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ABSTRACT

The main objective of this research is to analyze and
comment on Abbe Gubegna's Amharic plays under two main
sections: Thematic analysis and Dramatic Techniques. Before
dealing with these issues the author s biocgraphy and his

place in the history of Ethiopia drama are briefly provided.

Most of Abbe’s Amharic plays are based on historical
materials from within and without the country in which the
corruption of the administrations and the misery of the
people are depicted. The thematic analysis of the plays
reveal the dichotomy between the author’'s reformist stand
and his conservative beliefs. On one side he is an cut—and-
cut non—conformist, and on the other, he upholds the
hierarchy and the divine guidance of God. His apparent
religiousness does not tally with his change—oriented

tendencies.

The plays are examined chronoclogically with regard to
their dramatic techniques. They are analyzed from three
angles: dramatic situation, structure, and characterization.
This analysis shows that 1little technical improvementS have
been made from play to play. Finally, the merits and
demerits of the plays and the author ‘s social contributions

are summarized.
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CHAPTER ONE

INTRODUCTION

1.1 Objective of the study

In this chapter the objective and methods of the study
are given with the author’'s place in the history of

Ethiopian drama.

fbbe Gubegna was one of the well-known authors 1in
Amharic literature, who gained popularity through some of
his literary works. Like many authors of his time he tried
to reflect the dissatisfaction of the people as much as
pos=ible. In almost all of his works he advocated the
change of the status quo. He did not bypass anything that
adversely affected the people without condemning it. Even
atter one of his works was banned after publication in
1955,% he continued producing books in various literary

genres one after the other.

Asbbe is better known as a novelist by the general
public than as a playwright. The majority of his plays are
written at the turning points of political upheavals of the
Ethiopian pecple in the 17530°'s and 19680°'s. The play, Yerom
Awedadeg /The Fall of Rome/, for instance, was published two

months before the coup attempt in 1953. One year after the

coup the play Yepatris Lumuumba Asazzagn Amuamuat /The
Saddening Death of Patrice Lumumba/ was written. The play
Poletikanna Poletikefnoch /Politics and Politicians/ was

written three years after the Ethiopian Revolution in 12646,

* All dates used in this work, unless otherwise mentioned,

are according to the Ethiopian Calendar.
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Four oput of five of Abbe’'s Amharic plays deal with the
political issues of the country, directly or indirectly.
Some are deliberately made to coincide with and fit the
political conditions of some foreign countries. Under the
guise of these foreign settings he manages to elude the
tight grip of censorship and could criticise his own

government and people.

In the last few years except for his novels his Amharic
Plays have not been studied critically by any researcher.
Only Tesfaye Dagnew wrote his master's thesis on his novels
under the title of "The Portrayal of Society and the Concept
of Modernization in Abbe Gubegna’s Novels™ (1986). Among
other Ethiopian critics, who have tried to provide
information on the works of Abbe Gubegna, is Atoc Asfaw
Damte. In his article "Some points on the Writings of Abbe
Gubegna,"” which was published in Amharic in the wmonthly
magazine of Yekatit, 1974.2 He gives an over—-view of
fAbbe’'s works. Despite his having to rely on scanty sources
and his lack of detailed analysis of the relevant texts, he
provides a useful summary of the themes of Abbe’'s works and
their publication dates. In addition, he poses some
relevant questions to show the need of paying special
attention to the study of their technical aspects leaving

to interested researchers of the future to answer them.

Since the author usually deals with the topical issues
of the times, critical analysis is wvital for un—-veiling the
merits and demerits of his works. The fopremost objective of
this thesis is, therefore, to critically analyze the major
aims of the playwright by closely examining the themes and

dramatic devices he has employed to communicate his messages



to society. Moreover, it is also intended to give a deeper
insight into his understanding of the society by comparing

his works with some other Ethiopian writers.

1.2 Methods of the Study

In order to depict the norms and values of his society
the dramatist employs different angless of presentation
namely situation,; characterization and plotting. Moreover,

as is indicated by R.At Ranks:

The text begins with the dramatist or group of
dramatists setting down the words on a page Rirth,
origins, family background, education,
experiences, attitude to 1life, and relationships
will all help condition what is written. Equally
important will be the context in which the text is
produced.=

In view of this, and to get into the mind and pin—point
the major aims of the author, the context in which the plays
were witten is examined beforehand. In order also to
assess the social conditions of the peocple, the social
institutions such as the land tenure system, the
bureaucracy, and the government censorship are studied. To
validate the researcher’'s arguments some relevant external
materials are quoted when necessary. The study is based on
only Ffive of his Amharic plays, namely, Yerom Awedadeg,
Yepatris Lumumba Asazzagn Amuamuat, Yerabhel Inba, Yedekamoch
Wetmed, and Politkanna Poletikennoch, in the order of their

publication.

It is hoped that this study will be helpful to those
who want to make researches on the works of other play-—
wrights., A critical study of literary works which deal with

the topical issues of the people at a given time would
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easily be accessible to bistorians and politicians.
Moreover, playwrights, especially the newly emerging
society of young authors, can. " benefit, - from this study

considerably because literature as a whole is a partnership
between the auvthor and the critic; the former creates

whereas the latter re_creates. Criticism illuminates the
enveloping darkness of art. And without criticism art would

not develop very well >
1.3 The Author’'s Place in the History of Ethiopian Drama

On loecking back inte the development of Ambaric
literature, especially the three Amharic literary genres —
the novel, the short story, and the drama — we witness the
fact that they are recent developments especially when
compared with the literary history of octher countries. The
novel and the drama appeared at the beginning of this

century and the short story appeared soon after.

The Ffirst Amharic novel, Libb Wellad Tarik, was written
by Afework Gabreyesus in 1208 {(G.C), while the first Amharic
drama, Yawrewcch  Komedya, by Bejirond Teklehawariat
Teklemariam around 1912(G.C). It was staged in 1920 —
1921 (G.C) {(but because of its allegorical satire it was
banned.) Conseguently there was no more drama production
for the next decade or so. However, =con after the
coraonation of emperor Haile Sellasie in 1923 more plays were
written and among their authors Yoftahe Nigussie’'s name is
usually referred to in the forefront with his play
affaieshigne. This playwright is reported to have written
several poems and plays of which many cannot be found in
print. Since Yoftahe was well versed in ‘quene’ his works

are technically superior to that of Teklehawariat 's.



At that time it was difficult to produce plays as there
were no halls available for performances. This was remedied
when the Hager Figer Mahber /National Patriotic Association/
was founded in 1927. But no sooner had it started than it

was interrupted by the Italian invasion.

The theater,; however, revived with a new spirit of
patriotism in 1945 (G.C),; after the end of the Second World
War. From this time on—wards, the theater was used for many
plays whose themes were based on patrictismy; morals,; and
history composed by the early playwrights such as Mekonnen
Endal kachew and Kabada Micael. At the same time the novel
and the drama began to flourish in large numbers by
different newly emerging young authors. Generally speaking,
in the study of the development of the Amharic drama the
names of the authors that are usually mentioned, from the
beginning up to the 19646 Ethiopian Reveolution, are Beljirond
Teklehawariat Teklemariam, Yoftahe Nigussie, Captain
Nalbandian, Ato Melaku Bogosow, Girmachew Teklehawariat,
Mekonnen Endalkachew, Kabada Micael, Megistu Lemma, Tsegaye

Gebremedhin, Tesfaye Gessesse, and Abbe Gubegna.

The post—war generation of Ethiopian authors, who had
the advantages of modern education both here and abroad
wrote plays on religious and patriotic themes. These
playwrights include Mekonnen Endalkachew, Girmachew
Teklehawariat, and Kabada Micael. These authors, though
well educated; had little knowl edge of theatrical
techniques. The productions, therefore, remained not far
advanced until people like Tsegaye Gebremedhin and Tesfaye
Gessesse appeared with a proper training of stage-craft. It
was at this juncture that Abbe Gubegna came on to the

Ambaric Literary scene in Ethiopia.
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Abbe was bhorn in the administrative region of Gojjam at
a small place known as Korench Abo, in Bahr Dar, from his
farmer father Ato Gubegna Ambaye and his mother Woizero
Yigardu Belay, on sene 19, 1925. During his child-hood he
joined the traditional church school where Merigeta Gessesse
taught him Ge'ez "Quene’' and grammar. After completing the
traditional ‘quene’ school he went back to his birth place
and served as a Merigeta, traditional schopl administrator,
for sometime. Then he left to attend a modern school in
Dangla in the same administrative region where he stayed to
complete grade six. After this he travelled to Addis Ababa
where he managed to get a Jjob in the Ministry of

Information.

MNo one knows what he did about furthering his education
after he left his region. Some say that he completed grade
eight only, while others assume that he must have completed
grade twelve. His niece told Tesfaye Dagnew that she had
seen a report card on which Abbe’'s name was registered as a

grade twelve student.*

He left the Ministry of Information to work in the
Ministry of Health for sometime. He was a voracious reader
and in the course of time turned out to be a poet, a
playwright, and a novelist. He started writing at the early
age of twenty—five and continued for two decades until his
death in 1972. In his later years he devoted much of his
time to writing novels and plays. Totally, he produced over
twenty works including eight novels, six plays, three books
of poems, a play and a novel in English and numerous
articles and essays. His reputation was first established
with his novel Allewclledim/ I refuse to be born/, which was

banned on publication in 1955.



Owing to his diehardness in attacking the government he
was many times reprimanded, arrested, and banished to Gore
and Mocha, in Iliubabor region, for more than three years.
He 1lived for almost twelve vyears without any Jjob depending

only on the sdle of his literary works.S

In almost all literary criticisms of Amharic literature
Abbe is regarded as one of the most prolific and categorized
among the latest socially committed writers. While some
critics describe his works as "mere entertaining than
significant“fi Joanna — Mantel Niecko records that:

Abbe Gubegna, creator of works popular in
progressive intellectual circles, whose subject
matter, though historical, is a pretext for the
exposure of the most topical social and political
issues in the country.”

On the other hand, Mengistu Lemma said that Abbe was "a
hard working man who has the distinction of having authored
the Ffirst best sellers in the history of modern Amharic

literature®*.®

In his two novels, Bllewplledim and Melka'am
Seifenebelbal, for example, he courageously criticises
social injustice and advocates economic reform in the
country. He is ahead of his times in exposing as truthfully
as possible the contemporary social and pelitical issues of
the country. He castigated mercilessly the clergy, the
press and the then existing old regime. His works, on the
whole, enable the reader to glance back and assess himself
with pleasure because, as Edwin, B. Burgum puts it: "one of
the chief sources of pleasure in reading Ffiction 15 its
catisfaction of our desire to know more about ourselves as
we function together in scciety."® The author’'s principal

aim was to change the society in which he lived, not to
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accept it passively. Though the people were fed up with
that regime, few dared to criticise 1t as couragecusly as
Abbe did. That is why he was a popular author in the eyes

of the Ethiopian people, including intellectuals.

His other novel, Gobland: Acheberbariw Tota, is a
satiric allegory on the amharic of Adefris by Daniachew
Workua, and of Soclomon Deressa’s collection of poems,
Lijinet, which to him were uglifications of the language.
This type of parody has only been achieved by #Abbe 1in
Amharic literature. On the whole "as far as his novels go
fAbbe's strength lies mainly in his courageous criticism of
social injustice and in his advocation of reforms which he
felt would help to alleviate the economic and political

burden of the masses"1©

Abbe started his literary work by writing plays while
working in the Ministry of Health in 1949. Subsequently, he

published: Yerom Awedadeg (1953), Yepatris Lumumba Asazzagn

Amuamuat {(1954), Yershel Inba (1956), Yedekamoch Wetmed
{1965), Poletikanna Politikefnoch (1969}, and one in
English, The Savage Girl. Kimegnaw Bahtawi /The Grudging

Hermit/ was his first play in Amharic which was staged in
the newly built Haile Sellasie 1 Theater. However, there is

na printed copy available of this play.

Out of his published plays only two, Yedekamoch Wetmed
and Poletikanna Poletkefinoch, were staged. His third play
on a Hiblical theme, Yerashel Inba, failed to be staged
chiefly because the tragic history of Rahel’'s enslavement
was too much to chew for the authorities. That is why, it

seams he stated in the preface to the play:



oy TSHC h1Rd T ¢%F A 1T hpdO1hi: Nwldh
A3 %0 4o INCT YIC 171 ANHTGY TH
A1 N SR UADS dhe Dee NHS N4 HKI1N0N
ANG hAUY NeC AL T81C TH NOw 1T+ Nedte
fo4h: 1% SNTpT hA et ensThss 1]

A few years have elapsed since the composition of
this play. It was designed to be shown on stage.
However ; the theater Halls were most of the time

pre—occupied with Hollywood films, or other
related materials which suit the taste of the
status gquo. As a result it has remained

unperformed. I don't care; if I have it published
it is enough for me.

Abbe quit his job in the Ministry of Health and devoted
himself to literary work for a considerable pericd. But
finally he could not manage to earn his livelihood on his
literary endeavours and went back to his native Bahr Dar
where he started a wholesale business with the Bahr Dar
Textile Factory. In his later years he became greatly
disgruntled with the new ideclogy propounded by the Marxist
regime that replaced the old ocne. He began to drink heavily
and speaking openly against the Derg. During one of his
visits toc the capital, Addis Ababa, he was +Ffound dead in a
hotel room. His death was clandestinely accomplished and
nobody could trace itse causes as was common  with other
deaths of the time, such as Ba’'alu Girma’. Abbhe died in
1972 at the age of Fforty—seven, leaving behind three

children, two daughtersand a son.

In the following two chapters the thematic and dramatic

technigues of the author ‘s amharic plays will be analyzed.



CHAPTER TWO

THEMATIC ANALYSIS

In this chapter it is attempted to explore and
critically analyse the themes that the author wanted to
tackle in his five Amharic plays. The themes that are
reflected in these plays can be categorized into two major
groups: Political and religious. Political themes are
reflected as major issues in four works,; and religious
theme as minor in two of the plays. On the other hand, the
religious theme has been brought forth as a major and the
political as minor in only one play- Politically, the
author attacks all important government organizations, the
administrations, and the society at large whereas he
presents the religious theme belending it with politics and
moral teachings. 7To closely see these issues in detail and
trace the political philosophy and general view of life of
thé author they are separately dealt with by quoting
relevant passages from each play to support the researcher’s
arguments. Moreaver, in order to grasp and counter—balance
the social concept of the author external historical
materials are taken for examplary purposes. At the ocutset,
the researcher would 1like to dwell on the analysis of

political issues of the plays.

2.1 POLITICAL THEMES

Most of Abbe’'s literary works are pre—occupied with
the political affairs of the country in which he endeavours
to warn the society and protest against the administration.
In the first place, before delving into the thematic

analysis of the plays two
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questions must be clarified: "Was Abbe the only political
writer in the cnuntry?"and "What do we mean when we call

Abbe a political writer or essayist?”

It does not,; however, mean that Abbhe was the only
pelitical writer of his time. There were his contemporaries
such as Tsegaye Gebremedhin, Paulos Nonno, and BRerhanu
Zerihum, to mention a few of them, who wote Asgevami
Lijagered /Ugly Girl/, Yesekaram Shengo /7 Assembly of

Drinkers/, and Dil Kemot Eshwala /Victory after Death/,
respectively. Like Abbe, they used both domestic and
foreign settings. On the other hand, when we call Abbe a
pelitical writer we mean that he deals with government
administrators in their capacity as administrators of the
country and makes the country’'s problems central to his
writings. The content of his works become political in that
the way people are governed becomes cruicial to him, which
is a recurrent issue in most of his literary works. He made
a strenuocus effort to show and give hints to the peolitical
fate of the country and the common people in relation to the
then existing peolitical systems. It is mostly in this that
the strength and courage of the witer lie, which
distinguishes him from the other writers in Ethiopia of his
time. In every system of administration in which he lived
he did not want to accept the status guo as it was and

confronted it with his pen until his death.

Most of his Amharic plays are based on historical
materials from within and without the country. His First
two consecutive plays with foreign settings and political
issues, which allude to the Ethiopian situations include
Yerom Awedadeqg / The Fall of Rome ./, and Yepatris {umumba

fesazrzagn Amuamuat / The Saddening Death of Patris Lumumba/.
The other two political plays, which directly deal with the
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political situations of Ethiopia include Yedekamoch bWNetmed
/The Trap of the Feeble—minded/ and Poletikanna
Poletikennoch / Politics and Politicians/. In these plays
the author protests against the administration thereby
trying to bring forth the attitude shown toward the
peasantry. He also politically criticieses and emphasizes
the need of unity of the whole pecple for politicatl
emancipation from the fetters of feudalism and the pseudo—

democratic system.

In his first play, Yerom Awedadeg, for example, he

depicts how the upper class of the nebility in cellaboration
with the other administrative organs have engendered the
collapse and fall of the Roman Empire through extravagance
and self-indulgence. The poor pecople at the bottom of the
‘social strata are down graded in that system of government.
They are highly taxed and if they could not pay their taxes
they are confi=scated their lands and the property they have.
In order to suppress any popular movement the government has
institutionalized different administrative organs such as
the Police Force, the Judiciary the Criminal Investigation
Department, the censorship, and so on, which the author
holds to infamy considering them as unproductive section of
the society. He contends and boldly asserts that though the
governments have installed various stifling organizations
through which they can curbt popular uprisings, change is
inevitable. When brought before the court of the nobles to
be tried,; Tiberius, the protagonist of the story, boldly

says:

... AeUh "G YT NG AT NI 18111
¥1 ®14NY NIIHN 22d ANGTE hhhe B T8
e AN TFan e 12
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2 by the way, for how long do vyou think that

vou can live in stifling truth, human rights,
freedom, and sincerity by the power of wealth?"

He makes clear that it was impossible to retrograde
peoples causes by forming various strangling organizations

by the wealth taken from the people themselves.

As we assess  the underlying meaning of the play we
understand that the author deliberately brings this theme to
the fore in order to depict the misery of the people at home
and warns the ruling circle. Recause in the form of the
history of other country or in writing of outside places
and distant time Abbe could indirectly point up issues of
challenging cogency to the Ethiopia and government of his
time. This, of course, demands of us to go back to the
historical background of the 50°s to briefly see the type
of administration that existed for counter—balance as to
whether the author has understood the period in guestion.
This is a necessary approach because, "... to understand a
literary work ... we must Ffirst attempt to bring cur own
view of reality into as close an alignment as possible with
the prevailing wview in the time of the work’'s compasi-

tion."1=

Accordingly, if the soccial condition at the time of the
composition of the play is examined it can be seen that the
administration in Ethiopia was becoming more deterent than
ever. The Ethiopia of the 1930°'s was a feudo—-burgeocis state
and in much of the thinking pf the people feudalism
dominated. It was ruled by an autocratic monarch with
absclute powere, presumably elected by God. Below him was a
group of aristocratic families who were also rulers and land

owners. There were Balebbats (indigenocus rulers) who lived
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throughout the country and who had more access to the rural
areas serving the monarch in controlling the peasantry in

collaboration with the standing army. At the bottom of this
spcial ladder with no political rights was the great mass of

the population, the toiling peasantry.

The land tenure system which was established many years
back coantinued during the ré;}gn of Emperor Haile Sellasie
i o fAs time went on the wvast exprorpiation of land was
accomplished through the government, especially in  the
southern parts of Ethicpia. The peasantry of the 1230°'s in
Ethiopia encured &a worse political situation. It was
condemned to live on dry infertile lands. High taxation was
alsoc levied on them. Because of the land’'s infertility the
peasants could not pay their taxes. Some peasanis were even

evicted from their lands whereas, on the other hand,

-« the land holding class was not taxed on either
ite holdings or the revenue derived from them. On
the contrary, the land holding class continued to
appropriate part of the tax revenue ... The
political power of this class guaranteed its
exemption from taxation.1®

The author of Yerom fAwedadeg wanted to stress this idea
and chose " the fall of the ancient Roman Empire” a fitting
vulnerable example to use. OFf course, "it is undoubtedly
not lost on the authors that one connot criticise the system
of justice in a foreigh country without brining the system
in ones own.” 35 In the introduction of this play, Abbe
poses a question of the causes of the decline of the once
greatest empire of the womrld thereby gqiving the answer

himsel f:z

cee ®MT SAADG QA4S £IMHS A®TTT NF QWY ¢H
oIV TT Vw4t NANTY hUuT T NHS ATC NRIHD
Ne 1NAF> Q9% HLL1TT AP 21T SHSY AN P AHN
@140 AN 1911 Aant @hhe 11C @Nfe AANR TG
TH nQlFs 16 14



---the rise of nobles, Kings, indigenous rulers,
and the clergy every time, who were filled solely
with lust to live in indulgence and extravagance,
their embezzlement and oppression of the people,
brought the spiritual decay of that great people
and caused them to lcathe their own freedom.

At the time of Haile BSellasie’'s regime the nobles.

and indigenous rfulers were responsible for the
appression of the people. Therefore, at the time ot the
publication of Yerom Awedadeq, the repression of the people
reached its peak and two months after its publication,
December 19533., there started an unexpected military
rebellion, which ushered in the abortive coup détat against

Haile Sellacie’'s regime.

The author still expres=ses his dissatisfaction in the
introducation to the play, Yepatris lLumumba Asazzagn
Amuamuat, which also alludes +to the Ethiopian political
situation of the coup in 1953. As can be cbhserved from the
following guotation, for example, the author takes up the
words of a phileospher to explain and condemn the harsh

measure taken against the coup leaders:

cee AN [1340A PLNTHRY 18 AGELT D4 paTRY
NAAD 1S AR hd MeTHY D@ TR NG naﬂ%”
e 4ACHT ®ANN NI2AMIATH KO " /MO /ow.

- .« Socrates the great teaches, Yyou should know
that it is of no use toc prosper by killing those
people who contradict - yvour wicked actions but

to exonerate vou from them...

The play, ~ is Zz s in
addition, seems tc protest against the censorship of the
time, one ot the stifling organs of the government while
sympathising with the coup leaders by allusion. BRefore
writing this play the auvthor had written many books as he

further states in the preface:
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eUTY 878 HC @RM& hoRd NLT ANPT A% AG
o AM&TF RHIZE Aaflte AmMAaN® YNC Y1C 11
»AMEEYT Aantp 8ANT  TIC NH NeUh AaA e
AT $:: 21 WIR UTY oo 78 TC
oAl AR ET TOIpT AT TP 2 18

Before writing this play I had wvarious hooks
waiting for publications; but because of many
prablems I could not have them published.
However; for this one ... 1 had no patience to
wait any langer.

This text may tell us the problem with the censors.
During that harsh political situation it seems that the
author het with difficulties to have his literary works
published. Keeping other literary pieces at hand, probably
due to the censors, among which presumably was the novel of
Allewpolledim — banned after publication in 1955, the
aunthor ‘s considerabhle problems, financial or censorship,
could not deter him from writing courageously. The delay of
the publications of some books might have been caused by the
censorship, which was particularly rough in Ethiopia and
stifled many works with political contents. At that time
"any esimple plays even produced by school children are
censared ... Censorship is not guided by any precise rulés.
Rather, it is permeated by any aura of extreme caution. the
Ministry of Information advises news paper editors to avoid
reportage of comment that is critical of government
policy.”"*?® It started as for back as 19246 when the news
paper Aymrg was founded. In the issue of 19246, it reads,
"i¥ anything fopoiitical nature, or anything that harms the
pecple appears in Avmaro, the author shall bear the
responsiblility."=2° Since then no improvement has been
made on the laws of censorship until very recently with Derg

regime’'s doom in 1983.

Abbe wrote Yepartris Lumumbs Asazzagn Amuamuat to show

his sympathy with Lumumba’s afflictions and his
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dissatisfaction thereby warning the new generation as it is
observable in the preface when he says:

oUT Q0@ me NEL 2R TOAE RWI1ALAG NA4N @@

NN e "I NEUT ARO T NeMY 3 oM BN s NH

3p NA2 NA§S2R> heA ana Ty Qp 7319 QMANG T
T15%F nhoCAT A& GAF hég 1T 10::21

Recording this work of blcocodshed in the annals of
history for the African posterity to understand,
though not for revenge, is noteworthy to know and
beware of it. More than that, not forgetting
thosze killed and martyred herces in our African
continent can be considered as our being indebted
to them. -

& =
A
v

‘./
&

Remembering these African heroes, who lost their lives
for the real causes of the people, writing about them can,‘
according to the author, serve to keep alive their memory as
monuments. According to the above quoted passage the phrase

"eow those killed and martyred heroces..." may refer, in this
case not only to Lumumba but all the other martyrs in Africa
including the coup leaders of Ethiopia; because at that
time there were no other important leaders of any popular

movement who were killed except in Ethiopia and the Congo.

The sympathy of the author with Lumumba is, of course,
undeniable by identifying himself as an African. Lumumba’s
death while struggling against colonialism for the political
and economic smancipation of the people is a historical
fact. However, under the guise of Lumumba, along with
histaorical fact, the author’'=s sympathy with the Ethiopian
rebels is not very Ffar from truth, which can be seen in
parallel. dhat are these paralleles which enable us to

provide an answer to wvalidate our argument?
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In the first place, the political upheavals in both
countries occupy the same period of time, 1953. And
secondly we can understand fraom the aims upheld by the
"martyrs". As the leaders in both countries were engaged in
leading their people to pelitical and economic independence
they were killed because their actions were interpreted as
acts of treason. In addition to the above cited parallels
we have the evidence, as mentioned above, that the author
was in difficulties to publish many other literary works
prior to the production of this play. Therefore, it can be
guessed that many other incidents, which ma v allude to the
Ethiopian rebels, might have been cut of by the censors from
the play. From these evidences one can deduce that the
author wunder the cover of Lumumba’'s fate fulfills his
naticnalistic and breoader aims —thus killing two birds with

one stone.

Furthermore, it can be =seen when the author flounders
to mentien his country’'s "heroes". What he could not
directly include into the text of the play, beating about
the bush, he has even employed the preface for satisizing

the government; he states:

w140 UTaTBY ABDAS ADTT TG -AAML AU S
N&T MA@ AHT 1Gi: aNTBY AADAT ANGE AR
119 11C NenN®T Aalp b NPT 77 qmg ) 17
US 24307 Oep SAULY FCW oNmen: :<2

The history of Lumumbha is very saddening for those
viho love their country and sympathise with their
country-men,; but for those who are self-centred
and who do not believe in martyrdom for the cause
of pecple and truth it would appear as +olly and
humiliation. Or else, an unr-easonable
interpretation is given.
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The theme of this quotation is, therefore, suitable to
the case of the coup if the places and the characters are
exchaged. As a protest writer the author not only condemens
the governments which were respaonsible for the death of the
African "heroes" but also attacks the UN Security Council in
the same play. He curses the organization because of its
partiality ghown the Jhird World and calls on the people of
Africa not to trust the UNO.

A= the author predic ted the ipevitability of change
earlier in his first play, Yerom Awedadeg, there came a
revolution in which the death—knell of Haile Sellasie’'s
regime was sounded. After the passing away of that regime
the newly emerging petty-bourgecis class took aver the power
by proclaiming "sccialism" as its guiding principle of
administration. The Author still goes on with his protest
even against the =s=o-called intellesctual politicans and the
ruling elites, whom he believes to be responsible for the
misery of the people in a new form of oppression. This idea

is reflected in his last play, FPaletikanna Poletikefinach.

In this play the author presents his protest in the
form of satiric comedy in order to be able to ridicule the
saciety in question because satiric comedy "ridicules
political policies or philoscphical doctrines, or else
attacks the disocrders of society by ridiculing the violators
af its standards or morals or manners. "2 F.'-:;rréidéi, the
protagonist, who 1s no doubt the representative of the
avthor, ridicules the educated class who claim to have
brought on the revclution without contributing anything. He
attacks them regretting their lack of genuineness for the
emanicipation of the poor man in the street from the fetters
of pseudo—democratic system of government except striving

for their own political supremacy. #As Farrada has been
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discussing with the other guests during the interviews, a
doctor of policial science named Mitiku, comes on the scene
with hair combed in an "Afro-style”. Presently, he begins
to look down upon those guests as ignorant and unfit to lead
the country to socialism. He speaks with his towering pride
about his educational background; then Farrada accuses him

of his shamming:

ddQ:i— R gy MhPNCNG APN z
TITLCUNT GLET @ Ae T NATre] ot ahn b
aT: NIk Ne AS1PNLNCY 02NCY T @In Y
N1/ APNCNLS he 1y HpyC T R@PNCNLS
P4 BPNCNES NMhT Nngy / hml&u 0 Ay
INTRRS AHN NAATT nelQApms ¢ 2

Ferrada:— What a deceiver this son of a double
dealer! Now enough! Ill—treatment,
oppression, hunger , humiliation,
stifling, dicsease, ignorance, pain.
Deceived in their names to be retraped
intec slavery is enough for us. Higher
education for deceiving, Afrostyle for
deceiving, deceiving by preaching is
enough for us for we’'ve had enough of
them. From today on the Ethiopian
population cannot be deceived by such
deceptive craftiness.

As is clearly shown in this text after the revolution
jargons such as hunger and oppression became the language of
the politicians in agitating the people to acclaim
ED;ialism. It is these deceptive jargons that the
author makes clear to the people as empty words, which could
not guarantee their emancipation from ignorance or from
‘whatsoever; and calls their attention to beware of them.

These words were used by the so-called political cadres of

the ‘socialist government® of the Derg. Apart from
attacking the intellectual politicians there are many
instances in which he directly collides with the rulers.

AsDr. Mitikua further explains about the future of Ethiopia,
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which would depend on only his education with the exception
of the people’s participation, Farrada regrets the plight of

Ethiopia by recalling the invasion of the Italian Fascists:

Q= /NNg1T #M/ hg KhI1E SA12AR AIC/
RIS 4ANTT Me 1A T NhAA ®I4AT
nhAan #Cat 12484 hThhAT 14 12ch
AT N0 AN QA R4 Ke1Na NSt Ae
OmY 33 @ T o LMNANTs s ALY AL
NT9 14 A8INT RAG 29 AAD 9g 7%
M 4 WIL AIC AHN 1NNCS 1< 3C
1 @ F) 1871119 ®ewd i@ T dp F) @4
NCY @anae1 AN A14T hm 3\ AG @y
nc avghm M PNT ween ONST 249
MmN 1222

Farrada:— {in a high tone of anger) Ah you unlucky
country! HWe hoped that after the
elimination of the Italian Fascists the
country would reach its true geal in a
new spirit and a new system of justice
but those Afro—style crafty politicians
took the lead in rivalry and Jjeered at
her for Z3—years. Now who wants to take
the leadership and deceive her is
another type of "Goferie"! When it is
the people of a country that should

decide their caollective freedom,
rights; and the fundamental interests
through agreement and love of each

other,; why should a bandful of cunning
members of the society scoff at her?

In the above quotation the phrase "... a handful and
cunning members of the scciety...” may refer to the already
established government rulers — the political elite of the
Derg, the military junta. As it is pointed out in the
passage, the Derg regime hadn’'t allowed the people’'s
democratic rights; and when the fate of the people,
according to the author, should have been decided by the
pecple themselves, a few members of the people have usurped

the collective authority of the people.
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The author repeatedly shows his dissatisfaction with
both governments in which he has seen no change as he had
wished. From this stand-point we can see that he was a
dissident writer in an almost totally conformist society.
Unlike =ome of his predecessors such as Mekonnen
Endal kachew, for example, Abbe did not want to accept the
status quo as it was. Though Abbe,; too, was a zealous
Ch. ristian in his faith like Mekonnen, his political ocutlook
is guite different in which both serve their respective
clacsces. Mekonnen Endalkachew in his novel, Yaynie Abeba,
for example, presents the condition of Qlavery without
showing the severe struggle for the way out for the slaves
fram their oppression. Instead; he ‘"implores’ the slave
masters to make life easier for them to live freely. Yimer
Kifle, in his Master ‘s thesis has critically ananlysed the
works of Mekonnen and commented on his political concept to

which I alsc agree; he suggests that:

As a product of his aristocratic class, Mekonnen
does not admit changes that shake the foundation
of the existing <social set up because allowing
such changes would only threaten the existence of
his class in power. For fear of being denied the
privileges the aristocracy en joyed during
Mekonnen's time the artist advocates Ffor the
maintenance of the status gquo under the guise of
the emancipation of the slave.=2e

Since Abbe himself originated from the down—trodden
class of pepple, the peasantry, we always see him
sympathising with this class in his plays and novels.
Therfore,; Abbe might perhaps be said to be the antithesis of
Mekonnen in his political attitude, especially in his
attitude toward the peasantry because most of his literary
works are change—oriented though it is very difficult to

trace the political system he favoured.
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Abbe has clearly shown the misery of the peasantry and
storngly attacks the ruling circles in these systems of
administration. He has used many instances which fit the

Ethiopian political context of the time. He has employed a
peasant — character in Yerom Awedadeq to explain the

difficulties met by the peasantry to show the negative
attitude of this class i¥ it is harshly treated. As
Tiberius cuggests the indispensability of unity of the
people for obtaining freedom, the peasant replies in a

disgusting voice:

MNdi—= K1 AIC 18T AWINTH ATANR TICaTA TR/

G MAT pdal NNLT A1 oo N
11 214THh N® A1E I .. ARNAD/
ANBI® 019 %F AT T4BTH .. NI1LATY
P 2T UNde T KT T WI1E AT @9 972
e UNAeT 1% 2220 N% 1 K1 nNnC
e T/ AANY 2NA T/ 8784 % Q4PN T/ S
UY eV hpse hAOMG SAT@ 1§ 1T:s<!

Peasant:— I wonder when you preach about country
and freedom. My fear of a foreign enemy
is only not to dispossess me of ay
honowr, right ... and property; other
than this he cannot ... eat my flesh.
But I am dispossessed of every other
thing by the so-—called country-men ...
Our country belongs to a few rich ocnes;
what is she for us at all? Is it for
the sake o©of the restoration of the
comfortable life of the rich of Rome
that I should go to war and die! Let it
be annihilated! Let them burn her! Let
them scaorch her! Any way, unless I am
relieved of my sufferings it cannot be
said that I have freedom.

He uses the legitimate emotion of the peasant to
express the general mood of the people. The warning implies
that if the privileged group continued ‘with its indulgence

in extravagance, becoming indifferent to the condition of
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the toiling masses, the country would,; in the same way as
the ancient Roman Empire, politically and economically
collapse beyond redemption because the people which are the
source of everything in the country are fed up with the
system; that is what awaits us in the future and
disintegration would be the result. The attitude of the
ruling circle of the socialist system or the Derg toward
the peasantry is also reflected in Paoletikann Poletikednoch.
Az the ex—political prisoners engage in discussions with
each other at the Ministry of Information during the
interviews, a peasant comes on the scene but nobody pays
attention to him up to the end of their discussions.
Finally, only Fgrgég, the protagonist of the story, before
leaving the scene bids farewell to the peasant; as can be
chserved below, therby condemning the Ministry af

Information for not giving the peasant a chance to talk:

dlQi—  /ANTND/ &/ NA 0187 QUS 94 W
@B A1LAU NeUT N@R T ATLC W 10
RHMC 1B / ooe CQ IHMTOD gHZA /
hT P4 /187 PeT PeT UAT 2%/
ATt A@ TOATD NPT NF oML g8 NA%C T /
ARYT AHU QU 1Nd A& Nma? Nt e °
ANCI 7197407t 17 hAN RI080w: 28

Farrad&:— (to the peasant) Amazing! Then, brother,
good bye. We are born not to help you
but to become trouble—some by our
endless polemic. (... turning to the
journalist) Ato Gorfu! Please, let us be
a little bit judiciocus! Don't make us
the butt of jokes of vyour favourite

people! Now, have we given this poor
peasant a chance? In his name we talk
about him. But we don't 1like him,
really.
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Ais can be observed in this text,; during the Derg regime
the situation of the peasantry was much talked of through
the mass—media but it was nominal and superficial. The
author protests against the Derg regime for its reluctance
to alleviate the 5u¥fering of the peasantry. He has
disproved the democratic nature of the new regime,; which
vain—gloriocusly strove to form "the first dempocratic state
of Ethiopia in the horn of Africa and assure peace in the
Red Sea Area". If the ending of the story in this play is
throughly assessed in relation to that system,; its symbolic
presentation can be understood. The peasant is left alone
by 211 the politicians which is symbolic of nobeody paying
attention toc him. Hence, this implies that the peasantry,
which is the backbone of the country’'s economy, should not
be neglected. And the author, especially in these two
plays— Yerom Awedadeq and Poletikann Poletikennoch — urges
the gnvernments and the political elites of the time that
the common people, especially the unlettered peasantry, are
a living part of the country and have to be considered and
treated humanly; otherwise, the fall of any system of

administration is inevitable.

The author not only protests against the corruptions of
his governments and their negative attitudes toward the
peasantry but alsoc criticises the political ignorance of the
society at large in the fore—going two plays. For example,
Tiberius 1is caught by the police and made to appear in
court. As the people, who have been protesting against the
administration along with him in a secret meeting, are asked
to give their testimonies, they testify that he is guilty of
condemening the system. Then he condemens the people that
they do not struggle for their own freedom and rightsj; they
are credulous and blinded by some superficial promises of

the rulers. Such type of social criticism is also reflected
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in Poletikanna Poletikerinoch, which is replete with
political satires of the people. Here, his criticism goes
to the lowest class of the society such as the office-hoys
and bar—tenders to which the author himself was an eye-—
witness dwring the confused period of political upheaval in
Ethiopia in 19&6. During the interviews, for example, as
Gorfu wants to provide his guests with varieties of
beverages, he calls the office-boy in for an errand; then

the office boy answers:

thfN:  /Ame Are/ WL i @3 F147

P4 N/ ARhU I NAT AAenaT /

AN AR 19 NAgAT S1¢emCh @AfeT ATA?
PC4e ANhU o7 7 100 %5 / 5
thah: AR 1T oNt o® Tt 10C 10 K 14250

Office — boy: (Very proudly) If they say 0Ok I

don't care.

Gorfu: 0Oh,; Please, tell them to bring them
soon!

O-boy: By the way, do you think that I am
employed to prepare coffee?

Gorfu: Please, you stop arguing!

O-boy: Is it shameful of me to argue about
my right?

This clearly shows us that the common people are
ignorant of politics and everyone demands only his rights
without knowing and fulfilling his duties. Therefore, the
author indirectly suggests to the whole population that they
should realize the worst living condition they are in and
insist on struggling hard for a true popular administration

in which their rights would be respected.

Abbe Gubegna wrote plays based on a history of distant
times not only of other countries but also of his own
country in which the political criticism of the prople is

depicted. In one of his plays, Yadekamoch MWetmed, he



attempts to make us look back to a particular era - the
Zemene Mesafint (Era of Princes) — in the Ethiopian

"0

history. This era could otherwise be called the "era of
plots and counter plots" among the power-hungry warring
lords of Ethiopia beginning from the 18th — 19th century.
The story of this play depicts jealousy of political power
among the followers of a regional governor, Ras Fiqtor, in

one part of the country.

As Kenpnazmatch Belew has been found to be a brave
soldier in one of the battles of the time his nveq;‘}nrd
gives him his only daughter, Fetlework Figtor, in marriage
as a reward. However, Belew’'s winning of good fortune
breeds many opponents who have found it a heart-burining

issue and reslut in the creation aof fear in them that he

would in the long run be their ruler. Thus, they ensnare
him by fabricating fal=e information to créﬁe

misunderstanding betwéﬁ Relew and the Ras. When his stooges
tend to decline from plotting against HBelew, Ritodad
Amberber poses a qguestion grudgingly that 1f it were good
for them to keep guiet when a new comer excels them in every
aspect and assume an honorable place in  their midst;
Amberber then belittling RBelew’'s fame tries to convince his
friends for the plot by =saving:

8% hpNCNC:i— 248 ALY 8@ TAG NAGT h 1100
NAHF 1T T NA+4IIm WHS
N14400 Ne NgTT A2+ 1wq
8ATAT A OCAN 314F11 wAgS -
NS 4% Ae 2JAN 1B UWMTIY ACP @522
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Bi twoded Aberber: Now, then, do you mean that we
should leave Relew as he is,

Coming for a subordinate
position and with unconfirmed
bravey,

Disguising the secret of his
immigration in the name of an
obese woman,

To inherit our region’s
dukedom without any struggle,

By turning us to nothing, and
sit upon our heads?

Through Rit. Amberber they establish a strong
freindship to work for the abortion of Belew’'s wedding by
placing him in jeopardy. For their intrigues they exploit
the existing situtations of the country to make Ras Figtor
believe whatever deceptive words they tell him because they
know that the Ras is anxious and sencsitive to the prevailing
situations. As it is noted above,; the story time is the era
of princes in Ethiopia when there was neither peace ﬁnr law
and order. At that time if someone was unwilling to stay
with his overlord, he could easily change his allegiance to
another overlord as he wished since there were many rival
provincial governors. . The over—night growing of many

pretend%? to the throne in each district resulted in the

breaking down of the country into pieces. In this case
Yedekamoch Wetmed is a picturesque epitome of the Zemene

Mesafint in Ethiopia. The author claims that he heard the
original story from elders but the general atmosphere has

already been recorded in history in the following manner:

While the most powerful regional lords were
warring among themselves,; especially for the
guardian of the emperor,; the provincial governors
would transfer their allegiance from one important
leader to ancther, according to circumstances.
However , even the authority of the different
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provincial rulers was not secure. District
governors tried to establish their own little
empires; and the many claimants to power in each
region expedited the process of fragmentation and
disintegration of the empire.=?

It is this type of mood that the author tries to show
that when one prince could not match with the other in
warfare he turns to work underground employing every
possible means—lying, misguiding, disseminating bad rumocurs
and what not —to eliminate his opponent by changing his
colouwr like a chameleon. The emperor at the top existed

nominally assuming only the tittle.

Through this play Abbe enables wus to understand the
mistakes our fore—fathers committed, which he deemed was a
shameful act. It was, for instance, from such a political
labyrinth and web of intrigues that Emperor Tewodros 11
emerged, after considerable vyears of banditry, as a
triumphant monarch who became the cause of the resurgence of
the unity of the country. The situation from which Tewodros
spragn ocut, as the following text testifies, his ascending
to power, and the ending of the wicked era of the princes in

Ethiopia, were astounding:

This formidable army was put under Biru Aligaz,
the victor of Debre Tabor, and sent into Demhya.
In April the two armies met at Taqusa and the
whole of Ethiopia was doumbfounded when it became
known that Kassa was the victor and that two of
the most famous followers of Ras Ali, Dejazmatch
Biru aligaz and Dejazmatch Belew; were killed.

Finally, Kassa was able to come oput from behind
his mask of submissiveness and openly declare his
aim to defeat Ali and reunite Ethiopia under his
rule.==
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Abbe’'s aim of witing this play is to show the
complexities and cnntraaictiuns of the age among the rich
war—-mongering princes thereby trying to warn the next
generations not to repeat such grave mistakes in history if

the country is to advance in any aspect of life.

For the goal of the country’s progrss the author then
reiterates the indispensability of unity of the whole people
in his plays. In Yerom Awedadeq he demonstrates the people
being united to defend their freedom. This implies that if
peocple lack in unity their politcal freedom would be at
stake. Abbe introduces this notion in the form of
ananalogy, when he later shows the country fallen in the
hands of the Berber conquerers teo epitomize the lack of
unity as a result. this idea seems to be similar to Kabada
Michael 's Hannibal, in some respects, in which the fate of
his country’'s future is reported by the protagonist himself
bhefore his death in exile. As Hannibal has been engaged in
fighting the Romans he, in the mean time, sends a message to
the members of the state machinery that he has fallen short
of provisions to advance in his +fighting. They were
supposed to co-operate with him in reinforcing his military
background. However,; they fail to do so and instead begin
to plot against him from which Hannibal ‘s defeat results.=S
Bath authors show the possiblility of harming the country
by one’'s actions or policies; which impel the country to its
own disintegration in their plays. In Happnibsl the members
of the parliament, instead of co—operating with Hannibal,
plot against him from sheer jealousy. In Yerom Awedadeg
the nobles beccme too much indifferent to the situation of
their country leaving the burden of defending its freedom to

only the military section. Both authors present that the
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unity of the people can alter the country’s identity and the
ruler’'s characters are the country’'s destiny. Therefore,
they have shown the people being wrecked by the hands of
their enemies as a result. In the case of Abbe,; though he
reiterates about uwunity and has shown that he believes
politcal change is possible without bloodshed, he, in the
final analysis depicts the people unanimously fighting

against their common enemy.

Abbe also reflects the need of unity in Poletikanna
Eplﬁii&gﬁﬁg;h, The play ends when all the sp—called
intellectual politicians disperse without formulating any
concrete policy for the country. This situation may imply
the necessity of unity among the different political groups
and the people in order to achieve a suitable administration

for the peocople.

In spite of his attacks and inciting of the people
against the government of his time, we see Abbe contrdicting
himself, sometimes becoming progrssive and sometimes
conservative. In the aforementioned plays, especially in
Yerom PAwedadeg, and Poletikanna Poletikennoch, he has shown
how the corrupt; greedy, and power—hungery officials of the
country have ill-treated the people. He has publicised the
people that their democratic rights have been usurped. He
has informed the people that it is the people themselves
that should decide their own destiny. In order to achieve
these goals, however, the author "manacles” them not to act
agressively against their oppressors. He instead advises

them to "wait until change comes by itself out of the blue.”
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2.2 RELIGIOUS THEMES

Abbe Gubegna sometimes starts his religious and moral
teachings by presenting himself as a model believer in the
Almighty God even out of the context of his literary issue -
even on the cover of his books. From his repeated reference
to the existence of God and the martyrdom of Jesus Christ,
it is clear that the author’'s perspective of life is
chviously overwhelmed by strong religiocus sentiments. His
religious issues are presented in almost all his plays
blended with the peolitical themes either as minor or major;
they are given as minor in Yerom Awedadeg and Ppletikaona
Poletikennoch, and as major in Yerahel Inba /Tears of
Rahel/.

In these plays the author reiterates that acclaiming of
a true faith, which accepts the existence of God, is a
crucial issue to everyone; that is, it is only Christianity
in which people can live freely and do good owing to such
moral teachings as:

eoe NPAN NBY NLTC 18 KELTF 4TCFH s NSCo

Nhd we NATEC _@hNe e UG W N1 KWI1A
Wwa 14 3002h: 04

-..00d created man free. During his life time on
earth he is allowed to freely do everything goocd
except bad things.

Moreover, in his play, Poletikanna Poletikefnoch, he
tries to establish a strong relationship between the people
and its creator. This thought is presented blended with the
major pelitical themes of the play. As it is discussed
earlier, the author through his representative, Farrada,
strongly criticises the so—called politicians, who

priggishly claim to contribute much to the coming of the

32



revolution of 1966. He, of course, accepts social
revolution is impossible without the participation of the
people including students, workers, peasants, soldiers,; and
the intellectuals but, according to the author, this is not
enough. As Farraddad bas been called back by the judge to the
court to <check whether he is willing to opologise or not he
becomes stubborn; then the judge loses his temper and says:

AT3—  /MNHNT/ N2 ONATR NTNS hwd /

22:— 18 @ NIHANAC ANNT $1 K 20U

ATi— hGS8AT/
20— A9NTrt 122

Judge {to guards) That is all! Take and imprison
Do him under surveillance.
Farrada: It doesn‘t matter; I will be set free
When God permits.
Judges: We will see!
Farrada: You will see!

As can be seen in the above dialcgue, he believes that
social revelution is not the result of only the efforts of
buman beings but also the result of Bod’'s will. Farrada is
an ardent believr in the presence of the Creator and hopes
that God would bring changes in which he would be set free.
Therefore, as he had believed and wished, the revolution of
1966 hreaks out after sometimes and he is released from

prison as a result.

Abbe, completly assuming the role of a preacher, brings
forth his religious teachings in his religious drama,
Yerahel Inba. Throughout the whole play he stresses the
existence and exaltation of God’'s capability of performing
various miracles trying, at the same time, to convince some
people, who are sceptical to believe in the stories
presented in  the Holy Scriptures. It is stated in the

preface that:



NHRPSTY he19°C NPT @hhd KhI18412F N 15 NANNT
11C WAV NeC NAg 1T N4y 11C A1) KI0%T 4
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From among us, who live in this period of ocurs,
there are some people who consider that believing
in the abstract and invisible things, except in
the tangible and the visible ones, as ignorance.
They alsc consider the stories that happened in
the past as pure fiction.

Hence, the intention of producing this literary piece
is to teach ethical valueéfthnse people who do not believe
in the existence of the invisible spiritual being and in His
capability of rescuing the people who accept and believe in
Him. His story depends on an incident in the Book of
Jermiah in the Holy Scriptures,; which he expands by
cornnecting it to some parts of Exodus covering chapters 2 to

15, in the same Holy Bible.

In the story Rahel, an Israelite slave, is forced to
kill bher twins in a mud — well by the tyrant masters of the
Pharoah of Egypt. She then bitterly cries unto God and He
sends Moses and ARaron to liberate the children of Israel as
a result. However, the king stands his ground not to 1let
them go out of the country until God sends many different
plagues against him and his pecple. The king then summons
all the country’'s magicians and conversant philosophers to
save him from these God-sent disastercus plagues. As the
magicians suggest some invisible counter supernatural forces
the pseudo-philospher finds himself at variance with their

ideas: he then addresses the king:
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Oh Pharoah! But I do not agree with those
clergy, Hho chatter about
everything and,

Who tell lies claiming to know everthing what they
don’'t know.

If you really want the lice not to be spread,
Let those papuers, who have become
the habitat of the lice, be
eliminated.

The ‘Philoscpher”’ places himself alocof from the
magicians by adhering to the belief of the modern scientific
achievementsy, which he thinks to be superior to any
spiritural belief. He then suggests the impossible which
shows the weakness of the scientists and the grave mistake
they commit. As can be observed he neither believes in the
miracles of the super—natural nor in the ways of the
magicians;y he is left in a dilemma and has no conviction in
anything except in things that can be sensed by our five
Sense organs. The author ridicules the pseudo-scientists
who tend to claim and varify the non— existence of the one

true God.

Though all the magicians and the ‘wise-man’ suggest
many different solutions to eradicate the plagues, it has
hecome difficult to do away with them and finally the king
succumbs to the power of the Almighty God and allows the
Israelites to go out. The beliefs of the so-colled
philosophers are alsc proved wrong whereby the author tries
to convince and edify the spectators’® morals by showing
God’'s capability of miraculously rescuing his people from

any problem.

Moreover, the asuthor emphasizes and presents God as the

source of everything including politics to establish the
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audience’'s strong relationship with its Creator. The
emphasis can be understpod from a statement given in the
preface whereby he is motivated to write this religious

drama; he states:
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««= When the continents of Africa and Asia
belonged to the Africans and Asians themselves ...
through various means ... they fell under the yoke
of colonialists. Though the rulers owned atomic
weapons, ... nost of the oppressed people could
get their independence ... by the political
situation of the world brought by Gody; without
bloodshed. Therefore, what makes us feel shame
if we claim that the God, who could have freed ...
from the great enemy that owns atomic bomb and
arrogant wealth worshiper, has repeated His
miracle?

As is evident in the above quotation the play is also
written, it seems; in sympathy with the Third World
countries, especially Africa and Asia; which were once
suffering under colonialism and which have gained their
independence. According to the writery, their independence
was caused by the will of God, who miraculously altered the
political situation of the world. it is well known that
many African states got their indipendence in the 1950°'s,
aftter the Second World War, without any protracted armed
struggle. This, the researcher thinks, might have heen
considered by the author as a vivid evidence of miraculous
occcurrence. He depicts the pelitcal situation of the world
belending it with the major theme of religion in this

religious drama.



In the process of the impelemention of a religious
theme God is presented as omnipresent and omniscient in
Abbe's plays. From this view-point of the author,
therefore;, it seems that he refutes those revolutionaries,
who believe and assert that "Pplitical power grows out of
the barrel of a gun."S<% Generally speaking, the political
attitude of the author can perhaps be summed up as the

English saying goes, "Man proposes and God disposes.”

Abbe's amharic plays as a whole are the an indirect
condemnation of the ewvils of society and advocates an all
embracing change in the dominant institutions, as well as in
the economic systems of the then existing governments,
peacefully. There is,; for instance, a tendency to helieve
that a peaceful and bloodless transition from a corrupt and
unjust system of pseudo- democratic government into a true
and a genuine demncratic system is possible. _However, the
writer seems to have been clear neither about how to bring
this social +transformation he favours to reality nor about
who should play a leading role in the process. Though the
plays are the reflections of the author's political
consciousness, it is difficult to say precisely to which
school of political thought and literary movement Abbe would

kelong.
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CHAPTER THREE

DRAMATIC TECHNIGUES

To Abbe Gubegna political issues seem to be the
paramount factors that determine the progress of a country.
By dealing with political themes he believes he can kill two
birds with one stone, namely, politicising the masses and at
the same time contributing to the development of Amharic
literature. In the preface to one of his plays he suggests
that writing about some past happenings in Ethiopia in the
form of novels or plays can develop our language and

literature by learning much from the past.®°

In this chapter it is attempted to examine the
technical aspects of Abbe’'s plays: what progress has he
shown from his first play onwards? Is he in accord with what
he had set out to do? In order to answer these guestions
and comment on the devices he has employed, three important
aspects of the plays are considered: Dramatic situation,
structure; and characterization. It is, of course,
understood on the part of the researcher that it is
difficult to examine each of these features separately as
one cannot exist independently of the other; therefore,

there will be some overlapping in the forthcoming analysis.

3.1 Dramatic Situation

Before delving into the author ‘s methods of selecting
situations the term ‘situation’ must first be clarified. In
fact, in any literary work, including drama, situation is
created only when characters face each other. As 0O'Hara

puts it, situation "is the pull of individual against
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individual, or individual against circumstances, or of
conflicting elements within the individual, or a compounding
of these tensions that makes us take note of any
situation. "4 While arranging a text for the drama two
important situations should be considered té}nughly by the
dramatist. At  the outset; he must bring in a situation
which leads to the subsequent situations, which gradually
build wup to a crisis in the story. From among many
different possible situations at his disposal, the author
will have to choose an initial situation, which he thinks
would best attract the attention of the audience and prepare
it for the ensuing events. In other words, the basic
situation is the core of the play on which the whole fabric

of the story is built.

Abbe's Yerom Awedadeg, for example; starts with Ffive

characters who discuss the condition of their living, which
has been severely affected by the ruthless exploitation of
the nobles of Rome. This initial situation is; of course,
supposed to arouse interest in the audience by painting the
background of the story and motivating the audience to be
attentive for the coming events; but Abbe’'s method of
starting this play is artificial and static. We cannot
understand how these "people"” in the starting situation
happen to face each other at that particular place and time
but they go on talking wuntil they 1leave the stage.
Although, as O0'Hara aptly puts it:"in drama both initial and
basic situations seldom coincide"” 42 the author’'s choice of
this same initial situation to serve as the basic situation
of his pleot, is tenuous. The dissatisfaction of the people,

the economic collapse of the country, and its loss of
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dignity, the remorse of the nobles, and their pledging to
work for unity-are all made to stem from this rather weak

start.

The successive events in this play are not properly
constructed to help the plot move forward. The prolonged
and repetitive dialogue between the protagonist, Tiberius,
and the nobles in the courtroom scene loosens the plot and
deadens interest. The author flouts the principle of

selection; but he had to,

First of all -=as Find a special kind of
situation -one that is compact of its own nature
or that can be made compact without vital loss.

"Selection" is an important principle in the
creative process of every artist, but the
dramatist must utilize it most regorously. He
must get down to the bare centre of a

situation.*>

The plot in Yerom Awedadeq then lacks "its own nature

of compactness." He could have selected the courtroom scene
as his opening gambit by excluding its repetitive dialogues,
which could have arrested the attention of the audiences
this would have enabled him to present the past actions by
the implied dialogue of the characters. His characters are,
however, made to take too wmuch time on 1less wvaluable
matters,; which are practically wvoid of suspense and

interest.

Similarly, the situations in Yepatris Lummumba Asazzagn
Ammuamuat are non-selective. All of them are taken from
real occurrences and are presented as they are. In the
opening situation,; the citizens of the Congo are shown
rejoicing at Lumumba’s election and condemning the past

evils of the Belgian colonialists. On this ocassion,

N
Y
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Independence Day, an inaugural speech by Lumumba is expected
but is by-passed for no reason. After this initial event,
scene after scene follows for several pages, seldom rising
in tension until we come to Lumumba’s death. The story
revolves around the idea of the Western powers being
suspicious of Lumumba as a communist sympathizer. Owing to
this suspicion and mistrust of the big powers, Lumumba and

his colleagues are finally meted ocut their death penalties.

The plot shows an indirect conflict between the Eastern
and the Western blocs. The Western powers lay ohstacles
before Lumumba by using their veto powers in the UN and by
imposing trade embargoes o©on the Congo. The rest is mere
bickering by politicians. ©Only one event is arresting: the
rumours of Lumumba’s escape from prison to Stanliville to
mobilize his army. But the rumouwrs are found to be
fabrications by Lumumba’s enemies who plan to kill him by
using these rumours as a pretext. The author presents this
story as it had happened in real life without intorducing
any atristic excellence. "... what society expects from the
writer is," to quote A.ZiS5, Martistic innovation and the
truth of life, which has always been the essence of real

art."4+<

In his religious drama, Yershel Inba, the playwright
deals with the relationship between mankind and its
Creator. 1In the first place, we appreach the play through
the sufferings of Rahel, an Israelite slave, in child birth,
who is forced to kill her twin infants by the tyrant rulers
of Egypt. She then bitterly cries unto God. The germ of
the plot develops from this situation, which bhooks the
audience by suspense: what would God’'s answer be to such
bitter cries? It is this gripping situation which leads us

with great expectations to the forthcoming results. The
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author, unlike in the above mentioned two plays, has chosen
a better initial situation but as in Yerom Awedadeq, he
makes both the initial and basic situations to coincide. In
Yerahel Inba he doesn't mention, even by implication, the
basic situation given in the Holy GScriptures. According to
the Holy Scriptures,; the main couse of the story is, of
course, the multiplying of the Israelites in Egypt. The
situation of maladjustment is created by the Israelites’
growing in number in Egypt and the fear of the Egyptians
that " in case war should befall us, then they certainly
will alsp be added to those who hate wus and will fight
against us and go out of the country.”"®2® This central idea
should have been brought forth, which would have enabled the

audience to comprehend the basis of the story.

The conflict starts as God sends Moses and Aaron to
lead the Israelites to their country — "to a land flowing
with milk and honey."%® As the Pharoah refuses to let
them go ocut, God sends plague after plagues against the
Egyptians. They then succumb to God's power and allow them
to leave; but as the people of Israel reach the cpoast of the
Red S8Sea, they chase after them to bring them back to
slavery. The Red Sea miraculously parts until the
Israelites pass through and comes to its initial position
suhmerging and killing the Pharcah with his forces. The
plot of this play is more compact than the plots of the
other plays perhaps because it follows the exciting

incidents recounted in the Bible.

Abbe 's other play, Yedekamoch HWetmed, has a plot with
better selective situations which rise in ascending order.
The initial situation from which the story takes-off is the
scene where the antagonists plot against Belew, the

protagonist. This raises questions in the audience’'s mind:
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Why do they plot against him? Would they be successful with
their plots? The audience obliged to ask such questions
awaits eagerly for the coming events. The villains are then
shown in different situaticons while planning further their

intrigues.

But behind this situation we have the basic situation
of Belew’'s success and prowess, which have brought him the
good fortune of the Ras's daughter in marriage. Belew's
valour has occurred several weeks before the incident that
opens the play. It is through the opening situation that
the author,; by sticking closely to the present, brings back
the past by suggestion. It is after Belew excels his
comrades inarms and wins the Ras’'s daughter as a reward that
the pthers, out of sheer jeclousy, begin plotting against
him. From this basic or specific situation the plot, with
its ramifications, develops in tension and mood which makes

the play arresting.

The villains, in fact, succeed when they find people
wha bhelieve their false information. When the Azmaris
tauntingly mention Belew’'s name in their songs, as they have
been advised to, Belew loses his temper, springs to his
feet, and gpes home. Bewildered, the Ras discusses the
situation with his counsellors. It is decided to call back
Belew to explain bhis action. It is at this moment that the
principal intriguer, Amberber, expeoits the situation. By
choosing bis own accomplices to act as messengers he
terrifies Belew to run inteo the forest as an outlaw. This
speeds up the plot to move ahead to its critical peint by
building crisis upon crisis. A noted drama critic testifies
what is meant by telling a story on stage and the importance

of crisis:
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Events in a play are surcharged with suspense so
the story tends to move from peak to peak, giving
the audience a sense of the intervening valleys
having to climb down and up again. These peaks of
plot are the crisis of the story and the art of
telling a story upon the stage is chiefly the art
of building crises.*”

The 1last work of the author is the play, Poletikanna
Ppletikefnoch, which deals with the 1966 Ethiopian
Revelution. The play opens as Tezzera expresses his fear of
imprisonment because a security police has heard him
accusing emperor Haile Sellasie,; the previous day while
drunk. Now, after coming to socberiety, he becomes agitated
at the prospect of being jailed. #And, of course, as soon as
he goes put from the bar, he is cought by the police and the
bar—-ladies are summoned toc give their testimonies at court.
Here, the interest which begins to rise in the audience is
reduced bhecause we get nothing new in the next scene which
repeats what has already been told. This initial incident
foreshadows and immediately links us with the basic
situation of the play, that is; the sufferings of many
dissidents in and out of prison. The sufferings of the
pecple in prison have been there for the last nine vyears
before the imprisonment of Tezzera, which we understand from
the protagonist of the story, Farrada. It is this suffering
of the people,; according to the intention of the author,
that has instigated the 1966 Ethiopian revoluation in which
the old state apparatuse has been ousted and been replaced
by the Derg. Since the events that lead to the revolution
are not adequately developed, the author seems to urge the
audience to take it for granted as spontaneous occurrences.
After this the plot goes nowhere except for the polemic
among the political prisocners, who finally disperse without

any tangible results.
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In the cour=se of the development of the story there are
repetitive and unconvincing altercdtion among the
characters. In the court scene, for example, the
protagonist, Farrada, is constantly called back and forth to
bkeg for forgiveness. In the second scene alone the judge
asks Farrada the same guestion ten times: "why don’'t you
apologize?” The researcher finds this insistence as
incredible because during that regime the judges could do
anything to anybody, especially to those who were found to
be critical of the Emperor. They were working not for the
well-being of the people but for the maintenance of the
status guo. I¥f we assume; on the other hand, that it is to
pave the way for getting bribes, the customary approach
would be different. It would have been more convincing if
the author had done the opposite: the accused insisting to
be released for bribing them. Not cnly this, the playwright
divides the third scene into two sub—scenes in which no
iogical interdependence of situaticons can clearly he seen.
As a result the plot runs fast at tﬁe begi%?ng and slows
down in the end. For: "it is likely to be rather slow in
the sarly part of the play, where the author faces the large
problems of exposition and of laying the groundwork for all

the =ubseguent action."4®

The suthor prefers a direct presentation of stories
from their inception, seldom employing the techniques of
foreshadowing or flashback. Hence, in most cases, the

situations are undramatic,; static, and repetitive.
3.2 Structure

In order to bring forth his theme the author must make
his characters experience different situations from its

inception through to its end. These experiences must not,
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however ; be rendered at random. They must have some kind of
order. Structure is "the arrangement of events by which the
initial =situation is modified and developed until the final
situation i=s brought about."4% To identify the structure
of a play we must consider it as an organic entity in which
events occuwr interconnectedly in cumulative sequences
following Aristotle’s dictum: "... a play should have a
beginning, a middle, and an end."S°

The first part of a play’'s structure is exposition. In\
this part the audience is told about the intent of the
characters and the circumstances they find themselves in.
"Exposition sets forth what we need to know about the
characters and csituation before we can understand what the
play i=s about."S? There are different methcocds of
expositiaon. Though the most commonly used method is
dialogue, there are wordless devices such as stage setting
and physical action of characters in which a moderate amount

of exposition can be made.

In the opening scene of Yerom Awedadeg five characters

in one of the streets of Rome directly delve into describing
the plight of their country: we don't know how they happen
tc ke there in the first place. This scene does not develop
impetus and arrest the audience’'s attention. "Anything which
ie descriptive reduces the significance of the decision and
cbscures the meaning. Since this situation is the key to
play, a static or undeveloped opening will infect the
moavement of the whole play."S=2 The banguet scene that
follows 1s nothing more than a repetition of what has
already been discussed by these characters. Since the
events are not made to progress ahead, it results in
boredom. The setting of the preparations of the banquet at

Chichero’'s house serves better in telling what we need to
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know about the extravagance of the nobles because it is very
sophisticated. The entrance of the invited nobles and
priests inte the banguet hall alone could have served better
as a wordless exposition than the babbling of non—entities

in the streets of Rome.

The story reaches its climax at the news of the defeat
of the Roman soldiers in the hands of the Berhers. We don't
even know whether the country was at war in the FicLSt
place. As Lawson contends:

The climax of & play, being the point at which the
struggle of the consciocus will to fullfill its aim
reaches its greatest intensity, and maximum scope,
is the key to the play’'s unity. It is the root
action,; determining the wvalue and meaning of &ll
the events that have preceeded.®=S

Yerom Awvedadeg lacks this unity because we don't know

how the Roman scldiers are defeated. The battle takes place
off-stage and it is only reported to the audience, another
weakness.,  This climas caomes in the middle of the play and

all interest is lost after that.

Like Yerom Awadadeq, Yerahal Inba has similar divisions
of acts and scenes. However, the movement of its plot and
the arrangement of its incidents are quite different. The
climax in Yerahel Inba, by contrast, comes at the end and is
quite effective. In the first part we see the sufferings of
Rahel, representative of the people of Israel, and Jehovah’'s
answer to tﬁgr sufferings by sending Moses and Aaron. The
transition of this part to the next is effected by Pharooh’'s
terrible dream which foreshadows his doom. In this play
before the plot rises to ite climax, an intensified conflict
takes place between Jehovah and FPharoah when He sends ten
different harmful plagues through Moses to which the Fharoah

finally succumbhs.
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When we examine the play Yepatris lLumumba Asazzagn
Amuamuat, on the other hand) from the stand point of

structure, the play seems to be lacking in some important
technigues a good play needs to have. To begin with, the
beginning, the wmiddle, and the end of the play are not
ipterwoven. At the beginning we s=see Lumumba striving to
enhance his country’'s independence by having discussions
with different groups of peaple {his coalleagues,
ambassadors, journalists). Then suddenly follows the arrest
of Lumumba. Nevertheless the audience finds his arrest so
sudden and surprising. it has, however, never been made to
aware of this swrprising event at the first part of the
story through the means of foreshadowing. The conflict,
too, i=s =somewhat loose. The characters are, of course,
engaged in a kind of polemic Situatiﬂns; Yet, the conflict
among them is not wviwvid and intemnsified; it contributes
very little to the climanm of the story. In the final
analysis lLumumba’'s invitable death is exposed to the
audience through the technique of dream. The plot reaches
its climax when the Belgian military officers take Lumumba
and his colleagues to assessinate him off-stage which is
later reported by Ddg Hamarsjocld, UN - Secretary General.
The story ends with the curses of Lumumba’'s supporters of
the Secretary — General but the author unnecessarily repeats
the information of Lumumba’'s death by making Gizenga explain

it to the audience.

Of &11 &akhe’'s Amharic plays Yedelkamoch betmed has the
hest structure. Here the author employs better devices of

exposition and build up of crisis. In exposing the intent
of characters and the implication of circumstances, he has
employed various methods such as settings, physical action,
asides, dreams, and solilocguies. #All in all, the play has a

good beginning, a middle, and an end.
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The master intriguer is BRitodad Amberhber. At the
cutset he takes his two stocges, Ballata and Ayyala, to
Fatlework’'s house to influence to side with them but they
find it wvery difficult to win her support. At this moment
Ballata and Ayyala tend to despair and draw back. But
Amberber strengthens their morale by telling them that he
has already arranged other means which would lead their
conspiracy to success. The plot does not, however, shaow
Amberber ‘s wandering from place to place to hire the
minstrels and Debtera Beagalu, and to win the support of
boizero Yiggebdshall. ThPse clandestine deeds are
accomplished off-stage and are expased by Amberber through
which method the audience also learns how these forces of
copposition will function in the future. Amberber ‘s two
cstooges are then convinced and decide to continue with their
subversive plan, and with this decision the first part
trancsfers to the second in which their plan is to be carried
out. Now the audience’'s attention is gripped and it waits

eagerly toc see what is going to transpire.

The villains, next, bhegin to instil suspicions in  both
central characters — Relew and the Ras — until they become
alienated. The author emplays the technigue of "asides" to
effect this when they approsch belaow. The firet insinuation
to the Ras,on the other hand,is made by the hired Debtera,
who negatively mentions Belew’'s name while interpreting the
Ras ‘s dream. To reinforce the Ras’'s suspicion of Belew's
betrayal, #Amberker, as socon as Debtera Begalu leaves,
informs the Ras that Belew has an intention to usurp his
power by killing him. At first bkoth sides do not take the
matter seriously but it begins to take root in them when, at
the hangquet, the minstrels mention Belew’'s name in their
songs. Here the author makes Belew too shy to speak the

truth thus preparing him for his tragic end, which is
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unconvincing because the Ras himself advises him not to be
=oc emotional. Hence, since the possibility to reveal his
suspicion is already there, he should have +told him the
truth. But Relew’'s unnatural act at the banquet twists the
Ras ‘s attitude against him. Also the Ras's feeble attempt
to dig out the hidden truth is subverted. And he accepts
what the villains have told him and his inner psychological
conflict is projected to the audience through this

soliloguys:
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Finally, I came to understand which I have found
difficult to believe,

If he were sincere why should he be afraid of my
gaze?

Why did he as well be in a stampede out of my
friend’'s sarcasm?

Mo! Never! I must be wong, there <cshould be
something cynical about him,

He must have some drive for killing or defaming
me.

1 have come to realize that I had & misconception
of EBelew...

This monlogue helps the audience to understand the
degree of tension existing between the two characters. This
tension in its twn is aggravated when the two wvillains

report the betrayal of Belew to become an cutliaw. The story



then rushes to its climax when the villains kill Belew. The
story resolves itself with the Ras’'s knowledge of RBelew’'s
innocence and his orders for the arrest of all1 these who

participated in the conspiracy.

In Abbe‘s last play, Ppletikanna Poletikennoch, we come
across with the problem of structural arrangements. The
beginning of the story deals with the sufferings of the
pecple from injustice and maladministration. What ought to
have been brought forth in the second scene is already shown
in the first. As Tezzera expresses his fear to Kabbadech
and asks her how she is going to testify, she tells him all.
The bar-ladies summons to the cowurt is futile also in the
second scene because they are induced to answer nothing but
"ves" to the judge’'s guestions. In this part of th play we
see characters only suffering in the hands of the prison
authorities. They are not made to struggle or strive in
conflict against their oppressors. How can the play reach a
proper clima) without initial conflict? I¥f the author had
thought it over, however, he could have found many instances
to intensify the conflict simply by turning to the events
currently taking place in the country. Rvolution was in the
air in almost all spheres of 1life. The authpr proceeds to
the play’'s climactic situation without sufficient struggle
by the characters. By this, it seems, he intends to
indicate the sudden eruption of the Revplution. But in
drama before reaching the climax, adequate information
should be given to convince the audience. That is why in
Poletikann Poletikennoch the outbreak of the Revolution
seems to come out of the blue.

The final part deals with protracted interviews. We
see only verbal battles and empty arguments between the so—
called revolutionaries and counter-revolutionaries,; who

finally leave the scene without reaching any consensus.
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3.3 Characterization

eee 2UTT T8TC SAmANT W SCeY @@2 35T N1
P87 e®227 AL Ho 7 (D%gv noo2+rnt 1H
INCBY @y @dN] h3MDg:: 3

-«=Those who see this play should bhke concerned
only about Rome’'s collapse and the causes of its
collapse; they need not know the time or the head
aof state at the time of its ceollapse.

Ll

This remark is given in the introduction to the play,
Yerom fwedadeq, which clearly shows the author’'s scle
interest in his theme rather than the historical content.
This means that Abbe is npot worried at &11 about the

verisimilitude of historical figures.

This attitude of the author has influenced character
delineation negatively in almost all his plays. Many of the
characers are shadowy sketches and mere representatives of
abstract ideas. They are always too much concerned with
describing situations without inveolving themselves in action
for several scenes. Their language does not express their
inner feelings. They are only mouthpieces for the author’'s
ideas. A dramatist must, however, choose the significant
moments in the characters’ lives and by appropriate language
and action release .his audience from the boredom of day—-to—

day life. Arthur Miler suggests that:

«=. When you strip from the human being everything
that is not of significance, you may get a valid
moment out of him, a valid set of speeches, a
valid =set of attitudes, bkut in the normal,
naturalistic concept, they are not real because
the bulk of reslity is, of course, its utter
boredom, and its insignificance, and its
irrelevancy...=2



The other important factor that also reduces the
effectiveness of his characters is their similarity with one
anather. He invariably follows the same pattern of
characterization throughout his plays. As one examines his
plays one encounters the same characters over and over again
with changes only in name: Tiberius,; Davidson, and
Farreda, in Yerom Awedadeq, Yepatris Lumumba Asazzagn
amuamuat, and Ppletikanna Poletikennoch, respectively, are

portroyed as bold, emotional, and pacifist characters
throughout. They are courageous critics of inept state
machineries. It is clear that they are thelideal herces of
the author himself. Tiberius in Yerom Awedadeg, for
example, is a pacifist, who does not want the pecple to
engage in armed struggle against their internal enenmies.
Instead he urges them to act peacefully in unison and
"implores" economic and political reform. As the people
insist on undertaking an armed struggle to wrest political

power from its oppressors, Tiberius pacifies them by saying:

«oe NT_GAT ®ITGIP N NG MUY NACTT KIEATD/
A@Y SATH WILUT AT ACA NCATY 91937 R1QUY
NH¢ 8 ,; SN o.. SO0 MAZATY 8A TIC AN 277
Adres

Let ‘s not put fingers on triggers against ocur own
brothers [noblesl whether they are wicked or not.
If we focus our struggle on ourselves, the ...
enemies who have surrounded us would easily
dismember our country...

The author uses boastful herocic 1language. ‘When the
nobles threaten him with death, Tiberius expresses his

fearlecssness by burling insults at them.

Farrada, in Poletikanna Poletikehnoch, likewise,

considers himself a true politician,; who upholds the causes
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af the down—trodden masses. He is as patriotic as Tiberius
and as zealous too. Davidson in Yepatris Lumumba A=sazzagn
Amuamuat, on the other hand, is an English gentleman more
friendly to the Africans than the other westerners. When
the other European settlers of the Congo dessiminate false
rumattrs  about  Lumumba he, oppaosing his co-nationals,
testifies that Lumumba can be considered as the father of

freedom of his people.

The speﬁches of most of the characters, hDHEVED,IaCk

genuineness and are not self revelatory. This emanates from
their weakness to involve themselves in conflicts, P H
weak man fights under pressure— and unless he fights,
according to his powers and 1in his own way, there is no

contlict.»=a

Abbe's two tragic heroes, Lumumba and EBelew, in
Yepatris Lumumbha fAsarzagn Amuamuat and Yedekamoch Wetmed,
recspectively, do not measure up to being truly tragic
because of their weak portrayal. Lumumba is too adulasted
and adored by the people without his gualities being shown.
When he 1is pressed by the journalists and amhassadors to
tell whether he is pro-—communist or not, he meekly speaks
cut that he is friendly and ready to welcome anybody who
supports and respects  the causes of the people. He, in

fact, opposes white supremacy and upholds black power.

bihere does Lumumba’'s tragedy emanate from? He is
paortraved as a man with not even & slight ‘error’ to make
him laok human. His tragic end is not caused by his own

faults but by the power strugele between the world big

powuers.
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The other factor which negatively affects the author’'s

portayals is the single — naturedness of his characters.
Belew, in g C i ;s is such a character, who dces
not show and change throughout his life. He is so humble

and cbedient toc his master, Ras Figtor, that he decides to
remain loyal to him even when he is told that the Ras is up
to arrest and deprive him of his privileges. Also, Belew ics
a man of sao much innocence and coredulity that he never

suspects the motives of the very people who are plotting

against him. Howewver, he is & brave warrior and dearly
loved by the Ras for his fine qualities. Abbe draws Belew
as a totally wvirtuous man. NMeither the author’'s

description nor Belew’'s action, not even the testimony of
his own enemies, indicate that there are defects or
imperfections in this man. Such characterization is
unconvincing because in real life the most humble we know
have, at best, only & measure of goodness. So, portraying &
likeahle character as perfectly good, a hated one as
completely evil, as we frequently see it done by fAbbe, is

not in accordance with reality.

Relew i=s not really so tragic if we probe the matter
fram the stand-point of the Greek concept of tragedy.
Because he is perfect with no tragic "fault" in him from
which his tragic doom could result. This means that no
cathartic effects can bhe produced in the audience as a

result of his tragic e)xperiences.

Belew doe=s not put up a strugole. He is drawn as too
submissive & character, too submissive to authority but
Brooks contends that:

The tragic protagonist can be a guiet many in
appearance, even unprepossessing  marn. But
strength is necessarvy. The tragic protasgonist
must put up a struggle...=%
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At last, as he returns to the Ras’s household through
the persuasion of his relative, fAssefa, he is shot dead. Of

course, from this we see that the story ends unhappily but:

.-« tragedy requires more than unhappy ending...
Lthe hercl must have a certain force. He must not
be weak, merely passive victim of external forces,
but mustfable to strugole powerfully with the
forces with which he is in opposition.é?

Ras Figtor is the other central figure around whom the
story revalwves. The scandolous characters, knowing his weak
points, are always successful in deceiving him. He is ever
fearful and suspicious that his region might one day be
annexed by his rivals from the neighbouring regions. He is
superstitious and depends on fortune—tellers. The more he
sees dreams the more he beg;pmes suspicious and anxious. He
is not strung-enaugh to find the truth by himceself and stick
to it. He instead pretends to be searching for it and
easily succcumbs to suggestions by others. For example, he
starts to investigate whether Belew is a betrayer or not by
interrogating his daughter but as she could not speak in
front of her step—-mother he, promising to ask her when she
is alone, allows her to leave. He does not, however,
attempt to investigate the matter further and without any
tangible information accepts what his enemies inform him.
This shows that Figtor is also as submissive as Belew to
external forces. His character is not worthy of a ruler or

a governor of a region.

Of =211 the characters in Yedekomoch Wetmed, Bitoded
amberber seems to be the most logically drawn. He can,

perhaps, be called the "lage" of the story because he is
strong 1in his convictions. He plans his intrigues with
keenness and traps his opponents with vindiction. He

strives for the fullfillment of his goals day and night. He
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is shrewd and tricky and plays on the weak points of his
colleagues including the Ras. He rallies the wvillains
tagether; and skillfully removes unwanted persons. He
contrives for Fitawrari Wasie, for example, a close friend
of the Ras to be sent away to Gondar to pay taxes to the
king because if he stays on the scene he could be dangerous
and foil the conspiracy against Belew. To dishearten Belew,
on the other hand, Amberber tells him sbout the Ras’'s change
of mind regarding his marriage to Fatlework. Fitawrari
basie, he informs him; has been secretly sent away to
arrange her marriage ta the san of the Semen region. The
portrayal of the antagonist has been better thought out and

executed than that of the protagonists.

o
~J



CHAPTER FOUR

CONCLUSION

The majority of Abbe BGubegna’'s Amharic plays are pre-—
occupied with the political conditions of Ethiopia in which
the corruption of the administrators and the misery of the
camman people are depicted. Most of them are based on
historical materials both from without and from within the
country. He goes back in history to depict the era of
princes 1in Ethicopian history ta warn the people not to
commit their mistakes if the country i= to develop. Abke
sympathises not only with his country—men but also with the
oppressed peoples of the world, especially of Africa and
Asia. In some of his plays he urgees them not to trust the
UN Organization due to the partiality it has shown on
several occasions. He exposes the organization’s impotence
in resolving conflicts and avoiding brazen aggression. The
author, on the contrary, manifests his belief in the
Almighty God, who is solely responsikle for the miraculous

independence of many of the colonized nations.

Abbe Bubesgna has, of course, his own weak and strong
points, In the presentation of his political themes,
hawever , there are some contrditory ideas which are

difficult to accept as they are. He incites the people to

rise against their oppressors  but, on the contrary, he
"hand—-cuffs" them not to act wviclently to wrest power from
them. fibbe lacks +the skill of harmonizing politics and

religion to solve society’'s problems. We see him entangled

and disabled in reconciling these opposite camps.

As we examine the plays chronclogically, we obhserve

little technical imporvements in themy his selection and
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arrangement of events as well as his method of character
delineation are pooir. In play after play we come across the
same charactere which are sketchily drawn and are merely the

cross—hreeds of the author ‘s idealized c=elf.

Az is evident in his waripus responses to some
commentators on his works, Abbe does not 1like to accept
criticism From others. He harshly attacks them instead
making it personal. That is why & literary critic of his

novels commented that:

fAlthough he made his living for some twelve vyears
by means of his writing and although he often

overreacted to adverse criticisms of the quality
cf his narrative methods, his works showed less
technica%i improvements than one would have

expected.’ .

in spite of the wvarious thematic and technical setbacks
discernible in Abbe’'s plays, we cannot .  deny their straong
spocial influence during the pre-revolutionary and the early
post-revolutionary periods. It is their influence that
explains the suthor ‘s popularity at that time. The fact
that ik i kern , For instance, became a
topical issue on which contending members of political
factions opened discussions in the newspapers, can bhe taken
as an evidence that Abbe had managed to attract the
attention of the public. There is no doubt about it that
Abhe stood for the causes of the down trodden, especially
the peasantry, in whatever form he did it. He reflected
the life, the true aspirations, and grievances of the common
peae}e. He boldly attacked first the "imperial", and second
the "socialist" systems by exposing their corrupt and power-—
hangry officials. Indeed, he was an uncompromising

dissident writer of Ethiopia.



This singles out Abbe from the rest of well-known
writers of the time who either from opportunism or lack of
courage, kept =silent about the wmisery of the people
prevailing throughout the land. Some writers even went to
the extent of condemning anti—government tendencies in the

face of the violent waves of popular uprisings.

From the 1950°'s to the early 1960°'s Abbe stpoed out
clearly in sharp contrast with those writers as a
consistent,; unwavering, and out-spoken opponent of the
status quo. He had great ambition to serve the people and a
great desire to contribute to the development of Amharic

literature.

During the Haile Sellasie regime Abbe was many times
rebhuked,; intimidated, arrested, and deported to Gore and
Mocha on internal exile. He refused to submit to all of
these pressures, however, and continued %to challenge the

system as vigorously as before.

With the passing away of the old reqgime, he hoped that
a bloodless political changey, which he proposed in his
plays, would come about. The first years of the revolution
through which Abbe 1lived did not fullfill his great
expectations. The situation contradicted with his long
desired "utopianistic dreams” of seeing his country
transformed intoc a free, just, prosperous, and proud
nation. The bloodshed between the opposing camps of the
revolution, which he had been condemning right from the
outset; must have frustrated him for his enthusiasm for hard

work and for polemics waned as the years went by.

He turned out to be the cardinal opposer and outspoken

opponent of the revolution. As a result He was many
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times arrested and imprisoned. One of my interviewees told
me the following story: "Abbe Gubegna made his small
daugther wear two different kinds of socks on Revolution
Day. When asked why, he replied: "Socialism and the world
are garishly decorated like this." At that time it was bold
of him to utter such words because nobody would have ever

dared to publicly condemn that system as openly as this.

Although Abbe Gubegna‘s plays cannot be taken as
examplaries of good drama, still they cannot be discarded
cutright, especially in view of the perinod in which they
were produced. They played an important role in raising the
public’s consciousness and in instigating them to express
their discontent against the systemy; if not to rise up in
arms against it. This much Abbe’'s writings have contributed
to the Ethiopian people, and in this regard, remain

significant.

y, A LIS e
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