 

Presentation ', As of the mode speech presen tation, thought presentation is 

applied in the novels in various ways. In Ada/Tis, among the five forms of 

thought presentations, only 'Direct Though t' mode is used. The modes like 

indirect and free indirect thought presentations are not applied in Ada/Tis at 

all. Some characters thought such as Ada/Tis's, Roman's, Tsiwonie's, Gorfu's 

and W/ro Asegash's are presented in direct thought presentation mode; the 

narrator attempts to quote the characters' minds. 

In Gracha Kachiloch, as it iii indicated earlier, mainly the modes direct, frp,p, 

indirect thought presentations are applied. Within this mode only Mezigebu's 

Thought is presented. Some times, he presented his thought directly, most of 

the time, indirectly. Although, the free indirect thought mode is the dominant 

one, both of them are presented in harmony, The narrator Mezigebu presents 

his dreams, emotions, love affairs, imaginations and deep feelings within the 

modes. 

Stream of conscIOusness IS the umque mode of thought presentation 

examined in Ada/Tis and Gracha Kachiloch. It can be occurred in a fiction 

either in the form of 'interior monologue' or 'narrated monologue' or 

'psychonarration'. Nevertheless, the only mode used in Ada/Tis is DT or 

'interior monologue'. 

According to the theories discussed in chapter two, interior monologue is 

characterized with fragmented syntax, elliptical sentences, inclusion of freely 

associated topics etc., but most of direct thought passages in Ada/Tis are well 

organized, and the sentences are logically connected. Even though, there are 

inverted and elliptical sentences in the passages of thoughts, these 
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characteris tics cannot be con s idered as cha rac teris tics of though t 

presentations, because these characteristics are also occurred In speeches 

and descriptions of events etc. throughout the narration. Therefore, not all 

direct thought passages can be considered as stream of consciousness 

passages Since, basically, they violet the principles of free association. In the 

novel, only a single thought passage (Gurfu's thought) fits some criterid of 

stream of consciousness. In general, it is possible to conclude that there IS 

an attempt of u s ing the mode stream of consciousness in Adafris. 

In the contrary, most of the thought passages in Gracha Kachiloch are the 

type of psychonarration, which is different from interior monologue that can 

be taken as stream of consciousness passages. In psychonarration, because 

it is presented by the n a rrator the thought is second hand information , it can 

be rearranged, I'eorganizeci and the language has a chance to be editea. 3.::, 

not a ll the characteristics expected in the direct quote of the mind (interior 

monologue) are expected in psychonarration. In this case, some passages in 

Gracha Kachiloch can be considered as stream of consciousness mode. 

Therefore, relatively one can conclude that stream of consciousness is 

applied in Gracha Kachiloch. 

All the points mentioned above indicate differences in companson with the 

application of point of view, and speech and thought presentation. On the 

other hand, there are some similarities (contrasts). In both the novels, direct 

speech, free direct speeche and direct thought presentations are very similar 

in forms. The speeches in direct mode are isolated with C01YlmaS from the 

narrator's comment, mostly the content of the characters thoughts are love 

affairs. Adafris, Gorju., Tsiwonie and Roman in Adafris and Mezigebu in 

Gracha Kachiloch were thinking about love affairs, when the young men were 

worry about the girls they love and the girls feel the same way. 

To conclude, point of vIew and speech and thought presentation In the 

novels, Adafris and Gracha Kachiloch are used in two extremes. When the 

109 



point of view in Adafris is extremely obj ec tive while, in m os t cases the poin l 

of view in Graeha Kaehiloeh extremely subjective . Within these devices the 

authors , Dangaehew Worku a nd Adam Reta a re able to create some artistic 

effects and sound m eanings. In the novels, the narrative technique s howing 

(dramatic presentation- s peech presentation) is effectively applied. In other 

words, the!:>e na,Tative tec ~1niqt:es made tl,e , lOv-::ls unique and ric h in 

narrative techniques. What the basic difference that examined in Gracha 

Kaehi/oeh is the art of na rrative ; the author u ses both the narra tive 

techniques, s howing(scene ) and telling (summary) in ha rmony. According 

to the theories, as it is ind icated in the discussion of the concept of na rrative 

techniques, using the scene a lone cannot help in creating artistic narrative. 

In this case, Graeha Kaehiloeh is more interesting than Adafris. 

No~ oBiy these r;a rrative techniqu es bw: a lso th e etiK,' n arrative modes lik~ 

the ways u sed in arrangements of events (episodes), u s ing figures and ta bles 

to convey information (specially in Graeha Kaehiloeh) need restricted 

explora tion. 
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