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Abstract 

The Maika' is a Complimentary Ga'az poetry on various religious Subjects. These 

Subjects could be Divine beings, Angels, Saints, Ecclesiastic objects and abstract ideas. It is 

almost anonymous and its time of beginning and cessation is unknown for certainty. It has 

five-line stanzas with identical end rhyme. The structure of each stanza is categorized into 

three: description, call and supplication. Mostly the first two lines are description of the 

different parts of the body; the third line is a call and the last two lines are supplication of the 

suppliant. Some of the Malka'a maika' also have stanzas of invocation. The imagery in the 

Maika' is frequently biblical and rarely non- biblical that is used for didactic purpose and 

omamenting. 

Regarding its origin, the Holy Bible, particularly the Song of songs, has influenced it. 

Thematically and structurally, its imagery is highly similar to the Song of songs in terms of its 

nature of praise and supplication. The Maika' uses identical descriptors for identical palts of 

the body, similar descriptor~ and allusions for the Song of songs in palticular and the Holy 

Bible in general. Since the Song of songs is earlier in its appearance, it can safly be said that 

the Maika' must have been influenced by the Song of songs. 

Based on comparative textual study between the Malka'a maika' and the Song of 

songs in particular and the Holy Bible in general, the possible origin of the Maika' must be 

the Holy Bible. The Maika' and the Song of songs are similar in their basic form: description 

of the different P31ts of the body, praise and supplication. The organization, phrasing and 

imagery of the Malka'a maika' are similar to that of the Song of songs. The use of explicit­

implicit reference to the Song of songs, identical descriptors for identical parts of the body 

with the Song of songs, similar descriptors with the Song of songs, and allusions from the 

Old and the New Testaments indicate that the possible origin is the Holy Bible, particularly 

the Song of songs. 
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INTRODUCTION 

The Malk8' is one of the poetic genres of G8'8z literature. This research is an attempt 

made to study the Malk8' as a poetic genre in its own right. The major goals of the thesis are: 

(i) identifying the predominant features, (ii) looking for the characteristics of the imagery and 

(iii) determining the possible source of the Malk8' . Achieving these goals may expose the 

nature of this religious poetry, namely the Mtilk8'. 

To conduct such a research successfully, it is impOitant to know the source language 

of the Malk8' texts - G8'8z. However, my knowledge of G8'8z is not satisfactory. With 

breathtaking reading, consultation of G8'8z- Amharic dictionaries and G8' 8z masters, I 

sincerely believe that I have overcome the difficulties. My limited knowledge of G8'8z was 

acquired from different sources. First, two G8'8z courses given by the Department of 

Ethiopian Languages and Literature in the undergraduate program; second, traditional Q8ne 

school I attended in Wallo - Kobbo as a palt time student for two years; and third, as a 

follower of the Ethiopian Olthodox Church (EOC) I have been acquainted with many G8'8z 

prayer books including the Malk8'a malkEJ . 

TillS thesis is a research that indirectly tries to motivate other researchers in the field 

who want to study different genres of GEJ8z writings from the perspective of their literariness. 

It might also be used as a springboard for further studies in the field of the Malk8'. I also hope 

tllat this study will contribute a little by filling a small gap in human knowledge about the 

Malk8'. Since this is a preliminary study, researchers with better knowledge, enough time and 

better proficiency ofG8'8z are expected to pursue studying the Malk8' extensively. 

The thesis has four chapters. The first discusses the problem, the objectives, 

methodology, limitations and significance of the study. The second chapter is concerned with 

the related literature. It reviews the related literature and forwards its difference from the 
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reviewed ones. Only those studies that directly mentioned the Maika' and commented on it are 

reviewed. 

Because the research is descriptive, the third chapter tries to gIve comprehensive 

definitions of the Maika', its general features , and analyze its prosody and imagery. The fourth 

chapter consists of a comparative analysis of the selected Malka'a maika' and the Song of 

songs and identifies the major relationship the MaikEJ has with the latter. This comparative 

analysis and identification of the relationship between the two are used in the argument that 

suggests the possible somce of the Maika'. The conclusion is a summary of the preceding 

chapters of the thesis. The last pmt of the thesis includes bibliography and appendix. 

The English translation of different stanzas from different Maika'a maika' is given in 

the last two chapters to SUppOit my arguments with concrete evidence. Transliterated stanzas 

are also given when there is a need to do so. The citations are given in their source language -

Ga'az - before the English translation of the stanzas or verses of tile Maika'a maika' and the 

Song of songs. This is because the English translation may sometimes fail to convey the 

message and mtistic quality of the poems and the verses in their entirety. While translating I 

have not attempted to preserve the rhyme and rhythm of the original. 

If some words, sentences, concepts, and the like demand explanation or extra 

information, they are asterisked and footnoted accordingly. All the dates in this thesis are 

given in Gregorian Calendar, if not followed by E. C. that stands for Ethiopian Calendar. 

All citations from Ga'az and Amharic works (including stanzas and lines) 

andinterview are my translations except where the translator's name is given in parenthesis 

inU1lediately after them. The sources of the citations of the Maika'a maika' are given in 
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parenthesis with the name of the Maiko', the stanza and line numbers. The stanza IS 

represented by S and the line by L. The numbers of the stanzas are of the stanzas in a single 

Maiko' and the numbers of the lines are numbers in a single stanza, which has five 

lines. 
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CHAPTER ONE 

BACKGROUND 

1.1 Statement of the problem 

Ethiopian written literature up to mid-19th century was predominantly G8'8z Christian 

literature. This pious literature can be classified into three categories based on the question of 

originality. The writings translated from Greek, Syriac, Arabic and other languages fall in the 

first category. The second one constitutes those which are neither translations nor original 

(indigenous) writings. They are adaptations enriched by national flavor. For example the book 

entitled S8n8ksar has such qualities by constituting additional biography of Ethiopian Saints 

and a five-line stanza after the story of each day is finished. The third category embodies those 

works that are entirely indigenous. 

Researchers like Job Ludolf started to study this literature at the end of 17th century 

(Amsalu, 1976 E.C.: 86). However, the number of researches conducted during tile past three 

centuries was not as such considerable. This literature was studied by different scholars from 

different perspectives. If comparison is to be made between the researches done and the total 

works produced, tile researches are far too few to conclude that the literature has been studied. 

Expatriate scholars who studied G8'8z literature for example, belittled it by 

cOllUllenting as if it lacks originality and literary merits (Harden, I 926 : 20; Hyatt, 1928:246). 

They suggested that G8'az literature is defective because it is merely translational and lacks 

originality. Even some of them dared to say that Ethiopia is a country witllOut great poets and 

writers (Ullendorff, 1945: 41). Thus, the cOlllltry, according to the above scholars, does not 

have indigenous li terature. 
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Therefore, anyone who wants to read about GO'oz literature can not fmd quantitative ly 

enough and qualitatively substantial materials. Similarly, as we are going to see in the review 

palt, even those available materials on the Mdlko' are scanty and heavily generalized. Despite 

these studies, Go'az literature has considerable wealth both in the contexts of Ethiopian and 

world literature. Those writings that are lost from the rest of the world such as the complete 

texts of Book of Enoch, Jubilees, Ezra Sutu'el and Ascension of Isaiah are fmUld only in 

Go'oz manuscripts of the EOe. 

What are the possible reasons for the inadequacy of research outputs on Go'oz 

literature? One of the reasons, probably the most significant one, could be language barrier. 

Because of researchers' lack, inadequacy or, in some cases, ignorance of the GO'oz language, 

its literature remained unknown to them. This paucity of knowledge is shared by many 

scholars whose major concern is literary studies. Thus, the study of Go'oz literature is waiting 

for researchers to dig out facts and figures about it. 

Some of those scanty materials are usually found in academic journals, seminar papers 

and conferences' proceedings and theses of university students that are inaccessible to the 

general public. Some foreign scholars also tried to study the literature, but most of their 

statements, I think, are victims of hasty generalizations. 

Another reason for the deficiency might be inadequate attention given to the subject in 

the universities and colleges, exclusively on Go'az literature, both in the wldergraduate and 

postgraduate programs by the concerned depaltments. Because of these reasons, it seems to 

me, even those researchers who are interested in literary study do not seem to be inclined to 

do research in the areas of Go' OZ literature. Even if there are some Go' OZ writings that are 

translated into Amharic, though the translation might not be authentic, I believe. According to 
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Ayalew Tamiru' , most of the translated writings have many inseltions that are not in the 

original G8'8z writings because of the publishers' business purposes and the translators are not 

also well educated. Thus, according to him, translated writings are not authentic (1992 E.C). 

One of the indigenous writings in G8'8z literature is G8'8z poetry that is predominately 

Q8ne, D8ggua and the Malk8'. It is hard to find , at least to my knowledge, genuine translation 

of Malk8'a malk8 ' available in Amharic. Therefore, their language deficiency could not permit 

scholars to study it. Thus, research work in the area of G8'8z poetry demands a thorough 

knowledge of the source language. 

As mentioned above, Malk8'a malk8' are one of the genres of G8'8z poetry. The 

Malk8'a malk8 ' are complimentary descriptive poems that describe different palts ofthe body 

and other attributes of their subjects. 

The subjects could be Divine beings, animate, inanimate and abstract ideas including 

God, angels, saints, maltyrs, prayer books, ecclesiastic materials, love, etc. The poems are 

meditative in nature and written only for their religious purposes. 

The Malk8' , as far as my survey is concerned, is not dealt with exclusively as a subject 

by any researcher in any study. Even those studies that touched slightly upon it, in my opinion, 

are not satisfactory; because they are glossing over it or it is a peripheral issue for them. This 

type of treatment, as will be seen in tlle review part, created a confusing image of the genre. 

Thus, there appeared a gap of knowledge concerning this genre of G8'8z poetry. This is 

one oftlle major reasons that prompted this study. 

The other reason for the selection of this genre as the subject of tllis thesis is its origin, 

its exotic nature and its being indigenous to Ethiopia, as I shall try to explore it in the foulth 

, 
Ayalew Tamiru (AHiqa) is one of the reputed scholars of the Church, the fOlmer chainnan of the 

comittee of the scholars (YdLiqall'ont Guba'e) ill the Holy Synod of the EOC and the author of three 
books all theology and Church histOlY. 
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chapter. Most of the expatriate scholars hastily generalized and forwarded such ideas like 

Ethiopia was a cOlUltry that did not have great poets and authors; and also considered the 

country having no indigenous literature of national origin (Ullendorf, 1945: 41). Even those 

who accepted the Maika' as indigenous asserted that it is "not a very elevating type of 

Clu'istian poem" (Harden, 1926: 59). 

Contrary to the above statements however there are abundant indigenous poetry and 

prose that dealt with the lives of Ethiopian and foreign Clu'istian Saints, there are also 

philosophical and theological writings. The Maika' is one of the geners of indigenous Ga'az 

poetry with its own literary merit. This is also another incitement that has initiated this 

research. 

The third reason is that G8'az literature is studied mostly from the point of view of its 

theological merit, but it is not studied for its literary values (Ephrem, 1999: 5). Since tlle Malk 

a' is one of the genres of G8'az poetry, it needs to be studied in its own right as a literary 

genre. 

As mentioned recurrently, the subject matter of this thesis is the Maika'. I will try to 

identify and reveal the major features of the Maika', analyze its imagery and establish its 

possible source by examining its relation with the Song of songs. Along with these, I will 

endeavor to show whether the Malka'a maika' have rigid formula or they are different. 

Generally, this research tries to answer the following questions. 

I. What are the major features of the Malka'a malka'? 

2. Do the Malka'a malk8' have similar features? 

3. Are tllere differences offeatures among the Malka'a malka'? If 

there are, what are they? 
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4. What are the characteristics of its imagery? 

5. What is the relationship between the Malk8'a malk8' and the 

Song a/songs in particular and the holy Bible in general? 

6. What is the possible source of the MalkfJ? 

1.2 Objectives 

The general objectives of this research are to identifY the major features of the 

Malk8', to analyze its imagery and to suggest its possible source by deciphering its relation 

with the Song a/songs. It is a preliminary descriptive study. 

The MalkfJa maikfJ are G8'8z poems produced only for religious purposes. The 

contents are its theological aspect that is mainly the concern of the theologian. But for the 

person related with literary study, the main concern is the form rather than the content and the 

examination of the form in conveying its content properly. The major concern of this thesis is 

not to examine the relation of the form and the content of the MaikfJ a malkfJ . Rather it is a 

research aimed at bringing out the major features and arriving at its possible source. 

Considering the aforementioned general objectives, this research tries to achieve the fo llowing 

specific objectives. 

(i) IdentifYing the major features of the Malk8'a malk8'; 

(ii) Showing whether or not the Malk8'a maikiJ have identical formula 111 their 

structure; 

(iii) Analyzing the imagery; and 

(iv) Finding out the possible source of the Maik8' by deciphering its relation 

with the Holy Bible, patlicularly with the Song a/songs. 
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1.3 Methodology 

This research is a study on religious literary writings and evidently grounded on a 

library undeltaking. The number of the Malka'a maika' is one of the obscw-e aspects of the 

gem-e. There are about 50 Malka'a maika', according to my sw-vey, in print. This does not 

mean that there are not any more; far from that. I have not been able to find one who could tell 

me the exact number of the MalkfJa malka'. Therefore, it has become significant to search for 

other Malka'a maika' than hithelto fow1d in print. 

With this objective in mind, I went to one of the monasteries fow1ded in nOlth Wallo 

named Dabra Zamada and came across a manuscript called "Malka'a Guba'e". The 

monastery is 28 kms West of Wajja town and takes half a day on foot. The manuscript has 88 

Malka'a maika' and other pieces of writings compiled in 208 parchment leaves. I read them 

for about three weeks. I also found manuscripts of 9 MalkfJa malkfJ in lES library that I did 

not fmd in print or the manuscript I referred to. Including the printed ones, I read 144 Malka'a 

malka'. 

Among these 144 Malka'a malkfJ 59 of them are mentioned in this thesis and citations 

are taken to use them as examples. The selection is made for their accessibility. Most of them 

are available in print. The Malka'a maika' that I selected and copied from the manuscript 

display extra and distinctive featw-es as compared with. the other published Malka'a 

malka'(see the appendix for the published and unpublished Malka'a maika' for which I get the 

oppOltlmity to see them.) 

Some of the published Malka'a maika' are translated into Amharic and their Amharic 

versions are not used in this thesis because I doubt their authenticity and believe that they 

somewhat have lost their meaning and poetic qualities that they show in the source language. 
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hl the same way as the Ga'az version, the translators of the Amharic versions are anonymous. 

Generally, the publisher, Tesfa Gebresillasie, is considered as the translator of the Malk8'a 

maika' by the public. However, he confessed to the "RepOtter" a weekly Amharic local 

newspaper that he was ignorant of G8'8z language (1989 E.C.). Therefore, for convenience I 

chose to scrutinize the G8'8z version of the Malka'a malk8' and similarly the Ga'az version of 

the Song of songs is used. 

Generally the research is based on library and monastery materials; but sometimes I 

have consulted clerics of the Ethiopian Olthodox Church who have been thought to have 

sufficient knowledge of G8'fu language and its li terature. I do not use any theoretical frame 

work to analyze the Malk8'a malk8'. The method of analysis used in this thesis is descriptive 

and comparative. Therefore, the methodology applied is eclectic operating as the need arises. 

1.4 Limitations 

As it has been cited in different studies written in Amharic and English such as in 

Amsalu Aklilu's and Kristen Pedersen's works, Italians conducted different researches in the 

Italian language (Though I did not know the language, I came across the titles of the 

researches with the name of some Malk8'a malk8'). There are also researches in German 

and other languages. I am ignorant of the European languages but English; therefore, the 

review patt does not include those studies written in languages other than English. 

I am not good at pronouncing Ga'az. This shadowed its effect on one of the sub-topics 

of chapter three, entitled rhythm and delimited the ana lysis . I am also obliged to depend on the 

materials of Alemayyehu Moges tllat I have consulted. 

Another limitation is the absence of dictionaries of the Bible to refer to whether the 

Malka'a maika' allude from the Holy Bible or not. I used only a small Bible dictionary written 
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in Amharic (which is not sufficient for this study) and my knowledge of the Holy Bible and 

consultation with the Church scholars to explore the allusions used in the Malko'a maiko'. 

1.5 Significance 

For this thesis is mainly a descriptive and comparative study of Go'oz poetry, namely 

the Maiko', anyone interested in such literature may benefit from it and learn about most of 

the features and aesthetic qualities of the gem-e. Go'oz literature might be the storehouse of 

many literary devices which probably be applicable to Amharic literature. Thus, this research 

is expected to give some clues of the device used in the Maiko' and it might em-ich its readers 

with the knowledge of the Maiko'. Besides, it could initiate other concerned researchers to 

turn their attention to Go'8z literature in general and Go'oz poetry in paJ1icular.To see how 

much Go'oz literature has influenced Amharic literature, literary qualities of GiJoz literature 

must be studied in their own right. Thus, studying the literary qualities of Go'oz literature will 

enable researchers to study their influence over Amharic literature . Therefore, this thesis 

might contribute to the understanding of the Maiko' for those who want to pursue studing in 

this area. 
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CHAPTER TWO 

Review Of Related Literature 

0 8'az literature has been studied by different researchers from different perspectives. 

When the studies done are compared with the literature produced, they are far too few to 

speak with a sense of satisfaction that the literature has been studied. Poetry is one of the 

major genres of 0 8'az literature and one of the genres of 08'az poetry that is almost 

wItouched by researchers is the Mdlk8'. It is not studied as a subject by itself; however, there 

are few researches that have touched upon Mdlk8' as a peripheral issue while discussing 

general issues on 0 8'8z and other literature. These studies are pedantically reviewed in the 

sections that follow. 

2.1 Pedersen's Conference Paper (1989) 

The most significant work on the Mdlk8' is Kirsten Pedersen's paper presented at the 

8th International Conference of Ethiopian Studies, entitled "The Malke: An Ethiopian prayer 

form with Latin origin?" It is not an exclusive study dealing only with the Mdlk8'; rather it is a 

comparative analysis between two Md/k8'a mdlkfJ and the Swedish saint Birgitta's two prayers 

written in Latin: Mdlk8'a Jydsus and Mdlk8'a Maryam, and Oratio Quarta and Oratio Tertia 

respectively. The researcher deserves an appreciation for her interest in finding the source of 

the genre and for the information she has given us by defining and explaining the two Mdlk8'a 

mdlk8'. 
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Prior to scrutinizing Pedersen's analysis of the two prayer forms, I will raise some 

drawbacks , in my opinion, of her paper. First, the paper does not satisfactorily tell readers 

about the two prayers written by saint Birgitta, namely the Oratio Tertia, which is written in 

honor of Jeslls Christ and Oratio Quarta, which is written in honor of the Virgin Mary. The 

paper does not even explicitly mention whether the Orations are poems or not, whether they 

are divided into stanzas and how many lines each stanza has. Readers are not also informed 

about the number of similar Orations written by saint Birgitta. The second drawback of 

Pedersen's paper is regarding the two Malka'a maika' compared with the Orations. They are 

only two; but at least, according to my discovery, there are 144 Malka'a malkEJ . Therefore, 

analyzing two MalkfJa malkEJ to establish the source of tl1e genre as a whole is, r iliink, 

inadequate. 

The objective of Pedersen's paper is exploring the possible source of the Ethiopian 

prayer form- the Maika'. To do so the researcher compares the two sets of prayer forms. After 

juxtaposing the pairs of prayers, she identifies 8 similarities and 8 differences. Among the 

similarities and differences, 7 fi-om each are applicable to both Malka'a maika', whereas, one 

similarity and one difference, are applicable only to Malka'a Iyasus. 

Even with regard to the similarities, there are some questions to be raised. Three of the 

similarities are not typical only of the two sets of prayer forms: the Orations and the 

Malka'a maiko'. They could be applied also to other forms of prayers. Similarity 2, for 

example, states that both were mainly prayers of praise. Other prayer forms such as Wudase 

Maryam, Arganona Maryam, Anqa~a Barhan, etc. are also prayers of praise like the 

Maika'. 

In the case of the differences, like the similarities, there are some questions that 

require comment. Difference I , for example, states that the Malka'a maika' are longer than the 
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Orations, because they describe more parts of the body than the Orations. According to 

Pedersen, Oratio Quarta has 18 pmts while Maika'a Maryam has 58 stanzas . But there are 

some Maika'a maika' that are shorter than the two Orations discussed. For example, 

Maika'a Mat i8h, written in honor of the Virgin Mary, has 12 stanzas and Maika'a Maia'akti 

Uqabe has 16 stanzas that are shorter than Oratio Tertia and Oratio Quarta that have 20 and 

18 palts respectively. 

There are also contradictions between some ofthe similarities and differences. To look 

at some of them, similarity 3, that assellS the elevated poetic nature of both prayer forms, 

opposes difference 7 that states the Latin prayer form which is less colorful and less 

metaphorical and says the Orations, by giving example, have" .. . no describing adjectives." To 

add another example, similarity 5 mId differences 2 aJld 5 are contradictory. Similarity 5 

confirms that both prayer forms begin praising with the head and end with the feet ; but 

difference 2 says that Maika'a Jyasus begins by praising the name of Jesus while Oratio Tertia 

begins by praising the head of Jesus. Similarity 5 diametrically contradicts difference 5 in thaI 

it points out that unlike the Orations, the Maika'a Maika' does not end with the feet. 

Pedersen tries to discuss the possible reasons for the similarities. She identifies six 

reasons. All reasons given in her paper are possibilities not facts . The six modal verbs used in 

the six sentences of the reasons she gives are "may be", " may have been", "may have had" , 

"may have been", "may have been" and "may have," in that order on the list of reasons. 

Therefore, I contend that the explanations given on the bases of such probabilities cannot be 

sufficient evidence for the conclusion that the origin of the Maika' is Latin. 

The other problem with Pedersen's paper concerns the time of appearance of the 

Maik!J . She says " .. . the m1ilke'at do not begin to appear until the 17th century." I do not agree 

with this; because, as I try to discuss in the 2nd section of chapter three, the Maika' begmI to 
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appear before the 14th century. Many scholars also agree with the statement that the Malk8' 

began to appear before the 17th century. For example, according to Alemayyehu Moges (1952 

E.C), the Mtilk8' appeared before the 14th century; according to Alexander Ferenc (1985: 

283), it flourished (not appeared) in the 17th century, and according to Harden (1926: 28) and 

Hyatt (1928: 249), the author of Malk8'a Mmyam was King Naod of the 16th century. If thi s 

is so, one can say that Malk8' existed before the 16th century. With all the above testimonies, 

her argument cmmot be valid. 

One last point I want to discuss is the explanation given for reason 6. Reason 6 

suggests that the Orations of St. Birgitta may have reached Ethiopia. To show that, Pedersen 

uses the footnote of M.R. James' book entitled The Apocryphal New Testament. In the 

footnote about D8rsana Mahyawi, James discovered in the stOlY that the book was written by 

the Evangelists and by three virgins: Berzeda, Mathilda and Elisabeth, to whom the Lord 

revealed his passion. According to Pedersen, the name Berzeda was the mispronounced name 

of St.Birgitta of Sweden of the 14th century. In my opinion, this assumption, which is based 

on the phonetic similarity of the two names, is doubtful because Berzeda was mentioned as 

one of the 36 women saints of the I st century who followed Jesus Clu'ist, according to some 

of the books of the Ethiopian Otlhodox Church. One such book is the commentary on the 

liturgy book entitled Ma$hafa Qadasse: N8babunna T8rgu'amew (Book ofliturgy: its reading 

and commentary). It (1988) clearly assetls that Berzeda was one of those 36 women saints. 

Besides, according to James' book, the three women were virgins; but according to Pedersen's 

paper, Saint Birgitta was not, since she was married to a man named Ulf Gudmarsson and 

gave birth to two children. Even D8rsana Mahytiwi itself states that these saints wrote that 

book with the Evangelists. As it is widely known the Evangelists lived, or are thought to have 

lived in the 1 st century. 

15 



With all these weak (at least for me) arguments, there cannot be any evidence to 

conclude that the MalkfJ is not indigenous to Ethiopia. However, Pedersen's effOit to tackle 

the problem of the source of the Maika' is highly appreciable, although the fUlding is not 

wOlth the try. 

In the fOllIth chapter, I shall try to show the possible source of the Maika'. That is why 

I have reviewed Pedersen's paper at length. This thesis differs from Pedersen's paper in two 

ways. First, the statements with respect to the origin of the Maika' are not similar to those of 

mine; secondly, the scope of this thesis is wider than hers, in that it treats the gel1l'e from 

different perspectives. Her paper addresses the Maika' only from the perspective of its origin. 

2.2 Alexander Ferenc's paper (1985) 

"Writing and literature in classical Ethiopic (Giiz)" is a paper written by the above 

mentioned polish scholar. Ferenc discussed Ga'az literature by dividing it into different 

periods of its production. When he discussed the 17th century Ga'az literature, Ferenc touches 

upon the Maika' as a gel1l'e of Ga'az poetry. 

Ferenc defined the Malka'a malkfJ as complimentary poems that describe the different 

palts of body of their subject and address the problem of the time of appearance as the genre 

flourished in the 17th century. I do not agree with his defmition, because the Maika' also 

describes attributes of the subject other than the different palts of the body. I shall comment 

on the issue of definition in the first section of chapter three. Ferenc also suggests that the 

Maika' is probably found in Ethiopia and palticularly in Ga'az literature. There is only a single 

Maika' written in Amharic, as far as my discovery shows. This Maika' is MalkfJa Haile 

Sillassie. 
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As examples for the statements he wrote about the Maiko', Ferenc cited three stanzas 

that are translated into English. In my opinion there are some problems with translation. The 

trans lated stanzas in the paper are from Malko'a Kidanamohrat, but he wrote that he took 

them from Malko'a Maryam. One can easily detect that the stanzas are from Malko'a Kidaniim 

ohrat simply by looking at the third line of the first cited stanza Th9"C1' hin UTfCf9" 

OJ"'{l'I' .v,ooC; 'O-:'U "to'mmrtii kidan Maryam wa gii!;>ii diimmiinna boru". The clause 

to'mmrtti kidan Maryam denotes that Maryam is the sign of the covenant between her and her 

Son, Jesus. The Virgin Mary was given the name Kidaniimohrat for she received a covenant 

fi'om her son Jesus Christ to show mercy to sinners. The word Kidanamohrtit literally means 

covenant of mercy. It is also celtain that the name Kidanamohral is another name given to the 

Virgin Mary. However, Miilko'a Kidaniimohrat and Malkfla Maryam are two different poems 

and each of them have its own signification. The cause of such misnaming might be the 

absence of equivalent word for the word Kidanamohrtit in English. Moreover, the knowledge 

that both names designate one person, the Virgin Mary, might have perpetuated the same 

error. 

Another problem, agam III my opllllOn, I encountered in Ferenc's paper is the 

translation of the word ho!;>n to mean womb. Ho!;>n is a word given for the part of the body 

between the ann and the chest, which is used as cradle. If one reads some Malkfla malkfl 

critically such problem might not occur, since the word is used in many of them for subjects 

of both sexes. On the contrary, womb is a word that refers only to the female organ whose 

Go'oz equivalent is maho!;>an. One can get the word ho!;>n in the Miilko'a maiko' used for male 

and female subjects; but maho~an is found only in the Miilko'a maiko' for female subjects. 

17 



The possible cause for stich translation error might be that both come from the same 

root. Both words are derived from a single word ha$dnd meaning "reared or adopted a child 

Ichildren. " 

There is also another problem in transliterating the word in the line cited below that 

show the MdIH), is Mdlka'a Kidandmahrdt. In the line T8'mmrtd kidan Maryam wd gd$d 

ddmmdnna baruh the word 10 gii$ii is not the right transliteration. This mistransliteratioll 

can create difference in meaning. The right transliteration is 'I'f1"" qasta . In his footnote , 

Ferenc refered it to the story of Noah asselting indirectly that it is qdstd, since it is the bow in 

the cloud (commonly known as rainbow) which is the sign of the covenant given to Noah. The 

equivalent word in English for qdstd is bow. 

The last problem of translation appeared in translating the last three lines of the 

second stanza. Let me quote it verbatim. 

M"d-.t\h. "'IC5"l" n~R<t:l\t • . 'l..9" H7t'17;t' 
M<t:fIf' 9"M '/<t:f1h. ;J'f1·/'.'IN/? (lDnt.t'I;t' 
~\(lD (lD1o;t''/?:r P';Jf' ·l+h.l'.'} (lD1o;t':: 

Ama I:1la-ki Maryam ba na$af $afa dam za-Gologota 
la-nafsa ya rna slanafski tastadalwi makfalta 
ama-mare ta wit sa gaye ta tkadan mareta 

Oh Mary, I promise you on the drop of bloodshed at 
Golgotha 

That when your soul joins my soul, 
My mortal body will give itself to the ashes ofthe 

earth. 
(Ferenc, 1985: 284) 

These lines do not clearly show what the request of the implied poet (the speaker) is. In the 

source language, the implied poet implored the Virgin Mary to promise him by the drops of 
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blood of her Son shed at Golgotha to prepare his reward as it were her own, when he dies and 

buried. There is no clue 0)' even implication of the "joining of soul" in the source language. 

Mosla is a preposition that commonly means "with", but here, from the context, it is 

equivalent to the conjunctions "as" or "like". This misrepresentation made the translated lines 

contort the intended meaning, which is a request directed to the Virgin Mary. Fmther more the 

phrase ;:J-{j·J'.'IA'e uon,{.A;:J' "tastadalwi makfalta "is not translated. The request in the 

source language is directed towards the Virgin Mary to prepare his reward by considering his 

soul her own. 

Another suggestion in Ferenc's paper, with which I paltly agree, is that the MalkfJ has 

similarity with salam. I say p31tly because Ferenc considers salam as a four-line stanza; but 

alike the stanzas of the Malko'a maika', it has five lines and since it has only five lines, it 

cannot be divided into stanzas. However, he identified the similarities in end rhyme and in the 

number of the lines of a salam and a stanza in the Maika'. 

2.3 Harden's book (1926) 

Harden mentioned the Maika' 111 his book entitled An Introduction to Ethiopian 

Christian Literature. He tried to define the term Maika'. His hasty statement, with which I 

disagree, is the conclusion he makes without any textual analysis. For him the Maika' is "not a 

very elevating type of Christian poem" (59). To make such a statement requires an in-depth 

analysis of the sample texts; but Harden failed to do so. He also gave the authorship of 

Malko'a Maryam to King Naod, just like Hyatt as we will see in the following section. 

Similarly, no evidence or argument is given for this statement. 
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2.4 Hyatt's book (1928) 

The other expatriate scholar who wrote about the Ethiopian Chmch is H.M. Hyatt. His 

subject is not the Maika', but he made a pass ing remark and forwarded a few statements about 

it. Hyatt categorized the Maika', in my opinion, wrongly, as a kind of Qane (this is al so 

wrong), Salam, Ma'manan and T abib (I could not fmd a poem with this title). However, the 

Maika' is a genre of Ga'az poetry as Qane and Daggua are. It is not a branch of Qane. As 

mentioned in the preceding section, Hyatt wrote, like Harden, about Malka'a Maryam that it 

was a poem written by King Naod, without giving us any sound evidence or argument. 

The above fom scholars are expatriates. In the coming tlu-ee sections 1 will try to see 

the works of Ethiopian scholars. 

2.5 Alemayehu Moges' Paper (1966 E.C) 

Studying Ethiopian literature without Qane is meaningless is an alticle written by 

Alemeyyehu Moges. He explained the versification of Ga'az poetry such as Daggua and 

Maika'. He suggested that the rhythm of the Maika' is not symmetrical and uniform, by giving 

the metrical feet of the lines of some stanzas from different MalkfJa malka'. He does not give 

us any information other than describing the rhythmic pattern of the Mtilka'. 

2.6 Amsalu Aklilu's book (1976 E.C.) 

Another Ethiopian scholar who had worked on the histOlY of Ethiopian literature is 

Amsalu Aklilu. AC'C'ar ya Jtyopia Sana$8hufTarik is the title of his unpublished work written 

in Amharic. He tried to define the Maika' and commented on the poem witllOut any analysis. 

He said that in the Maika'a maika' "the great artistic skill, depth ofthinking, and creative skill 
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of the poets are reflected"(55). He made this comment without any attempt to analyze even a 

single stanza of Maiko'. He also hastily generalized that the poets of the Malko'a maiko' 

have limited knowledge. "For the poet who had not related to other kinds of literature, it is 

appreciable to see the literary qualities exhibited despite his limited horizon of thinking." (55) 

Such statements should have been made after exhaustive analysis of the Malko'a malkfJ, based 

on thorough research conducted on the Maiko' and the lives of the poets (most of them are not 

known) . Otherwise one carmot find answers to questions like "What are the literary qualities 

exhibited in the MalkfJ? " and "How can one know the horizon of thinking of past and 

wlknown poets?" Generally Amsalu's statements on the 

not based on any evidence . 

. 2.6 Berhanu Gebeyehu's MA Thesis (1998) 

MalkfJ are not analytica l and are 

The subject of Berhanu's MA thesis entitled Islamic Oral Poetry in Wallo: A 

Preliminary descriptive analysis is not the Maiko' . Berhanu mentions the MalkfJ when he 

compares it with the Islamic oral poetry. In explaining the resemblance between the two 

forms, he considers the Maiko' nalTative. The Malko'a maIko' are not narrative poems; they are 

descriptive. He also considers it prose in style just by looking at the translated Amharic 

versions of some of the Malko'a maiko'. But the Malko'a maIko' are poems with their own 

distinctive featw'es, as we are go ing to see in the third chapter. 

He also counts the words of the translated Amharic versions of MalkfJ a Giyorgis and 

Malko'a Maryam (which he should not have) to compare the length of the two genres. The 

number of words in the Go'oz versions of the poems and in the Amharic versions that is in 

prose form are different. Therefore, the number of words of the Amharic versions are not the 

number of words in the Go'oz version. 
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Generally, the com pans on made concerning the significance of the two genres is 

commendable, though it requires detailed analysis of many Malko'a maiko' to reach such 

conclusions. 

Except the paper I reviewed in the first section of this chapter, that deals with the 

Maiko', all the others have their own subject-matters; the Maiko' is not their subject. All of 

them touched upon it tangentially because it is either palt of the Go'oz literature or because it 

has some similarities with their subject. But Pedersen's paper is a comparative study 

conducted to explore the origin ofthe Maiko' . 

This thesis is different from all the reviewed papers by its major concern. Its topic is 

the Maiko'. Its objective is discovering the major features of the Maiko', analyzing its imagery 

and finding out its possible source as a genre. It is different from Pedersen's paper in that first, 

it tries to analyze different features of the MalkfJ and, second, it suggests another source for 

the Maiko'. 
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CHAPTER THREE 

ESSENTIALS OF THE MA"LK8' 

3.1 General Features 

3.1.1 What is MA"LK8' ? 

What, exactly, is the meaning of the word Malkf/? It is a G8'8z word derived from the 

verb Lak8'a, according to Kidanewold Kifle (1948E.C:565), means "he' wrote, he printed, he 

drew or he sculpted an appearance". Thus the derived noun Malk8' means "likeness, form, 

painting or picture" (Kidanewold, 1984 E.C : 566). Malk8' from its literal meaning is to be 

said only of the physical body of men or animals. Its plural form isMalk8'at. 

The other and most impOltant meaning of the word, at least for the subject of this 

thesis, is its meaning, which designates it as a tenn. It is a term given to one of the gemes of 

G8'8z poetIy . The definitions of the term given by many traditional and modern scholars, I 

think, have some shOltcomings. Let me quote two definitions from each school. 

Kidanewold (1948 E.C: 566) defined the term as follows: " Malk8' is a name of a 

composition of praise that describes in the form of song the body from the locks of the hair to 

the nails of the toe." This defillition is shared by many scholars, traditional as well as modern. 

"These poems are praises in verse of the likenesses of tile subjects, starting with the name and 

continuing sequentially from the locks of the hair of the head to the toe nails." (Ayalew, 

1992). Like the former, this definition mentions some of the major features of the form like 

• Amharic verbs are given in the third person, singular, masculine and past tense form. 
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description, palts of the body, praise and verse. The only difference exhibited between these 

two definitions is their point on the commencement of the description. 

The Polish scholar, Alexander Ferenc (1985:283), defined the Maika' as 

"complimentary descriptions of the individual parts of the body of the subject of the poem, 

descriptions stalting usually with the head and ending with the feet." Ferenc's defmition is also 

similar to the above definitions of church scholars, except for minor differences regarding the 

stalting point of the description. Ferenc wrote that the Maika' began describing from the head 

of its subject, not mentioning the hair and the name of the subject, as Kidanewold did. 

"'Likenesses' are hymns in honor of saints in which the various palts of the saint's 

body are recounted one by one, each in a separate stanza"(Harden, 1926: 29). This defmition 

does not suggest anything regarding the sequence in describing the parts ofthe body. It tells us 

that the Maika' has various stanzas though Harden, wrongly in my opinion, suggests that each 

stanza describes a single palt of the body. Harden considers (again I disagree with him) the 

subjects of the poems as only saints ; however, they have different subjects other than sa ints, 

such as divine and inanimate subjects. 

All the aforecited defmitions directly or indirectly consider the subjects of such poems 

as living things with phys ical bodies consisting of different organs. They do not consider 

those poems whose subjects are not physically living things. There are subjects without 

physical body such as ecclesiastical materials, prayer books and abstract concepts. 

There are also poems with divine subjects that describe the exploits ofthe subjects. T 

abibii T abiban is a Maika' with God as its subject, and it describes His exploits. Malka'a 

Masqal and Malka'a Sanbiit describe different P31ts of the body as if the subjects, Masq!;i l 

(Cross) and Sanbiit (Sabbath) are living things with physical bodies. Malka'a Anqa;;!'i 

Barhan is a poem using the first words or phrase of the paragraph of the prayer book 
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Anqa~a Borhan as head words for each stanza. (I will discuss the issue of the subjects of the 

Malko'a malkiJ in section 3.1.5 in some detail.) 

Based on the above discussions the defmition of the term, in my understanding, that 

fits with the general characteristics of the genre is the following. The Maiko' is a laud that 

describes different organs of the body and! or other attributes of its subject and supplicates for 

mercy in various stanzas. The subjects could be divine, animate, inanimate or abstract 

concepts. The Divine subjects are the three persons of God. The animate subjects are saints. 

The inanimate ones are prayer books, ecclesiastical materials, holidays and the like. Subjects 

categorized under abstract concepts are love, essence and character. The suppliant of the 

Maiko' is in the first person, eamestiy appeal to mercy and other religious rewards from the 

subjects, which are in the second person. According to the tradition of the Church, the Maiko' 

is called Dorsat (composition) and its poet is Darasi' (writer). Besides, the poets themselves 

give the genre different names. Some ofthese are Salama MalkiJ, Dorsat, Zommare, Mahletii 

som, Wudase and Mazmur in Malko'a 3s1ijanos (S-l ), Malko'a, Sanbtit (S-16), Malko'a 

Sanbtit (S-IO), Malko'a Yohannos Malmqo (S-27), Malko'a Ura'el Qadamit (S-l) and Iyaqem 

wa Hanna (S-ll) respectively. The plural form of the term Maiko' is Malko'a maiko' . The 

plural Malko'at, which I tried to discuss earlier, is different from Malko'a maiko' in that the 

former used to designate the different parts of the body, while the latter used to denote the 

Go'oz poems that compliment the different palts of the body. 

The Malko'a maiko' have been thought to be used as prayers to COlnmWlicate with the 

subjects of the poems and God (whether He is a subject or not) by the Ethiopian Olthodox 

Christians. The modes of thought in the Malko'a maiko' can be classified, according to the 

• See the Ge'ez Amharic dictionary by Kidanewold Kille. It refers to the poet of theMalka'a Maika' 
as ckirasi. 
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EOC, into fa ith, thanksgiving, repentance and supplication (The Ethiopian Olthodox 

Tewahedo Church Faith, Order of Worship and Ecumenical Relations, 1996: 64). They are 

prayers which exalt the suppliants. Their major themes are praise of the subject of the 

Maika' and supplication for mercy by the suppliant. In the description, the Maika' used 

biographical facts of the subject, stories and events and figures from the Bible mainly 

• from the Old Testament and the Awalad . 

Mon onAnn' fI<I.:C·Jl{j OJ /lh.I'/I·fTJ ~,CJ/I' 
'IV' ~(h'f:h' ,,'}11 M"''l'~'~, ,,9''', 1,\!:/I' 
CJCh. /I.'" "'1CY9" ""111,,..,· h·/I· 
HCJlh. n~n 9"J?:C n'<;'n OJ',,1: n"lo/l · 
OJH </'.V,ll h. /l'M9" fG'/,/I':: 

(ooAnn ·tC·Jl{j i netl. 47) 

Salutation of the likeness of Qirqos and his part 
Iyiilll!a 

Now I write by selecting from the book of his struggle [gad I] 
Mary, Lady of all, bless me 
That thou blessed on earth is also blessed in heaven 
And he, whom thou sanctified, lives forever. 

(Miilka'a Qirqos, S-47) 

As explicitly indicated in the second line of this stanza, the Maika' is composed by the 

anonymous poet using the biography of the subject -Qirqos - from his gad/? 

If the MalkfJa maika' are read attentively, they may develop one's religious knowledge. 

They require the knowledge of the Holy Bible and the life of the subjects to understand them. 

They may help also to know some of the major tenets of the Church. Let me give an example 

from Maika' Amanu'el, 

nlJ..'/\,!\ 11'H> A·nl' n9"fTJ', /lon'}nC ""~'.ht. 
t"V,/I ~\(h!l. 'f:tCh ",}<,. ~,.P', "I!l.t.. 
D"'1"'~bA h·<J~. "'1oM<" OJ~''}t • 

• Awalikl are all sacred books of the EOC except the Holy Bible. They are not Apoclypha, because they 
are authenticated and accepted by the EOC. The Appocly pha is the collective name of the 14 books, not 
considered canonical, which are included in the Old Testament in the Vulgate and Septuagint (from which the 
oa'az version is translated) versions. The EOC called them Dellirocanonical (The Holy Bible, 1980 E.C. ). 
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hOD h'HHl 0/.1':00 'l'f]'t 'I'll P' ;J'l?h HAt. 
h"ltUdlrh.C UO'/. 'rOO mht.:: 

(ooAhh O"'1'dbA 1 hCt!, 1) 

Since it was written in my board heart for 
appreciation 

No letter of Thy love is deleted 
Amanu'el, [Thou) judge of the centers and the periphery 
To speak the issue of Thy incarnation in front of a 

congregation 
God, give me wisdom and mouth. 

(S-I) 

This stanza apparently states that the poet's objective is to speak of Jesus' incarnation in front 

of a congregation. The issue of incarnation is one of the mysteries of the church. 

The MalkEYa maika' have a prayer mode that exalts one's spirit than develop the mind 

by referring to the exploits of the subjects and their power of intercession. Through 

heightening of the depressed spirits (souls) of the suppliants and directly addressing the 

subject, the Malko'a maika' help them to feel as if they were communicating with the subject 

in person. The Malko'a malkfJ are prayers that are largely versification of praise, confessions 

of sins and supplication for mercy. The suppliants request mercy and other heavenly rewards. 

3.1.2 The time of beginning and Cessation of the Miilka' a miilka' 

The Miilko'a maika' cannot be dated. The date on which the Maika' has begun to be 

composed carmot be asceltained. No scholar, at least to my knowledge, has given the exact 

date of its commencement. 

The scholars who suggested the date of conunencement of the Maika' only indicated 

its flomi shing time as the 17th centllly (Ferenc, 1985: 285). Alemayehhu Moges took it back 

27 



to the 14th century( 1952 E.C). For some scholars like Pedersen (1989: 557) the Maika' did 

not apperu' until the 17th century. The cause of such controversy is the absence of any hint of 

date' on the manuscripts of the Malka'a maika' themselves. 

The issue of Maika' (likeness) of God created controversy during the reign of Zer'a 

Yaqob ( Rundgren, 1982: 59 ). A group of Christians called Daqa 3stifa who questioned the 

intercession power of saints like the Virgin Mary, the angels, the saints and other figlU'es 

venerated by the Church, appeared in this period. They also objected the prostration offered to 

saints and their icons to pay homage and give due honor. This iconoclastic movement was 

considered as heresy by the EOC and ended after the severe measure taken against them by 

the king. 

Here my assumption is that this dispute might have led the clergy to the production of 

a new form of poetry that asselis the power of intercession and the significance of prostration 

offered to saints and their icons. This hypothesis seems true because there were many writings 

produced in that period in defense of the heterodoxy. The period is considered as the golden 

age in the history of Ethiopian literature. The fo llowing stanza clearly raises the question of 

the so called heresies. 

M9" M9" f\onAIl,. p'Mh. h·f\· 
h9'''/ f)(h.e OlOlC", Hfncu P''l f)~f\' 
Oln7,'}r11 OTJCf9" MI,. f],·}·h . .e·fIlI· 
ll·n(h·}· OlIl·nc OlM .. V: f\on,}"lP'Th . .e.V"f\. 
OTJCf9" nLh·}·h. 9"llM rUf\·:: 

(UDAll,. p'oA l ,.C/1, 23) 

Peace, peace to all the likenesses of thy icon, 
Its beauty shines more than the sun and the moon, 
Therefore, Mary, the people of thy house say, 
Praise and respect and prostration is appropriate for 

thy reign 

• The manuscripts usually indicate the Christian names of the copyist and the one who cover the cost of 
the copying project, no date and author. 
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Mary, let your blessing live with us. 
(Miilka'a s a'al, S-23) 

The above stanza reflects the appropriateness of the prostration given to the Virgin Mary. The 

following stanza also reflects that the problem and the request appealed to the subject of the 

Maika' is a ClU'se against the iconoclasts. 

M?" fI<ryCY9n o~·t. mA.v'· 'Prh~: 
mlTD'}nt. :nym· ·I.~ 

fI.~ ,}"l Ni" !!S.fI· M .. ~ 
fI<ryCY?" H.en. ~\ . .em.v'· 
ql)~t. lTD·flt.~' nfl.'~ flCM· fI.et.!l::: 

(lTD Nr fa P' 0 A .<l"l"'l:}': fa Ch.I) 

Peace to Mary, the wrap of the only son 
And the set of the living fire 
Prostration is appropriate for her virginity 
To the one who said I do not prostrate for Mary 
Let the sharpened sling of lightning fall upon his head. 

(Maika' sa'al dagmit, 5-1) 

These two stanzas indicate that prostration is a just action and the iconoclasts are heretics. 

Another point that SUppOltS the above hypothesis is the tradition of the inclusion of a 

Maika' at the end of each gad!' in praise of its subject. The gadlat statted to be written 

dlU'ing the reign of Zer'a Yaqob (Amsalu, 1976: 54). Thus, the Maika' might have stalted to 

be written at the same time. 

The time of the termination of producing the Maika' is also unknown. In examining 

the time of the end of composing the Maika', there are two important points that need 

consideration. These are the questions of when the subjects ceased to exist (when there is no 

more live saints who have not Malka'a maika' in their names) and when the MalkEJa maika' 

• Gad! is a fom} of Ge'ez nan'ative that depicts the li fe and suffering of the saints and martyrs 
venerated by the Church. 
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ceased to be composed for the earlier sUbjects. UnfOltunately both questions are difficult to 

answer. 

To be considered as saints in the EOC and to have Malka'a maika' composed in 

praIse of them, the sa ints should perform miracles during and after their eatthly life. 

According to Ayalew Tamiru (1992), "Now there are no saints who can perform miracles 

during and after their earthly life." This means that there are no more subjects for whom the 

Malka'a maika' are to be composed. Composing various MalkiYa maika' for the already 

existing saints repeatedly is not as such encouraging, because the earlier Malka'a maika' 

have already been canonized by the Church for prayer. However, the last Malka'a maika' 1 

came across were written for the last King and Queen, Hailesilassie and Welete Giyorgis 

(Menen), who were eatthly personages. There may not be other Malka'a maika' composed 

during this time. 

The issue peltaining to the time of appearance and cessation of composing Malkua 

maika' can be a research topic that requires detailed historical study of the manuscripts and the 

life of the subjects. Besides this issue, the other issue that needs some treatment is the case of 

authorship . 

3.1.3 Authorship 

Nearly all the Mtilku a maika' are anonymous. Since they do not consist of the finger 

prints of a poet, anonymity cannot be an obstacle in the analysis of these poems. Oral 

literature is anonymous. There are also writings in which the names of the writers are lost and 

no one is able to trace them; but the Maika' is a poetry written by self - effacing poets who did 

not use any idiosyncratic style. On account of this, the knowledge of authorship is not 

significant. Since the Malka'a maika' are willingly anonymous and they serve as a form of 
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prayer, they would have been valued, not for their authorship, nor for their poetic 

merit, but for the values the subjects (saints & others) represented. 

The poets of the Mtilka'a mtilka' are not thought as men with acute powers of 

observation and with greater imagination like poets of Qane (Ayalew, 1992). They are 

considered only as leamed and alticulate. The wOlth of the Mtilka' is assured not by the 

dignity of the poet (since it is anonymous), but by the dignity of its subject. The emotions 

exhibited are not peculiar to one man, but common to all that is related with laudation, 

penitence and mercy. 

The poets of the Mtilka'a mtilka' are skilled craftsmen transmitting tradition. The poets 

have not only their subject-matter provided by theology, but also the techniques of display and 

the emotion appropriate to it. Once it has developed, the form of the Mtilka' is taken as 

tradition and evelY poet of a Mtilka' has to follow that tradition. Their individual feelings and 

emotions are therefore not revealed in the Mtilka'a mtilka'. Their primalY concem is the 

subject-matter and the exact implementation of the tradition of writing. Generally, the 

Mtilka'a mtilka' have simple style with a high description of physique. The poems are 

conceived through and must be understood through intellectual attentiveness. 

The MtilkEJa mtilkEJ , as mentioned above, are poems provided for others to use as 

prayer. The suppliant is not the poet, it is the reader. The suppliant will identify himself with 

the implied author. This identification requires and produces an immediate effect of 

distancing the poet from the reader. This helps the reader (the suppliant) to consider the words 

ofthe description and the supplication to the subject of the poem. The issue of identification is 

challenged by Mtilka'a Qurban. Let me cite a stanza that proves it. 

"'l"rOl 9"ooo'1'} (J) 9"000'1')' Mh.fh N,(TD~· 
fI'I"t.n p';Jh (J)'''' l 10 Tor',· 
o)t!\.~ Ml I1CM·{j H ~d·h:.fI'f' h9" rhO',· 
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Ml'flh fI"OO' rh"'lOOn (J) oOil 'Mn 711'1,'/. 
It:J oO'M.il :"J{.il fI,"" h9n fl"'l "" &. '/.:: 

(ooAh~\ ',lCW} l ~\Ctb J) 

Congregation of believers, who believe in Thee 
When they always look at it to take Thy Flesh 
Christ, Son ofthe Father from whose bossom Thou 

have not isolated 
To teach them Thy passion and tell them about the 

Cross 
Send me the grace of the Holy Spirit from heaven. 

(S-I) 

This poem is recited by the priests and shows the position of the "I" in the I st stanza that he is 

the preacher who teaches the believers to be ready to take the Blood and Flesh of Jesus 

Christ. In another Maika called Losana Saba', the poet used personal reference to his life, 

specifically by mentioning his age when he was composing the Maika, 

fin.." Nlrn-/:' /: Moo ,,..,,.,,,,,11· n'/ 
50 qoo..,· H~\An 7.'1:, 

(At)', Mlh l nCtb 8: iln 4 he; 5) 

Since I served only for it [the tongue] 
50 years with out retirement 

(S-8; L-4 and 5) 

The self-effacement of the poet has limitations; but there is an advantage in the fact 

that the poets could have no access to control the emotion expressed, The emotion is provided 

by the theology. This gives the Maika' a humble view with a strong effect of sincerity. The 

sincerity resides, not in the poet's faithfulness to his own experience, but in his faithful 

transmission of the tradition. 

In the Maika' there is no attempt at elevation, The use of rhetorical figures for 

ornamenting a subject is not normally followed by the poets of the Malkaa maiko' . When 
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ornamenting figures are used, it seems mostly because. they are inescapable and not because 

they are rhetorical graces. The poetic ornament is not to beautify the subject, its pm-pose is not 

to adorn the wladornable or elevate the exalted, but to persuade the average Christian to think 

about and feel his life of sin and prepare him for penitence. 

The authors of the Malka'a maika' intended to show the "I" speaker's respect and love 

for the subjects and examining his conscience for the sin which he shares with everyone, and 

for which there is plain and objective solution: penitence and supplication. 

The poets of the Malka'a malkfJ are not known by name (since they are anonymous), 

it is known what kind of men they were by profession. MalkfJ requires knowledge of GfJaz 

and the lives of the subjects of the Maika'. It is celiain that the poets were learned clerics. 

Fom- poets were known for four Malka'a maika' such as Abba Sibhat Leab who was 

considered as the poet of MalkfJa Sillassie (Malka'a Sillassie, 1972 E.C.); Gebre Nazrawi of 

Gonder who was considered the poet of Malka'a Jyasus (Ayalew, 1992); Abba Giyorgis was 

considered the poet of Malk{Ja Qurban (Ayalew, 1992) and king Naod was also attributed 

with the authorship of Malka'a Maryam (Harden, 1926:59; Hyatt, 1928: 249). However, the 

majority remained anonymous. On account of the above points, the authorship of individual 

pieces seem irrelevant. Our ignorance of the authors of the Malka'a maika' is not a serious 

loss. The tradition of absence of distinctive style for individual pieces demanded the poets' 

abstinence from idiosyncratic style. Invention is w13cceptable in the tradition of writing the 

Malka'a malka'. Since the gradual development of the Maika' to its accepted form is not 

known and there is no Maika' I can find that shows the primordial style ofthe Maika' writing, 

I only took the present form as accepted. It is not also significant to rush to find the first poet, 

which might be like that of rushing to find the first poet of an oral poem. 
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3.1.4 The Miilka' and the Liturgy 

The liturgy is the form of the sacrifice, prayer and sacraments of the Chw·ch. The 

center of the liturgy is the mass, or the sacrament of the Eucharist. The mass is the perpetual 

re-enactment of the sacrifice of the New Testament in which the sacrifice of the cross is made 

present through Christ. 

The central part, or canon, of the mass has three sections: 

(i) From "O! My brothers, think of thy sin" up to "How awful this day" which is the 

preparatory Service. 

(ii) From "How awful is this day" up to "Go fOlth, ye catechumen" which is the firsl 

part of the Eucharist. 

(iii) Subsequent to this is the main part of the holy liturgy which comes after "Go forth , 

ye Catechumen" is said. Here the communion, the Flesh and Blood of Christ, are consumed 

(The Ethiopian Orthodox Tewahedo Church Faith, Order of worship and Ecumenical 

relations, 1996:84). 

At the end of the third section, before and after the Flesh and Blood of Christ is given 

to the faithful , Malko'a Qurban is chanted by the clerics. Mtilko'a Qurban is written to pay 

reverence to the Flesh and Blood of ClU'ist. 

There are also prayers that are recited daily immediately after the mass. These prayers 

are Wudase Maryam, Malko'a Maryam and Malko'a Iyasus. They are recited by the clerics. 

This recitation is performed by distributing each stanza to the clerics sequentially in rotation 

w1til it is finished . The distribution is done by one of the deacons or by other Church servants, 

who mention only the name of the pmt of body by which each stanza begins. 

Besides, if the day is the day assigned for the commemoration of a religious figure, the 

Maiko' of that specific figure is also recited in addition to the above mentioned three Malko'a 
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maiko': Malka'a Qurban, Malka'a Maryam and Malka'a Jyasus. If the church is named after a 

religious figure , the Maika' dedicated to the figure is recited daily after those three Malka'a 

maiko'. For example, Malka'a Lalibala and Malka'a Sanbdt, as I have seen in person, are 

recited daily in Lalibdla and Sama Sanbdt respectively. 

The Malka'a maika' are meant to be slmg. They are songs to be slmg with the voice, 

and to the sistra and drum occasionally; but in every day usage musical accompaniment is not 

considered essential to the form. Those designed for singing are always extracts of few 

stanzas from the given Maika'. Whenever the day is the annual day dedicated for the 

commemoration of a religious figure, some selected stanzas of the Maika' of that figure are 

slmg by the clergy with prayer sticks, sistrums and drums. For example, at Christmas day two 

stanzas from MalkEJa Jyasus are chanted. These are stanzas commencing by the lines «/'1'\9" 

the commemoration of Thy nameja name of oath that does not lie" and «0119" IIM"<\.L 

M' .. h tl "rlltlJ',} Wl.'l» (onAhh h.ro·{t, hCII, 28: {t'}'"5 J) "Peace be to Thy finger 

nails of your hand, all of them are white." 

The MalkEJa maika' as a whole are also used as personal prayer books for the 

followers of the Church. They pray to the Maika' of their favorite saint either on the 

commemoration day of that saint or daily. 

In addition to its purpose as a prayer, the Maika' has didactic purpose. It tries to 

familiarize the reader with the life of the subject. To do this, it has based itself on biographical 

facts of the subject. Therefore, to lmderstand the Malka'a maika' biographical and theological 

knowledge are requirements. 

1'1'19" 1111hL MUh {ton t7D{hil II ~\ . .e{h,O· 
tl ~1,}IlL 1>'<':on 7,"ltL)"Il{h,C Ilh·h:''}o, 
h. ro·{t hCM·{t 11M?'}' 'l;hCr hCLP' 
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nhl'l.1'I MOh h'}H J!,·r-~?t\ nCM· 
nU'} ' /' ?C OJl.I'l ~\ . .I'I'I' 

(ODt\hn n.\"Mll nC/1, 1) 

Peace be to the commemoration of Thy name, a name 
of oath which does not lie, 

That, earlier God placed it in his throne 
Jesus Christ, (Thou) descendant of David 
When his head is crowned with the crown of Thy name, 
Joshua inherited the lands of his foe. 

(Mdlk8'a iydsus, S-l) 
(Kristen Pedersen) 

To understand the first stanza of MdlkE!a iydsus, the knowledge of the biblical story of 

Joshua is essential in addition to theological knowledge of the genealogy of Jesus and His 

incarnation. One has to know the unity of the names of Jesus and Joshua. Both names literally 

mean redeemer (savior). The last two lines pointed that the power for Joshua's performance of 

such grand deed comes from the identicality of the name of Joshua with Jesus. The knowledge 

of the story of Joshua's inheritance of the promised land and Jesus' genealogical relation with 

David is also very significant. According to the depth of knowledge, one can go further in the 

interpretation of this stanza. 

Another example that directly indicates the didactic nature of the MdlkE! is the first 

stanza of Mdlk8'a Qurban. 

"'1"1n/. 9"OlTDCj'} OJ 9"OlTDC;'}' M h . .I'h "'nOD~' 
II'I"L), ;»;Jh OJ'}'/. ')n "'Of"I' 
OJt\.l'. ~\·n hCII'M H n:}"rUI'l' h9" {no'i' 

M 11 h (tolTD' fit "'1 lTD h OJ lTDII-Mh h \1, 'I' 
?;J lTD,}t.1I :".'\.11 1'1.'" h9" 1'I"'1J!, t.'I·:: 

(lTDt\h~\ -/lcrD l nC/1, /) 

Congregation of believers who believe in Thee 
When they always look at it to take Thy Flesh 
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Christ, Son of the Father from whose bossom Thou 
have not isolated 

To teach them Thy passion and tell them about the Cross 
Send me the grace of the Holy spirit from heaven. 

(S-I) 

The fOUlth line succinctly tells that the purpose of the poet is to teach the believers. It is the 

-
only Maika' I came across in which the reader is faced with a difficulty in identifying himself 

with the speaker; because it is a liturgical prayer recited by the priest. 

3.1.5 The Subjects of the Malka'a maika' 

An ad hoc meaning of the subject of the Maika' is a saint or another that is praised in 

the Maika'. The MalkfJ have various subjects which could be categorized into four groups. 

These are divine, animate, inanimate and abstract concepts. 

(i) Divine Subjects 

There are Malka'a maika' having divinity as their subjects. Some of the Malka'a 

malkfJ constituting divine beings as subjects are MalkfJa 3gzi'abher Abb (God the Father), 

T abiba T abiban (God), Malka' f'araqli\os (Paraclet or the Holy Spirit), and Malka'a Silassie 

(Trinity). 

(ii) Angels 

Angels are subjects of some Malka'a malka'. The subjects of these could be divided 

into two: common and proper subjects. Common subjects are not identified by proper names 

such as MalkfJa Mal fJaka Uqabe (the guardian Angel), Malka'a Mala 'akt (Angels) and 

Malka'a Kahnata Samay (The 24 Elders in heaven who are mentioned in the Revelation). The 
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proper subjects are those angels identified by their proper name such as Mtilkua Mika'el 

(Micheal), Mtilkua Gtibr'el (Gabriel), Mtilk8'a Rufa'el (Raphael). 

(iii) Animate Subjects 

These are saints, maltyrs and other religious figures of the Church. This could also be 

divided into common and proper subjects. Common subjects are those who are not identified 

and called by their common name such as Mtilk8'a Stima'8tat (Martyrs), Mtilk8'a Ntibiyal 

(Prophets), Mtilk8'a $adqan (Righteous), Mtilkua Hawwyat (Apostles), Mtilk8'a Stiltistu 

M8'8t (The tlu'ee hundred Fathers who attended the conference of Nice a and excommunicated 

Arius) and others. Proper subjects are those identified (singular and plural) subjects such as 

MtilkUa Maryam (Mary), Mtilkua Giyargis (George), Mtilk8'a fetras wti fawlas (Peter and 

Paul) and Mtilk8'a Abraham wti Ynshak wd Ya'8qab (Abraham, Isaac and Jacob). There are 

also ealthly kings who are not considered as saintly such as the subjects of King Tewodros n, 

King Yohatmes IV and King Menilik II. 

(iv) Inanimate Subjects 

The inanimate subjects are the non-living subjects. These are ecclesiastic materials, 

prayer books, holidays like the subjects of Mdlk8'a Mtisqtil (Cross), Mdlk8'a Anqd~ti 

B8rhan (G8'8z prayer book) and Mtilk8'a Sdnbdt (Sabbath) in their respective order. 

(v) Abstract Concepts 

These are concepts such as love, essence and characters used as subjects of the 

Mdlk8'a Mtilk8' . The subjects of Mdlk8'a F8q8r (Love), Mtilku a Bahr8y (Essence) and 

Mdlkua 7dbay (Character) are examples. 
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Though some Maik8'a maik8' are with subjects that are naturally without physical 

organic body that could be recolmted, they describe different "parts of the body" like in 

Maik8'a Betak8rstiyan (Church), Malk8'a F8q8r and Malk8'a Sanbdt. The exploits of some 

subjects are described even if they are Divine and animate subjects such as in Malk8'a 

Madhane'alem (3sag8d) and Malk8'a S8qayu La Giyargis. 

Another feature regarding the number of the Malk8'a malk8' for a subject is the 

following. Some subjects which are highly venerated by the Church have various Malk8'a 

malk8' with identical and different titles. Individual events in the lives of the subjects are 

occasionally commemorated. For example, Ginbot 1st E.C.(May 9) is the birth day of the 

Virgin Mary and Nahase 16th (August 22) is the day on which the feast for her Assumption is 

celebrated. Of the saints, the Virgin Mary is mostly venerated on each of most occasions of 

her life and has occasional Malk8'a malk8' dedicated to her. There are, for example, Malk8'a 

malk8' for Ginbot 1st and Nahase 16th called Malk8'a F81sdta la Maryam and Malk8'a 

L8ddta la Maryam. Some of the Malk8'a malk8' have one subject with different names of a 

subject. Jesus Christ and the Virgin Mary are examples of subjects having different Malk8'a 

malk8' with different names. 

Jesus Christ 

1. Malk8'a Jyasus 

2. Malk8'a Amanu'el 

3. Malk8'a Mddhane Alam 

4. Malk8'a Madhane Alam (3sag8d) 

5. Malk8'a Qurban 

6. Malk8'a Masqal 

7. Lasana Sab8' 
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The Virgin Mary 

I. Mtilk8'a Maryam 

2. Malk8'a Edam 

3. Malk8'a F81sata la Maryam 

4 Malk8'a Qusquam 

5. Malk8'a S8'81 

6. Malk8'a Kidanamhrat 

7. Malk8'a L8data laMaryam 



8. MiilkfJa Qanwat 8. MiilkfJ a Ladiita liiMaryam (dagmit) 

9. Miilka'a Mahyawi 9. Miilka'a Maryam Kala' 

10. Miilka'a Maryam Salasil 

11. Miilka'a Dangal 

12. Miilka'a Golgota 

There are also some Miilka'a miilka' with plural subjects such as Miilka'a fetros Wii 

pawlos, Malka'a yamrahanna karastos Wa Lalibiila Wii Nii'akuto la Abb. There are up to 

tluee identified subjects for a Maika' and irmumerable unidentified subjects such as Malka'a 

miila'alct and Miilka'a Ha$anat (Children slaughtered by Herod in Judea). These plw'al 

identified Miilka'a maika' are written for there is close attachment between the subjects, for 

example MalkfJa fetros Wii fawlos is written as a MalkfJ because Saint Peter and Saint Paul 

were lllaityred together in Rome. 

3.2 Prosody 

The outward and apparent features of a poem - rhyme, rhythm and stanza - make it 

different from prose as a11alyzed under prosody. 

3.2.1 Rhyme 

In the Miilka'a maika' there are agreement in syllables between the last words of the 

lines. The Malka'a maika' are poems that are overwhelmingly rhyming. 

M9" flMf- 'H;n hao 9"fI·h '}"o:M "'If­
M Y.AD'f- (D-rl. nao·}nl. aoK'rh,')' CO·f­
hJ'MI nClI·f.{J aoll""lICf' h·fI· 7..?f­
,}11;)'/. h"ltL~. m,lj{Jh UJ<;f-
(D MI o.~ (D 'l. h 9" nl.5': K'';' f-: : 

(aot\n~, h.f'o·lI i hCIl. 6) 
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Salam Iii a'8y8ntika Kiimii m81u'8 m8'qlii may 
8lii Y8trii'ayu wiitrii biimanbarii mii$het r& uy 
Iyasus k8r8stos miistasiir8yii kullu gegay 
Nazhani 8gzi'o bii azabkii siinay 
wa a'$a'8dwani 8mbarad $8ruy 

(Mdlk8'a Iydsus, S-6) 

10 the lines of the above stanza, all the five lines have perfect rhyming scheme. The lines 

rhyme by the sound "-y". 

The agreement must always be in consonant sounds. Vowels are not rhyming sounds 

unless they function as consonants or used as consonants. Let me give an example for this. 

M?" t'\},OD7'h H,e"'Z/l"} +&--.\':~, 
~,/1 I'I'}~~ (Jl ~,tvll'l l.<j::~, 

"'1.Ij~"t\ ')f1h ~,(Jl~ nMI1'1l'/1J' 
hOD :r.f!: 'WI. P' ODC 7, "/ H), 
MOD h·t'\· ,e1'''/U hODf.f!:"''} 1'11l~:: 

(ODt\h~, "'1N"t\ i nctt 28) 

Salam la '8miitka ziiy8met8n tiirad8'o 
Ako siindunii wii aWbasii riif8'o 
Mika'el habeka awayu bii'astab8qu'o 
Kama tad8hnani s8miir 8gzi'o 
8sma kullu y8tiig8h kamii siib8'o 

(Mdlk8'a Mika'el, S-28) 

The lines of this stanza rhyme by the sound "-0" which is commonly a vowel, but here it serve 

as a consonant. 

Generally, the end rhymes of consecutive lines of a stanza must be identical. This 

pattem of end rhymes is a necessary form adhered by all theMdlkiJa mdlk8'. 

The MdlkiJa mdlk8', of course, are meant to be recited and sung. The rhyme then 

creates an effect which is referred to as musical or melodic quality. Musicality of the 
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Malk8'a malkfJ is one effect of rhyme and that rhyme itself is only one element in the 

Malk8'a malk8'. The rhyme also helps to unify words and groups of lines that stand together. 

Therefore, perfect rhyming scheme is one of the major features of versification of the 

Malk8'. 

Sometimes the poets use their poetic license and make the lines rhyme by modifying 

the word in accordance with the rhyming syllable. For example the following stanza exhibits 

this fact. 

M9" t'l11'Af":11 (J)'IH' AO M/""h H"'I1'P'l. 
(J)f\''If\SI1 M9" h ,}H h.~ '1.1. 
I"m'}ll '}~·fh ~r(J)'" 'M9n ·)~1. 
h9" "Jlll fh"'19" ~'H' fllTll4!ql1 I"'l. 
ODh1l0 t'l"'1o:J")' TCO/i'll k)'11 1.I"C'l. 

(ooAl1n I"(h'}ll oo'f9"T i nC/l, 19) 

Siilam liikulyatikii wusta Iaabbii amlak tiizawagi 
Wii liih8linakii siilam 8nzii iy8gegi 
Yohann8s n8~uh f8twiitii aliim hadagi 
8mg8brii h8mam ~8fuqii yastiibqu'akii yogi 
Miikb8bii siima' 8tat tarbinos 8hukii giyorgi 

(Malk8'a Yohann8s Ma\am8q, S-19) 

In the last line, the last word must have been Giyorgis; but for the purpose of rhyming, using 

his license, the poet left the last syllable "-s" unwritten so that the line can rhyme with other 

lines by the syllable "-gi". 

M9" t'lM·r,}'f.lll1 M·)·')t,.t'l fh~(J)r (J)'fq.c,' 
(J)1'I'l'Obl1 q~. -,..,.,' t'l1f<'l1l (J)i!oi!o 'l·vc,· 
h"JH.n·Orh,C nll OD5!:9n oo AoACi 
H :J'O.l':C 7\.~'" (J)~CP'/, (J)"Jlll l1.t'I. ·)·fh·}·C,· 
roO :l' t'l ~, (J) .. c, 41 t'I <'I '1' Cj : : 

(ODAh~, h"JH.n·Orh,C n'O i nC/l, 12) 

Siilam la8st8nfaskii 8stanfasii h8ywot wii 18'inna 
Wii liigur8'ekii adi hoh8tii Iii hosas wiidede guhnna 
8gzi'abher Abb madm8ma Ia'8Ianna 
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Ziitabiid8r $adqii wiiyBwahe wiig8brii kullu 
t8hat8nna 

T8' 8bitsii aw8diiqo liisatna 
(Miilk8'a j'gzi'abher Abb, 8-12) 

Satna'el is Satan. The word satna in the last line has been made to lose the last morpheme 

~htl "-el" which is the name of God. The contraction is done only for the purpose rhyming. 

3.2.2 Rhythm 

As I have mentioned in the limitation part of chapter one, one of my shOtt-comings is 

my failure in pronouncing the G8'8z words correctly. This failure in mastering the correct 

pronunciation has shadowed on this sub-topic. Though not satisfactory, by consulting scholars 

and related articles, I have dared to discuss the issue. It celtainly is open to comments or 

corrections by those who have prowess in G8'8z poetry and better knowledge of G8'8z 

language. 

Alemayyehu Moges (1966 E.C.) explained the versification of G8'8z poetry such as 

D8ggua and Malk8' in an 3lticle mentioned in the second chapter, section 2.5. According to 

him the two main factors in G8'8z metrical feet that affect the rhythm are the number of 

syllables and accents (which are the rising and falling stresses, tagmeme of thoughts and 

construction of phrase and clauses). Therefore, prowess in G8'8z pronunciation is very 

impOttant in the study of the rhythm in the versification ofMalk8'. 

The Ge'ez verse can have various rhythms of different lengths within one 
stanza. Provided the lines and tagmemes are placed in the correct positions 
and correspond to the metric feet in the music of the poetly, their rhythms 
may vary. In other words, if another line or tagmeme taken from an earlier 
poem may be substituted for it, or if the verse can be placed with in another 
stanza of the same length without disturbing the music of the poem, then 
the rhythms may vary. It is for this reason the lines of the stanza need not be 
uniform in rhythm. 

(Alemayyehu,1966 E.C.: 102) 
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To SUppOit his statement with examples, he gave the metric number of different stanzas and 

the types of their rhythms from different genres of Ga'az poetry including the Maika'. 

The rhythm of the following four stanzas indicate that the Malka'a maika' have non-

uniform rhytlun . Synunetry is not the principle of the Maika'. Each line in a stanza has not the 

same number of syllables as the corresponding line of the succeeding stanza. This non-

uniform rhythm saved the Malka'a maika' from being monotonous. Metrical variations 

between lines appear frequently. 

The numbers beside the lines show the metric feet and the Jines show the type of the 

rhythm. I used the Ga'oz alphabet to write the examples to show the syllables separately. 

M9" f1onAnhh. H1-/PC10l h"'l.t. 
HYIlCU Ol·rt. 
lj:::"C ,). I' h 11: h 'H ;t'1l.~ t lj:::" t. 
t,CM',~. 17. H.hh. OTJCN" ?"Ot. 
Hh . .eM"P I-jA6 h'}"lr.h. '/1t. 

(onAnt, OTJCY?" i t,Ch. 51) 

Salam la malko'ki za tasiirgawii amerii 
Zayabiirah wiitrii 
FoqrOye Anti anta tabadori f8qrii 
Aro'yani ga$a zi'aki Maryam mo'ra 
Za iyosamo'o ka18' ongoroki nagiira 

(Miilko'a Maryalll, S-51) 

M9" M~-h h?" p"/ ~,CYMI M·u 
Ollj:: /P',h honOlC"I H t, "'l. 1 'IU 
h.1'1'l'{J nC{J·y.{J ;t'n-,- 'h.eOl'" f1c,u,., 
",.M,~. h"lH), 1l00'(l{J),h M·(h 
OTJI' h·'I'1. t,t7D H1t7D h,e"l 

(t7DAht, h.I'I'l·{J i hCh. 4) 

Salam Iii gii$kii am sana oriares sabuh 
Wii f8ssuh kamii wiiroh zii arne giihah 
Iyiisus korostos tabota hOywatu la Noh 
Ha bo'ani ogzi'o bawosatekii sOfuh 
maya kuniine amii zanma ayoh 

(Miilko'a Iyiislls, S-4) 
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M9n IInh<;&.h M OI'l"'1f-r nOli-Oil' 18 a 
ht7l1IJJC'" fl<h.e mp'~ Mil· 11 b 
" t7I1Ahh 'loll, ..,.t. '1h HM,.t't6l\· 14 c 
.e"''':''P'<h. n9"~h:t'h '/'t:tt't- ;Yl'h'} h·lI· 16 d 
t7I1l1hh~· t7I1l1hh~' o'PIh.A .e1l1l· 15 e 

(t7I1Ah~1 "'l.1-]h.A i ~ICIb 20) 

Siilam Iii a'anafikii ala biisiimayat yanbiiliibalu 
Kama siirqa $iihay sanii $adalu 
o miiW'ak gize tiiflinoka amla'alu 
yatfeshu biim$a'atkii niifsatii haW an kuHu 
Mii$a'akiinu mii$a'akanu Mika'el yablu 

(Miilka'a Mika'el, S-20) 

M9" IIM·1h OlUn, ~;J n·<;.h 12 a 
Olllhllllh.h 1'00-fTJ hl\-nh hn·c t7I1Ahh 16 b 
h "'11 0 '/'1. 711 C h.A ')fl h "'1 <; 'I? h 9"t't h 16 b 
nM9"1'l h..ei·lhll OCh 11 c 
Mt7I1 n~(].n H'f-<;'7l ~ ... .e.'l. "/9" nlJJCh 16 b 

(ODAh~1 711Ch.A i hCIb 16) 
Siilam Iii arahaka wiihabe $iiga hiJruk 
Wii lii'a$aba'ikii yiiwta a$ab'a kabur miiW'ak 
Amaha$nani Giibra'el habii amanawi amlak 
Bii aliimasii iyatriikab ark 
3smii biiytah zii tiinagiirii iyadiigam biisiirk 

(Miilka'a Giibra'el, S-16) 

To avoid monotony, the Malka'a maika' exploits non-uniformity of rhythm with their 

five- line stanzas. Generally the Maika' has no characteristic meters; because they have no 

uniform rhythm. However they are melodious. 

3.2.3 Stanza 

The Malka'a maika' are poems that are divided into various stanzas. Each stanza has 

five lines. Even if five-line stanzas are frequently used in Ga'az poetry, they have not been 

given local terminology. Five-line stanza is used in Ga'az poetry such as Qane (Wazema 
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Qilne), DBggua, Sa'atat, MahBleta $Bge and Saqoqawa DBngBI. Saqoqawa DBngBI uses five 

and six-line stanzas alternately. 

The following stanza is taken from MalkB'a Zena Marqos and can be an instance of a 

stanza of the MalkB'a malkB'. All the afore-cited stanzas could also be instances. 

IV\9" fl~t\(H' ;»,:111 flllCO fM\'fl 1l1' M1' (1) 
(/)tv/> ~Ur,-}· 1-flObt\ ll .. hllfll1 oo'}t\1' (2) 
tbr, "'1C41{) fO'I\-fl &.(/).(11' y;(/).j', m(/)·t\1' (3) 
n1'qo fl~Y;"'l.\, ?,'}Il ;t'{)'/'fl'/lO n11' (4) 
1fl n9"'Ihl1 t'I"'1 fee IIrVI W1D 1':: (5) 

(oot\hn tbr, "'1C.f\{) i nCI1. 48) 

Slilam llifBlslitli sBgakli lli ZlirB'a Ya'Bqob Zlitlikiistli 
Wli Jiqli Kahnat GiibrB'el Zlihazlillika mli'altli 
Zena Marqos Ya'Bqob rawBsotli d8wBy hawBltli 
AqBmo baqBdmeye Bnzii tastlibaqu'B antli 
Habli amlakBkii siimayawi Hibeza zamotli 

(MiilkB'a Zellamarqos, S-48) 

All the stanzas of the MalkB'a malkB' have five lines, with very few exceptions. 

The stanzas of the MalkB'a malkB' have also another feature. Each stanza has a head 

word. The first word of the first line of the stanzas of the MalkiJa malkB' here after referred to 

as head word. The head word of a MalkB' is identical in all the stanzas of that particular 

MalkB' except the last two or three stanzas which could have started by SBbhat, Salam or other 

words. 

The common and frequently used head word is salam. Among the 50 published 

MalkB'a malkB' 41 of them have t'I'I9" Siilam as their head word. 1''''1;h/J111· 

TiimahBf$iillku is a head word for two MalkB'a malkB'. ~ 0,1n.. NB'i; and 'In Nii'a are head 
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words each in a single MalkiJ. There are three MalkiJa maiko' without head word. Generally, 

Salam is the head word frequently used. 

Tamaho$anku is a word denoting "I beseech or entreat thou .. . ", hfl'1Y: )Stigod 

designates bowing; 0 denotes inteljection, palticularly calling some one with respect. No'; is a 

word used only for females that means "[thou) come ... "; its masculine form isna 'a. 

Salam is a form of salutation used in praise ofthe subject. The word is used in the Old 

and New Testaments. In the Old Testament God addressed Gideon by saying "Peace be unto 

thee" ( Judge. 6:23). In the New Testament it is used by Jesus Clu'ist for His apostles. He 

saluted his apostles twice after his resUlTection: "peace be unto you" (LK. 24:34; In. 20:26). 

In the MalkiJa maiko', subsequent to the word salam, the part of body and/or attributes 

given to the subjects follow. Among the SO published Malko'a maiko' again 41 of them 

praised the different palts of the body of the subjects; 4 Malko'a maiko' praised the exploits 

and other occasions of the subjects; 4 Malko'a maiko' have nothing specific to describe and 

the last 2 are poems based on the two prayer books: Wudase Maryam and Anqasa Borhan. 

The head words of these two Malko'a maiko' are the head words of each paragraph of the 

prayer books correspondingly. For example, the head words of the first three stanzas of 

Malko'a Anqa$ii Borohan and the first three paragraphs of Anqa$ii Borohan are the following. 

:"Y.:{j·}· Qodost, '',UJC'" Asal·tu, and "'-'l.on· Qadimu. 

The stanzas of the MalkiJa maiko' which have been cited as examples for the various 

statements in this chapter have sci/am as their head word. Below is an example for ]sagod. 

M'1.~ M,M<eh 0</'<,0", ')It'} M 1'Mt­
mllontlC'th flchllt\ M .~ .. )t..,· 1'Mt-

(oot\I1A ooY:;:"L'M9" M'1Y: 1 ~,Ch, 20: (j'n Ih<;2) 
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3siigod Lii a'odawokii biiqiinotii Ha$in alii tiisiiqurii 
wii liimiizaro'ikii biihabol ollii diiharit tii'asra 

(Mlilko'a Mlidlzane allim 3sligod, S-20;L-Iand2) 

The other head words are no'i;, niFa; and 0 which have only a single Mdiko' for each. 

Therefore, it is not, as such, significant to quote a stanza for each of them. 

There are some Mdiko'a mdiko' that did not describe different palts of the body of the 

subjects; but address only one occasion of the subject. For example, Mdiko'a Loddt of the 

manuscript used in its first line of each stanza the introductory phrase tVI?" 1'It\~·}-h. Peace 

be to thy birth . .. . The published Mdiko'a Loddta id Maryam describes different parts of the 

body of the Virgin Mary. However; it mentions the bilth of the subject in 29 stanzas out of the 

31 stanzas. Similarly Mdiko'a Foisdta id Maryam used the introductory phrase tV19" 

1'I<i:t\t'l1' P' .?h. Peace be to thy Assumption ... for the first lines of each stanza except 

the last two that addressed her resurrection and ascension of her body. 

MdikCla mdiko' with inanimate subjects describe different parts of the body, as if the 

subjects have their own body. Mdiko'a Sdnbdt and Mdiko'a Mdsqdi can possibly be mentioned 

as examples. These inanimate subjects - Sabbath and Cross- are personified. A stanza from 

Mdiko'a Sdnbdt could be an instance. 

M9" I'Ih<;-<i:Ch. H',OO O'FI{" 
h 101'1 .I':"'I{" 
1'l10..,· nCfI·tn ~.I': f1·r 00-,1\1' ?"7,'P'r H(l,·'·"'{., 
M6t'lh. h"ll1h'}-1' MUD Hlllh- 11"'1{" 
7. .? 00 1 &. fI ~ ,1\. fI 1'1."" 7. "I OJ~. <i: {.,: : 

(oot\n~\ 1'l10')' : ~\Ch, 10) 

Peace be to thy lips that speak in union 
Not in addition 
Sanctified Sabbath of Christians and the Church's box 

of money 
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I request thee, my lady, since I offered the song 
To give me the fruits of the gift of the Holy Spirit. 

(Miilka'a siinbiit, S-10) 

The part of the body described in the above stanza is the lip; but a day has no lips unless it is 

personified. Therefore, personifying the inanimate and abstract subjects is one of its features. 

The Maika' is poetry composed for a second person imbued with the conative function 

of the languages. It is supplicatory because the first person (the speaker) is spiritually 

subordinated to the second person (the subject) and directly addresses the subject. 

One of the interesting effectE of the constant use of the word "I" in the Malka'a 

maika' is the creation of spiritual proximity and intimacy of the speaker with the subject. The 

"I" helps the suppliant (reader) to identify himself with the speaker of the Maika'. It also 

creates personal and direct relationship between the suppliant and the subject of the Maika', 

which enables the former to supplicate what he desires and also enables him/her to repent. As 

mentioned above (section 3.1.2) the use of "I" that helped for identification once challenged 

this purpose. In Lasana Saba' the "I" said that he was ruled by his tongue for 50 years. This 

personal reference to one's age could create problem in the identification process. 

The "I" in the stanzas of invocation refers to the poet and the self-identified prayer. By 

means of identification the suppliant gives himself in the petition and establishes his limits in 

order to secure the subject's sympathy and aid. The limitation represents all human beings 

who have access to pray. This limitation creates a sense of humility for the suppliant. 

The stanzas have their own structure. Using the content as measuring parameter, each 

stanza could be divided into three sections. 

(I) DESCRIPTION- This palt mostly constitutes the first two lines and describes the 

palts of the body or other attributes of the subjects. 
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(II) CALL- in the thil"d line, often, the suppliant calls the subjects of the Malka'a 

maika' using their proper names and describes the subjects as an entity. 

(III) SUPPLICA TION- This palt mostly constitutes the last two lines. The speaker 

makes humble petition to the subject for spiritual reward and intercession. Sometimes 

penitence is also included in this palt. The supplication has two types: the first, as already 

discussed, is submission for one's sin and request to be forgiven and the second type is 

supplication of revenge on enemies. The request to the subject is forwarded to get power 

against one's enemy. 

The second stanza of Malka'a Maryam coud be a good example to see the structure of 

the stanza. 

DESCRIPTION 

CALL 

SUPPLICATION 

DESCRIPTION 

CALL 

SUPPLICATION 

M9" M~\C1' ChI'lh. H-t1h.V. ~fj:C'V' 
MIIl·h. Ilh 'Ifj: tV' 

M ·IlCh. h"l11h'rf' h·}· ''1.<':''l~. Mv· 
hOD h . .ellt\·'/. flC h.e-t~·OD 9"llrh· 

(OOt\llh rI?Cf9" 1 hCh, 2) 

Peace be to thy locks, their plaiting is celebrated 
By the lips of thy father 

The Virgin Mary, receptacle of God 

Do not forsake thy servant, my lady 
When the enemies say to me "when then 

is that of which he vaunt?" 
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In the first two lines of this stanza, the locks of the Virgin Mary and its plaiting is 

described using allusion to the Song of songs . The third line, the mediator between the 

description and supplication, describes the Virgin Mary, the Subject of the Maiko' as 

receptacle of God, since she had an immaculate conception and birth of the Son of God. The 

last two lines are supplication forwarded to the Virgin MalY to defend the speaker from his 

enemies. He presented himself as the servant of the Virgin Mary. There are two poems that 

show different characteristics regarding the third line. The first is Malk(Ja Mmyam Kala' that 

have identical third lines of each stanza through out the Malko'Jts identicality is observed 

mostly in meaning and rarely in form. They has the meaning that Mary has entered into the 

temple. The second is Mtilko'a Mti\loli in which the third line always refers to one of the 

twelve apostles. It has 12 stanzas that have mentioned the 12 apostles as metaphors to 

describe the Virgin Mary. 

This structure of the stanzas is applicable to all or most of the Mtilko'a maiko'. 

However, there are exceptions that changed the function of line three to line two or totally 

replace the SUPPLICATION pm1 by DESCRIPTION. Both exceptions are frequently seen in 

Malko'a Sillasie . In other Mtilko'a mtilko' there are hardly exceptions. Mtilko'a Sillassie has 

47 stanzas from which in 38 stanzas the CALL is in the second line and there is also 

SUPPLICATION and CALL simultaneously in the second line. 

M9" hl1A t'tHtI.M1OD· hCj<i:C 
"·UfUII·'l. ""''Ifb flUfUII n,H1OD' <i:o/C 
MOD '1f.'."'IC;'-}·f' qu-, . ..,. M"'/ {hf.'.m;t' 9""IIJC 
h1t1 'Of' Hl<J. ~OD'h ~'PO "'If.'. 'MC 
m{h'P7.. 11M .. g:m·f.'. h1tl 'M h"lC:: 

(onAh~1 ,....'Ifb 1 hCh,11) 
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I said peace to Thy lips 
Forgive me, Trinity, by Thy house forgiveness, which 

is love 
Since my faith is dead from its life of good deeds 
Because I do not give a cup of cold water for the thirsty 
And do not also visit the sick person for I have legs. 

(Miilk8' Sillassies, S-11) 

The first line is the salutation given to the lips of the subject, Holy Trinity, without any 

description of features . The 2nd line is the SUPPLICA TrON and CALL of the subject by the 

proper name, whereas the last three lines are reasons for the supplication as well as penitence. 

These lines answer the question why the speaker supplicates. 

The over all form of the Mtilk8' is not as such structured; however, mostly one of the 

first few stanzas of the Mtilk8' is invocation. The poets directly addresse the subjects and 

request their assistance in the composition of the Mtilk8'a mtilk8'. Like the invocation, there 

are also thanksgiving for the assistance given by and the praise given to the subjects. Below 

are examples of the Mtilk8'a mtilk8' with invocation. 

Malk8'a paraqlitos Mtilk8'a Kidantimhc.riit 

Mtilk8'a Qurban Mtilk8'a 3s\ ifanos 

Mtilk8'a Amanu'el Mtilk8'a Stinbtit 

Malk8'a Jyaqem Wti hanna Mtilk8'a Artigawi 

The invocations are of two types: directly supplicating the subjects to assist 111 

composmg the Malk8' either by the subjects power or through their intercession and 

supplicating God as first person or requesting the Virgin Mary by referring to her as third 

person while addressing the subject as first person. 

The first stanza of Malk8'a 3s t ifanos is a good Example. 
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11 {J {TO P' to· {J l' .'}. {J h "1 H. n ·11 rh, C n ch .'}. 
<;V· (Jl(n1h' rohlt M{TO {TO('\nhh HIlIl <j::1'-'l. 
M.7·''l'''/; c.r:n~. MmA·c,o{J 7,'L 'r·C.'}. 
h {TO H,e l. .r: ~ ~ .. Il to ro (,\.'}. 
ro (TO?"UO. ll'!\',.() 1'('\"'l • .'}.:: 

({TO('\nn MmA·<j'{J, nCh, 1) 

By the name of the three Holies, one God 
Now I started and said praise of thy likeness in its 

sequential order 
Stephen, flower of Nard, help me for its completion 
Like the father helped the son 
And the instructor his clever student 

In this stanza the poet directly invokes the assistance of the subject ofthe Miilka'. 

M{TO 1f1Ch,(,\ {TO('\nn IlltM "'lCf?" HMU. 
h{TO Mb~· "'-'1m ron" '}-';'&. 
h"lH.nflrh,C Vll~. 0/11' (,\11'<; {TOjI.,·ch&. 
roM·r un·1'\, tlhun /1', jl.,f &. 

At·1'to.(Tlfl nC'1 ,eh·~~. ~,&.:: 
({TO(,\n~, 1f1Ch,(,\, nCh, 1) 

Peace of Gabriel the angle that rested upon Mary 
To speak little not much 
God, give me the book which is food of the heart 
When my mouth Moses be lisping 
Let peraclet Aaron be my mouth 

(Miilka'a Giibra'el, S-1) 

In this stanza the poet invokes not the subject of the Miilka', but it directly invokes God. 

M9n tl11nl. fl?"h H'1'11' &S.n· {TO{J<j>(,\ 
Mn nll'C ro Mn (,\0·(,\ 

1'nfl'/,etryC;"}' try,/; $»{J Il~M-'ltry,e ron(,\ 
h{TO hro.r:oh {TOm', nro'P'~1' hn(,\ 
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OTJhIN. A<'I'}f' ""(j:;:/':h OTJCY<J" ,~,}"JA:: 
(onAn~\ ·,·nll'lJ.',OTJCj'..,·! hCh, 1) 

Peace be to the commemoration of thy name, the 
origin of its letter is cross 

Thy name is respected and noble 
TiikHihaymanot Matthew, the author of the first Gospel 
To praise thou as much as my speech potential 
Let the Virgin Mary untie the tie of my tongue. 

(Miilko'a Tiikliihaymanol, S-l) 

In this stanza the request is forwarded to the virgin Mary, not directly but as third person. 

Regarding the number of palts of the body described within a stanza, the limitation is 

determined by the length of the Maiko'. If a Maiko' is long enough to describe most of the 

palts of the body of the subject, a stanza describes a single part of the body, If the Maiko' is 

too shOJt to describe at least most parts of the body, then a stanza might describe as far as 5 

different parts of the body of the subject. 

M9D fI,<PAI1 OJflMT,}4.fll1 Cm, '} 
f\7·C't.11 OJflM~11 OJ flonTI1(j:TI1 O·~'i:"'· 'Oe'/'} 
onAhl1 O·,<po, H fl.t'I. • ..,. l10n fl<J"11 hOTJ,} 
MflA h<J""tO(\f' 9D nl ,}'POTJ'I? l'lJ.',fTJ'} 
HO~J.',fI on'}&.fl {Ill OJ'OI1 p'AfTJ,}:: 

(onAnh onAhl1 O·,<po, ! hCh, 5) 

Peace be to thy words and thy incense breath 
To thy throat and thy neck and thy shoulder 

wrapped by light 
The guardian angel of the night, like thy name is reliable 
Avoid from me the provocation of the deadly Satan 
Since there is the power of Spirit and authority over 

thee. 
(Miilko'a Mii18'akii Uqabe, S-5) 

This stanza praises 5 palts of the body, because the Maiko' has only 14 stanzas, Whenever the 

number of the described items within a stanza increased, there is certainly a decrease in the 

descriptive power of the poem. 
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Concerning the length of the MalkiJ, the longest among the printed ones is 

T abiba T abiban with 102 stanzas and the shortest is Malko'a Malo'aka Uqabe with 14 

stanzas, and sometimes, the Malko'a maiko' have mentioned the nwnber of the stanzas in one 

of the lines of their last stanza. For example Malko'a yohannos Ma\omq, Malko'a Sillassie 

and Malko'a Ma/8'aka Uqabe. 

n9n
;) MI(h'}' h.pl·flh· IIODt:\h7,h fl~''P~ 

h1H M.r'P.V:Y: :I'll aum'l ':"'flo l'I·fJh. 
rOJht. 'I. t"rh 1f1 9"M flC'/'t'~ "'l.fPfI 'I'e'l 1·fJh. 
hau "·OJht. h"lH.hh .p.v:au OJ1?/I'!?:" ·)·1"1h. 
h9"~ ~,rht 11M.')' ~,:..,e ,,, ht:\h.:: 

(aut:\h~, t"rh1f1 au,},9".p: hC/1, 28) 

I presented the gift of praise of thy likeness by 
recounting 

And composing words about four times seven 
Receive me, John, with Bartholomew horn ofthe 

congregation 
As thy lord receive in front of the Evangelist 

resurrection 
Two pennies from a single woman 

(Malko'a Yohml11os Miitmoq , S-28) 
The second line explicitly indicate the number of stanzas in the MalkiJ . 

There are also lines written only to fill the structure, only for mechanical convenience. 

M9" IIM'fl'th h 1'" fl.<l./1,tf1 ~,~·4·C 
H')''':l:tf1 OP'C 
O"'1H"t:\ h1r 11-1).} I'I"'1Y'}' OJ 9n ,V:C 
r,:"OJ~· fl;),et:\h (h 11]<'\'1 h"lC 
OJ 'flC'1'1 M,e'}:" h.V:9"O oOJ'C:: 

(uDt:\hh O"'1'I·~"t:\; ~,C/1, 28) 

Peace be to Thy fingers with finger nails at their tips 
Their number is ten 
Amanil'el, thou are the king of heavens and earth 
By thy power the lames run 
And the blind got immediately the light of his eyes. 

(Miilko'a Amallllel, 8-25) 

The following is another example. 
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M9n
: M9" OJ M9" h'O/l- '} 

/lhl\llcth OP'C 9"M M '<i,tlf'} 
"I,I':,{.'I. 'I!C.Jlf1 (,0 • .,. Y ao'}7/1 aoC(J OJ'l"l,} 
C;U' Mmon· "I/lS\' 071 Hao'} 
(J,Il:l'OJ' Ill. '?C'f1 OJ'?!"'} 1H,}:: 

(ont\n~\ 'I!C,llfl! ~\Ch. 26) 

Peace, peace and peace, I said to them 
For thy fingers with their nails 
Captain Qirqos rowed for me to the peaceful port 
Since in this age my thought is drowned 
By lamentation Tigris aud mourning Ghion. 

(Miilko'a Qirqos, S-26) 

The second line of the above two stanzas have nothing to contribute either for the theme or for 

the beauty of the expression. The only significance these lines have is structural. The lines tell 

us the number of fingers in the subjects hands. There are some Malko'a Maiko' which have 

similar lines aimed to keep the structure of the stanzas identical. All these lines are produced 

only for mechanical convenience. 

3,3 Imagery 

Imagery is one of the essentials of poetry. It is a major clue to poetic meanmg, 

structure and effect. The word is used here as a term that covers figurative speech used in 

the Malko'a Maiko', 

The Maiko' has simple style with a great deal of description of the physical appearance 

of its subject. The imagelY of the Maiko' could be seen divided into two main categories. 

These are biblical and non-biblical images. It would be wearisome (and space does not 

permit) to go into the individual images in each category at length, but I will cite and discuss 
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few examples for each category. One of the categories, biblical images, will be discussed in 

depth in chapter four. 

3.3.1 Biblical images 

"Allusion in a work of literatme is a reference, explicit or indirect, to a person, or 

event, or to another literary work or passage" (Abrams, 1981: 8). The objective is to achieve 

special effect of expounding the subject of the text. The biblical allusions explicitly allude to a 

person, an action or an event in the Holy Bible. It is not a direct reference for its own sake. 

These allusions, as mentioned above, explicitly mention biblical personages. The 

personages' attributes could signify the subject of the Mdlkr)' or their essence. The quantity of 

the biblical images in the Mdlko'a mdlko' are more in nwnber than other types of images. They 

use both the Old and New Testaments alike including even those less known incidents to the 

common reader ofthe Bible. 

The following is an example of biblical allusions. 

OTfCf9" "I'}'9"')' <7o)/"(h&. f"rh1{} 'In.!' tt:'l''l'' 
t\h'i WloM /'I&.,I'.t\h. OTf'H' 'l'' 
hlTD >,.~CM'I. a,~'lqD 'r H{}lTD' uo)/.'h'l" 

(lTDt\h>, OTfCf9" lTD'l'M. i hCh, 3: {}'},\ 3-5) 

Mary, (thou) the sealed book of John the prophet of 
Pat'mos (3) 

Write thy seal of letter unto me (4) 
For not to be seen by the eye of death named 

Mli$o'amo (5) 
(Malko'a Maryan! Matlil oli, S-3; L-3-5) 
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The third line in the stanza describes the subject ofthe Maika' ,the Virgin Mary, by alluding to 

an event from the book of Revelation: one of the books of the New Testament believed to be 

written by John the apostle. As stated in this book, saint John saw a book sealed by seven 

seals. It calmot be opened by anyone except the lamb that signifies Jesus Christ (Rev. 5:1). 

Here in the above stanza the sealed book signifies Saint Mary (Ma~ahafta Haddisat Salastu, 

1989 E.C.: 382) and the seal signifies her virginity as the virginity of Mary is described by 

sealed fowltain in the Song of songs (4: 12). The Lamb in the Revelation designates Jesus 

Christ as John the Baptist testified earlier" behold the Lamb of God" (1n.1 :29) by referring to 

the Revelation that mentioned Jesus Christ as the only one who opened the sealed book, the 

seal is the allusion that signifies the virginity of Mary, the mother of Jesus Christ. 

Another example of biblical images used in MalkiJa Gabra'el is the following. 

h "/ tl.Ml ch.C VIl'I. 1'1/1 rAn·'] 007\ rh tL 
CD hH oo·(}, flh{TD tl~ '/.YI.. 
)\t-:"fl.(Il{J ~lC"} ~h·~~. ~ll.. :: 

(ooAIl~l 11lCh.A i hCh, 1: {J'}:-'; 3-5) 

God give me the book -food of consciousness (3) 
When my mouth Moses being lisping (4) 
Let ParcIet Aaron be my tongue. (5) 

(S-1; L-3-5) 

In line 4 and 5, the attributes of the two biblical personages- Moses and Aaron- are used to 

invoke eloquence. According to the biblical story in the book of Exodus, Moses was " slow of 

speech and of a slow tongue" (Ex. 4:10). But God made Aaron the spokesman of Moses (Ex. 

4:14-15). By alluding to this story, the implied author implored God to give him the Holy 

Spirit (Parclet) as hislller spokesperson. Moses and Aaron are descriptors of the inarticulate 

(slow tongued) natme of the implied author to praise the subject of the Maika' and the 
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eloquence of the Holy Spit·it. The imagery is symmetrical, since Moses and Aaron are parallel 

descriptors for slow tongue and Paraclet. 

Considering another example would, I hope, explicate the matter better. 

AlIO 0"'10')'<" ,eh··1'/, 9";hlrnon. t/.'l1 
'toM Mon n..Vt'I" A'Ofl MmA·C;'f1 h'01 
OJflC;J'l?V' Mr (\<I'.C'~f1 ;h'l'}:: 

(onAn~\ MI'l. l hCIl, 37= (n~ 3-5) 

Thy clothe mercy be my clothee of martyrdom (3) 
Since there is no stone- clothe of Stephen on me (4) 
And the ornament- fire of the child Qirqos (5) 

(Miilko'a Siliassie, S-37; L-3-5) 

In line 4 and 5 " the stone clothe of Stephen" and" the omament- fire of the child Qirqos are 

used as allusions. These allusions are taken fi'om The Acts of the Apostles and Dorsanti 

Mika'el. The first martyr ofthe Clu'istian world, Stephen, was stoned and m31tyred (Acts 7:54-

60). The poet used the stone as a metaphor for maltyrdom (3). These two lines are densely 

metaphorical. The clothe that the implied author refelTed to is not real clothe; but to the mercy 

of the Trinity. This means the word clothe itself is an image to describe mercy and in turn 

described by the stones by which Stephen is stoned and by fire which by itself is also 

described by ornament and metaphor over another metaphor is used. The stones by which 

saint Stephen is stoned and the fire by which Qirqos was burnt are metaphors themselves are 

described by clothe and ornament, respectively, which are descriptors of martyrdom. Being 

densely figw-ative is also one of the featw-es of the imagery used in the Mtilko'a mtilko'. 

The use of the allusions of the biblical personages and their attributes is one of the 

major featw-es of the imagery of the Mtilko 'a mtilko'. For example, there are 20 allusions to the 

Holy Bible only in the third line of Mtilko'a Maryam and 12 in Mtilko'a lytisus. In general 

there are more than 50 biblical allusions in MtilkfJa Maryam. Similarly Mtilko'a Mtit/8/i' has 
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12 stanzas that have 12 biblical allusions only in the third line of each stanza. The alluded 

biblical personages are the 12 apostles. By using the acts and successes of the 12 apostles, the 

Virgin Mary is described as seen in the first example of this section. 

Malko'a Taklahaymanol employed the same method of using allusions like that of 

Malko'a Mat18U' . They describe subjects using various biblical and other Chmch personages 

and their attributes. Out of the 57 stanzas, the third lines of the 28 stanzas used 24 biblical 

personages and 4 Chmch (after the time of the New Testament) personages as metaphors to 

describe the subject of the Maiko'. In Malko'a MatloU' the fom stanzas next to the first one 

used the four Evangelists in the order of their Gospels: Matthew, Mark, Luke and John as 

metaphors to describe the Virgin M3Iy. Let us see one example from this Maiko'. 

"''nfI'' J', try (,07. fl· .Nl O:/,(1, P' Ir J', 
(ODAl1n "''nfI'IJ',try<;':'' l nell, 4 rY}'1 3) 

Taklahaymanot, (thou) Luke the Physician. 
(S-3, L-3) 

Tllis line used the attribute of tile Evangelist Luke, his being a physician. This 

metaphor describes Taklahaymanol by his ability of intercession in curing the sick. It was 

taken from the epistle of Paul (Col. 4: 14) that referred to Saint Luke as "the beloved 

physician ". 

This type of metaphor is the most frequently used metaphor in the Malko'a Maiko'. It 

is also used by the exegetes of the EOC and other prayer books such as the Anaphora of Mary 

(See chapters 3 and 4 ofthis Anaphora) . 

The use of similar descriptors for identical palts of the body of the subjects of 

different Malko'a maiko' is another feature of the imagery. For example, the image of 

celestial bodies is used to describe the face of the subjects. The celestial bodies used as 
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images are the Stars, the Moon and the Sun. Let liS look at some examples. 

MOIy am describes the face of the Virgin Mary: 

fIII?n 1\1~·h. WI'1' f.,A'I. 
Mnh'/ h'PIl'fI-r OlOlC"! Ol 7-.?"h'/ Orhf., uullC'I.:: 

(nnAlln O>JC5'9" inCh, 4= h')'>; 17-.C;2) 

Peace be to thy face which is fairer 

Malk8'a 

Than the Stars and the Moon, and aglow than the shining Sun 
(S- 4; L- 1 and 2). 

The imagery is most probably taken from the description of the bride as !pC; f.,')' huu OlC", 

Ol llCU'''' huu Omf., (nn?6:10)::fair as the Moon, [and as] clear as the Sun ... (6: 

10). Similarly as Malk8'a Maryam, the face of Taklahaymanot is described in the Malk8 'a 

Taklahaymanot as Hf.,nS:9" p"'/. M" Orhf., Ol OlC", (uuAlln "'·1l1l'lf.,0>JC;'·)· inCh, 

5 = h11 2) more beautiful than the beauty of the Sun and the Moon ( S- 5;L-

land2); in Malk8'a Sanbat the "face" is described as: 

fIII?n l\1~h. ~~A fit-of., 
M" <'Ill Om f., 

(nnAlln t'nfl·h nCh, 4 = (1'}1 IhC; 2) 

Peace be to thy face aglowing in the vision 
like the Sun 

(S- 4; L-land2); 

the face of Kidanam8hrat is described in the Malk8' dedicated to the Virgin Mary as 

more beautiful than the light of the Sun and the Moon (S- 5; L-2); the face of the Virgin 

Mary in Malk8'a Qusquam is described as fill?" flChhh. OlI\1~·h. p"'/ ph·fI (nnAIl~, 

41M:?ni nCh, 2= h1'~I) peace be to thy head and to thy face, beautiful as the beauty of 

the Stars (S- 2; L-l); in Malk8'a Jyasus the face is described as: 

fIII?n l\1~h 7-.9" p"'/ ~,C.r toh hfl'rh 
Oltj::!P'rh hnn OlC", H~,"'1. '1'/U 

(nnAIl~, h.l'l'l·h inCh, 4 = h')'>; 17-.C;2) 
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Peace be to Thy face brighter than the beauty of the Sun 
And bright red as the full Moon 

(S- 4; L-land2); 

in MalkfJa Gabramanfasqodus the face is described as: 

M9" lI1~h H,f'ncU 9"ll·n'i.-/· 
h9"·nCI'I fJrh.e H.et/:n alH.e{TDllt:\ {TD'it:\-/' 

({TDt:\l1h 71ll oo'M.ll :"~ll 'I'-'I"'l. l hCIl. 5: 1111 lhCj2) 

Peace be to thy face shines seven times 
More than the Sun that rules and looks like day 

(S-5;L-2) 

Therefore, some of the images in the MalkfJa maika' specifically the biblical ones 

appeared recurrently. Now let us jmnp to tlle second category in the imagery of the Malko'a 

maiko'. 

3.3.2 Non-biblical images 

There are images which are not taken from the Holy Bible. These images are taken 

from the environment by the creativity of the poets' imagination. 

The image of flower is one of the non-biblical images used in the Malko'a Maika'. 

The following example from Malko'a Jyasus can illustrate the point. 

M-/' ;J·n~, m·M· t:\.n!' ~I:""'l'l"" h·fI· 1'n·n 
h{TD~'J,,f"" H7-'19" ,f'M' ;J'n}, 1rnll 

(oot:\l1h h.!'I'l·ll 1 ~,CIl. 5: lin 4 ~,c.,' 5) 

Attract the fruits of all wisdom in my heart 
Like flowers of the forest attract bees. 

( S-5; L- 4 and) 
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The simile is used to explain the supplication to have all the fruits of wisdom attracted and 

collected in his heart which is like the potential of the flowers of the mountain to collect bees. 

Here the descriptor is not the flower, it is rather the potential of the flowers to attract bees. 

One can get many images of flower in the Mtilko'a MtilkE!. Some of them are: 

M9" t'lhe;~th oD·,hIH· hCn, rh'Prt 
h?"~"J. '1"1"'1-'" h·t'I"'} H~Slf,} ?"O-rt 

(UOt\hfl fl.r ... ·,. I ~,Ch. 10: "T~ I he; 2) 

Peace to Thy lips that drop myrrh 
sweater than the good smell of the flowers of the mountains 

(Miilko'a Jyiisus, S-10; L-land 2) 

has the best smell of all flowers (Mtilko'a Folsiita, S-8; L-3), "'1Cf?" ~1. HHuo'}h. 

uo~m' (UOt\hfl h."I~ 9";hl..}·1 ~,Ch. 25 : ,.'n 3) Mary(thou), flower in the season of 

autumn (Miilko'a Kidaniimohriit, S-25; L-3), "'1Cf?" .'l:'}"/t\ ?"6rt:', Hh?"~'1.l"l 

(uot\h~, "'1Cf?" I flCh. 58: "')~ 3) Mary (thou) smell more than the rose flower 

(Miilko'a Maryam, S-58;L-3), and mt'luo'l·)-'),h. t\rh·f'''' fl?"<'IM' ~1. Hfi.I':m· (oDt\h~, 

H1Cfl,t\ I flCh. 7: ,.')~ 2) [peace be to ... ] and to thy temple, fairer than the flower of 

the desert (Miilko'a Giibro'el, S-7;L-2). 

The other more frequently used non-biblical images are the images of door and 

window. Palts of the body described by these images are nostrils, ears and lips. The nostril s 

are described by both windows and doors in Mtilko'a lytisus (S-9;L-I) as follows: "Peace be 

to Thy nostrils, Windows and doors of smell", again it is described only by windows in 

Mtilko'a Kidantimohrtit (S- J 0), in Mtilko'a Mmyam (S-9) and Mtilko'a Yohannos Foqurti 
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3gzi'a (S-9). For example, in Malka'a Yohannas Faqura 3gzi'a the first two lines of stanza 

nine reads as follows: 

M?n IInh'l<j:h. 1Ip';Jh t7D<'\n'P 
htT)', nCy?n rO'll M n'l, ~'P 

Peace be to thy nostrils, windows for thy flesh 
For the one who smelt the breath that emits has pleasant 

fragrance of incense of heaven 

They are also described only by doors in Malka'a Gabra'el (S-8) and Malka'a Fanu'el 

(S-7). The latter MalkEJ described it: 

(Jlllnh'l&,h M?" ~,'lt7. f1't') (JlhCn. 
(f1'n 2) 

And peace be to thy nostrils, doors of incense and myrrh. 
(L-2) 

The ears are described by doors in MalkEla Amanu'el (S-14) and Malka'a Sillassie (S-

8). In the former Maika' the description is as follows: 

maiko'. 

IInhl1'l.h Mr n'lt7. h·lI· M"-}­
(fI'n 2) 

Peace be to Thy ears, doors of all prayers 
(L-2) 

The lips are described by doors in Malka'a 3gzi'abher Abb (S-9). 

Mr IIMci &,h oo"in(Jl 7.,'1 C"I(JJ' 
(JJllh'l<j:th <t.'l. n Ci''''7. '}(j·n <j:'}'(Jl. 

({l'}~ 1 h'l 2) 

Peace be to Thy nostrils, open windows of smell 
Again to Thy lips, the beautiful doors of speech 

(L-l and 2) 
These are a few examples; there may be many more in the unpublished Malka'a 
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The other image that needs to be discussed is the image of pearl (8nqu). Pearl describe 

the teeth of the subjects of the Mdlk8'a mdlk8'. For example, in Mdlk8'a Jyasus (S-12), in 

Mdlk8'a Qusqu'am (S-4) and Mdlk8'a Gdbr8'el (S-9) pearl describes the teeth of the subjects 

of these MalkiJa mdlk8': Jesus, the Virgin Mary and Saint Gabriel respectively. The following 

is an example: 

mil MC,'/.h MC,'I, ')'1'5'1' (h"i,')' m~\')&.cOP 
(ODAh~\ 'HIC n,A l ~\Ch. 9: (111 2) 

(peace be to] thy teeth, pearl that are objects of joy and 
excitement 

(Miilk8'a Giibr8'el,S-9; L-2) 
There are also images of sea, celestial bodies and other miscellaneous images used il1 

the Mdlka'a mdlkiJ. Regarding celestial bodies : the Stars, the Moon and the SWl used as 

metaphors to describe the eyes of the subjects of some MdlkiJa mdlkiJ. MdlkiJa Gdbr8'el (S-

6), Mdlk8'a Tdkld haymanot (S-7), Mdlk8'a Gdbrd K8r8stos (S-2), Mdlk8'a Aragawi (S-5) and 

Mdlk8'a Maryam (S-6) are some examples that used the star as descriptor for the eyes, except 

Mdlk8'a Ardgawi which used the SWl and the Moon. Let me cite 311 example from Mdlk8'a 

Maryam (S-6;L-I). 

M9" IlMj!.'):"h. HTODM MI5'H 
(nCh. 1) 

Peace be to thy eyes, that are like stars 

3.3.3 Functions of the Imagery 

The main functions of the imagery in the MdlkiJa mdlkiJ are two: conveying religious 

truth and omaments for the subjects. The function of the imagery is the conveyance of 
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religious truths, not to the heart or imagination but to the intellect as commonly seen. They are 

not designed to touch the emotion of the suppliants . The most appropriate examples are the 

images taken from the actions, personages and events of the Old and the New Testaments. 

These images are mostly typological. In Mtilk8'a rna/yam, the Virgin Mary is described as 

follows: 

"'ICY?" .~,},?A H 7P,{ftJ oS !\(11fl 
({ftJAhn °KY9u 1 nCIl, 371 fl1'"i 3) 

The Virgin Mary, (thou) the bush of the Sinai 
desert. 

(S-37, L-3) 

" The bush of Sinai" ( Ex. l: 1-4) is taken as the symbol of the Virgin Mary and her conception 

of the Son of God by the exegetes ofthe EOC (W8ddase Maryam and Q8ddasse Maryam: 

NobabUlma Toroguamew, 1983 E.C.:51). The bush represents the Virgin Mary and the fire 

represents the Divine nature of Jesus Christ. The bush is not consumed by the fire as the 

Virgin Mary gave birth to the Son of God (Jesus Christ) with out any problem. It also 

symbolizes the unity (Ttiwahodo) of Divinity and Humanity which is the mystery of 

incarnation. The image and the subject are logically interrelated. 

In the second function the image is used as an ornament for the tenor and has little to 

do with the religious content. It is mostly the function of the non- biblical images. It describes 

the subject and its attributes. Exemplifying it may perhaps help to illustrate the point: 

'}·nhl'h{ftJ· Mh ,ehH. n.1'hCfl1:n .1'..1H·&. 
h{ftJ ·nMI,:" "l1n:" H4'nl:" nh·&. 

(ODAhn l\.1'C'fl OJ !\OJ'll"fl1 ~\CIl, 3: fl'}'"i 3 he,' 4) 

Until now the tent Church cry for you 
Like a mourning woman who buried her first born. 

(Miilko' a petros wii pawlos, S-3; L-3&4) 
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Here the mouming woman who bW'ied her first bom is used to describe the momning of the 

ChW'ch when the subjects were mattyred. Its function thus is to omament the expression, to 

make it good by associating them together. 

Generally, the imagery is traditional (taken from biblical interpretation and common 

images) and its functions are didactic and omamenting the subject or the described idea. The 

biblical images have obviously been used for their logical appropriateness, while the non­

biblical images are invented for their imaginative appropriateness. The biblical allusions are 

predominantly taken from the Old Testament. Both types of linages (biblical and non-biblical) 

poetically and deliberately suggest physical as well as spiritual beauty. 
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CHAPTER FOUR 

THE ORIGIN OF THE MAika' 

The question of origin is one of the most difficult questions in many fields of study. It 

is also difficult in the field of literary gemes without written tradition. As a student of 

literature, I will try to tackle this question through textual analysis of the literature and 

comparing the texts with other related writings. The goal of this chapter is to explore the 

possible origin or source of the Maika' through deciphering its relation with the Holy Bible in 

general and the Song of songs in particular that, I think, has essential similarity. 

As a preliminary study of the Maika', it is helpful to compare it with the Song of songs 

of Solomon. There are sufficient and basic similarities between the two to make this 

comparison relevant and fruitful, at least initially fruitful. 

In this chapter, I try to argue that the holy Bible is the source of the Maika'. The 

organization, the phrasing, the images, in short, the rhetorical fabric of the Maika' seems 

to have been developed from the Holy Bible, but particularly from the Song of songs. It may 

be enlightening to consider and show how this may be the case by looking at each one 

separately. 

4.1 The Miilka' and the Holy Bible 

The Holy Bible is a compilation of the Holy books of the Christian religion consisting 

of the New and the Old Testaments. While most of the Churches accepted 66 canonized books 

as the words of God, the EOC canonized 81 sacred books. 
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The Holy Bible was translated into G8'8z in the 4th and 5th Centuries, making it one 

of the oldest versions of the Holy Bible besides Hebrew, Greek, Latin, Syriac, Aramaic and 

Coptic (Yii Ma$hafQ8dus Miizgiibii Qalat, 1992 E.C: 82-84). 

As going to be discussed in the last section of this chapter, the Malk8' is Awal8d 

(sacred books other than the Holy Bible) which developed from the Holy Bible. Some of the 

subjects are biblical personages. Some of the biblical personages that have Malk8'a malk8' in 

honor of them are Adam, Abraham, Isaac, Jacob, Moses, Elijah, John the Apostle, Mark, etc. 

The lives of these subjects are taken from the Holy Bible. This is one of the ways in which the 

Malk8' is related to the Holy Bible. 

The other relation of the Malk8' with the Holy Bible is that most of the images are 

taken from it too. These images are in the form of enumerating the Old and the New 

Testaments figures which foreshadow the subjects. For example, the Virgin Mary is 

foreshadowed by the bush seen by Moses taken from the book of Exodus (Malk8'a Maryam, 

S-37:L-3), The ladder of Luz taken from the book of Genesis (Malk8'a Maryam, S-9:L-3) , 

dew of fleece taken from the book of Judges (Malk8'a Maryam, S-35:L-3), etc. which are 

typologies that foreshadow the subject. In Malk8'a Takltihaymanot 28 typologies are used, 

where 14 are from the Old Testament and the other 14 from the New Testament. 

There are also other Malk8'a malk8' that used biblical personages as allusions to 

describe the subjects, though no frequent use is observed. Let me mention some of the 

Malk8'a mdlk8' that exhibit such metllod of using allusion. In Mdlk8'a Maryam and in 

Malk8'a Jydsus there are nine in each, in Mdlk8'a Mika'el one, in Mdlk8'a Qirqos two, in 

Malk8'a F81std la Maryam one, in Malk8'a Kidandm8hrdt two and in Malk8'a Edom two 

explicit allusions that enumerated the name of the biblical personages used to describe the 

subjects. Let me give an example: 
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-'-'nIl'lf,"'I'1')- we·)- IIh"JtI)dl(h,C tI'rCJC/1 
(oob'\'nn -"'nll" f,"'I<;"h ~\Ch, 32: (I'H 3) 

Tiikliihaymanot, (thou) David who blessed God. 
(Miilka'a Tiikliihymanot, S-32;L-3) 

This line alludes to the story that tells us about King David who blessed God by bringing the 

ark of God to Jerusalem and put it in a tent (II Sam.6; I Chr.15: 16).This person is used as a 

typology for Saint Taklahymanot in his quality of blessing God. 

The second type is implicit allusion. Such allusions are implicit in that they simply 

mention the event and the setting of the story. They are implicit because they only use the 

biblical word, phrase or clause without any direct reference given, such as name of the biblical 

personages, name of biblical places where the citation: the word, phrase or clause is taken, etc. 

Let me discuss an example from MaIka 'a Maryam to illustrate the point. 

"'IC?,)" Y ... 1"Jb'\ ''1''1-'- ~CJ.h 
(oob'\'nn "'IC?,)" i ~\Ch, 10 : (n1 3) 

The Virgin Mary, (thou) gate ofthe east. 
(S-10; L-3) 

This line metaphorically describes the subject of the MaIka'. The description is the 

phrase "gate of the east" which is taken from the Bible. In the Old Testament, the main 

Gate of the temple is the eastem gate (Num.3: 38) and in EOC the main gate of a church 

used by the priests and deacons is the eastem gate (The Ethiopian Orthodox Tewahedo 

Church Faith, order of worship and Ecumenical Relations, 1996: 64). In addition to this, the 

main reference of the allusion is the revelation of God to Ezekiel in vision in the gate of the 

east of the Lord's house (Ezek.l0: 19;11:1) and in the east side of the city (Ezek.ll: 2) This 

gate is a gate through which no one can enter. 
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Then said the Lord unto me: this gate Shall be shut, it shall not be 
opened, and no man shall enter in by it; because the LORD, the God 
ofIsrael, hath entered in by it, therefore, it shall be shut. 

(Ezek.44:2) 

By referring to this verse the exegetes of the EOC, interpret this gate of the east typologically 

as the Virginity of Mary. They interpreted the house as a metaphor for the Virgin Mary, the 

Lock is a metaphor for her virginity and the Prince is for Jesus Christ. Therefore, the poet 

alludes to the gate to describe Mary's virginity (and her being chosen by God) (Wuddase 

Maryam 8nna Q8dase maryam, 1983: 106). 

In Malk8'a Mat18li (Maryam) there are references to the 12 apostles to describe her 

and her attributes. Malk8'a Taklahaymanot also used 23 biblical personages and three later 

day Church personages as a metaphor to describe Saint Taklahaymanot. Most of the biblical 

references of tile Malk8'a malk8' are used to describe the subject or its deeds . It used 

metaphorically or in the form of simile. 

Let me discuss only two examples to see the meiliod of description: 

"'1C,!'9" .r;"t"lt'. IIrh,em'N' 9"C'l·11 
r'l'Pfim' H9",r;l 11"11 h'}1' Chl'h. mt.11 

(ODt'.nn "'1CY9" 1 ~\Ch. 9: f1')1 3 he; 4) 

The Virgin Mary, (thou) crutch of my life (3) 
The ladder ofLuz seen by Young man (4) 

(Miilk8'a Maryam, S-9:L-3and 4) 
The fOUith line alludes to the Bible, particularly to the first book of Moses called Genesis. It is 

an episode about Jacob's dream in his journey to find him a spouse from Haran as ordered by 

his father. Tlu'ough his journey he slept in a place called Luz at night and ilien he dreamed. 

His dream is the following: 

And he [Jacob) dreamed, and behold a ladder set upon the ealth, 
and the top of it reached to heaven: and behold the angels of God 
ascending and descending on it. And behold, the Lord stood above 
it .... 

(Gen. 28:12-13) 
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The poet took the ladder as a metaphor for Saint Mary, since it is believed that she is a 

mediator between eatth and heaven and an intercessor of human beings to God. Saint Mary is 

symbolized by this ladder also in the Wudase Maryam and Anaphora of Mary (Wudase 

Maryam 'onna QodaseMaryam, 1983 E.C.: 48-49 and 90-91). 

The second example is from Malko'a Folsata La Maryam. 

moot. -1'Ct'bfl H M·qu1 n 11: 
h'H nhTOl' m(1.'n OlC." N .. lI Il,t 

(OOb\hn <J;Ml;T tlff<!Cf9" 1 ~\Cl1 J1 f111 4 he; 5) 

Thou are ship ofThar'shish of Solomon 
For the wisemen brought by her the precious gold. 

(S-I: L-4 & 5). 

"Ship of Thar'shish" is an allusion. The allusion is the following. "For the king 

[Solomon 1 had at sea a navy of Thar'shish with the navy of Hiram; once in three years came 

the navy of Thar'shish, bringing gold, and silver, ivory, and apes, and peacocks"(I Kings 

I 0:22). As the ships of Solomon brought these precious metals, the Virgin Mary also brought 

to the world - the Savior Jesus Christ. The metaphor used to describe the Virgin Mary. Such 

type of reference is used frequently in most of the Maiko 'a maiko'. 

4.2 The MaIka' and the Song of songs 

The Song of songs (also known as the Canticle of canticles) is one of the poetic books 

of the Holy Bible. It is a collection of poems ascribed to Solomon and his beloved (the 

'Shulamite') and their friends. The Go'oz version of the Song of songs is textually different 
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from the Amharic and English versions. For example, in the second and fourth verses of 

chapter one, the word love is found in the Amharic and English versions of the Song of songs. 

In the G8'8z version it is breasts not love- h.<\9" h'l'lJ·rh. h9u OJ~ '} (00;).1 -;- 2) "Thy 

breasts are more attractive than wine" and <;1J:i!'C h'l'lJ:t·h. h9" OJ~') (00;) .1 ~4)"We 

love thy breast more than wine." Therefore, for the purpose of this study, I used the G8'8z 

version ofthe Song of songs. 

The exegetes of the Ethiopian Ot1hodox Church protested strongly against literal 

interpretation of the Song of songs. These exegetes interpreted it as an allegory of God's 

dealing with the congregation of Israel (Mtis8haftti Solomon Wti Sirak, 1988: 197), Christ's 

relation with the Church or the individual soul (1988 : 198), and sometimes it allegorically 

presents Christ's relation with the Virgin Mary (1988: 222). But modem western scholars, by 

reading it literally, considered it as erotic writing "The two lovers express their feelings for 

one another in extra ordinary vivid, erotic, and exotic imagety. .. " (Cross and Livingstone, 

1997: 1519). 

In Mti~ah8ftti Solomon Wti Sirak - N8babunna T8rguamew ( The books of Solomon 

and Sirach: its reading and commentary) the exegetes of the Church advises the reader when 

they interpret the phrase the Song of songs: "It [the song of songs] could also be Holy of 

Holies; where no one but the high priests can enter into. Similarly the one who is unable to 

repress his lust must not recite this book." (1988:197). 

As was mentioned above, the interpretation of the Church found in the Song of songs 

another level of meaning: the love between God and the people, that is the LORD and Israel , 

Christ and the Church or the individual Soul. In the book of interpretation of the EOC, 

individual details are interpreted in allegorical or symbolic way. 
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The poems of the Song of songs are presented in the form of conversation between two 

lovers. The poems are of several kinds: songs of yearnings, admiration, self-description, 

description of the beloved, etc. 

There are similarities between the Maiko' and the Song of songs . As it was discussed in 

the previous chapter, the Maiko' mainly describes the palts of the body of the subject. 

Similarly the Song of songs describes the palts of the body too. To clarifY it, let me enumerate 

the palts of the body commonly described in the Maiko' and in the Song of songs. 

Palts of the body commonly described in the Malko'a maiko" 

.. 
name rerns 

locks shoulders heart 

head back mind 

cow1tenance chest eyelashes 

bosom eyes hands 

navel <oars arms 

womb temples elbow 

virginity nostrils forearm 

loins lips palms 

thighs mouth fingers 

knees teeth fmgemails 

heels tongue breasts 

, 
Besides the enumerated ones, there are others that are not parts of the body such as likeness, 

departure of soul, commemoration of name, dead body, shrouding of the body, etc. [n this list there 
are organs that are used only for fema les such as breasts and womb. 
"Name is not a PaJt of the body, but both texts describe the name of the subject. It is listed here only to 
show the similarity between the two texts. 
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soles 

breath 

neck 

name 

locks 

head 

eyes 

nose 

temple 

mouth 

vOice 

toenails 

stomach 

side 

throat 

statme etc. 

Parts of the body described in the Song o(songs 

lips hands 

teeth thighs 

tongue navel 

words legs 

vOice feet 

neck stature 

throat 

The basic similarity between the two forms is the description of the parts of the body. 

The difference, on the other hand, is that the Maika' described more parts of the body of the 

subject than the Song of songs, probably because the only and apparent objective of the 

Maika' as the name itself denotes, is describing the parts of the body ofthe subject. The other 

is the fact that the Maika' describes many detailed pal1s ofthe body. For example, the Song oj 

songs describes the hand in general while the Maika' goes into details and describes the 

fmgernails, fingers, palms, elbow, hand, forearm and arms. 

The second similarity is that both forms have petition after the description, the petition 

IS to get something from the addressee. There could have been many examples; but an 

example is enough for elaboration. 
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),C}'f",. 1?h 
m 1l{JC7D'l', . .</'t\h 
MC7D Jl't\h ),-'l9n 

m1l'."h t\rh.e:: 
(00;:'. 2-;- 14) 

Show me thy face; 
Speak thy word to me; 
for thy word is sweet 
and thy face is comely. 

(2:14) 

The bride praised and requested the bridegroom to let her see his countenance and hear his 

voice. In the Malka'a maika', as we have seen in the third chapter there is supplication. 

The basic similarities are description of the different parts of the body, request 

addressing the subjects as second persons and praise of the subjects. 

Both forms are poems: the Maika' is a poetry in its proper sense while the song of 

songs in GiJ az is poetic prose. They have at least two persons in the poems; the praiser and the 

praised. In the Song of songs. the two lovers praise each other's beauty. In the Maika' the 

praiser is the one who prays at a moment and the praised is its subject. There is physical 

proximity of the persons in the Songs of songs and the spiritual proximity in the Malka'a 

malka'. 

In both forms the praiser considers the praised as spotless (Song. 4: I) and absolutely 

pure (Malka'a Maryam, S-3; L-3) . The perfection of the praised in the Song of songs is in 

terms of physical beauty. But the perfection of the praised in the Malka'a maika' is spiritual. 

Regarding the petition, the addresser supplicates for ealthly love in the Song of songs (only 

when I fo llow its literal intelpretation) and for mercy and purity in the Malka'a malka'. In the 

Song of songs, the requested character responds immediately, while the response of the 

addressee in the case of the Malka'a maika' is expected and received in faith. 
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The Song of songs describes the physical beauty of the addressee; but the Malka'a 

maika' describe the physical as well as the spiritual beauty. The Song of songs describe those 

paIlS of the body that have physical appeal, while the Maika' describes every detail of the 

parts of the body. 

The Song of songs has the power to arouse our emotion. The Song of songs has two 

way cOiTIlmmication like dialogue. The Maika', even if it has one way communication, the 

response of the addressee (the subject of the Maika,) is believed to be received or heard by the 

saints in hope and faith. The addresser spiritually believes that the subject (addressee) is with 

him/her and ready to help him/her in time of prayer or otherwise. 

In the above discussion we have seen the similarities between the MalkEJ and the Song 

of songs. The other question that needs to be answered is the question of influence. It is about 

how the latter influenced the former. 

The Song of songs, an anthology of love poems, might have similarity to the literature 

of the middle east. It might have been influenced by or might have influenced that literature. 

Scholars tried to show the similarities. For example, the descriptions of the beloveds are 

similar to the Arabic love poem called a wasf (Achtemeir, 1989: 1051). This is an issue of 

study by itself. For this study, it is not impOilant whether the Song of songs influenced the 

mentioned Arab literature or itself influenced, has no effect on the influence of the Song of 

songs on the Maika'. 

According to the EOC, the pious books other than the Holy Bible are called Awatad. 

Literally it means daughters. The form and/or content of the Awatad are taken from the two 

Testaments. Their sources, in general terms, are the Holy Bible. Therefore, the first 

assumption is that the MalkEJ might have its source in the Holy Bible. 
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Even though the date of the beginning of the Maika' is not reliable, it is celtain that it 

emerged after the introduction of CIU'istianity and the emergence of indigenous literature in 

Ethlopia after the 5th century. The Song of songs was believed to be written by King Solomon 

who reigned in Israel from 971-931 BC. (Ya Ma$ahafQadus Mazgabti Qalat, 1972: 103). 

Others disagree with this and suggest that it might date from as late as the 3rd century before 

the bilth of CIU'ist, though some of the individual poems may be earlier (Cross and 

Livingstone, 1997:1519). 

Therefore, since the Maika' appeared hundreds of years after the Song of songs (see 

section 4.3 of this chapter), the similarity might be the result of the influence of the former 

over the latter. Thus, the poets of the MalkfYa maika' who were masters of the Holy Bible and 

Church literature were perhaps influenced by, and took the form of, the Song of songs to 

praise saints of the EOC and implore them what one needs in its religious life. 

Apalt from all the above, the Maika' text has a great deal of similarity to the Song of 

songs in terms of its composition. The imagery of the MalkEJa maika' which describe their 

subjects has different features when examined in relation to the Holy Bible. Most of the 

images used in the Malka'a maika' are taken from the Holy Bible in four ways: explicit 

reference to the Song of songs, the use of identical descriptors for identical parts of body with 

the Song of songs, the use of similar descriptors with the Song of songs and the use of 

allusions from the Old and the New Testaments. 

4.2.1 Explicit and implicit references to the Song of songs 

Malka'a Maryam implicitly mentions the Song of songs when describing a palt of the 

body. This is only found in the Maika' dedicated to the Virgin Mary. There are only two 

references observed in this Maika '. 
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M9" I'IiIhC-i' CMh. H" ·1hJ'. ?"tt:C'u· 
t\M·h. nh'ltt:tu· 

(t7DAh~\ "'1CY?" i ~\Ch, 2: 111~ 1 h'l 2) 

Peace be to thy locks, their plaiting is admired 
By the lips of thy father 

(S-2; L-l and 2) 

These two lines describe the locks of the Virgin Mary not by using any imagery, rather by 

alluding to another person. It simply says that the plaiting of her locks were celebrated by her 

father: King Solomon. The Virgin Mary is considered the daughter of king David. Similarly 

one can say that she was also considered as the daughter of Solomon. She was not directly 

begotten from David. She was the descendant of his descendants. One can also find the 

following verse in one of the books of Solomon, the Song of songs . 

.P'oC'}·h. ht7D t7DCq,,,, ~\tT)t\. M -i·h.P';!' h?" h.~f[l 1t\a,.~ 
(00;:>. 4-;- 1) 

Thy locks are as a flock of goats 
That appeared from mount Gilead 

(4:1) 

The Maiko' used the description of the Song of songs and alludes to King Solomon by the 

plu-ase " thy father" and his words are certainly those found in the Song of songs, as though 

spoken about the locks of the Virgin Mary. The lips of Solomon (as the text itself asserted that 

the Song of songs is composed by King Solomon)-the bride- addressed and admired the 

plaiting of the locks of the bridegroom as "flock of goats" which appeared from mount Gilead. 

The second explicit reference to the Song of songs is also found in Miiiko'a Maryam. It 

compliments the tlu'oat ofthe Virgin Mary as follows: 
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M9" fI1 ·C'th. wr, I!- h9n OJI!- '} 
nhUD I!-n, M "'1",} 

(ODt\n~, crycn" j ~,Ch, 16: ,y},) 1 hr, 2) 

Peace be to thy throat sweater than wine 
As said by solomon; 

(8-16; L-l and 2) 

\ 

Unlike the second stanza, here the descriptor is explicitly mentioned. It directly mentions the 

source- the writer. In one of the writings of Solomon- the Song of songs- we find the 

following verse: 

OJ1·C'th.'l. hUD OJI!-'} wc,'1!­
(UD? 7.;- 10) 

... thy throat is like the best wine. 
(7:10) 

Here the Song of songs describe the throat as sweet as the best wine. Wine is probably 

the metaphor for the words of the poetic persona in the Song of songs. 

The Maika' used the description ii-om the Song of songs and acknowledged that it was 

said by Solomon. This certainly showed the interest of the poet of Malko'a Maryam towards 

tlle Song of songs. 

The above two implicit and explicit references to the Song of songs are taken 

from Malko'a Maryam. The reason might be the tradition of the commentary that sometimes 

took the bride in the Song of songs as the Virgin Mary (l988: 222). As far as the Mall:o'a 

malko'I read are concerned, there is no Maika' that directly mention name Song of songs. 
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4.2.2 The use of identical descriptors for identical parts of the body 

There are numerous stanzas of different Malko'a maiko' that used identical descriptors 

for identical parts of the body. Some examples are sufficient to support my argument that the 

poets of the Malko'a maiko' have consciously taken from the Song of songs as the source of 

their imagery. The examples hereafter are taken from some of the published Malko'a maiko'. 

The eyes are described as doves' eyes by the side of river or lake, or simply as the eyes 

of doves in many Malka'a malka'. The following are the examples that describe the eyes by 

comparing them with the eyes of doves. 

(JIfl"'t-1·O·rh. f1119" (JIfl Mf, 1-rh. HC"I'O 
(oot\l1n ~M:9" l ~,Ch, 2: fl1:';2) 

Peace be to thy eyelashes and thy eyes of dove 
(Miilka'a Qllsqllam, S-2; L-2) 

M"I.('; fl '/>t-1'0tl1 (JIfl},of, 1'L:h HC"I'O 
(uD t\l1n ~t-:"'fl.(nfl: nCh, 6: fin I) 

I bow to thy eyelashes and thy eyes of dove 
(Miilka'a fiiraq/itos, S-6; L-l) 

The following are also examples of descriptions of the eyes as a lake full of water. 

fill?" flM f, 'H: 11 hOD 9" fl· h 9" o:P fl OTJ f, 
(uot\l1n n..f'r'I·fI: ~,Ch, 6: fl1:'; I) 

Peace be to thy eyes, like a lake full of water. 
(Miilka'a IyiislIs, S-6; L-I) 

The descriptors of eyes in the Song of songs are dove's eyes and water. 

Mf, 1·}·h. HC"Il1 
(oo? 4~ 15) 

Thy eyes are dove's eyes. 
(1 :15) 
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MK. ,}·}·h. HC"l'O 
(an? 4-;- 1) 

Thy eyes are dove's eyes. 
(4:1) 

~,oK.·H'h. han 9"fl'h ro:M "'If1' 
(oo? 7-;-5) 

Thy eyes are like a lake full of waters. 
(7:5) 

All the three descriptions in the above verses of the Song of songs are identical with Malk8'a 

Qusquam and Malk8 'a f araqli\os. The third example from the Song of songs is also identical 

with the description of the eyes in the Malk8'a Jyasus. The other description of the eyes in the 

Song of songs is: 

MK. '}·tV· han C"lll rll·o m'{J-/' ro:l'lI "'If'''' 
«70? 5~ 12) 

His eyes are like dove in a lake full of water. 
(5:12) 

This verse describes the eyes like dove's eyes which is in a lake full of water. 

Lips are described as thread of scarlet in both forms: the Malk8' and the Song of songs. 

Mr flh '1 <J:Ch. hOD <J:fh(l 'I' K.fh 
(ODAn~, "'ICfr i ~,C/1, 10 : (J'}o,; 1) 

Peace be to thy lips, red like thread of scarlet. 
(Miilk8'a Maryam, S-10; L-l) 

M9" flr.h'1&,n mflh'1<J:tn <J:r'h(l 
(anAnr. O'}O." fI'l. !'-O,{Ji ~,C/1, 4: (J'}o,; 1) 

Peace be to thy nostrils and scarlet lips. 
(Miilk8'a f,8l1siitlllii Giyorgis, S-4; L-l) 
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In the Song a/songs the descriptor used for lips is identical with the Mtilko'a mtilko'. 

hoo'i:,hY' 'I'J'>,h h'l'i:Ch. 
(00;:' 4:3) 

Thy lips are like thread of scarlet. 
(4:3) 

hoo'i:,hY' ." J'>,h h'l'i:Ch. 
(00;:'. 6:7) 

Thy lips are like thread of scarlet. 
(6:7) 

In the Go'oz versions, not only the descriptor, but also the words are identical in both 

texts (Mtilko'a Maryam and the Songs a/songs) except the presence of the introductory phrase 

(the head word) in Mtilko'a Maryam. 

Kanaforki Kama fOhosso qayyoh. 
(Miilko'a Maryam) 

Kama fOhosso qayyoh KanafOrki. 
(The SOllg 0/ sOllgs) 

The order of words is also identical except the positions of the subject of the sentence -

KtinaftJrki - at the beginning and at the end of the sentences. 

The teeth are described by the flock shorn and coming up from washing .. 

M?" flM'I1h. ,hfl.n In"/:I')' Hr'1m;J 
moot-Of' :"<;.H M 7.9",h'I·n OC;J 

(OO/:lh~, t7<JCY?" 1 ~,C/1, 12: to:'; 17.'1' 2) 

Peace be to thy teeth comparable with Milk of heifer 
And also with Shorn flock come up from washing. 

(Miilko'a Maryam, S-12; L-l and 2) 
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fill?" t'lM'I'ih. hOD oolro~ M""'/>C~ 
mht'l OJ()n I,?" rM·(] h 1H ~'l'(II'l\ 

(oot\h~, h.-'l',9"rhl'h ~,Clb 13: fl1:~ ] he,' 2) 

Peace be to thy teeth like shorn flock 
That come up whitened from washing. 

(Miilka'a Kidaniimalzriit,S-13; L-l and 2) 

As seen in the examples, both Malka'a Maika' used the "Shorn and washed flock" to describe 

the teeth oftheir subject. The teeth are described twice in the Song of songs. 

fl',1h, hOOODlro~ 1't'l-1'</>C'I mht'lmM, 1,9""''111 
(00;) 4~2) 

Thy teeth are like flock shorn and coming up from 
the washing. 

(4:2) 

fl',1h. hoooo(rO~ M 'tC'? 1,9""''111 
(00;) 6~ 6) 

Thy teeth arc like flock coming up from the 
washing, 

(6:6) 
The only difference between these two verses of the Songs of songs is that the first descriptor 

has additional attribute. In the first ve rse the flock were shorn and washed while in the second 

it is only washed. In the first cited verse the flock "bears twins and bears seventy seven' and 

none is barren among them". In the second verse the only quality described is whiteness. 

Both texts used identical descriptors. Since the Song of songs is older than the 

Malka'a maika' in terms of its appearance, it is logical to include that the latter used the 

descriptor of the former. 

The temples of the subjects of the Malka'a maika' are also described by the image of 

pomegranate . 

• This is not found in the Amharic and English versions of the Song a/songs. 
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Peace be to thy temples which is like the flower of 
pomegranate. 

(Malka'a Kidanamaltrat, 8-9; L-l) 

mflOD'I·rrh.I1OD· 'I' ,erll'r h?"/'lfIl C'0lJ1 H'I:rf, 
(ooAI1~, *' 'fC'fl mAm·fI-fl: ~,Ch. 4: fl1~ I) 

[peace be to thy] temples red like a piece of ripe 
pomegranate 

(Miilka'a ?e\ros Wii ?awlos, 8-4; L-2) 

M?" h'IlA floo'l·hhh. 'j>,erf, 'I 
M ,eODM C'0lJ'1 

(ODAl1n O·t-~bA i ~,Ch. 8: fln 1 he; 2) 

I will say peace to thy red temples 
Which are like pomegranate 

(Malka'a Ura 'el, 8-8; L-l and 2) 

M?n flMIJ'/.h O)flOD'I·rrl,.h H-i''1m';J 
~t.f-i' C'0lJ1 Me; II, h 11lfl .e-'l.~;J 

(ODAI1~, OlJC4I fl: ~,Ch. 7: fl1i 1 he; 2) 

Peace be to thy ears and thy temples that are similar to the 
Upper top fruits of pomegranate which are not left off. 

(Malka'a Marqos, 8-7; L-l and 2) 

mflOD'Ihhh. '1' .e'/:'· hOD~'C~T C'0lJ1 Hpe; 
(ODAl1n ~,Cr\OlJ i ~,Ch. 5: fl1i 2) 

[peace be to thy] - red temples being like a piece of 
pomegranate. 

(Malka'a Arsema, 8-5; L-2) 

In all the above Miilka'a miilka' the temples of the subject are described by pomegranate. 

There is also identical descriptor used in the Song a/songs. 

~C~'I' C'0lJ1 oo'l·hhh. 
(00 ;:' 4-;-3) 
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Thy temples are a piece of pomegranate. 
(4:3) 

hon 'pC,!>,· C'",},} on",)·rhh. 
(on;:' 6-;- 7) 

Thy temples are like a piece of pomegranate. 
(6:7) 

As was discussed in chapter three, section 3.3.1 , the eyes are described by stars in 

some Malko'a maiko'. 

rollMf!-,}1:h t"Of11 M f!-"'1. "}I] 'Mon 
(ont\tln '}'OCh,t\; nCh, 6= ('t'}1 2) 

[peace be to thy] ... eyes like stars that lit the world. 
(Miilko 'a Giibr'el, 8-5; L-2) 

Oft?" IIMf!- ,},/:tI tlnCMIf,} m'P11 
M ~ ~'" .}. h "'}'H: hoolP C.,. n, 11 

(ont\tlt, ,,·tII\'Ix,°'f',o,.,. = nCh, 7= {I'n 1 ],(;2) 

Peace be to thy temples whose likeness is beautiful 
Which are bright like the risen star. 

(Miilk fJ 'a Tiikliilzaymallot, 8-7; L-I and 2) 

This descriptor of the eye is identical with the descriptor in the Song oj songs. 

tll'Jf!-'}' /:V' hUD Phn ~I]rh M f!-7t,.~" 
(on;:' 5-;- 13) 

His eyes lit like the morning star' 
(5:13) 

The locks are described for its blackness by the colour of raven. 

rollCMlh. M.9" hoo"l'Ol *6 
(ont\tlt, '/?{I*?" ; nCh, 1 = (I'}12) 

, 
This is not found in the Amharic and English versions of the Song o/songs. 
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[peace be to thy) Locks black as a complexion of raven. 
(Miilko'a Qusqual1l, S-I; L-2) 

Y:9" !l;"'IU' Y:fI·tA OlM.r hUll 1:6 
(Ull;:' 5.;- 11) 

His locks are bushy, and black as a raven. 
(5:11) 

The descriptors used by both texts are identical. 

The neck of the subjects of the Mtilko'a mtilko' are described by the tower of David. 

Let us look at the description. 

rohUll "'I"ItS. "I'P.')' IlUf.l~:h. MTrh1:l. ~.O ..,·tA<t:NI 
owCr. rM· ,}'Pr rh:t>tA fl</ltA ro·{Jtr. 
"10 h . .et.hr· fl'Oh Olh . .eOl'l rh 6rh.e 
roh·fI· Ull'Pl'l<t:·,· f1'" ;:.yt\.} ro~·~·(n M r'}:"'OfD wflM, 

h.~ro· 
(Ull;:' 4:4) 

Thy neck is like the tower of David built for an armoury 
where on there hang a thousand bucklers, in the place where 
no one sees and the rays of the sun do not reach it, all shields of . . 
mIghty men of the house protected by three men. 

(4:4) 

The descriptor in Mtilko'a Kidantimohrtit is identical and taken verbatim from the Song of 

songs. 

Mr flIlUf.V:h. H"'I~/.{..~ "I'P.~' TChf";r 
~.OTtA<t:f"{J mO.rn HM·,.e;.~1- UllWI.;r 

(ODtAll~\ h."I',rUI.·r l hC/1, 18: {J'}'~ I he; 2) 

Peace be to thy neck, its appearance is like the tower of David 
Built for armour and founded by wise men. 

(Miilko 'a Kidalliimohriit, S-18; L-l and 2) 

• Some of the phrases and clauses in this verse such as "three men" and "in the place where no one sees" 
are not found in the Amharic and English versions oflheSang a[sangs. 
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The navel of the subjects of some of the Mtilko'a mtilko' and the bride in the Song 0/ 

songs described by the plane goblet that does not fail short of its liquor. 

M9" t'\~(}-OC-l' h_ hOD "'Iohh Chl"" 
H h_l'~lC~' h9"'f:{);h'" 

(ODAh~l "'ICf9" i ~lCh. 38: lIn 1 he; 2) 

Peace be to thy navel which is like goblet; 
That does not fall short of its liquor_ 

(Mii/ko'a Maryam, S-38; L-l and 2) 

M9" h -OA t'\rh'}-OC1' It.hh 11h· 
H,,}-Ol --j,fl;h-j, tJ:m.T Mlfl-Cf"'} hOD "'Iohh· 

(ODAh~l Mm,'iS'{): ~lCh. 37: lIn 1 he; 2) 

I said peace to thy navel 
Which is plane like the goblet of Solomon. 

(Mtilko'a 3stijanos, S-37; L-l and 2) 

M9" t'\~,,}llC-}'h. 9"<'\1'\, tJ:rh·~' "'I71hh 
(ODAhn h . .<l~9":hlT i llCh. 29: ()'}1 1) 

Peace be to thy navel which is an example of plane 
goblet 

(Mii/ko'a Kiilalltimohrtit, S-29; L-l) 

M9" t'\~,'}llC 'rh "'10M mCJ,eo H-J'ODAhh 
Oh·t'\· ·"{)r ..... t: h'}H ,e-}'l1'l,{)A "'Ihhh 

(ODAhn h.I'I'l·{) i ~lCh. 33: ()'}1 I he; 2) 

Peace be to Thy navel which govern at the Center of 
essence 

With all its combinations, it is like goblet. 
(Mii/ko'a [yiisus, S-33; L-l and 2) 

In the above four citations, the navel is described by goblet full of liquor. This descriptor is 

identical with that ofthe descriptor of the Song a/songs . 

rh,}llC-)·h. hOD "'Iohh tJ:rh·:" H~l.l'~CT h9"-j,{)r ..... " 
(OD~ 7i 3) 
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Thy navel is like plane globlet which will not fall 
short of its liquor. 

(7:3) 

All the above descriptors and others unmentioned ones are identical. The identicality 

of descriptors suggests that the poets of the Malko'a maIko' are attracted by the Song of songs 

and deliberately used the descriptors of the Song of songs. This shows that the MaIko' as a 

geme is influenced by or even founded on the Song of songs. 

4.2.3 The use of similar descriptors with the Song of Songs 

Unlike the identical descriptors we have discussed in the previous section, here the 

descriptors are not identical; there are some attributes that discriminate descriptors from the 

other descriptors. Hereafter, I will try to give some examples from the Song of songs and the 

different Malko'a maIko'. 

The image of smell is llsed in both forms to describe the smell emitted from the 

nostrils. The smell is of different things such as perfume and stick of incense. 

Moo tll,{J·}·"}4.{J1l Hoo'}ljV. MM(ll 

lloo'l'·o'} o'f:l.r ;",\';(JJ' h"lH.h'/ h"}"" h~'~,(ll 
(oot:\nh Mm.4.<;'{J i hCh, 16: {J"}i 1 he; 2) 

Peace be to thy breath, its smell is that of the stick of incense 
Like ointment with pleasant odour spiced by our Lord, 

(Miilko'a 3s\ifanos, 8-16; L-J and 2) 

M 9" M,h e;'f:11. 001'\ n(JJ IP e; J!- oo'} '1 
J!-"t,J!-{J tlS.:4S. h9"~S {J .t"} Hml.A.'1 

(oot:\nh OTfC5'9" i hCh, 9: {J"}i 1 he; 2) 
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Peace be to thy nostrils which are windows of pleasant odour 
Better than the good smell of incense oftable. 

(Miilka'a Maryam,S-9; L-J alld 2) 

OIl?" M,h'l6-11 on'}'1 ~,C.f'?" M ""t7D AO' 
(onAl1n "'l.IJ~bA i ~,C/l, 9 : (ni 1) 

Peace be to thy nostrils filled by the odour of heaven. 
(Miilka'a Mika'el, 8-9; L-l) 

OIl?" Mlh'lfi:h. t7D.,{lf' on'}'1 1P'l ~ 
(onAl1n nCI'b"'l i ~,C/l, 6: (ni 1) 

Peace be to thy nostrils, box of pleasant odour. 
(Miilka'a Arsema, 8-6; L-l) 

In the Song of songs the smell emitted tlu-ough the nostrils is described by the smell of apples. 

The attribute of the descriptor is pleasant odour. Similarly the four Malka'a maika' cited above 

have not used apples as descriptor; but other descriptors like stick of incense (Aspiidato) and 

oil of pleasant perfume. 

malka'. 

ml'.S n'}fi:h, huo rA 
(on;) , 7~9) 

The smell emitted through thy nostrils is like apples, 
(7:9) 

The image of tree is used for describing the stature of tile subject in many Malka'a 

OIl?" t'I ,Y,9"h hon W'll] Ht'I.I]c,"{J 
H~,fht7DAont'l mA;"'" '~n '''If' "I.'l.:O:t, muoC{J 

(t7DAl1n MmAS'{J i nC/l, 46: (J 'n 1 h'l 2) 
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Peace be to thy stature which is like the cedar of Lebanon 
That become green and grows from the water of calm and quiet 

port. 
(Miilk8'a 3st.i/anos, S-46; L-l and 2) 

fill?" f1'fl?"h hoo~,Ctl tN'J 11/1'/ 
~"f1Mrh'l~ h·'I'/ 

(ODAhh I"rh 'HI 'i:'lll. h"ll1.h 1 ~,Ch, 45 : ryn 1 h(j 2) 

Peace be to thy stature which is like the tree of river 
Be our Shadow. 

(Miilk8'a Yohm1ll8s F8quI'ii Jgzi'8, S-45; L-l and 2) 

fill?" M?"h hr<'lfl MA'}' ;»'1 
(ooAhh r'J'}(I'/: f17.I"C'l.f1l ~,Ch, 13: in", 1) 

Peace be to thy stature like beautiful tree. 
(Miilk8'a f,8nsiitu Iii Giyol'gis, S-13; L-l) 

fill?" M9"h l1oor'\A9' flhOI 
(ODAhh 11,'1 "'IC,,~jll ~,Ch, 42: in", 1) 

Peace be to thy stature that is compared with tree. 
(Miilk8'a Zena Marqos, S-42; L-l) 

fill?" M?"h. M,CI1 MI'j'{1 ~,?n"'f1 ,1\"'1 
(ODAhh herb"'ll ~,Ch, 25: 1I,}'" 1) 

Peace be to thy stature which is like the stature of 
the Cedar of Lebanon. 

(Miilk8'a Arsema, S-25; L-l) 

hCI1 1l,fI'.ulI J.'.ODlIA ODAhO 76· Ol'i:~'OD' 
(ooAh~, "'IC'flll 1 ~,Ch, 2: lI'}"/ 2) 

The likeness of his face and brow is like the tree of 
Lebanon. 

(Miilk8 'a Mal'qos, S-2; L-2) 

In the Song of songs the tree of Lebanon and the Cedar (Cedar of Lebanon) tree are 

used as descriptors ofthe bride as an entity . 
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1';'f, hon ./:.~C'{) 

(uu;) . 5~ 15) 

And [He is) chosen as cedar' 
(5:15) 

H.J19"h. f,uu{)A f1'/'A1' 
(UD~. 7c-8) 

Thy stature is like a palm tree 
(7:8) 

Tongues and throats of the subjects of the Mtiiko'a Maryam and Mtiiko'a Yohannos 

Foqurti ogzi'o are described by honey, sugar and milk. 

M9" fI1'C~h IlHo '}"}f1.')' hp't-f1' 
hUD'tC aw'hC h1..,· f,1'09" 1CJfI· 

(onAh~\ V'fh 1{) ~.~l. h"lH.h! hCh, 16: ()1~ 1 he; 2) 

Peace be to thy throat, it is spring of the falls of prophesy 
Its speech is sweeter than honey and sugar. 

(Maiko'a Yohallnos Foqura 3,gzi'o, S-16; L-l and2) 

M9" ll6\<'l'}h. uD·thH tht\:f1 a>on'tC 
(onAhh lIlJCf'l" 1 hell. 13: ()1»;1) 

Peace be to thy ·tongue, sweet as milk and honey. 
(Maiko'a Maryam, S-13; L-l) 

A similar descriptor is used in the Song of songs. It describes the tongue as the spring 

of honey and milk. 

, 

tht\: f1 a>on'tC 1,9":1';1""" A<'l,}h. 
(on;). 4~ 11) 

In the Amharic and English versions of the Song o/songs there is tree of Labanon in addition to Ceda/' 
(though Cedar is a h'ee found in Labanon)to describe the countenance of the bride. 
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Honey and milk are under thy tongue. 
(4:11) 

h<J<j:tu· ~.1, M fm·"I'1 hCo, <j:fJ·oo 
(00;). 5-;- 13) 

His lips are like lilies, dropping myrrh.' 
(5:13) 

4.3 The Miilk8' and AwaIad 

There are 81 books that are canonized and included in the Holy Bible. These books of 

the Old and the New Testaments are roots for other apocryphal books that are born out of the 

Holy Bible. The G8'8z term for these books is Awal8d. Awal8d literally means daughters. 

They are named so because they are considered as religious writings based on the teachings of 

the Old and the New Testaments. According to Kidanewold Kifle, Awal8d are: "Books of the 

fathers , homilies, reproofs, . .. whose readings and signification are developed from the Old 

and the New Testaments as branches" (1948: 391). 

Similarly Ayalew Tamiru (1992) defined it by using metaphor. 

The root books, which are the Old and the New Testaments are 
like the constitution of a country and the other books are like 
individual laws and regulations bom out of the constitution. 
Similarly in the Church, there are books written based on the 
stories and teachings of the Old and the New Testaments: such as 
Gadl, Ta'am8r, D8rsan, Malk8', etc. 

The metaphor of constitution and root explain the origin of the Awa18d books. the 

definition also mentioned Malk8' as Awal8d explicitly . 

• There are adjectives for the noun Mirrh in the Amharic and English versions of the Sang a/songs. 
These adjectives are sweet and smelling. 
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The Maiko'a maiko' are prayers written in verse and they are Awa18d. Since Awa18d 

are pious writings developed from ' the Holy Bible, the Maiko' therefore might have been 

developed from the Holy Bible. Bearing this hypothesis in mind, my search for the source 

indicates that, in terms of form, the source of the Maiko' is the Song of songs. In terms of 

contents all the books of the Holy Bible and other non-biblical religious books, which are 

Awaiod, are its sources. 

Generally, from the arguments of this chapter, my conclusion is that the Song of songs 

is the possible source of the Maiko'. I have not yet come across any study that associates the 

Maiko' with the Song of songs. 

As seen in the earlier section of this chapter, the Song of songs describes by 

complimenting different palts of the bodies of the bride and bridegroom like the Maiko'a 

maiko'. It has also a form of request to get something from one another. Besides this basic 

similarity, there is another similarity observed in the use of imagery. The Maiko'a maiko' 

used imagery by directly addressing the Song of songs, by using identical descriptors for 

identical palts of the body and similar descriptors for different parts of tlle body with the Song 

of songs. This clearly indicates that the poets ofthe Maiko'a maiko' are consciously aware of 

the imagery oftlleSong of songs. 

The other attachment the Maiko'a maiko' created with the Song of songs is usmg 

tremendous amount of biblical allusions. The allusions are in the form of using the biblical 

personages, events, stories and other things as metaphors and similes to describe the subjects 

and their attributes ofthe Maiko'a maiko'. 
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CONCLUSION 

This research has analyzed about 59 Maiko'a maiko' to describe their essentials and 

origin. The results of this descriptive study indicate that the genre has its own distinctive 

features of authorsh ip, prosody and imagery. The result of the analysis indicates that the 

possible origin could be the Holy Bible, palticularly the Song of songs. 

There are very few studies which corrunented on the Maiko' only in passing. Even 

these studies have different shOltcomings which could create misunderstanding about the 

genre. The first major research on Maiko' is Pedersen's (1989) study which attempted to 

explore the source of the Maiko'. According to her, its origin is the Latin prayer of St. Birgitta. 

As reviewed in chapter two, however she does not present sow1d arglW1ents that support the 

claim that the origin of the Maiko' is Latin. The other research works have their own subject­

matter and the Maiko' is touched upon only tangentially. An attempt has been made to correct 

some of the oversights in these studies. 

The Maiko' is a complimentary Go'oz descriptive poem with distinct subjects. The 

time of beginning and cessation of composing this genre has been difficult to establish. It is 

assumed that it might have stalted during the reign of Zar'a Yaqob because of the prevalence 

of religious dispute on iconoclasm. Its flourishing time is, according to some researches, the 

17th century. There are Malko'a maiko' composed in the early and mid-20th century for 

Emperor Haileselassie and Empress Menen. 

Almost all the authors ofthe Malko'a maiko' are anonymous. One tradition of the 

literature of the EOC is anonymity. Writers are humble (or through time it became a tradition) 

that they efface their names from their works. Since the tradition of the genre does not allow 

idiosyncratic style. Anonimity does not create any problem in understanding the Malko'a 

maiko'. The earlier willingness of self-effacement might be the result of their humility. This 
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humility could have been developed from the principles of Christianity. The other reason for 

the anonymity probably be the proudness or the poets' confidence in being able to produce 

even more elevated poems. The saying "Yii Qane quanta Yiiliiwam" (Today's poem has 

nothing to do with tomorrow) shows that the poets were unimaginably prolific. The objective 

of the poet is to transmit the tradition composing Miilka'a miilka' properly to his/her 

successors as he/she received it from his/her predecessors. The theology of the Chmch 

provided the poet with a new poetic form and theme. 

The subjects of the Miilka 'a miilka' are many. They can be categorized as: (i) Divine, 

(ii) Angelic, (iii) Animate, (iv) Inanimate, and (v) Abstract concepts. The Divine subjects are 

the three persons of Trinity. Angels are subjects venerated by the EOC. Animate subjects are 

saints, martyrs and righteous figures who are venerated again by the EOC. The inanimate 

subjects are, on the other hand, like ecclesiastic materials, holidays, etc. The last category of 

subjects are abstract concepts such as love and character. There are also Miilka'a miilka' that , 

describe the exploits ofthe subjects. 

The Miilka' has five-line stanzas with perfect end-rhyme. Each stanza has five lines 

that rhyme with the last syllable of each line. This can not be overruled in the tradition of the 

Miilka'. Sometimes the rhyming scheme is carefully observed from failing to rhyme by poetic 

license. The rhythm of the Miilka ' is non-wlifonn. It has no regular rhythmic pattern. 

The Miilka' stanza structure is divided into three: description, call and supplication. 

The description PaIt describes a paItipalts of the body or the exploits of the subject of the 

Miilka'. The second palt, call , addresses the subject directly by calling its name to praise. In 

the third palt, that is, the suppl iant implores the subject for some heavenly favor. 
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The Stanzas have their own head words. The most frequent head word is "Salam" 

(peace). There are others such as Titmaha$itnku and )sitgad which appeared only in one or 

two Mitlka 'a mitlko'. 

The MitlkiJ is distinguished by its use of elaborate imagery. It has two major parts : 

biblical and non-biblical. The biblical imagery uses personages, events, stories, etc. from the 

Holy Bible to describe what is intended to be described. The most dominant form of biblical 

imagery is the metaphorical use of biblical personages to describe the subjects of the Mitlko'a 

mitlko'. The second type is non-biblical imagery. The Mitlko'a maika' use different images 

from the natural surrounding to describe the subject. The functions of the Malko'a maika' are 

didactic in the sense that they use bi blical images to moralize the laity and also to ornament 

the description. 

The origin of the Malko'a mitlko' has been difficult to establish like the time of its 

appearance and cessation. Using comparative textual study between the Malko'a mitlko', the 

Song of songs and the Holy Bible in general, claim is made that the above mentioned book of 

the Holy Bible is its possible textual origin. They are similar in their basic form, that is, in 

describing the different pat1s of the body, praising and supplication. The organization, 

phrasing and imagery of the Malko'a maika' is similar with that of the Song of songs. The use 

of: explicit- implicit references, identical descriptors for identical parts of the body, similar 

descriptors, and allusions from the Old and the New Testaments indicate that the possible 

origin may have been the Holy Bible, particularly the Song of songs. 

The other argument for suggesting the possible origin of the Maika' is the concept of 

Awalod. The EOC has two major types of pious books. These are the main (root) book- the 

Holy Bible and the other numerous pious books- Awalod. Awalod are books developed from 

the Holy Bible in terms ·of theme and form. The Malko'a mitlko ', as one category of books of 
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AwalOd, are developed from the Holy Bible. This premise also leads to the conclusion that the 

origin of the Maiko' is the Holy Bible, palticularly the Song of songs as observed from the 

comparative analysis of the Maiko' texts. 

The study of different genres of Go'8z li teratw'e might exhibit various literary devices 

employed in the texts that help for their understanding and looking further to see the 

influence of this literature over the Amharic one. There are many indigenous and non­

indigenous genres of Go'8z literatme such as Doggua, Qone, different hymn, commentary 

('andomta), books of Christian teachings translated in to Go'oz earlier in the history of the 

EOC, the Go'oz versions of the Holy Bible, etc. that need detailed studies in their own right. 

This area of study is almost untouched and therefore waiting for interested and knowledgeable 

researchers about GfJoz language and literatme. 
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APPENDIX 

MALK3' A MALK3' 

PUBLISHED 

1. Tlibibli Tlibiban 

2. Mlilk8'a 3gzi'abher Abb 

3. Mlilk8'a ~liraqli\os 

4. Mlilk8'a Sillassie 

5. Mlilk8'a Al11anu'el 

6. Mlilk8'a Mlidhane Allil11 

7. Mlilk8'a Mlidhane Alel11 3slig8d 

8. Mli Ik8' a Qurban 

9. L8ssanli Sliba" 

10. Mlilk8'a Mika'el 

II. Mlilk8'a Glibr8'el 

12. Mlilka"a Rufa'el 

13. Mlilk8'a Ura'el 

14. Mlilk8'a Ragu'el 

15. Mlilk8'a Fanu'el 

16. Mlilk8'a Yohann8s Mli\mg8 

17. Mlilk8'a ~e\ros Wli ?liwlos 

18. Mlilk8'a Yohann8s F8qurli 3gzi'8 

19. Mlilk8'a Margos 
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20. Malk8'a 3s\ifanos 

21. Malk8'a Giyorgis Ziisaleda Mogesu 

22. Miilk8'a i?8nsatu Iii Giyorgis 

23. Malk8'a S8qayu la Giyorgis 

24. Miilk8'a G1ibr1imiinfasq8dus 

25. M1ilk8'a G1ibriimanfasq8dus Ka18' 

26. Malk8'a T1ikliihaymanot 

27. M1ilk8'a G1ibriik8r8stos 

28. M1ilk8'a Ar1igawi 

29. M1ilk8'a Zena Marqos 

30. M1ilk8'a S1inbiit 

31. Miilk8'a Lalib1ila wii y8111r8hanii K8r8stos wii N1i'akuto La'ab 

32. M1ilk8'a Edolll 

33. M1ilk8'a Halma 

34. M1ilk8'a F8ls1ita Iii Maryam 

35. M1ilk8'a Qusqu'alll 

36. M1ilk8'a Kidaniim8hriit 

37. Miilk8'a Wuddase z1i sabatu 8'liitat 

38. M1ilk8'a Maryam 

39. Miilk8'a Iy1isus 

40. M1ilk8'a Arba'8tu 8ns8sa 

41. Malk8'a Qirqos 

42. M1ilk8'a Iyaqe111 wii Hanna 

43 . M1ilk8'a M1irqorewos 
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44. Miilk8'a S8'81 

45. Miilk8'a MiilO'aka Uqabe 

46. Miilk8'a Anqii~ii B8rhan 

47 . MiilkO'a Miisqiil 

48. Miilk8'a Arsema 

49. Miilk8'a L8diita Iii Maryam 

50. Miilk8'a MahByawi 

MANUSCRIPTS 

The Maik8 'a maikO' without manuscript numbers are in the manuscript found in 
Debre Zemeda monas try, the others are found in the library of Institute of Ethiopian 
Studies. 

49. Miilk8'a Q8nnOwat 

50. Miilk8'a Fasiliidiis 

51. MiilkO'a Hawaryat 

52. Miilk8'a Ewos\atewos 

53 . Miilk8'a Libanos 

54. Miilk8'a Mika'el Ka18' 

55 . Miilk8'a Mii\18li (Mal'yam) 

56. Miilk8'a ~8h8ma 

57. Miilk8'a M8d8haninii 8gzi'8 

58. Miilk8'a Muse 
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