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Abstract

This study focuses on the human experience of time in narrative as applied in selected postmodern
Ambharic novels. There have been studies conducted on narrative time in Ethiopia though no study
shows how fictional works reveal the experience of time. Therefore, the objective of this study is
to investigate temporal variations, memory, and narrative identity in selected postmodern novels.
For this purpose, a narrative inquiry was used as a research design, and Paul Ricoeur’s theory of
Time and Narrative was applied as a theoretical framework. For the analysis, two Amharic novels,
which are Afa (2010 E.C.) by Adam Reta and Béafakor Som (2009 E.C.) by Alemayehu Gelagay
have been selected and analyzed in separate chapters. The findings showed that both novels
presented temporal variations that were brought by the effect of fictive imaginative variations. In
line with this, traversed time and linear time, public time and mortal time/ordinary time, and
metatemporal time have been explored in Afa as well as Bafakor Som. Additionally, death (mortal
time) and eternity (eternal time) between public time and mortal time, and metatemporal time were
explored as forms of imaginative time. Additionally, different conceptions of time have been
identified. Time with the views of transformation and progress, transiency, and cyclicality was
identified in Afa. It has been explored cyclical time is dominant in Afa that is because of its unique
narrative technique. In Béfakar Som, the time conceptions such as transiency and permanence were
identified. Moreover, different forms of memory were found in the selected novels. In Af,
reminiscences of narrators and characters, tizta as making sense of the past, and textual memory
have been explored, whereas, in Béfokar Sam, only reminiscences of the narrator and the hero and
textual memory were identified as a major representation of memory. Regarding narrative identity,
the study presented how novels provide mediation of self and the world through the plot’s function
presenting an identity of change in permanence. Hence, self-constituency and self-knowledge were
explored in Afa while self-constituency and a quest for self-same are what have been identified in
Bafokar Sam. Finally, the study concludes that the selected novels present the circular mediation

of time and narrative through temporal structures and narrative emplotment.

Key Terms: Amharic novels; Circular time; Emplotment; Memory; Narrative identity,

Postmodern novels; temporality; Time
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Chapter One: Introduction

1.1. Background of the Study

The issue of time is a subject of frequent academic and theoretical debates. Grosz (1999)
notes that time is one of the assumed yet irreducible terms of all discourse, knowledge, and
social practices that provide different interpretations and meanings. In Newtonian physics,
for example, time is defined as the movement of instances that is absolute, one-
dimensional, measurable, and flows uniformly in different spaces; whereas Einstein
believes that time is relative and must be understood in terms of a different movement and
space-time relation (Di Bernardo, 2016). Movement, change, and the continuity of life and
the universe depict a sequential perspective of time that flows from a distant past to an
unknown, infinite future. However, these interpretations are confined to the time of the
world, which cannot be measured or explained outside of space. As a result, time exists in
space, which represents cosmological time.

On the other hand, philosophy challenges the cosmological or physical understanding of
time that predominates a view of linear time. For instance, phenomenologists claim that
time is a human experience and mental construct, nota cosmic fact (Osborne, 1995).
Therefore, time is not a natural occurrence that comes into our lives, but a living experience
constructed through our cognition. Furthermore, cultural orientations provide multiple
perspectives on time. In Western culture, time is dominantly viewed as linear, whereas in
Eastern culture it is cyclical (Olujic, 1984; Kimmel, 2007; Sentov, 2009). Unlike the
presentation of clock time in Western society, “African notions of time are usually
expressed in inherently communal terms—as age groups and market days” (Olufunwa,
2005, p. 51).

Respectively, narrative as a cultural construct weighs a diverse form of temporal aspects,
making temporality a practice of “cultural engagement” (Matz, 2011, p. 217). Through
narrative, humans construct time and conceptualize the activities of their time with a past

and future. This infers that narrative by its virtue provides perspectives of time, which in



turn, can be a source of philosophical and cultural interpretations. At this point, the current
research focuses on the issue of time and narrative and their entwining aspect, which is one
of the subjects of narratology. The narrative understanding of time and the relation between
time and narrative as Lloyd (1993) says, has “... taken on in recent philosophy a

significance that reaches beyond its role in theory of literature” (p. 11).

In this context, the current researcher aspires to study the narrativity of time and the
temporal aspect of narrative. The researcher was motivated by Messay’s article entitled,
“The Ethiopian Conception of Time and Modernity” (2013) which presents the
philosophical interpretation of the Ethiopian conception of time through one of Kebede
Michael’s poems, that is “U-A-9°> P11 ‘1@ (“Everything is Déja vu”). Based on his
interpretation of this poem, Messay claims that time is cyclical for Ethiopian society.
Additionally, there are proverbs and sayings about time as “Llb  Pama@- PA: £798,
LNNE-A(“Time cures more than a doctor”). The proverb is indicative that time has an
existential power, which destroys or heals. This reveals the public view of time, which in
turn presents people’s understanding of life and existence. Hence, the current researcher
took the assumption, as Messay posits that literary works like the poem by Kebede Michael

may inhabit public views of time.

Similarly, Barrows (2008) affirms that African fictions present a culturally indigenous
temporality, which is cyclical, mythic, and ritual. He also concludes that circular
temporality is “not as a style of Avant-garde novels that are labeled as “modernists”, but
as characteristics of non-Western forms of cultural temporality” (2008, p. 603). The
conception that how Ethiopian or African views time denotes the respective people’s
experience of time. Beyond such a claim of cultural temporality, time is considered one of
the aesthetic aspects of literary texts. Specifically, postmodern writers engage with issues
of time and selfhood because of the use of stream of consciousness as a dominant narrative
technique Lloyd (1993). In this respect, the current researcher aspires to explore time as an
aesthetic and cultural construction in Ethiopian literary works, specifically Amharic

novels.



As part of the long Ethiopian literary tradition, the novel emerged in the early twentieth
century. Following the publication of Libb-waled Tarik (Tobia) (1908) by Afework Gebre-
lyasus, notable Amharic novels have been produced. As many literary scholars would
agree, Haddis Alemayehu, Dagnachew Worku, Abe Gubegna, Bealu Girma, Birhanu
Zerihun, and Sibhat G/Egziabher are among the foremost notable Amharic novel writers,
especially in the periods between the 1950s and 1980s. Studies indicate that there is a
growing trend in the theme, style, and narrative presentation of Amharic novel writing.
Taye Assefa (1986) in his Ph.D. study “Form in Ambharic Literature”, investigates that
works produced after the 1950s emphasize aesthetic effects, and innovativeness of
techniques of presentation, which is unlike the preceding novels that were dominantly
illustrative and didactic. For instance, “The retardatory structure and the constriction of
current story time” employed in one of Abbe’s novels, Ya-raggafu Ababoch (“Fallen
Flowers”) is one of the innovative aspects in the style of Amharic novel writing (1986, p.
256), Taye says.

On a similar argument, Assefa (2020) argues that there is a growing trend in the style and
narrative technique of Amharic novels published after the 1990s. Assefa states that the
novels like Marag by Adam Reta involve non-linear structure, multiple narrators, and
fragmented plots unlike the earlier Amharic novels that dominantly used linear or telos-
driven structure. Such narrative presentations testify that some writers are taking the
Ambharic novel to another verge of development as they apply new narrative techniques
that are different from the dominant and conventional styles. According to Richardson
(2019), non-linear narratives, fragmented plots, cyclical time, and plural meanings are the
main features of postmodern texts. This assertion makes the current researcher focus on

postmodern Ambharic writers.

In this regard, Adam Reta is one of the contemporary writers who are acclaimed for
introducing new narrative techniques to the dominant style of fiction in Ethiopia; as a
result, became the center of attention for many literary researchers (Aklilu, 2010; Demeke,
2014). Adam is known for his experimentation with hisnawinet (intertextuality). In an

interview with Aklilu Dessalegn (2012), Adam describes hisnawinet as, “The intention of



hisnawinet is filling this space. What is read is the filling, which is the new text. | translated
this as intertextuality” (p. 351). This narrative technique is more elaborated in his essay
entitled, “A”2C: (hoSLY1, Adam has introduced a narrative technique called, Sigir

(transformation, crossover) as one form of hisnawinet. In this essay, Adam claims:

Many of the traditional and ‘modernist’ narratives established their plots from an ideology that arise
from fixed facts, and predefined answers and that claimed to know what is good and what is bad.
Hence, their narration happens to be linear, defined one, known or suspected ending. (p. 8;
translation by the researcher).

For Adam, Sigir narrative technique avoids fixed or ready-made facts, and creates surplus
spaces, thereby providing multiple perspectives. In contrast to the linear narrative form,
Sigir provides multiple options of ending since there is always an unsaid part of a story,
which takes the narrative form into many voices and perspectives. According to Adam,
Sigir could have been established as a unique narrative technique for Ethiopian literature
if it had not been for Afework Gebre-Iyasus’s Tobia, which was written in the European
style of a linear narrative, which probably influenced the subsequent Amharic authors who

were publishing narratives in newspapers and other forms of publications.

Alemayehu Gelagay is another writer who is believed as an “experimental novelist”
(Dereje, 2019; Tewodros, 2017; Yaqob, 2020). Tewodros (2017) demonstrates that one of
Alemayehu’s novels, Bafokar Som (2009 E.C.), has a unique narrative technique that is
different from the author’s previous work as well as works of other writers. One of
Alemayehu’s unique attempts is that “he disrupts the line between fact and fiction, the
actual world and the fictive world, or the real author and the narrator” (Tewodros, 2017,
para. 5; translation by the researcher). This fills the space between the actual reader and the
actual author. Tewodros further comments that, unlike most novels, the novel Bafakar Som
presents issues that are narrated with a neutral or impartial voice, without making any
judgment. This statement is similar to what Adam says about the function of Sigir.
Accordingly, the current study aims to conduct a study on selected Amharic novels by
Adam Reta and Alemayeu Gelagay.



1.2. Statement of the Problem

As explained in the preceding section, the current researcher was inspired by Messay’s
(2013) study that attests cyclicality is a reflection of the Ethiopian conception of time
because it reveals the meaning or secret of life. In this view, everything is cyclical, and the
end of the circle is the beginning of another. The current researcher thinks that what Adam
attempted by his narrative technique of Sigir is related to the circular view of existence and
time in which everything is connected and where the end becomes unknown. However,
any story has also a linear aspect of narration as it invites the reader toward the end.
Additionally, Tewodros (2017) explains that Alemayehu mostly uses the episodic narrative
technique, which has a reference to time. The current study is based on the hypothesis that
fiction can reveal the human experience of time as well as its various interpretations. In
this regard, the current researcher hardly found similar research in the libraries of Ethiopian

University and online research portals.

Moreover, the current research tends to focus on the study of time beyond its objective
view of structural time which was predominantly the focus of previous studies on Amharic
novels. So far, researchers who took time as a topic exert their attention on the structural
perspective of time. To mention some, Ayele (2007), Paulos (2013) Assefa (2020) have
conducted on this aspect of time that is based on the temporal relationship between the
story and discourse levels as established by Genette’s theory of narrative discourse that
focuses on the analysis of specific techniques for representing time in a text. Hence, the

experience and conception of time as a research topic have been deemphasized.

In light of this gap, the current researcher seeks to adopt a different theoretical framework.
To this end, memory as a representation of past time and identity as a reflection of
experience in time can be considered issues under the discussion of time. Memory has been
the subject of a study in the anachronic variations of order, or the iterative character of the
narrative frequency (Genette, 1980). However, Genette’s order and frequency focus only
on the technique of narrative arrangements and numbering of recounted events in the story,

so it does not recognize the notion of memory (Ricceur, 1985; Erll, 2009). Additionally,



the change and the transformational role of time in narrative, which forms narrative
identity, has never been an issue for researchers who used narrative time as a theory for the
study of Amharic literary texts. Narrative identity infers that through time, the narrative
subject (character, narrator, and voice) maintains or questions his or her identity. Thus,
narrative identity is one aspect of time, which could be a subject of analysis for the study
of time in literary texts. In this sense, philosophical narratology encompasses issues that

the researcher considers to study in the current research.

Therefore, the current researcher hopes that this study presents an additional endeavor to
the previous studies on narrative time. The researcher believes that the current study
establishes a different perspective for the conceptual analysis of time, which has remained
a gap in the narrative time study of Ethiopian literary texts. Accordingly, Afa (2010 E.C.)
by Adam Reta and Béafokar Som (2009 E.C.) by Alemayehu Gelagay are selected for the
study.

Consequently, the current research tries to address the following research questions:

v" How does narrated time mediate different aspects of time as presented in
selected postmodern Amharic novels?

v' What are the imaginative temporal variations identified in selected
postmodern Amharic novels?

v' What are the conceptions of time prescribed in the selected postmodern
Ambharic novels?

v" How is memory employed as a narrative presentation of time in the selected
postmodern Amharic novels?

v" How is narrative identity established as an experience of time in the selected

postmodern Amharic novels?



1.3. Objectives of the Study

1.3.1. General Objective

The main objective of the research is to study the mediation of different aspects of the
human experience of time established by fiction as reflected in selected postmodern

Ambharic novels.
1.3.2. Specific Objectives
This critical study has the following specific objectives:

v' To investigate the mediation of narrated time in selected postmodern
Ambharic novels.

v' To explore the imaginative temporal variations identified in selected
postmodern Amharic novels

v" To identify the conceptions of time presented in selected postmodern
Ambharic novels.

v' To analyze memory as a form of narrative presentation in selected
postmodern Amharic novels.

v To interpret how narrative identity is established as an experience of time
in selected postmodern Amharic novels.

1.4. Significance of the Study

Time as a central theme is one of the important issues in literary studies. The concept of
time is more understood when it is expressed in narrated terms (Ricoeur, 1988). Bearing in
mind the thesis that time and narrative are fundamental and inescapable aspects of life, the
current researcher postulates that this study would be of some significance. The first
significance is that the current study would show how fiction, specifically Amharic novels,
as a mode of discourse reflects the human experience of time. Secondly, this study could

contribute to filling some knowledge gaps in the area of Ethiopian literary research. Finally,



the researcher believes that the study could be used as a resource material for other

researchers who want to conduct additional research on related topics.
1.5. Scope of the Study

The study is delimited to two postmodern Amharic novels. These novels are Afa (“mouth™)
(2010 E.C.) by Adam Reta and Bafakar Som (“In the Name of Love”) (2009 E.C.) by
Alemayehu Gelagay. These particular works are considered for analysis and interpretation,
as novels that employ the textual features of a postmodernism and establish time as a major
aspect of the text. The novels are analyzed by using the three-volume book entitled, Time
and Narrative by Ricoeur (1981, 1984, and 1988) as a model, which Ninning (2003)
categorized under the branch of philosophical narratology that is the theoretical framework
of the study. This theoretical framework is selected to explain the philosophical aspect of
time in narrative. In this approach, fiction is understood as the configuration of everyday
phenomena that includes the cultural meaning of time. As a result, the analysis focuses on
how characters and narrators make meanings to their narrated world, or how they would
configure or understand their world i.e. through their fictive experience. Among the other
genre of fiction, the novel is selected for its suitability for broader interpretive of narrative

time.
1.6. Limitations of the Study

In this study, there were some constraints during the analysis of the research. One of the
constraints was related to the translations of extracted data. Since the source texts were
written in the Amharic language, it was difficult to find equivalent translations for some
culturally loaded expressions. However, attempts were made to minimize errors in
translation by consulting English language teachers and other people who have experience
in translating texts. The other constraint of the study was the appropriation of the extracted
data. Some lengthy extractions that require extra space were condensed, which may have
weakened the overall meaning of the data. The quality of the analysis could then be
impacted by this limitation.



1.7.Methodology of the Study

1.7.1. Research Approach

The data for this study relies on texts; thus, the current study applies qualitative research.
Hence, a narrative research design is used because the study mainly focuses on describing
and interpreting experiences and events presented in the texts. Riessman (2008) states that
narrative research focuses on the details of how and why a particular event is storied,
perhaps, or what a narrator accomplishes by developing the story that way, and its effects
on the reader or listener. Regarding the theoretical framework, the study employs Ricoeur's
Time and Narrative (a trilogy published in 1984, 1985, and 1988) as a model to support
the analysis of the selected Amharic novels. The researcher found out that Ricoeur’s theory
of Time and Narrative is resourceful to investigate how time is refigured in fiction, and

how the plot as a resource of fiction presents its temporal structures.
1.7.2. Basis for Selection of the Texts

The novels that are the subject of the current study are selected based on the basis described
herein. The primary basis is established on novels that employ features of postmodernism.
This basis has been considered because non-linearity, fragmented plots, cyclical time, and
plural meanings are features of postmodern texts, where the notion of subjective time is
also an inescapable aspect (Richardson, 2019). These features are aligned with the issue of
time and narrative, which is the subject of investigation, interpretation, and analysis in the
current study. Relied on this assumption, the researcher undertook a reading survey
research, published commentaries, and critics of Amharic novels. In this sense, the
researcher arrived at a consideration of the works of Adam Reta, Endalegeta Kebede,

Alemayehu Gelagay, and Bewketu Seyoum.

Later on, the researcher understood that the works of Adam Reta and Alemayehu Gelagay
could be classified as postmodern texts. After the selection of authors, the researcher made
another basis on the novels that have similar narrative techniques and common literary
features. It is noted that Adam and Alemayehu have common characteristics in using self-

reflective narration and fragmented plots. After a primary reading assessment of the novels
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of the chosen authors, two novels are then selected. These novels are Afa (2010 E.C.) by
Adam and Béafakar Som (2009 E.C.) by Alemayehu. The current researcher found out that
plot fragmentation, non-linearity, narrative repetitions, memory, and identity are dominant
issues in the selected novels. More importantly, time is the principal subject in the selected
novels. Therefore, the two novels are selected because the issues of time that are reflected

in the novels were of some interest.

1.7.3. Methods of Data Collection

The data are collected through close readings of the selected novels. As primary data,
important excerpts are identified from the novels and are transcribed into English using
literary and communicative translation methods. The excerpts taken from the selected texts
are data used as textual evidence for the whole analysis. These excerpts are identified based

on the conceptual tools that can show temporality, memory, and narrative identity.

1.7.4. Methods and Procedures of Analysis

The study employs analytical and descriptive methods of analysis. The analysis follows the
interpretation method and critical study of the “hermeneutic circle” (Gadamer, 2004). The
hermeneutic circle emphasizes understanding and interpretation as an interplay of the
whole and its parts. In essence, the parts of a text should be understood out of the whole,
which can be the entire text or its purpose. Based on the theoretical concepts adopted from
Ricceur’s Time and Narrative, analytical concepts are provided for the analysis of the texts.
The conceptual tools used for the basis of the analysis are temporality, memory, and
narrative identity. These concepts are appropriated based on Ricoeur’s discussion on the
threefold mimesis processes of narrative and the temporal structures of within-time-ness

and repetition.

The research uses textual and contextual approaches for the analysis. Textually, the
research presents how texts employ features of temporality and the fictive experience of
time by characters and/or narrators. In addition, voice as a narrative category is included

in the analysis because the narrative instance represented in the text by the voice presents
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temporal features. This helps to analyze a change in temporal dimensions and contradicting
experience of ‘extra-temporal’ or time in its pure state. Contextually, it shows how the
conception of time and the fictive experiences of characters and narrators in the text world

intersected with the views about time in a given cultural context of the actual world.

In addition to the method of analysis, the researcher takes the following procedures to
address objectives. First, the research is started with critical readings of reference materials
and related research on written narratology, specifically narrative temporality. Then,
reviews of related literature and theoretical debates of time and narrative are explored under
the theoretical discussion of philosophical narratology. After close readings of the
theoretical framework, conceptual tools are outlined. These concepts are used as a
reference for the data gathered from the source texts or selected novels, which are to be
organized, classified, analyzed, and interpreted. Then, the analysis is presented with the
help of textual evidence extracted from the texts, which are translated from Amharic to
English. The novels are analyzed individually under a separate chapter with a respective

critical summary at the end of the chapters.

1.7.5. Trustworthiness of the Research

In qualitative inquiry, researchers have to follow procedures and validation criteria to
realize the trustworthiness or accuracy of the research. The most commonly accepted
criteria are credibility, dependability, confirmability, and transferability (Creswell and
Creswell, J.D., 2018). Additionally, Creswell and Poth (2018) organize these validation
strategies into three groups based on the lens the strategy represents, as researcher’s lens,
the participant’s lens, and the reader’s or reviewer’s lens. According to Creswell and Poth
(2018), qualitative researchers should “engage in at least two of the validation strategies”
to employ the accuracy of their studies (p. 340; emphasis original). The current study is
mainly textual analysis, not a field-based study. Thus, the current researcher has not been
engaged in the participant’s lens validations like “member checking, prolonged
engagement and persistent observation with participants and collaboration with
participants” for the credibility of the data (Creswell and Poth, 2018, p. 342).
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To achieve conformability, the current research has passed through external audits which
are the reader’s or reviewer’s lens. Valuable feedback was generated from the presentation
of the faculty seminar and research conference at Bahir Dar University. For the
transferability of the study, it has been confirmed that the findings, interpretations, and
conclusions are supported by the data with thick descriptions. Additionally, peer-
debriefings were adept about the methods and procedures of the study, including an
inspection by professional English language teachers for the English translation of
excerpted data. Furthermore, to make convincing and credible analyses, the research
paradigm and methods of analysis were carefully designed and the researcher collected
appropriate data for the analysis.

1.8. Organization of the Study

This research is organized into six chapters. The first chapter discusses the introduction
part which consists of the background, statement of the problem, objectives, significances,
scope, limitations, methodology, and organization of the study. The second chapter
presents reviews of previous studies and other related literature regarding different
approaches to time in the narrative theory. Chapter three mainly discusses the theoretical
framework of the study. Drawing from the theoretical framework, the concepts of
temporality, memory, and narrative identity are elaborated in this chapter. Chapter four and
chapter five are devoted to the analysis and interpretation of the selected Amharic novels
based on the theoretical framework. The last one, chapter six presents the conclusion of the

study.
1.9. Definitions of Key Terms

Emplotment: is the way which a sequence of events fashioned into a story is gradually

revealed to be a story of a particular kind.

Memory: is a critical capacity that involves remembering past events along with their

spatial and temporal contexts.
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Narrative Identity: is a person's internalized and evolving life story, integrating the
reconstructed past and imagined future to provide life with some degree of unity and

purpose

Temporality: Structure of existence that reaches language in narrativity.
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Chapter Two: Review of Literature

This section of the study is divided into two subsections. The first is focused on a discussion
of prior studies on narrative time undertaken in Amharic literary works. In the second
subsection, relevant studies of foreign literature are explored in order to show the relevance

of presenting the analytical approach for Amharic novels.

2.1. Review of Related Studies in Amharic Literature

In the study of narrative time, a considerable number of researches have been conducted
on Amharic literary and non-literary works. Zenebe (2003) conducts his M.A. study:
“Narrative Time Analysis in Td ammoRd Maryam”. This study is applied in a religious text
where Zenebe analyzes it by using the theory of Gerard Genette and Shlomith Rimmon-
Kenan. With a similar approach, different genres and languages are studied by Ayele
(2007), Paulos (2013), Haile (2013), and Assefa (2020). Ayele’s (2007) “?-+<én LK
TS NAZICT L89° AN OALT (Analysis of Narrative Time in Amharic Novels)”
is an extensive study that investigates selected Amharic novels published between 1901
E.C. to 1962 E.C. Paulos (2013) explored “Narrative Time in a Biography: +% 33
PboSdv TFVEE WEC Ch@®EG PR hé. Jéiin Focus”, in which the study focuses
on biographical text. Haile’s (2013), “Narrative Time and Mode in Minkuhkuwah
Zeyfleyelu Mae 'tso and Hezike Nabey” studies narrative time and mode in Tigrigna novels.

The researchers mentioned above have conducted studies on different genres of texts. For
instance, Zenebe’s (2003) study on the hagiography of St. Marry and Paulos’s study on the
biography of Yoftahe Nigusse shows the remarkable approach researchers to study
narrative time in the whole range of literary and non-literary Amharic works. Despite
applying to different genres, those researchers use Genette’s theoretical approaches that
study order, duration, and frequency to examine the temporal relationship between the
story and the discourse in a text. The findings show how the logical order of events is
distorted, the duration of story time over discourse time in the narration, and the frequency

in the presentation of events. Though research has been conducted in the area to examine
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different Amharic literary works, it can be said that they present a similar literary taste to

these works.

Unlike the aforementioned studies, Messay (2013) presents a philosophical interpretation
of time. In his article entitled, “The Ethiopian Conception of Time and Modernity”, Messay
interprets one of Kebede Mikael’s poems, “[J[1[] (1] [J1” (Everything Is Déja vu), as
a correct reflection of Ethiopians conceptions of cyclical time. For this thesis, Messay
argues that not only time but the concept of modernity has also always been associated
with the privileged future-directedness viewpoint of Europeans. As a result, the issue of
backwardness and civilization are labeled based on the assumption of what is ahead and
behind linear time. Nevertheless, Messay confronts that we need to break with Europe’s
understanding of history that travels in a single line direction, and have “the perspective
that teaches the repetition of time” (p. 14). For Messay, the notion of repetition is renewal

or rebirth, through which mistake is understood or self is regained.

Further, Messay explains that life itself passes by the same renewing process, “All natural
things are renewed because rather than going in one reversible direction, they have
repetitive character” (p. 14). In support of this view, the lines in Kebede’s poem: The naive
person constantly fooled/Is there anything constantly stays the same?/While that which you
have put trust in crumbles /The unplanned is found happening/The weak become strong
while the powerful if humiliated /Young plants grow while fruits are reaped/ ... In the past,
in the future, and today in this world/ There’s nothing new, everything is cyclical — show
this perception of time. Messay interprets the poem that like any natural phenomenon,
Ethiopians view time as a repetitive occurrence. That means as day substitutes night and
night for day, individual and social life, in the same manner, enters into this cyclicality;
happiness to sadness, rich to poor, or vice versa. Nothing stays permanent; at the same

time, the changes do not bring anything new.

In his study, Messay emphasizes the philosophical aspect of time since his main objective
is interpreting time and modernity as a central philosophical question. The philosophical

discussion of time is one important issue to consider in literary studies. In this regard,
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Messay presents the aesthetics of literary texts reflecting cultural views about time. Though
the study mainly focuses on the philosophical interpretation of time, not the narratological
approach, the current study is related to applying the philosophical and narratological

approaches.

Assefa's (2020) study, “Narrative Voice and Time in Selected Amharic Novels (ca. 1991-
2014): A Comparative Approach” is another related study that is conducted on Amharic
novels. This presents a more revealing analysis of time in Amharic novels though Assefa
still uses the theoretical approach of Gentte’s narrative time like the other researchers. In
his study, Assefa investigates the relation between discourse time and story time as well as
the narrator’s relation and their level of participation in the story. Voice and time are
different narrative categories as put by Genette (1980). Asefa includes narrative voice with
a justification that it involves a related aspect of narrative time. Similarly, the current
researcher considers the notion of voice as one aspect of time because it determines the
temporal relationship between the discourse and the story, and the temporal distance or the

narrator’s position to the story that he/she is narrating.

However, Assefa’s analyses of voice seem more intuited to the tense of verbs. He States
that in the novels Mardq and Déroso Malss, narrators use present and present continuous
tense while narrating past events. He further discusses, “The reason behind the use of these
tenses is to increase the variety of sentence structure or to achieve a certain language style”,
and it is “a new experience in Amharic novels” (pp. 204 & 219). Nevertheless, the aspect
of narrative voice to the story time has a function beyond tense structure or language variety
that further explains the fictive experience of time. Every voice is a past in relation to the
story that is telling. In this case, the narration acquires the voices of the hero who is
experiencing action and the narrator who is telling what was being experienced. This, in
turn, would present us with the perceptual difference between the hero and the narrator.
This aspect has not been emphasized in previous studies. Even though the focus and depth
of analysis are different, all the researchers mentioned above rely on a similar approach to

narrative time, which is based on the theory of Genette and Rimmon-Kenan.
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Therefore, the study of time in Amharic literature dominantly focuses on the relationship
between story time and discourse time of order, duration, and frequency. The analysis
usually concentrates on the structural analysis of time. Literary narratologists and
historians have taken for granted that time has a linear role, hence, infer events in their
sequential and chronological manner. In this sense, we are all tempted to see time as an
objective, measurable and unambiguous category that can be pictured as a dotted line
progressing from past to future (Fludernik, 2003). Moreover, the study of memory as one
aspect of time is reduced to the analepsis order of events. In this case, memory within
narrative time is understood as a narrative technique in which narrated events are

anachronic or iterative (Genette, 1980).

Differently, the current researcher aspires to include broader issues of memory. At this
point, the current study includes memory as a subject of analysis which has not been
broadly investigated in the previous studies. Additionally, the issue of narrative identity
has also never been a theme in the previous studies of Ethiopian literary texts. However,
this is not true when it comes to the study of foreign literary texts. The researcher finds
similar studies on time. The next section provides a review of some related studies of

foreign literature conducted on temporality, memory, and narrative identity.
2.2. Review of Related Studies in Foreign Literature

Plentiful research has been conducted on literary works regarding narrative temporality,
memory, and narrative identity. Most of these studies apply Ricoeur’s theory of narrative
temporality. Among those studies, the current researcher only reviews journal articles that
are conducted on the literary works of some celebrated authors. To mention one, Barrows
(2008) studies the views of African temporality in Ayi Kwei Armah’s, The Beautyful Ones
Are Not Yet Born. He claims that, in contrast to Western time’s telos-driven linearity,
African time depicts temporal forms of cyclicality, myth, and ritual. Such culturally
indigenous temporality is presented in African fiction like this one. Africa and Diasporic

Africans reject Western historiography, which views history as a sequential, linear
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unfolding of a sequence of causes and effects, which is “a very notion of historical

transformation as a myth of racist imperialism” (p. 634).

Though the current researcher applies a different theoretical framework, Borrows’s
analysis of temporality in an African novel is an exemplary study. The current researcher
finds a similar approach to the interpretation of cultural temporality. Borrows’s argument
on the Western tradition of linear time goes in line with Ricceur’s theory of Time and
Narrative which the current study is used as a theoretical framework. Ricceur (1980)
asserts, “... both the theory of history and the theory of fictional narratives seem to take it
for granted that whenever there is time, it is always a time laid out chronologically, a linear

time, defined by a succession of instants” (p. 171).

Similarly, for Barrows, the view of time as linear pointing from beginning to end is the
Western orientation that is taken for granted; practically, humans do not experience time
sequentially. This claim is similar to that of Messay (2013) who also states cyclical time is
a form of indigenous temporality. However, Messay has a point of difference, insisting that
the Ethiopian cyclicality is different from the African because it also has a characteristic of
teleological time or future-oriented time like that of the Western. According to Messay
(2013), the cyclical temporality of other Africans is inclined into a goalless process that
has no future, whereas the Ethiopian cyclical time involves a Divine intervention. Messay
puts, “Since humans destroy what they have built, they can never escape, by their efforts,
from the law of cyclicality” unless God stops the directionless repetition of time so that

humans have fixed or eternal time (p. 10).

The other related study conducted on foreign literature is Martinez’s (2013), “The Eternal
Return and Ricoeur’s Theory of Time in Faulkner’s The Sound and the Fury”. In this study,
Martinez asserts that the treatment of time in “The Sound and the Fury” is circular and
recurrent rather than rectilinear and progressive. He uses Ricoeur’s theory to show how
readers move backward and forward in narrative time and how circularity works in
narrative configuration. The study reveals that time, in particular, undergoes a strange

treatment in Faulkner’s novel. In reading, readers are immediately struck by the
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intersection of present events with memories of the past. These shifts present a sense of
reciprocity between narrativity and temporality. Moreover (2013), Martinez shows how
readers move back and forth between the narrative of the present and narratives from the
past as if actual lives are not lived chronologically. He concludes that Faulkner’s novel
disrupts chronology and instead makes it circular, moving back and forth throughout the

narrative, presenting no point of the entrance as there is no sense of beginning and end.

The current research is similar to this study that it applies the same theoretical approach.
However, the study is more specific to the study of narrative techniques that the novel, The
Sound and the Fury disrupts the conventional linear presentation of time, and presents a
circular time. The fictive experience of time which is emphasized in Ricoeur’s theory is
not presented in the analysis. The issue of memory that is a part of experiencing time is not
given a focus. In this regard, Salmose (2014) studies F. Scott Fitzgerald’s The Great
Gatsby. Salmose in his journal article, “Reading Nostalgia Textual Memory in The Great
Gatsby”, explores the use of the reader’s textual memory to create a nostalgic experience
within the text as an enhancement of the novel’s nostalgic themes. He identifies that to
make narrative sense, reading is dependent on remembering what came before the present
sentence the past events of the reading, and assessing this memory in the present reading

situation.

According to Salmose (2014), modernist writers staged their experience of the modern
world through a variety of nostalgic methods. He demonstrates how the text in the textual
experience reflects a nostalgic aesthetic to the reader. As a result, the reader has textual
nostalgia as well as a phenomenological nostalgic experience. Such nostalgic strategies
include varied techniques such as temporal re-ordering of events, the nostalgic use of both
flashbacks and flash-forwards, and the dichotomy between inner time and clock time.
Hence, in this study, the act of remembering becomes a part of the reading experience in a
text. This illustrates how the reader's past textual memory is aroused not just by the change
in style, but also by the repetition of common symbols developed in the first part. In this

regard, the current research is more related to Samose’s study.
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To sum up, the discussion above, attempted to show studies of time in Ethiopian as well as
foreign literature. As far as the current researcher’s knowledge is concerned, most M.A.
and Ph.D. studies of Ethiopian researchers exerted on the structural narratology of Gerard
Genette’s theory. Many Amharic novels have been a subject of investigation for the study
of narrative time, but the perspective of studies was still the same, which lacks a different
approach regarding the study of time in Amharic novels. Therefore, taking the issue of time
in the Amharic novels, the current researcher presumes the narratological and philosophical
approaches to time. Ricoeur’s theory of narrative time conjoins the narratological and
philosophical discussions of time and provides a different model for the study of time in
literary texts. Even though reaches on foreign literary texts have been studied by using

Ricoeur’s theory of narrative time, no study has been conducted on Ethiopian literary texts.

Therefore, in the current study, temporality, memory, and narrative identity are examined
as interlinked aspects to analyze the human experience of time. Memory, as one key aspect
of time, is regarded as “the ability to retain and recover information over the course of
time” (Ruin, 2016, p. 114). On the same note, Neumann, (2005) says that narrative is
successful at establishing a significant relationship between past experiences and the
present. This is the continuity creating potential of memory narrations, in the sense of a
meaningful synthesis of heterogeneous elements. This creates an interplay between
temporality, memory, and identity, by which the element of the past is meaningfully
integrated as a narrative entity and creates a sense of identity, that is, narrative identity.
More importantly, time is “... a category intricately related to our sense of self-awareness

and identity” (Meister & Schernus, 2011, p. XIV).
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Chapter Three: Theoretical Framework

3.1. Introduction: Approaches to the Study of Time in Narrative Theory

Time was first installed at the heart of literary criticism by way of narrative theory and
narratology, which sought to explain the narrative’s irreducibly temporal structure (Martin,
2016). For Richardson (2019), time as a subject of exploration is started by the neoclassical
critics’ fascination with the relationship between a play’s represented story time and the
time of its presentation. The formalists’ dichotomy of story versus discourse established
the way narratology treats the concept of chronology, which connects the study of temporal
levels between story and discourse (Kindt & Miller, 2003; Phelan & Rabinowitz, 2005;
Herman D., 2007; Fludernik, 2010). In line with this, Fludernik (2010) identifies three
perspectives on the relationship between time and narrative. These are the general and
philosophical aspects of temporality (Bergson, Ricoeur), the temporal relationship between
story and discourse levels (Miller, Genette), and the grammatical and morphological

devices or tense markers (Weinrich).

By extending and modifying formalists’ ideas, Gerard Genette’s narratological brought a
fruitful analysis with the systematic distinction of duration, frequency, and order as key
parameters for narratorial control and manipulation of how readers experience time in and
through narratives (Meister & Schernus, 2011). Fludernik (2010) also asserts that the study
of temporality has gained much discussion after the publication of Gerard Genette’s
influential work, Narrative Discourse, 1980. Genette’s analysis of Proust’s In Search of Lost
Time, he subsequently set narrative temporality as a framework. Genette (1980) formulates
that every narrative, be it written, oral, cinematic, or pictorial has dual temporality: “the
time of thing told and the time of the narrative” (p. 33). In this sense, time is presented in
relation to ‘story’ and ‘discourse’. While the story reveals a sequence of events arranged

in time, discourse entails the time in an act of writing and the time in act of reading.

Thus, story time and discourse time (‘zext time’ in Rimmon-Kenan, 2005 term) are two

forms of temporalities manifested in the narrative. As narrative is produced in time, there
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is a time to consume the text, a time needed for “crossing and traversing” i.e. discourse
time (Genette, 1980, p. 34; emphasis original). However, this temporality is metonymically
borrowed from its reading; thus, it is “a pseudo-time” (p. 34; emphasis original), a false
time taking in the displacement of true time. Studying this relationship between the time
implied by the chronological happenings of the story (story time) and the time that reshapes
that story in the telling (pseudo time of the narrative) is the focus of classical or structural

narratologists.

However, the structural analyses of time often overlook the subjective experience of time
of the narrative agents - “narrator, focalizer and actor” (Bal, 1997, p. 20) that serve as
mediators of narrative experiences. Against this backdrop, postmodern narrative analyses
show a preference for textual passages that are hard to date or that go against the separation
of past, present, and future (Herman L. & Vervaeck, 2005), They prefer the chaotic swirl
of time to the domesticated time of structuralist diagrams. Consequently, they reject the
notion of a generally accepted temporal framework — the fabula or story — but assume

instead that any literary text involves dozens of different time frames and scales.

In the structural analysis of narrative order, events are taken for granted as if they naturally
appear in chronological order. In this case, Genette unpretentiously admits that comparing
the temporal order of narrative discourse with the order of the story is not always possible
and useless in novels where “temporal reference is deliberately sabotaged” (1980, p.35).
Herman L. & Vervaeck (2005) point out that texts cannot be approached with this method
all the time. For example, in novels that do not allow the reader to establish their primary
narrative, one can forget about order altogether. Similarly, Currie (2007) argues that
structuring events chronologically as they appear in the text with Genette’s model of
narrative order is problematic. The problem is how do we assign the priorities of events as
primary narrative “A” is first, secondary narrative “B” is second, and so on. According to
Currie (2007), such distinction is made as if there is no narrative, which begins in prolepsis

to be assigned as the “primary narrative”.
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Therefore, as Martin (2016) posits, postmodern novelists highlight the complexity,
contingency, and nonlinearity of time. With such complexity, we, as a reader are tempted
to forget the linear supposition of narrative temporality, taken into even more accelerated
and subjective forms of time. Martin confirms: “These temporal logics tend not to be
reducible to a single human subject; instead, they are expressed only at the level of the
postmodern text as a whole” (p.19). Interpolating playfulness, mixtures of time, hyper-
present, and temporal irony, postmodernism takes time from “a cultural category turns into

a personal category” (Fedosova, 2015, p. 78).

Richardson (2019) distinguishes modernist or realist fictions as “mimetic narratives”, in
which time and place are recognizable extensions of the spatial or temporal parameters of
our world. Whereas, postmodernist or experimental is “antimimetic narratives” that may
fabricate contradictory temporal sequences as time flows differently for different
characters; they may form “temporal loops”, and “challenge rather than conform to these
conventions” (p.22). In this case, time goes unpredictably, displacing lifelike, realistic
connotations and Newton’s fundamental view of space and time. Violating the realistic
temporality, there are six kinds of temporal reconstruction in postmodern texts, as
(Richardson, 2019, pp. 104-112) identifies:

1. Circular (there is no sense of ending or beginning, the story returns to its
beginning);

2. Antinomic (the order of the syuzhet is simply the opposite of the order of the fabula
that time’s arrow is reversed);

3. Hypothetical (hypothetical future events become transformed into an
incontrovertible past. Time and space collapse each other);

4. Contradictory (incompatible and irreconcilable versions of the events are set forth.
For example, the 20™-century character may appear face-to-face with 18" century
one);

5. Multiple (stories have different temporality for different characters);

6. Denarrated (unknowable, self-negating, or inherently indeterminate story times

present in numerous texts).
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Additionally, Richardson (2019) maintains that these temporal constructions are not the
only ones; other temporal features might be identified as the postmodern narrative is
receiving critical attention. In postmodern narrative analysis, stories are no longer viewed
as a reconstruction of the past, because there was no “real” event first and a narrative
repetition afterward. Hence, this will take us to the conclusion that in literary texts, time
and space are just metaphors, which is a rejection of the traditional narratologists’ view as
“real — as if these texts are staged a time, a space, and a world” (Herman L. and Vervak,

2005, p.107).

Furthermore, the study of narrative temporality has been considered with philosophical
approaches of time. Temporality, in the philosophical or phenomenological sense, is
understood as the perspectival, horizontal range the diversity that produces the manifold of
past, present, and future and brings variety to the relationships among them, the forms of
duration that convert presence into a field of difference (Matz, 2011). In this regard, Ricceur
(1984; 1985; 1988), and Carr (1986) are remarkably good examples (Nuning, 2003).
Instead of the structural teleological analysis, they intend to emphasize the
phenomenological assumptions of time (unity of time). This philosophical view of time
emphasizes how mind and time interplay in the subjective experiences of human
temporality, which is very ambiguous to identify their relationship. Considering
phenomenological discussions of temporality, philosophical narratology focuses on the

subjective experiences of human time.

The phenomenological explanation of time in terms of “being”, “existence”,
“consciousness”, “subjectivity”, and “experience” set a basic foundation for a
philosophical application of time in narrative studies (Ricceur, 1984). Ricceur’s
phenomenological approach to narrative temporality is established on the oppositions
between the cosmological and phenomenological views of the time. Inspired by the
seemingly unrelated thesis of Augustine's theory of time in the Confessions, and Aristotle’s
plot in poetics, Ricoeur formulates the theory of Time and Narrative. The understanding

of time in historiography and literary narratology which is related to succeeding events as
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“before” and “after” of things gives us no way of thinking about time as it is experienced

personally.

On the contrary, Augustine’s phenomenological view of time as the “distention of the soul”
does not give us any clue to think about an objective time. Ricoeur presents both the
concept of cosmic time, “... that hermeneutic phenomenology never completely follows
through on and with which it never manages to come to terms” (1988, p. 88), and the notion
of subjective time, which could not be explained in objective terms. Augustine confesses
that time itself had a beginning along with created things, which in turn takes back to the
thesis of cosmological time or universal time (Ricceur, 1984). In this sense, time refers only
to the time of the world, which we cannot measure or think of time outside the space of

this world.

Though Ricceur has consented to Heidegger’s hermeneutic phenomenology that brought to
light the hierarchy of levels of temporalization, he believes that Heidegger’s analysis of
ordinary time lacks credibility. At this point of departure, Ricceur proposes narrative as a
solution to the aporia of phenomenological and cosmological time that remained as a gap
in different discourses. Ricceur calls this narrative solution, “third-time” (1988, p. 100). On
one hand, the third-time lies in the interweaving nature of history and fiction: history takes
the function of “standing-for” historical past while the latter takes the possible past.
Additionally, fiction brings a poetic solution to the two opposing views of time using its
imaginative variations; then, it serves as a “third-time” between phenomenological and
cosmological time. At this point, Ricceur (1985) identifies two types of narrative fiction,
tales of time and tales about time. All fictional narratives show “the structural
transformations that affect the situations characters take time”, which are tales of time,
whereas tales about time are distinctive ones because “... in them, it is the very experience

of time that is at stake in these structural transformations” (Ricoeur 1985, 101).

In the same way, Carr (1986) argues that our knowledge of history and connections to the
“historical past” is constructed based on the historians’ knowledge of the past, objectively

portrayed with warranted claims and evidence of documents, monuments, ruins, etc.
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However, independently of the historians’ interest, we are there in “pre-thematic
awareness” of the historical past, as ordinary persons — “in a naive and prescientific way
the historical past is there for all of us, that figures in our view of things, whether we are
historians or not” (p .3). The social past serves as a background for the individual’s
narrative or a projection of life. In this sense, narratives are an extension and configuration

of everyday experience; thus, literary storytelling arises from life.

Further, Carr (1986) acclaims that our temporal experiences are always already organized,
possessing the structure of narrative or story. Putting simply, we project “our concerns,
prejudices, and interests to the events we gave meaning”, and ““... what stories and histories
represent or depict is not a purely physical event but human experiences, actions, and
sufferings ...” (1986, p. 19-20). Moreover, this time consciousness possesses space
consciousness which implies that we do not encounter things in space, “we live through
them”, so the temporality of my experience of a particular object (event) is like the
spatiality of my perception of a spatial object” (p. 26). Thus, human temporality exhibits a
narrative structure in which the narrator and his/her audience are mediated as everyday

human experiences.

In different to Ricoeur, Currie (2007) claims that time can be a predominant topic that
should be studied in all novels, not an exclusive way of “novels about time”. Additionally,
Currie goes saying, Ricoeur’s narrative temporality “hurtles towards an absurd
complexity” in the description of the objective linearity of clock time and the
phenomenological view of time as embedded presents (p. 32). Affirming this, Currie
believes that fiction has been one of the places in which new experiences of time have been
rehearsed, developed, and expressed. He follows Augustine’s view of time that past and
future are embedded in the present where the present is also continuously vanishing and
considers prolepsis (Genette’s temporal form) as a characteristic of contemporary novels.
For Currie, the structural definition of prolepsis related to the hint of a future event does
not make sense that cannot be marked by a particular tense. In this case, we find ourselves
projecting forward in the act of reading to envisage the future in the decoding of the

narrative present.
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Emphasizing the phenomenon of time that is best understood through a self-reflexive
exploration of intentional acts of human subjectivity; both Car and Currie reject the
objective and chronological notion of time. However, for Ricceur (1984), the pure
phenomenological account of time leads to an aporia, a dead-end of time, between the
subjective and the objective, between the individual and the cosmic, which needs repairing
or healing through a theory of narrative imagination. Put simply, the pure
phenomenological analysis of temporality for fictional narratives remains enigmatic, and
one cannot reach to complete understanding of time. Humans belong to the cosmological
time that life has a beginning, middle, and end as we are born, grow and die. On the other
hand, life has its phenomenological aspect of time through the continuity and coherence of

a person’s life.

Ricceur’s (1984; 1985; 1988) temporal model is quite different in that without rejecting the
cosmological time in the narrative, he recognizes the notion of temporal expansiveness.
Concerning the distinctions of novels, Ricoeur put tales of time referring to transformations
of universal time features that affect narrative structurally, and tales about time are all about
the very experience of time in the narrative. The other departing point of Ricoeur in
addition to the above one is his approach to the plot. He defines plot in relation to time to
comprehend the complexities of narrative temporality: “The plot is a movement ... to know
all the roles - is not yet to know any plot whatsoever” (Ricoeur, 1985, p. 43). Thus, narrative
temporality is only understood after one understands the complete narrative text. The
objective and subjective explanation of time in fiction gives a rise to another issue,
narrative identity which is not considered by other philosophical narratologists such as Carr
(1986) or Currie (2007). The narrative aspect of self and identity are additional concepts

that could be explained along with the human experience of time.

By the same point of departure, Ricoeur’s approach to narrative temporality is also
different from the structural narratology and postmodern narratological approach of time.
Ricoeur sees Genette’s principle of narrative order “beyond the literary technique of
anachrony” (1984, p. 83) where for instance, what structural narratology takes as pseudo-

time of the narrative is a temporal strategy that can be placed in the concept of time as lived
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and lost time. Time in postmodernism is concerned with “narrative disruption, nonlinear
sequencing, and circular temporal organization” (Richardson, 2006, p. 109) which still
emphasizes the non-linear constructions of plot and time, not the experienced time of

characters or narrators.

Fludernik’s (2010) argument that fiction provides the function of “experientiality, which is
inherent in human experience” (p. 59; my emphasis) alludes to Ricoeur’s experience of
time. According to Fludernik, a reader will see a text as a story when it implies; that is,
when it evokes “real” experiences that the reader recognizes, or assumes that he recognizes,
and that enable him to relate to the story. Therefore, Ricoeur’s theory of time and narrative
is considered an appropriate theoretical framework for the current research. The section of
the paper exclusively discusses Ricoeur’s Time and Narrative as a theoretical framework

of the study.
3.2. Ricoeur’s Theory of Time and Narrative

In Time and Narrative, Ricoeur’s fundamental argument is that fiction brings a poetic
resolution to the irreconcilable aspect of cosmological (objective) time and
phenomenological (subjective) time; unlike philosophy, fiction combines both versions of
time. By analyzing the study of literary narrative and the analytic philosophy of history and
their relationship, Ricoeur found out that the problem of representation is the central one
in the academics of historiography and literary narratology. Ricoeur argues that “time
becomes human to the extent that it is articulated through a narrative mode, and narrative
attains its full meaning when it becomes a condition of temporal existence” (1984, p. 52;
original emphasis). Thus, time as narrated and narrative as temporality construe a
meaningful understanding of time and its experience. According to Ricoeur (1984), the
plot plays a circular mediation linking time and narrative through the structure of threefold
mimesis — mimesisy, mimesisz, and mimesiss, the symbolic interactions, and the threefold

structure of time experience that are temporality, historicity, and within-time-ness.
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Ricoeur (1984) defines mimesis: or prefiguration as the pre-narrative structure before the
composition of the plot; it is suggested by our ordinary way of talking about stories that
happen to us. In daily life, humans understand each other through “the semantics of an
action” (1984, p. 54). He argues that human action has structural aspects, which involve
agents (who perform actions), motives (which give rise to main and secondary actions),
goals (which have to be reached), outcomes (expected or unexpected), and circumstances
(which determine the action’s success). Every action has a symbolic meaning that
articulates the experience and that has an inherent temporality because it relates past events
to a present situation and future expectations. It does not have a chronological structure
with a succession of instant and duration; but it already brings a temporal order of what is
first (motives and goals), and what comes afterward (outcomes). These actions quest for
narrative because they are articulated in the language of symbols (signs, rules, and norms),
which provide a meaningful cultural context for interpreting human action. In this sense,
people act, narrate and judge according to the dictates of cultural norms, historical

background, or other cultural symbols.

In addition to its narrative structure and symbolic presence, Ricoeur says, “The
understanding of action goes so far as to recognize in action temporal structures that call
for narration” (1984, p. 59). Reiterating Heidegger, Ricoeur (1991) explains that everyday-
life structures over and against those of temporality ruled by being towards death and of
historicity ruled by repetition, which is called within-time-ness. In this case, humans
establish action at the level of within-time-ness that time is held as ‘in’ which events occur.
Ricoeur asserts that the temporal structure of within-time-ness is a mode of preoccupation
that deploys representation of time in a linear way. It also describes the ‘being - “within”-
time’ experience of “reckon-with time” (1984, p. 62). We measure or calculate time

because we reckon with time, not vice versa.

The existential description of “reckoning with” presents time in a preoccupation of
‘having’ time or ‘don’t have time ‘to’ (do this or that); ‘take time” or ‘lose time’, and so
on. This preoccupation is common to every human; hence, puts time in the public character

of “inter-time”. It can be also expressed through a network of temporal adverbs: ‘then’,
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‘after’, ‘later’, ‘earlier’, ‘since’, ‘until’, ‘so long as, ‘during’, etc., which makes time
datable. Additionally, the time of preoccupation signifies ‘now’ characteristics of within-

2

time-ness, which is “making-present” of saying ‘now’ from ‘“now on ...” of human
decision and “now that ...” of human intervention (Ricoeur, 1991, p. 108). Thus, it is a
time contracted “with respect to awaiting and retaining” (1984, p. 63). This breaks the
linear representation of time and put it in successions of ‘now’. Therefore, within-time-
ness involves features of datability, public time, and lapse of time (Ricoeur, 1988). In this

sense, narrative achieves such a fundamental description of temporality.

Accordingly, actions and agents at the level of memesis: are assembled into a narrative
through emplotment, which is configuration or memesis,. By the logic of emplotment, the
plot creates a causality of these actions out of a meaningless succession through an act of
“grasping together”. It also mediates the parts of the story and the story taken as a whole.
This is explained by taking Aristotle’s concept of mythos or plot, a teleological principle
that drives the story toward an anticipated conclusion. For Ricoeur plot is an intelligible
whole that, “so long as we can discern temporal wholes bringing about a synthesis of the
heterogeneous between circumstances, goals, means, interactions, and intended or
unintended results” (1985, p. 8). At this point, events occurring in separate orders of reality
are grasped as an intelligible whole. This intelligible whole signifies the entire plot, which
is equivalently expressed as “thought”, “point” or “theme”; which in effect views time in
its homogeneity (1984, p. 65). “Thought” in this case is not chronological which finds itself
in the act of retelling those events, from which the story can be seen as a unity that brings

a new perspective.

Then, emplotment combines the dual temporal dimensions, which are episodic and
configurational. By the episodic dimension, the plot draws narrative time in the direction
of the linear representation of time (“then, and then”), constituting open series of events
(“then, and then” a “and so forth”) with irreversible order of time. This implies that
narrative establishes man at the level of within-time-ness that narrative establishes action
‘in” time. The time of the story retains the “reckoning-with” time because it reveals a

thrownness to natural time. When someone storyteller/historian starts to recount everything
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is spread out in time. “The heroes of stories reckon with time. They have or do not have
time for this or that. Their time can be gained or lost”, Ricoeur (1980, p.175) puts it. On
the other hand, the configurational dimension implicates that the story has already been
grasped as “the unity of one temporal whole” (1984, p. 66). At this level, plot imposes a
“sense of an ending” that gives the story a “followability” function, which in turn, furnishes

the point of view from which the story can be perceived as forming a whole (1984, p. 67).

At the same time, “the repetition of a story, governed as a whole by its way of ending,
constitutes an alternative representation of time” or inverted ‘arrow of time” (1984, p. 67).
Then, time experience is brought back from “within-time-ness” to recollection, or from
reckoning-with time to recollecting time. As a result, plot mediates a story by synthesizing
temporal characteristics into a unified whole, and leads the reader along by expectations,
guided by a “sense of an ending”, to a conclusion, or endpoint that provides of perspective
from which the story can be seen as a unity. At this point, Ricoeur applies the term “totum
simul (God’s knowledge of the world)”, an essential concept to the double temporality of
narrative structure (1984, p. 160). Whenever a narrator tells a story in the past tense, events
must be moving toward a conclusion so far unforeseen by its characters and by us as its
audience. In this way, plot establishes human action not only within time but also within

memory.

The final synthesis of Ricoeur’s circular mediation of narrative and time exerts an act of
reading that is called mimesiss or refiguration through which a story comes to life in the
consciousness of those outside its imaginary world and gives the reader “as if” or fictive
perspective. This is what Ricoeur (1984) models the phenomenology of reading and the
theory of reception by Wolfgang Iser, which he describes as “the intersection of the world
of the text and that of the reader” (p. 71). According to Ricoeur, the configuration act is
only completed when the horizon of the text and the reader are fused through the power of
text to project “being-in-the-world”, capable of being inhabited. Ricoeur borrows
Wolfgang Iser’s notion of the implied reader, suggesting an audience projected by the work
itself. This brings the world of the horizon, which is “the other side of the instance of

discourse”, and “new experience to language and shares it with someone else” (1984, p.
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81). Thus, mimesiss affects the integration of the imaginary world to the real by anchoring
the time depicted in a dated “now” and “then” of actual, lived time that, as a result, unfolds

imaginative time.

Additionally, the followability or forward movement, which belongs to what Ricoeur
(1984, p. 56) calls the “syntagmatic order of discourse”, links a movement from event X
to event Y in an irreducibly temporal way as a telos or movement toward a destined or
predetermined end. In line with this, Ricceur (1984) states, “To follow a story, in effect, is
to understand the successive actions, thoughts, and feelings in the story inasmuch as they
present a particular directedness” (p. 150) that makes the concept of “followability” into
more psychological reception. In effect, this creates a sudden change for characters and
readers from imperfect knowledge to recognition or anagnorisis (in Aristotle’s terms),
which makes them have ethical judgments for actions. Actions in the narrative sentence
establish an identity that is subjected to the agent’s motives and goals. Similar to Aristotle’s
anagnorisis, Ricoeur (1984) brought the concept of totum simul, the moment at which the

forward motion of emplotment comes into abrupt collision.

At the level of mimesiss, plot constitutes the temporal character of repetition. In this case,
Ricoeur explains that narrative interpretation constitutes the expression “(as yet) untold
story” imposes itself upon us with a surprising force; which in turn, telling, following, and
understanding stories is simply the “continuation” of these untold stories. Ricoeur calls this
“a hidden affinity between the secret of where the story emerges from and the secret to
which it returns” (1984, p. 76), which is a return to the origin. Thus, time is intertwined
with the linearity of the quest and the circularity of imaginary travel. Through repetition,
plot retrieves past potentials in the form of personal fate and collective destiny. Finally, an
action that is being recollected in stories, entails an identity of the Doer, which is merely a
narrative identity. In line with this, Ricceur (1988) confirms that through the process of

emplotment, narrative mediates the aporia of time prescribed in change and permanence.

Therefore, the act of reading is an indicator of the refiguring of the world of action under

the sign of the plot that joins mimesiss to mimesi, with a circular process. However, Ricoeur
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argues that such circularity is not vicious, rather it is “a healthy circularity” (1984, p. 76).
The narrative text provides a distinctive mode of understanding since it gathers together or
“emplots” episodic events with all their semantic heterogeneity and their temporal aporias
into a story. In such a way, scattered actions and stories became a meaningful whole.
Finally, narrative provides meanings for actions and experiences, which are again subject
to prefiguration. There is no story if our attention is not moved along by a thousand
contingencies” (Ricceur, 1980, p. 174). According to Ricoeur’s phenomenological analysis
of time and narrative, humans only have consistent experiences of time when those
experiences are narratively constructed. Consequently, his analysis of narrative and time
structures provides the circular mediation of narrative and time as a human experience. The

subsequent sections present temporal variations, memory, and narrative identity.

3.2.1. Temporal Variations

Ricceur (1988) posits that theorizing about time is only possible by the virtue of having
experienced time narratively. With this in mind, narrative functions as a mediator for the
irreconcilable aspect of cosmological and phenomenological time in two ways. First, by
the interweaving of history and fiction that form narrated time that mediates the aporia of
phenomenological time. In this context, Ricceur (1988) underlines narrated time ... is a
hybrid time, issuing from the confluence of two perspectives on time - the

phenomenological perspective and that of ordinary time” (p. 122).

Thus, narrated time is a third time between lived time and cosmic time. That is why he
accentuates, ‘... there can be no thought about time without narrated time” (1988, p. 241).
The second mediation is established through the imaginative variations of time brought by
fiction’s inscription of historical or fixed time. Fiction explores resources of
phenomenological time that are not inhabited by cosmological time. As Ricoeur (1988, p.
128) notes, it is “... a treasure trove of imaginative variations applied to the theme of
phenomenological time and its aporias”. By this conjuncture, novels scrutinize the
experience of time beyond the narrative structure and, therefore, operate with the

existential analysis of time.
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3.2.1.1. Narrated Time: Between Lived Time and Cosmic Time

Narrated time, as a third time mediates lived time and cosmic time through three connectors
of objective time that are inscribed to the phenomenological time as a third-time maker.
The first one is calendar time, which Ricoeur regards, as “The time of the calendar is the
first bridge constructed by historical practice between lived time and universal time” (1988,
p. 105). As it synthesis of social and astronomical aspects, calendar time originated from
the mythic representations of rituals, celestial cycles or motions of stars, and biological and
social rhythms; then, it integrates ordinary time, centered upon the lived experience of
active, suffering individuals, into the time of the world. Here, Ricoeur notes that as a
presiding element, mythic time constitutes every calendar, and recalls the idea of “great
time” whose rhythms are broader than that of ordinary actions. As a result, mythic time
functions on conforming to the order of the world and that of ordinary action i.e. between

world time and human time.

In its broader sense, calendar time consists of three features that are common to every
calendar for the computation of chronicle time. The first is a founding event, like the birth
of Christ or of the Buddha, the Hegira, the beginning of the reign of a certain monarch,
etc., used as a “zero point” reference to determine the date of every event. The second
feature is explained with the help of a founding event, time is traversed in two directions
(from past toward present or from present to past), or as a time before and after. Finally,
calendar time can be explained with units of measurement for time, which is determined
by using intervals between the recurrences of cosmic phenomena. For example, a day is
measured between the rise and set of the sun; a month is founded on the interval between
two conjunctions of the moon and the sun; whereas a year is defined by one complete

revolution of the sun and the seasons.

The computation of chronicle time between numbers of years, months, days, hours, etc.
with equal intervals of time gives a sense to the notion of what is called physical time.
Physical time, as a linear continuum of instants “... connected to movement and causality”

(Ricoeur, 1988, 107), is determined by the “before” and “after” of an instant or event. This
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two-dimensional aspect of physical time can be presented along with the phenomenological
notion of threefold “present” experienced in retention and pretension without which “...
we would not be able to make any sense of the idea of a new event that breaks with a
previous era ... (p. 107). Given this point of explanation, chronicle time coordinates
periodic astronomical events with human modes of experience, between individual

subjectivities and physical nature, or physiological time and physical time.

Hence, Ricceur inscribes such notion of physical time to Heidegger’s notion of historicality,
as “stretching-along” in between from one instant to another instant. This describes the
lapse of time fixed between actions or circumstances. Care, as “Being-toward-death”
experiences quasi-present because any remembered instant is a present with its own
retention and pretension. Calendar time, thus, humanizes time by identifying beginnings
and directions, and constituting the triad of past, present, and future: “It cosmologizes lived
time and humanizes cosmic time” (Ricoeur, 1988, p. 109). In this sense, calendar time
constitutes a third time between physical time and phenomenological time. Our own lives
as well as those of the communities to which we belong are part of those events that
calendar time allows us to situate at a variable distance in relation to this axial moment.
Without the constitution of phenomenological time, “the physical definition of time by
itself is incapable of accounting for the psychological conditions for the apprehension of
this time” (Ricoeur, 1988, p. 245) underlines.

The second connector or objective time maker is biological time, the biological basis of
the historical third-time, which is formed by a succession of generations as predecessors,
successors, and contemporaries. The notions of the succession of generations present an
anonymous relationship by instituting “we” that affects every temporal relation between
past (predecessors), present (contemporaries), and future (successors). As a result, it
construes the mediation between mortal time and public time. As Ricceur asserts, the idea
of a generation expresses several brute facts about human biology: birth, aging, and death.
However, expressing this replacement of successive generations in quantitative terms is
not sufficient; for instance, thirty years is the unit of one generation which is expressed in

regular calendar time: days, months, and years.
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More importantly, the notion of successive generations constitutes an intermediary
structure between physical externality and the psychic internality of time. Ricceur (1988,
p. 112-13) states, “We are oriented, as agents and sufferers of actions, toward the
remembered past, the lived present, and the anticipated future of other people's behavior”.
This implies the coexistence of living people with memories of no-longer living people for
not-yet living people where they share, “a community of time”. Here, death is presented as
the replacement of generations, “the euphemism by which we signify that the living takes
the place of the dead” (p. 115). Thus, death and eternity can be maintained as a theme in
this sense of temporality.

The third objective time maker lies in archives, documents, and traces. Ricoeur (1988) calls
trace an “enigmatic instrument” in the refiguration of time (p. 125). It indicates either the
“mark” that one was left by or the “passage” that one was passed by. Hence, Ricoeur says,
“the trace indicates “here” (in space) and “now” (in the present), the past passage of living
beings”, which in turn, orients the hunt, the quest, the search, the inquiry of trace” (p. 123).
Trace also marks the passage of an object or a quest in space through a calendar time or
beyond. Ricoeur appropriates the notion of Heidegger’s analysis of ordinary time in three
ways: first, following trace is one way of “reckoning with” time or bringing datability with
its “now”, “then”, “earlier”, and so on. Next, to follow a trace, is to decipher, in the space
of “stretching-along” of time. This one is a lapse of time stretched between the passage or
trace it left which is reconstituted in terms of successive time. Hence, the connecting trace
and dating allow us to reconsider the relationship between the fundamental time of Care,
the temporality directed toward the future and death, and “ordinary” time, which according

to Ricoeur is the problem left unresolved by Heidegger.

Finally, the trace is visible to everyone, projecting our preoccupation (our hunt, search, or
inquiry) into public time, which makes our private durations commensurate with one
another. In the same manner, a story is incorporated into a community through its audience
that “gathers together”, and became open to the public; hence, creates timelessness.
Accordingly, trace inscribes the features of within-time-ness. Ricceur (1988) states that the

act of following or retracing a trace can only be carried out within the framework of
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historical time that is neither a fragment of stellar time nor simple aggrandizement of the
communal dimensions of the time or personal memory. Thus, “The time of trace”, Ricceur

declares, “is homogeneous with calendar time” (p.122).

With the help of the above objective time indicators (calendar time, biological time, trace),
“... history in some way use fiction to refigure time; on the other hand, fiction use history
for the same ends” (Ricoeur, 1988, p.181). This assumption of narrative temporality
considers both the phenomenological and cosmological conceptions of time. Ricoeur
maintains that narrative through its tools of clocks, calendars, generation successions,
archives, documents, and traces, serves as a bridge to the lived and cosmic time through
the narrative organization of emplotment. Through narrative configuration, separated
events are linked to one another, making temporal flows meaningful. At this point, narrated
time becomes third-time, a bridge set over the breach speculation constantly opens between

phenomenological time and cosmological time.

3.2.1.2. Imaginative Variations of Time: Between World Time and Internal Time

As discussed in the previous section, the third level of mimesis establishes an appropriation
of a text that plays an imaginative variation of time between the world of the text (possible
world of narrators and characters) and the world of a reader (actual or lived time). Fiction,
specifically, refigures time as the reader swing between the fictive time and actual lived
time and creates a third-time with the reverberation effect. As a reader’s sense of time is
refigured by the act of reading, the world of the text being read enters into the world of the
reader, completing the text and taking effect in the world of reality. Ricceur (1988) notes
that the fictive experience of time relates in its way to lived temporality and time perceived
as a dimension of the world. As, “a treasure trove of imaginative variations”, fiction
presents a time of imagination that represents the time of consciousness, which is a third-
time “window” to see the textual world capable of being inhabited (Ricoeur, 1988, p. 128)
states. This brings a mediation for the contrast between the internal consciousness time and

the objective succession of physical time.
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As Ricceur (1988) explains, fiction by its virtue of imaginative power presents a fictive
experience of time. He argues that it precisely can explore and bring to language the divorce
between worldview and their irreconcilable perspectives on time. This fictive experience
is the space between the narrative time of the text and the lived time of the reader. The
temporal relationship is studied by the pursuit of finding the tension between narrated time
and time of narration which is called a “game with time” (Genette, 1980) and “armature of
time” (Ricceur, 1985). As discussed in the earlier section, the action of refiguration or
reading through backward and forward views creates an armature of fictive time and the
reader’s experience. On this aspect, Ricceur considers Muller’s analysis of third-time
reference which is the “time of life” in addition to the distinction between the time of
narrating (Erzéahlzeit) and narrated time (Erzahlte Zeit). The time of life, for Ricoeur

corresponds to the world of the text.

Then, Ricceur (1985) retains Weinrich’s attempt to disassociate verb tenses from time. He
stresses that the disconnection of tense systems from lived experiences and the tenses have
nothing to do with time: “What grammars call the past and the imperfect ... are narrative
tenses, not because a narrative expresses past events, real or fictive, but because these
tenses are oriented toward an attitude of relaxation, of uninvolvement” (p.68). Creating a
sense of ‘as if past’ is one function narrative, in which past tenses like in fairytales, “once
upon a time” calls for detachment and marks an entry into the narrative world. The tenses
of the lived past and the tenses of the narrative are exemplary illustrations of the relations
between mimesisz, and mimesisz. In addition, Ricoeur (1985, p. 68-9) explains that tenses
present “speech perspectives” as fiction redirects our gaze toward features of experience
that it “invents” that is to say, both discovers and creates; finally, it functions as “putting
into relief”, projecting certain contours into the foreground and pushing others into the
background.

In the first, case, the narrative world is a possible world that is capable of deciphering our
condition and its temporality. Fiction makes the transition between the experience that
precedes the text and the experience that follows it. In this sense, the fictive experience of

time is the temporal aspect of this virtual experience of being-in-the-world projected by the
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text, which is “capable of intersecting the ordinary experience of action, and experience
certainly, but a fictive one” (1985, 101). The metaphorical representation of the past as
“having-been” is an imaginative mediation of knowledge through fiction. This mediation
is done at the deep level of repetition, which presents telling, following, or understanding
stories that always imply that it is a “continuation” of ‘yet untold’ stories. Thus, “It opens
up the past again in the direction of coming-towards” (1988, p. 76). Hence, repetition

brings travel towards the origin, which is the psychological and metaphysical dimension.

At this point, Ricoeur presents the model of the heroic quest in Propp’s analysis of
Morphology of Tales, which takes a linear structure following the chains of episodes that
leads the hero from challenge to victory. However, repetition does more than this and
involves existential deepening that reduces the chronological to the logical. Ricoeur (1991)
explains, “Before projecting the hero forward for the sake of the quest, many tales bring
the hero or heroine back into a primordial space and time which is more akin to the realm
of a dream than to the sphere of action” (p. 112). Hence, two qualities of time are
intertwined, which are the circularity of the imaginary travel and the linearity of the quest.
In this sense, the time of the quest brings a new quality of time, which is the metatemporal

mode or timeless one.

Ricoeur (1991) states, “When the expression of our debt to the dead takes on the color of
indignation, of lamentation, or compassion, the reconstruction of the past needs the help of
imagination that can place it ‘right before our eyes’...” (p. 353). The expression of the dead
lies under successive generations that bring mortal time and public time. In this regard,
Ricoeur (1988) explains that Heideggerian repetition serves to be the emblematic
expression of the most deeply concealed figure of discordant concordance, the one that
holds together, in the most improbable manner, mortal time, public time, and world time.
Ricoeur notes that such confronting of time gives us a dynamic of temporality that is only

detected in fiction.

According to Ricouer (1988), the imaginative variations of fiction are not only confined to

illustrating the themes of phenomenology; it uniquely offers, “... the imagination a vast
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field of possibilities of making eternal, all of which share but one common feature, that of
being paired with death”, which is the limit of phenomenology (p. 141). At this point, the
work of imaginative variations opens the field of existentiell modalities capable of
authenticating “Being-towards-death”. Hence, fiction confronts eternity and death at the
same time. The other invention of the imaginative variations of fiction that phenomenology
left unsaid, is it constitutes the unity of the temporal flux through coincidence. This unity
of temporal flux is achieved by the constitution of the Husserlian theme of temporal

networks of retentions and protentions.

Additionally, the fictive experience involves the category of narrative voice as it is the
temporal and spatial planes. Ricoeur (1985) asserts, “The notion of fictive experience of
time ... cannot do without [the] concepts of point of view and narrative voice” (p. 88). For
Ricoeur, “Point of view designates in a third or first-person narrative the orientation of the
narrator's attitude toward the characters and the characters' attitudes toward one another”
(p. 93). Here, special and temporal perspectives are taken as expressions of point of view.
Usually, narrative theory conceives a point of view with perceptual perspectives, implying
position, angle of aperture, and depth of field, for instance, the study of focalization
(Genette, 1980). However, in the context of Ricoeur’s analysis, the point of view involves

multiple temporal perspectives.

Similarly, Ricoeur (1985) accentuates voice, as it is important for temporal connotations.
For Ricoeur narrative voice is attributed to the instance of discourse or narrative utterance,
which is not signified by verb tenses like Genette’s application of voice to determine the
time of the narrating (when the narrator speaks). He argues that narrative voice has a
function beyond tense structure or language variety that further explains the fictive
experience of time. Every voice is a preterite to the story it tells. Thus, the preterite tense
preserves its grammatical form and its privilege because a reader understands the present
of the narration as posterior to the narrated story. Therefore, a reader is far distant in time
from the time of the narrator. In this case, the narration acquires two voices: the hero who
moves linearly towards uncertain consequences and outcomes, and the narrator, who is

telling what was being experienced and knows events, agents, consequences, and outcomes
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ahead. The flow of time with coincidence constitutes an interplay between the perspective
of the hero, who advances toward his or her uncertain future through the apprenticeship to
signs, and that of the narrator, who forgets nothing and anticipates the overall meaning of

the adventure.

Correspondingly, “Characters unfold their own time in the fiction, a time that includes a
past, present, and future ... even quasi-presents ... as they shift their temporal axis in the
course of the fiction” (Ricoeur, 1985, p. 98). Stepping with narrators and characters in
whose company we move inside the world of the text, we as readers think and act in terms
wholly familiar to us in ordinary life. By this conjecture, point of view and voice are
detrimental factors to explore fictive experience, perspective, and actions of fictional
narrative. Therefore, Ricoeur (1985) understands that point of view and voice are so
inseparable and indistinguishable. He insists that it is a matter of a single function
considered from the perspective of two different questions; that is “From where do we
perceive what is shown to us by the fact of being narrated?”” and “Who is speaking here?”
(p-99). While the point of view invites readers to direct their gaze in the same direction as
the author or character, the narrative voice presents the world of the text to the reader.

Furthermore, fiction is not restricted to its exploration of the imaginative variations of time.
As it follows a trace of “being-towards-death”, fiction presents the limit-experiences that
mark the boundaries of time and eternity. By remythicing time, it marks the borderline
between fable and myth, “effacing of measurements makes a non-measurable time border
on an incommensurable time” (Ricoeur, 1988, p. 137-38). This provides the elevation of
time to the level of a distinct content of experience. In this case, time is exalted and
personified. Myth and fable make the faces of time visible, providing people’s reactions,
and conception. For instance, in the fables, “Destructive time” and “Time, the artist” make
faces of time, one “moves hastily”, and the other “works very slowly”. In this case, internal
time is free from chronology and collides with cosmic time. According to Ricoeur (1988),
these are the imaginative variations of time presented by fiction, which phenomenology is

silent on.
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3.2.2. Memory

Narratology specifically uses the term ‘remembering’ when referring to the concept of
memory in narrative (Errl, 2009, p. 216). According to Dowling (2011), remembering has
two different concepts in Greek — mnéme, which is simple memory that rises
spontaneously, and anamnesis, which is an effort to remember something. Hence, the
feeling of longing associated with remembering and the actual effort to retrieve the past
are descriptions of memory. In line with this, the Amharic version of remembering termed
as, ‘tizta’ gives a specific conception of the feeling of longing. As Dagmawi (2009) defines
it, tizta is nostalgia or memory of loss and longing that in turn evokes melancholy or an
expression of loss. Furthermore, Maaza (2011) presents tizta as a “poetic expression” of
storytelling as it recollects events and actions in the past, which is the experience of being
in the past (p. 854). At this point, tizta can be interpreted along with Ricoeur’s interpretation
that further explicates human experience in quest of lost time.

In Time and Narrative, Ricoeur’s approach to plot, as a significant whole translates into
one “thought”, the theme or overall meaning of the text as an “organized whole”, or an “act
of grasping together” constitutes the viable definition for narrative construction as an act
of remembering. According to Ricceur (1985), narratology excludes the experience of time
in the study of remembrance in relation to “involuntary memory” “because the inquiry
concerning time has been until this point artificially contained within the limits of the
relation between the stated narrative and the diegesis” (p. 85). In this respect, great
importance is given to the narrative voice which is distinguished as the hero's voice and
that of the narrator who establishes experience in the quest toward the future and visitation

toward a remembered past.

Recently, postclassical narratology studies the issue of memory in the narrative as a literary
representation of the past which is how literary works depict an individual’s or group’s
view of the past which is configured based on culturally given discourse (Neumann, 2005;
Errl, 2009). However, in both cases, what is called past or memory is pulled out as that

occupies a physical space or separate entity. In the phenomenological perspective, memory
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IS an activity of consciousness configured through a temporal unity of retention (past),
perception (present), and anticipation (future) (Ricoeur, 1984). Hence, memory is an

experience that only expresses a perceptual field of the past, not a complete or isolated one.

As presented in the previous section, repetition is a temporal structure that the plot
establishes human actions “from ‘reckoning with’ time to ‘recollecting’ it” at the level of
mimesis, (Ricoeur, 1984, p. 67). For Ricoeur, memory is an important aspect because it
helps to recover other events by repetition. In parallel to his discussion about history as a
narrative that “stands for” or “having been there”, Ricoeur finds an appropriation for fiction
as an “as if”” aspect of imagined or possible past. Memory recollects events stretching time
story from beginning to end (Ricoeur, 1980, p.179). Memory then repeats past human
actions in the present. It repeats events over time so that some narratives establish human

actions at the level of historicality, and establish quasi-present.

To explain quasi-present, Ricoeur (1988) retains Husserl’s concepts of retentions and
protentions coincidences, by which a living present excretes the recent past and creates
memories that are continually issuing from the living present. In this case, narration opens
up the past again in the direction of coming towards, making-present at the level of
historicality. Commonly, one may feel that there is a pastime left behind. In this sense, “...
memory has a fixed place in the unitary flow of time, along with the increasing fading away
of these contents resulting from their falling back into an ever more distant and hazy past”
(Ricoeur, 1988, p.253). For this statement, Ricoeur presents a substitutive expression, “to
happen in time” (borrowed from Kant). However, this expression only infers the fixed
temporal position of an experienced object and its distance between the living-present
creates a problem of totality and uniformity of time despite the temporal positions.

Therefore, the problem of the totality of time has a resolution through a literary category
of narrative voice, which ... can place itself at any point of time, which becomes for it a
quasi-present, and, from this observation point, it can apprehend as a quasi-past the future
of our present” (Ricoeur, 1988, p. 260). In this sense, memory is a narrative past, which is

the past of the narrative voice, assigned to a quasi-present. In a similar account, tizta as a
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“poetic expression”, signifies the power of art and literature to adapt to its time, to mold
itself out of one moment and insert itself into another, changing each as it goes along”
(Maaza, 2011, p. 854). Despite the temporal and spatial dislocation, it establishes the
experience of a subject into quasi-present. Additionally, tizta can be considered a
perceptual field, in which a subject is determined to be in the visitation of time. In this case,
memory is the temporal flux, connecting the temporal levels (past, present, and future), and

can be considered as one way of storytelling.

As Ricoeur (1985) notes, narrative voices involve the experiences of the hero and the
narrator that are in quest and visitation of time. The hero “tells his worldly, amorous,
sensuous, aesthetic adventures as they occur”, and utterances marches toward the future,
“even when the hero is reminiscing; hence, it takes the form of the “future in the past” (p.
134). Through memory, the hero places himself or herself back into the stream of a search
that advances, and in order to preserve the event-like character of the visitation. Being in
the present, characters in their imagination may transport to the recent past, retained within
the present, and to the imminent future. At the same time, the narrator, incorporating the
reminiscences of the hero, is caught up in the course of a search that moves forward, giving
the narrative the form of a “future in the past”. Again, the narrator gives meaning to the
experience recounted by the hero. Ricceur sees the voice of the narrator is ahead of the

hero’s progress.

In this regard, Ricoeur (1988) explains, “narrator performs an authentic repetition when he
relates the Quest constituted by the apprenticeship to signs to the Visitation prefigured in
moments of happiness and culminating” (p. 134-5). Thus, as a mediation of art, repetition
takes full signification for the expression of the distance traversed; hence, “Time lost is
equated with time regained” (p. 135). In this process, memory and recollection play an
important role. Memory, the ability, (or lack of it) to recall and reflect is important in the

development of characters and characterization in texts.

Readers are also to remember to put together the underlying story of the narrative as well

as understand the meaning of the configuration because the strategy of judgment, which
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“grasps together” once again, brought back from within-time-ness to repetition. Reading
does not merely flow forward, but the recalled segments also have a retroactive effect, with
the present transforming the past. This creates textual memory as readers traverse through
the physical space of the text. As Ricoeur (1991) states, “By reading the end at the
beginning and the beginning, in the end, we learn also to read time itself backward, as the
recapitulation of the initial conditions of a course of action in its terminal consequences”

(p. 110).

Therefore, memory repeats the course of events according to an order, which is the
counterpart of time as stretching-along between a beginning and an end. In this case,
Ricoeur (1988) presents that the play of retentions and protentions functions in the text
only if it is taken in hand by readers who welcome it into the play of their expectations.
Ricoeur (1988) further explains:

[reading] consists in traveling the length of the text, allowing all the modifications performed to
“sink” into memory, while compacting them, and in opening ourselves up to new expectations
entailing new modifications. This process alone makes the text a work. So this work may be said to

result from the inter- action between the text and the reader. (p. 168).

3.2.3. Narrative ldentity

Ricoeur asserts that time becomes meaningful when it is narrated, and so does life. Yet the
gain, fiction, by its power of imaginative variations, constitutes unavoidable mediation
between self and world (Ricceur, 1988; 2003). At this point, it is a “plot that looks for the
mediation between permanence and change” (2003, 195). Narrative allows humans to
assume the structure and configuration of their lives through plot and temporality, in which
life is often chaotic (Ricceur, 1984; Goodson & Gill, 2011). Similarly, Fludernik (2009)
posits that fictional narratives create worlds in which human beings exist and interact
within life-worlds that are almost completely the same as the real world. Thus, there is an
important connection between life as lived and life as told in narratives. In this sense,
fiction with its ‘as if” dimension, put the temporal structure of repetition to its highest form,

which is, as Ricouer (1991) states “... the equivalent of what Heidegger called Fate -
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individual Fate - or destiny - communal destiny” (p. 114). Ricceur (1984) explains about

narrative identity begins with language reference, saying that:

Language is for itself the order of the Same. The world is it's Other. The attestation of this otherness
arises from language's reflexivity with regard to itself, whereby it knows itself as being in being in
order to bear on being. (p. 78).

In the same way, fiction projects to “being-in-the-world”. Ricoeur (1991) explains,
“Characters on stage or in a novel are beings similar to us—acting, suffering, thinking and
dying” (p. 196). Thus, the imaginative variations in the literary field have as their horizon

the inescapable terrestrial condition.

Therefore, the question of identity finds a stake in narrative where it forms an identity that
escapes from the dilemma of sameness and self-hood identity. Ricoeur (1988) says, the
dilemma “... rests on a temporal structure that conforms to the model of dynamic identity
arising from the poetic composition of a narrative text” (p. 246). This identity is called
narrative identity, which is found in the plot that creates the character’s identity. At this
point, identity is understood through an allegiance of a person as a material object (what)
and a person as an agent of his or her actions (who). For Ricoeur (1988), identity is not
only related to the answers we intend to give with certain proper names for the questions
of “Who did this?” or “Who is the agent, the author?”. It has also a justification for taking
the subject of action as the same throughout a life that stretches from birth to death. Talking
about the subject of the action, we name someone with a proper noun whose life stretches
from birth to death. Hence, to answer the question “who?” is to tell a story of a life, the

action of the “who” must be narrative identity.

According to Ricoeur (1988), the problem of personal identity would be condemned to an
antinomy with no solution. The problem posited on the dilemma, which is either a subject
identical to itself through the diversity of its different states; or, a subject that is nothing
more than a substantial illusion, whose elimination merely brings to light a pure manifold
of cognitions, emaotions, and volitions. Ricceur proposes that this dilemma disappears when

identity is understood in the sense of being the same (idem-identity) and in the sense of
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oneself as self-same (ipse-identity). Ricoeur argues that unlike the abstract identity of the
Same, narrative identity is constitute self-constituency that includes change and mutability

within the cohesion of one lifetime.

As Ricoeur (1988) presents, the same is the identity of “what” that constitutes different
criteria. First, sameness, in a numerical sense can be understood as uniqueness and extreme
resemblance. For uniqueness, “...its contrary is plurality—not one, but two, or more” (p.
189). It suggests identification and reidentification of the same. In the latter case, the
extreme resemblance is put in contrary to different. In the second criterion, Ricceur puts
sameness as an identity the same over time “... the uninterrupted continuity in the
development of a being between the first and last stage of its evolution” (p, 190). We say
a man is a man from birth to death, and the same thing goes for other things too. Contrary
to this, discontinuity is there with a sense that shows change through time. The third

criterion of sameness is permanence in time is identified in its contrary to diversity.

Concerning the self-same, Ricceur gives more emphasis to it to theorize narrative identity.
Selfhood, which goes with Heidegger’s concept of Dasein (“being there” as Ricceur
associates), presents the conscious existence of human beings. It is only for Dasein that
being itself is an issue not for other things (a tree or a rock); that is how human beings ask
a question of their existence. The question of who is distinct from the question of what;
first, it assigns agents to the action through ascription of the grammatical person (I, you,
he/she), pronouns (my, mine; you, yours; his, hers, etc.) and adverbs of time and place
(now, here, etc.). Then, through the act of imputation, it takes on explicitly moral
significance (excuse or acquittal, blame or praise). Thus, the question of “who” is asked in
the field of action so that the ““self” constitutes a response or range of responses, and the
self recognizes itself through the identification of certain given norms and ideals. Ricoeur
(2003) explains:

The break between self (ipse) and same (idem) ultimately expresses that more fundamental break
between Dasein and ready-to-hand/present-at-hand. Only Dasein is mine, and more generally self.
Things, all given and manipulable, can be said to be the same, in the sense of sameness-identity.
(pp. 191-92).
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In this case, selfhood intersects with sameness at permanence in time. Ricceur (2003)
describes selfhood as self-constituency, “pursuing ascriptions to be a character defined by
a certain constancy of its dispositions, or pursuing imputation one sees it in the kind of
fidelity to the self which is expressed in the form of keeping one’s promises” (p. 192).
While a character can be marked by genetic identification, habits, traits, or other physical
attributes, the self-constituency who keeps one’s promise commits to remaining self-same.
Ipseity or self-constituency brings to the processes by which the permanence of character
iIs instituted an inner, first-person self-referential activity in which one takes one’s attributes
as one’s own SO that carries those attributes forward in time, constituting the continuity
(permanence in time) of who one is. Then, self-constituency within a structure of values
and beliefs provides ethical judgment. At this point, Ricoeur (2003) stresses that
“Imaginative variations of narrative fictions bear on the variable connection between

selfhood and sameness ...” (p. 197).

Therefore, narrative identity involves self-constancy, which can be refigured by all the
truthful or fictive stories that a subject tells about himself or herself. In this sense, narrative
identity presents lived time where Dasein or being is thrown between birth and death.
Subjects and agents of those actions determine what subjects as narrator, character, or
reader do or act accordingly in the story. Further, Ricoeur (1988) explains that the
connection confirms the self of self-knowledge, which is described as “the fruit of an
examined life” (p. 247). In this sense, narrative identity refers to both the self-constituency
of individual subjects and the self-constituency of a community. Thus, narrative identity
goes beyond the identity of characters in the story, it also includes what story a person tells

about his or her life, or what story others tell about it.

As a result, narrative identity can be applied to both individual and community levels.
Ricceur draws this proposition of narrative identity from two examples: one is individual
subjectivity, and the other is the history of cultures and mentalities. The first one is similar
to Freud’s psychoanalytic work of “narrative cure” in that through narrative, the scattered
pieces of stories will become coherent and acceptable so that the subject can recognize his

or her self-constancy. Ricceur (1988) stresses, “Subjects recognize themselves in the stories
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they tell about themselves” (p. 247). The second example explains how narratives shape or
reshape the communal or national identity. In this case, Ricceur takes Biblical Israel as an
example that is so overwhelmingly impassioned by the narratives it has told about itself.
He argues that the narratives in the Bible about Isreal (the Exodus to Canaan, the Davidic
monarchy, the exile, and return) are taken to be a testimony of the founding events of its
history and that biblical Israel became the historical community that bears this name. Thus,
Jewish people drew their identity from the reception of those texts it produced, which has

a circular relation.

The notion of circularity reinstates the threefold mimesis structure of the narrative, which
is the circular relationship between the narrative activity of what we may call a character
(individual or people), and the narratives that both express and shape this character. Put
simply, “Narrative identity is the poetic resolution of the hermeneutic circle” (Ricoeur,
1988, p. 248). This interpretation of narrative identity goes in line with the refiguration of
narrative, in which the narrator implicitly or explicitly induces a new evaluation of the
world and the reader as well. In the discussion of the third mimesis in his first volume,
Time and Narrative, Ricceur (1984) says, more than just the sense of the work, the reader
receives “the world and the temporality it unfolds in the face of this experience” (p. 79).
Here, he acclaims that narrative belongs to the ethical field of “the reader, now an agent,
an initiator of action, to choose among the multiple proposals of ethical justice brought
forth by reading” (Ricoeur, 1988, p. 249).

Affirming Ricceur’s notion of narrative identity, Venema (2000) explains that narratives
construct worlds of possibility where agents are subjected to change and subject others to
change in search of their identity. Narratively, “emplotment” makes meaning out of
discordant and desperate everyday happenings (Ricceur, 1984). Then, the narrative
refiguration establishes a narrative identity in which that textual world is made real through
the reader. To search for one's identity is to accept responsibility for one’s own past to
one’s present “space of experience” and “horizon of expectation” for the future. Therefore,
narrative and experience are linked by the power of the mimetic activity of narrative, which

moves from prefiguration through configuration to the refiguration of experience.
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Coming across those three volumes of theoretical discussions, Ricceur reveals his final
thesis after the third volume of Time and Narrative. Hence, narrative identity became a
poetic resolution to the problem of narrative and experience. This narrative identity is an
experience, which is defined by narrative refiguration (third mimetic relation), and it is a
fruit of narrative activity. Narrative refiguration requires an act of productive imagination
that interactively constructs the meaning of the text. In this sense, narrative identity bridges
a gap between the fictive world of the text and the real world of the reader. In Ricceur‘s
words, “... the act of reading leads us to ... the practice of narrative lies in a thought
experiment by means of which we try to inhabit worlds foreign to us” (1988, p. 249).

Ricceur stresses that narrative identity is not stable and seamless because the imaginative
variations of fiction constantly destabilize an identity. It is due to the plot’s preference that
identity is plural and unstable in the refiguration of time: “Just as it is possible to compose
several plots on the subject of the same incidents, so it is always possible to weave different,
even opposed, plots about our lives” (Ricceur, 1988, p. 248). If not by plot, narrative
identity remains a singular identity of characters or people in a story or history. For Ricceur,
the narrative serves humans not only to mark the passage of time but also to find meaning
and truth in that passage of time. As a temporal being, human stretches from birth to death,
hence, life is concordant that remain the same for everyone, having a natural course of
being born and dying. On the other hand, an individual’s experience of life is discordant,
for which, it is full of random acts and everyday happenings. This is why that time is taken

as one important function for identity and experience (Kumorek, 2021).
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Chapter Four: Temporality, Memory and Narrative Identity in
Afa

This chapter presents the analysis and interpretation of the novel Afa. It mainly explores
how time becomes fully understood when it is reconfigured through fiction. Ricceur (1984)
notes, “... between the activity of narrating a story and the temporal character of human
experience there exists a correlation that is not merely accidental but that presents a
transcultural form of necessity” (p. 52). Therefore, features of temporal experience in Afa
are explored. Additionally, the analysis explores the concepts of memory and narrative

identity as aspects of time and narrative.
4.1. Synopsis of Afa

This novel contains 253 pages including extra explanations about the novel by the writer,
and it is organized into three main chapters with footnotes, which also add branch stories
to the main plot. In the first chapter of the novel, mélkéa mélke 1 (effigy 1), a third-person
(non-participant) narrator introduces the names of the main characters, and objectively
describes their physical appearances and psychological attributes, identifying their unique
features. The second qélélbos (grappling) and third, malkéa malké2 (effigy 2) chapters
involve multiple voices of narrators - first-person narrators (by Gersamot, pp. 23-52 and
Ramisu, 144-205) and third-person narrator (pp. 53-143 and 206-250) - who turn by turn
present about events and actions of the same sphere. On the other hand, the footnotes bring
an alternative view of the story and introduce new characters and events with another

dimension of time and place.

The main storyline established its plot with five young protagonist characters named
Gersamot, Geleta, Zerihun, Bokafa, and Ramisu who are intimate friends residing in one
part of Addis Ababa, Tabot Madaria. The story is told between the time span of a teenage
girl who turned fifteen years recently and follows ten years lapses later revealed by Ramisu
as he turned twenty-five years old. On the other hand, the story within the footnote has

forty years span of time, which is identified through the story of Gersamot’s mother. Since
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there is no time indicated in calendar years, the time span of the story is revealed through
the biological time of the characters. Gersamot is placed at the center of the story where
other protagonist characters (Geleta, Zerihun, and Ramisu) established imaginary
connections with a secret desire they have for her. In the narrative instance, Gersamot is in
her early sixteenth. She used to have a common physical attraction, what one may call a
good-looking one. However, a sudden incident that happened to her lips changed her
appearance and the way other people look at her. Specifically, those young boys began to
have a desire for her. However, their desire is a secret that they do not reveal to each other.
They struggle to acquire Gersamot in their way. Gersamot, by her side, wanted to be dated
by one of them but ended up unsuccessful.

Later, as the youths start to have their work career, their friendship started diminishing.
They do not meet frequently as they used to do. They are dispersed in different places. One
day, Geleta coincidently met Gersamot while she going home. He was madly affectionate
of Gersamote because of her beautiful lips. After a month of that moment, Gersamot heard
that Geleta went out of Ethiopia. She felt depressed. She did not know his whereabouts and
never heard of him after that. Some other years passed. Gersamot who used to be a high
school student is now about to join university. Bakafa started a job at a bank. Ramisu who

used to establish his newspaper is now jobless and became a daily drunkard.

One morning, Gersamot met Ramisu on the way back to his home after spending the night
drinking. Gersamot told him she is going to Adama University and she gave him her
number. Ramisu invited her to a party, which is going to be on a week after the day. After
a week, when Gersamot was preparing for the party, her father prevented her. On this same
day, she was sitting at her friend’s flower shop, feeling bored because the dating
appointment with Ramisu was unsuccessful. At this moment, Zerihun was passing by and
he saw Gersamot sitting in front of the road. As he wanted to date her, he went to the place
she was sitting. On this coincidence, Bakafa was going to the flower shop to buy a flower
for his friend’s wedding ceremony. He saw Gersamot sitting with Zerihun. Bakafa greeted
Gersamot after Zerihun departed her. Then, he took Gersamot with him into the car and

spent some moments chatting and flirting with her. He told her that he is leaving for Kenya
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the day after tomorrow and will meet her when he came back after fifteen days. But,

Gersamot did not meet him because Bakafa was ill. Gersamot felt loss and depression.

After some months, an unexpected incident happened to Gersamot that her lips lost their
former beautiful form, which was a center of attention for those youths. The beauty of her
lips was lost after she had a bracelet for her tooth. Consequently, those who used to admire
her lost their interest in Gersamot. She met Bokafa and Ramisu, but their strong desire
vanishes when they noticed Gersamot is not who she was before. Finally, the youths who
used to love and admire her, quit questing for love, lose interest in living, and feel hopeless.
Geleta who was missed in the middle of the story found dead in Durban by a police officer
named Delani who later mysteriously got a dimple on his left cheek that was Geleta’s
unique feature. And, Gersamot’s mother finally found her mother who had abandoned her
forty years ago while her father (Kolasie) disappeared mysteriously from the family and

was found to be nowhere.
4.2. Temporal Variations in Afa

One of the main arguments of Ricceur against the earlier narratologists is that measuring
the temporal relation of story time and narrative time will leave us with the problem of
measuring subjective experience time by characters and narrators. Given that, there is a
narrated or lived time shared by all the characters or narrators in the text, these characters
can also experience time subjectively. As a narrative way of telling temporality, calendar
time (clock time, chronicle time, and physical time), biological time (mortal time, public
time), and traces (time of quest) are tools of narrated time linking internal to external time
flows and producing text-based intersubjective temporality. Hence, this section of the study
presents an analysis of narrated time as a third-time connector between lived time and
cosmological time, which in turn narration provides the imaginative variations of time or
fictive time such as linear time and traversed time, metatemporal time, ordinary time, and

public time, and other forms of internal time discussed under the subsequent sections.



54

4.2.1. Traversed Time and Linear Time

As Ricoeur (1984) insists, every narrative structure encompasses dual temporality. The
first one is the chronological (telos) dimension that moves forward linearly with the plot;
the other one is the achronological (totum simul), a dimension that traverses time back and
forth bi-directionally. Chronologically, the story invites characters and readers to move
forward in a world of certain motives, goals, and desires, but with uncertain consequences
and outcomes. This makes characters experience time in the temporal structure of with-in-
time-ness. Conversely, the story already exists where the narrator already knows events,
agents, motives, and outcomes and gazes from the totum simul perspective. In this case,
time is subjected to be in the recollection where actions are viewed and interpreted from a
different spatial and temporal dimension. At this point, the convergence in these two
aspects of time brings a fictive experience of time. This kind of experience permits the
reader to grasp their immersion in the story as having been an interlude within the mortal

time of their existence.

In Af>, the first chapter of the story opens the narration with a preterite narrative voice who
stands as an observer for the ongoing narrative. This voice, first presents a summary of the
physical appearance and psychological traits of each protagonist, gazing from a totum simul
or divine perspective. As “being-toward-death”, these characters stretch-along between
beginning and end. By giving a separate space for each protagonist, the narrator introduces
their lived time. The narrator recounts an experience in a world of “having-been” there.
This represents a cosmic or eternal time that is always there. The characters’ actions and
circumstances are subject of recollection, which at the same time unfolds a story to come,
inviting toward the end linearly while the narrator moves forward and backward, to tell us

about their identity from the anticipation of remembered past.

The narration is presented with the temporal and spatial mark of ‘then’ and ‘now’, and
‘there’ and ‘here’, presenting who they were before and what they become now. This part
of the narrative contains an introduction of the story which is to be unfolded later. More

importantly, it gathers the scattered plots of different events together and recollects
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temporalities so that the reader expects the time, which is already known but remains
untold. The time of the narrating is so fast that the narrator projects the whole story in a
glimpse. 1t is just like flashing into the world of the story where a reader can see the
temporal dimension of the story and the characters’ horizons. Such speedy narration
abridges the temporality of the narrator, characters, story, and reader, which in turn
refigures the unity of time. Thus, the narrator can be located in the living present

or the imminent future of the characters to tell about the past.

At the level of within-time-ness, the story unfolds toward the unknown or end, inviting
characters and the reader to move forward into a world of desires and actions with unknown
outcomes or consequences. Thus, the characters who are the agents of action within the
story, move linearly toward an uncertain future, which is already a past for the voice who
is positioned from an unknown temporal distance. Here is a statement by the narrator that

presents the first protagonist, Gersamot:

N@O7LF AMMN AFAS Adh PCN LN &40 COT MET ANINGT9°::

Ah PCN AWM £L0 Ad ALA9° 6L INC:... hWHCHET AT ANT NG
ATMENNCT OALES ALSE: AUT AUT W914AT 072A APF7hahNTF Ahé-0Ta-
TANT::

[Gersamot] was not a girl who would get the attention of men when she passed them until recently.

Previously, she hadn't been interested in her mouth. She once believed that her lips were a gift from
God, her parents, and her fans. Now that she understands how beautiful her lips have become, she
starts to feel proud of them. (pp. 7-8).

In the above excerpt, the narrator provides a span of time for the story, which is between
events of the past, “until recently” and the present of the utterance, “nowadays”. The
narration is presented in a preterite form of narrative. However, the preterite narrative does
not only imply the grammar form or the time of the narrator. As Ricceur announces, the
preterite is a basic form of narration that signify an entry to the narrated world which
“redirects our gaze toward features of experience that it ... both discovers and creates”
(1985, p. 76). In this sense, the reader is posterior to the narrated world. When the narrator
opens the narrated story, which is already there as a real world, the reader gazes into the
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experience of being-in-the-world proposed by the text. For the narrator, actions, events,

and motives are the subject of narrative repetition, and time is traversed.

Similarly, as a character, Gersamot with her expectation and ambition pushed forward in
time, which dictates a linear perspective. She is thrown into such circumstances where she
has no control. The expressions like “until recently” and “nowadays” are datability features
of within-time-ness, which is also a calendar time. On the other hand, the expression evokes
a lapse of time that marks the time between ‘then’ and ‘now’ that shows the physical time
of Gersamot. Ricceur (1988) confirms that physical time can be configured from two
directions. One reversely moves backward from a point; the other comes from a point
forward. However, the two-dimensional aspect of physical time is explicable only in the
narrative utterance. As Ricceur presents, the physical time that time is defined by the axis
of event, traversing time from the past toward the present and from the present toward the
past. As a result, physical time calls for private time distinct for Gersamot creates her lapse

of time, stretching-along between “then” and “now”.

Similar to Gersamot, the narrator presents other protagonists who are already thrown to a

circumstance they do not control. To quote an extract:

NAa7en T 06 ANATT A0LAL MNLA: ALE (AT T N6 oofLC NEI°¢9° M1
19 A°A9° SF@-:: hAETrE €9°C F0FTF ATIPT hCaPMamm- Noom (4477 PAD-7
ANSS oo T N974-9° £9°0- £LI°F INC::

To study woodworking, [Geleta] enrolls in a polytechnic College. His fingers are still gentle despite
the strength of his hands. He has always participated in the epiphany celebration by singing a hymn
since he was a small boy. With his seductive voice, he used to astound everyone, including the
angels. (p. 13).

As the excerpt above indicates, the act of narration involves retention of past events while
at the same time recollecting forward what is being expected ahead. In this case, a reader
encountered with characters’ past and future. The time lived by Gelta is identified. The
other protagonist character, Ramisu is presented in the same way: “0&0F h.Ae hS.0
AN RLACAA SHmrt 89146A: . aoANTE VTS RLE APA WT5TE
PAGAG PN4S AET ZANG@ D47 hEILLY TEE LA-T INC: (“[Ramisu] is

studying journalism at Addis Abeba University. ... In the elementary level, his classmates
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and friends used to make fun of him for being left-hand.”) (pp.15-17). In this way, the
narration abridges the characters’ past (their childhood) and present (their youthful status
in the narrated present).

As a result, these characters are stretching-along in the time lapse between their boyhood
and youthful status. They are brought into the story, having the same lived time shared as
public time. However, the characters have also private time, being constituted with their
own experience of actions established in stretching-along of time that describes an
experience fixed between actions or circumstances, which in turn, presents a psychological
time. In this sense, an act of narration forms a temporal function of making-present, which
is a ‘now’ characteristic of within-time-ness. Hence, by identifying beginnings and
directions, and constituting the triad of past, present, and future, narrated time serves as a
third-time between physical time and phenomenological time. Then, mind and time are
inseparable. In this sense, as Ricoeur states, one would not be able to make any sense of
the idea of a new event that breaks with a previous era if we did not take the
phenomenological consideration of physical time. It is because the physical definition of
time by itself is incapable of accounting for the psychological conditions for the

apprehension of this time.

As the story of the novel progresses ahead, a narrator who knows everything leaves the
narration for a first-person narrator. For instance, quoted previously, an omniscient
narrator: ““... She used to think that her lips did not belong to her; rather, God, her parents,
and lovers gave them to her. Nowadays, [Gersamot] begins to feel proud of her lips after
she realized that they became so attractive”) — followed by a voice of a narrator-hero who
revisits the narrative quest of “what happened then”. At this point, Gersamot as a narrator-
hero reveals what happened ‘then’ repeats the same story that has been presented earlier:
“€7 Al 1@ PINLD- a0 ILE CHIAMMDS AGMA: COLERTT hPU: ... ALTIP
®L Al AZ°OTE® hovl A0 LELE (A PV 1@-:: (“The curtain was unveiled
on that particular day. | noticed that persons who were gazing at me. This happened when

| was just turning fifteen.”) (p.38). For the passage of story time, it seems time stands still
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when the narrative moves from one level to another level. In this case, time is traversed to

the circumstance that was stated previously by the narrator by the voice of totum simul.

However, Gersamot, as a narrator-heroine became preoccupied with the time that she is
reckoning with time. The time that is stated is her time of preoccupation, which stretched
‘then’ and ‘now’. Then, experience is traversed back to the axial point of narration. Here
is an excerpt: “SUE BCATCT AN AL FPT AR OHAN T (1 PEANS MY°
a@F ¢F 4@ . NHAEE NMI° TINE AMI° AIPLPA:: TINE (A9 AN 9° 1Y &
@0t 4 TIAANT: (¢l was identified as a person on the festive day of félsata
[August sixteenth] that. I mean, my lips became lovely. The allure of my beauty had me
spellbound.”) (p. 38). The ritual time of félséta (a ritual time remembered on August 16 by
the Ethiopian Orthodox Church tradition after two weeks of fasting) is used as an instant
of narration, which constitutes public time as well as private time. It is private time for
Gersamot because it marks a special experience, which is only known to her. The event is

also marked by biological time (“early fifteenth’”) which also indicates a mortal time.

Ricceur (1988) notes that ritual time and biological time are among the ordinary form of
time that can be presented in narrated terms. As a result, félsata as an event of ritual time
gives this narrative datability aspect which is one characteristic of within-time-ness. She is
temporally aware of having or experiencing that time so these forms of time came into use.
Since the circumstance connotes a special experience for Gersamot, it is narrated backward
in a traversal time. Given this point of explanation, chronicle time coordinates periodic
astronomical events with human modes of experience, between individual subjectivities
and physical nature, or physiological time and physical time. On one hand, as a being-
towards-death, linear time is revealed, depicting a certain transformation in Gersamot’s
physical appearance as the narration moves forward. As an experience of reckoning-with
time (taking time to date or measure), she looks back a year to the moment that changed
her experience and her attitude about herself.

It seems that she identified herself and people in her early fifteenth: “I became aware of

people that were staring at me”. It happened during my early fifteenth”. This expression
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entails a biological transformation of Gersamot’s sexual maturity period that presents us
with biological time. This form of time has a linear notion in which people or things are
progressing /aging/ towards the future or death. As the narration traverses time to the day
when her lips were wounded, Gersamot finds herself in a new experience of time.
Therefore, the narration presents the opposing view of linearity; thus, traverses time. The
time that is marked as félsata is also monumental for the other protagonists and the
narrative as a whole because it traverses the course of the story. The incident that happened
to Gersamot’s lips at that time changed the way others view her. In this sense, actions or

circumstances place characters in “inter-time” or common time.

As a result, Gersamot stands at the center as a magnetic field for the story where other
protagonists are caught in preoccupation and experience time accordingly. Their view of
Gersamot changed after that incident. Gersamot became a concern for every one of them.
They started to have a secret desire for Gersamot. They are college students who are at the
same age level — “nd9° 1 POHSTF®- 2142 GFm-:> (“These youngsters are in the
summer recess period of their academic year”) (p. 44). They live in the same public time,
gather around, and spend time within their vicinity. However, the secret desire to have a
romantic relationship with Gersamot makes them be in a quest for her love, which involves
a linear experience towards the unknown future that someday they will have her. Hence,

future expectation is formed based on the preoccupation at hand.

For instance, Bakafa’s monumental time can be explained by the day he sees Gersamot at
the shop: “0h4. AAG L0t 2007 +7 A7291.00 N4 ANI® BCAT 7
£e0- b7 NG 40T hH 77 W& FThH €7 mP+ hérT Ot 0t BCAT°T
e19° Ok ANF1 P9 T ALY N AOASNA TIAT INLT:” (“Bakafa had to
celebrate the day he first met Gersamot, just as a married couple would. Before that day (it
happened at 10:00 am), Gersamot was just another common item like a pen. that is found
in every shop”) (p. 108). As the extract shows, a narrative voice who stands from a different
temporal position in relation to the narrated event presents Bakafa. The narrator knows
what lies behind or ahead. That gives the story to be a subject of repetition, and time is

traversed. Because Bakafa reckons-with time, he counts and measures time for the
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circumstance he has preoccupied with that is dated in clock time —“it was on 10: 00 A.M.”.
He is aware of the time experience because he reckons with time; thus, his time is linearly
presented. At the same time, the voice of the narrator in the act of recollection of actions

presents the voice in the quasi-past of traversed time.

Additionally, the quoted expression above shows how narrative establishes action in ‘now’
time. It is expressed with the physical time aspect of stretching-along between ‘then’ (the
time Bakafa saw Gersamot at 10:00 am) and ‘now’ which indicates his preoccupation and
the decision made after that. For Bakafa, it was not his first time seeing Gersamot because
he knew her before. Rather, the change in Gersamot’s physical appearance changes
Bakafa’s perception of her. In this case, the clock time function as an axial point to traverse
back in time. The stated clock time is the instant event to present Bakafa’s physical time.
This physical time is stretching-along from the moment he felt differently about Gersamot
to the present moment of narrating. Though everyone can share the clock time, it also
involves personal experience. Hence, it became a personal time for Bakafa. He remembers
the moment repetitively because of the experience only known to him. In another word,
the stated clock time serves as an axis object of remembrance to speak about an experience

in the past.

Furthermore, the narration in Afo establishes characters with ‘in’ time. This presents lived
time of characters between beginning and end, or birth and death. For instance, in the
narrative part where Gersamot speaks as narrator-hero, an instant time of birth is expressed.
Here is an excerpt: “0T®AL 0T Hood N3@ A7L Hé A A@ ALSTCNTI° INC:
” (“When I was born, there weren't as many people living here as there are now”) (p. 26).
From the point of reference or the instant time, the narration by the voice of the narrator-
hero moves into two experiences of time. The first is the time that stretching-along between
birth and death that involves a traverse of time between “before” and “after”, or “then” and
“now”. It places the narrator-hero with ‘in’ time, which is a lapse of time -between the time
she was born and the time of the utterance. In this sense, time is traversed in two directions
from present to past, an instance to which “zero” time reference of physical time is

indicated, and then moves back to the present. The second is the time constituted by being-
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towards-death, which establishes time in a non-reversal linear end. The expression on the
excerpt does not specify calendar time to refer to the time forward. Nevertheless, the
situation is datable that it indicates the linear passage of time moving from birth towards

death or end.

Thus, the plot in its episodic dimension, presents open series of events like “then, and then”
a “and so forth” that shows the irreversible order of time. The following excerpt shows
how the plot presents events or actions ‘in’ time, arranging sequentially what one comes

after the other.

£7 00 213 TnaaG A7PAS AADONSTI®: PSS, HHNANAE NECAP S &7 Té-n
@NT PNE AOC WM AdaoT@-:: N9+ TAm- +7 v-n7 PHLHL PaBT9° (P77 @é
Noé +toL NC: ... e €7 LA 277 M4 .. N9+ TAD OC A0 hLLA....
M3 WOVAC A72APPT hALC NF ARYPT hiIC A78APE (977

On that day, she was awake all night. As she was lying in bed, she kept thinking about him. Even if
it wasn't real, she would have preferred it if everyone had talked about it on the following day. ...
After that day, he disappeared. By the following month, in December, she has learned that Geleta
had vanished from the neighborhood and the entire country. (pp. 76-7).

As stated in the extractions above, the expressions (on that day, on the following day, after
that day, by the following month) series of actions that are put in the time. In this sense,
characters reckon-with time. They have or lost time to do actions. The marks of chronicle
time make us count time in days, weeks, months, etc. Then, time is moving forward. On
the other hand, through the point of view narrative voice, the story can be perceived as
forming a whole that brought the experience to the reversal of time. Ricceur (1985) put it,

“Our own life is part of the events our vision passes over in either direction” (p. 106).

Furthermore, the experience of expectation (future) is equally weighted with the
preoccupations and concerns for the things at hand. The expectation is one form of
experiencing time in which goals, desires, or motives are stretching-along between ‘now’
and the time expected to come. Gersamot’s experience of time stretching-along being is
constituted by her preoccupation. According to Ricoeur (1991), the time of preoccupation
signifies ‘now’ characteristics of within-time-ness, which is “making-present” of saying

‘now’ from “now on ...” of human decision and “now that ...” of human intervention (p.
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108). As Bakafa promises to call her after two weeks, Gersamot became concerned about
the passage of time. “haNé- A°0 T +7 N77A AAI°aoAN ALD-ANAAU-: (“1 will
call you when | am back after fifteen days”) (p. 107). Taking this concern to wait for the
coming fifteen days, Gersamot anticipates the future. She experiences from “now on ...”
her objective for the day she is waiting. In this case, the narrative establishes action as

3 b

now .

Being reckon-with such concern of time, Gersamot stretches between the instant of the
narrative present and the day in the future (the expected day after 15). As she waits for the
last day, she counts the days and feels the passage of time: “A9° 1 hAd:: L9° AA +7F:
AT PCT APTLLH ALERE VAAT® T ANd-: OLLT 10 NATHC? LV U
L PG AT aohdNTS MO AcoPT POUTR-A@ OAI°TL7T 10?7 (“It has been a
week. A new day has come and gone. Many more days pass without a thing. Where are
these days going, for the love of God? Why are the minutes and hours passing by so quickly
as they create the day and night?”’) (p. 108). In this narrative section, Gersamot as narrator-
hero presents the narration. In this case, the voice in the narration constitutes a deep
psychological experience of time where it slows or passes quickly. The narrator-hero feels
time as counted in minutes and hours, days and nights, and weeks passing by. It is because
Gersamot is preoccupied with things that she reckon-with time; hence, time becomes a
subject of measurement. To quote Ricceur (1984, p. 61), “Being-“within”-time is above all
to reckon with time and ... to calculate”. When the day she anticipates is presented to her,

the lost expectation transports her into hopelessness.

To sum up, the idea of traversal time stands against the successive units of linear. However,
narrated time conjoins them by establishing a narrative instant that distinguishes time from
the point-like instant and connects it to the recent past, retained within the present, and the
imminent future, which constitutes a zone of protention corresponding to the zone of
retention in the present. At the same time, consumed by within-time-ness, each character
generates his or her own time. By making retention from the living present to the past, and
stretching to the imminent future, the narrator recollects action. Furthermore, characters

experience traversal time, being excursed into the past through endless coincidence of the
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retentions of the living present. Through the aspects of narrated time (calendar time,
successive generations, and trace), the analysis shows how A4f> mediates the irreconcilable
aspects of phenomenological time and cosmological time whereby traversed time and

linear time are forged between lived time and cosmic time.
4.2.2. External Time and Internal Time

According to Ricoeur (1988), lived time emerges from the combinations of internal and
external or world time pulsating flows, whereby the cosmos is experienced from a human
horizon through shared symbolic representations. Calendar time is one aspect of narrated
time that links the internal and external time flows and produces text-based intersubjective
temporality. In Afa, external time and internal time are juxtaposed. The external time is
represented by the naming of seasons- “Summer”, dates — “Thursday”, month —
“December”, year — “1968”, festivals — “félsata”, ages — “fifteen”, and even mythical time
— “Once upon a day”. Such naming of seasons (cosmic time), ages (biological time), dates
and months (chronicle time), and mythic time are external or considered a manifestation of
world time. This reveals the narrated world of the story, formed with an ordinary time that
is shared by the reader in the actual world time. In the space between the narrative time of
the text and lived time of the reader, a fictive or imaginative experience of time is formed.
Afa provides internal time formed out of imaginative variations like objective time and

subjective time, public time and mortal time, death and eternity, and metatemporal time.

4.2.2.1.0bjective Time and Subjective Time

In some parts of the story, there are explicitly stated examples of objective time.
Chronologically, the story’s span of time provided by the narrator shows the reader that
the story is moving towards the future or an end. For example, on page 81 of the novel, it
is indicated that three or four years have passed since the time of the story from page 37 as
in the excerpt: “0’0 hél hood @OT NONFE ooy 140 MLA:
OLhT® ¢4 GHF OAILAD ARWPT ALPCI® P1nié-l4 Lavhan-::” (“Within
three or four years, there is a sense of estrangement between them. Because they no longer

have the same issues to discuss, it appears as though they are at odds”) (p. 81). This time
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is revealed through the characters’ progress and changes in their lives. They were intimate
friends before, and they used to meet regularly. Now, Bakafa, Ramisu, and Zerihun met on
a mourning occasion because someone from their neighborhood has passed away. Bakafa
changes his place as he gets a new job at a bank. One of their friends, Geleta has already
left the country. Time has separated them, as they are living their dreams, respectively. On

that occasion, they sat quietly as if they did not know each other.

As aresult, they are dislocated and separated being in their own private time. Hence, their
worldview is also changed. The change in the characters’ lives shows the passage of time,
which in turn reminds the passage of time. These protagonists are in a spatial distance of
“there” and “here, and in a temporal gap of “then” and “now”. Previously, at “then” and
“there”, they shared the same temporality. Currently, at “now” and ‘“here”, they are
concerned with their own time. Technically, the narration is also dispersed, giving a
separate space and time for each protagonist. With a shift of narrative voices from third-
person to first-person turn by turn, the narration provides different perceptual perspectives

that form the subjective or psychological time of the characters in the story.

Externally, characters are in the same chronicle time that time passes or measures equally.
How these characters are experiencing time personally is a time of consciousness or
subjective time. There is a thought that time passes through the rupture of moments that
put it under measurement tools such as years, weeks, days, and hours which is an external
time that is shared publicly. In contrast, one can read characters being pulled back into
memory and pushed ahead by expectation, which is their internal time. On the same day of
that mourning event, Ramisu meets Gersamot on his way home. He asked her out for the
block party next week. The narrator immediately moves ahead to the expected day when
Gersamot agreed to have a date with Ramisu: “hA92° 7 N7LA AL-2LO b LONTAT:

(“After a week, she called Ramisu”) (p. 84). In its objective manner, the chronicle time

measured in a week has passed between two events.

As one feature of calendar time, chronicle time is a shared time or universal time commonly

lived by people in different locations (Ricceur, 1988). Thursday is chronicle time. How
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Gersamot experiences time on the expected day, “Thursday” is an internal aspect of time.
Within this time moment of narration, each protagonist experiences the same day
differently. Different events are narrated from a different spatial angle or location within
the same chronicle day, “cheo-01’ (Thursday: pp. 87, 90, 103), in which events are just
arranged in a happenstance, not in a causal connection or sequential order. There is a
sameness of chronicle time for every character, but the experience these protagonists

establish with the specified date is subjective. To show an example:

hao-t 00T (choo-d €47 PS0) HEU-T PICOTT hCOT A9°C DAeLO NPNT@-
MaophF AN (Ad A7L7LA@- (. 0F) H8aT° (A4 0L Mk APRL 10

NPnF aftéovl OAFH h9°0 4oi7 AN P ALL aohA @INC AL t+P9°M 1L
eI MM AL hP::

Zerihun was on his way home on Thursday (a beautiful day of the week), exhausted by his long
walk to submit job applications at several places (thousands of them, as he exaggerates).

He saw a girl who sparkled like a flower as he was moving forward straight. She was sitting on a
chair in Kombe Feven's flower shop, having tea.. (pp. 87-89).

For Zerihun, it is a good day because he meets the girl he desires that is Gersamot by
coincidence. Later, on page 90, events on the same day are narrated, as the day, Thursday
was not good from Gersamot’s angle: “chav-0 0AT (chov-0t P47 ACHN) hbTP
OFOM WA TP IC LE§ AL 21TMmMeIA” (“On Thursday (a bad day of the week),
[Gersamot] encounters her father at the gate as she is leaving the house”) (p. 90). On this
day, Gersamot was thinking to go to a party with Ramisu. However, she did not meet
Ramisu, nor does she goes to the party because her father forbids it. She did not experience
the day as she has expected it. As she met friends whom she did not expect, Gersamot
experiences the time out of her desire and goal. This makes that she is having “a bad time”.
There is a variation in their temporal experience depending on the occasions and events
they encountered. The same is true for Bakafa who is having another experience on that
day. Baka and his cousin Isayas were driving to Feven’s flower shop where they buy a
flower for a friend’s wedding. Suddenly, Bakafa saw Gersamot sitting beside the flower

shop where she was expecting Ramisu. Below is the extraction:
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Par chav-iy (Par 47 PE&N) ChiRiqt Fhh @0t hECAE DS @-OT L9° Hoos.
ANLA FPIPMPA: .. .AATF Naoabhtk APS ATLLYIM U-h ALSE 4dmm::

He was sitting in the back seat of the cap on the same day, Thursday (a blessed day), while his
cousin Isaias was in the front. ... He throws a glance out the window, his eyes heightened as if he
were startled. (p. 103).

Within a moment of conversation with Gersamot, Bakafa feels happy and arranges an
appointment for a date — “ANé- 742 W11 ®8.F 7€ ALSAU-:: hahd h9°0 7
N72.A NAZ°aoAN AL@-ANGAU" (“l will be traveling to Kenya for work on the day after
tomorrow. When | am back after fifteen days, | will give you a call”) (p. 107). This
expression leaves another expectation of time for Gersamot. The protagonists’ desire for
Gersamot and their expectation of meeting one another make them experience time

differently. For one, it is a happy moment; for the other, it is a bad one.

Parallel to this moment of narration, a different narrative voice presents a situation that
happened on the same “Thursday”, which gives another dimension to the story. This time,
Ramisu(narrator-hero) narrates —had, 2C 0PCNT+ CHPOPIO (4.C Nah TGk
ALCTY PLMCY T BCATT AN A2 ToM N D7, MANT hANAPT 0T+ C
Noo4.y +L&ANE& 1@ (“I met [Asrat] on a day | was bored because Gersamot was
prevented by her parents for the second time”) (p. 166). In this case, the time of the
narrating is different. The narrator-hero presents what happened back on that day that
shows a temporal distance between the event and the narration. The expression, “We get
to know each other with Asrat on a day I feel bored ...” shows the passage of time, which
is a reference to objective time because it refers to the day he took an appointment with
Gersamot. However, how he experienced the day that he was ‘feeling bored’ is a subjective
time. Zerihun, Gersamot, Bakafa, and Ramisu are having the same moments of chronic
time, yet they are experiencing time differently. This reveals how characters, being in a

different consciousness would experience or feel about the same time.

In fact, there is no objective measurement to label a day as a “bad day” or “good day”. It
is the expectations and the events one experiences that determine a sense of time.

Culturally, some people consider Thursday as “a blessed day” as the Amharic saying goes
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—hamus yéken kidus (refers as: Thursday — a blessing day). Nevertheless, this still does not
work for individuals who experience time subjectively. As a result, the experience of time
is determined by the events that one has encountered, which again is found in the
preoccupation or concern one has for things. In this sense, the reader must stand in the
opposition between the external time called by everyone “Thursday” and the internal time,

which is experienced by characters based on their expectation.

Therefore, how characters feel and experience time within the same day is very subjective.
Hence, the internal time of characters becomes an inescapable part of time experience that
one cannot measure the duration other than by expressing the feeling. Within Afa, the
multileveled nature of the narrative voice offers a spatial gap between voices, which in turn
creates the internal or subjective experience of time. This is not because the narrative is
stated in chronological time. Rather, it is due to that the story is presented from a different
dimension, angle of view, and perception. The chronology of the story is interrupted
subjectively by the narrative voice in which characters provide their own version of time
and story. In this case, time passes subjectively for these characters. The story does not
seem that moves forward because scattered events are narrated here and there. With this
fact, the narrative makes time to have a sequential or representational function.
Subjectively, the characters experience time based on the events they are encountering, and
the moment of telling varies based on how the characters feel in the moments (good time
and bad time, or happy moments and boring moments).

Throughout the story, the order of the narration is not chronological; it jumps back and
forth in time and presents the narration with a different point of view to support the
emotional experience of inner time instead of clock time. As the story goes back and forth,
it deeply expresses the subjective experience of time; hence, it is the time of consciousness.
Moments are passing, but time is not dated. Such experience of time is difficult to
understand in the objective view of time, and unmeasurable. The narrator plays time with
an act of remembering- retention, recollection, and repetition. This can be an example of
how fiction reflects such irreconcilable forms of time. As Ricoeur (1984) notes, time

remains inexplicable if one only looks for its objective notion.



68

Therefore, time is not only expressed chronologically, it is also experienced consciously
without a sense of clock time. Since the story in the same chronicle time is dispersed in
different narrative spaces, the reader finally finds himself or herself in the circular labyrinth
of time. It seems that it is a deliberate technique of Adam to disrupt the sequential events
and time. A reader reads chaotic events dispersed here and there and happening now and
then. The narration is not presented chronologically like one event following another one
or in a time series, happening as ‘before’ and ‘after’. The narrator emphasizes on internal
time of characters that potentially have the same event from the angle of each protagonist.
Hence, Afo explores variations of temporality that truly define the human experience of

time.

4.2.2.2. Metatemporal Time

According to Ricoeur (1985), this form of time is provided by fiction at the deep level of
repetition, which is anchored in the third narrative process, mimesiss. Telling, following,
or understanding stories, at the same time implies, a “continuation” of ‘yet untold’ stories.
The narrative repetition provided by different voices invites travel towards the origin. The
time of quest involves the linear experience towards the quest and the circular imaginary
travel towards the origin, which is a metatemporal or timeless time. Having multiple
narrators and voices, the narration in Afo allows for different temporal perspectives,
presenting ‘yet untold’ stories, and possible worlds. Being in their own time, different
narrators simultaneously present the same events, actions, and circumstances; whereby,
everything is unfolded towards the origin. At this point, the narration in creates the virtual
or fictive experience of time. As Ricceur (1985) underlines, narrative voice makes the work
speak and address itself to a reader; it offers the reader an armful of temporal experiences

to share.

Despite the plot’s principle of order, the different narrators narrate the same situations. For
instance, the voices of the non-participant narrator, and the narrator-hero (Gersamot)
present the narration about Kolasie, as in the excerpt: “hé: QO-++C M@ NH 57
0rC HORGSA: MNH24- €T hrés HOTPTE AN A . (“His entire body, except

for his face, is covered with brown hair. A scraped and swollen mark is seen on his lower
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lip. ...”) (p. 24). This expression is taken from the footnote narrative, which presents a
background story about Kolasie. The narrator who knows all the fates of this character
narrates how the infant Kolasie was found by the riverside. However, the storytime for this
narrative is unidentified that only calls into an imaginary time. This makes the reader
experience a possible horizon of dark and past fairy time. Regarding time of the narration,
it is presented in parallel with the narration about Gersamot. When Gersamot narrates about
herself, another dimension of the story about her father (Kolasie) is presented in another
narrative space, the footnote. The story about Kolasie happened in the past, in a time

unknown to Gersamot.

Similarly, the voice of Gersamot narrates: “... L4k (g ADhAANNANE 40 N971-C
CHNLY 1@ 0174 M- QN W74.C°F AL Al A7270.00 AOAL E9°C h Lot
P mAS AN MNA aohooCF Ad-::” (“...He has hair from his chest to down his belly.
The left side of his lip has three lines of swollen markings on it. He frequently claims that
the marks are begotten by birth”) (p. 34). This narration is presented by Gersamot as a
narrator-hero. Similar to the earlier narration, this expression presents the same
perspective, establishing a quest toward the origin. This creates a virtual experience of time
shared by narrators in the text and the reader while being located in their own time, which

is what Ricceur (1985) calls, temporal armature.

The story is told by different voices and has different story times. However, the narration
presents the same perspective about Kolasie where a reader attempts to fit himself into the
narrative past and narrative present. The swollen marks left on Kolasie’s lips can be a
metaphor for how time is collapsed, creating a shared time symbol for the narrators and the
reader. A narrator who omnisciently knew all the characters’ identities and fate, gives
information to the reader that how those scars on Kolasie’s lips are created which Gersamot
(the narrator-hero) and Kolasie did not know about it. Gersamot by her side narrates - he
says that they are begotten since birth. Therefore, it erases time, allowing the reader to
experience multiple worlds from the privilege of the present. In this case, time constitutes

a metatemporal mode or extra-temporal.
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Additionally, the narrative parts about Geleta in the main story and the footnote create a
space of time that results in a metatemporal or extra-temporal experience. It is stated that
Geleta was arrested for one month: “a7& ®C av3O0C ALV LLCAN h7L7?” Does a
month in jail really make that much of a difference?”) (p. 62), stated as a thought of
Gersamot. However, in the footnote (on page 63), another dimension of the story is
presented by a different voice that Geleta was not imprisoned; rather, he has experienced a
mental disease called “Selective Amnesia”, giving a reader another perspective and another
experience of time. Referring back to what happened to Geleta, the story is presented by
the voice of the narrative past; hence, it creates imaginative variations between the time of

the narrated world and the time of the reader’s world.

Presenting the same story from the perspective of another voice, the narration takes the
reader back to the past: “1a7~ €7 +7 PTON\@®LD- 37 ALYPT NN Hehdn
AT Pk AL 4 MG aoaoAl NAAFA 1@ (“Geleta disappeared that day;
nevertheless, he was not abducted; rather, he was suffering from forgetfulness and was
unable to travel back to his home for a week”) (p. 64). Since Geleta was not conscious of
his whereabouts and he did not remember what happened for a week, he did not feel time.
Things happened, but for him, they are as if non-existent. The time one does not experience
is a no time. However, it does not mean he is out of time and space; rather, he lost the sense
of calendar time. The time passes for others, counting one week; for Geleta he was just
feeling as if it is one day. In this sense, the voice of the narrative past presents a time
forgotten by Geleta. Then, the reader accesses those times of the narrator (divine time) and
story time (the time Geleta forgets) while the ordinary time of the reader is interrupted
because of the story in the footnote.

As shown in the two perspectival stories of Geleta, the space or break between the
backward and forward view of a narrative shows a different dimension of facts. It is the
time when the reader must come to terms with the decision point to be submerged and the
implications that the narrative has for the reader right now. The reader experiences stories
in the narrative present, bringing the fictive present to the personal present of the reader.

Then, the reader too blurs the lines of time by traveling through the spaces of imaginative
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time. It is the engagement of the reader in the narrative, acknowledging the present of the
reader by using narrative techniques. Therefore, this metatemporal mode of time is the
space between narrative time and the actual time of the reader. It is a fictive or virtual

experience of “being-in-the-world” proposed by the text (Ricceur, 1985, p. 100).

More aptly, the narrative sections in the second chapter of Afo can be synthesized with
Ricceur’s notion of the fictive experience of time. Throughout the narration, the narrator
continuously changes the angle of view. The gaze from one character toward the other
changed turn by turn; as a result, a reader can comprehend multiple perspectives as if he or
she perceives things being at the foot of each character. Every presentation signifies a
continuation of ‘yet untold’ stories. For instance, when Zerihun meets Gersamot at Fevon’s
flower shop, the narrative moment is presented from the angle or perspective of Zerihun.
In this sense, the reader perceives and feels actions from the perspective of Zerihun.

Immediately, the same narrator shifts the position and makes Gersamot a focal person.

Then, the angle of view is given to another character, Bakafa. During that moment of
meeting between Zerihun and Gersamot, Bakafa is watching from a distance, observing
what is going on between Zerihun and Gersamot. Here, the narrator also develops the story
in the perception of Bakafa. Here is an excerpt: “A0, 7 A.L@M 4NN Al PI°THA®-
hLaoN19>” (“He wanted to date her, but | do not think she would say yes™) (p. 104),
Bakafa comments about Zerihun. The narrator states: “H&U-7 PRCAT°TF 178> O9°
OGN L (“Zerihun Kisses her as he departs.”) (p.104). This expression was stated
previously from a different view angle — “2¢&- %P7 O9° +7+7 Ago&19° (L&
Al BooT@-::” (“She rejects his attempts to kiss her on the right cheek after kissing her on
the left”) (p. 97). The narration in this section is presented by the same narrative voice.
However, the angle of presentation establishes a different perceptual view, which in turn,
gives the reader a different temporal armature.

Like a movie shot with different angles and locations, this narration gives a reader multiple
dimensions of things. In this sense, the reader’s experience of time depends on the

narrator’s perceptual presentation. It seems that Adam intentionally uses narrative
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techniques as a means to distance the reader from the present. Then, the reader submerges
into the present of the narrative present, the narrator’s present and the characters’ present
collide with the reader’s present in the actual time. Ultimately, this leads the reader to have
multiple interpretations, presenting human experiences, and linking the time experienced
by characters. Events happen in the same spot of time, not in terms of before and after.
However, they appear to be at a different time when they are presented from the eyes of
Zerihun, Gersamot, and Bakafa. Naturally, one cannot present both dimensions of the story
at the same utterance of time; hence, the time of statement between the two focal points
came to be different. Therefore, the fictive experience of time is not only a space between
narrative time and the lived time of the reader; it also presents how one could understand

narrative time by being exposed to a different experience of time.

Further, the extracts below can be taken for more interpretation of the fictive experience of
time. The narratives on pages 142 and 154 unfold in the same physical time but are narrated
in different narrating time and by the different voices of narration. On page 142, it has been
already stated that Gersamot had tooth surgery and got a tooth brace: “T'COTE7 Nébn
TOACHAT:: Ad, ATSAT® ATCYH, N&N 0HOGT NU-AHEo- ¢7 hH.CH
ANMa@-S $OA@- vVood° 5 PYT:2 (“She wore a tooth bracelet. She said that two
days after having the tooth bracelet, her lips developed wounds and damage”) (p. 142).
Later on page 154, the same narrative situation about Gersamot is taken back in time, where
Ramisu as a narrator-hero is temporally behind what was narrated by the narrator. The
following extract from the conversation between Ramisu and Gersamot shows such a

temporal gap. As the excerpt shows:

“oo @ THE GHéT A%V Phig® $ME WAL AFhAU-::”
“goy P
“AhTL 188 ALTICI": TN haLh ANO LAAN AH::”

“l will go to Nazrete after I buy some medicine. | am in a hurry because | have a medical
appointment.”

“What happened to you?”

“It is for one purpose. I’'m not going to tell you now. It is cheaper there.” (p. 154).
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From the conversation above, one can infer that the action is yet to happen, which is already
become a past in another narrative part. Hence, the narrative voice frees the narration from
tenses and chronological orders; just projecting into the “as-if”” world of the past. Because
of the non-sequential character of Afa, the narration came into a full circle that supports the
reader’s experience of time. What is past for the voice of the narrator is a future for the
voice of the hero (Ramisu). As result, this shows a temporal position of two narrative
voices. Chronological time is lost because the time of the narration is on a different
narrative present. By continuously back to the present, the narrative became circular where
the reader found himself in no escaping from the ever-occurring now. The narrative voice
tells us, as a reader a common perspective toward all characters. The narrative repetition
of these different voices presents a fictive experience of time. That brings the reader into a

virtual circular experience towards the beginning.

In another case, the narration cancels the chronology and story time; hence, the reader is
suddenly interrupted by another narrative. For instance, Asrat and Ramisu are watching an
Ambharic movie entitled, “¢NNA=T" (“relay”). This time the narration is presented by the
voice of Ramisu who is a narrator-hero. Then, the narrative voice immediately shifts into
narrating the story in the film that tells about a single flute, which by coincidence, is handed
to different people from the place called Metekel to Wolete Shop in Tabot Maderia. The
film metaphorically presents a group of friends (Bakafa, Ramisu, Zerihun, Geleta). At the
end of the story, the film is dedicated to the memory of Gersamot and his other friends.
The narration provides another dimension of the narrated world that looks back at the early
life of the same protagonist characters. For Ramisu, the story in the film is about him and
his friends at Tabot Maderia. Hence, it presents the narrative repetition at the deepest level.

The following excerpt shows how the narrator-hero is immersed in the story of the film:

ALSET AIL10ATHh ANC haod~t @fL AEYE Fié-TTh:: foe @L9.0AE 7P
P2OLG AU-LT:: PN Oche L P+ Nm °TFTT ML AlTAL% Pidhh, PLPPE L
h9°N, PAM4GCO AdN.f Agaomm: VAIPT 198 Ad°L-PFT @L O, MO 140 ...

I was transported back ten years to the early years of my youth as soon as | opened my eyes. | go
back in time to when the weekends used to pass so quickly. | go back to the spot where | can still
picture the yellowish evening sun, the song “Ho ya Hoye|” we used to sing during the greeny season
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of August, the flock of white birds and the fresh wind breathed from Wochecha Mountain..... (p.
203).

As stated in the above excerpt, the text presents a new horizon of the narrated world (a
world within the story world) through the voice of the narrator-hero. As a result, the
narration project into another experience of time. When the story is interrupted by the
narration about the movie, the reader is subjected to enter into the realm of imagination
proposed by this narration. In this case, the reader who was experiencing the “as if” world
of characters, is suddenly invited into the realm of imaginative time, thus, possesses a
double fictive experience of time. The story is a re-narration of the whole text, to be read
again in the form of a movie. This provides that the narrated world is to be represented
metaphorically by the imaginative mediation as “having-been”, which in effect, creates a
circular imaginative experience as it is a continuation of ‘yet untold’. What is more is that
the narrator-hero who is watching the movie became a reader of his own life which gives
a sudden change for him from imperfect knowledge to recognition, to look back on his life
from a perspective of the totum simul.

Ricceur (1985) confirms that as an imaginative reordering, fiction uses the “unreal” to show
variations of the real or the not-yet thought. Hence, Afa comes closest to an expression of
the actual human temporal experience when the world of the textual structure is intersected
with the life-world of the reader. There is a separation between the time of reading and the
time existent in the story but meanwhile, the readers must immerse themselves into the
time of the narrative. Thus, imaginative time is an intermission of engagement, a period
between which the reader's engagement with the text and the narrative temporality cease

to exist.

With many shifts in narrative voices and perspectives, Afa employs a non-chronological
narrative that involves different and dispersed plots. Due to such a subtle technique of
narrative presentation, the text appears to be dimensions of a story, providing the
characters’ horizon of the world and their experience of time. For instance, Gersamot’s
story is narrated three times by different narrative voices. Usually, the time of the story

remains on pause as another narrative disrupts the previous, then, presents a new dimension
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of the story. It is as if the reader looks back and expects forward while reading. As a reader,
one expects the sequence of the plot’s “what is next?”; nevertheless, he or she constantly
falls in a circle of the same narrative present because of the plot’s dispersed nature. Adam’s
unique technique of presentation makes the story have a labyrinth of temporalities where
characters found themselves in different experiences of time. By having characters meet at
the same place (Des Bar, Sosi café, Wolete Shop), the narrator makes them perceive the
same sound and be present at the same time. Events are happening at the same time;
however, since they are perceived from a different angle of view, they are foreign to each
character. The moment of space (a point in space), brings a pause in time and forms the
footbridges between different temporalities foreign to each other.

4.2.2.3.Mortal Time and Public Time

Time in this category finds itself in finitude and infinity which is a contrast between the
time passes and remains. The finite time determines the mortal time of “being-in-time”. On
the other hand, infinite time envelops the “world-time” that remains there. Biological time
as the third-time connector is constituted by the succession of generations that gives
anonymous temporal relationship, between past (predecessors), present (contemporaries),
and future (successors). The expression of the dead lies under successive generations that
bring mortal time and public time. On one hand, “being-in-time” constitutes the lived
experience of active, suffering characters under “world-time”, which is mortal time. On the
other hand, “world-time” is the time of the world outlined by the visible heavens, which is
public time and eternal. This analysis shows how fiction explores an experience of a shared

world, which depends on a community of time as well as space.

In Afa, the narrated time of footnote narratives is extended back in the past and stands as
the precedence for the main plot. For example, Kolasie’s time extends back to the time of
the five protagonists making him a predecessor. Similarly, the parents of Kolasie and
Makida who are not existing in the living present, are situated in the unknown past. The
biological time of Kolasie is different from that of the protagonists. Gersamot’s mother,
Makida, Ramisu’s mother, Mekrez, Geleta’s mother, Fortuna, and Bakafa’s aunt, Lidya are

both employed in the footnote section, who are also in the same regime of time. With this
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fact, the whole story unfolds in three generations, being constructed in different plots and
narrative voices. Therefore, public time is a time between these successive generations.
Then, time is reconfigured with marks of successive generations as predecessors —
contemporaries — successors. Here time is marked: time of the dead (past), time of the
living (present), and time of the unborn (future).

Public time gives a chain of historical agents as living people who come to take the place
of dead people in mortal time. In the narrative, these different regimes of time are mediated
by a common time which is public time. Kolasie’s and Makida’s parents are dead, but they
are brought into the narrative that made them share public time with that of the living. The
supplementary stories in the footnote section make the text a story of different subjects and
experiences other than being a story of the five young protagonist characters. The excerpts
below show how the mortals were brought into the living through narration:

NN POILMe-@ NAL T ADF O9° 1@ At 1SPDS ... L0 To OSHE 720 Y9°4
aavt PAGT @ AL N9°ANT AIC AL PAINGTO AHO- 717 106

Kolasie is named after his foster parents. Mr. Bariaw and Mrs. Nigist are an adult couple who have
not been blessed with a child for fifty years, unfortunate enough in this surplus world of children.

ao AR LOY° AVES AL PO ALAT 10 hh@o:l PHA®ST AR I
PULAT AT VAY® 10

Megdelawit’s parents too were gone from her life when she was a child. She barely remembers them
as if she saw them in a dream. (pp. 23 and 34).

The narrations in the excerpts above are in the footnote sections of the text, footnote* and
footnote® respectively. Both Kolsie’s and Megdelawit’s parents are non-existent in the
world of living where “being-towards-death” is the main concern. However, through
narration, the mortal time is brought into the time of the living, whereby, creating
‘contemporariness’ among each other and presenting a ‘community of time’ between them.
Beyond the ordinary calendar measurements of ages, they are interconnected in physical
externality and the psychic internality of time. In this sense, fiction by its virtue of

imagination provides a world of eternity.
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Ricoeur (1991) asserts that when the expression of our debt to the dead takes on the color
of indignation, lamentation, or compassion, the reconstruction of the past needs the help of
imagination that can place it ‘right before our eyes. As “being-towards-death”, the living
characters like Kolasie and Megdelawit are consumed in the face of death. At the same
time, they share eternal time, replacing the dead under the mortal time of their parents.
Ricceur (1988) explains that we are oriented, as agents and sufferers of actions, toward the

remembered past, the living present, and the anticipated future of other people’s behavior.

Additionally, the story in Afa projects to the world of ‘having-been’, which stands the same
for every reader who gazes through its ‘window’. The narrated world remains eternal where
different readers symbolically represent successive generations of the mortals and the
living. The narrative part on page 196, would explain such a notion through a metaphorical
representation. Here, the state of dirqosh (dried Injera) became a metaphor for the cycle of
life between birth (with the development of infancy, teenage, youth, adulthood, and old)
and death. Dirqgosh is presented as an existential entity formed after the death of the other
through the process: Teff (the grain) — duget (the flour) — lita (the liquor) — Injera (the fried)
— dirgosh (the dried).

In this case, the death of one substance is a means for the emergence of another one. At
this point, death is a central theme, as characters in the story institute a character of eternity
and finitude. For instance, the protagonist characters live forward towards death by
expectation and backward by recollecting others' experiences. Nevertheless, they
experience time as if they are not mortal. Below is an excerpt, in which a narrator by the

voice of a character named, Abebe presents about death in the narrative in footnote??:

AP O3k 10 ACES D ALCH N4173 ®FL T ooNIC PULENI® “739° oot
hLANTI°: HANTIRTTT hooaoi3-TF 0110 HAACIRrE 0LSC A7 18719 H%
ATooNANTS @90 ATTI®- Y271 T APMNe PISAS HANIR veot? +CF 70
AL AavghhaoC AEFTTT Ah@éb I°0 ALCTF NINT 2L PATI°:

Nobody wants to pass away, after all. Even if one is old enough, he/she will not cheerfully accept
death. We want to live forever. Because we seek eternity, we want to find it by acting like we are

religious even though eternity does not exist. In addition, given that we have joined a particular
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religion, we would not hesitate to give our kids to the beasts as prey if it meant to live a little longer,

let alone an endless life. (p.196).

The above excerpt establishes the view about death and eternity. Man is ‘thrown’ to natural
time, and possesses an experience of within-time-ness between birth and death. He or she
knew that one is cognizant of his or her mortality, but at the same time, he or she fears the
future for it is uncertain. For example, Ramisu is so desperate about life and he found
himself in a state of unhappiness at the present, but he also fears death because he still has
a quest regarding the future. Here is an excerpt that shows the expression in the voice of a

narrator-hero: “9°GSANt ACé. ATEU-NTt ®LI° HI® NA> AUT héfl Aat N71A
PI°IC 1 LavONTA: ... AI°T ATLI°TC AAD-PI°:: 9°F ATLIPLATD hAD-PI°::

” (“T am afraid I will die right now, as I’m lying down, or in a quarter of an hour.... | do not
know why I am living. | do not know what | want”) (p.170). By this expression, Ramisu
knows that he is mortal and he will stop breathing at some point in time. Being with the

awareness of “being-towards-death”, he wishes to be an eternal being.

Coming to another issue of imaginative time, the narration in Afa remythicizes time. In this
case, narrated is represented by a mythical time. By the mythic representations, time has
become unmeasurable through the loss of its handholds and measures. As a result, internal
time freed from chronological constraints collides with cosmic time. For instance, the
following narrative statement does not indicate a chronological date but rather expresses a
certain unmeasurable distant time, stated in ritual or festival day: NP1 hao-t+-9°vé-T
oo o0t TICLI° ASE PP 03 P3en AWTMATNT A2 LTS 198G TeC
PONA AN AL -11A7AT:: (“Once upon a year, on St. Mary’s Day of March [March
21], my mother was attending a historical exhibition show; at that moment, she gave birth
to me on the black and white brick floor”) (p. 26). Without specifying the calendar year,
time is represented in a ritual or liturgical time. In this sense, time is understood by
socializing and contextualizing the event. It is a cultural form of time, communicated to a

specific audience.
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In a similar point, the narration in the story of Kolasie opens — “hdAz~T aA7& +7 A.'1.2
ahq(, ...” (“Once upon a time, when the sun was about to rise ...” (p. 23). This line begins
a story that happened at an unknown distant time. There is an unmeasurable distant past,
which is mostly expressed in the storytelling technique of fables - once upon one a time.
This form of time has also cosmic representation, that is celestial cycles (rise and set of sun
and moon) — “when it was about to dawn”. Having this mythic element, the narration also
develops a mythical presence in which the infant Kolasie was mysteriously found in the
wilderness having a genetic line from the baboons. Additionally, the narrator establishes
events about Kolasie in the unknown future, which is a mythic and dark time. This is
expressed on page 32 through Kolasie’s repetitive dream of the mountain finding himself
among baboons. The narration indicates a day in an unspecified and mysterious future
dimension. Later, at the end of the story, the dream world of Kolasie is presented happening

in his lived world.

As Ricoeur (1988) notes, the mythic representation of time marks the borderline between
fable and myth, “effacing of measurements makes a non-measurable time border on an
incommensurable time” (pp. 137-38). When internal time collides with cosmic time, time
becomes exalted and achieves a new understanding. In this sense, “time needs a body in
order to externalize itself, to make itself visible” (Ricoeur, 1988, p. 138). Pursuing this
assertion, the following section presents how the story in Af5 reflects conceptions and

views regarding time.
4.2.3. Conceptions of Time in Af2

According to Ricceur (1988), the personification brought by myth and fable necessitates
views about time. That time does everything; it heals or kills as: ‘Destructive time’ and
‘Time, the artist’ externalizes or makes time visible. Beyond its measurability with clocks,
time can be understood in regular and repetitive changes in the surrounding world beyond
human control. In this case, things and actions occurred in rhythms of day and night,

seasons, or years. How does one sense the time passage? How can one identify the
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boundaries between past - present - future? Time with the sense of transformation and

progress, transiency, and cyclicality are conceptions about time identified in Af>.

The idea of progress and change is imposed by the temporal structure of human life that in
effect creates control of time in human lives. In this sense, time is moving forward, pointing
toward the future. In the following excerpt, time is exalted and personified as it flies like

an arrow from the perspective of Bakafa:

PLH ANAAE STYET9°: PALTT PHov @LI° NCIPA AAPOT:: hé-T ®L 1A
AAY® LAM- ANLNT LP1PT PINLD- HE ARCHTN hNC ALAH: A7L2159° A T6ensC
AHZ°C:: MLACHPa OH1A AS mP1 19CLh AAT 73 A4 MmO OC A7L ANLA
booT:: POGHE aoPlH hALTN ®L h-AL7T0 OL ABL® PmA NMA 16285 N00-T
aoChfl AL (7044

How time flies. As time goes on, people change over time through either evolution or revolution.
This one is a reversal change towards the back. It is as if someone who worships Satan offers his or
her adoration to Christ. A religious man who prays in the morning at St. George church goes to a
hookah house in the evening. Mrs. Mekrez traversed herself back from experimental science to
ancient tradition. (pp. 132-33).

In the excerpt above, the protagonist character presents time as a continuous process of
change. This gives the time a transformational conception of time. Dr. Mekrez was once a
specialist medical doctor, but now she ignores her modern education and is a traditional
herbalist. In Bakafa’s view, the transfiguration of Dr. Mekrez from being a surgeon to being
a herbal gardener is a shift in time from the present (civilization) toward the past
(backwardness). This presents change either physically through biological changes, or
psychologically through a change in personal behavior, desire, role, etc. However, these
changes and transformations are explained by telling about time. As Ricoeur (1988, 87)
affirms, we say of time that “flies” because we fly from ourselves, in the face of death and
the state of loss in which we sink, when we no longer perceive the relation between
thrownness, fallenness, and preoccupation, makes time appear as light and makes us say
that it passes away. Hence, time is a fundamental element of existence that determines

people’s fate.

Similarly, Ramisu shares the same view as Bakafa. Speaking about his mother, he states(’|
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a%7?7 aPCN I @&V PAVA oY% ONANSG AT Pola7h0Tt PSAT::
NALTIAR AN° CP 1P oo 4E oolPS Ah'% AGoCavldf h&GEP hNLFA: ..
480 06P CLACT ADARN? LaopATA::

Mom has recently concentrated on collecting herbal remedies and training as a homeopath. ... |
found it strange that she left her scientific career to work as a traditional healer. ... It seems to me
that her activities are like going backward in evolution. (p. 150).

Here, Ramisu presents his view of time in terms of the evolution of things that are presented
under the sign of the past. In this view, everything evolved in its own time, and man is
transformed into bipedal, or from backwardness to civilization, etc. One that remained
behind time is considered backward. Tracing to the signs (previous tradition), which is a
ruin of time is traversing oneself to the passage of “no longer”. Ricouer (1988) presents
that the phenomena of trace along with the phenomena of ruins, remains, and documents

displaced from the historical toward the intratemporal, which is “within-time”.

In this case, trace through the sign of the immemorial past guides Ramisu to reflect on the
conflict between past tradition, which is under the sign of “no longer” and modernity within
“at hand”. What Ramisu expresses as “backwardness” is a past more distant than any past
and any future, which are still ordered in terms of the time of the preoccupation, which is
a time “at hand”. He thinks his mother is regressing time. However, this establishes an
intratemporality. As Ricoeur (1988, p. 125) explains, deciphering the distant past is
entering “to where eternity is indicated”. Dr. Mekrez was a famous surgeon who relied on
science; now, she abandoned all her status and the scientific explanation of things, attracted
to the things of the past or what is called traditional. Conceiving time in a forward

movement defines the transformational and change sense of time.

In other view, phenomenologists claim that time has no existence since the future is not
yet, the past is no longer, and the present does not remain. Ricceur asks, “How can time
exist if the past is no longer, if the future is not yet, and the present is not always?” (1984,
p. 7). This view brings the notion of transience, which is another theme of time. Transience
implies that time is constantly moving, shifting, and therefore, fading away with every
given moment. In Af5, the narration is presented with many ‘now’ of the narrative present.

In the story, the reader finds narrative instants because of the story’s disentangled plot;
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every narrative instant has its present. The instant is always other, as much as the
undifferentiated points of time are always different. What is always the same is the present,

even though it is in each case designated by the instance of discourse that contains it.

Adam interestingly tends to focus on the psychological situation of the characters. Within
the time of the narration, characters reconstruct their past and future based on the present
they have at hand. Some are trying to escape while others try to reconcile with the present,
which shows how time affects their experiences. For instance, Gersamot feels disillusioned

after the things she has expected are all vanished:

PLANT@ U-A- haK, AP Fah: 9°F:1 1@ @@h Hoo'r m?7197? 247 PmAd No%i:?
ooQioo; PULLAH® 4. PAZ°: | 19, Q@+ CAANT AAZ° WD ST ... LHI® PAGA ...
AN NLAG° RAT° APT hd&.E O/Y AL LavANAA-:: APTapAA( AhAL A4,
a1 BAPN::

Everything she has been holding in her hands dissolves from her grasp. Is time itself being wrecked,
or are her expectations? She is no longer with Bakafa, who would erase this deceitful emotion. Her
heart is part of this world, yet she does not own any men. Time goes by. People occasionally passed
by with honor, whether or not they were aware of it. Each person has a turn to walk over the
passageway as soon as the previous one left. (p. 116).

According to the above extract, it is only by being in the present that one can imagine the
future and remember the past, which by itself is transient. In this sense, humans are also
temporal beings who always live in vanishing moments of “now”. Because time exists only
in the mind, the narrative explores the inner nature of characters and reflects how they are

affected by time.

Contrary to transiency, there is transcendence or eternity as time appears to remain there.
Being out of the physical time, narrators/characters try to escape from society, and
civilization, being cramped and uncomfortable, escape from the value of the community
entails an escapade from time. The protagonist of 4Af> establishes subjective consciousness
of time as struggling to discharge themselves from the confinements of time pervasiveness.
That makes time eternal, as Ricceur (1984) states, eternity “guards against the forgetfulness
of death and the dead, and remains a recollection of death and a remembrance of the dead”

(p. 87). He says that if we keep in mind the fact that each work of fiction unfolds its world.
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In each instance, it is in a different possible world that time allows itself to be surpassed by

eternity.

Furthermore, the repetitive narration of events from a different angle of view by multiple
voices makes the reader move within the cycle from one dimension to another dimension
of a story. At this point, time is conceived as a cyclical experience of recurrent occurrences
like that of the cosmic rhythmic pattern. Technically, the plot plays in a circular structure.
A story never ends at a certain point; rather, it oscillates again to another dimension of the
events. There is no sense of ending that the narration moves back and forth between past,
present, and future. At the end of the novel, the narration shifts back to where it starts, then,
the end becomes the beginning. At the beginning of the story, on page 34, it narrates how
Megdelawit grew up without her parents — “Megdelawit’s parents too were gone from her
life when she was a child. She barely remembers them as if she sees them in a dream” (p.
34). Then, at the end of the novel between pages 245-249, the story completes where it
narrates back how Megdelawit was separated from her mother — “A's ASLAU-I° A@ AN

LHN m4.” (“Idid not abandon you; Paulos took you away from me and disappeared” (p.
249).

Similarly, time plays cyclically in the story of Kolasie as his past, present, and future are
collapsed living the fate of what he was and what he would become. This event is stated —
“Once upon a time, when it was about to dawn” (p. 23) — an old man named Ato Bariaw
was wandering around Menagesha Mountain. Then, Ato Bariaw saw fighting baboons, and
he found an infant boy fallen at the riverside. The infant Kolasie was mysteriously found
in the wilderness and is probably a child of one of the gorillas. The excerpt below shows

this:

. N9° ALAS U-AEI® ATCTE TAPT O @Y OOT £L4F U-AaoS@- &-dE7 PPYE
NNCE PILIHLNG AT% I°A @&E AR ... hPCOUF® £A PCIMG AL W71E Qovds
27 APINION aoPan, P RIL §LT PPA ANV AMIN LF14L8A:

... The moment [Mr. Bariaw] arrived, he witnessed a baby whose legs were drowned in the river.
The baby was nude and freezing. From a close distance, a male baboon was seen tipping a female
baboon. (p. 23).
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In the excerpted narration above, the story time is represented in a cosmic recurrence, that
is celestial cycles (rise and set of sun and moon) — “when it was about to dawn”. On pages
32-33, this same situation is narrated where Kolasie repetitively dreams bout “¢-1é-é-@-
VA?®” (“dream of the Mountain”). Later on pages 221-227, the narrator presents a story
that Kolasie mysteriously disappeared and joined with a family of baboons, which is the
same occurrence as what Kolasie saw in his dream. Here is the excerpt, “H7€417
A18P4. ARG T @LooNN T APMen, AP (IFFAAP HET ovUN (LT £LA:
NS LLA: oSO PUICDP T A1), LATIC ALT hLITE oAt
(“He glances back in the direction he came from while giving the female baboon a hug.
People can be seen among the large trees. His car is visible. He fears that the individuals
encircling his car pose a threat”) (p. 227). This presents the circular repetition of the story.
The entire story is to be repeated identically and there is an endless repetition of a situation.

This gives the notion of cyclicality that everything evolves around.

In this sense, time is no longer anchored in a static frame; rather, temporal signifiers float
loosely with the stream of consciousness as the reader gropes her/his way through the
narrative’s circular rather than linear progression. As the notion of “eternal return” (Ricceur,
1985, p.125) preserves, all existences recur in a similar way, in different places, and at
infinite times. In Af5, events are repeated in different places and times. As a result, the story
finds its way cyclicality returns to and departs from the point of origin instead of moving
forward. Gersamot ends up, being her former look of an “unattractive girl”. First, she
accidentally got her lips having a beautiful form: “My lips became beautiful” and people
began to admire and wonder about her lips (p.39). Later, the situation is reversed she
suddenly lost the beautiful form her lips: “@oh @ & AT $971 1APT OJ-L
PP PLI° CANINL NOI°A Ctavd 078L oo ADP L1 hg:T 1@ (“She
sees an ugly face that she has never seen before as she stands in front of the mirror that
reveals her face™) (p. 228). What happened to Gersamot is the return to the origin. Her lips
accidentally took a beautiful form during félsdta. Again, her lips lost their beautiful form

faded, and took their original form.
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The change in Gersamot’s lips forms changes the attitude of characters who used to admire
her lips and were in the quest for her attraction. When she lost her beautiful lips, their desire
for Gersamot suddenly vanished. To show an example of this case, here is an extract that
reveals a situation when Bakafa met Gersamot after the sudden damage to her lips:

“LINT@ ATy FCE N1AN oo Q9P 190, DOT ... A2E TAP (148

a0 Pf A @1 4....” (“He instantly remembered the poet's lines, ‘My warm soul abruptly
consumed by ice-cold’ ...”) (p. 142). Similarly, Ramisu who has a desire and planned to
date Gersamot feels the same: ““F.T'C £A A7 AT+ AQ, A% (&1 hd: 0T
AT 11T hHT7 €7 17LA BCATCT BCA ALLATI®:” (“She was flawless, just as
nature intended. She did, however, add a flaw to her mouth. She is not the Gersamat I had
known previously after that day”) (p. 188). As a result, the story finds its way cyclically
returns to and departs from the point of origin instead of moving forward. There is always

a new beginning and a return. Characters found themselves in a state of de j’avou.

As the story moves playfully from one beginning to another, characters found themselves
in a spiral of being in the same situation where they used to be first. Such repetitive
occurrence shows the circle of sameness and its circle of difference and its inner circles; it
seals the unity of the movements of the great celestial clock. Ricceur (1988) insists that
regardless of what we may think, do, or feel, it partakes of the regularity of circular
locomotion; it is in the universe of symbols where the circle signifies much more than the
circle of geometers and astronomers (p. 278). Likewise, in Afa> everyone appears to be

found within an eternal repetition of circumstances and existences.

Above all, the metaphor and image of circularity dominate the text. Given the title itself,
Afo (mouth) is an image of circularity with which all the characters in the story are
preoccupied or concerned about. Characters speak about or comment regarding the mouth,
giving it a new role and identity for the story. For instance, a character named Wudineh
comments, “A4: 97N 7N NF ALYT CétT PT ATIL7LENE €107 £ 10
(““On that day, I came to understand that the mouth’s function extends beyond simply taking
food; it also gives proper shape for the face.”) (p. 149). Ramisu: “AG At Moo TA
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aMN10:: A% AN 1C 107 (“We did not give attention to mouth because we are used
to it. Mouth could imply many things.”) (p.187). Similarly, Gersamot’s lips are good
examples. Moreover, lips are not only a symbol of circularity; the attention of the characters
and narrators is centered on those lips that present a circular imaginative experience for the

reader.
4.3. Memory in Afa

Ricoeur (1984) states that human actions are established not only within-time-ness, but
also within memory. His reference to narrative configuration, as an act of “grasping
together,” puts storytelling in the act of remembering. Memory recollects events stretching
time story from beginning to end, and establish an experience of quasi-present. The
narrative repetitions that continuously recall narrated events evoke textual memory for the
reader as a way of “grasping the whole”. In this case, the reader became a part of
imagination through imaginative appreciation. Additionally, repetition presents the
constant longing and recalling by the narrator or characters that they retain backward in
search of experience. The narrator recollects the reminiscence stories about events and
characters. A character in the living present experiences the past through the retention of

the mind. The forthcoming subsections present the analysis of memory in Af.
4.3.1. Reminiscences of Narrator and Characters

In the first chapter of the novel, the narrator provides the whole essence of the five
protagonist characters, establishing a view from the present narrative instance (see 4.2.1).
In this case, the narrator is in the recollection of discerning temporal wholes bringing about
the heterogeneous circumstances, goals, means, interactions, and intended or unintended
results into one “organized whole”. The following excerpt can be an example of how the

narrator with a past voice presents the narration:

NTAT A727704 AL 29140 MA@ LT 824077 ATI77F

CPLM 1S TETéPeé hPA 10 ... VAao- FCHE Ao PS
N.eTim 17HN &HAI° avhé-T 1@ ... (4C @0T ONHTE P9930-2@ A9 T 1m-::
APA 2LACOAA OATLTIC N2@7 AH LhCoTA::
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One can tell from his eyes that he [Bakafa] works on planning. During his preparatory level, he had
already decided to study accounting for his B.A. ... His dream is to become a film producer with
the income he gets as a chartered accountant... He is studying at Hawasa University, and he is usually
seen around the neighborhood during the rainy season. (pp.14-5).

As stated in the excerpt, the narrative voice who is a past to the story that is being
recollected narrates from a totum simul perspective. Surveying from the above, this narrator
presents characters who are still advancing towards the “future in the past”. The narrator is
in a visitation of past actions with intended and unintended outcomes. Hence, the narrator
unfolds the narrated world in the form of recollection or memory. Actions, events, and
circumstances are subject to narrative repetition. In this case, the narration is an act of
remembrance by the narrator who is organizing the discordant actions, providing temporal
unity for the structural time as past, present and future. Through memory, temporal flux is
established, which Ricoeur (1988), calls three ecstasies of time, “coming-towards, having-
been, and making-present” (emphasis added; p.77). Thus, memory is an act of recollection
that establishes action in quasi-time of making-present. The narrator retains back and
collects actions as coming-towards, provides the horizon of having-been, and repeats it in

the present as making-present.

Frequently, the hero characters are immersed in remembrance in the middle of narrative
utterance. Every action or thought dictates another one that happens in the recent past
which is an excursion to the time of the past. Such a form of remembrance is reflected in
the narrative utterance of the dialogue between Geleta and Gersamot. While they were
wondering about each other’s romantic feelings, the narrator is immediately caught up by

Geleta’s remembrance:

A8V P9 hd:7 APP TH PAD A7L MPF haoC 0éT oL ®OCh Aol ...
OCPMND LA ANHFIAD: PIA9° PETCS CLITHN ALT AN Lndoo-Nt PPooC ALY T
AT @ . PHY @LP9T &l Noo- 4.0 LOAA::

He remembers what his woodwork teacher had taught him a month ago as he stares at her lovely
lips. The instructor explained to the class the “golden ratio,” a mathematical formula used in both
geometry and art. It is known as the FI ratio. (pp. 69-75).

In the above excerpt, Geleta’s remembrance of “the golden ratio” is associated with

Gersamot’s lips. Hence, a circumstance in the present instigates actions in the past. Geleta
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as preoccupied with the present desire finds a symbolic connection for his remembrance.
Acting in the present, he associates things that happened in the past. Therefore, previous
actions are perceived through the present perspective; then, it provides repetition. Ricceur
(1985) notes that the narrator might be caught up in a sort of overlapping time span by
incorporating the reminiscences of the hero in the course of a search that moves forward,
giving the narrative the form of a “future in the past”. Similarly, the narrator incorporates
the reminiscence of Geleta in the course of advancing into the search. Hence, the narrator
provides meaning to the experience remembered by Geleta, as the excerpt states - “?2CA%7
b LR NHCTT OLL P7LLNND ATMC LUT? AE ANET 4.8 +mPI°
AT 1@+ (“He holds Gersamot’s face in his hands and looks at her lips, wondering
if God used FI to design them”) (p. 75).

Encountering action, at the same time instigates an event that happened earlier. Looking at
a beautiful woman would make characters visualize Gersamot. For instance, when Ramisu
encounters a photo advertising board displaying running women, he remembers and

visualizes Gersamot. Ramisu as a narrator-hero presents:

oL 6F@ APCN PEPC PR PHAA LA OFOC A7SC7L T H hdTS:: had, ECO 2AT -
O PANT @LI° N hovd T AE ooPST APV PHLUT AR hd: BCATCT7
AN OO PHT PRCATT A% 9°7 APNA SUP37

I recognized that I saw the woman in the movie “Washa” when I got closer to the billboard image.
A girl who looks to be around seven or eight years old is behind her. Her mouth makes me think of
Gersamot. What would she do right now? (p. 182).

In a similar case, the narrator presents reminiscences in the pages between 108 and 115
where the reminiscence is collected from the point of view of anticipation of remembered
past. To show an excerpt: ®4. AOAS L0t C4H20:0F7 +7 A7271.2014 A9
PCATC 7 £P0 1 +7 “Ia0C 1NN (“Bakafa had to celebrate the day he saw
Gersamot, just as a couple does for their wedding day”) (p. 108). By this statement, the
narrator is ready for an excursion toward the past when Bakafa and Gersamot were met by
some coincidence. Then, repeating the course of action, the narrator uncovers a span of
memories, moving back to the present Bakafa’s early childhood experience. Here is a series

of reminiscences narrated in the form of a search for the denouncement:
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AL+ MH A4 Q47 Ohg. NAe PoLe@+@ To T @ 10 PoLms- Qh, @L9°
NAD- 102 F (v 99RLE CavM@®- 15 Phié-T hav AE PT 10+

Only a few individuals in the neighborhood where he grew up refer to him as Bakafa; most people
call him Baki or Baku instead. He was only four years old when he moved to the neighborhood of
Tabot Maderia.

AN ALONM: ALCONT NILTAT NLLCONT A7Y. AIAO@ N“LhNLd §PC Nh4
AL . ARk AN OTF P40 AAD PIN@- ANd G0 AIPAD- 1D

He was raised with the greatest amount of love and care, which science could not possibly explain.
When he was thirteen, he started using a separate bedroom and stopped sleeping with his aunt.

a7 MPt adt AGF AL At CANINTAT? ANNT hAd7L4 ALOM ... L 0L
AD7584 OLLE BCATT 18LP7 auCA hird OFoM NC AL hA2meoF@-:: ... Ohé
PCAT T AT8LT APTELT ALLON U-ALHE N7A@ @-0T ACTMT ALLAS ... BCAT°T
AP AG bt Nl LEC aoPI° POLTA Adao\AD-9°::

One day in the morning, he was going to Wude’s laundry service one morning to pick up the clothes
that his aunt had delivered. At the shop’s doorway, he met Gersamot while she was exiting after
finishing shopping. As he saw her, Bakafa was immediately drawn to Gersamot and wanted to date
her. Because he believes that he is not handsome, he feels that he is out of her league, and he would
not dare to face the divine beauty of her mouth. (pp. 108, 109, and 112).

In the excerpts above, the narrator presents different reminiscences about Bakafa’s
childhood and how he grew up that are left unknown to the hero as well as the reader. These
reminiscences are yet untold memories to be found in the recollection by the narrator.
Hence, Bakafa’s reminiscence is caught up as the narrator shifts toward the present
narration coinciding with Bakafa’s thoughts about the past incident at the shop. This is an
excerpt: “€7 +7 ANM@® AP ALCH BCATTT AT Ak AWEI T hAT:”
(“On that day, he saw Gersamot when he arrived at the flower shop. For a brief moment,
he feels his heart stop beating”) (p. 103). The earlier coincidental meeting stated as: “One
day in the morning ... he met Gersamot while she was exiting after finishing shopping” is
recounted as a memory of Bakafa while being in the narrative instance of the present
(Bakafa meets Gersamot for the second time). As Bakafa met Gersamot coincidently for
the second time, his mind retains the past, recalling how felt about Gersamot when he
encounters her at the shop. Bakafa had an affection for Gersamot that “[he] wanted to date

her”. In this sense, any remembrance takes anticipation of the future.
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Moreover, the day Bakafa met Gersamot is memorable that it left something special to the
hero who is the subject of the action. The expression: “Bakafa had to celebrate the day he
saw Gersamot, just as a couple does for their wedding day” gives the subject a special
remembrance. This shows that reminiscence takes heroes or characters to the visitation of
circumstances they established a preoccupation. Hence, through such acts of recollection
and retention, characters tend to anticipate the future. After all these continuous memories
of the narrator and characters, the narration demarks the experience of time in the past and
the present. The demarcation is indicated with retention toward the present which signifies
moving out from remembrance or trapped time. The narrative statement, “... he saw
Gersamot when he arrived at the flower shop. For a brief moment, he feels his heart stop
beating”. This statement repeats what was stated earlier to show that the story is now back

to the narrative present, and Bakafa is also back from his remembrance.

More importantly, the act of recollection allows a return to the past that constitutes the
experience of the present, the density of an unfathomable past, and a few emblematic
memories, which continue to exist in the mind of each protagonist character. For instance,
Gersamot presents an incident that happened a year ago, narrating as a narrator-hero. The
voice of a narrator-hero, states: £7 AAT 1@ PINLD op2L8 CH1AMS AGM@-
PoLERTT APV 9°7 HAmML? T AHCHC? AL21¢ @f ANd- A0 5@
hool AN LELG A ... PP 1@+ (“On that day, the curtain was removed. That
is when | first noticed people looking at me. What happened during then? May | provide
more details? It happened just as | was about to turn 15 years old”) (p. 38). As the narration
returns to the past, Gersamot refers to a special event. It is special because that moment
changed how others looked toward her and even her attitude about herself.

The expression, “What happened during then? May I provide more details?” shows that
the narrator-hero is ready for an excursion to the past. Since the narration about the past is
not a sudden act of remembrance, it calls for an invitation for an excursion to the dimension
of a story presented by the hero. While being in the present, the narrative voice excurses
the past that provides an experience from a different temporal position. This establishes a

quasi-present where the voice of the narrator-hero attains different temporal positions at
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the same time as she retains from present to past, and recollects events again to present.
Consciously, the narrator-hero aspires to tell about the past. Gersamot has a point of
remembrance to present about what happened a year ago. In this case, the narration is total

retention.

In this sense, the narrator reminisces what happened in the past; while at the same time,
establishing narrative utterances in the present. Similarly, amid actions or occurrences
memories rise that create characters’ excursion into the past. Gersamot’s recalling of a
particular incident before a year, Geleta’s remembrance of “the golden ratio” and Bakafa’s
confidential time at a shop also tells about their existence in the present. In the human
experience of time, there is always a remembered past and an anticipated future. As a result,
Adam interweaves the present with its stretches of the imminent future and the recent past,
and a recollected past. That makes time slow down, hence, reminiscences are the trap of
time. This kind of narration gives a reader an experience of circularity. The story begins

somewhere and then ends at the point where it begins.

4.3.2. Tizta as Making Sense of Past

As has been explained in chapter three (section 3.3), tizta is a “poetic expression” that
envelops emotional longing or yearning for the past that is ceased to exist. Therefore,
people live in clashes of reality interspersed with flashes of memory. Here, reality and
memory create the individual perspective of time, but individuals still feel overwhelmed
by the reality presented to them. In this case, they try to anchor meaning from the present
reality, or to escape from the present situation; hence, making sense of the past. This
synthesis of time and non-existent things can be equated with Ricceur’s (1985/1988)
appropriation of “Lost time regained”, which lost refers to a past time, prey to the universal
decay of things that is against forgetfulness; the time dissipated among signs not yet
recognized and to be reintegrated through recapitulation; and a dispersed time, like the
places in space. Hence, the act of tizta is a quest for lost time that is to be regained later.

In Afa, characters and narrators continuously experience nostalgia for things in the past.

They know that those things are non-existent, but it is impossible to forget. Thus, such kind
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of tizta or nostalgic remembrance is means of sense-making the past. This notion can be
explained in the narrative part where Bakafa meets Mrs. Mekrez at a church. In this
situation, Bakafa suddenly enters into a nostalgic thought, being in the quest for the
previous physical appearances of Mrs. Mekerez, thinking about what she used to look like

“then” and how she is changed “now”. Below is the excerpt:

04 h7% HC N> ALPWT@ Wi STF@- W3LLhov KPS 70 TCT9° PAAD: VA
AGN:: hav? IC 97100 NAETE 020G aodht A 713 T@7 NP ALCI1D- W7
AP TID9°? P7LAT hd-mI% aoPlH H AN R3%718%  £AL 11C AJod Tr
CULLeAHT AT $T° 100-::

Bakafa turned around and observed how Mrs. Mekrez looked tired. Then, some absurd ideas began
to cross his head. He recalls the previous Mekrez who would look over her car window and ask,
‘Have you seen Abu?’ Every memory of the past is melancholic. (p.122).

The excerpt shows that characters make sense of the past through the voice of the narrator.
Such a notion of understanding the past is revealed through the technique of stream of
consciousness. Characters have usually taken to the past trying to make sense of what was
there or what we have done so far. On one side, it is a kind of confession; on the other side,
it is an evaluation of self in the present. Mentally, humans can experience different space
and time. Being in the physical time, characters move back and create memory and
anticipate forward. What is more is that tizta as a form of remembrance establishes an
imaginative quest of time in the past, dislocating from the physical time and space. Hence,

the voice of the narrator experiences a quasi-present.

In another way, tizta is formed as means of escaping from the present situation. When
characters find themselves in unfavorable conditions, they become immersed in a certain
thought of remembrance. Gersamot was in a deep feeling of desperation after she realized
that her expectation is not fulfilled; her desire was lost. She was trying to escape from the
harsh surrounding. Here, the narrator states: ““FH @AJA NAETL o078 PHG TA
020 (“She distinctly remembers seeing trees on the street when she was a child”) (p.
116). In this expression, the narrative voice presents how things are changed from the

perspective of Gersamot. The story’s technique of stream of consciousness that puts
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characters and narrators into the deep psychological state of the world exalts such

remembrance of sense-making.

Another aspect of nostalgic remembrance is also presented in the narrative part about
Delani. In this section, the course of the story is moved to a foreign character and place.
Delani is not happy about everything: his work, his wife, people, and other things around

him. The narrative states:

aSk taodO FH AAT@:: WV hovd N4 F Do ACPT:: hdT AONS 0LSE7
Ny AAS S £17 POt LOS@AA: NECAP 5 NFhAF PLLE 2700 nN74.CT7
A1PTP Al PPMN@ @Y APNNT P AD-::

His mother reemerges in his memory once more, albeit it feels distant from a thousand years ago.
He closes his eyes as he considers her. He recalls what she uttered with her dried lips, “I want to
drink. Give me water,” as she lay on her back. (p. 211).

As the narration is presented through the technique of stream of consciousness, it reveals
how the characters’ mind is immersed in memory and how they experience time. Delani
feels negligent and bored by the present situation so he is continuously immersed in tizta
or nostalgia to escape from the present situation. Similarly, the narrative moment where
Asrat and Ramisu are watching a movie called, Qibiblosh, presents the pursuit of lost time.
Here, Ramisu desperately misses the time. After watching the movie, Ramisu immersed
into tizta in search of those happy moments ten years back. The excerpt read as follows:

ALSTT ATLINTHh- ANC hood~ @ AEYE A0t tHn:: o 0L99.90: T7PM
899G AU-LT: ... ALY Nov8d, heiy Tt (.26 ma APti1r ... HeU7 MET Afe™ T
1% M N-PAN AAA - CULOE TAT AHETT FHE- haPE LLNL-A O 10T
NATTHI° P9LeAI° NavAh hhdé- bk APHLY NEI°THA anlC PENT? Al ALOM
s h £9°0) PAIC N PICTIET Pavhh ... Ohdg. AST hd AL ALCT ITI° NL9°D
A.LL9°TP: P& A®I584 O MLTE TG AP TFo:

I immediately went back ten years, to the early years of my youth, after opening my eyes. | return
to that time when the weekends passed without being noticed. As I sit here idly, a cloud of smoke
is rising from the cigarette | have between my fingers. | remember the moments in the past when
Zerihun would clap his hands while singing, “ney gela gela - ye libe wolela - ye hiwote tila,” and
we would make fun of him by saying, “You are better than the original singer, Tezera.” | recall
Geleta singing with a serious expression on his face, and girls' eyes were drawn to his charming
dimple. How mesmeric his voice was! ... | remember Bakafa putting his palm on his face and
listening to poems on audio. (p. 203).
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Ramisu immerses into the nostalgia of his youthhood period, in the lost time ten years back.
With his imaginative quest for the lost time, Ramisu experiences different temporalities.
As he regains it back, he realized that the time he used to spend with his friends before ten
years was sweet and fantastic that — ... the weekends were unnoticeably passed”. Because
he is uncontended by the present situation, he longs for the time that he used to be happy.
In this case, the lost time is regained through the remembrance of those happiest moments.
Thus, the voice of the narrator-hero establishes a quasi-past, as he experiences the lost time
of ‘then’ to the place of ‘there’ while being ‘here’ at ‘now’. The imaginative world brought
by a nostalgic experience of the narrator-hero is a narrative repetition that recalls the
narrated world, in which the reader also enters visitation. The remembrance is not only the
time; his tizta imaginatively dislocates him to that place. He displaces himself being there,

in the common meeting place where his friends used to gather and enjoy joking or chatting.

The above narration constitutes the quasi-past of the narrator-hero, imaginatively
experiencing as being in the space of ‘here’ and ‘there’ and in the temporality of ‘now’ and
‘then’. Physically, he exists ‘here’ in his room, watching a film with his girlfriend, Asrat,
and smoking: here, as smoke rises from the cigarette | put between my fingers. Mentally,
he is ‘there’ in the quest for lost time, experiencing every moment as if they are happening
now. In this sense, Ramisu feels different experiences of time within ‘now’ and ‘then’, in
‘here’ and ‘there’. He is making sense of the past, inferring that there was a good time
during ‘then’ and at ‘there’. As a means of escaping from the unfavorable ‘now’, Ramisu’s
mind is immersed in a quest for ‘those sweet days’, of his youthhood. While retaining the
past through tizta, he views the past from the point of view of the present and vice versa.
Hence, the voice takes into a re-examination of lived time, making sense of the past. The

following excerpt illustrates:

9°7 PUA 10 (PR ATLBPU- AA@-PI°:: AN DA 0176 E AL A1 SOCSA: Fhe
méh-ti: hAg® A28 U-A- AdChe: h9LSE AfhaN Pol.oMe- P67 OAt @-hm,
Tt FF CEHL @ PovfNC NS P& 1mA NLH PIPFAN NCYT AILITLLALT
LFN: SV OSEET ARSI T hdmémCh 1@+

I am not sure how long | have been feeling this depressed. | realized that tears streaming down my
cheeks. I quickly cleaned it up. | was ashamed because | thought everyone was staring at me. | am
hoping that the tears that are streaming down my face would penetrate inside the vellum of
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depression that enclosed me and would bring me some twilight. | cried because | was afraid I might
not see my friends again. (p. 204).

As stated in the excerpt above, tizta presents a reflection on lived time. It is the voice of
the narrator-hero, as Maaza (2011, p. 854) puts it, a “poetic expression” that makes “to
adapt to its time, to mold itself out of one moment and insert itself into another, changing
each as it goes along”. Tizta gives a distracting thought as narrators or characters are trying
to escape from the present where they are uncomfortable with the people and situations
around them. Pursuing the past, they imaginatively travel into the lost time; then, time is
regained which makes them re-evaluate the past and anticipate the future. The expression,
“I cried because I thought I might never see my friends again” is anticipation made after
time is regained. Therefore, a sudden thought about past events or circumstances distracts
narrators or characters from the present preoccupation they have at hand. In line with this,
Ricoeur (1991) remarks that distraction is what prevails when we are torn between the
fascination with the past in regret, remorse, or nostalgia; the passionate expectation of the
future in fear, desire, despair, or hope; and the frailty of the fleeting present.

4.3.3. Textual Memory

Reading does not merely flow forward, but the recalled segments also have a retroactive
effect, with the present transforming the past. In the case of Afa, the narrative repetitions
can be a good example of entailing textual memory. The narrative repetitions show how
characters are connected throughout the story. In effect, such connection involves textual
memory in which a reader within a text remembers what has been said about things before;
for instance, the symbolic repetition of “lips” is presented as a dominant issue within the
story where characters are preoccupied with. These repetitions of events or things actualize
the reader’s memory. Mostly, the narration is presented simultaneously with the characters’
time and actions, but sometimes the moment of actions are taken back into the past as the
character or narrator’s memory. In this case, time and actions are repeatedly presented. As

a result, textual memory is maintained for the reader.
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In the second chapter, the narrator-hero narrates about a movie, entitled gibiblosh which is
produced by Bakafa and given as a dedication to Ramisu, Geleta, Zerihun, and Gersamot
who are the protagonists of the story. In this case, without a repetition of what has been
presented in the text, the narration instigates the reader’s memory. By the narrative
configuration, the reader is reading back and forth while traversing the physical space of
the text toward the end of the story. Hence, it is noted that Bakafa had a vision of becoming
a film producer. Again, the issue about a movie is narrated in the conversation between
Zerihun and Bakafa: &4A9° A70é4- ATHSATT PooBovld ¢ G oothih 1@ hH
MWC 4C h1 A8.0 AN Al hdes: aoenlB6T7 ALY oAt &P 1o (“We will
be traveling to Metekel to start shooting for a movie. It will thereafter take place in Bahir
Dar, Addis Abeba, and Arat Killo. The last shot will be right here at Wolete Shopping
Center”) (p. 89). This narration is presented by the narrator who possesses unlimited

knowledge about everything in the narrated world including the fate of the characters.

However, the narrator-hero, as presented by the voice of Ramisu, is completely foreign to
this narration about making a movie. Thus, the reader connects the two events which are
foreign to each other through textual memory. Watching the movie that is being uttered by
the voice of the narrator-hero is a “future in the past” to the action that was once stated by
the narrator, “We will be traveling to Metekel to start shooting for a movie”. The narrative
about the film, Qibiblosh is repeated in another section of the story that actualizes the
reader’s memory. A good example of this is the narrative section entitled: U-A-k: @&+
(The two papers) on page 240. This time, the narrative presents the script of the film
Qibiblosh. The previous narration of the narrator-hero who was watching Qibiblosh is
repeated by another narrative voice. The script papers contain dialogues of characters and
the scenes developed in the film, which is a reminiscence of the previous narration left
untold or being told by a different technique of presentation. In this case, the reader pertains

to the refiguration act and recollects dispersed stories and events, creating textual memory.

Reading time not only embraces the number of hours spent traversing through the pages.
Rather, as Ricceur (1988) conceptualizes, the act of reading comprises the expectations and

interpretative moves of the mind. The aspects of narrative reception affect the temporality
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of reading with its continuous retention and expectation process that makes the reader
experience time in memory. As a narrative repetition presents textual memory, here is also

another excerpt:

h7r OC 10 P93 oém-?

&0 Ab -

... NABP AL q°0LA 7T imeF G (4. AL H A tPoomiTi: L. PhT@7 thhd
aAST CP ¢Fo+T NAMT AN ST6::

To whom are you talking?

It’s Ramisu.

... Her mother grabbed the phone out of her hand and sat down on the couch. Because she is well-
known for her typing abilities at her office, she then checks something in it. (p. 85).

This excerpt shows a circumstance when Gersamot was talking to Ramisu over the phone.
Later, this action became a subject of textual memory when Gersamot meets Ramisu on
the road. “... &AP ®RTCV? 19GNT:: €7 +7 A%171 179 AGO4L ALHTAE::”
(“...Give me your phone number anyhow. Mom took my phone that day and deleted it
while we were talking”) (p.155). That day refers back to the day Ramisu called and
arranged a day for dating. Hence, the reader’s mind will immediately enter into the

retention of the previous action.

In another case, on page 122, the following excerpts show how dispersed events are
connected through narrative configuration where the reader establishes memory between
events that are foreign to each other. To state an excerpt: “LMCLO (LCH ChAl ASGT
OLHE aoPlH AdT COA@ hLEMNI® Wom- ATTaF@-:: (“They met Abu's
mother, Mrs. Mekrez, at St. George Church as she was leaving after prayer”) (p.122). In
another section, a different narrative voice states: “A?797 A.mNeyv $L+@-
0AACHEET 4% (“Mom has been waiting for you, and she went to church”) (p. 155).
The two narrative statements seem to be appeared on different days because they are
disordered and have different time of narration. In this case, the story actualizes memory
and the reader will understand that the separate events were happening at the same time.
Events in different places are taking place at the same time, but the order of narrative
utterances makes them deceptively have a different time of narration. In this case, it is

difficult to identify which one comes first and which one follows. Actions and events are
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repetitively narrated so that it discloses textual memory for a reader while it presents a
different dimension of action. Mostly, these repetitions occur when the narrator presents
the same event from a different point of view. Thus, through the reader’s memory, the story

is configured.

In another way, the reader encountered with characters’ preoccupation with things, like the
lips of Gersamot. Their obsession with Gersamot’s lips is how the story prevails over the
narrative issue. For instance, Geleta wonders, “A9°7 n74.é«~ ACH V1?7 ... A7% T
N74.C KRG LFTLPA?” (“Why are her lips so stunningly beautiful? ... How did lips
able to posses such perfection?”) (pp. 60, 76); Zerihun wishes, “A72HV AL'TT h74.C
L.GLD AHAAZ® £4.5 INC:: M) AN h74.CT W78 P40 £I°6-N AAT 4A1:”
(“He would have been whistling incessantly had he owned such lips. ‘Your lips are
exquisite,” he wanted to say”) (pp. 96 - 97); Bakafa desires, “0n4 a4;7 ALALL LLA::
” (“Bakafa keeps gazing at her mouth”) (p. 107); and Ramisu would ask, “h?4.CCT1 A9°7
A7%0 PI°4-07 OA°T Ak AL U-ANLHL ALTINAU-?” (“Why did your lips get
so beautiful? Why do | tremble every time | see your mouth?”) (p. 153). Additionally,
another narrative in a footnote (pages 69, 92 & 127) tells that Mrs. Mekrez (Ramisu’s
mother), being inspired by Gersamot’s lips, writes a book about lips and related cosmetics.
These excerpts show that the issue of lips is constantly repeated throughout the text, which
in effect, functions as a constant recall for the reader and creates a textual memory.

Furthermore, textual symbols and the identity of characters may help to actualize the
reader’s memory. For instance, in the narrative section about Delani, there is a character
who resembles Geleta. In this narrative, a person by the ID name of Bekelech (Geleta) is
found dead on the street of Durban. Then, through the textual symbol, the corpus is Geleta’s
body as it is narrated: “ANN7LT CLADT &1 NALTE AMMNM AMSS 9°7 W78
ATI@:: AB W7E P17 ACNS NF A (“After a brief moment of observation,
he discovered what the corpse was. The boy has a dimple on one side his cheek”) (p. 216).
Reader’s memory is actualized here because Geleta got a unique dimple on his left cheek

that was stated previously. The narrator introduces the situation in three lines. Suddenly,
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the narration moves back from the moment how Delani is nagged by his wife in the
morning to the present moment. Since the narration is simultaneous, the reader may read it

as it is happening in the present.

Hence, narrating is making-present (bringing what might have been to the present). In this
case, the narrator interpolates memory. On pages 206 — 214, the narrator presents what
happened earlier this moment: “LA%. TA £ANT N 9°CM EAE'TT héAG AATE
@5 LOAT:: P7Lmé-T ANTTH NA- 12> (“Delani look around to find a shadow
place, then pulled out his phone to give a call to a friend. He called her name Olmaz.”) (p.
206). This expression is repeated on another page: “... YA\87 CavOdN BT 717 D
AP TH AA@-:: L@~ TA AN 0 9°CM LAEFT WS ARTE D88
LMAA-T::” (“He remembered where he had seen this particular cross trim on the boy’s
neck. He finds a shade right away and calls a friend”) (p. 214). With this fact, the repetition
creates retention of the past, and a recollection of the future as the narrator tries to present
the whole identity of the character. The reader likewise will be in retention and recollection
as he or she reckons with the time of the story. The narrative repetition like page 206 and
page 2014 helps the reader to identify the past and present time in the narrative. Thus, the

present is regained after a reader too lived through the experiences of Delani’s past time.

Additionally, the footnotes establish narrative repetitions so that give a textual memory to
the reader. The narratives about Kolasie on pages, 23, 29, 31, and 221 are similar narratives
presented in different forms. The narrator with a voice who knows everything repeatedly
presents and narrates about Kolasie. First, in the voice of a narrative past; second, in a form
of prophecy in a form of a character’s dream; and third, by the voice in the present narrative
utterance. The prophet sees the imminent future and its menace threatening the present and
recounts the precipitation of the present toward its future ruin as something that has already
happened. The present seems to be repeatable in the future, which was once a past. Such
repetition involves textual memory for the reader who is reading the story back and forth

in the processes of narrative configuration; where at the same time, the repetition provides
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the reader a different horizon of “being-in-the-world”. This according to Ricceur (1988) is

the fictional role of projecting a horizon.
4.4. Narrative ldentity in Afa

According to Ricceur (1988), a question of the identity of the subject or the “who” of an
action (designated by his, her, or its proper name), remains the same throughout a life that
stretches from birth to death. This shows a self-constituency within the permanence in time.
The plot of fiction employs identity, which is a narrative identity for the characters
involved. The details and actions that the author chooses to tell create an image of each
character just as the details an individual tells to others develop an identity for himself or
herself; the addition and subtraction of details can significantly change the identity of the
character that is portrayed to the reader. Hence, the plot by its imaginative power
destabilizes identity (constitute of permanence in time), which in turn, provides self-
knowledge. In the case of Afa, every narration presents the characters’ identity as the plot
helps to unfold their selves, changing within the permanence in time.

4.3.1. Self-constituency

To search for one’s identity is to accept responsibility for one’s own past in relation to
one’s present space of experience and horizon of expectation for the future. In the first
chapter, the protagonists of the story are introduced with their physical and psychological
attributes. Beautiful lips uniquely portrayed Gersamot. Zerihun is very sociable and is
uniquely known for his skill of whistling. Geleta is a silent person who uniquely possesses
a dimple on his left cheek. Bakafa is a well-planned person who is studying accounting to
make more money and be a cinema producer. He is fat and has a round face. Ramisu (Abu)
is a tall and handsome person who always complains about people and things. He is left-
handed and he feels discomfort for being one. As a result, all these protagonists, with their
characters and traits, are constituted within the permanence in time as having been between

birth and death. Thus, they establish an identity of “who” for the subject of the action within
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the narrated world. As temporal beings, these characters stretch from birth to death, thrown

in the course of the story that has a beginning and end.

In chapter two, gibiblosh, the narration opens with the voice of a narrator-hero who reveals
her identity, “019% 2CAT°T bAN LAAA:: (“My name is Gersamot Kolasie™) (p. 23).
Gersamot speaks about herself, revealing “who” she is, adding an ascription of her name
who recognizes the self through the given norms. As the narration continues through time,
there is a change and mutability in her identity. Gersamot feels that her being present is
different from the previous. A certain change in her physical attributes changes her attitude.
She was not beautiful, but now because of the sudden change in her lips, she feels loved.
In her perspective, the way the other boys look at her is changed after her lips took a new
form. She has also a desire for them; each of them has a quality she admires. Her gaze

toward them is equally maintained.

Relating the present with her past, Gersamot is struggling for her freedom to love and to
be loved. She wants to be the girlfriend of one of them. She is carried along by events she
wanted to change which beyond her control: “¢-+Aa-+ @A% NapAAI® A's NMh74.C°F
NF oo®LL AF15 1458 ALYPT “LOATCTrET T10P ATL7ILFN L&t AT
ao P} 1@+ (“It may seem that it is an unverified conclusion that uncommonly | am
loved only because of my lips, but | want to keep the secret about my lips which no one
knows”) (p. 40). She confirms that she was not attractive before a certain incident
happened to her lips. But the secrete of how her lips became attractive remained hidden
from others. Yet, she tells how she has possessed beautiful lips that she never expected.
Therefore, Gersamot constitutes self-constituency, first, by pursuing ascriptions to be a
character defined by a certain constancy of its dispositions that she owns beautiful lips;
second, by pursuing imputation one sees it in the kind of fidelity to the self that she admits

her lips were not beautiful before, which is a certain miracle for her.

Therefore, Gersamot’s self-constituency involves an identity marked by a permanence
character of beautiful lips who aspire to carry it forward in time within the continuity of

permanence in time. Being cognizant of who she is, Gersamot wanted to keep her attribute,
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which is a self-referential activity. In this sense, she raises questions regarding other
permanent attributes that can be an expression of self-constituency. The following excerpt

presents:

AP N74.CT £9°40-0 AN ... dMA® AP 1 B2 ... AooPr A7LT (@ hd-+7
@A 1@ PIIAD ATSY NETNE ool 107 T1oPh AN 9°7 CIaT 10?7 AADT N
NOP PCF 40T TTOP ALhNLI?

When one tells that my lips are beautiful, where is that the other part of my body is put aside? ...
Are we simply saying that we know that someone is handsome based on such partial facts? What
does knowing mean by itself? Is it not difficult to know about oneself after all; let alone to know
others? (p. 40).

The excerpt above provides the questions regarding identity through the voice of a narrator-
hero. Gersamot as the subject of an action is trying to conform herself to her new identity.
She is unable to understand what makes one beautiful because she never thinks of herself
as a beautiful girl.

The subject remains the same throughout the story, but they are subjected to change and
subject others to change in search of their identity. What the other characters speak about
Gersamot forms a change of identity. Here is an excerpt that Ramisu states about gersamot:
“aop’lt TIC MNE A)T POLLNNT N1 T GANRS NAI°T @6 hBLATV:
PULAN AT @PI°:: ... 05 ALCIDS COLSY T hé:7 NF 1@ (“The reason |
exceptionally love Gersamot from all other things | hate is not because she is smart or
knows philosophy. She did not know it at all. Let me be honest, | loved her only because
of her lips”) (p. 177). Thus, what Ramisu tells about Gersamot gives a different form of
identity. Hence, the ‘as if” horizon of the text projects the reader to a mutation of change

and permanence.

Ricoeur (1984) infers that narrative identity is an imagination product constructed where
the textual world appeared to be real to the reader who receives “the world and the
temporality it unfolds in the face of this experience” (p. 79). At first, the narrator presents
the pre-existing identity of those characters, introducing their physical appearances and
behaviors. As the story continues, a character or hero peruses a certain quest in the

dimension of linear time toward a discovery stretching from birth to death. Plot retrieves
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past potentials in the form of personal fate and collective destiny. Then, through narrative
reconfiguration, the reader will become aware of how the actions of these characters

entangled one another, and the changes through time, thereby, creating complex identities.

Characters must identify their existence first in order to recognize their self-worth. They
are thrown into life (birth) and must deal with some way. Their quest is established based
on the identity they are ascribed that provides expectations for the future. Hence, the quest
presents an imaginary travel toward an end or a discovery. Accordingly, they put
imputation as a subject of an action to change the outside world which they do not have
control. Such self-constituency of identity is prescribed in the narration about, Bakafa. The
excerpt reads, “A270 ALONDT ALCOANT N7ILTAT NLCONT ATH, AIAOD-
N7Lh N &PC On4. hL17:: (Bakafa grew up with too much love and protection which
beyond the imagination of science to describe” (p.109). The voice of the narrator with
unlimited knowledge speaks about Bakafa being grown up by his aunt Lidya who mentors
him, providing all the care he needs.

Bakafa’s life is well planned and structured. Lidiya’s goal for Bakafa’s life is to see him
being a “prodigious man” — “... AAQ, P9°T4AIDT 9°7 ALY PO @@
AL AP W@ A8 INC:. (“In her heart, she wanted him to be a certain
‘prodigious man’ she does not know about™) (p. 109). Thus, Bakafa’s quest for life is
projected following the trajectory of the “prodigious man” to whom he imputes a
responsibility of this imaginary figure. His identity of self-constituency is so shaped by his
mentor. In this section, the story time moves backward. It presents the reason for what he
became now, as a “being” in the present. The story goes back to Bakafa’s childhood and

the way he has been mentored and how he has acquired his current career.

Thus, the plot recollects past potentials where the reader imaginatively stretches back in
time, witnessing the personal and physical change from childhood to adulthood over time.
He joined Hawasa University and graduated in Accounting and Finance. He is interested
in producing movies; that is why he has to make money first by studying other fields to

achieve his dream of being a film producer. This shows how repetition by the plot presents
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actions being recollected from the past and provides the identity of the Doer. In Afs, such
kind of narration is common where the fate of a character is already decided in story-
making. Then, the reader interprets how this character came through to achieve his or her
goal or live the expectation set by the narrator or reader, which is a duplication of a travel
in space that assumes the shape of a return to the origin.

In this sense, Bakafa as a hero has a quest or tries to act toward his expectation outside of
his actual world toward the potential world. He expects to be a film producer - His dream
is to become a film producer with the income he gets as a charted accountant (p. 15). The

excerpt below tells Bakafa’s early dream that reveals his identity:

M4 (.97 POMMDIET 0L9° TCEABLN o107 94T e AL ATTIPA (oo™ looEavl @
CHTN®: PAA TIC O TIHN NAR. ALH hdooFh 1@ ... WUANT hood~ @-0T
nNFAC PA°T PN oonChele: NS hooAOA+ O7T@ +HCE PooLovld far7
LAI° AaoNlt API® AT

When Bakafa wanted to achieve his vision of producing a cinema, the first thing he realized was
that he did not have enough money. ... Within two years, he produced his first film with the huge
profit he got from selling lipsticks and related cosmetics. (p. 120)

The narration in the above excerpt shows that the quest of the hero involves the character
of repetition, which is still imprinted in time by the circular shape of the travel in space.
The quest is absorbed into the movement by which the hero becomes who he is. According
to Ricoeur (1991), this is the highest form of narrative repetition achieved through the plot.
He affirms, “The end of the story is what equates the present with the past, the actual with
the potential. The hero is who he was” (p. 114).

Therefore, the refiguaration act of narrative provides the translations of consciousness
which retrieve the hero’s past and brings resoluteness to his or her inherited potentialities
that are thrown by birth. Ricoeur takes Heidegger’s notion of “repetition”, to infer, the
retrieval of our most basic potentialities of “being-in-the-world” inherited from our past in
the form of personal fate and collective identity. Accordingly, our destiny and fate happen
only in the repetition of action in a narrative. As a result, the issue of coincidence and fate
are inscribed in the self-constituency of characters. In Afa, the plot is organized by
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coincidental events happening here and there. The protagonists continuously encountered

things they do not have control and could not change.

Mostly, their actions and meetings with one another are accidental. Ramisu meets
Gersamot by coincidence: “A78 00% APCPéL we1l-ov&h ALAU- &1 Nérk bk
AU . TP AfASTH 0LSE7 AHNT M ALLh:: AQY® MA hLLTT::
44820 alk! AAT: (“While 1 was walking keeping my face down, as usual, | heard
footsteps in front of me. I looked for a moment as I pass by. She looked at me too. ‘Hi,
Abu’, she says”) (pp. 152-153). In another part of the narrative, Ramisu and Zerihun met
on the bus by coincidence — “h?- 1@ 0AAT ANT AH @0T L54A AP
CAMNPU-T A7& (@ &% Phé.l AE HLUT ZOAA:” (“From where are you
coming at this early morning? A guy asked whom | did not expect that he would be around.
This guy is called Zerihun who is from my neighborhood”) (p. 179). These excerpts show
that each coincidental action is narrated within a separate narrative section.

The narration takes back and forth presented from different narrators in order to display
their perspectives. For instance, after the narration by the voice of Gersamot as a narrator-
hero, the narrator takes the turn and speaks about other characters like a regular turn-taking
conversation. Hence, a new perspective is formed when the narrator presents characters to
audiences — like projecting a motion picture from cinema. The narrator’s angle of vision is
different from time to time. With all his unlimited knowledge, the narrator unfolds the
future fate of the characters. Below is an excerpt:

2% oMtT aNna $Co N LH ALADOTI®: AL 10?7 A787L LHI° AaeCTS
ML.° M8V AgoNF+7 P8 LoodAd:: °GSANT o8¢ HTo o-0T 1Mo 77
grenda 1H PoLLor M@ VLMt FH MehiEF 607 ALAL LUPSA: Ui 1IC
FAPPE nP: (LY@ a0NE PANND- hl14F L4 hoLd A&V CHANONN OMBT
PN 0 IPNTET BT EAN?

The way this youth group gathered usually has the same structure. Have they planned it? Sometimes
it seems that they are ready to go away or to be dispersed. Probably, this is a hint for their life
journey that time would reveal one day, which is now being hidden within their friendship. If
everything is changing unceasingly; if the desert gets blossoms and the bloom perishes, or the
deceased grow again; then, why not this group of youth would one day be dispersed? (p. 49).
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Will their friendship be permanent? The excerpt above presents doubt about the
authenticity of their relationship. Since their actions are congruent with the desires of
Gersamot and, not their own, they allow the identity of Gersamot to determine their
identity. Their intersection revolves around Gersamot’s lips. The followability of the plot
allows the reader to remain in full attention to grasp the quest of characters in the form of

fate or destiny. In this sense, time functions as an experience/change within permanence.

Does time determine the fate of these characters? Beyond their throwness to birth and
death, the narrator is capable of accessing their future — giving a hint of what they would
become. However, for the reader, it seems that the narrator is giving the power to time to
decide, “Time will tell” (If everything is changing unceasingly ... why not this group of
youth would one day be dispersed?). This expression presents the self-constituency of the
characters whose self-hood will remain the same from beginning to end while
circumstances may alter their friendship over time. Certainly, everything is in continuous
change. For example, in a cosmic or natural time, there are changes in phenomena, seasons,
and natural events. Likewise, biologically people and things change their behavior and

form going forward with time.

Now, those friends are separated; they are not as close as they used to be. The narrator
repeats what was hinted at previously. Here is an excerpt: “0¥’0l* hAd-F Gavd1 0T
NONE aoU Povl-d-F 140 ML (“Within three or four years, a gap has been
noticed between the intimacy of these youths”) (p. 81). Similarly, on page 122, the reader
would understand the change in their friendship as he or she is guided by the plot’s
particular directedness toward an end. The excerpt from Bakafa and Mrs. Mekrez's
conversation shows the change within the self-constituency of characters who once used
to be close friends: “ACE-+vV Ah ATm47 'INC: AT AMLPPAV:: hLTFED-
AD-PI° LATAN: NF LT Fé-4-0?” (“You look old that | even barely recognize you.
| asked Abu about you and he told me that he had never seen you. You became detached
when you get older”) (p. 122). Previously, it was presented in the form of expectation, now
it is being discovered. Thus, the reader discovers the quest that was established through the

narrator’s anticipation in the form of the “future in the past”.
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As time and space change, there is also a change in the protagonists’ characters or traits.
Previously, the protagonists used to sit together in one common place having fun and
sharing ideas. They had hidden secret desires toward Gersamot and they all love her lips.
As time goes by, these protagonists separated and they met by coincidence. Des Bar and
Sosi Café are their common place of meeting. Speaking about the characters, the narrative
voice gives new perspectives that remained unknown to the other characters. The narrative
about Geleta is a good example. In this case, Geleta’s story (who he is? what he does?) is
presented in the voice of Gelta’s mother (Mrs. Fortuna). This gives another identity to
Geleta. His identity was revealed starting his birth. His quiet behavior can be attributed that
a character that indicates permanence in time. This is Mrs. Fortuna’s description of Geleta:

103 A.OAL (HI°F INC:: ATL2T79° b hoTv0s h.oM PLIN7 ANAPAI™: ... &
nhoOSEE IC A 1PAPA P2IPD A AU7 AU AZET ho bt ALLON APPAU-T @LI°
AL T1CTC ANTIPAY-:

Geleta was quiet starting from the day he was born. He did not even cry as everyone would do when
he was delivered. ... He used to play and hang out with his friends, now | see him being alone
immersed in his thoughts or singing for himself. (p. 49).

Similar to the narration in the above excerpt presented by the character-narrator, another
narrative voice presents why Geleta shows unusual quiet behavior. This narrative voice
states, “NUAT @LI° w0l hootl T PAPA IO L% AE NCE
ATH140 T vA AT PHEN? 067 W9 HNAM®: AAIRT DOC T7TrT
NooGms. ACES 09> 1m-?” (“Why has he become so reserved now? Before two
or three years, he was talkative and uncollected. Maybe his relationship with a girl who is
older than him makes him look old”) (p. 46). Another voice (a new character in the
footnote) also gives personal descriptions of Geleta. The narrator presents that Geleta
dreams every day about the same incident, but what he continuously sees in his dream is
told by the voice of a participant narrator, Abebe. This dream is Geleta’s secret confessed
only to Abebe who is a priest, which remains secret for others, even for the narrator who
surveys everything from the above. Such technique of narration in the footnote gives the

reader new knowledge of the characters' actions which the other narrative may not know.
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As a result, the perspectival stories told by different characters retrieve consultation of
potentialities. Then, the plot with its repetition, makes identity unstable and complex.
Actions and their subjects would become a subject of diverse interpretation by the reader.
The ethical judgment toward the characters’ actions does not emerge from a single
perspective; the reader has access to different voices from different perspectival angles
which is made possible by fiction’s imaginative variations. This shows how the
organization of the plot unifies multiple, seemingly unrelated events into one successive
that provides ‘shape’ to what remains chaotic, obscure, and mute. Since a reader has his
own reading time and the act of reading is from beginning to end, he or she may establish
a temporal judgment. Such experience is just like a person’s experience of time from
childhood to adulthood. One perceives things at a certain time. Later, in time, he or she
may feel as have been mistaken before. As a result, the reader develops his or her own
narrative identity. Man changes in time; as being of within-time-ness, man moves forward
in the trajectories of his goals, desires, and circumstances, and in the process acquires a

change in personal identity.

The dispersed order of the story is internally connected by the plot’s followability which
becomes concordant to the discordant series of events. In presenting these different
anachronies, the narrator seems to provide information for the reader from the perspective
of each character. As Ricoeur writes, differing perspectives about similar events depict
characters differently. Multiple perspectives exist for every person (for example, about the
dimple of Geleta). Geleta’s motives are unclear, making him more mysterious and elusive,
even his fate remained mysterious to the reader at the end of the story. In this case, the
reader sees the same situation from a different angle, remaining inconsistent identity of
each character. Thus, the character has different perception of each other. Therefore, it can
be said that the writer of this novel creates a real-life experience for these protagonists. For
instance, what Ramisu speaks about Geleta is that: “74J~ 0-ThAN 717 ALY
AL ®PI°:: WFIET 0L L4 AhhT 20T 1@+ (“No one knows exactly who

Geleta is. He is a chameleon that always bends down its neck™) (p. 180).
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On one hand, an identity remains self-same; but, within the cohesion of their lifetime,
characters must change themselves and refigure different identities. Some cases show
characters’ unique physical attributes are also changed. For example, when Bakafa meets
Gersamot after he came back from Kenya, something has changed in Gersamot’s
appearance. Her lips are not in their beautiful form as everyone including Bakafa used to
admire. There is a change in Gersamot’s physical appearance that in turn changes Bakafa’s
affection towards her: “CavoMF@ An-l:7 Ahé- P F9° CAMNPD 1IC hI2Mavd-:
2PN ATy HACE N1AN a0 N9°Pm- 150 DNT ... AL TAL 48
aoPF A4, (“[Gersamot] arrived on time, but something that he did not expect has
happened. The poet’s line came to his mind, an ice-cold suddenly swallowed into my
warmest soul”) (p. 142). Such moves of narration develop a narrative identity of characters.

Gersamot’s lips are no more in their previous attraction.

The excerpted expression above shows how Bakafa is defined by the change in Gersamot’s
appearance. His view of the world, other people, and himself changed after meeting
Gersamot for the second time. The change of one’s character or personal identity is
revealed with the characters' experience of time. The protagonists in this story have to
speak about themselves in the experience of being in a different time. To answer the
question of “who am I?”” one must travel back in time where he or she finds a different self
and sense of identity. What he or she and others did are concerned to rebuild an identity of
“now”. As Bakafa’s views of himself and Gersamot changed, Ramisu too acted in the same
way. For these characters, there is an identity explained as before and after which mainly

reveals time as experienced by humans. Similar to Bakafa, Ramisu insists:

TATC £A AT OGFT A, AT AT hd: 00T WINT 11T hHE 7 LA ACATT
BCA ALLATI®: AAVE BLM AARITIC: .. ACHFP 30T TILE Ve MG W4

She was created flawless, but she creates defection in her mouth. After that day, Gersamot is not the
person | used to know. ... I will not be concerned for her anymore. ... O my beautiful Tabot
Maderia! Goodbye to you. (p.188).

For Ramisu, Gersamot was his only hope. After losing Gersamot, everything is the same

and insignificant. Through her, he used to look at the world from a different perspective.
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When something is changed in Gersamot’s appearance, his perspective of her is changed
too. As a result, he builds another form of identity for himself and Gersamot. The statement:
“After that day, Gersamot is not the person | used to know”, shows such a notion of identity.
Gersamot’s lips were the magnetic attribute to which all the protagonists are attracted.
When her beautiful lips forms disappeared, these protagonists have no longer any affection
for Gersamot. Looking at her in that way, Bakafa and Ramisu became shocked and tried to

redefine themselves afterward.

Mostly, characters take on a new identity. They are in full circle one becoming the other or
replacing a space of the other one. Their identity can be explained as before and after the
coincidences. For example, one can read Delani’s different identities before and after a
coincidence. He was a person who was ashamed of his look. Later, he gains a new identity
and becomes happy. To show an excerpt text: “Pooii @ 1004-F @-NT £7Le0M-
bl Nom L1, 4 T76bE AL TAP ACHSG h@ T AP (“From his reflection
that he is looking through the mirror, Delani sees a deep dimple marked on his left cheek™)
(p. 219). Accidentally, Delani got a dimple on his left cheek, taking a new identity and
transformation. It is like when one loses the other one gain. Delani encountered the dead
body of a young man found on the street of Durban, South Africa. The man has got a dimple
on his left cheek. Delani unconsciously touches the dimple, and it is mysteriously placed

on his cheek.

Time as a fundamental element of existence determines the fate of characters. Those who
were ugly become handsome; those who were beautiful become ugly. Hence, everyone
appears to be found in an evolving situation and identity. In line with this, the story notes
the notion of circularity where nothing remains static or permanent and everything is in a
dynamic of change. Delani was physically fat and looked ugly; then, he gains a new
appearance: “168- NF ALLAJ® ¢ HAOMD- hAh'L%.9° hALTI®-9° ANC ETCT
P10 @M aohAe 1@+ (“It is not only his appearance that is changed; he walks like
a young man as if ten years detracted from his age”) (p. 219). He was bored with life and

his career. As he gains a new identity, Delani appears to start a new life with fresh hope,
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“UNET9° 7L2ET ool @L AL h'1A::” (“He stretched both his arms pleasure”)
(p. 220).

What happened to Gersamot is the reverse. She had beautiful lips, but suddenly, they
disappeared. Her identity is lost. People who used to admire and wish to date her now lose
interest. The narration states, “eof 3@ & AdT $771 MR PT 3L CI°F P +£I°
AL NNI°N P-tHaoF 098 CavhA AOP L7 h4:7 1@ (“When she looks at
her face through the mirror, what she sees is an ugly face she has never seen before. It looks
like a place smashed by bomb”) (p. 228). The physical and psychological change is

reversed for Gersamot and Delani.

In the last pages of the narrative, the story takes the reader back to its beginning. In
footnote®, the narrative comes back to Megdelawit. To the story time, three months passed
since Kolase disappeared. Gersamot passed a university entrance exam, and she was
preparing herself to join the university for the next academic year. Here is an excerpt:
“go AP LA AN hONT OC NAL a0 ATL15%T 1AP AL 1o4.A:" (“One
can tell from her face that Megdelawit is sorrowed because it has been over three months
since she lost Kolasie”) (p. 245). Suddenly, the compound door is knocked on. A man
accompanied by an old woman and a young girl enter. Below is a dialogue between

Megdelawit and the guests:

“OLHE oo 7LART TTI? hBLAT?”

“haolPr AACIR T CITAN AST INLTN?”
“aq 07 OGHC MATICTT ATTU-WTFD-”

“Are you Mrs. Megdelawit?”

“Do you used to have a mother named Selamawit?”

“I found Mrs. Selamawit who is your mother”. (p. 247).

Megdelawit parents divorced when she was a child, and she was raised by other parents.
She did not know her father as well as her mother. The fate of Megdelawit and Kolase
seems to be reversed. She lost her husband, but she is reunited with her mother after 40
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years — “haCO hooJ~ NAL FALLHP ov1G7T T AT79° hOL 1@ oo ILAPT
P13 PTm NN Hoo TG Hoo& ANTBLT A28 ARS8 ACTPONA L7707
PALY T LN - (“It will be tough for anyone to meet a parent after forty years of
separation. Megdelawit grew up by the hands of many relatives and acquaintances who she
did not know well”) (p. 248). Megdelawit’s quest for her identity is now gained as she
always wondered why her parents abandoned her. Her identity is now regained; as the
saying goes, what goes around comes around. The plot’s notion of followability offers the
reader layers of interpretation. As Ricoeur (1984) states, “Every story, we have said, in
principle explains itself. In other words, narrative answers the question "Why?" at the same
time that it answers the question "What?" To tell what has happened is to tell why it
happened” (p. 152).

It seems that the whole narrative situation of Afa has got a resolution. The whole story
comes to where it begins, taking a circular narration. The protagonist's identity is also
reversed. Kolasie was found as an infant at a riverside; then, he mysteriously disappears.
Gersamot accidentally possessed beautiful lips; accidentally, she loses those beautiful
forms of her lips. Megdelawit lived without her parents; now, she is reunited with her
mother. The story seems moving toward the same goal. It seems that there is a similar fate
encountering every character. They either change their identity or found themselves in a
state of de j’avou. They lost themselves in the cyclical coincidences and happenings.
Ricoeur (1991) notes that tracing in the quest for identity formed at the level of repetition;
it is a kind of repetition that would generate the quest itself. It presents a circular return to

the origin. The hero is who he was.
4.3.2. Self-knowledge and Confession

Characters look back in time. Through retention of the past, they recollect their time and
reevaluate their own “self”. Through plot, scattered pieces of stories will become coherent
and acceptable so that the subject will recognize his or her self-constituency. In this case,
characters as the subject of an action confess how they came through in all such unfulfilled

desires, goals, and motives. This confession, however, is a way to regain another identity.
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They admit or accept the bittersweet and try to settle down. The narrative about Ramisu
clearly shows such a development of narrative identity. In this section (pages 170-175), the
narration is full of a stream of consciousness. The narrator is deeply involved in confession
and revelation of his internal self. The confession opens up with a statement, “& Th@-
AG1L®-” (“Let me speak it out now™) (p. 171). This expression is a kind of narrative cure.
He is revealing why he hates everything, expressing what he had come through. Therefore,
it is a new self of narrative identity that the self is proclaiming himself, “I am this man
now”. Ricoeur (1980) asserts that “If one succeeds in getting out of the labyrinth, then he

becomes a new being (p. 189).

The narrator-hero provides his new self-image of the past and his being in the present. His
previous identity of man with ambition, goal, and dream to fulfill and his identity at ‘now’
are presented. Why has he become so hopeless now? Here, the narration presents, «...
AT8Y avlde PR PNRET 1T NeoPh ALY IPGANT ICSANT
ALANLO WA 70 1@+ (“l became so nasty not because that | am left-handed; perhaps,
it is because | am not lucky”) (p. 172). Characters come to being in a state of chaos. Dasein
or being is thrown between “birth and death”. Ramisu’s questions about himself reveal
such a notion. His sense of time became lost; thus, his identity was questioned. Ricoeur
notes that the future is designed by expectations. Ramisu’s concern and expectation about
Gersamot are now gone. Then, his anticipation of living forward is lost too. He is always
trying to escape from the reality. He pretends to live, but he hates life, people, and things
around him. Everything around him happens against his will. He thinks his time and place

are taken by others as if he is living in a world he does not deserve.

Gersamot, on the other side, was hopeful and had a purpose in life. Once her beautiful lips
get deformed, she seems to lose all her sense of being in the world, “C@M I a1 1@-
PEalTM 17 OP:1: 3 A2 (“She was just stepping in the route of youthhood, but she
is done with it”) (p. 232). Her youthhood hopes vanished with her lips. She accepted her
fate finally. In this sense, self-knowledge is a confession that characters admit they are

living in a world they do not have control over. This shows that the expectation is human
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beings’ sense of existence as living toward death. With the goals and concerns they have
in life, they live through the future in the form of expectation. In this sense, human values
time and be influenced by time. Ricoeur puts that narratives often create a feeling of
necessity, which can make acts seem as if they rely on each other and must happen in the
order they happen. However, as discussed earlier, behind every narrative is nothing more
than a series of discordant episodes, which the author links together through a plot, to

develop a cohesive and meaningful story.

The contingent events at the core of identity are often mistaken to have happened by fate
instead of by choice (Gersamot, Geleta, Ramisu, Delani, Bakafa). Characters of course
cannot choose their future. Ultimately, the characters in Afa are in a world that operates by
fate alone. Like the game of gibiblosh, the player acknowledges the deterministic world of
the actor. Thus, characters, although determined by fate, have reason to wonder whether
destiny shapes their lives or not, or whether they truly control their lives, or if fate is
responsible for dictating their lives. They found themselves in uncontrollable situations.
They accept the situations and submit themselves easily to the things around them, “let it
be” as they have no choice. For example, Gersamot and Ramisu endorse the fateful world
- I will not be concerned for her anymore. ... O my beautiful Tabot Maderia! Goodbye to
you, Ramisu finally confesses. He finds that at the heart of fate is the meaninglessness of

existence.

Similarly, Ramisu seems to accept his fate and lacks meaning in his life. In the previous
analysis about memory, it is already explained that Ramisu’s encounter with watching a
movie made him trespass into remembrance of his youthhood. He then tries to imagine
himself outside of his existence in the present. Imaginatively dislocating oneself is questing
for a lost identity far from time and space. Because of the film, he is watching, Ramisu
dislocates mentally from the present time and space. When the film ends, he is suddenly
immersed in his past, united with his lost identity. The narrator-hero continuously narrates

about himself:



115

77 4. ha's BALA: @187 PAPaD 19 hélhe LADLL 1OCLO 10+ NAMT?
o POLOST AFSN A@-PAU 17 UNT AMAAU: PSANT TONE TR 9PSAOT
NT207 L Ahé-AU-F havhAU-9°::

My brother Bakafa is different from me. He is like a St” George who is still on the back of the horse
and did not quit fighting. He is better than [ am, yeah? ... I know some people love me, but I hate
all of them. Maybe | am an arrogant man. Maybe | am proud of my arrogance. Of course, | am
feeling proud. (p. 204).

Ramisu, who once was a person full of dreams and had a bright future, is now lost his hopes
and previous identity. The person who had a goal and dreams to achieve is now lost. That
infers a person in time with two different identities. As a reader, one can understand that
his hope was dashed because he could not find things as he expected. However, through
narrative, he tries to redefine himself, in effect developing another identity. Narrating one’s
story is just like revisiting how a “being” passed through those trajectories in time. As a
self-story, the film helps him to look back and unite with the identity lost. Such an act of
remembrance helps the narrative voice to gain a new narrative self as the film is a reflection
of his childhood experience. This narrative identity answers another “Who am 1?” of the

narrative self or voice gained after self-knowledge.
4.5. Summary

The story of Afa depicts discordant aspects of aspiring youthhood and despairing maturity
periods; authentic expectation and unexpected consequences; joyful moments and
unfulfilled desires, and above all divergent experiences of transiency and permanence in
time and selfhood. The narration involves multiple narrators and voices who present about
themselves and other characters. Furthermore, the footnotes presented as supplementary
plots and commentaries give the text a metanarrative mode. Afa is situated in the narrative
technique of stream of consciousness that serves as the basis for the experience that its
characters have of time and that the narrative voice of the novel wants to communicate to
the reader. This gives the readers different temporal and spatial perspectives of the story.
As a result, the whole analysis of the research has relied on the theoretical issue of time as
a subject of analysis. Based on the theoretical framework of Ricoeur’s Time and Narrative,

the analysis presents temporal variations, memory, and narrative identity.
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In the first section, the analysis has presented the issue of temporality on Afa. It has been
analyzed that the novel Afa, as one form of fiction provides mediation of time between
lived time and cosmic time, and world time and internal time. As has been stated
redundantly in the previous sections, fiction by its virtue of imagination presents a
complete understanding of the experience of time which neither the cosmological nor the
phenomenology of time has answered. In this theory, Ricoeur includes the notion of
narrative voice theory in the interpretation of the experience of time is that he includes.
Through the narrative voice, every narrative involves dual temporality; the first is a linear
one that moves toward an end with the plot’s “followability” while the other one surveys
the story that is being “grasped as a whole” which puts the experience in recollection and

presents traversed time.

Having said this, the narration or utterance of Afs is subjected to different narrative voices
and narrators. In the first chapter of the story, a non-participant narrator presents the five
protagonist characters, gazing from a totum simul perspective. In this case, the narrator
with past voice recollects actions and events; hence, time is being traversed. Putting
characters forward in the lived time, this voice takes a divine or eternal time, which
represents cosmic time. Characters by their side constitute linear time in the lived time or
live forward in the within-time-ness, as a temporal being between birth and death. These
characters are put forward in time toward the future they are uncertain about. Without
knowing the future, they linearly experience time by establishing goals, desires, and

motives.

Additionally, because characters and their action are established ‘in’ time, they constitute
a physical time marked as “before” and “after” which is the experience of being stretching-
along. In this sense, they have private time to do or not to do things, or to have or lose time,
etc., which is prescribed within the subjective aspect of time. As a result, the novel, Afa,
simultaneously presents the linear and traversed or non-linear aspects of time. In this way,
narration mediates the cosmological and phenomenological time, which are to be
irreconcilable from one another. Mostly, calendar time which is a form of external or

universal time has not been emphasized in the story time. In addition, technically, the
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narrative is organized with non-chronological distorted plots that continuously disrupt the

story and make it difficult to explore temporal gaps within the time of the story.

In this novel, the footnotes also develop their plot and time in addition to that of the main
story. Thus, it has been noted that in Afa, events or actions are presented by different voices
and time of utterances. For this case, the analysis has illustrated an example from chapter
two on pages 87 and 103, in which a spatial, as well as temporal perspective of a story, is
presented. In this section, events on the chronicle day of Thursday have been presented
with multiple perceptual angles that provide a subjective experience of time by different
protagonist characters who are having the same Thursday, which is an external or public
time. Therefore, the analysis has illustrated the objective and subjective forms of time.
Such kind of narration is also explored in the other part of the story, which also established

different temporal and spatial perspectives of the story.

Furthermore, the novel Afs involves narrative repetitions, which is the other temporal
quality of the story. At this point, it is noted that the narration in establishes actions at the
deep level of repetition, which in turn, provides imaginative forms of time like
metatemporal, mortal time and public time, eternal time, etc. Due to the involvement of
multiple narrators, the story unfolds itself to the reader with different world possibilities of
“being-in-the-world”. In this case, different excerpts have been provided as an illustration
of the imaginative time formed between the narrative time and the world time of the reader.
More importantly, Adam used mythic form time which the time of narrative is mostly
stated as - once upon a day, one day, on one period, etc. In this form of time, time has
become unmeasurable through the loss of its handholds and measures. Such kind of
narration presents a different quality of time limit-experience between eternity and time.
By the mythic representation, time is personified; then, provides a different conception of
time. In this sense, transformation, transiency, eternity and cyclicality have been identified

as the conception of time reflected in Afa.

Dominantly, the cyclical notion of time is reflected. Like the recurrent patterns of nature,

Afa employs similar actions and events that are subjected to repetitive occurrences. This
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explanation alludes to Messay's (2013) argument about the Ethiopians’ cyclical conception
of time (see section 1.1). Likewise, in Afa, the author employed different narrators and
voices; the narration presents the rhythm of actions, which are appeared to be cyclical.
Nothing remains permanent; everything evolves repetitively. Such circumstances reflect
African temporality, in which the meaning of time and existence is inscribed with the
rhythm of life. Recurrent patterns and rhythms of actions are dominantly orchestrated in

the novel, Afe.

Concerning memory, the novel, Afo employed a narrative voice who is in the act of
recollection discerning temporal wholes bringing about the heterogeneous circumstances,
goals, means, interactions, and intended or unintended results into one “organized whole”.
The narrator recollects stories about events and characters that they retain backward in
search of experience. Through memory, time is unified with a temporal flux of coming-
towards, having-been, and making-present, which is different from the teleological
structure of past, present, and future as a separate entities of time. The narrators and
characters recall an action in the past where they put themselves backward in the visitation
of lost time. As a result, they experience quasi-present. In this sense, the Ethiopian notion
of tizta has been interpreted along with the concept of remembrance. When the protagonist
character, for instance, Ramisu immersed in nostalgia, he imaginatively travels in the space
where he is united with his past time. Thus, tizta as a voice of the past constitutes the quasi-
past of the narrator-hero, experiencing the space of ‘here’ and ‘there’ and in the temporality

of ‘now’ and ‘then’.

The concept of narrative identity was the other issue of analysis. How characters identify
a self, how they act to keep their self-constituency, and how they respond as the subject of
action have been explained. Characters must identify their existence first in order to
recognize their self-worth. They are thrown into life (birth) and must deal with some way.
The existence of dealing with and being trapped by circumstances and personal issues is a
constraint to leading meaningful lives. To establish control, they see themselves as agents
of change. Thus, in Afs, the hero’s quest is established in the dimension of time which is

an imaginary travel. Accordingly, he or she acts to change the outside world which they do
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not have control over. Hence, the characters try to imagine life outside their present state

of existence.

In the story, characters are interconnected by actions that present fate and coincidence.
Things happened by coincidence. Constituting self in the time between birth and death,
characters have put desires and goals, which are established in the quest forward. However,
when they act accordingly, things appeared to be not working. For instance, Ramisu and
Gersamot failed to meet when they plan to a dating. Hence, the narrative voice seems to
focus on the characters’ feelings, not on the chronological appearances of events. Events
happened at the same stretching-along of time and the events are also the same, but they
are narrated with the focal view of different characters; hence, different identities are
perceived in each one of them. Finally, the separate narratives of each protagonist give the
reader a complete identity of the characters. Ricceur discusses how all actions are
interactions with others because no action can be isolated from others and thus will affect
others in some way. These different perspectives can create varying identities of the same

person from the same event.

The Metaphor of Qibiblosh as a Circular Narrative Technique

At the end of the novel, Adam explained the narrative technique he employs when writing
Afa is imitated from a game called gibiblosh. It is a puzzle game played by a group of
individuals using five small gravels, which in the context of the current research, this novel
can be taken as a metaphor for the pre-narrative structure of action in the real world. In this
case, the existential structure of gibiblosh as a metaphor of prefiguration is used to organize
the narrative structure of the story in Afa, which is an act of configuration. The narration of
the story is organized in just the way gibiblosh is played by oscillating gravels with steps

and procedures.

When playing gibiblosh, a player picks five gravels that are round and the same size and
put them on a convenient flat space. One among the five gravels has a unique purpose the
other gravels are picked by using this gravel, called meklebiya (picking gravel). By tossing

the meklebiya gravel, a player picks up the others one by one and collects them. It is played
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with different steps and rounds until the player makes a foul, and gives the turn to another
player.

Similar to the five gravels, the five protagonists in Afa are assigned to the circular action
from one narrative to another narrative acting on the same events turn by turn. There is
already a given rule for this game; the player certainly knows and plays accordingly with
the rules and steps that follow. However, the player has no control over choosing which
gravel to pick first because they are randomly picked. Accordingly, the story of Afa is
established with five protagonist characters (Gersamot, Geleta, Zerihun, Bakafa, and
Ramisu) whose action is determined by circumstances and coincidences. Gersamot is
placed at the center of the story that she used to pick other protagonist characters. Being at
the center of the story, other characters react to situations around them and judge the world
in relation to her. Thus, she is the focal person where everything is perceived. The
characters act randomly, and events are organized as if they are happening by coincidences

that in effect make the narration cyclical.

As aresult, gibiblosh as a narrative technique can be explained along with Ricceur’s notion
of threefold mimesis. Ricceur maintains that narrative is a circular action of pre-figuration
or mimesisz, the configuration or mimesisz, and refiguration or mimesiz. Like the five
gravels in the gibiblosh gravels picked turn by turn, those five protagonists in Aff are
involved in a motive of picking or dating Gersamot. A character acted on circumstances
without knowing the other did the same thing. Humans are thrown into a world where they
do not have control. As Ricoeur states, their temporality dictates as “being-toward-death”
thrown between birth and death that is to “with-in-time-ness”. They are eager to live ahead,
they think, desire, act, and plan, but they do not have control over things. In Afs, the author
act as a player who intentionally determines the number of gravels and plays them

randomly.
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Chapter Five: Temporality, Memory and Narrative Identity in

Bafaokar Som

This chapter is exclusively devoted to the analysis of the second Amharic novel, Bafokar
Som. As it has been analyzed in the previous analysis of Afo, the forthcoming sections
under this chapter present temporality, memory, and narrative identity in Bafokor Som. The
analysis under this chapter shows how fiction is a concordance for such discordance of

time, thereby presenting a complete understanding of time.
5.1. Synopsis of Bafakar Sam

The novel, Béafokor Som (“In the Name of Love”)by Alemayehu Gelagay designates the
theme of identity, love, culture, and time. The time of the story pervades a historical context
of the period between two Ethiopian governments. The story is set in Addis Ababa, a
specific neighborhood called, Shegole. The story depicts life in one family that is presented
through the perspective of a first-person narrator named, Tals. Being the only male child,
he gets maximum protection and nursing from his mother and sisters. “Only King Solomon
and | knew the benefits of being surrounded by females,” he says. His mother gives him
special attention because she has begotten him after praying to the Holy and invocation to
a sorcerer. However, his father, Mr. Bizen does not like the way Talo was being nurtured
or treated in the family. Mr. Bizen thinks that his son is nurtured with a feminine character
because Talo always stays at home and does tasks assigned to females. On contrary,
Chayna (his elder sister) does more male things. She has a muscular complexion; exercises

karate; she stays outside. She mocks Tals calling him, “sissy”.

Despite all the love and care that Talo was enjoying from the other members of the family,
his elder sister exceptionally does not love him. He wonders why she hates him. He got the
answer after she revealed to him a family secret about his true identity. In one incident, he
met Chuchu, a mentally retarded boy who lives next door. Chuchu told him that he has
eaten a chicken that Talo’s mother has thrown it away after a superficial practice. Then, his

mother warned Talos not to meet Chuchu again. One day, Chayna told him that Chuchu is
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ailed because his childhood ailment was transferred to Chuchu through their mother’s
solicitation to a sorcerer. Then, he has possessed the body and identity of Chuchu.
Realizing this fact, he began to hate himself. He thinks that he is in the body of another boy
and that his true nature exists in the body of Chuchu. He thinks that his mother’s love for

him is a curse in “In the Name of Love” that gives suffering to others.

Tals falls in love with a girl named Sifen. She is a beautiful girl from another city called,
Nazret who occasionally came to Addis Ababa to visit her distant father who lives next
door to Talo’s family. Sifen and Tala’s mother believes that Talo possesses a magical spirit.
One day, she revealed to him that she slept with him thinking that his supernatural spirit
may consent to her. At this point, Talo questions again about his identity — “who am 1?” —

as Sifen loved him for the spirit he has been possessed with, not for who he is.

The story reaches its climax when Tals has intruded on another question of gender identity.
One day, Sifen was in his room preparing dry food for Ato Bizen because he was called to
the military for the second time. On this occasion, Talo was troubling Sifen by calling her
repetitively. Then, Sifen became angry and humiliated him that he is a “sissy” and he is
not doing what men do. At this time, Talo became alerted to his gender reference. He
wonders why his sister Chayna, his father Ato Bizen, and again Sifen were calling him

“sissy”. Then, he begs Chayna to help him avoid his sissy character and became like a man.

One day, news about the death of Ato Bizen was heard that it has died on the war front.
Sifen came to share the grief of the family. Three months later the news about the death of
Ato Bizen, and strange soldiers are seen in the city. These soldiers were the defeated
government soldiers. Then, it has announced that the president of the country, Mengistu
Haile-Mariam has fled. A new government was established in the country. On this day,
Ato Bizen has returned home with other two soldiers despite the news of his death.
However, an accident has changed the family’s moment of happiness into a grievance. One
of the family members Chayna died from expulsion from the Shegole bullet factory where

she was around with her friends collecting metals.
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Talo is introduced to one of the soldiers who has returned with his father. The soldier was
a captain and he loves reading books. He shared his experiences for Tals, who he was, and
what he did when he was at a young age. He recommends books so that Tals could have
broad imagination and perspective. The Captain asked Talo about Chuchu; then, Tals told
him that Chuchu became what he is now because of him. However, the Captain disregard
what Tals believed is not true. He told him that Chuchu was mentally retarded and it is not
transferable, and his ailment is since from he had been born. Struggling with the belief that
his mother and Sifen thought about him and what the Captain told him about, Tals finds
himself in confusion. His attachment with Sifen became closer than ever before, but, at the
same time, he was feeling discomfort in their relationship. Questioning identity, religion,

gender, and other issues, he became negligent to Sifen.

One day, when Talo came home from the place where he waited with friends, he realized
that Chuchu was not there. His sister told him that some voluntary people from an NGO
have taken Chuchu where he could get medical treatment. Soon, Talo was shocked and lost
consciousness. He became retarded like Chuchu; he was not properly talking, unable to
walk either. His family took him to different places for his recovery. Talo remained in a
state of mental retardation for three months until he is finally taken to a psychiatric hospital.
After analyzing the case, the psychiatrist suggested bringing Chuchu back home. When
Chuchu was brought back home, Tals regains his consciousness and became healthy as he
was before. Then, the family rejoiced and Chuchu became a part of the family.

5.2. Temporal Variations in Bafakar Sam

The Bafokar Som is organized in an episodic narrative structure with three episodes,
entitled: hA@Tam 041 (“before the change”), AT @, (“during the change”)
and hon@-To-m (pA (“after the change”), which are structured in terms of
chronological order. The first episode sets in the final periods of the then Derg government
while the second episode encompasses the time during the transitional period of the
emergent government. The third episode is presented in a pictorial that is given a narrative

space of only one page. This envisages the story forward but remains untold after the



124

change. This episodic nature of the novel presents the story with time references of
“before” and “after”. Each episode consists of opening verses of the Bible, recited from
Genesis 2:79; Genesis 3: 17; and Isaiah 46: 1-2 respectively. These verses entail a change
and transformation in the course of the narrative. The narrative starts with the voice of an
unidentified hero opening the utterance. The name, place, and calendar time are

deemphasized and become recognizable to the reader on the later pages.

The external time is mostly expressed in terms of historical events, seasons, ritual/festive
days, or the age of the characters. It does not directly specify calendar or clock time. The
time of utterance is in the living present from which the narrator takes a visitation of an
earlier experience that refers back to the time of the hero’s childhood and youth
experiences. In this case, the narrator directly enjoins the hero who is telling about his
internal experience. Through the expression “AU-7 ANNM®-" (“When I think about it now”),
the voice of the narrator considers the present from the point of view of the anticipation of

remembered past. In this case, the narrative has two voices: the hero and the narrator.

5.2.1. Linear Time and Traversal Time

As Ricoeur insists, every narrative structure encompasses dual temporality. This dual
temporality is achieved through the function of the narrative voice. The voice of the hero
moves linearly towards uncertain consequences and outcomes; whereas, the narrator who
puts himself in the visitation tells what was being experienced and knows events, agents,
consequences, and outcomes ahead. At the level of the story, the characters move forward
linearly with the plot; the other one is an achronological dimension that traverses time back
and forth bi-directionally. By its chronological dimension, the telos of the plot carry the
hero forward in a state of imperfect knowledge about the consequences of his actions. By
its achronological dimension of the totum simul, the narrator who already knows the

outcome gazes backward on events from a fixed perspective.

As Ricoeur (1988) explicates, great mediation of art is achieved through the narrator who

performs an authentic repetition by relating the Quest in the apprenticeship to signs and the
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Visitation. At this point, the convergence in these two aspects of time brings a fictive
experience of time. This kind of experience permits the readers to grasp their immersion in
the story as having been an interlude within the mortal time of their existence. In Bafokar
Sam, the story involves not only dual temporality of narrative structure but different
experiences of time envisaged by the narrator and a hero-character. A hero named, Talo
narrates life’s desires, circumstances, and goals with limited knowledge about the
consequences of his actions. As a narrator, he is ordained to access the hero’s past and

future.

In this story, as a hero, Tals is a privileged boy who enjoys maximum protection and family
care. He has a strong attachment with female accompanies like his sisters, his mother, and
his female friends. These females shape his worldview or identity. He owes them for love
and caring: “NA PoopN? TPI° CI°SO+@ A'LS MM AAT°F 17 (“Only
I and the wise man, Solomon blessed to know the benefits of being surrounded by females”
(p. 7). This expression opens the narration, already stretching into the narrative world; at
the same time, it projects the reader toward the anagnorisis or recognition, which is

sequentially being unfolded.

Therefore, the hero with his expectation and ambition pushed forward in time, which
dictates a linear perspective. Additionally, the hero plunges into confusing matters and
various questions of life such as identity, love, motherhood, and religion. He wonders why
his father (Ato Bizen) and one of his sisters (Chayna) do not like the way he is being
nurtured in the family. For example, his father comments, “A?H.£NhC CAMT? ©7&
AR PM TLOES ASE imey (“God gave me a son, but my wife and daughters
snatched me”) (p. 8). And Chayna humiliates him by calling him “f.2~(w-1-" - which means
“sissy”. The attitude of Chayna and his father toward him is conflicting with what he
believes: “0-FT AM473P2F GTF®” (“Females are my good fortune™) (p. 8).

Hence, Tals is moving toward this recognition unforeseen by him and the reader. He is not
yet cognizant of what Chayna and his father already knew about him, which indicates the

story is being grasped as a whole. Being within-time-ness, the hero moves toward the future
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that he does not know about circumstances and consequences. To understand the hero, the
reader traverses into, as Ricoeur says, “a particular directedness” (1985, p. 150) through an
act of following. This presents a spatial structure of time. As a result, the act of reading
conjoins the series of events that are presented with the spatial reference of ‘before’ and

‘after’.

Therefore, the hero and the reader move linearly in the story world where they have limited
knowledge regarding actions and circumstances. For the sake of recognition, they move
towards the future in terms of possibility and uncertainty. For example, Tala’s confusion
about what his mother is doing for him - “A747% ¢CaAGSt 7IC AL1VF9° ...”
(“Sometimes, | do not understand what my mother is doing”) (p. 9); the confrontation
between his mother and father regarding himself - “m7% 2 AfPANN-: PM7ILL AL
hLALN (“1 am serving a sorcerer; [ am raising a sorcerer’s son”) (p.18), that puts him in
a linear quest towards a recognition. Such dialogues make the hero involved in an inquiry
about his personhood and life in the future. This takes us to Heidegger’s notion of
“thrownness among things” that man is thrown into the world of circumstances where he
has no control. Similarly, the hero of this novel has any control over the situations and
circumstances and awaits the future in terms of possibility. Hence, the reader advances

with the story along with the experience of the hero who is in the quest of time.

The storyline of Béafakar Sam is established as an advancement towards the hero’s search
for an answer or meaning for his question. Tals enjoys life because of the privilege of being
the only son. However, there are things on his mind that are not clear yet. For instance, he
wonders why his mother took him to a sorcerer named Ofa Buko; why his father did not
like the superstitious belief in his mother; why Chayna belittled him by calling him “sissy”?

The following excerpt shows this:

FLS o v-h P9 TmMAT LooAATA: 16 00T LN TATAT: A%G FRG ARG Gm
17 PPN NASP oLl PO L@ A A@ALE QAP OTrE AL RSC hhnhSH
NmATYT ArELAT DA ANOAU-:
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I think Chayna hates me more than anyone in the family. When she saw me, she said, “Hish” Chayna and
| are at odds. | think we will remain hostile until her feminine nature is revealed and get married because
her manhood character is taken on the day I was born. (p. 20-21)

As stated in the excerpt above, the hero’s awareness of himself is limited by what other
characters think about him. For example, Tals does not know why Chyna calls him “sissy”.
In this sense, he attempts to find an answer to his questions by moving toward the time of
his expectation. The voice who is narrating the story in the present utterance guides the
hero and the reader to an experience, which awaits there to be recognized later. Through
the hero’s motives for the future, there is a time waiting at some spot. This indicates a

spatial spot of “there” and a temporal mark, as Ricoeur says, the “future in the past”.

The hero’s awareness of time and self is determined through objects or circumstances that
surround him. Thus, he lives with presupposition and possibility. Sometimes he does not
know what is going on around, him nor has a clue about his identity. For instance, he is
cognizant of his age (biological time) through his mother’s statement: “AU~7 Ah AP
Wi ANd- hérT hoo PSY A" (“You are now a big person; you are fourteen years
old”) (p. 8). It seems that time is moving forward. But, the change in the hero’s view of the
world, and attitude, is changing continually. The change and progress (physical or
psychological) reveal the sense of time that is understood through biological time. It
presents how man comes through time. As it continues ahead, the story preserves the
passage of time. At the same time, the worldview and perspective of the hero change with
the passage of time.

One day, Talos encounters with mentally retarded boy named Chuchu who lives next door.
His mother told him not to approach Chuchu ever again. When he became afraid of
Chuchu, his mother told him to blare a horn so that Chuchu would become panic. Being
cognizant of what happened to Chuchu, Chyna sympathizes with him “07i-+% h2LA
Nzt ¢ LNLA?” (“He is sick. For how many things does he have to sacrifice?”) (p.
39). Chayna believes that Chuch is retarded because of her mother’s magical spell, which
reverses the illness of Talo to Chuchu. In this sense, the narrative consciousness of the hero

is limited to that of the other characters. He is behind what happened in the world of the
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story. When he realized what happened to Chuchu, he began to hate his mother. As a
narrating self, the hero advance toward an uncertain future. He does not know what the
future holds for him. Being in the time of utterance, his mind is full of unsolved questions,

multiple dilemmas, and uncertain possibilities.

However, the narrator who is beyond the hero’s time narrates the story of the hero and
traverses time. With full access to the future narration (knowing what to tell and what
comes next), the narrator presents the experience of a young hero. As the narrator turns
back to the time of the hero’s childhood and youth, the narrative interprets Tala’s view
regarding life, family, and himself. The narrator is already cognizant of the time that is still
unreachable for the hero. For instance, the narrator already knows Chayna died in an
accident of the explosion of the Shegole gun bullet factory but presents as if Chayna is still
alive. That put the narrator in the divine (out of the time boundary), presenting a former

identity placed in another time and place.

In this regard, the narrator revisits the time of the hero. He traverses back and regains the
time that was once passed and lost. Some remarks by the narrator like — “AU~7 AON®-”
(When 1 think about it now) - confirm that the extra-temporal is only the first threshold of

time regained. For instance, the statement:

aAU? AN @OND 278 ASN P9LLeNPT PavBand @ PO CF I1mav’y, 10+ ... £ PAPON-
LooQAFA: AU AN 77 P7LAPTT P hF RS 1A 1A oo NF ALY NLLI
ACI°EPT Ar&PS hOhTAT 10

When I think about it now, I burst into laughter during my first sporting experience. I think | cried
then. Now, it is a moment that makes me laugh when I recall it. I run and walk behind Chayna to
imitate the way she does. (p. 79).

As indicated above, the excerpt statement identifies the narrator’s temporal position. The
past voice temporally distances itself from the time of the story. The story established itself
between the present utterance and earlier events that function as transitional points in the
hero’s initiation. The expression - “When I think about it now”, shows the “stretching-
along” in between from one instant to another instant. Hence, the lapse of time fixed

between “now” (an utterance in the present) and “then” is the narrator’s physical time. In
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this case, constituting “being-towards-death”, the voice of the narrator experiences quasi-
present because any remembered instant is a present with its own retention and protension.
Additionally, the expression shows the narrator’s voice supports the hero’s discovery of an
extra-temporal being. Then, time is regained through the narrator’s observation of the

hero’s time.

Similarly, the narrator's voice is distinctively heard again as an observer of the hero in the
statement - “AU7 AO@: £77 oo T6 Ad'1H W78 WL 4ThT 14 2105 A:
” (“As I think about it now, I do not understand how I managed that unpleasant truth”) (p.
99). This statement shows that a voice traverses toward the past from the point of the
present utterance. Apart from the extra-temporal feature, time is sensed back and forth bi-
directionally, and gave us a spatial reference of physical time as ‘there’ and ‘here’. As
Ricoeur asserts, the extra-temporal being is an aesthetic creation, but it is not the product
of words; it is an existence that precedes us. It has only been discovered as creating is
translating.

Through the expressions like above, the narrator’s voice is distinctively heard which
traverses and establishes a visitation to the past. Whereas, the hero’s voice moves toward
the future in the linear quest of time, wondering why Sifen humiliates him as Chayna and
his father did: “A9™7 ®7& AoolP? ATLECI°? AT A CULELCTT7
hZLC9°? A9°7 A1t COLNNT At@-A9°?” (“Why do not you dare to be a man?
Why do not you do what men do? Why do not you be on the place where men are expected
to be?”) (p. 64). Hence, the voice of the hero still wonders what is that being a man is while
the voice of the narrator interprets self from the position of present utterance. The
experience is different for both voices.

Shocked by Sifen’s comment, the hero began to question his identity. Henceforth, the hero
defines himself in terms of physical time that is marked as ‘before’ and “after’ this moment.
Sifen comments on what his father and China used to say. What is new in her remark is
because of the hero’s attention toward her. He redefines his father’s expression - “A4-07

£ALT oo T 7Lk AP (“One who did not see Afabet, could not affirm his manhood”)
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to “0.4. 77 PAPT oo @7& k7 AP’ (“One who did not see Sifen, could not affirm his
manhood”) (p. 49). With his strong desire for Sifen, he immersed himself in the awaiting
of a future time that is the expectation of having Sifen. The hero’s desire for Sifen is stroke
by her comment regarding his gender identity — “Why do not you dare to be a man?” He
was ready to possess love and sexual desire. He identifies himself as a young man, but
Sifen gives him another question of identity. In this case, the narrator awaits to present
about Sifen until the hero’s age of maturity. Sifen is introduced here as a figure who plays

a defining monument in the hero’s search for meaning in life.

In this case, Sifen is a figure of authority by whom everything is explained as before and
after. Time gets its meaning after the narrative is stated. What is defined here is the time
lived by the hero. What was like “before” is defined in relation to what is experienced
“now”. In another narrative statement, the voice of the narrator speaks from the distant past
and provides an interpretation of the narrative experience. This aspect of temporal distance

is reflected on page 138. Below is an excerpt:

AU AL P ATROLINY (NS WM 047 £TTU-T ACHTS 0T MG Phoi)
DAE PENT INC:: OFLT ANCT AGT P10l CFES PFRS Ad-rl (AA Ad 1T hAUY
NOFPC ENNEN AL A7L7185L7T P10 LovNATA: Al Alu7 0V A7L7100A0-
PALT7 AT PFES PFRS Adhé AT PULEAHN Aok AZLSLPT M NG

As | understood it now, the relief and tranquility 1 got from Sifen was a manifestation of the other
side of the truth. | think | understand that | would not have time to live while trying to escape from
the myth of Chuchu and Chayna, which | had to confront through another truth. Like the saying
goes “removing thorn by thorn”, I understood that Sifen’s truth would be an answer to the
complicated truth about Chuchu and Chayna. (p. 138).

In the above extraction, a distinct voice of the past is heard interpreting the experience of
the hero. The expression, “When | understood it now” marks the narrator’s view of the past
from the position of the present. Traversing time, the voice of the narrator sees the hero
from the totum simul perspective, or a temporal and spatial distance that reflects experience
through the eyes of the present, which is still the hero’s future. The religious and
superstition conflicts regarding Chuchu and his mother, his unfulfilled desire for Sifen, and
all the psychological dilemmas experienced by a growing hero are later interpreted by the

voice of the narrator. Hence, the experience of time is traversed or visited again.
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Therefore, it is an experience maneuvered by the quest and visitation. In this sense, the
narration in the above excerpt presents a trace of the narrator’s voice that marks a passage
for a quest toward the circumstances of the past. Quest establishes an imaginative travel to
“then” (a datable time in the past) in the form of “reckoning-with” time, and deciphering
into a space between “now” and “then” in the form of “stretching-along”. Hence, the quest
presents a virtual time, which is a new quality of time provided by fiction’s imaginative
power. The voice of the narrator envisages experience, moving within the bi-directional
time from present to past and from past to present. With such an act of narration, the

narrator establishes action in a quasi-present.

Tals, as the hero, envisages time towards the future while the narrator in the present
utterance looks back into the past. The hero’s expectations, ambition, and goals are
presented in a form of a search for future achievements. In turn, the narrator presents the
experience of the young hero through the voice of an adult man. The narrator speaks about
lost time. But, through narrative, time is reversed. Thus, time is regained. It also traverses
a place where the narrator is spatially distanced from that the hero. This narrative repetition
reveals the act of the mind, moving back and forth in time. Conversely, there is a sense that

time has passed chronologically, linear time which gets its attention through lived time.

Further, the lived time is illustrated in the narration through chronological time. Here is a
statement, “PHY~ +7 hoviill 3L a3k ) LATICLI° av(iTF@- A4 PNAM
AD-ar &Mz UA9° 1IC T N> CPoo@- 300 22 he' a0 A% 1277
1MC:” (“On that evening, Mengistu Hailemariam's escape was announced. The change
was even faster. Everything was stopped on May 22 at 5:00 p.m.”) (p. 108). In this section,
a series of events are organized according to the concern of the narrator, being “reckon-
with” time that makes time datable. Events are established ‘in’ time, and arranged as what
happens ‘now’ and ‘then’ with a causal relationship of the telos of the plot, presenting
linearity of time. The mark of the day, “May 22 at 5: 00 p.m.” is a chronicle time within
calendar time where events are established ‘in’ time. Thus, calendar time identifies

beginnings and directions by constituting the triad of the past, present, and future. At this
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point, Ricoeur (1988) states, “It cosmologizes lived time and humanizes cosmic time” (p.

109).

Ritual time is another form of ordinary time that is presented in this novel. The narration
reveals: “41 479% w0t 1@ ANA 0212 LOCSA: ALT Smavdp:: hd.-NG
hPeng NAL ACPSTa7 hLANL Poo@ N 1113 Ta7 MLPL LIFA:
(“Tomorrow is Pwagme 3. Holy water falls from the sky. Children will be baptized. Apart
from the salvation, they will enjoy the freedom of nudity”) (p. 113). In this statement, the
utterance in the present time tells about an event that will come by tomorrow. It states an
event that is yet to happen. As it is presented by a voice who is out of the time-bound, this
event is already passed for the narrator. The narrator is in the experience of past time and
knows what will come tomorrow while the hero expects the day yet to come. Later in
another section (page 118), this same event is narrated by the voice of the hero. Here, the
narrating self presents events on that ritual day Pwagme 3. This reveals how the same
event is presented from a different temporal position. This creates temporal collusion

between the hero’s time, the narrator’s time, and the reading time.

At the same time, when the story is recognized through the spatial traverse of reading, time
is traversed by the voice of the narrator. The narrator speaks in the past voice by stating
historical events and clock time. The narrator’s voice is distinctively heard in the statement:
“7 P L4L AL €N AL PR avdUS PS0 ALINNN NG TFEIC had)D)
ANDLLI®: MBLD WL 1N LA L£I°0 +N097:2” (“On that morning, | was reading
the Bible laying on a mattress. Chuchu did not get out of the bed. Suddenly, a loud blasting
sound was heard” (p. 108). This statement reveals Chayna’s sudden death by the accident
of the Shegole bullet factory explosion. Chayna is dead in this incident while she was
collecting materials with her friends. Such kind of narration collides with the fictional
world and the real world where time is shared among characters in the fictional world and
readers in the real world. Within the space of traversing, there is a quest and visitation that
presents a trace of an imaginary time. This is the fictive experience of time which gives

time metatemporal mode which is discussed under the next subsection.
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5.2.2. Metatemporal Time

Metatemporal time is one form of internal time presented through fiction’s imaginative
power. In Bafakar Som, the time of quest is established by the voice of the hero, and the
time of visitation is presented by the voice of the narrator happens to be taking a travel
toward the origin. In this sense, the hero at the level of within-time-ness and the narrator
who is recollecting actions are in the same inquiry of the unity of wholeness, that is
temporal unity. As the story moves forward, the reader also establishes the same trace of

inquiries.

On page 200, a summary of the whole story is presented. This time the narrator wraps up
what is been narrated so far. This narration revisits what is been told by the voices of the
narrator and the hero. Hence, a reader gets into a narrative repetition. The narrator now
uncovers the hero’s identity and his quest for meaning; thus, the reader finds the complete

whole of the narrative. Here is a statement uttered by the voice of the narrator:

ON@ U 940 2134 T Ad®-:: @ T AWTS TS 0@+ CaNé TR 4.9 NovF)8.
AL LAmAZAN: EATMNP APMm, Thaf Aovhe PL4GLPA: P4 Alléd TLT @M
N4T A NG MOS0 C1b4TT 00T AR TN AUT AL PR Qevdhtar
hLETF ANé TLT 1A Vet A WA 185 ®L A4 @SN IMLe B¢ ) oo71
ML AN

Everyone has his or her wake-up bullet fire. For some, the bullet leaves a flashlight and paves them
to follow a new pathway. The bullet that awakened me was fired from Sifen’s mouth. It was fired
when she criticized me that | am ‘sissy’. When | observe it now, | was led into a dark path from the
smooth one after that her remark. (p. 200).

As implied above, the narrator is temporally and spatially positioned between a self within
‘then’ and ‘there’, and a self who perceives within ‘now’ and ‘here’. The expression “When
I observe it now” gives us both temporal and spatial positions. Hence, an extra-temporal
being traverses time from a point of ‘now’, which is a time of utterance, to a point of ‘then’,
a time of hero. This indicates a physical time of the narrator that gives double temporality.
The voice of the narrator interprets the experience that is gone. In a different view, the
narrator is presenting a different sense of self that existed then. The narrator interrupts the
hero’s time through past voice or memory. Hence, this voice examines a life that is lived.

Honest mistakes once committed, immature decisions, youth dilemma examined — “I was
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lead into a dark path from the smooth one after that her remark”. He defined life before
and after meeting Sifen. For him, a life lived afterward is full of uncertain and fuzzy paths.

Therefore, the narrator finds a sense of relief, as Ricoeur says, “putting into relief”.

Furthermore, the narrator’s distinct voice shows an interpretation that fills the distance
between the present impression and the past impression. The hero was not cognizant of his
self or identity; it is found in another impression. Most of the guilt and concessions are
revealed by the narrator’s voice which notifies its temporal distance from the past. For
instance, here is an extraction that shows how the narrator traverses in time to interpret the

past:

+H LATA AovCovlf M AL Othant (477 INC: ... U9 TIC oG NG
aSt 7 NA AxdL LR 99244 P AaeT TN NAdAL ALNLLET NG ALANAT:: WP
IC hAOh aognlh A7EP TN ATEAT9°::

I remember when I present Sifen as my first backfire. ... Everything was false. My mother presented
you for me as my servant who simply spent time with me. You are submitted to me because she
made you fear through a sorcerer and appease you with money. She does not want me to be with
you. (p. 200-201).

Separated from the hero’s time, this voice takes position in the time of utterance, in which
the story is presented after years when the hero became an adult. This gives the narrator an
extra temporal. The present identity who is uttering the statement interprets the hero that is
a past identity. The narrator continues: “hA?7¢ (971 MCL? ML avdaod P+MAD-7
ASTrE 0ASEH Ord “T097¢P PUT 7 9°FF NG A7 A79C L79° ML
AL ATLMM h@-é- AC NP (7101 AL T @L 9°L£C AaoMA P71MN.D-7
7 he9° 972:477:2 (“Regarding my mother, my wish was to discard her maternal
identity that was thrown from the heaven. Regarding Sifen, my purpose was to demoralize
her feminine dignity that was plunged above and ready to come down”) (p. 202). The hero
hates his mother and Sifen as he thinks they are a reason for such an unstable identity.

These females are supposed to give him a conducive life and create an abyss of life.

Hence, Talo wanted to avenge them. He put his mother’s maternity into question. Then, a

hero’s voice is amplified as the voice of the narrator is heard less and lesser. When Talo
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reacted to his mother and Sifen, Chuchu cried. Talo felt sympathy: “fleoAn 9™
£IMe-C-U-T7 @1t ANGNh-:: € ACTN M@A £9°0 GASI° MC PT ALY
ao®- ) ANTAID APTATeo WA PC7: (“After the confrontation, | gather myself
from the sense of bragging. His stiffed voice stabs my heart, which gave me unimaginable
pain”) (p. 202). The voice of the narrator has distinctively heard again — “0H.£T +7
A% T VAT AT NF h@% TIAN AA” (“On that day, my eyes closed for a nap and
I see that one dream” p. 203). After he woke up, he realized that Chuchu was not around.
When I asked about the where of Chuchu: “4.472F @OS%T A OI°FAU- (“1 heard
them saying the foreigners have taken him”) (p. 211).

Then, the hero finds himself in a blundering identity. Suddenly, he loses his identity and
his body became paralyzed like Chuchu. Presenting this situation, the narrator's voice
interrupts - “ANOAL L7 AAeLOn-T 'INC:: 77 V&OT 10 L9 h@-Tt
oMM Ad-13 ¢3hANT:: (“1 would not have finished it if it was fiction. But, it is
real-life. It is a real-life that should not be recognized as real”) (p. 213). In this statement,
the past voice became closer to the time of narrative utterance. At the same time, the voice
distances from the narrative. The expression - “I would not have finished it if it was fiction.
But, it is a real-life” - creates confutation between the story world and reader world, or the

possible world and real world.

Again, the hero’s voice utters - “0N7.¢ FE 117 €8 77C WY h71E HPAao-T A\
e LCON NAA: NI P CFE ASTS AVPE hN@-%A:: (“When I woke up, I
found myself as Chuchu. My voice is trembling. My neck is bent. My time is slowed. | am
surrounded by Chuchu’s cruel mother and his sisters” p. 213). This statement is presented
by the voice of blundering identity. Here, the hero presents what the reader would assume
as an unbelievable story. In this case, the voice of the narrator who is recounting events
from a distance appears to be reliable. The hero’s voice is unreliable because he still

experiences the story, and has limited access to time and knowledge.
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The temporal conflict between the hero and the narrator is very prevalent in this section of
the novel. The hero’s quest ended up becoming a retarded young boy. Strikingly, his entire
quest was a search to escape from an identity that was once possessed by him, and given
to Chuchu through a magic spell. Again, the narration presents that Talos replaces Chuchu
in physique and behavior. When he asked about his identity, he replied, “I am Chuchu”. A
reliable voice speaks, “AU-AT MC £VA At FE? UL INC: @29 FE AT S
NC:: A QAL POLTIhL® B3 AP9° OLLTN@ eoddNT h9® £9LeTH
ALA MITI°V ATLTINT 10 VAT 047 A748.L 10 PFavAhthrT:: (“For two
months, | was like Chuchu. Or else, Chuchu took my identity. | assume myself within that
last two months with what Christ did, being able to be crucified for others' sin” (p. 214).
This situation shows a reversal of fortune the hero with an imperfect journey finally caught
up in developments he has not expected, and finds himself in a sense of desperation, to

understand.

Therefore, the hero does not know what was happening; or how much time has passed in
that way. “U-A+%F @OC AL FE7 b AdD AL ATLHSU- 40 AL 190U D
0% A7 A7ES ool @L AN 2@ N1 THC ANLE FE NECAm- +2&9° hLSE
&M FaoAh-thri” On the second month as I slept being Chuchu, I woke up from
mattress. When | slowly turn around into the bed, |1 saw Chuchu laying on his back as his
wide-open eyes stared over” (p. 214). Later, the hero brings back what happened in the
past two months. This time the hero’s voice presents: “00°7 hONA AG hPATF N77A
PhAI°C hig® NI APl O AAI°C hind® D aold-7:2 (“As | heard, after
a continuous trial of holy water and sorcerer they took me to a mental hospital. The doctor
referred me to a psychiatrist”) (p. 214). After some narrative diagnosis, Talo came back to
his consciousness. That is after Chuchu came back home. The doctor told them to bring
back Chuchu from where is taken. Then, psychologically, the hero strongly attaches
himself to Chuchu’s existence and identity. The belief in his mother’s sorcery incantation
made him believe he is possessing Chuchu’s body. He thinks his identity exists in Chuchu’s

body.
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In this section, the narrator's voice dominates the utterance, in a sense helping the hero to
put his thought in order so great an extent does the experience of time, in evading
chronology and in growing ever deeper, break up into irreconcilable perspectives. Reading
toward the end of the story, one can find a reversal in the course of the narrative. For
instance, the hero’s mother changed her worldview and turned to be more religious by
abandoning a belief in superstition. A strong relationship is established between the hero’s
mother and Chuchu. Hence, the narrator who establishes visitation in terms of a quest, then,
enjoins the hero whose quest is toward the future. At this point, double temporality not
only produces the unity of time but an inescapable sense of the narrated world as a moral
or ethical whole. As a result, the story involves deep repetitions of actions and events,
which is a tavel in space and time toward the origin. In this case, imaginative time or virtual
time is formed as a third-time between linear and cyclical time. In the end, the whole story

presents a mediation for irreconcilable aspects of time.

In this story, the voice of the narrator is distinctively heard only at some point of narration,
proving what is presented by the hero. The narrator slowly reveals actions and events that
are already known and subjects of his recollection while the hero remains in the quest,
tracing toward the state of the unknown. At the same time, the reader follows the same
trace of the quest. As a result, the narrative became a circular imaginative travel toward the
origin, in search of an answer to the question of personhood, love, and culture that are yet
to be known in the name of fate. However, there is no clear temporal distance between the
time of the utterance and the time of the story. The voice of the narrator takes the temporal
position of the present time, presenting who he was and how he grew up in a female-

dominated family.

In this regard, temporal conflict is seen as the voice of the narrator and hero found to be in
different temporal positions. Being outside of the hero’s time, the narrator knows what lies
ahead and interprets what was behind. Presenting an earlier story through present utterance,
the voice of the narrator experiences a quasi-present. On the other hand, the hero does not
know about the future; with his expectations, goals, and motives, he moves forward with

time. The reader, in the other respect, will find himself or herself in such temporal conflict.
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The hero’s experience of time is different from that of the narrator’s experience. This helps
to understand the temporal perspectives of the hero and narrator. Later, the hero’s
experience is reinterpreted by the narrator. The narrator views time (an earlier experience)
from a different spatial and temporal location. In this sense, the narrator traverses into past
time that was once lost behind.

Hence, the experience is being reinterpreted, and an earlier time is regained. The narrator
tells what the young hero thinks about love, identity, and family and at the same time tries
to reexamine the personal views of Talo as a young hero. The voice as a narrator presents
the life that is lived by distancing himself from the time of experience. This voice reflects
the hero’s attempt in order to answer questions about identity and love, which in turn
notifies what has been learned from time by the hero. In effect, virtual travel is construed
by both voices who are found to be united at a certain point. Thus, this circular imaginative

time is a metatemporal mode of time presented by the novel under discussion.

5.2.3. Ordinary Time and Public Time

Lived time and cosmic time is a conflation form of time that is brought into play in narrative
fiction. At this point, narrated time using calendar time, successive generations, and trace,
serves as a bridge to the lived and cosmic time through the narrative configuration of
emplotment. Heidegger’s concept of “Within-time-ness” is taken to explain the issue of
ordinary time. According to Ricoeur, it is a time of concern and preoccupation; it is thus, a
narrative time. In Bafakor Som, events are arranged in terms of concern, where the
chronological time is deemphasized in the face of preoccupation. Chronological time is not
specified; rather, through the concern of characters over events, which is a time of
everydayness. On the other hand, the public time exists in within the story world, in which
the characters are “thrown”. Characters act in the place of the world they do not know.

They are thrown into the world of action that precedes them.

Ricceur (1988) notes that the fictive experience of time relates in its way to lived
temporality and time perceived as a dimension of the world. As, “a treasure trove of

imaginative variations”, fiction presents a time of imagination that represents the time of
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consciousness, which is a third-time “window” to see the textual world capable of being
inhabited (p. 128). Therefore, ordinary time is the characters’ time of everydayness that is
represented in calendar time, biological time, and trace while public time is the time of the
world that confines finitude and infinity of time. In the case of lived time, characters are
preoccupied with objects and events that surround them. As being in within-time-ness, they
reckon-with time, counting time in terms of their concern. For example, the hero’s time is
revealed in the face of his preoccupation with things around him. His time is dominantly
mundane, which is organized based on the concern or preoccupation he is occupied with.
For instance, the statement - “0-PF AM4732F ST (“Females are my good
fortune”) (p. 8) - shows Talo’s preoccupation. He is mostly concerned with the issue of
females, love, and identity, which later became the source of conflicting desires and the
unending quest for self. On the other side, the expression shows his limited narrative
consciousness regarding other issues. For example, he is ignorant of the gender role of men

and women.

When Talo falls in love with Sifen, everything is started to be recounted in terms of his
motive, goal, and expectation. In this case, actions are established ‘in’ time having time to
do, not to do, or to be done later. Hence, the time of preoccupation is a narrative time that
counts everyday activity. This is an ordinary time or everydayness, which is shared by
readers in the real world. The hero has issues that he mostly cares about, which is the
question of identity and love for Sifen. The story reaches its turning point when the hero
enters his maturity at the age of sixteen. Talo began to desire Sifen. He became obsessed
with Sifen’s love and spends time thinking about her and the love he is going to possess.
All his concern and thought is about Sifen. Hence, he began to count and date events in

terms of his care and concern.

As a result, events happen to be datable in the within-time-ness that the hero places to
experience in the lapse of time, things have their time, do their time, what is ordinarily
called “lasting” or “enduring”. When the hero reveals his preoccupation, things release
time. Ricoeur (1988) puts that this is attested by the expression world time and being-in-

time. The girl from the neighborhood, Sifen used to come previously, but Tals did not care
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about her. Her name is not even mentioned in the narration by the voice of the hero. The
reader is not cognizant until the narrator revealed it. From this onwards, the way the hero
sees her changed, she became his new world. For the first time, he tries to see life and
construct meaning outside the family circle. His thought completely shifts from his mother
to Sifen. He associates Sifen of Nazareth with Jesus of Nazareth. He redefines her that she

is “N10-%7” (innocent) by using an expression from the bible.

As the hero desires her every day, he began to count dates and measure time. Here is a
statement, “AMHU~F BWP7 AOCS ANé- K7€ OC AANNT ST PAI°? AG? AVPTE
AONLOT @0 &40 oo F hhJ@0h 1?7 (Am 1 overthinking? Have | never thought
of her for ten or eleven months? So what? Is it not that | started to remember her when my
sisters recalled me about her? (p. 54). He gives attention to the measurement of time
expecting the day she is coming. Expectation makes him care or measure time. This gives
experience another characteristic of within-time-ness, which is “making-present” where
the hero establishes a decision from “now on ...” or “now that ...”. The expression, “Have
| never thought of her for ten or eleven months?”, the voice of the hero asks. This presumes

that from now on he is caught by the desire of Sifen.

Because of the preoccupation or concern, he gives attention to an ordinary time. Similar to

the above excerpt, bellow is a statement that shows the hero’s concern:

POLDT NLI™T MLTE AR ovdMT AR AH ... @H ooV PALT &I°K 9°F Fdavao?
PP 11467 LT LavAFN: (@ 1E7 oodMMC A0 HCT5 AfAN: W8T é 0TS
ao(NANE Hem M47%::

She came up with the scent of last winter, which is a special scent, special color .... What kind of
spice was added to her voice? | think it strikes my heart. I could not control my body anymore; |

feel weak. | could not gather myself as | detached from my consciousness. (pp. 50-51).

With the hero’s strong desire for Sifen and his expectation for love, lived time or ordinary
time is revealed. He counts and stretches toward his expectation. He does not know what

will happen, but he experiences time as a being in within-time-ness. When the day comes,
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the hero found himself in a strong conflict between desire by expectation and reality. Thus,
it is a time contracted “with respect to awaiting and retaining” (1984, p. 63). That is the
moment when Sifen questions his manhood like Chayna and his father do. Sifen strikes

him, “Why do not you dare to be a man?”

As people do in the real world, characters move forward in a world where choices must be
made with only an approximate guess about their consequences. Accidents might occur at
any moment to alter the fortunes of the individual or the community, and where people
must be judged on the shifting and uncertain ground of social appearances. On the other
hand, there is a world that is already there before anyone. This defines public time, which
existed and remains the same for everyone. Likewise, Talo does expect his encounter with
Sifen and the consequence of his love, but still experiences time with the concern. This is
what counts as ordinary time, which calls the action in terms of ‘then’, ‘now’, ‘since’,

‘during’, or ‘later’.

At the level of narration, the story already exists as a complete whole. The narrator knows
the outcome of the character's actions and motives. This is what Ricoeur puts as the totum
simul perspective of the narrator. This form of time is a public time, which precedes action.
It is a shared time, the same for every character in the narrated world. The “as if” aspect
of fiction constitutes the virtual experience of being-in-the-world projected by the text,
which is “capable of intersecting the ordinary experience of action, and experience
certainly, but a fictive one” (1985, p. 101). This narrated world awaits different readers at

different times.

For example, the story of Bafakar Sam can be read as many times as possible time through
different experiences of readers who live in different periods. As a hero, Tala's time
stretches from the beginning to the end of the story which is already constructed by the
narrator. That is an ordinary time of “being-towards-death”. Therefore, characters in the
narrated world and people in the real world are put in a parallel experience of time. For
example, the cosmic time or time of the world exists before the people with desire and

motives thrown to the circumstance or existence. Thus, an existence precedes action.
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According to Ricoeur (1985), every voice precedes the story it tells. The time of the
narrator is like a divine time that is beyond the time of the characters. The hero falls into

this narrated world and constitutes within public time.

In Bafakar Sam, the story moves forward in terms of preoccupation. In one section, the
narrator reveals the news about the death of Talo’s father. Everyone in the family was in
grief, except Talo. In this section, the narration begins by describing the scene of gathering
people who came to mourning occasion. The narration speed is slow, which the reader
recognizes later after the voice of the hero announces: “CaflE7 I°1 hAooFh-9°:
h78.£@9° aof hov'l RILPLD hAN: DAL AP TAU-: AT4.L0-9° OhLS 9°8C
CNGN: A0 77 APARI®: $I° LANGTPAN:: (“I did not believe the news about
my father’s death. However, I believe that he will live a hundred years more. On the
contrary, he will everlastingly live and even see when sun and earth vanish”) (p. 84). Then,
the narration continues after a week, “NA9° 7 (.47 oaoT I APOND 140 (“The
grieving continued after a week when Sifen comes”) (p. 84). In this case, the time of the

story is event-based.

Mostly, the narration does not state a specific calendar or clock time. The story time has
no reference to physical time. Ordinary time is expressed based on events. It is as if telling
“this happens when that happened” rather than expressing the day of an event like “this
happens on that day”. In this sense, the notion of within-time-ness is best understood in the
form of narration. As the narration continues, the hero began to wonder about Sifen again.
He is still in the preoccupation with Sifen, expressing: “®ao~ AG A@'1 LI°4-ATF”
(“[She grows up in height and weight™) (p. 84). This expression reveals the biological time
of physical changes that some months or years have passed. The hero’s desire for Sifen

instigates concern about time.

Therefore, the narrative situation is changed, taking the hero and reader to another
dimension of the quest for love and meaning in life. Since there is no reference to chronicle
time, the story seems it is not moving forward because the narration mainly focuses on

routine activities that show a temporality of everydayness or mundane temporality. In
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another case, when situations or events affect the hero’s reactions towards things, or when
there is a change in perspectives, one can understand that chronological time has passed.
For instance, Talo told his mother that he feared Chuchu: “You are now fourteen years
old”. The story moves towards the future in a measurement of biological time. Effacing
this measurement, there is immobile eternity and the changes produced (1985, p. 125).
These can be physical, seasonal, or emotional changes. Hence, the notion of change can be
taken as time experience brought in the mutation of ordinary time and world time or

mortality and eternity.

Apart from the chronicle time, the passage or duration of the story time is in the form of a
biological time marker. The reader sees the temporal distance through the physical and
biological change of the hero. For instance, Talo’s maturity is indicated in the statement:
“Wr& 7 @M NP hooAd ANDIP AS0 0 AHCT::A (“One day, when | came
back home, | found that my bed was put in the new home”) (p. 47). Additionally, his sexual
maturity is revealed in the conversation between his mother and his sisters:

“OF NIt nlICl P90 TarMP AR POCFEP AR

(“The girl who came to our neighborhood every summer”)

“N&7T A

(“I said Sifen”)

“AT/D 1@ 717

(““Oh, you are grown-up”)

It seems that he identified his maturity and temporality after he met Sifen. He counts or
measures time because she is his only concern. “7827 A7Y, fah-T NA), ASNMC
ANNE 1o 97 A ANF? AU-PEI® oo iCoo PARNT (“ realized 1 was grown
up because of her. This was not only for me; my sisters also knew that | was matured
because of her”) (p. 63). Similarly, the hero speaks of time through biological changes in
another part of the story. For instance, his statement about Chuchu depicts a biological
time: “176kk AL &H IPTHT €9°4A\” (“Beards begin to grow on his cheek”. p. );
“Cr76ks AL SH APLavd avP:hAN::” (“The bread on his cheek is growing™) (p. 115).
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This presents a biological time of characters as a being towards death that is mortal in the
face of eternity. At the same time, biological time reveals the change and progress of things
or events that move forward in the form of ordinary time. That is the contrast between
immobile eternity and the changes produced by visible changes in the seasons and the
appearance of new vegetation. As Ricoeur (1988) says, “Being-towards-death and world-
time, we discover a polar opposition, paradoxically concealed throughout the
hermeneutical process directed against all concealment: mortal time on the one side,

cosmic time on the other” (p. 94).

The other form of lived time is expressed through the continuity of norms and ideals shared
among generations. Such a notion is reflected through the comments of the hero. To show
an excerpt: “F@5 Pm7L AMLE ANGRCAT POLITS Ab AL PO 4w,
ANAT T Ched@ ZTUNLAN -2 (“It is the same society that criticizes my sissy
style of walking and praises Chayna by her adoption of men’s walking style”) (p. 80). This
could be explained in documents or traces, what the former generation already established,
and the present generation continues practicing it. The hero has to follow every trace of
society, where he could not escape from the public time. Ricoeur remarks that to follow
trace is one way of “reckoning with” time or bringing datablity with its “now”, “then”,
“earlier”, and so on. It also states a lapse of time between the distant past and the present.
Similarly, when Chayna comments, “©'%7 €01 +7hAV7 107 (“Here is your feminine
trick” (p.81); then, the hero would ask, “P@®725 PhT A7hd AN?” (“Is there a

classification as male trickery and female trickery?” (p. 81).

In this case, the hero tries to make meaning by revisiting time like comprehending his
father’s love, husband’s responsibility, manhood, etc. In quest of looking or following what
his father did as a young man, the hero reverses time by following the trace left. Trying to

follow the trace of his father, Talo says:

arI® A7L A0tk 7970 AL1P7 (NLY AdAd. hNiY &1 DG N6L PP in0+7 0o
aoPAPA:: PME ACITTF HAI99E FABI R U ATSANTNT @ 094 APANONL- ...
24 1o orLh?
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As my father did, | would spend half of my life wandering in the wilderness. Then, | would join my
family as a stranger. | would beg for Tej. I would dress neatly to make the family proud. ... Is this
what manhood means? (p. 88).

The gender role of what men and women do is an established norm or culture, which
precedes the hero’s private time. The hero is thrown into the world which is already there.
Hence, the hero’s motives and goals stand against preceding norms and ideals. In another
word, finitude stands against eternity. As a contemporary existence, the hero still struggles
to disconnect himself from norms and tries to acquire his own time and selfhood.
Externally, society expects him to perform tasks that men are required to do so. The hero
does not stop questioning a finitude existence in the infinite world. As he moves forward
to acquire new meaning, he finds himself in the labyrinth of another quest. The quest never

ceases.

At this point, Ricceur (1988) confirms that “We are oriented, as agents and sufferers of
actions, toward the remembered past, the lived present, and the anticipated future of other
people's behavior” (p. 112-13). Likewise, the excerpt above presents a continuous
confrontation between the past and the present. In this sense, the hero tries to escape from
the boundary of public time — not to follow what his predecessors did, nor live up to the
expectation of society. This makes the whole narrative a struggle to escape from the chain
of time, culture, and religion, in which he is being constituted with memories of no-longer

living people for not-yet living people and share, “a community of time”.

The hero follows what his predecessors have come through. Hence, time is shared among
generations through documents of traces. Narratively, the hero realized that his father come
through this way; thus, time gets into a labyrinth of circular experience. This indicates
public time unfolds its eternal feature where everything revolves in a continuous cycle of
occurrence from generation to generation. The eternal circularity of time produces change,
as the saying goes, “things brought about by time”. That is an equivalent Ambharic
expression - U-A-9° NH@- &IPGA (Everything has its own time). In this case, we are
talking about “change”, which entails that nothing is permanent, or everything revolves

around its own time.
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As the story continues, the narration introduces another event. This time ordinary time is
expressed with calendar time. It is stated: “?70 13 AGk $-4-mA7 NATNE OTHAC
NN 27728 APT NAhds & FEND MOA M8.&7 HhaoT:: AAT D AA LT
AL AAD % M (&P Lovdh I0C::” (“On May 13, my mother was serving alms
for the memorial day of Angel Raphael. Many strangers appeared to get the food. Their
clothes were worn out and they looked like beggar army™) (p. 108). This statement suggests
two forms of time: ritual time and historical time. The ritual day is the day Angel Rafael
(13" day) is remembered. Whereas, the historical time is implied by the impression of tired
and hungry soldiers who returned from the war. This suggests a historical event when the
Derge government is defeated by the EPRDF coalition forces. It is unknown to the hero,

revealed by the reader, which became a shared temporality of the hero and reader.

In fact, what is stated as a historical fact remains only in the narrated world, and it is a
fictive past. The temporal marks stated through historical time are the lived time of
characters within the story. Wondering through the gathering on that festive day, he heard
a man begging by the name of Mengistu Hailemariam. Then, the hero associates as:
“avpvE AL AM-ALI° INC TINT 10?2 ALOP - PULEO? LN A@-$?”
ABI° NT°T (47 A8V ATAI°T PGP (“Was Mengistu a sorcerer like me? Did
he leave the country accidentally, or did he just fled intentionally? Probably, Sifen too will
beg with my name when I finally die”) (p. 119). The hero’s concern is still on Sifen. The
narration is presented in a stream of consciousness as the hero associates the present action
related to his concern. Earlier, Sifen told him that he is “a sorcerer”. As a being in time, the
hero moves back and forth, and his action is defined in within-time-ness, which is his
experience of “being-towards-death”. Hence, time conjoined with multiple temporalities,

moving here and there — then and now. The hero’s time stretches towards the future.

In this section, the narration is presented with dating events. It has a chronological time
reference of physical time like “then”, “after”, etc. This chronological arrangement is
interrupted by the hero’s stream of consciousness. On this day, his father (Ato Bizen)

returned home, which falsifies the earlier news of his death. Realizing that their father came
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home alive, the family was filled with joy and happiness. However, Tals remains puzzled
as he did when he heard the news about the death of his father. Here is an excerpt: “af-k
hoo- 3% W31 $L-F 1757 heodhh 1 CLPCH LAN40 ANh.OAMD: .£70
AP0 OC PUN Moo PNC $2:0:A:: (“I realized that my father is reincarnated. He
has been in a grave for three months until the angel of death gave him a letter of
forgiveness™) (p. 121). This statement presents the passage of time that has been counted
since Ato Bizen left home to the war field. Within this lapse of time, there was no narration
about Ato Bizen. At this point, the reader realizes that three months have passed in the

story time, which was covered by the hero’s time of preoccupation.

Moreover, time of preoccupation can be presented through mythic time which is another
form of ordinary time. When telling time, the narration opens with some unknown distant
time. For example, on page 68, a statement presents an unspecified time - “A7£ 10 A0k
...” (At one time, my father ...). Such kind of narration reflects the mythic time. It is used
to recall a certain event that happened in the unknown/unidentified past. Hence, the
narrative immediately shifts backward with memory and integrates with the present. In this
case, the temporal distance between the time of utterance and narrated time became blurred.
Similarly, the statement: “A7%& % AG-k L8 ANPI°ND A7LYLT ATavAh $L7T:
2 (“One day, his mother put him in our compound”) (p. 105). “A72& +7% hi-9°vCT 0T
NooAn FE 1A@7 TN LLNNK:: (“One day, when | returned home, | realized that
Chuchu had taken shower”) (p. 188). Like the expressions stated earlier, such kind of time

presents that it is just one day, one mysterious day without a date or calendar.
5.2.4. Internal Time and External Time

In this novel, the narrative is organized with selective events that are given a chapter. The
whole narrative shifts back and forth, but the chapters are arranged chronologically. This
chronological arrangement accounts for an experience from childhood to youth and
adulthood. As it presents one’s life development from childhood to adulthood, it tells a life
towards the future while the narration is developed from the past toward the denouncement.

In this sense, the external time tells the experience that characters pass through while how
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time is experienced by these characters reveals the internal time. The issue of time
experience may rely on the opposition of phenomenological time. Mostly, in Béfokar Som,
one can see that a phenomenon or circumstance affects a character’s experience of time.
For instance, the moment Talo meets Chuchu; when Chayna told Talo their mother reversed
his illness to Chuchu through magical incantation; when Sifen renounces his masculine
identity. All these occurrences affect the hero’s experience of time, in which, every other
thing is referred to in relation to those. This in turn changes the hero’s worldview and

attitude towards others.

Mostly, the story does not specify a calendar or chronological time; the external time is
recognizable through cosmic phenomena or referents of events. Some events tell about
what was happening during the final periods of the Dergue government. For example, the
statement, “Ad.A TEIZAN 1@ PIPAVE ®L 0T FovAN” (“1 am telling you military
recruiting is started. Go back to home”) (p. 55). This indicates the time of the story, which
is characteristically external or public time. However, the hero does not care about this
incident because his thought and concern are mainly on Sifen. As he no longer cares about
issues that are going on, his internal time is revealed. As if he is not living in the same
public time, he mainly focuses on the issue that is on his mind. He is not sharing the same

concern with other people. The following excerpt is an example:

hdA LA AfA PEPC VALY APHPHANT: oo@-LL77 ALTTT COLLEANTT PUA
LTUIN? 477 oo TF NFPLT CovF @ 0L PP PAI°? €77 Coo & I°F T 9°7%
LTnPN?

As they talk about recruiting, they detached me from my thought about love. Does love feel good
when it is experienced like | am feeling now as I think about it? If Sifen comes and hugs me, is it
not mean that my desire will be fulfilled? What would substitute that desire of being hugged? (p.
59).
As the excerpt shows, while everyone was in a panic about the government’s forceful
military recruitment, the hero is occupied by the thought of love with Sifen, having a strong
desire for her hug. His family is in trouble fearing that the government would recruit their
only son. To the family’s surprise, the government calls his father to join the military for

the second time.
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Throughout the narration, the narrator’s deep involvement in the psychological state of the
characters makes the hero focus on the internal time, without giving concern for external
time. Talo’s concern or care is only about love or Sifen. That makes him avoid external
time. He does not take concern for other occurrences happening around. For example, he
would make a mockery of what Mengistu H/Mariam said regarding young soldiers who
retreat from the military by coning the speech — “®@7~247 097 U1} AGMTNLD-
AAST W14 T7 MANTY L A7L720N0" (“How can we strengthen the Army and defend
our motherland”) into — “@PLT77 N9°7 VB ASMSHLD. ANLT A7LEILCHT
(“How can we strengthen our love and defend Sifen” (p. 94). The hero always tries to avoid
external issues. He is out of the public time that is shared by other characters in the narrated
world. Thus, the hero excurses into an underground cave or internal consciousness that he

could not give attention to external issues or public time.

The external time of the story is revealed by a mark of the season, which is a cosmic time.
For instance, the reader would not know how the duration or how much time is passed in
the story. The statement, “0.47 AN CF@-0F L84, 7 BLPLTF:: nl9° 1T ANV
AAALT: (“As Sifen came again, she ignites my memory. She spent the winter here”) (p.
113) — shows that one year has passed. The reader identifies the passage of time as Sifen
came after a year. The hero passes internal time, pulled back by memory and thrust ahead
by expectation. It seems that the hero has regained one of his strong quests which is the
love of Sifen. She became closer than ever before. She served him coffee in his room. They
began to spend time privately and got a chance to touch and kiss her affectionately. The

hero thinks he acquired the love that he desired or longed for a year.

The hero’s expectation is acquired as he found time with Sifen to fulfill what he has been
longing for, for a year. He feels happy that he is now hugging and kissing Sifen. However,
in no time, this moment of happiness soon vanished. When he asked her why she did not
resist, Sifen replays: “AaA?t Ah ALLA° A@-PNYV 10 @-POYV NLLCFNT ...”
(“It's not for you. It is for the spirit within you. | wanted to have your spirit to reside on

me”) (p. 115). Her replay gets him into another trap of quest, making him ask - “who am
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1?”. Whenever he thinks he gains what he wanted, he gets into another sense of loss or
disillusionment. Nevertheless, he never ceases to search or quest: “A7&MAJ 011k Ui
ATST O ET TIC ALSC AILTNILPC AN byl Ae-0TIC Ll-UT hHLET
+7 nrt AGAT CooC:” (¢l became afraid of her when | think that she may notice
something on me like she identified my feminine character previously. I am afraid of
myself too. After that day, | began to isolate myself from her”) (p. 115). This time the hero

reckons out his expectation. At the same time, he finds himself in the darkest circumstance.

However, Sifen showed up at another time. The hero’s mark of time is strongly attached to
the presence of Sifen. Things look bright now. He awakened himself from being timeless
and appeared ‘in’ time. Despite the previous desperation, he is now hopeful that he is
getting what he desired from Sifen. Then, he became more concerned about time. For
instance, when Sifen suggests she will come at night to sleep with him, he began to count
time. Time became more personal and internal. The following extraction shows how the
hero experiences time while being stretching-along between his physical time and
expectation:

207 I AANCYI° P CH1@ HCYT? N9°LC ATPAPAU- M477 hdmTa- +héd 2C
ATLTILYAAC 1T Poo-(h CHN4L 9°LC PACA hovd A h(L47T aod°ea, A
ng7 2C alhn39°: °SANT CHh1Im- A%9° hov87 holmNbd- PAS A% OC NH
ACHoot 2907 SWPSA: ... IHRP 15 1P

At this time, | realized that the promise of God to Abraham that the earth will be populated by his
descendants is not comparable to what Sifen has promised to me. The forty years of journey of
Moses for the Promised Land does not coincide with Sifen’s promise of returning. Perhaps, it could
be equal to the duration of the condemned Adam who had been waiting to be saved by his great-
grandson. ... the time for her return is not yet come. (p. 125).

The excerpt above reveals the hero’s internal time. Here, time seems motionless, standing
still. Does time feel slow when expecting a dearest one? The answer lies in the
psychological aspect of experiencing time. In this sense, the hero associates the biblical
narratives about the promises given to Adam and Abraham and Moses’s forty years of
journey to the Promised Land of Canaan with the time that Sifen promised to come. How

the hero awaits time, counting ticks of clocks and moments. Sifen’s promise, “MAA.T

haoMp-T 1477 A28 TH20- (“1 will come at night. Do not close the door”) (p. 125)
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became long for the hero and feels as if many years are passed - (.47 ... h@MT O3
hao 1 +8mé:: 1IC 77 AT MAT 19 AALLNI®:” (“How many years have
passed since Sifen went out. Nevertheless, the night she said she would return on has not
been reached”) (p. 125). More expressively, this statement — “0&NNT ¢14.A7 1C
LH1EAN:” (“When a thing is more desired, it will be delayed”) (p. 125) — reflects the

notion of internal time, how one feels about the time when expecting things so much more.

Hence, the flow of time is constituted through coincidence. The protention of the hero in
the living present arises from the quasi-presents belonging to the past and coincides with
the retention of the narrator recentering of scattered memories. The hero’s protention is his
expectation is the stretching-along between the living present and the future. When the time
that the hero expects or awaits comes, it opens another realm of uncertainty and
coincidence. The uncertainty became clear when Chuchu says, “£9° (.4 77 A®SF AU’
(“And I love Sifen”) (p. 128). As the hero’s quest continues, he advances into a more
uncertain self and uncertain future. He is neither settled nor satisfied with the present
situation. He struggles with external time and things happening around him, and he does
not want to submit himself. Therefore, he immersed himself in internal time. For example,

the voice of the hero questions:

LY A AU A% 102 ThEEA PANP P4 N9 BFLT LU TNSP PAn: h0-
P52 L477 TA PANNT Hoo} PA% 10+ PAN? PAUT oo@-L.L Phh LT A78?

Does this boy have my identity? May we have a common feeling that is still undivided? Is this time
of expectation belong to his or mine? Was the period | ignored Sifen his or mine? Could it be that
the present love belongs to him? (p. 128).

The deep monologue of the hero like in the extract above reveals an internal time. The
narration involves a stream of consciousness so that thoughts and emotions characters get
more attention, not presenting events in a sequence of one after the other. In this case, the
sense of external time is lost. Duration of the story time canceled. Time is only perceived
from the hero’s mind. How Talo expects the approval of Sifen for his love clearly shows

the internal aspect of time.
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Usually, the hero speaks of time passing slowly or quickly in reference to Chuchu and
Sifen. The time spent with Sifen is filled with moments of love and happiness. Within its
succession, the measurement of time is gradually erased, having an almost immobile time.
He became less concerned with the outside world or the external time. For example, below

IS an excerpt:

AhON, U3 PF LM Th-dh9° AN e 7 0FFE 9°7F ¢ AT PoLA0
ATINFON ATF1EAU:: AT BT, hook (€T ooH)f P2%.0o0N DEAT TGN APHYN
ATRPY B 10 PTLSUCT ook RIRNG M@ ook aodPhk ARSI
aolékT ATE @277 AZI9 1T °hChr:: A9°NHI® glC PAI°: Aooll 0L9° AYD
AT 10

My attention to the surrounding events has become limited. I hardly remember what is the day today
is, what is the date, and where and how things are going. Even now, | came to realize lately that it
was raining. The light is still on. I am confused that day is either dawning or it getting dark. I turned
off the light and tried to see the outside. There is very little sunlight. | think it is early evening or
early morning. (p. 139).

The excerpt above shows that hero has no concern for time anymore. He does not count or
care for chronicle or external time. He no longer knows what time it is. Time ceases
counting as if it has no day or night, eternal time. The lost feeling of the length of time
passed, and the mingling of day and night has brought about this disinterest in

measurements of time.

As the story advances, the hero is introduced to a Captain who returned from the Army
with his father. In this part, the conversation between Talo and the Captain reveals the
external time of the story. Here is the dialogue:

“0NE 07 hooy 107

(How old are you, boy?”

“ahé- NNt

(“Sixteen”) (p. 144).

Until on this page, there is no indication of how much time is gone. The erosion of the
sense of time and language appropriate to it continues until the hero’s age is announced
“Sixteenth” who is previously identified as “Fourteenth”. In this case, the narrative gains

consciousness of the duration that two years passed. The sense of duration was lost until
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this stage of the narration. One can identify the biological time without specification of the
hero’s age that is through the change in the physical and psychological symbols. His
attraction to Sifen and his quest for identity give time movement and tension that is a
manifestation of external time. However, the internal time was still dominant. The time of

feeling has eliminated clock time.
5.2.5. Conceptions of Time and Temporal Perspectives

With the story’s advancement, the hero is exposed to new people and friends. Sifen exposes
him to the new environment: “A7& PG Hé& T AL ARLY 0F Hhé-SohA:: A4 NANT
MM+7 ...” (“A person from Nazareth rents a house here. Let us get inside; I have the key.
...y (p- 173). Sifen introduced him to University students who chew chat and talk about
books and issues like religion, philosophy, politics, etc. He became more curious about his
surroundings and gets a new perspective. At the same time, he began to lose his trust in
Sifen: “9°% ALLLITT 102" (“What she is doing to me?”) (p. 177). Every occurrence
is beyond his expectation and control. He always tries to escape from the present situation,
but he could not. He asks: “hdM 473 TI9°AT PoLFAD AL T 10 HébT AHC:
o000 N7 ATSANTY OATU. NATI® AAaoATh-9° 29T 1@ (How can
| escape from fate as | am destined to be in the experience of a vicious cycle being in the

present” p. 181). The hero is trapped in an unending cycle of sameness and presentness.

The hero quests forward with expectations, desires, and goals in life. When circumstances
appear to be out of his expectation, he wonders whether things are occurring out of
coincidence or designed fate. To take an example, “ANT AA2 ALT AT A%
Pao 5 W4T DOC Coo ST 6M 4713 hd @LO TICT AL 0% @Y h DM,
NPLLAT® L4.AA?” (“Is it predetermined to be here at this time on this bed, to sleep
with Sifen on this hour, or, is it just those things are flowing like a stream by coincidental
circumstances?”) (p. 185). This statement is a kind of acceptance, admitting that it shall be
the way it is going and he shall be the one who is destined to be. It coincides with the notion
of “being with-in-time-ness” that existence is thrown into time. For existence (being), time

is already there stretching from birth to death.
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Thus, experience or living is already there in “with-in-time-ness” if that is considered fate.
On the other hand, life is forward living which is set by expectations, desires, and goals for
the future. In this sense, the hero is on the quest, following the trajectory of his expectation.
Thus, the expected future is already set in his mind and he is following the trace of his
expectation. This confirms that there is no such thing called fate, rather it is an experience
lived up to the expectation or circumstances that happened out of expectation. The hero,
being out of his expectation, does not feel comfortable. Hence, he always creates
imagination as a sign of revolt against the present. Then, he became out of the story,
escaping from the ordinary time and immersed in psychological time. He builds his
comfortable world through daydreaming (like on pages 42-43, 88, 119). This is a time of

quest which is an imaginative travel, being in a circular trap of time that is atemporal.

The hero’s affections for Sifen never seem constant. His emotions and perspectives change
now and then. Here is an excerpt: “0L.&. 77 AMAT 102 ... V1T ATTATAT oo@-L&
PILLATD 1IC @M, AN EICCTE 9057 ALY AA@-P LANTFA:: AL 15090
74,8 140 TIC hA&ES @AV AN (“Am I developing hate for Sifen? ... I
feel something hanged inside that is ready to fall off. I do not know where it is, but | am
feeling something fresh. It oscillates here and there like a pendulum”) (pp. 188-9). This
shows a continuous shift in the narrative perspective that indicates there is no fixed truth
or view. Attitudes and worldviews keep changing with time, which indicates that things or

circumstances are transience by themselves.

There is a change of attitude in the characters’ views about each other. This shows the
finitude time that nothing is permanent and the characters’ worldview changed based on
the circumstances. On the other hand, the repetitive occurrences that are beyond the
characters’ control manifest infinite time. For example, his father was not fond of what
Talo does being around women, and the way he was treated in the family. When Tala
decides to join the military, his father’s attitude toward his son changes. The excerpt shows:

“% Pa't AL 0 hAHov T Ak B2 AAPCI® ANA OO 9°AS +avAn
atc!l ... @7 GHIPA ATE hReCIC:” (“My son insisted to go to war, and he
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stayed after many pleadings. He said that he could not wait here while my father was gone
to the war. Manhood may be delayed, but it will reveal itself one day” p. 75). Such kind of

occurrences is common throughout the story.

Therefore, the reader can read situations replaced one after the other - love replaces hate,
masculine replaces feminine. The hero was happy being around women; now, he no more
enjoys it. He was very fond of his mother; he avoids her now. Every state of nature is
changing continuously. For instance, here is a statement: “A4f1 &w7&Té& oo
PLNTG AILSE NMATTE ALT OFE A@HMT Eoo(:: (“1 no longer feel terrified
when I see her. Like I did to my mother, [ began to bash her by staring at her eye”) (p. 132).
Love and hate, happiness and sadness evolve cyclically. This shows the transience of time.
His strong desire or love for Sifen changed into hate. Nothing stays permanent. Things,

situations, and experiences cyclically replace one another.

In another case, what the hero’s mother did to cure her child's son brings suffering to
Chuchu. This means the eternal love of the mother makes the other suffer. The illness of
Talo is transferred to Chuchu. Then, Talo became Chuchu, possessing the illness of
Chuchu. In the narration, everything is subjected to a continuous change of occurrences,
revealing an unending cycle of things, one replacing the other. Events are recounted and
encounters are reported under the same sign of life repetition. The hero never stops
wondering, questing that makes him envisage the future. He thinks he moves forward, but
he is trapped by the unending and eternal cycle of time. He found himself in the labyrinth
of cyclical time. More importantly, the narrative technique employed by the writer of this

novel depicts such a notion of circularity.

As the story progresses, the hero’s narrative consciousness increased. Hence, the voice of
the hero made a judgment about the previous consciousness, which now found new self-
awareness. For example, the hero feels sympathetic to Chuchu because he still believes
that he is the reason for the illness. He holds this view after Chayna told him what their

mother did to Chuchu. Then, the hero attains a change of attitude:
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A'b ATLLTT Al H197 A% AAAG A4S0 Al AL PAT APTL 100 WG P10 OLS-NF
Ab PT ATEA AN A8 LPLPC TLLLNTE He L79° A 12 Vb @SKT ATLEE hi\)D
AL AOC MO+ A WEE he®10-F (AL 277 9°7 aT5hA?

He became sluggish to make me energetic. | became a dynamic thinker when words are difficult for
him to speak. He is put down for | stand bold. And today, he is kept in bed for my freedom to go
wherever I want. ... Can a person be found who possesses things more than what | stole from Chuchu?
(pp. 147-8).

Talo feels responsible for what happened to Chuchu as he holds the fact that Chuchu is
ailing through possession of his illness. This guiltiness expressed in the conversation
between the hero and Sifen:

“WEE Ffemay 710k 1003-AV?” (“Are you shamed, I mean do you feel guilty for
Chuchu”

“NMg> (“1 do”)

“hWrt 9°1 hLln REEI° 00-E9° PAA A@- 1@~ ("What did you do? It is someone
else’s guilt and regrets™)

“Chs TIME-LE PAD- 17 A H7L 10+ NG L@-9° kTG 00T AR T hePCI>”

(“But the debt is on me. I think this feeling of regret and guilt is what I am paying off.”)
(p. 149).

Characters’ views and perspectives are changed when they reach a certain recognition. A
mother’s love bears hate. How far a mother would go to save her child? This scarification
of his mother’s love is another bitter fact that Talo is experiencing. He struggles to accept
a such aspect of love while Sifen tries to help him with his trauma: “N\%.7 ha®-¢ aoSme
AT CTOALTAT PH4TE AAPT 1@+ (“This is an innate maternal behavior that she
should protect her child from the beast” (p. 149). This manifests the change in views and
perspectives.

At the same time, the hero traverses back in time and evaluates how he viewed things in
the past. For example, the statement - “£'% 474V a0l MNC? ®LOH AU avi\ih
aANN@- &Y% +071? A28 (“Had 1 thought about such things then? Or, do I just feel it
when I recall it now? Not sure!”) (p. 192). He finds himself in two versions of himself

existing between “then” and “now”. What he holds as a fact in the past is found to be false
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in the present. Mostly, the hero’s misconception about things or himself'is revealed to other
characters who are involved in some dialogues. For example, in the dialogue between
groups of youths, the issue of “flAAM-AL” — (“a sorcerer”) is given a scientific
interpretation or definition, as people who have psychic power. Then, other characters
narrate this issue as an extra-diegetic story; hence, the hero became an observer while
trying to comprehend what he believed.

However, occurrences are beyond his control; hence, they affect his perspective. As the
hero struggles to develop a new sense of self, he established a new attachment outside the
family, with Chayna’s friend, Sifen, the Captain. In this case, the narrative perspective is
changed as Tals tries to look at the family as an outsider. On the other hand, what his
mother and Sifen think about him is not changed. They still hold the belief that Talo
possesses a magic power. His mother would say, “ON0N A2TLD ALPCI” (“Maybe
he possesses a snatching spirit”). Later, at the end of the story, the narration states that
Talo’s mother turned her attention to beliefs in Christianity from the magical incantation.
This makes the narrative structure into a labyrinth of circularity, ending where it begins.

Events and situations are changed one after another.
5.3. Memory in Bafakar Sam

Narrative as an act of “grasping together” is what constituted the act of recollection.
Through repetition, the plot gathers discordant events and creates concordance with the
unity of time and actions. The plot establishes human actions “from ‘reckoning with’ time
to ‘recollecting’ it” at the level of mimesis2 (1984, p. 67). Thus, the novel Bafakar Som is
anovel of memory to put it literally. In this story, scattered childhood memories are brought
together into the structure of the narrative. Constituted by retention and protention, the
narrator recounts past experiences that bring an interpretation of dispersed experiences left
back in time. Hence, the narrator being outside of the hero’s time recovers events that
recapture childhood and youth memories. The interpretation brings the earlier experiences

of unfulfilled love, unstable identity, and the question of motherhood into a complete
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meaning. It is a reminder of discordant feelings of hope, disillusionment, joy, and

disappointment which later became a subject of inquiry for the hero and the narrator.

Traversing through the text, the reader also involves textual memory by recalling what has
been stated earlier and being a part of the narrative configuration. The story of Bafakar Som
involves action from the past toward the future. In this case, action is not only establishing
‘in’ time; the narration takes action from ‘reckoning-with’ time to ‘recollecting time’. The
recollection of the story ruled as a whole by its way of ending constitutes an alternative to
the representation of time as flowing from the past forward into the future, according to the
well-known metaphor of the ‘arrow of time’. It is as though recollection inverted the so-

called natural order of time.
5.3.1. Reminiscences of the Narrator and the Hero

The autobiographical narrator presents scattered memories through the retention of
retentions. Hence, events are narrated selectively as they appear in the mind, not
chronologically. For instance, when the narration unfolds about a sorcerer named Ofa
Abuko, the situation triggers memories of events. The event is recalled like this: “f29%
PA° CNHA: hOL TiJ CIFAT A% 0% QD7 VN £LAOPA: P71 L
TIC 0L1759° 77578 L0 AA L SCY T AP FAL-Lb SIMNTEA:: (“Bright
colors were abounded; There was a strong fragrance, the intense feeling of exhaustion
overwhelms everyone. Although | was not clear about what was going on, sometimes | was
filled with joy and sometimes fear”) (p. 35). This excerpt presents that the hero
reminiscences events while advancing toward the future. The hero’s remembrance is
assigned to the retentions of the narrator who is recentering the scattered memories in terms
of various quasi-presents. Thus, for the hero, it is the retention of retentions. Such an act
of retention by the hero adds meaning to the hero’s search for the meaning which is
deciphered toward the future.

As a kid, Talo asks why his elder sister, Chuchu is not joining them when they went to Ofa

Abuko, and his mother would replay: “NOAT L7700 AL A% i 3170 AL hri:



159

hd, 9°7 0 S PO @MICH” (“You are begotten son whom I get you through
praying. You are my sick child. She does not have to come here. She is bully”) (p. 35).
This statement is brought to the narration in the form of remembrance. In this sense, the
hero recalls past experiences that make him wonder again about his future. Talo does not
know about his illness “9°'s7 L% N\?” (“What is my illness”) p. 36). Little does he knows
about what kind of illness he had when he was a child. The hero narrates it with hazy
remembrance - “N&0T Goot ARPTY hLPCI: WEL 7 PUINO-PO- (aRATT
O-0T APV U-A &FE AT PA NCYHT 97 (“I think I was six years old.
One day, | saw a light flushing suddenly as if I had been in the darkness”) (p. 36). The hero
with his limited knowledge of the past presents what happened when he was six years of

age. By the time of this narrative utterance, the hero is 14 years old.

Therefore, it gives access to the time boundary and the temporal position between the
hero’s past and the living present (the time of an utterance). The hero’s memory is limited,;
his past is almost inaccessible. Hence, the reader’s knowledge about the hero is limited to
the hero’s worldview. On the other hand, a narrator presents from a wider perspective and
interprets lived time of the narrated subject. Ricoeur (1985) asserts that when the time of
the memory is included within a narrative sequence, it presents vast stretches of time,
creating the effect of perspectival depth. Hence, the excerpts above depict the position of
the narrative voice in relation to the story it tells, presenting from the point of view of the

anticipation of a remembered past.

Usually, when the hero feels concerned, he recalls related issues through an act of
remembrance. This is the hero’s act of retention and protention through coincidence. In
this case, memory is activated because of the things present at hand. For example, when
narrating about Sifen, his concern for Sifen makes him think about the relationship between
his father and his mother. This narration is recalled by an act of remembering. Here is the
remembrance, “A7487L L AUVPE AOET emeed NG ha%l? IC ALt
FIGFT U2 A78 T héPChT?” (“Sometimes my sisters would ask my father. How did

you meet Mama? How did you fall in love with her?”) (p. 55). This is the moment when
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Talo is strongly determined for Sifen’s love. He constantly thinks about Sifen; then, past
occurrences are recalled and associated with present circumstances. Talo has a memory
that is not initiated yet, but when he thinks about Sifen, he spontaneously remembers what
his sitters asked their father. In this case, memory rises and interpretation is made by
comparing the past with the present. Thus, what is presented as a past is not disentangled

from the present or the future because the retention became a reason for another protention.

Therefore, the hero comes back to his present and evaluates his experience to that of his
father. Here is an excerpt: “@%7 Pa0E7 “IHGRrT AL2T NAB 158 A7
AMPAU-:: A9°F?” (“When it comes to my case, | cannot find this rationality from my
father. Why?”) (p. 58). The hero shifts back and forth, bringing the previous action into a
narrative repetition. The narrative order is continuously disrupted as the hero is immersed
in memory. With such a narrative technique, the main story is interrupted as the narrative
voice establishes another quasi-present. Through the activation of memory, events and
things in the present are associated with the past one. Hence, the hero makes sense of the

present time by revisiting the past.

Then, the past became the subject of narrative repetition. For instance, on page 74, the
voice states a certain remembrance - “A7€ 188 0 NA AU-79° hé- NAL AP U~
” (“I remember something and I laughed out loud again™) (p. 74). In this statement, the
hero recalls the conversation between his mother and father, which was about gender roles.
Circumstances or events instigate such reminiscences of the hero. This shows how
characters recall and reflect within the story, and how narrative is brought into repetition
through selective memory. As Ricoeur says, actions do not only reckoning-with time, they
are also a subject of recollection. Hence, the narrative is structured in reflective

recollection.

Additionally, another statement shows how the event or action at hand initiates or
recaptures past action. For instance, in one part of the text, the narration states how Chayna
warned Taloa’s female friends not to meet him again, as she was trying to distance him from

the female circle. Then, the hero suddenly recaptures what his sports teacher said in school
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when students were exercising on the field. The statement reads: “AAHC AHé ATH, @7
U7 alT: AP AR ad APU-: F4° W4T hHu NAR 9°7 G947
$mPm*? (“He said that Alazar can you be a male at least for today? They laughed and |
laughed too. So what makes it special when Sifen said the same, and why do | become so
angry?”) (p. 90). In this excerpt, the voice of the hero stands between the utterance in the
present and the statement that is being referred to in the past. The present is presented from
the point of view remembered past in the narrated world. At this point, the hero was trying
to comprehend why he gets angered when Sifen comments that is out of the men’s circle.
In this sense, the hero tries to reconcile his present with the past through memory. This

indicates the hero gets aware of things or himself after some time.

As a result, through retention, the hero makes sense of self and interprets an experience in
the past from a view of the present. In this sense, interpretation of the past is made, which
helps to interpret the self. The question about his identity is evaluated when the lost time
is regained. The hero makes sense of time after it passed, then, reunited with the lost time.
This makes the hero extra-temporal. Through memory, one perceives the present in terms
of experience, and the past in terms of the present. For instance, the following statement

evokes how the hero trying to make sense of past time:

At AAD AL oMu-:: A0t hHA® @6n, ALY AAD AL MiT AF. AAPLI®:
AaoEanld 10 AAOE UH? AT . haoCAD- ANGC +7 VLA AAPN?

| lay on my father’s bed. There is no his bouquet on this bed, I sense only my remembrance of him.
For the first time, | felt sorry for my father. Should I cry now after ten days of the news about his
death? (p. 98).

How the hero senses the present involves the memory of another character. For example,
Chayna tells him how he is cured of his childhood disease through magic incantation. Their
conversation dictates another point of view regarding Chuchu’s and the hero’s childhood
or past identity. To show an excerpt of this conversation:

“hASTTT G A8V LLLUTT®Y

(“My mother did this to him”)

“hWr? A2 oo
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(How? Why? When?”). (p. 99).

Chayna narrates what happened then. She tells what has remained a secret because she
thinks she was the only one to witness the situation. This gives a gaze to the reader through
the eyes of a character. Here is a statement from the conversation: “'1.& AB7 A9°6h.@-
AT A@P@:: LG FET GHD: ovFi: A@P@ 907 AT8LLT AADPICE Al
LCE -FhSNh NPCN +7 @0T A7E %7 EE Jrovev” (“Go and bring the boy”,
the man said. She went and brought Chuchu. | do not know what the man did. | was
frightened so I hide in the blanket. After someday, Chuchu became sick and you get cured”)
(p. 99). After this revelation by Chayna, the hero realizes he is not what he thinks he was.
He possesses the body of Chuchu through magic incantation, which is intentionally done
by his mother. This action is not in Tale’s consciousness. Whereas, Chayna is certain about
the illness of Tale being transferred to Chuchu, which is reconstructed through memory
and affects the hero’s present thought. For example, the hero was unable to recollect fully
what happened when he was Six: “I think I was six years old. One day, as if [ was in
darkness I saw a light flushing suddenly”. However, Chayna’s remembrance of the

situation gives the hero and reader a wider perspective.

Again, at this narrative level, the memory of the narrator interrupts the narration: “AU-7
ANN@- €77 oo T6 Ad'1rT A7 A4 T 14 L105 N (“As | think
about it now, | could not understand how | managed to pass that unpleasant truth”) (p. 99).
This statement shows that the voice is in a temporal position of the living present, talking
about the past. It also reflects the narrator’s present perspective, what the hero thinks was
not true. This recollection reinterprets the belief held by the hero and recovers a lost identity
that presents the scars of a shattered belief. Throughout the story, expressions like “When
I think about it now” are common which shows that the whole narrative is the memory of
the narrator, which is being recollected. At the same time, characters recollect actions

while readers remember actions in the text to put the story together.

What is recounted by the hero is an action that is brought into the narrative by the narrator’s

recollection. The gives meaning to the experience recounted by the hero. The hero realizes
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his lost action that shattered his belief about his mother. He realizes why Chayna hates him,
as she was the only eyewitness to tell what happened to Chuchu. To this extent, he realized
Chuchu is a relative to the family. The hero’s perplexity reaches to climax, “Why does his
mother do this?” Is that because she loves him? At this point, the narrator interprets the

hero’s experience - what was it like “then” and how is it understood “now”.

Through remembrance, time is fully understood. For instance, the following excerpt shows
how the narrative statement is already in the narrator’s act of remembrance: “A747%
TICT £IANNMNA-: ®FL AL ao®LEt 77 ALHIFI:: BT TCTHI° LI AU~
LS TIC 17 £ PINCh0T 9A9°S £7L0ATY A8V AaoP'r ACTIM 15
(“Sometimes, things turn upside down. But, my upward fall is not changed. Perhaps, | am
giving it meaning at now. However, | am certain that | was in such situation and | would
feel the same by then™) (p. 100). This statement brings a narrative reinterpretation of an
experience in the past. The same situation is parallel presented and understood differently
by the hero and narrator. This reveals how one sees events from a different temporal and
spatial position. By the act of memory, time is experienced in a multi-leveled way by the

narrator and the hero.

As the story develops forward, the narration is constructed through repetition. The hero not
only follows time forward but also initiates his memory in the narrative utterance. For
instance, the sudden accident and death of Chayna are narrated later in the form of the
hero’s memory. The statement says, “AA9°CY @L JA -1421M 11C A%I0N CFAD-
H28-+ 1NC::” (“1 became aware of what happened after a while”) (p. 110). At the same
time, the narrator who is already in the recollection of an earlier story knows the death of
Chayna. In some parts of the narrative, the hero became more of an observer, like in the
narrative level of the conversation between his father and the Captain. In this case, the
chronology of the story is interrupted, making variations on the time of the narrator, hero,
and reader. They also recapture events through memory, remembered events became a

subject of narrative repetition. For example, Tals recaptures a childhood memory when
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his father was talking about Princess Alem Tsehay, a daughter of Lij Eyasu. Here the hero

re-narrates:

ATVT O ALY h@-PTPAV:: PANTE: AINLE- avA®- TAA 00L P10 NATDS avAn
Lhdehaehr INC:: AZTE “GA9° Oche LALL” BATPA: NI TF®- AAImar aohA- INC:
2 ANET AMEe@ Hé PHG1ETT U API® W&CT 1147

I do know this woman too. She was like a stranger to the place where she used to be a landlord. The
children used to call her “Almetsehay Bridge”. Ithought they gave her this name because it thymes.
When | asked my father, he told me everything which was with what he is narrating now. (p. 134).

As the extract above presents, the narration that is brought by remembrance is a new
perspective where time stretches back through memory. It is the imagined past of the hero
presented as if it was told before. The repetition is only on the hero’s mind. Thus, the hero
places himself back into the stream of a search that advances, and in order to preserve the

event-like character of the visitation.
5.3.2. Textual Memory

Ricoeur explains that the reader "takes up the wholeness of the traverse from mimesis1 to
mimesis3 by way of mimesis2 by accomplishing something - the act of reading - through
tripartite mimesis" (1984, p. 53). The “refiguration” of mimesiss features the actions of
those who read the representations of the past. To make sense through narrative, reading is
dependent on remembering what came before the present sentence and how it relates to the
past events of the previous reading experience. In this case, textual memory can be

explained through the reading process.

The narration in Befikr Sim involves textual memory. For instance, when Tals and Sifen
pass by Alé- AN-C (Broken Bridge) - “Alem Tsehay Bridge”, Talo has taken into deep
emotion of loss, thinking about the accident that his sister, Chayna has been killed. He
recalls Chayna’s slung when she ridicule others: “sB>1CV7 ANTLY 1@ (“You are
acting as your armpit hair is comped”) (p. 145). The place reminds him of Chayna and her
friends for a moment. “@IA+h h€AT: AZLEBM NVavd® ALY T N IHI” (“l was

about to cry, not with pain though as it used to be by then. It was a tear of remembrance”)
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(p. 188). This statement instigates the reader’s remembrance of the moment when Talo
spends time with Chayna and her friends. The hero tries to reconcile with the time left
behind by him. It is a lost time. It is also shared by the reader, which in turn, constructs the
reader’s memory. The time left by the hero became the memory of the reader. As Ricoeur
notes in his discussion of threefold mimesis, reading is a forward and backward activity
where the reader is a part of the narrative configuration. It is involuntary memory
necessitated by when the hero himself is in a place that involves a special moment in the

mind.

The time experienced before is recalled, which in turn, involves the reader’s memory as an
event narrated before. Because the reader is spatially traversing through the text, the
perceptual change of character or narrator reignites the reader about their previous view.
For instance, the following statement shows how the reader is provided with perspective
about the hero’s mother and father. When the hero presents the narration as an observer.
Hence, the reader’s memory is also activated. For example, “A737T? AGE? a0 P-HGA::
(“Anguach! Momi! We are home”) (p. 140); “A%.0 @:PC LavGP(” (“Fresh love makes
a person crazy”) (p. 140). At this point, the readers encounter a new gaze between his father
and his mother that changes the narrative perspective. Earlier, they used to ridicule each
other. Now, they respect one another. The reader provided this perspective when the hero
presents the narration as an observer. This, in turn, affects the reader’s perception of other
characters. The relationship between Ato Bizen and his wife is presented from a

perspective that is different from the previous narration.

As the story goes forward, the narrative perspective became wider. The space is dispersed,
which creates different spatial dimensions for the story. The hero’s progress and growth
are defined in terms of the hero’s movement in space. This in turn provides a change in
perspective and worldview. For example, in the beginning, the hero’s experience of limited
to the house (in the family), then to his private room, friends in the neighborhood, Church,
and Merkato market center (another vicinity of Addis Ababa). The narrator’s time traverses
backward and then toward the present. As the hero progresses, he reminiscences. Then, he
recalls his past. Finally, it presents a retroactive effect for the reader to recapture what was
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stated before. This creates textual memory as readers traverse through the physical space

of the text. For example, the following excerpt states:

U9° @FLCT AL A <00 DOA COLLNT 09T AR GTPN: CA® 1D HeTrT
AtV AL 1@ @Y% U @FLC NP oo 30k PAT $5% W8T ALLLT $47 RINY
Ut @FLCT hae APTE @ $554 hdA hWh'Ls?

The feeling | see in all soldiers was the same as mine when | was called ‘sissy’. This is the myth of
what is called truth. How come this army has not been able to fill the void which is labeled by
Mengistu? If all these soldiers were there, for which problem do they recruit? (p. 120).

As indicated in the excerpt above, the narration creates a retroactive effect of what is left
behind in the physical space of the text. The hero is making retention of how he felt when
Sifen called him ‘sissy’, which he remembers when he saw defeated soldiers dispersed in
the city. Like being-towards-death, the reader stretches-along between the beginning and
end in which the course of actions are became a subject of repetition and memory.
Therefore, the act of reading is traveling the length of the text (between beginning and end)
that allows all the modifications performed to “sink” into memory in the form of
expectation and interpretation. Hence, the readers too are involved in the act of retentions
and protentions. Ricoeur (1988) asserted that the play of retentions and protentions
functions in the text when readers who welcome it into the play of their expectations take

it in hand.

5.4. Narrative ldentity in Bafokar Sam

Ricoeur’s notion of narrative identity is based on the belief that identities are constructed
through narratives. An identity that is condemned to pass through the anguish of
expectation. Talo’s love for Sifen accompanies him with a repetitive cycle of expectation
and disappointments. The hero advances into the question of love, identity, and truth. There
are two forms of identity in this aspect. First, through the hero’s voice that is being
experienced during the utterance, and the second is through the narrator’s voice that
reexamines a former identity which is now become a subject of interpretation. The hero
keeps searching for identity while the narrator reevaluates the gained identity. In another
word, the hero is a narrating self that is the subject of the narrator’s quest. The narrated self



167

is another identity that exhibits time with a sense of quest for identity or sense of self as its

goal, the leeway for ambiguity, transgression of boundaries, or exploration.
5.4.1. Self-Constituency

Narrative identity denotes self-constituency of an individual as a subject and at a
community level. self-constituency presents the identity of characters as one’s own so that
carries those attributes forward in time, constituting the continuity (permanence in time) of
who one is. However, the plot with its repetition function destabilizes identity. Then, it
gives a change in permanence. In Bafokar Sam, the story opens with the narration of the
hero named Talo who later is recognized as Alazar in his school name. He is the only son
in a family of seven female children. Thus, the hero’s self-constituency is presented with
the reflection that he is having great care from his sisters and his mother: “0MF Paoh1N7
TPI° PGSO+ ALS MO0 AAT°7 NF 17 (Only me and the wise man Solomon
knew the benefit of being surrounded by females”) (p. 7). He also would say - “fb-FT
AM413P2FE ST (“Females are my good fortune”) (p. 8). Here, the hero is giving an
ascription and imputation to identify who he is. However, this feeling does not remain the
same because these females who gave him benefits would later become a source of

questions about his identity.

The ascription that other characters talk about him makes him wonder about himself. His
mother and his father constantly argue about the hero. His mother would say, “N&. 7 -T@.
hal hCh Ahh S.20.4°0 284 P-+7héTTHh01 (“Leave alone my son for whom I
prayed under the face of the saints and demons”) (p. 14). Then, his father would complain,
“Mre APPANN: PM7LL AL ALALN” (“I am feeding a son of the sorcerer; I am
nurturing a son of the sorcerer”) (p. 18). For example, the statement, Ahh ¢CN L1 £40
ASt AAL ... (“Until recently, for me, my mother was ...”) (p. 14). Thus, the identity
presented by the hero himself and what other characters tell about him create a fusion of

identity. As a result, the question of “who” is asked in the field of action so that the “self”
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constitutes a response or range of responses. At this point, the self recognizes itself through

the identification of certain given norms and ideals.

As the narration flows forward, it presents the lived time of the hero who stretches from
birth to death. The narrator is constituted as a self-same identity within his stretching-along
between birth and death while the hero forms a new identity over time through the
repetition of actions provided by the plot. However, the other voice of the narrative brings
the lost identity that once lived and defined. This interpolates an identity that is lost and
gained. An identity gained by the hero is lost one that is being regained by the voice of the
narrator. As a result, the whole narrative projects a flux of identity that is continuously
shaped and defined by various factors like love, family, and religion. This entails how

identity is redefined through narration which became a narrative identity.

The hero’s first discovery of self begins after he met a boy from next door, Chuchu. Tals
began to wonder about himself when he met Chuchu. Then, began to fear Chuchu and his
mother as Tala’s mother told him not to go around them. He pumps a trumpet that became
a terrible noise for the retarded Chuchu. After this incident, Talo began to experience guilt:
“Phdot ppH5E 00T AALTE: FE 19 A0 S FHANGA: Vel P 0NN
0-AA INC:: (“T was nurtured with faults; | was grown up with guilt. Chuchu shivers
when he sees me. He became my source of illness. It would be better if they (Chuchu and
his mother) had eaten me”) (p. 40). The former excerpt - “I was nurtured with faults; |
was grown up with guilt” - provides the voice of the narrator who witnessed the experience

of the hero.

As a result, as the subject of an action, the “who” added imputation to his action. In this
case, the subject takes the blame and makes himself responsible. That brings an answer to
the hero’s “Who am I?” question. This feeling of guilt raises the question about himself.
He began to ask “why” and “who am I”, which results in wondering about his identity. In
effect, it brings a change in character or behavior that show a change in permanence. Time
gives a perspective of experiences, hence becoming a reason for the awareness of identity.

When the question “Who am 1?” relies on the narrator’s quest for identity or sense of self
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as its goal to condense and unite, to resolve ambiguity, and to deliver answers that lay

further inquiry into past and identity to rest.

As “being-toward-death”, the sense of self is growing as the story moves ahead. The hero
is exposed to the external world which is different from his awareness of self. Hence, he
began to confront an established identity that is awaiting him. Biologically, it is the external

time that shows the change like believing “I am big enough now”. Below is an excerpt:

MeD Pha N9 ANF ALLAIC: ANEI® 9921 ALNTID AAPLI®: hHY  Nét
PLANLDT ALYl RI°TIC POOTN: P11L539° LT (LL200® hiC P£h hAd-71H
alenaol P

I was not the only one who recognizes my maturity. My father must have thought the same about
me. He was talking to me about some serious things that he never told me before. When he repeats
what he had said previously, he would become more and more serious. (p. 40).

The above excerpt shows how time and experience change one worldview and identity.
Now, he feels that he is mature. Things are not going as usual in the family. He used to
understand things around him from the perspective of his mother. Now, he finds himself
in the position of others. As he feel that he had grown up, he began to consider his father’s
impression seriously. His father would insist: “C(b MmAL 0T 1@-: Ot @-d POt
1o Pt Mg AD7TS 106 107 PO @ AD7TE OCLA: 1@ (“Feminine
behavior belong to women; A woman’s experience is only for a woman. Doing things that
belong to a woman is a disgrace to a man”) (p. 41). The hero finds himself in the middle
of the opposite aspects of gender. Tala’s perspective and understanding of people (his

mother, religion, love) changed over time.

He used to think females are his everything and who gives him joy and care as he used to
say, ‘0P T AM473PF GTF@” (“Females are my good fortune™) (p. 8). Nevertheless,
his father confronted him about why he should distance himself from them. His father
urged him to act manly. However, Tale ridicules his father’s comments about women, as
he feels comfortable being around women. His father questions Tale’s gender role and that
he should identify himself as a man and act accordingly. As a teenager, he sees females as
a protector and caregivers. His father tells him the opposite: “ATAP O 441007 17
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: PavBavl PP Ol 907 ALLTT? Ph8BI°T PUMELT @é ANAT:” (“Do not laugh.
A woman is cursed. What did the first woman do? She gave the fruit of sin to Adam”) (p.
42).

The hero’s quest for identity reaches its peak when Sifen strikes him about his manhood
like Chuchu and his father. The statement, “A9°7 ®7& Agol’? A TLECI°?” (“Why do
not you dare to be a man?”) (p. 64) is an awakening one to ask the question of “Who am
1?”. He began to reexamine his past identity. What he has missed as a man. He thought he

has a rosy and comfortable life. He asks:

oLy 1?2 FLG (LAY AL 9°7877 10 AL AL PR PINLA? AUt L29° (47T ...
07 AT ALCLE AST® AA@-PI°: ALY AdNT7 hdOT AAD-PI® INC “INT 10-?
a7t hé- IC +HMMU? A% AAD-P@ At VL7 W78 +L8T?

What is it? What is it that first China, then, my father, and now Sifen saw in me? | have never
considered myself a sissy. Is that mean | did not know myself? How did I miss myself? How did
they know when | was not aware of it? (p. 64).

The above excerpt shows how the plot makes identity unstable, which at the same time, is
a self-same within a continuation towards the end. At this point, the hero’s perplexity
reaches its climax. He feels he luck something. He thought everything is fine in the family,
being in the female’s world. Now, his essence/being is not even liked by Sifen. Even though
Sifen is the reason to question his identity, she is also the one who makes him gain his
identity: “?7237 A7, Lo NAY, ASNMC AONE 10 9°7 Ak NF? AV-PEI
av’iCoo(vy PARN-T (“Because of her, not only me that | knew how much | have grown;

Even my sisters recognized how I reached to adolescence age”) (p. 63).

Then, the hero has to define himself before and after Sifen’s comment about his Sissy’
identity. He is now aware of why Chayna and his father, and now Sifen said the same thing
regarding his identity. In this sense, the hero gains self-knowledge because he refigured a
permance of character that other tells about him. Therefore, as Ricoeur explains, the
imaginative variations of the plot provide mediation of change and permanence. This is
due to the plot’s preference to present several perspectives or even opposing views about

the same subjects of action.
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5.4.2. The Quest for Self-same

Tracing in the quest for identity, formed through repetition, the quest is this type of
repetition that would generate the quest itself. This character of repetition is still imprinted
in time by the circular shape of the travel in space. This dilemma concerning his selfhood
identity is a search for a lost identity. The quest is all about remaining on self-same that is
once defined. The voice of the narrator establishes a position between the quest or search
and the constituted identity that is being searched. Hence, the narrator is making a
repetition, deciphering into the space and time of the ‘as if dimension. As Ricoeur presents,
to search for one’s identity is to accept responsibility for one’s own past to one’s present
“space of experience” and “horizon of expectation” for the future. Therefore, the quest
provides circular imaginative travel into time and space, which is toward the origin. The
lost identity in inquiry is later regained, then, puts into a relief of self-knowledge, or as
Ricoeur describes “the fruit of an examined life” (1988, p. 247).

For instance, Talo as a hero is experiencing a conflicting sense of self. He thought he had
a good character being the only son in the family. Later, when the girl with whom he falls
in love questions his identity, saying - “Why do not you dare to be a man?”, he recognizes
that the character is constituted and is gained at the cost of his ‘Other’ identity. Then, the
hero establishes a quest in the face of experience unfolding within the narrated world. By
the reaction to the imputation (Why do not you dare to be a man?) that he is referred to, he
began to search for an identity. The first attempt to regain his manhood identity by
presenting himself to join the military. Unconsciously, the hero is looking for an identity
that would make him accepted by others following the trace of his father. He thinks he
would gain an identity that is respected in the face of others, especially Sifen. In this case,
he considers his father as a model to regain his lost identity. “n&77 £AP: 9°7 @&
U1’ (“One who did not see Karan, should not be called a man”) — this is what his father
repeatedly urges. This is an authentic identity for a man, and one should come through the

military to have an authentic identity of manhood.
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Thus, in search of this identity, the hero puts himself on the path that his father once passed.
This calls for an imaginary trace that is left by his father. Hence, there is an imaginary
identity built on his father’s perspective of manhood, which is a narrative identity. As a
result, the hero enters into a sense of animosity with his present self since he lost what
aspires due to the identity of ‘who’ he is now. The animosity is between an identity
constructed by his sisters and mother and his imagined self which is the process of
resurrection. Hence, the hero has to question his present identity: “Ad-b? -TAPG T :
T A780 N7IA@-+@ 7971k AL TAF hLLANT::” (“1 hated myself. I despised my
identity which I did not what it is”) (p. 65). He wanted to join the military, not for the love
of his country, but rather, to gain his identity that is accepted as the norm by society, at
least by Sifen, his father, and Chayna. This is what Ricoeur (2003) infers that the self

recognizes itself through the identification of certain given norms and ideals.

Therefore, narrative is a significant aspect in mediating an individual’s experience and the
world marking the passage of life and developing change in the permanence of time. The
hero with his trajectory experiencing time develops a different form of identity. On one
hand, it can be considered a narrative organization of a bildungsroman novel that presents
how the hero changes physically or psychologically through time. In the narrated world,
every character stretches from birth to death, hence, it is concordant that remains the same
for everyone, like a natural course of being born and dying in a real life. Nevertheless, for
an individual character, circumstances are experienced with random and coincidental
happenings, which presents a discordant experience of life. Talo as a hero character who
has his own experience of time defines the self through the plot that allows an interpretation
of past existence. That he has to lose his identity, and feel anxiety, guilt, or disillusionment.
Hence, he came to wonder about the future, and peruse a new identity in the process. At

this point, the plot mediates the concordance of permance and the discordance of change.

Then, Talo changes the attitude he used to have toward females — “Females are my
fortunes”. He lost his desire for Sifen. Because of her comment about being unfit as a man,
he has to look back at the past and review his identity. Here, a new identity unfolds by the
conflating nature of the time experienced and the expectation or time that awaits. The hero
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was already on the quest for love which he was expecting. When his expectation did not
meet, he began to evaluate life by moving from present to past. This results in confusion
brought out of expectation, that is when one finds himself in the temporal position of the

future.

The quest of the hero became bold. He has to confess: “A's 007 hé-0 hTONID- A%
IC ARV WIRICT ANLST? FRG hd, Wt Pa't @he OC 1émé PAT4Y
AT4T 0N AT AL ATICT? O AE OOT TON? AT T A7L9°7
he NP AATN- 39?7 (“How can | convince her that | am fighting with my own hidden
identity? How do | tell her that | am in a win or lose a fight with an identity which Chayna
and she had realized”) (p. 68). In this case, he discovers an identity that is already known
by others. Why the hero was not aware of his self? When does Tals recognize his sissy
character? He did not know about gender roles — what makes him a man in addition to his
given biological masculinity? Others have labeled what he always does as sissy things.
What the hero is questing is an identity that is already there in the permanence. Thus, his
quest is an experience that advances toward the origin or permanence. The following

excerpt reveals the hero’s questions:

0P H5@ &CLE @N0T HPTAD AT NP A7L7LA ANTIAANTIC:: 52 (NA? hANN?
Pk LCLET T rECO OO NP AN? A% TN hLLATC::

I do not understand which of my trait reveals my other hidden identity. Is it when I am laying? When
I am wearing? By which action that my sissy character being revealed? It is not clear to me. (p. 68).

The excerpt above presents the confusion of the hero regarding his identity. He is struggling
to have a stable identity. In doing this, he has to lose his other identity. The desire he used
to have for Sifen became lost. Contrastingly, Sifen became attached to him because of the
regret when she strikes him (because of that he tried to join the military). He says, “&(u7
dettine: hTet A9 T 0étT PTéE n9°C ATLINCH ATL9° &7 PAY°:
mA~1 12 (“T assessed myself. | have not seen any clue that my heart was dispersed before
some hours ago. Did I hate her?”) (p. 70). Then, he experiences hopelessness and loses his
sense of identity. He used to care for the time during the time of his desire. Now his

existence became meaningless:
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oo NEFE P04 A%V oRLT OLEAT: . APTF AL TLTC NSFANT: AHLTC
ChST@ @71 9°7 LM A AN hATEI® W H8LTTm ¢85 110 Alkét
ao( 0% hahd AG Ve TT ATO AONE o+

... | deeply felt hopeless. ... Nature has betrayed me, not the people. I thought “What is left for such
manhood that was betrayed by nature?” I felt that | am within a loop like in a tiny hole of a coin,
and washed up my existence. (p. 71).

At this narrative point, the narrator is immersed in a stream of consciousness, in which the
hero narrates his state of mind — the feeling of meaninglessness, fear, loss, and
hallucination. He wonders, “A9°4- (b3~ O LF4® L7 (“Does a bird has

womanish character?”) (p. 73). Such kind of narration is presented from pages 72 -77.

Identity is gained as the hero revisits his lost time. His question of existence and the
meaning of life is changed. He used to associate himself with King Solomon for the love
he acquired from many wives and concubines. He used to call himself a lucky one. His
worldview is framed in the experience of time. His thought about women and himself is
shaped by the circumstances: “7T0 AA9°7 NN oot AROPT oohhd OSC
MO ANTPYNLE U R0 AL GPA O AT bSO
PrLmNP HLTCE NLD-? ... (“Did King Solomon show womanish character when he
was surrounded by seven hundred concubines? Or else, did he has a unique nature like a
goat that keeps his manhood away from a womanish character?”’) (p. 73). In this section,
the hero repeatedly questions tasks given assigned as a gender role. Why some tasks are

assigned only to women, and why not it is given to men?

In this manner, the hero presents identity as the self-constituency of the community. This
is an identity defined by the history of cultures and mentalities where the hero drew his
identity from the reception the narrative of the community produced. Hence, narrative
identity involves a circular relation between characters as subjects and the recognized
norms and cultures within the community of the narrated world. In this respect, the hero
still questions the gender traits or roles assumed by the community, identifying what is like
to be a man or a woman. Trying to define what is being a man, he associates his father’s
identity. His father had been serving in the military, and now he is joining the military for

the second time after twenty years. Here, the narration states: “Pa0l-k @oHao = PaviJ-
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LALL WG PavA® $4HA 148 o't $CF PAT POHAN NF P AN
CHF U0 NG T N9 L 7L 8% 12" (“The news about my father going to
a war field is no more an issue in the community of Tureta Bridge and the Rafael
neighborhood. It is now only the issue of our family. When he went out, he kissed me on

my forehead”) (p. 76-7). At this time, the hero tries to redefine gender identity:

NACTTI® PO7LS PO ARTE LY@ 10 @7% VAor hé-0rS hibk @5 PoLeeC
10 hahaN- CP PoLLL:: €77 ViaoT (u-hl AR +aoNCF P71.0PPC::

Of course, this is the difference between being a man and a woman. A man always aspires to live
outside himself his and family. He is the one who travels far from his community. Then, he tried to
build his dream through conflict. (p. 77).

The above excerpt shows that the hero gives an interpretation of gender after his father
joins the military for a second time. He was a soldier 20 years ago. “AS"t9° A7L a0k
U ARCO GaodT @FLC NLT: ChO, ML 77 hibl L84 hAALI™:: (“Like
my father, my mother was a soldier for forty years though her fight was limited in our
house compound”) (p. 77). Situations changed over time as the hero finds himself in
another course/dimension of life. Talo builds attachment with Chuchu. Contrastingly, his
strong attachment to his family weakened. Thus, the hero left the dilemma of constituted
with the females’ care and love that made him ‘sissy’ and abandoning it to regain his

manhood. He asks, what is to be a man? Here is the narrative statement:

0A's AGA AS FAE 0F oohhd AR AARTHCT PFHLY PUA SEET hSTAFAT::
O3 e ImA 102 W7 BL oo IMA? MCrE L avIMA? (l-d- 198 PT avIMA?
aflC ALA a0 imA?

I longed for the family as if my room and the main house is separated by a distance of many
kilometers. Is manhood means being solitary? Left for hunting and became solitary? Going to war
and being lonely? Becoming a caravan merchant and staying separated? Being courageous to be
alone while living together? (p. 87-8).

As the excerpt above shows, the voice of the narrator raises a continuous question regarding
what is constituted as a man and a woman. The community’s established definition of
gender identity became a subject of interpretation for the hero. This interpretation of

narrative identity goes in line with the refiguration of narrative, in which the narrative voice
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implicitly or explicitly induces a new evaluation of the narrated world and the reader as

well.

However, the hero does not still accept the established norm of being like a father or acting
like a man. This invites the narrative voice to evaluate, judge, and interpret fatherhood or
manhood. As a result, the circular relationship between the narrative and a character is
established, and the narratives about fatherhood or manhood both express and shape the
identity of the hero. The following excerpt presents how the hero examines what is to be a

man:

ABI® ATL ANE 770 ALOReT (NLY AAAL. hNLY &1L 2C 10 w07 MbHaq
av AP PME ACITT FAT199 T AP LS UE ATSAATT@- 095 ACANDN- ...
24y 1o o3Lrh?

As had been done by my father, shall | waste half of my age going to the wilderness and rejoin the
family to whom | am strange? Begging cash from them for my drink; acting like a gentleman and
dressing neatly to make them proud. ... Is it what meant to be a man? (p.88).

In the above excerpt, the narration shows that the hero still struggles to maintain his self-
same. However, externally, the community he lived with expects him to perform tasks that
are assigned to men. The hero tries to make sense of himself and life in general. He wants
to rebuild his manhood identity. As he is trying to reconnect with his authentic identity, he
insists that Chayna teach him how to be a man: “£% 15 0ANE- hAd-T haok AL 77
PUILCID (.47 FRG AIC AL ®LPU-:: ... @1 hLCLY hADT! hé0y
MAU-T: NASTNT AARLE Ad-0b7 AMAU- hAY - (“At then, during my fourteenth,
I was confused what to do. So, I throw myself under Chayna’s foot. I beg her to train me
to be like a man. | told her that | was hating myself and I would make suicide” (p. 77-8).
This statement evokes the voice of the narrator who is outside the time of the hero and
reinterprets the hero’s experience and identity. Now, the hero has to lose his current identity
to regain the quest identity. He took the courage to confess in front of Chayna. He confesses
that he wanted to be a man. Thus, Chayna trained him. He does exercise. He avoids his

former female friends. He distances himself from his sisters and mother.
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The hero’s quest builds a circular imaginary travel toward the origin. His search for identity
was initiated by the girl with whom he falls in love. Sifen did not comply with Tala’s self-
constituency. Being rejected by Sifen, the hero builds an imaginary identity that is subject
to be regained in the future. Tals did not stop thinking about Sifen. He still tries to give the
meaning of manhood by assuming what Sifen gives him instead. His question of manhood's
identity relies on Sifen’s standard of what is to be like a man. He would ask himself what
she would do if he had gone for the military, “AgotP (.47 9°% FHOT hd.A7 NLEC
NP7 LI°AP Y7 NP7 AZT hiA? FPL7T TEA?” (“What was Sifen’s
reaction when | insisted to go to the war? Would she be cried for me and held me at my
back?”) (p. 93).

As the hero progresses ahead with all his confusion about his identity, he began avoids his
mother. He began to spend his time with other friends. The hero experiences a continuous
sense of helplessness, jumping from one loss to another loss. He was struggling to fulfill
what he lacked, act like “a man”. But, as he tried to acquire what he quests for, he loses his
previous identity. Below is an excerpt that presents the change in the hero’s perspective

toward his mother.

ASET APLLL T oo P FAU- LLNARS NG5 eohhd £978A0 1LA ovdms. FNTTT:: AT
+7 MA7 U-a ANAN WI0AS AT THE T Al 004 oomONd EooChe:: ... AL
+7 AAHCT U YET 01 FET PR 04 AL A5 AU

I began to fear my mother. ... I realized that there is a big hurdle set between us. I began to wait for
the moment that one day she will bring all my sins together and put them on me. ... One day as |
sleep, | wake up and find being Chuchu and find myself sitting on the chair. (p.102-3).

As indicated above, the hero is becoming more uncertain about the future. The more he
stretched toward his future, the more he became hopeless and fearful. What is left of him
now? He never ceases the quest — love is the only reason that makes him seek the future.
He still hopes for and struggles for the love of Sifen. It is a quest for unfulfilled love. He
feels hopeless, but he still waits for the time ahead. There is an ending quest that makes

him move towards the future.
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In this story, the young hero continues in the second episode where he still quests for
unfulfilled love, lost identity, and undefined truth. He never ceases to wonder. The quest
for love and his identity that hunts him as a ghost, whispering to his mind: “A®-13 A'%*
ASES FE aohhd PA@-7 AOeSE 0707 SONAN? 9P PI°UAN?  hAd-TT
niet ean 913007 1IC PAA®- AN - (“Does fact represents the
complicated situation existed between Chuchu, my mother and me? What makes it
preferable? Fact is just a phenomenon, which is even more devious than a myth”) (p. 113).
This time the hero gets into a more complicated quest, questioning the difference between

fact vs. myth and a mother’s love.

Then, the hero finds to be in a trap of quest, a never-ending search for meaning for self.
Hence, he continuously enters into the stream of denial of the experiences happening
around him. He tries to reject the fact about the death of his father, his sister, and what his
mother did. This is explained by the deep level of repetition. The quest has been absorbed
into the movement by which the hero if we may still call him by that name - becomes who
he is. Itis itself the spiral movement that, through anecdotes and episodes, brings the reader
back to the almost motionless constellation of potentialities that the narrative retrieves.
Because his self-same is not accepted by others, he tries to escape from the trap of norms

and social ideals that defined him as who he is now.

Then, he immersed himself in his own time which is an internal time. It is the time of quest.
Asking who truly he is: “?71@ 07 PTLEDP? OWIFOTIITIT A@AL13TT
NE-AT7 NP ALANTT AGT77 TPNTT ovG1C AT T ATTANT? NAAT
ALLITT NEATT NALONTT PI°GDP®- 9°7L7 1D-?” (“Who is that able to know
himself? If our womanish character and sorcerer identity are invisible to us, how can we
tell about ourselves? Which identity is that we can realize it by us before other people’s
conformation?”) (p. 116). With such a never-ending quest, the hero’s worldview and
perspective are always changing. As expectation and desire came to be unfulfilled, he

found himself in another quest. The time and events he experienced are left behind while
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his quest continues as the narration progress ahead. The lost experience became a reference

for lost identity, while the quest forward is still there.

Usually, the hero tries to build identities from the narratives (Bible, the Story of Raphael
the Archangel, and the novel, Ke Admas Beashager) to define his self-same and others. For
example, he associates himself with King Solomon because he is surrounded by females.
Then, he tries to find out about Sifen from the Bible, associating “Sifen of Nazareth” with
“Jesus of Nazareth”. He also notes, “ATiTi-F £CAT-4-4-mN7 1700 EaoCh (“1 begin
to read the Story of Raphael the Archangel to escape myself out” p. 116). He associates a
story in the story of the Archangel with the incident of the Shegole bullet factory explosion.
In this sense, the hero is in a deep level of repetition where actions and narratives are
duplicated through imaginative travel. He tries to rebuild identity, reconstruct meaning,

and interpret the past through other forms of narratives.

He wanted to escape from his self-constituency and present time, “ha®-11S Ad-17
719°Asm, AT U-:2” (“1 could not find a way out from the reality and fact”) (p. 117). He
loses time as he tries to escape from ordinary time. Thus, he is in a spiral of quests and
circular imaginative travel. When he was a child, Talo had not enough time with his father.
He rarely had a conversation with him. Mostly, he spent his time around females: his sisters
and his mother. Thus, he formed suppressed identity. The hero admits in the statement,
“AaoPavl @ L hat OC 987 AGL7T A1NMI°7:: 7304 AL NEL avAN ANm-T
LA ATE, Al 1@ AL a0 34.07 L1000 av\AT:: (“For the first time, my eyes
experience a direct contact with my father’s. I can see he is my father, except that he got a
tumor on his forehead. I feel that he reads my mind” p. ). His father seems proud of him

because he was insisting to join the military even if he had not.

In every part of the story, there is a dimension of facts about the hero. He got different
identities. For instance, his mother and Sifen think Talo possesses the power of
bewitchment. They gave him godlike power. They believed he knows that the news about
the death of his father was wrong. On page 124, the conversation between Sifen and Talo
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gives the hero a different identity in which he is struggling not to be one. Below is the
excerpt from the conversation:

“A9°7 AN TU7 AANTNTF®9° CANTY avd°Al| Povy hlao(NI° h@LAT?”
(“Why you did not great you father? Is it not a surprise for you?”)

AP hdY T

(“Yes, I said to her”.)

aoCEF@ PaoM ¢ PAAPOND ALY 10 A's oo T AMU-T! a7 F 7€ AAONTY
hh A78, ..

(“You did not cry when the news about the death of your father was heard. | already knew

it, but you do not seem to care”). (p. 124).

Sifen and Talo’s mother think that he did not cry then because he already knew that his
father was not dead. However, he does not accept this forged identity given by Sifen and
his mother: “A 73T POALT®7 A°19°Ah ANN APLLATT 1@-::” (“Anguach is trying
to find a reason to worship her son”) (p. 125). This view about Talo’s bewitchment power
makes Sifen closer to him like she said earlier, “It is not for you; it is for the spirit within

2

you”.

As the hero’s quest continues, he struggles to attain a new identity. This time he has to find
a new figure of identity to model or imitate in his search for identity. Hence, the Captain
became the new figure. The Captain suggests the hero books (Ke Admas Bashager) to
expose him to another world of truth. This indicates how the hero is engaged in new
horizons, knowledge, or perspective of life. “PVE®T T+ NAMNY oA h&T
n7LOMm@- aoh\n NAL SNHA::” (“The answer for the question of life is beyond these
books could give”) (p. 155). This statement strikes the hero because he is still puzzled by
the question of life. He narrates: “O@ U PL@T TEE hANT? AL
PO aoAND? F8.° NPAN VEOT Al TEE V107 (“Does everyman has
a question of life that he or she could not answer like me? Life became a question for me”)
(p. 155). Previously, the hero was hiding in the imaginary quest for Sifen’s love. Now, the
answer to his quest is found to be within the books. A Sorcerer, Sifen, books —which could
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provide an answer to his grand question of identity. Implying for this quest, he would say,
“haLoin OQIC LA T avd-T7 Lm+2IN?” (“Does Ke Admas Bashager use
magic?”) (p. 156). This expression indicates that the search for identity is now trespassing

into books.

To construct meaning, the hero has to get himself into a visitation of others’ experiences.
Thus, the Captain’s experienced past would be a trace of the hero’s quest. The hero seeks
to learn from his predecessors (elders) — that through narrative, he has to regain/construct
his identity: “@%7% ¢49ICHT haNg (ha0Tv) PH20C @M @48 10+ hadTo-
AC AN SC 19 £C 4077 ATEE INC:: 19 £C:2 (“1 have learned this from
your father’s hideous life experience. Had not I met your father, | would have killed myself
long ago”) (p. 156). How the Captain learned from the experience of the hero’s father, Ato
Bizen, and through the Captain’s voice, Tals has to learn from this shared experience. This
shows a series of generations connected by the same experience. “&777T ¢71.£LC7
Tong AIAOLDL £10L BIPAE AL 1TC hAd:: hWE PUILMPor @IS
Po2LCONT7 1IC INC 07NN PALD- PINL@-?” (“Suddenly, my mind recalls a
shocking moment. Was my father intentionally ignoring issues which are unimportant and
undiscoverable for him?”’) (p. 156). The quest for meaning and identity continued as the
hero establishes a new friendship with the Captain, who is accustomed to reading books.

The Captain thinks about some questions in life and got answers from books and Ato Bizen.
“CAI°NA P 1IC U AT PULEANTT PUA ANY® PART 0L1S L4 T
PHHLD VT ATANE ATLILovi@ 107%::” (“As much as | get obsessed with
everything that the Captain possesses, | understand that the captain himself has an
aspiration for my future life”) (p. 157). Thus, Tals aspires to follow the Captain’s trace that
was once in the quest. In this sense, the experienced past is a future action to be
experienced. What about his own experience in the present? “a?- % AR\ Chovd Né-PT
PavSd U 1MPE LoodAy INC::” (“When 1 was about your age, | thought
rebellious actions were a conformation for my existence”) (p. 158). The Captain has his

own time, by which the hero is developing new experiences and identity through extra-
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narrative. The Captain presents another story that made the experience of the hero extra-
temporal. He narrates about his time of youth, and about writers he read like Fyodor
Dostoevsky; how Fyodor passed through a difficult time as a lifetime prisoner and soldier.

In the meantime, the hero tries to make sense of his father. The hero wonders:

Ak ACO hovot oo-h- PhOAL TANT 224 LANVE ANC O @-0T INC 20T 10?2 bt
TOMRT FeNAe 07T FOHRT ANdBov? CIHH PUILTA Hé- @FLC ooV hAaF18.V
2000 MANBFA CINE 102 ... V7 WL AT Q@ LUT PUA haol WIATN (¢
O3 LCrT Bbi-iN?

Was my father being captive, working hard labor for forty years? How many orders did he accept
and commit? Does his sergeant position keep him from guilt because he would not give orders?
Why would a man who has long military service work without any rank? (p. 159).

The hero is still trying to reconcile with his time and maintain his guilt as he struggles to
take a lesson from the experience of his father and the Captain. In this part, the order of the
story is disrupted by the Captain’s additional narrative. When the Captain asks about
Chuchu, “0NA% ¢114% AP ‘10 (“He is a boy who is hurt because of me” p. 160). He
thinks Chuchu is retarded because of him. He accepts this superstition (myth) because he
heard from Chayna, but he did not know how it had been done. “a's 4787 ASES AVTE
AI747%7 ANHN:: AAONPI®T AAAPOICT 407 AAAI®T AAR®T9° ... W78 FE
i A ASE Pas? NN oL FE ARLT@ (“l do not know. My sisters and
my mother told me that | became stroked suddenly. | was not talking, playing, laughing, or
crying. | became like what Chuchu is now. Later, my mother transferred my illness to
Chuchu”) (p. 161). Here, the dialogue between the Captain and Tals brought additional
perspective to the hero.

However, the Captain denounces what Talo believed so. He states, “A9°10 Aao(1H\
AT 1IC AMOTY ooSC AN h:: A28 AS TV NNF7 hatt AL @L AA
O@ “10-HAAG FA-2” (“To accept it as a fact, you must have a convincing reason. How
could your mother transfer your illness to another person?”) (p. 161). The established belief
that made the hero be in experience such confusion and conflict of identity is now shattered.
He seems to erase his aberration. How the hero avoids his confusion is established through

an extra-narrative by the Captain, which in turn, helps form a narrative identity. In this
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sense, the hero became a reader of a story narrated by the Captain. For example, he told
him a story (pages 161-162) about a soldier who believes that he got bulletproof through a
magic spell. Then, the Captain reconciles -“¢%. VI°9° 40 1@+ hart ®L Al
PTLOAIC hLLAIC:: PhARICC H7oo - hAN-T:: (“The illness belong to the boy. It is
not transferable from you to him. He has Down syndrome” (p. 162). This conversation
between Talo and the Captain foreshadows the hero’s identity, as a reader gets an

apprenticeship of the hero’s future identity.

The hero confesses his belief, what he thinks it is true about his mother. Here is the

extraction which depicts the confession:

Al MAUT ASET MAUT PN ASPT BPEh:: PAGE AR aolPL hRLAT°
T4k AE ool 10 CTFEPI° AGST 00T 0AE §PC Foohde LA® ALNT 1@
A O9° A AChOT Gwi-t:: LA AAET®9° £99L8.4-¢ LUPSHh:: A748.2 L7 10
ATE OFE AST A9°7 TA® M4T? ASE AT AT 44T

I hate myself. | hate my mother. | despise all mothers in the world. The problem is not that | am her
child; it is I am her son. Inside every mother’s heart, there is a devil that exists in the name of a
child’s love. In the name of their children’s love, they do many wicked things. Then, they will do
the same to their children. If it is not the case, why Chuchu’s mother abandons him? Why was my
mom afraid of me? (p. 163).

As stated in the excerpt above, the voice of the hero presents the dilemma about his identity.
He holds a view that there is a crime every mother would commit “in the name of love”.
The phrase “in the name of love” is used for the title of the novel. This makes the whole
story recount conflicting desires, an uncertain future, and the unstable identity of a young
hero who plunges into an apprenticeship of life. This feeling is never revealed before.
Narratively, the hero is healing himself from the feeling of confusion and uncertainty. Now,
he has to speak it out, and this revelation will help him to reconcile with himself. In this
fact, the hero as a subject of action finds a “narrative cure” by telling about himself, where
through the plot, the scattered pieces of stories become coherent and acceptable so that the

subject can recognize his self-constancy.

In this case, Tals is not the only one whose quest is established and his identity manifested.
Like the hero, his father, Ato Bizen always try escape from the existing reality or the

present situation. He is always trying to avoid the family; he never liked being around a



184

female-dominated family. “NdF 20A -hANM” (“1 am surrounded by female panthers™)
- he would insist. He struggled to maintain his manhood and wanted to be “a man of value”.
A such deed is acquired when one became a soldier — “h&77 £AP oo T @7L'1rE7 AP
(“One who did not see Karan, would not taste his manhood”). Hence, he wanted his only
son to follow his path or trace. For Ato Bizen, a man should go into the field of fight where
his courage and nobility are testified. When the government calls the former military
officials for rehabilitation, Ato Bizen joins them even though he was not a ranked military
officer. “NJ-@ P& ovPfP 100G T70 AFLH NP $PU- A78” (“I wanted to
reeducate myself because the place is where men exist”). This indicates he does not like
being around the family because he thinks his manhood is compromised when the females

are dominating.
5.5. Summary

This chapter has presented the analysis of Béafokar Som. As explained earlier, the story is
organized into three narrative episodes that consist of time references as — “Before the
change”, “During the change” and “After the change”. By the voice of a biographical
narrator, the story is presented in the form of episodic memory that is structured in terms
of the character’s growth and development. Therefore, Bafokar Som can be considered a
Bildungsroman® novel. The whole narration recounts a story from childhood to adulthood
from a perspective of a young hero. Thus, it gave the narrative a form of apprenticeship
that advances toward the future. At the same time, the story depicts a childhood memory
of the narrator who is recollecting actions from the past toward the present or the

denouncement.

In this novel, the narration is presented in the utterance of the present tense; nevertheless,

the events are construed in the narrator’s past. This makes the novel a type of what

1 A German term for a genre of novel, which is defined as a novel of formation or education that
dictates an account of the youthful development of a hero or heroine (usually the former)
(MccCarthy, 2010, 42; Cuddon, 2013, p. 77).
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Richardson (2019, p. 106) classified as “antinomic narration” in an anitimimetic narrative,
in which the narrator moves ever further away from the time of the narrating, and the reader
is still moving prospectively, though time’s arrow is reversed. With this distinction,
Béafokar Sam presents dual experiences of time, which are linear and traversed time. Since
the narration is established in the present, it cancels the temporal distance between the
narrator’s past and the hero’s present. At this point, Ricoeur’s approach to narrative voice
as the plot’s imaginative variation coincided with the time of utterance and the time of the

story, which presents time beyond its tense structures.

This novel involves the voices of a hero and narrator who envisage the story from the telos
and the totum simul perspectives respectively. From the telos-direction or linear level, the
voice of a young character named Tals puts into a quest for love (maternal, romantic) and
identity (gender, belief) with his desires and goals, but unknown consequences. Constituted
at within-time-ness, he experiences time with the expectation of not knowing what is to
come in the future. In this regard, the telos of the plot also constitute a linear time that
invites the reader towards a particular directedness or toward an end. On the other hand,
the voice of the narrator provides a recollection of time from the past toward the
denouncement of the story. Additionally, the narrator enjoins the hero until a distinctive
voice is heard by the expression “AU~7 AONM®-" (“When I think about it now”) that marks
the narrator’s visitation and actions in the story are being recollected. Therefore,
irreconcilable aspects of time are brought together in the novel by its imaginative

variations.

Other aspects of time were also identified as mediation brought by imaginative variations
in Béafokar Som. The time of everydayness or ‘now’ time and eternal time are imaginative
variations concealed between lived time and world time. In this novel, the character-hero,
Tals, is dominantly preoccupied with mundane activities. Most of his actions are presented
in ‘now’ time, based on the circumstances at hand. Thus, everything happens to be
temporal; nothing stays permanent. Conversely, the voice of the narrator projects the
characters and the reader to “being-in-the-world” which is capable of being inhabited.

Hence, it provided the world of eternity that constitutes public time. At this point, ‘now’
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time in within-time-ness presents death while the public time in the world time conjoins
eternity. By this fact, death and eternity are reconciled here. Moreover, internal time and
external time are the other irreconcilable aspects of time explored under a subsection of

temporality.

Memory as one aspect of time was also a subject of analysis. As the story depicts a
childhood experience presented from an adult perspective, it can be said that Bafokar Som
is a novel of memory. In this novel, scattered childhood memories are brought together
into the structure of the narrative, in which the narrator recounts past experiences that bring
an interpretation of experiences left back in time. An adult narrator interprets the
experience of a young hero who happened to be the only son in the family. Perceiving a
different temporal position, the narrator retains back and recollects the conflict of desires
and goals, the question of identity, love, beliefs, and all other circumstances he had
experienced as a boy. Thus, how the narrator or the hero makes reminiscence of action in
the past, and how they establish quasi-present were the subject of discussions. Additionally,
as the activity of reading conveys an experience of retentions and protentions, textual
memory was an issue that has been considered in the analysis.

The quest for identity was predominantly presented in Bdfakar Som. Throughout the story,
one can read that the main character always struggling to find a stable identity. Talo was
not comforted by the identity he had constituted nor complied with the norms or customary
practices of the community he was living with. His distinct identity is inscribed with
personal traits and characters as being-towards-death refigured to be unstable over time.
Thus, a change in permanence is a mediation brought by the plot’s imaginative variations.
Ricoeur (1988, p. 200) asserts that narrativity or emplotment presents a mediation between

the world and self, that is through narrative identity.

To summarize the whole assertions, it has been discussed that Bafakor Som explored the
temporal variations that are brought by the hero and narrator who envisage temporal
perspectives of the story as a whole. The narrator is positioned from a different temporal

and special distance in relation to the story that is being recounted through memory while



187

the hero presents his desires, conflicting views, wondering, and trajectories of his life as
they occur. At the same time, the hero gets into a stream of search that advances through
the form of “future in the past”, and receives a sense of past or memory. This indicates the
temporal position of the narrator’s voice that looks back into the past and interprets the
hero’s experience; in effect, the narrative voice was consigned to the task of discovering a

narrative identity.



188

Chapter Six: Conclusion

This study was aimed at investigating temporality, memory, and narrative identity in
selected postmodern Amharic novels. For this purpose, Afa by Adam Reta and Bafakar
Sam by Alemayehu Gelagay had been selected as a novels constituent of postmodern
features. Accordingly, the study has explored different temporal variations, which are
assumed to be irreconcilable aspects of time (phenomenological and cosmological time)
added to the imaginative variations of time that are provided only by fiction. In line with
this, it had been attempted to identify the conception of time in the selected Amharic
novels. The issue of memory was also one of the objectives of the analysis that was being
explored, as it has been considered as one of the structures of time in the phenomenology
of time and the narrative structure of emplotment. Narrative identity was the other issue
that had been investigated in the analysis of selected novels. Through this attempt, the study

has reached the following conclusion.

The novel, Afs is organized with disentangled plots and conflicting times in the story and
the narration. In this novel, the subplots in the footnote supplemented new dimensions of
the main story. Hence, the story involves multiple narrators and voices in that it can be
categorized as a polyphony novel. For instance, Gersamot and Ramisu are character-
narrators in addition to the non-participant narrator who presents action from the totum
simul perspective. Therefore, the voices present gazes to the narrated world and provide
imaginative variations that finally mediate different aspects of time. When it comes to
Bafakor Som, the story recounts a biographical presentation of a man from childhood to
adulthood. It depicts a change and transformation in one life so it is considered a
Bildungsroman. In this story, a narrator who gazes from a distant temporal position
recollects the experience of a young hero named Talo. However, the voice of the hero
dominates the utterance which in another respect, establishes actions at the level of within-

time-ness toward the future.

Therefore, the temporal variations such as linear time and traversed time, ordinary time

and public time, eternity and death, metatemporal time, and mortal time have been explored
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in both Afo and Bafakor Som. It has been also analyzed that narrated time, constituting
calendar time, biological time successive of generations (biological time) and trace,
mediates the phenomenological and cosmological time. For instance, physical time as a
constituent of calendar time creates an objective succession of time and subjective time.
Apart from this, it involves a phenomenological aspect of time, in which, characters has to
make retention and recollection, stretching-along between “before” and “after” during the
narration. Then, traversed time is presented in opposition to the ‘time’s arrow’ metaphor

of objective successions.

In both novels, the time of narration is presented in the present tense; hence, the story
establishes actions in ‘now’ time, stretching-along which is also making-present. This
gives time a sense of everydayness or mundane with an abstract succession of now. Thus,
circumstances happened to be coincidental and the decisions of the characters are mostly
situational. Particularly, in Afa, characters are assigned in routine actions. Multiple
narrators present actions simultaneously that involve multiple characters at different
locations. Hence, actions happening here and there where characters cannot hear or see
each other, yet the reader perceives these actions simultaneously. Such kind of narrative

presentation is a new development for the literary traditions of Amharic novels.

More significantly, both novels established past narrative voices that is far distant from the
time of narrating even though their narrative tense is present tense. Therefore, the narrator
with the past voice presents reversed time since its utterance precedes the narration that is
presented in the present tense and the reader follows the action prospectively. The finds of
the study showed that every narration (whatever tense it is) involves a past narrative voice
in relation to the story it is telling or the narrated world. The analysis of Afa and Bafakor
Sam showed that the writers have used present tense narration while the story depicts events
that happened in the past. In this regard, in Bafakar Som, the first-person narrator presents
an experiencing hero who retrospectively views his former life without evaluating it from
the perspective of the narrator. This can be stated as a reflective narrative characteristic of

postmodern novels which is usually uncommon in Amharic novels.
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In this instance, the current researcher suggests further studies regarding time in story and
narration in Amharic novels which requires reinvestigation of the traditional relationship

between tense and time in narrative.

The narrative technique developed by Adam is quite different from Alemayehu. Adam has
written the story having multiple narrators who simultaneously present other characters
and themselves. Hence, the narrative induced a circular narrative technique. With this fact,
multiple dimensions of facts and perspectival time are presented. It seems that Adam
intentionally uses narrative techniques as a means to distance the reader from the present.
In Bafokar Sam, Alemayehu used episodic narrative presentation involving a single narrator
who takes time from the past toward the narrative present. However, the hero, whose voice
is dominantly heard in the whole episode, advances toward the “future in the past”.

Therefore, both novels involved a chaotic operation of time.

Furthermore, the analysis has identified the conceptions of time as presented in the texts.
In Afa, transformation, progress, transiency, and cyclicality were identified as conceptions
of time. In this novel, characters on their side, present a view of time as conceived by
themselves. For instance, Bakafa and Ramisu thought of time in terms of progress and
change. This view of time, as Messay (2013) explained (see sections 1.1 & 2.1), is
perceived by a future-oriented society, which is claimed to be the Western notion of time.
However, the narrative technique of the novel infuses a cyclical time as a dominant
conception. Mostly, time is presented in regular and repetitive changes of circumstances,

which are beyond the character’s control.

Nothing presumably stays permanent. Like nature’s repetitive cycle, actions and events in
the story are a subject of endless repetitions that create a cyclical labyrinth of time. Such
notions were also identified in the novel, Bafakar Som, in which, the conception of
transiency was presented against permanence. On the contrary, there is the permanence of
the world established by the narrator who projects “being-in-the-world”. This kind of time

conveys divine time that is always the same under the transiency of things.
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Regarding memory, the study found that different forms of memory are explored in Afa
and Béafokar Som. Reminiscences of narrators and characters, Tizta as making sense of the
past, and textual memory were explored in Afa. The Amharic notion of tizta has been
interpreted along with the concept of remembrance. To put it precisely, Afa involves
characters’ psychological loss and longing for a pastime that could be more explicable with
the concept of tizta. This form of memory is explored only in Afa. In Béafokar Som,
reminiscences of the narrator and the hero and textual memory are identified as forms of
memory in the text. What is unique here is, the narration of Bafokar Som is presented in the
form of the narrator’s memory. An adult narrator recollects scattered childhood memories
that are brought together into the structure of the narrative. Therefore, Bafokar Som can be

called a novel of memory.

Afa is presented with entangled stories and narrative repetitions; hence, it involved reach
textual memory than Bafakor Som. Since the story involves different narrators presenting
different dimensions of the same event and action, it created textual memory for the
readers. Additionally, symbolic repetitions within the story disclose textual memory. In
Bafakar Som, mostly, the narrator incorporates the reminiscences of the hero who is in the
course of a search that moves forward, giving the narrative the form of a “future in the
past”. Hence, the narrator who is reminiscing actions toward the denouncement also
enjoins the reminiscence of the hero who is advancing toward the “future in the past”. At

this point, reminisces of the narrator and the hero has been explored in such a way.

Under the analysis of Afa, how characters identify a self; how they act to keep their self-
constituency; and how they respond as the subject of action have been explored. In this
sense, the study found self-constituency and self-knowledge as sub-themes inscribed in the
novel Afa. In this novel, characters are constituents of certain personality traits. Characters
as the subject remain the same throughout the story, but they are subjected to change and
subject others to change in search of their identity. Through time, characters realize their
self-knowledge, accept the changes, or make ethical judgments. Then, they provide a new
self-image, and a change in permanence is mediated by the effect of the plot’s imaginative

power.
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More considerately, Bafakar Som provided the notion of narrative identity. In this novel,
the hero character is always in search of a stable identity. Conflict of gender role (masculine
and feminine), religion (Christianity and superstition), and confusion of personal identity
(self and others) were discordant identities that Talo as a hero was struggling to peruse for
concordance or unified identity. As a result, the novel established the issue of identity as
the main theme. In this case, the quest formed by deep repetition of the narrative voice
provides a search or inquiry for a lost identity. As the voice of the hero advances in a quest
for self-constituency or identity, the voice of the narrator interprets self-same in the
visitation. This brings a reunion to the lost identity. The lost identity in inquiry is later
regained, then, puts into a relief of self-knowledge. That is a unity of the whole, perceived

29 ¢¢

as “grasping the whole”, “putting into relief”, and “the fruit of an examined life” ( Ricoeur;

1985/1988).

Above all, the study demonstrated that time is one of the aesthetic aspects of novels. It is
also an inescapable form of existence in our daily lives and literature. An event can not
happen without time, and the characters are formed in time and through it. As a result,
fiction can reflect the human experience of time. The necessity of studying time comes
from the importance of this element and its construction, especially in the contemporary
and experimental Amharic novels like Afo and Bafokar Sam. Understanding the
representation of time in these novels presumably presents different understandings of the
literary aesthetic of Amharic novels. Therefore, the temporal structures, representations of
time, identity and persistence can be considered the new aesthetic dimensions of

contemporary Amharic novels.
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