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Abstrac t 

Writers that appeared during and after the 1960s started 

drifting towards the discussion and portrayal of art and 

artists . However despite such growing efforts on the part of 

writers in communicating their experience 

among Eth~opians who have extensively 

.l' .. mharic li::e ra ture have ventured to 

pertaining to art and artists . 

to tte reader, few 

wri tten on modern 

appraise matters 

The aim of this thesis is, therefore, to study different 

literary works which portray artists as characters and raise 

q '..lestions o f a:-t: as themes of their novels, short stories, 

plays and poems; paying equal attention to the reasons why 

wri ters focus their atten t ion on their life and craft. 

1:1 doi:1g so, this research deals with relevant Amharic 

novels, short stories, plays and poems of different wr iters 

starting from 1 960 onwards. In t his s tudy, the views artists 

ref lect , the values they cherish and the motives that i mpel 

them to be what they are in life are dealt with consecutively 

in three chapte:-s . 

In the first chapter , attempt has been made to consider 

the views of writers on poetry, as we ll as the views of artist 

characters on their respective field of creativity and on art 

in general . Here the views mostly reflect the achievements 

a nd rigor artists face in their areas o f creativity . 

The values artist's consider beneficial to their well 

being is what the second chapter c ons ists o f. Here the 

discussion revolves mainly on major va lues that most human 

beings consciously or unconscious ly react to, such as the 

self, materialism, work, sexual activity and success and 

failure. The dynamic properties reflected by artist characters 

here, in turn provides us wi th a cue in the preceding chapter . 

The last chapter is where artists and their motivation is 

presented. Here the focus is basically on the reasons for the 

creativity of artist characters considered in this study. 

Whether their intentior;, their goal, or desire/aversion or 



-

other proclivi t y 1 5 r e l at ed L O psyc ho l ogical . gene\. ~c I 

historical, cultural, social or economic factors. 

As observed in the study, artists lay more emphas i s on 

the discipline and the creation of a work of art than on the 

routine of daily life . That is why they raise and expound 

issues related to the particular field of their creativity, 

their needs and their problems . In their works, artists also 

challenge :teir predecessors in introducing taboo subjects 

such as sex~al openess and reforms in relegious conceptions 

which are considered as defiance of the established 

conventions . 

Write~s of modern Amharic literature are also credited 

for port~a~'! ng artis: characters and for dealing with art as 

a theme i:-. :heir works . Moreover, by looking inward into 

their life and works. they have paved the way towards 

understand!~g ~he nature of the "self" and its role in shaping 

the future . 

\ 
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PRONUNCIATION KEY 

Pronunciation Symbols English Amharic 

ba as in f)dr t~sfa 
bu as in too Kuul 
bi a s in see Semmetawi 
ba as in b~t w;iz z" 
be as in thS!.n Mah i ls;.t 
b~ as in Juns;. LijenniiS 
bo as in boat Gittemoc 

The Following unique Amharic sounds have been 
transcribed as f ollows : 

Pronunc iation Symbols English Amharic 
, 

k' as in koran makoya 
v 

in onion tattanaw n as 
j as in ioke maiamaria 
c' as in church gictimo",,-
" in ch* cora c' as 
s' as in s* dJ:ms'e 
v 

in shirt gib-;;:t s as 
t' as in t * t'at't'anaw 

* followed by an explosive release of air 

• -
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Introduction 

In the past, Amharic literature was overwhelmed by the 

fl ow of crude didacticism and a lingering tradition. Most 

creative works of that time reflected stereotyped themes whose 

central ideas go about p reaching r eligious and moralistic 

sub jects as well as praising heroic and benevolent deeds of 

the ruling dynasty and its squirearchy. 

However, the modern aspect of Amharic literature is 

different. As Molvaer states: "Amharic literature reflects a 

broad and ma ny-faceted view of social and cultural phenomena 

in modern Ethiopia" (1980,243). This fact of change and 

development is further claimed by Assefa Aregahegn (1981 :ii ) 

to be significant in its form and content . 

This transformation which Kane expresses as " ... a gradual 

increase in the l eve l of sophistication and mastery of the art 

of writing on the part of the authors" resulted in "the 

declining of the number of moralistic phamphlets while 

attempts were made to expand the range of the literature" 

(1975,14) 

In the middle-class society that came into existence 

after the Italian aggression, the arts lost much of the well­

defined function they had in the religious and socia l 

institutions of previous ages. 

That is why writers well equippe d with modern education 

and western ideas broke the narrow path of their predecessors 
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and extended the ir imag ination to incorporat e the life and 

problems of their t i me . In doing so , they showed a sense of 

commitment and obligation towards influencing and shaping 

individual as well as community life. 

A remarkable number of writers of this period ceased to 

be normative and started to show their concern through various 

historical, social, political cultural and other themes . 

Besides dealing with a variety of themes , they also depict 

significa nt characters which were meant to set up standards of 

exemplary behaviour . Assefa Aregahegne briefly mentions this 

fact as f ollows: 

Modern writers are no more normative but 
analytical, attemp ting to g rasp the 
complexities inherent in the changing 
Ethiop ian society (1981 , 22). 

Along with their other themes , writers of this period 

also started drifting towards the discussion and portraya l of 

art and t he a rtist . Si nce t hen, t h i s p a t t e r n o f turning 

inwards, upon the medium of the ir own craft is noticed in the 

c reative works of an increasing number of writers . 

De spite suc h g r owing ef f orts on t he part of write r s i n 

c ommuni c ating t he ir experience t o the reader, f e w, a mong 

Ethiopians who have wr i tten extensively on modern Amhari c 

Literature,have ventured to discuss matters pertaining to art 

and a r tis ts. Alemayehu Guta' s B . A the sis (1979) , which focuses 

on "wr iter cha r a cters in Baalu Girma ' s work, " raises issues 

mainly on the qual ities o f the characters and the role they 

play i n the fi ctional world they exist in . Fekade Azeze' s 
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(1974) arti c l e on "Post- Revo1ution Novels" and Taye Assefa ' s 

paper: " The Post-Revolution Amharic Novels (1966-1975) ", 

highlig ht the basic thematic and formal features of the 

Amharic novels of this period . In addition, Daniel Fanta's 

B.A. thesis (1972) on "Aberra Lemma and His Works " and Birhane 

Meskel Dejene ' s B . A. thesis (1982) on "Gebre Kirstos Desta and 

His Works " deal basically with the biography and themes of 

each fictional work of the afor emen tioned authors . However, 

a small part of the i r research is also devoted to the subject 

of art and art i sts cons i de r e d in the work s o f the writers . 

The aim of this thesis is , therefore to study the 

different fict i onal works whic h portray artis t s and raise 

questions of art as 

themes of their novels, short stories, plays and poems, paying 

a lso equal attention to establishing the reasons why writers 

focus their attention upon their life and craft . 

Although few crea t i ve wo rks g o back t o the l a t e 1 950 s, 

the bulk that deal with artists and their art start 

mushrooming from 1960 onwards. The initial period c ho sen as 

suitable for inclusion in this study, therefore, starts with 

the publication of Seifu Metaferias, ya tasfa ig~r bi-rat 

(1960) In addition to Seifu's poem, 

three other writers are s e lected as 

the works of twenty­

the basis for t h is 

resea r ch , e nd i ng with Tsehai Melaku 's novel, anguz. 

This span of time, which is indicated as "modern" in this 

r esearch, r e f e rs not to a way of a cting and behaving but to 

the use of the term as a device for historica l periodi za t ion. 
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Most researchers who hav e worked on the developmen t of Amharic 

literature in general and Assefa Aregahegne in particular 

consider writers who appeared during and after 1960 as the new 

generation. 

Concerning the question: "What is art?" it seems simple 

to give a straight-forward definition. But this is not an easy 

task . AS stated in The New Encyclopedia Britannica "art is 

a name given to a realm so vast and indefinite as to embrace 

literature, music, theater, and other equally diverse 

activities, no particular definition commands an overall 

consensus " (1986,107) . Hence, Daiches's definition of art 

seems useful to our purpose. 

Art is a form of communication in which 
every artist endeavours to communicate a 
private vision to his public. The 
literary artist makes his communication 
through the medium of words ; the painter 
through colour and form the musician 
through musical sounds and the other 
arti sts through other med i a of 
communication (1 964 , 71) . 

This definition is not consistent with other broader ones 

that also imply technical meanings but since it lays emphasis 

on the artist's mission and his medium, its dual value makes 

it a necessary choice. 

The primary sources for this study are poems, novels, 

short stories and plays that deal with artists namely: 

writers, painters, musicians as characters, as well as those 

that deal with art : literature, music, painting etc . as their 

themes . 

aa c. 
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Except for a few cases, almost in all of the works, the 

theme and portrayal of artists is either presented as part of 

a collect ion of poems and short stories or as significant 

characters in the respective fictional work . Thus, 

annotations are provided in the appendix to acquaint the 

reader with their standing in relation to the whole . 

This thesis is divided into three chapters : The first 

surveys the view that artists have on literature, painting 

and music . Chapter two is about artists and the values 

cherished by them. Since values are links between need and 

action, it is particularly relevant to analyze the dynamics 

reflected by the artists . 

The third chapter deals with artists and their 

motivation. In this section, the study focuses on reasons 

that account for their 'itch' to create. The conclusion tries 

to sum up the three chapters. 

It is obvious that translating a poem from Amharic into 

English is next to impossible for the researcher as the rules 

that apply to Amharic poetry can't be directly applied to 

English. Therefore an attempt has been made to ~ep as close 

as possible to the sense of the contents only of the original 

poems . Each original Amharic poem considered in this 

investigation is included in the appendix. 

Finally, unless identified separately, all translations 

are by the researcher, and all calendars used are Jul ian 

(Ethiopian) . 

", _ . _. __ :~ •• ~~_ ,':r;"'" -;r ._ ;:; • 



Chapter One 

I. Artists and Their Views: 

The attempt in this section is to show how distinct views 

concerning art and artists are reflected in the creative works 

of a successive number of modern Ethiopian writers. 

Obviously, the writer's candid views on art according to 

Ayo Mamadu in his 'Reflections in a pool ... " "can be found in 

his if dead; diaries, note books, or if alive; in his essays 

or interviews . Since most writers prefer silence to discussing 

their works and, some have no personal contact with critics or 

interviewers they rather choose to explore artists and their 

world in their works of art" (1985,514). 

The focus of this chapter is, therefore, mainly on what is 

stated in various poems, plays, novels and short stories; 

regarding literature , music and painting. 

1.1 On Poetry (Literature) 

Among the different genres, poetry is the most deeply 

rooted in our literary tradition. Though it is a time-honoured 

literary form, the medium remained for the most part oral and 

didactic. 

::aLa: == 
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However, through the years Amhar ic poetry displayed a 

marked shift from its earlier settled purpose of praising and 

preaching religious and moralistic subjects. The change 

towards an awareness of the agonizing soc ial realities of the 

day has enabled modern writers to be more and more realistic. 

This tendency of understanding and reflecting the life 

and problems of their time in their works started, according 

to Kane(1975) with the publication of Solomon Deressa's­

lifinnat (1963 ) , whereas the appearance of modern poetry goes 

back, as Assefa (1981,88) puts it, to the publication of 

Mengistu Lemma's ya.gittim gubae (1956) . The latter's 

assertion seems to carry more weight than that of Kane's, in 

that, contemporaries of Mengistu such as Gebrekristos Desta 

and others also produced a number of modern poems in the late 

1950s . 

The number of poems that specifically refer to the 

concept of poetry are eleven, namely: "Yadis Gittim fikir" 

(Passion for a New Poem); 'Biir indawiizza' (Unpremeditated 

Poetry); ' guma llllo' (Phrase in a Traditional Song); 'bil le 

k'innew' (The Poet); 'balle k'innena yagadal mamitto ' (The 

Poet and An Echo); 'balfa wark' krnf' (With a Golden Wing ) ; 

'ya biir amwamwat lelIa' (The Death o f a Poem is Different); 

'ya balle k' inne' (That Poet), 'sa:nne 
, If. 

gl:tt .. m' (Poetry ) , 

menfas bElen' (The Core of Spiritual Life). 'basinnigX 

sisakrru (Getting Drunk on Poetry ) . 

As we discern from the above list , most of the poems 

express the feelings and life of the poet or about the concept 

e 
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o f p oe t ry in general. Since most of the poems include the 

experiences of the poets , it is hardly possible to separate 

one from the other . Therefore, our discussion takes into 

account not only poetry, but also the poets. 

In his "yiid:i:s gittim f:i:kir" (Passion for a New Po em), 

Seifu Metaferia elucidates, with short and clear lines, the 

complexity encountered at the beginning of writing an actual 

poem. According to him a poem starts with a fermenting in 

one's mind of some detail or occasion. With such ferment in 

his mind, the inspired poet struggles between expressing his 

subjective experience in an objective way, and tries to draw 

a harmonious pattern. Seifu likens a new poem, symbolically, 

to a colt, which is not yet tamed, full of energy and hard to 

control . 

A finished work, 
Like consumed food, done for. 
Whereas a new poem 
Is an ungroomed stallion, 
Ready to gallop and run. 
But the poet says, 
Sit and wait. 
Engrossed in a new thought, 
Which has no nut and bolt 
Pursuing its own ends , 
Demands to be articulated. 
This challenge, 
This tension, 
Is the satisfaction. 
That makes the poet 
The master of script. 
(1960,132) 

As we realize from this poem, starting and completing a 

poem needs a lot of energy and patience . In this process of 

actualizing his experience the poet has to pass through 
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periods of encounter , absorption and engagement before moving 

to a h igher l evel of a wa r eness and c reativ i t y . 

Regarding th i s process El i ot r emarks as follows "poetic 

originality is largely an original way of assembling the most 

disprate and unlikely materia l to make a new whole, something 

again one cannot plan " (qtd. in Waterman, 1982, 8). 

In order to create a new poem, one can't have a clear cut 

design or a calculated course in one ' s i magination . As 

indicated above , several details probably scattered in one's 

actua l life have to be fused together so as to give birth to 

an original work . 

As Andrew Waterman mentions i n hi s ' Writing Poetry' "Life 

is a paradoxical mix of boredom a nd st i mul a tions which both in 

their way help poetry. The stimuli arise no t only from 

immediate incidents one comes acros s in one ' s imagination bu t 

also from a sense of wonder at the wo rld around us" (1 982 ,1 0) . 

Thi s i s almost a synopt i c notion indi c a ted i n t he p oem of Mamo 

Wodineh 's 'biir indawazza'- (Unpremeditated Poetry) . In t his 

p o em Mamo expo unds his idea about p oetry t o be t he record o f 

the happiest and saddest moments of ones life. He shares the 

views o f Shelley in relating his record "to the best a nd 

happiest moments," (qtd. in Goetz , 1986, 106) while differing in 

i nc luding the e xp e rience encounter ed in the dark moment s of 

one 's li f e. Mamo f u r t her indica te s the enc ounte r t o be non­

voluntary . 



Without de liberation, 
abruptly, 
upon nature ' s call . 

. . . comes 
melancholy, 
pleasure, 
annoyance, 

a passing mood, 
these-and-all others . 
Hem the pen in, 
until they drip in 

with beauty . 
(1960,1) 

Mamo also says poetry is powerful, 

5 

timeless, and 

universal, a force to be reckoned with . 

Every where on the planet, 
on land, 

across the seas, and,sky . 
we detect the poem, 

in abundance. 
The pen and ink, 
the paper and 

the finger 
Their commander 

what monument they fashi on 
from time immemorial, 
up to the present, 

is unshakable . 
(19 60 , 3) 

I n Mamo ' s v iew, po e ms crea ted in moments of intense 

engage me n t a re so p owe rful a s t o remain ageless and 

uns hakable. 
, , 

Anothe r modern poet, Ayalneh Mulat, in his' sinne g:i: tt im ' 

(Poetry) s hares the vi e w of Ma mo , i n g iving poetry a 

timeless and universal nature , 

poetry , ete r nal a nd free,as air, 
i s ageless from g e nerat i on to generation. 

(198 4, 72) 

In Wendye Ali's Poem, 'basinnen sisakrru' (Getting 

Drunk on Poetry ) poetry is depicted as water cascading down 

hill . In this symbol i-::: representation Wendye compares the 
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down stream flow o f a river with that of the elated and 

heightened mood of a poet. 

wa ter fall 
water fall 
cascading graciously down hill 
surging and gushing smoothly. 
To and fro, up and down 
from post to post . 
up and down, 
back and forth, 

sea sawing , 
zig-zagging , 

side to side, 
hither and thither, 
waver-quiver 

spurt and splash, 
This is the mysterious elation, 

the intoxication of poetry 
(1984,1 ) 

It is this conformity of the rhythmical ebb and flow of 

the stream to that of the progress of the poem that forms the 

analogy. It is likely to get excited by the rhythm of a poem 

as a man might also be elated by the view of a wave that 

breaks against a cliff. 

Like Mamo and Ayalneh, Tsegye Gebremedhin bestows 

immortality upon the poet. The poet, even if dead, leaves 

behind words that stay and shine above his grave. In his 'ya 

b~~r amwamwat lela' (The Death of a Poem is Different) which 

is dedicated to a deceased vocalist, Kassa Tessema, Tsegaye 

demonstrates in clear and simple words the difference between 

the death of a poet and the loss of a poem . 

Ah! the sweet and spicy flavour of words , 
even if at l ow ebb, 
never say! it dried. 
never say! it decayed, 
Say only it matured, 
into new s ignificance. 



The death of a poem, 
is dissimilar to 
the death of a poet 
whose heart beat ceases. 
It will rise like the sun, 
shining and burning. 
It will never pass, 
into nothingness. 

(1968,37) 

In this poem, Tsegaye expresses his deepest feelings of 

sorrow for the passing away of the poet as a human being, and 

at the same time indicates the poet ' s immortality through his 

creativity . He warns us not to accept the news about the 

departure of the demigod, the poet . In his view the death of 

the poet comes not with the passing of life, but with the 

dying of the inner fire; with the loss of inspiration. 

In the same way, Ayalneh Mulatu and Aberra Lemma, in 

their poems: 
• • I I. 

'sitnne g;ttt~m' (Poetry) and "yii manfas bii:llen' 

(The Core o f Spiritua l Life ) underscore this basic idea . 

The poet never, never dies , 
he achieve s eternity , 

through hi s poems. 
If his poems reflec t t he truth, 
death will not knoc k at his doo r . 

(198 4,7 2) 

The r o l e o f p oetry is to interpret experience for us and 

thus bring meaning into it. Likewise, in the life of the poet 

there is reborn , as Yeats says, "an idea something intended, 

compl ete and thereby, through that life, nature becomes 

intelligible not for the poet alone but for all of us . . . to 

the degree that we are able to share in the life of the poet . " 

(qtd . in Olney, 1982,460) 

• I!a '*;7S_ .< 
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Abm:ra, on his part c or.1r.mnicates his confidence in those 

poets and artists who remain committed to their community and 

the individual's well being as follows : 

I bestow upon you 
the place of immortals 
For the sole reason that 
I view mysel f, 
in your creation, 
How I envy you. 

(1974,43) 

.. , 
In his "gattamiwu " (The Poet) Aberra Lemma expresses his 

appreciatio n of the poet. According to him everything comes 

after the Poet, even natural phenomena such as the sun , 

summer, and Heaven. The reason he gives is that the poet is 

the only one that can translate dreams into reality. 

I deem it a great honor, 
to give the poet, 
a prime place, 
ahead of the Sun, 

Summer,Heaven and the rest. 
For translating a dream 

into reality . 
To all intents and purposes 
I can't find his match . 

(1967, 88) 

Like others, Aberra has great re spect for poets . He 

dedicates this poem t o Tsegaye G/ Medhin- one of the famous 

modern poets. 

Besides his 'yadis gitt~m fikir', Seifu also wrote 'balla 

k innew' (The Poet). In this poem, ' he reveals the creative 

experience of the poet. Every poet testifies to the fact that 

will is not enough in writing a poem. It needs an intense 

encounter with the world around him, an encounter which may 

occasionally border on insanity. 

- - - -- - .;. ' - ' _':- - ? ~ -::.' 



to 

The Poet, 
call him a versifier 
if you like . 
But I cal l him crazy . 

(1964 ,2 2) 

When we consider this approach, it would be Wlse to refer 

current psychoanalytical theories of creativity . 

According to Rollo May this theory has t wo characteristics. 

The first one is " reductive," meaning "reducing creativity to 

some other process, " while the second one specifically makes 

it "an expression of neurotic patterns " (1959,262) . But this 

does not at all mean that creativity itself is the product of 

illness. The implication that talent is a disease and 

creativity a neurosis is a misconception based on false 

understanding . 

So what is the significance behind Seifu' s naming the 

artist as "crazy"? A poet might sometimes gaze for hours in 

rapt concentration at something o f interest t o him , or might 

spend much o f his working day gaping emptily at the sky, or 

might become violently indignant or happily enthusiastic over 

a new bud or a shriveled flower. The attitude of the poet i s 

expressed by Seifu as: 

Enraptured as a lover, and­
forgetting his whereabouts, 

his soul falls apart . 
Smiling with the blossoms, 
crying with the shriveled f lowers, 

laughing and/or crying . 
The crazy poet is 

a prisoner who plays the game, 
scratching words on a paper. 

(196 4,22 ) . 
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The Poet, 
call him a versifier 
if you like. 
But I call him crazy . 

(1964,22 ) 

When we consider this approach, it would be wi se to re fer 

current psychoanalytical theories of creativity . 

Acco rding to Rollo May this theory has t wo characteristics . 

The first one is "reductive, " meaning " reducing creativity to 

s o me other pro cess, " while the second one specifically makes 

it "an expression of neurotic patterns" ( 1959 , 262 ) . But this 

does not at all mean that creativity itself is the product of 

illness. The implication that talent is a disease and 

creativity a neurosis is a misconception based on f alse 

understanding. 

So what is the significance behind Seifu's naming the 

artist as "crazy"? A p oe t might sometimes gaze for hours in 

rapt concentration at something o f interest to him, or might 

spend much of his working day gaping emptily at the sky, or 

might become violently indignant or happily enthusiastic over 

a new bud or a shriveled flower. The attitude of the poet is 

expressed by Seifu as: 

Enraptured as a lover, and ­
f orgetting his whereabouts, 

his soul falls apart. 
Smiling with the blossoms, 
c rying with the shriveled flowers, 

laughing and/ or crying. 
The c razy poet is 

a prisoner who plays the game, 
s cratching words on a paper. 

( 1964 , 22 ) 
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Amid life's disorderly occurrences the poet attempts to 

create harmony by imaginative perspective. The sincere poet , 

even if it makes him look crazy, prefers to find the impulse 

to write something in its precise and expressive exactness . 

Kebede Mikael, a seasoned poet, has a couple of poems on 

the e xperience and life of the poet : "b~lle ~innena y~g~dil 

mamitto" . (The poet and An Echo ) , and "b~lla wark kinf" : (with 

a Golden Wi ng ) . In the first , Kebede deals wit h the poet and 

his imagination . In this fantasy world, the poet stands in 

between two valleys alone communicating with the echo of his 

voice . In t he last couple of lines the poet requests the 

assistance of this echo in the task of creativity. 

Ahead of me soars 
a high mountain. 
On my right, 
a deep precipice, 
on my left, 
a great abyss. 
In the middle of which 
I stand creating my poems. 
Never to worry, and 
To feel contented 
let the two of us be alone. 
For you know nothing 
of betrayal 
dishonesty 
or wickedness 
So, in my attempt 
to create poetry 
I need you, 
on my side. 

(1965,35) 

The echo is the poet's alter ego with whom he confers to 

transmit his observations more accurately, more vividly and in 

a great variety of ways. 
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Kebede's second poem, "ballii wark kinf ", (With a Golden 

Wing) is also about a poet. Kebede's poet is not interested 

in earthly matters, but in flying beyond the moon and the sun 

to an unknown destination where he may feel exalted, where 

ordinary things are left far behind. 

The diligent Poet, 
with a golden wing, 
soars to the sky. 
His soul in a chariot , 
goes beyond the clouds, 
leaving behind 
the soiled world 
to the sun and the moon . 

(1965,36) . 

Kebede's thoughts and ideals are far from the objective 

reali ty and the day to day life o f the people; which we 

encounter in works o f other modern poe ts . Kebede's wo rks are 

exceptional in that their emphasis is on the metaphysical . 

Among mode rn poets, Solomon Deressa is prominent in 

abandoning the established conventions and in trying out hi s 

own daring e xperimentat i on. He t ried to set aside the rigid 

and sacrosanct tradition of Amhari c me t r i c composition . 

The p ubli c a t i on o f l~j.i nna t (Chi l d hood ) hera l ded t hat 

something ne w i n Amhari c poetry had happe ne d. In thi s 

col l e c tio n o f poems So lomon prove d his ma in mission. In t he 

introductory part of his book he clearly states his view on 

poe try : 

A poem ' s fo r m is not only born 
from words in metr i c 
all i gnment . Though the purpose 
of life is not as definite as 
t h e p r ice of a match, we can 
however perceive its presence 
from the day to day struggle of 



mankind . Therefore p o e try 's 
task is to ponde r a nd show this 
struggle of the indi vidual 
along with the negligence of 
the wo rld as sometimes 
observed . Poetry should not be 
valued by what it communicates 
as a medium but by what it 
actually is . Poetry should not 
be a means to pass over or 
preach a certain philosophy or 
some me r e abstract message . 
However it can e xpress it by 
chance . 

(1963 ,9 ) 

1 ~ .. ' .. 

The autonomy of the poem is acknowledged , but it doesn ' t 

mean that it is entirely free from the real ity surrounding it. 

Solomon says stop staring upwards and look down at the mess 

under your feet and wr ite . 

Let's e x ami ne his poem 'gumma lallo ' . The title is taken 

from a phrase in a traditional song. In this p oem we observe 

Solomon's anti-establishment views. 

Kinne is stated 
to be fundamental. 
Ti ed to parchment words. 
You say Kine is fundamental 
as if Saints were not born 
from emotion, 
clanging rhyme with rhyme . 

(1963,41 ) 

Solomon reasserts his belief in greater freedom and no 

restriction; in spontaneous language and 

poetry. 

Without counting pebbles, 

d own to e arth 

without nego t i ating about wo rds. 
without worrying about versifi c ation . 

I am a poem, 
I am language . 

So wha t? 
(1963 ,4 3) 
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Solomon ferrets meaning out of disorderly patterned 

words.We feel his urgency.In a way, he seems to say , let my 

poems be as real and life-like as possible, blowing hot and 

cold.He throws his challenge in the face of the reader. Thus : 

What if my fancy starts 
with the drum? 
with the flute of the Shepherd . 
wi th the peasant girl? 
What if I make lamentation 
the signature of my vision? 
What if I make a girl's tongue 
the cord f or my execution? 

So what! 
(1963,42) 

Solomon's at tempt to free style and content fr om the 

cluttering rules of the elite demonst r ates a bringing down to 

earth of the transcendental notion of poetry. His poems 

reflect the anxiety and bitterness of the changing sentiments 

of the time.In Gerard 's v iew (1981 G.C ) , it is the r e sult o f 

"the slow but steady growth of education "as well as" the coup 

of December 1960 held against Haile Sellasie that opened the 

eyes of the young to change" (1981 ,21). 

Solomon met with strong opposition in some quarters. His 

departure from the traditional style sparked great 

controve rsy.Among the opposition, Abbe Gubegna was most 

notable . In his collection of poems maskot (Window) we notice 

a purposeful defiance of the ideas and styles of modern 

wri ters. In t he introductory part o f this poem and in 

'irretna mar ' (Aloes and Honey ) (1965) Abbe i nsisted on the 

refined tradition that was safe, s ecure and sanctioned for a 

long time. 
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For AbLe a nd his colleagues poetry is purposeful , an 

expression of d eeply f e l t emo t ion. Poetry i s food for the 

soul , a disciplined c r a f t that r e qu i res s k ill, patient 

practice and polish. In Abbes ' words : 

Jumbling in the name of modernity 
and abandoning the traditional forms 

calling them "wornout" is not 
justifiable . Where as it would be 
wise for them to go back and dig 
deep into their rich he r itage . As 
fo r me, I cannot get along with 

these , rather I make s u r e of myself 
writing most of my poems in a rhymed 
way. 

(1965 , 8) 

Abbe's outburst is found in the int r oduction of his two 

collections mentioned above . Even though Abbe insists on being 

formal in e verything, bo t h camps ha v e t heir own followers . 

Ass e fa Gebrema r i am's poe m ' ya balle k~nne' (That poet) is a 

demand for variety in style and content . 

In this poem, Assefa declares his dissatisfaction with 

the stereotyped pattern o f wr i t i ng poe t r y and a s pires for the 

day when p oems which locate themselves in the world of the 

actual; which are authentic to experience; and which adjust t o 

the c hange in the human condition will be f o rthcomi ng . 

Whe n will that day come? 
The day when we listen 
t o a different poem; 
Different in its form and rhythm. 
The poems we have at present 
are s o similar and b o ring . 
We are desperate f o r the i n spired poe t , 

with r i ch a nd novel exp ression, 

with s i mple a nd straight a r ti c u l a tion . 
we a r e s ick o f 
t he s ame form , 
t he same rhythm, 
the same rhyme . 



The years advance, but 
the poems don't mature . 
The poetry of other countries 
is d ive r s e, whil e ours 
remains unchanged. 

(1971 , 20) 
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Seamus Heaney ' s statement on what he expects from good 

poetry enhances Assefa's view . 

You want it to touch you at the 
melti ng point be l ow t he 
breastbone and the b eginning 
of the Solar Pl e xus . You want 
something sweetening and a t 
the same time something 
unexpected, s omething that ha s 
come through constraint i n to 
felicity . 

(qtd. lnKennedy , 199 0 , 398 ) . 

This creation of the new i s what a reader of good taste 

seeks and also what Assefa hopes for . 

1.2 On Prose Fiction (Litera ture) 

Writers have expressed their views on literature t hrough 

different genre: novels, short stories, plays and poems . We 

shall examine these views in Baalu Girma's Kaadmass Ba.sager 

(1962 ) ; Ya kay Kokab tirri (1972 ) ' darasiw (1972 ) ; 'ya fis'amew 

maJ"lfmihiya' (1975); Abe rra Lemma's 'manas!la 1)3. dirsat' (1981 ) ; 

Fekade Yohannes's sansallat (1983 ) ; Tsehai Melaku's angu z 

(1984); Seyoum Teferra's hamus (1977); Tezerra Woubishet's, 
I. · • 1 •• ,, _. 

malada (1983) ; Berhanu Zerihun 's t at tanaw t awanay' (1 975 ) ; and 

Af e wo r k Yo hanne s's poem 'Dirset' (1967 ) . 

Just as the reading public has changed , from the r oyal 

c irc le and intellectual elite to a larger mass of half -

7 
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educated people, so has the writer's attitude t o his art. 

There has been literature of affirmation; and on the other 

side literature of negation . 

Although the views of a writer may vary with the times, 

his true aim must be to see life steadily and see it whol ly . 

Regarding truth in art almost all of the writers agree on this 

issue . As 

Kokeb Tiri 

Emmailaf , a playwright character says in Ye Qay 

"Art can not exist without truth .. . . The major 

cause for the failure of art in our society is lack of an 

attempt to state the truth" (19 72 , 82) Finot, an a dmirer and 

follower of Emmailaf, herself has the same belief, she 

expresses her opinion in this way: "The wri ter' s hunger and 

thirst is for truth and beauty. " (19 72,14 7) . 

Sirak, a writer character in darasiw. has a broader view. 

His idea o f truth and beauty is based on humanity. The purpose 

of literature is to show the two sides of life : the optimistic 

and the pessimistic. First, "to show that life is not 

worthwhile because life holds more evil than good-the 

pessimist side." Secondly," 

to show that man can change himself and the world for the 

better, and with his labor can give meaning and a bright hope 

to life - the optimist side " (1972 , 117) . 

Sirak's belief is that, before starting any literary 

wo rk, the wr iter should clearly define his outlook regarding 

man and his world. His decisions on this matter will assist 

the writer in attaining his goals and in producing a serious 

work. Therefore, there could be no third alternative besides 
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these two opposing v iews. Literature reflects either o f the 

t wo notions. Thi s view of his is the basis for his advice and 

criticism to Eskindir ' s helter- skelter novel. 

We can't simply write for the sake of 

writing. The passion for literature alone 

is not enough, there must be a purpose. 

In his effort to actualize his dreams into 

reality, the basic focus for the writer 

should be human beings (1972,118) . 

Sirak's view on l iter ature is also r evealed in the advi ce 

he further gives to the aspiring wri te r Eskindir . After 

evaluating his book, Sirak r eached the fo l lowing conclusion 

which he forwarded to the author . 

Good diction will not be enough to write 

a successful nove l ; form alone will not 

suffi c e. Therefore, the basic thing 

should be t he content. The concept to be 

expressed should be simple, clear a nd 

timely . 
(1972, 109 ) . 

In this comment, Sirak point ed out the ha r mony that 

s hould b e maintained in any literary wo rk . The form and 

content should be united in order to give meaning to the 

reader . 

Afewo rk Yo hannes is a poe t who refl e ct s h is views on 

l iterature in his poem 'dirsa t' (A Compos i tion) . In this poem 

Afework tries t o give meaning and function to literature. 

Literature, a c cord i ng to h i m, is a produc t of ha rd work and 

imagination, a product which stimulate s the mind and kindles 

vision. 



From the depth of desire 
and the stretch of imaginat ion . 
From serious thought, 
and taxing labour. 
Literature is 
A stimulant for the mind 
that gives hope to the world 

(967,61) 

1S 

Afewor k fur t her states the function of literatur e as 
follows: 

To witness truth, 
To fight for love, 
To eradicate ha tred . 
To discard laziness, 
To help blossom good things 

in plenty. 
To prevent humanity 
from depleting its resources, 
Literature is 
to this wo rld its succour and support . 

(1967 ,62 ) 

Gebeyehu, a playwright character , in malada, (Ea rly in 

the Morning) and Ameha an actor in hamus (Thursday) have 

similar views regarding the role and meaning o f a play . Both 

react seriously to the comments forwarded by their respective 

neighbours regarding the meaning of a play. 

Both Ameha and Gebeyehu oppose the view that a play is an 

art fo rm which stands only for entertainment or laughter. 

Ameha's understanding of the meaning and role of a play goes 

far beyound entertainment. His replay to Doctor Sileshy 

affirms this fact: 

It seems that you have decided that the 
main characteristics o f a play are its 
quality to create fun and laughter. Am I 
mistaken? In my view its essence is its 
c apaci t y to show simple things that the 
lay man ignores Its challenge is to 
show your problems in a new perspective so 
t hat you can have a better understanding 
of them (1977,20 ) . 

•. •. .1.. _ _ 
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Ameha rejects the Doctor's notion of a play and sums up 

it s r ole as revealing the truth and the rea l ity of f elt 

e xperi ence . 

Gebeyehu on his part refutes major Retta's argument as 

obsolete : 

Those who consider 
ins truments of fun or 
ente r taining an out 

p lay s as 
dogma are 
of date 

notion . They at the same time 
never f orget i ts commercia l 
angle (1983, 41) . 

In elucidating thi s lack o f understanding , Ato Gebeyehu 
shows 

h i s concern in correcting this naive polarization . 
v i e w: 

a play i s an art which gives meaning to 
human experience. It should not be a 
medium for message-mongering. It should 
a l so reflec t t he t rut h of t he 
society(1983,42 ) . 

In his 

Harmony o f meaning is essential in preserving the true 

feelings and experience of the playwright. The meaning must 

be grasped within the context of the work without abstracting 

from it . Otherwise it will l e ad the audi e nc e o r the rea der t o 

alter the experiential insight of the author . 

Most o f the characters we are dis c ussing here are aware 

of the fact that it is necessary for any literary work to have 

an intens i fied perc eption of human life. Experience i s no t a 

fixed thing. I t vari e s wi t h t he indi vidua l's power of 

perception . Hence, the advice of Henry James , "Try to be one 

of the peop l e on whom nothing is l ost ! " (qtd . in Eng l e, 

m "'---'-' "". -~ . , 
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1:)82,348), echoes the views of Sirak, Gi,'nachew, Sintayehu, 

Hailemariam, Sinework a nd Kidist . 

According to Sirak , "A writer should be ready to r ead and 

analyse the relationship between things . He should strive to 

gain additional Knowledge from the world around him " 

(1972,118 ) . Girmachew a wri te r character in ' mik'oya' on his 

part has the conv iction that , "one needs to have knowledge t o 

write a simple l ette r , leave a l on e , t h e complex novel. .. " 

(1981,16), Sintayehu in ya fisamew majamaria emphasizes the 

need to be o b se r v ant , " a write r who i s not able to 

understand a new aspect of human 1 ife is a dead one." 

(1975, 11 ) . 

Sinework, a writer char acter i n sinsalat (The Cha i n), 

claims that perception of human life for him is a gradua l 

development and achievement . At f i r st, h e can ' t b e s ,ure of 

the reason why his writing does not progres s. He finds it 

di f ficu l t t o identify himse lf wi th t h e character he portays. 

The contradiction betwe e n his desire t o devel o p hi s ma i n 

c h a rac t er and his lack o f knowledge t o rmen ts him. That is why 

he tells Fikirte, " when words were b o iling inside me , I 

used t o think of myself as an autho r; but I think I a m 

mistaken" (1983,172) . 

Fikirte 's comment " tho u g h, I a m no t con s idering 

myse l f a s a n a u t hor i ty o n this matter, I t hink closer 

interaction with different people will assist you in your 

writing" ( 1983 , 174) Th is a nd Hussein Jillo's advice on 

observing people i~ various s ituations o p ened his eyes : 



A writer should not limit himself to city 
l ife . He has to leave the glamorous life 
and move closer to nature. One has to be 
able to discover the rural life, ... the 
untouched forests wi th its freely roaming 
wild animals and birds. He has to see the 
peasant toiling in the fields . You have 
to experience life under the thatched 
roofs of the peasant without electricity, 
running water and so on. It is then that 
you can have a balanced and matured view 
in your writings (1983 , 305) . 
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It is after he takes the case o f Dr. Nahom and visits 

Bale Goba that Sinework realizes his lack of knowledge about 

the country side and decides to complete his novel. 

Kidist , a writer character in anguz, also agrees with 

Hus sein , on the usefulness of having the knowledge and 

experience of life in the countryside. After completing 

higher education in Europe, she refuses to accept a new 

position and salary increment for the only reason that her 

desire is field work. Her intention is to gain understanding 

of different communities through field work. That is why she 

says " ... 1 see field work as an opportunity to acquaint myself 

with different cultures and environments, an untapped source 

for my writing" (1984,244 ) . 

Henry James reinforces this fact as follows: 

A young writer should always base his work 
on his own proved experience, but before 
he could do this he must learn to bring 
into his consciousness as much and as 
heightened an experience as possible 

(qtd. in Engl e,1 982 ,34 8) . 

One other quality that is stressed by these writers is 

sinceLity . In Emmailaf's judgement a sincere literary work is 
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clearly distinguished in its ob j ec tive approach. According to 

him, " ... one ought not to be an opportunist in his literary 

work, because, a writer who cannot be true to his emotions 

cannot please" (1972 ,142 ). 

Finot also emphasizes the importance of being honest: 

"Any writer must revise his writig, time and again until he is 

sure that he is expressing the truth" (1972, 146 ) . 

Aldous Huxley asserts, "All literature, all art, best 

seller or worst, must be sincere, if it is to be successful ... 

A man cannot successfully be anything but himself" (1960 ,5 2). 

To sincerity, Sirak adds originality. The writer needs 

first and foremost "originality and the capacity to 

communicate it effectively" (1972,178) Sintayehu a writer 

character in "ya Fis'amew "Iaj amar:i:a" has a similar view on this 

issue . In his opinion, a writer should avo id repetition and 

should extend the creative thrust of his work. 

A writer's drive i s worthwhile 
as far as he tries to create 
new things . What I am against 
is, with writers who reproduce 
the same thing again and again 
and spend t he ir own as we ll as 
their audience's time and 
energy . I admire those writers 
who understand their 
shortcomings and abstain from 
such waste (19 75,11 ) . 

When it comes to character portrayal, Sirak, Emmailaf, 

Girmachew and Gebeyehu have similar views. Their common stand 

is based upon the conviction that characters should not be 

drawn like puppets. They are to be independent to lead their 

own lives. This can be proved by the answer Emmailaf gives: 
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• 



The cha0acters I crea te in this 
s tory have life of their own. 
They a r e the ones who l ead me 
to the i r des tinat i on. My part 
i n t his is on l y to fo l low and 
write what they feel , think and 
decide. (1972,83) 

Girmac he w is another writer charac t er who takes the s a me 

path i n the p ortrayal of his characters . In his opinion, 

eve r y wr iter needs to have a deep knowledge o f the people he 

i s go i ng t o write about . Wi t hout ba c kground knowledge, i t 

would be d ~ :ficult to give depth to a character . Tha t i s why 

he s ays, " Imaginative wr i t ing i s a complica ted ef fo r t . Without 

prior knowl e dge of the characters , nothing of value could be 

written . What cou l d be said , a bout whom you don't know much? " 

(1981,16 ) 

Sirak realizes the complexity of characterization. 

Because characters have to b e v iewed with thei r weaknesses and 

strengths as a whole, which is difficult to achieve . 

The charac t e rs in a nove l o r a s tory ex i st o nl y withi n 

the special world created by the author. In do ing s o , he 

should design them in a way that corresponds to that world. 

Harmony should be achieved in their actions and personalities. 

A weakness in this respect leads t o loss of credibility . This 

is Sirak's criticism of Eskindir's novel: 

The c haracters in your · sto r y 
are speaking the same language . 
The y have no personality o f 
their own wh i c h differenti a tes 
them from one another . . .. 
putting t he progres s ive on on e 
s.i de_ a ndjh e r egre ssive on the 
other is not e nough .... " 
(1972,110 ) . 
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1.3 Qn Painting 

Painting, like poetry , is also rooted in Ethiopia's 

ancient past. Through this medium artists have been striving 

to convey their vision to the public. Just as the writer 

expresses his ideas by arranging words in meaningful 

combination, so does the artist by manipulating line and color 

into meaningful relationships . 

We find painters in a variety of modern Amharic 

literature. Gebre Kirstos Desta deals with them in his Poem, 

'On painting, (1960 ), Dagnachew Worku in adafd:s (1962 ) , 

Assefa Guya in rahimatto (1981), Sisay Nigussu in g-i rdos 

(1981) and Asseffa Guya in his Poems' ba.rakata birrus'as well 

as ' yii.kinnat zar ' (198 4 ) . 

Ato Kibret in adafris learnt his art in France. Rahmat to 

in rahimat t o and Estifanos in "mahillet " receive their 

education from the Arts School in Addis. 

Right from the start, we find Kibre t being absorbed by 

the scene in front of him. He tries to interpret this 

observation of life in terms of color , tone and imagery . 

Look at the curve that cock performed in 
its flight and its motion after it 
landed .... the harmony of colors seen 
during the quivering of the wings, the 
contrast produced by the blending o f light 
and shade; ... what do you think of the 
perspective, the contrast? 

(1962 , 48) 

This scene gives the artist a new meaning of life. A life 

free from the forces o f darkness with a bright and optimistic 

future . 

m fi ."T"_-=-- =_ ___ _ _ _._~ _..:. _. __ ........ :. -Z-" ::~ 
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Roger Fry, in commenting upon the characteristic features 

of modern painting, says: 

Almost any turn of the Kaleidoscope of 
nature may set up in the artist a detached 
and esthetic vision, and as he 
contemplates the particular field of 
vision, the (aesthetically) chaotic and 
accidental contemplation of forms and 
colors begin to crystaelize into a 
harmony ... certain relations of line become 
for him f ull of meaning, he apprehends 
them no longer curiously but 
passionat e ly . . . (qtd . in Davey, 1 934,86) 

Ato Kibret's view tall i es with Roger Fry's: 
Are you joking? .. There is no more need 
for further preparation, continue your 
argument with Ade f r is ... Let show your 
inner fire and out your inner fire, your 
determination . Let me see it on your face . 
(1 962,49) . 

What the artist is trying to capture on his canvas is 

not, in his own words, life-less portraits of young men. What 

he is after is their real emotions, their vitality. He seems 

not to be interested by the object in the picture, but by what 

it represents - youth. 

The artistic representation of the simple life form which 

we easily detect around us, proves difficult t o grasp for t he 

o rdinary man, Belay. That is why he says, "Oh! At o Kibret, 

this picture doesn't look like us ... I can't grasp it." Then he 

adds, " ... here is a part of a face and there is another part 

of it. The mouth and the ear are scattered in different 

places . The eyes, and the feet are misplaced. The rest of 

the canvas is smeared with paint .. . " (1962,53 ) . 

What we realize from Belay's statement is that people who 

feel li ttle or no emotion for pure form f i nd themselves at a 

• J 
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loss. They lack the power 'co apprehend it. Regarding this 

problem , Clive Bell states: 

When confronted by a picture instinctively 
they refer back its forms to the world 
from which they came. They treat c r eated 
form as though it were imitated form, a 
picture as though it were a 
photograph ... People who can not feel pure 
esthetic emotion remember pictures by 
their subj ects ... not by the shapes of 
forms and the relations and quantities of 
color . 

(qtd. in Hospers 1946,99) . 

Belay' s desire is to have his "real" portrait. But in 

Kibret's opinion the time for a straight forward portrait had 

passed wi th the change in taste. " Few c l ue s are enough to 

express my i mpre ss i on of the youth . The smeared paint is to 

indicate the general atmosphere, the trend of the time " (1962 , 

50 ) . 

Assefa Guya's Rahmatt o started painting early in life. 

But he dedicated his life to its pursuit after he joined the 

university. He even decries his two years spent in the arts 

school. 

f ollows: 

In 

The importance of the a rts school his expressed as 

Going to arts school saves the gifted 
artist from unnecessary effort and 
practice. He can also obtain the stored 
knowledge of generations before him . He 
can acquire with out much effort the basic 
rules and techniques needed in his art. 
What is really important besides al l 
t hese, is his being gifted and his day to 
day application . 

(1981,29) 

addition to painting, Rahmatto manifests a 

multiplicity o f talents. He plays a stringed musical 
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instrument , "kirir," and wr ites po~ms . He shifts from one 

field to another without persevering long enough in one 

pursuit . In his opinion it is good to shift from one to 

another until he finds his true calling. He argues: "A man 

whose desires cease is a man on his way to death. Therefore, 

until such time comes as to force him to focus on a single 

creative field, it would be meaningless not to taste from the 

buffet of life " (1981,30 ) . 

Once pledged to t he "call o f the brush ", he promises, 

" I've to depict with my brush this boundless life; this 

complex but beautiful world ." (1981 , 24) . 

In doing so, h e realizes the hardship awaiting him, and 

the difficulty he has to face. He expresses this fact as 

follows : 

An artist who overcomes every kind of 
obstacle on his own generates genuine 
passion in himself and can be capable of 
achieving his goal. Those who try to 
create with an eye to the material rewards 
are vulnerable to failure and humiliation 
(1981 , 35). 

His decision t o leave the university and his struggles to 

earn his livelihood clearly reveal his devotion to his chosen 

path o f life. 

Rahmatto further states what enables an artist to persist 

in his creative effo rts as follows: 

In general a painter needs a sui table work 
room in which he is able to create or hold 
an exhibition . He needs the tool s of his 
trade in plenty and the support of museums 
are necessary for his work. Lack of these 
things leads to demorali zation .... He needs 
patience . The artist should not expect 



quick success . Instead, he has to 
struggle to create even if it takes months 
and years. Besides personality, art 
demands an incessant endeavour (1981,35 ). 
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Rahmatto realizes his dream and holds an exhibition at 

the Cityhall. His work s bear the titles : - " mi~it" (Night ) ; 

"nigat ll (Dawn ) ; "d i l diy" (Bridge ) ; "dinbar" (Bor de r ) ; 
. , . 

II makdalla 11; a nd 11 adwa II • 

These pictures reflect his thoughts about the secret that 

lies between two opposite phenomena. Due to his unusual way 

of presentation, the audience is unable to grasp what is 

depicted. Therefore, Rahmatto realizes the need to reach out 

and share his experience with the people. 

Rahmatto believes that to be a dedicated artist one has 

to produce serious work. His devotion to work makes him 

neglect the needs of his wife . 

Painter Estifanos is a character in the short sto ry, 

"mahillet" . He is a teacher in the Arts school. His whole 

attention is focused on capturing the nude portrait of Mahlet 

on canvas . What inspired him is the beauty and the shape of 

h e r lips. In his attempt t o sketch her p o rtrait he insists on 

her rema ining in one pos ition , without any movement . From his 

repeated request and his comments, we realize his intention to 

capture the quality of stillness in life . The title he give to 

his painting, " Pi ctures on Pieces of Canvas, " conveys to us 

his intention to capture life in its syncopated state . 

Aberra is our fourth painter character. He is a bit 

diff erent from the preceding ones. Unlike t hem, he neither 

j 
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has the training for his craft nor lives the l.ife of an 

artist . He is seen wavering between fulfilling the wishes of 

his family and dedicating his life to the arts . In his 

childhood, he was denied the opportunity to try his hand at 

drawing. It is this buried talent that erupts and makes him 

restless. 

His interest is aroused as a result of the sketches he 

draws in his spare hours in his office. His sketches are 

mostly criticism aimed at his fellow office employees. They 

are satirical. The f i rst sketch is cal l ed "sirra bizu " (Miss 

Busy ) , about a typist who usually sits behind her type writer 

and knits. The second one is named, "tillik y~ h~lifinnat 

simmet" (The Feeling of Responsibility), and it is about 

employees who spend their time drinking coffee and gossiping. 

The third sketch, "ya tagosakol le ailTlirro " (A Disturbed Mind) , 

is about a man with a big forehead with a stack of office 

paper in front o f him. 

The lines give the impression o f 

being lifeless ... the light and 
shade are a bit magnified to the 
extent of the rest. We find no 

relation between Senayit and her 
type writer. She could be anyone. 
The other pictures also tell us 

nothing about responsibility or the 
disturbance of mind. . . . The 

pictures seem to be begging for more 
life (19 62 ,6 6). 

In Aberra's view, a picture should depict the real 

situation wholly . The artist also should be satisfied with 

what he nas create-d, when it expresses his vision to the 

public. 

• 
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Ermias is a painter character in girdos (Veil). Just 

like Rahmatto, he too starts painting late in life. He 

reaches this decision after he has joined the department of 

psychology . 

After he leaves the university, Ermias is employed in an 

advertising agency . Soon after, he establ ishes his own 

studio . Ermias's view on painting is revealed in the response 

he gives to Tiwusi t, who in confusion asks him, " I've posed 

continuously almost for two hours, but you have distorted 

everything; what do you mean? (1982,251) . His response is 

brief : 

It is a good question. You see! 
the art of painting is not the 
same as photography. I f you 
want to know the secret of 
painting, move back a little 
bit ... (1981,252) . 

Her sole desire is to display her beautiful portrait at home. 

But Ermias's intention is to express his deep hatred for her . 

We understand Ermias's view on painting from his 

favourite work he christened 'Eve 1991'. In this portrait of 

a female, he tries to embody his ideal values . In t hi s 

picture, Ermias does not clothe the woman in elegant and 

fashionable costume. This covering according to him is a 

disguise which is unfair to the true character of the person. 

'Eve 1991' is a new name given 
to the new lady . A woman far 
different from ladies of our 
time. Her true self has to be 
brought out. It is then that 
one could, if necessary, 
portray her under a garment . 

(1981,39 ) 
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the inner qualities. They believe in taking time to do 

portraits . That is why they don't go for hasty, emotional and 

artificial paintings . 

Gebre Kiristos was a versatile artist, who expressed his 

feelings in poetry .Let us start wi th his poem on painting . 

In his poem, 'manasa iii s iil' (To Painting) and which 

Solomon Deressa translated in 1967 G. C . he clearly presented 

a painter's task in c reating a picture. 

This journey has no end . 
Simulate, translate 
Swimming the colours 
playing with lines 
Crushing into light 
Occupying the unoccupied 
to experience, t o create . 
To search 
To search 
The uncreated to c reate 
Baiting a dialogue 
with the invisible. 
Interrogating life 
Questioning thought 
Questioning the universe 
To move 
To go to go 
Beyond the moon, beyond the stars, 
beyond the sky 
Journey to the unknown 
to occupy the unoccupied . 
By thought and in thought hidden 
To search, to bring out ! 
This journey to no end . 

(1967 ,164 ) 

This poem has a personal line . It expresses the artist's 

dual experience as a poet and as an artist. 

glimpse into the world of the dual artist. 

In it we can 

Assefa Guya is another artist with a talent for painting 

and poetry. Like Gebrekiristos , he has tried to show his 
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experience of the painter in his poems ; , barakat ta bi .:-rus, 

(The Gift of the Brush) and 'yakinnat zar' (The Muse of 

Inspiration) 

In b.is first poem his focus is mainl y on the unfolding 

change seen in the sphere of creativity from the time of the 

caveman up to the present. In the first and second stanzas 

the poet tells us about the origin and birth of painting. 

According to him the bi r th place of painting is found on the 

walls of primitive man's cave dwellings where he left his 

creative imprints: 

Out of evolution 
primitive man 
surrenders to the pull of 
the unknown - mystery 
Out of taste for work, 
he sharpens stones and wood. 
Gradually in the cave, 
primitive man starts, 
expressing his fears, 
his delight, 
by sketching on the walls 
This heralds the birth o f art . 

(1984 ,32 ) 

Aseffa clearly states his view on painting as an art form 

whose goal is to depict life and t he beauty of nature . As ar. 

art form, painting has the quality of refurbishing the soul . 

This view o f his is il lus trated in the following lines : 

Brush! 
Through its journey In time, 
dipping into beauty 
and sprinkling it ineo the world 
Brush! 
through its journe y in life , 
refining art and heightening it 
healing the body 
and enriching the soul . 

(1984,33) 
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In expressing the role of poetry in society, Aseffa 

affirms its duty of shedding light on the present and on the 

future . If it fails to do this, it has to be discarded and 

thrown back to its primitive cavern . 

Brush! 
If it fails to give light 
and shine to its public 
and fails to reflect the future, 
with the mirror of the past, 
it ought to be thrown b ack 
to the timeless past, 
where it started from. 

(1984,34 ) 

His second poem, 'ya k,innat Zar' (The Muse of 

Inspiration) deals with inspiration. The painter, in order to 

produce a work of art, needs an idea. After making himself 

ready to paint and the idea suddenly deserts him , what will 

the painter feel at that moment? Anger, frustrat ion and 

emptiness. 

imagination? 

But wha t if it again sparks and ignites his 

After stret c hing h i s 
canvas, 
and ready with his pencil and brush, 
What if inspiracion 
deserts him? 
A fleeting shadow of 
anger will give way to e~ptiness . 

But as abruptly , 
a fresh and clear idea 
may present itse:f. 
What will his rea=ti c n b e :~en? 
How will he depi c c ic? 

(1984,37 ) 

This momentary lapse of creativity may lead him to lack 

of interest in his work which finally results in anxiety and 

emotional upsets . But the lapse may be brief and it will again 

charge his creativity . 
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1. 4 On Music 

under this topic we shall examine Gebrekiristos Desta's 

poem 'ya mus ika dimde' 
, 

(1960); Aseffa Gebre Mariam's ' musika' 

(1971) ; Debebe Seifu's 'musik'a yami c'i Medhanit (1980); Seifu 

Metaferia's 'ya pianno lay miit' and 'muso la amadios mozart ' 

(1981 ) ; and Mulugeta Gudeta's short story 'ya surafel itta' 

(1981) . 

GebreKiristos Desta' s poem 'Ya Musica Dimts'e' (Sound of 

Music), which Solomon Deressa translated in the Ethiopian 

Observer Magazine (1967 G.C) communicates his views on Music . 

It shows the close relationship between nature and music . 

.ll,long wi::h the rising and the setting sun, we observe and 

detect the tune of different musical sounds. 

The trees bough is the tune of harp 
That the Zigzagging wind plays on . 
Clapping ha:1ds 
The leaves amplify t~e melody 
Birds e mbrac ing the whole scale, 

The rive r bouncing 
Moving on, recoiling like a whip 
The sea heaving 
Stretching to mau l t~e shore, 
In anger the sky is bellowing . 

!'o1usic is 
born Creation has 
convened to sign a 
song . 

(1967,1 68) 

GebreKiristos not only uses nature in expressing the 

sound of music, but also resorts to man made items and modern 

technology . 
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On the tjn root beating 
The rain has turned it into a drum. 
From the far country bells toll 
Stealthily f r om churches they c all. 

small bells 
Clocks, clear, school bells 
The smithy's hammer flattening steel 
Giant indus tries smoking, breathless . 
Slithering as cars one another pass, 
Each in its place, in unison 

Musi c is conceived , 
Music is born. 

(1967,168) 
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Fro m the above stanzas we discern the poet's meaning of 

music to be the product of every breath or movement of nature; 

which we could listen to whether we are in a jungle o r in a 

city: on land or on sea . He further emphasizes this point in 

the following lines. 

The sound o f music 
Is allover 
Is e v ery where. 
In the crackling of leaves, 
In the spluttering of wa ter -drops 
At dawn, in the night, in light and at dusk, 

or in emptiness 
To arise with the birth of musical sentiments 

From the sky from the depths 
(1967,168) . 

Aseffa Gebremariam's 'Mus ika' (Music ) is another ooem 

which deals with the v iew of the poet on ~~sic . In this poem 

Assefa stresses the role of music as entertaining; as a means 

to throw of f the burden of this world . 

(Music) helps me forget 
the troubles of this wcrld . 
It suddenly freezes 
my whole being 
and takes me on 
a jDurney across 
distant lands. 

(197 1, 28) 
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From the above stanzas we discern the poet's meaning of 

music to be the product of every breath o r movement of nature; 

which we could listen to whether we are in a jungl e or in a 

city : on land or on sea. He further emphasizes this point in 

the following lines. 

The sound of mus ic 
Is all over 
Is every where . 
In the crackling of leaves, 
In the spluttering of water-drops 
At dawn, in the night, in light and at dusk, 

or in emptiness 
To arise with the birth of musical sentiments 

From the sky from the depths 
(19 5 7,168 ) . 

Aseffa Gebremariam's 'Musika' (Mus ic ) is another poem 

which deals with the view of the poet on nusic . In this poem 

Assefa stresses the role of music as entertaining; as a means 

to throw off the burden o f this world. 

(Music ) helps me forget 
the troubles of this world . 
It suddenly freezes 
my whole being 
and takes me on 
a journey acro ss 
distant lands . 

(1971,28) 
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Just l i ke Assefa, Debebe also thinks .hat music has a 

soothing and releasing effect : 

David's harp gives colour to my cheek 
heals my sinful soul, 
unloads my burden . 
How can I relate 
my anguish and so r row to you? 
You are my only choice , 
My healer and redeemer 
Willingly I pass onto y ou my past 
and my t eartful pre sent 
Wi thout your as s i s t anc e 
and you r fellowship 
one c an no t survive 
the c l amor of life. 

(1980,10) 

sei f u Metaferia is anot he r poet who conside rs mu s i c as an 

act of art whi c h emerges f rom the dept h of his sou l . We 

perceive t his view o f him from the poem 'ya piano lai miit' 

(Strian over a Piano ) . 

In thi s poem Se ifu il l us tra te s in a clear a nd imaginative 

manner the st r ain which the musician has to pass through in 

the process of creating a melody . 

"\D~n' .. . 'Din' again 'Din!' " 
lIDin' - Din' 'Din! I again 'Oinll 
The same note again and again . 
To SLa~t the melody 
cla~our~ng LO be exp~essed 
Oh! why can't it follow smoothly? 
Or else why can't it stop altogether? 
So~e=hing one craves for 
Some=hir.g that one cannot get rid of, 
So~e=~i~g that squeezes the soul ... 

(198:,36 ) 

In the above poem, we oeserve Seifu's effort to express 

the patience of the musician in his creative endeavours . 

Seifu's appreciation of this effort is revealed by the 

following poem he dedicated to Mozart : 

'-1 



Like a jewel 
Like a ray of light 
Like the setting sun . 
Amadeos, Good bye. 
No~es upon notes of 
Me~odious sound 
Penetrating harmony 
Amadeos 
Good bye Amadeos 
Death gave you re st 
Death took you away 
from music, from yourself 
But you still exist, for us. 
Famous Amadeos 
never to be f orgotten, 
But to be remembered 
Forever and e ver and ever 
For the taste of your sound 

(1981,53 ) 

J7 

Besides poetry, the view on Music is also reflected in 

Mulugeta Gudeta 's short story entitled 'ya surafel itta' (The 

Destiny of Surafel) . 

Surafel sings in the Wabi Shebele Hotel with his entire 

being, summoning forth the music as if for the first time. His 

sound and body movement capture the audience . 

Hux:ey observes that the exc l usive q~ality o f music: 

is its capacity to evoke 
experience as perfect wholes 
(perfect or wholes, that is to 
say, ~n respect to each 
listener's capacity to have any 
glven experience ) , however 
partial, however obscu~e ly 
confused may have been =he 
origina:s thu s reca __ ea 
( 1965, 3~9 ) . 

By the quality of his song, 'yamaKabi~ econnaye' (My Dead 

Fianc ee ) Surafel evokes the picture of mc~rning in Trufat's 

mind . Tirufat , one of the audience, sheds her tears because 

she is carried away by his interpretation . 

-j 



'or Surafel the qualities of good music are: 

. . . not only those which express love; but 
also the beauty of nature, and 
benevolence. Even if it is about love, it 
should be love in its loftier sense : about 
love between mother and child; between 
man and God . about life and death .. . 
(1981 ,143 ) . 

Upto now we have seen the views different writers of 

modern Amharic literature tries to communicate to the reader 

through their novels, short stories , poems and plays; 

regarding literature, painting and music . The next chapter is 

concerned with artist characters and prominent values they 

cherish . 



Chapter Two 
2. Artists and Their Values: 

It is apparent that value is what individuals cons:der 

good or beneficial to their well being. Hat terer def ines 

value as : -

a degree of worth the individual 
ascribes to his own or to another 
person's activities, thoughts, or 
emotions reflected in conscious and 
unconscious behaviour (1965,62) . 

It is important here to make clear the fact that 

standards are necessary for the personality of the artist. 

Standards are also the basis for the hopes of tomorrow. 

Therefore, when we speak about standards we are indirectly 

referring to values, because as Earl C . Kelly says: 

Standards are the products o f va lues 
held and of the life that has been 
led . Even though standards are not 
the same for everyone, the bet ter 
the quality of the life that has 
been experienced, the better the 
values held and the standards which 
result from these values (1967,408). 

Concerning values psychologists like Stephe~ Pepper and 

~atterer more or less agree on major values that most h~man 

beings intentionally or unintentionally react to. Pepper in his 

The Sources of value (1958) summarizes these values :nto 

three parts which are: cona tive (desire, liking), achieve~ent 

(success versus frustration) and affective (pleasure veysus 

unpleasantness) . Hatterer on his part states that t:--.ese 

values are primarily " the self, materialism, work, sexual 

activity ... and success and failure" (1965 , 62) . Hence we 
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consider these values as the b~5is for our investigation o f 

artists and their values , 

2.1 Self Values 

Before going into the d i scussion o f self value , it will 

pe rhaps be helpfu l to at tempt t o say wha t t he "self" mea ns . 

As Kelly wrote in his art i cle "The Full y Functioni~g Self" : 

The sel f consists, in part at least , o f 
the accumulated experiential bac kground, 
or b acklog, of the individual. I t is what 
has been built , sinc e hi s life began , 
through unique e xperience and unique 
purpose , on t he individual 's un i que 
bio l ogi c al struc ture . Th e self i s 
therefore uni que to the indiv~dual , 
( 1967,4 03) 

Even though the self is unique to the individual, it 

would not mean that the individual is leading an isolated 

li:e , No one is an 'isla~d' by himse~ :, Tierefore, the self 

ca~ not develop in the absence o f the others , As a soc ial 

be~ng there must be continuous in~e ract ion cetween the 

indi vidual and the communi ty, Therefore the se~: is to b e 

uncerstood in t erms of its social backgrour.d , 

In order to understand ~he self-va~~e o f ar=~sts, it is 

i mportant to start from the process 0: becomir.", In his 

effort to actualize his dreams, the artist above everything 

else has to have a purpose in li fe, a :ask at han::: . 

In this respect, in re lat i on t o their self-value, what i s 

a 



the purpose reflected among t he many art ists C( ns idered under 

this investigation? 

Since the art ist' s whole concept:.c:l 0 : sel f -worth lS 

determined by his objective, we observe many artist charac ters 

exhibitiEg selfless love for others and a dedication to their 

mission. 

Sirak , a wri ter c harac t e r in dil.rasiw, is among those 

artists whose self value we observe in his unfi n ished novel as 

wel l as in the major literary worl d which encompasses him . 

As a writer, Sirak dedicat e s himself to the life of an 

artis t . Hi s whol e l ife i s dire cte d towa rds t he good o f 

mank ind. That is why he declares that his main purpose in 

life is to show "human beings prevailir.; ove c evil ; and that 

man can c hang e himsel f and t he world for the better " 

(1972 ,117 ) . 

Sirak's optimism and belief in people is revealed in the 

response he gives to his friend Eskind~c. S:'ra:C: considers 

identifying one's objective as a basic cc~terion for becoming 

a successful wri ter . According to him , "tl-:e ~ai:c. CO:lcern o f 

a writer should be mankind" (1972,117 ) . Simi~arly we observe 

the writer affirming t he dignity of the ~u~a:l spirit in his 

conversation with his wife, Tsege . For S~ca~ "building a home 

and running after his o wn luxury are seccr.dacy . W~at he deems 

important is voicing the soul of the cc~~unity . Especially 

the_ low class community which the aris~ccca~s s:c.eer at and 

look down upon " (19 72,34 ) . 

Sirak's commitment to this great c ause is like a one -man 

I 
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rebel li on . We see thi s in two ways. Fi r st, i n h i s decisior.' 

to rema i n in Et hiopi a de sp i te the po~itical t u r mo il o f the 

t ime and despi t e the losses o f his wif e and son . By doing so, 

he steers clear of the temptat i on o f a comf ortable l if e in 

England , a nd stays behind t o pursue hi s purpose i n life and to 

s ing the hymn of freedom with t he multitudes in c hains . 

His sec ond decis i on is his rejection of Tsege 's 

suggest i on to leave the house they are c urrently l i v i ng in a nd 

c hange to a ' decent ' ne i ghbourhood . Here also his devotion is 

r e flected in his insiste n c e on r e maining among the poverty 

str i c ken mas s e s a nd on expe rience i ng the ir mise ry: 

My dear , all the garba ge , the rot 
a nd the f aeces you see out s i d e; the 
leper , the blind beggar, the lame 
one, a ll of the se and -illi t eracy, 
poverty, the rags ; the corroded tin 
r oofs , the rain -washed bon e -like 
prot r uding walls, the unpaved roads, 
and others - all o f them a r e part o f 
us. We are a l s o part of thi s 
wor l d . . . I don't l i ke o r wi sh my 
child to be like tho se people who 
build an island in the rridd le of a ll 
thi s mise r y . I don ' t wane to creat e 
a d r eam world in o r de !C to e scape 
f rom reality (197 2, 35 ) . 

Even though his devotion to the masses i s sincere, it is 

~ot without it s problems. The road '1e follows is f ull of 

t ho rns . He is constantly pricked by his wi fe, his e x-

landlord , and a l s o by his col l eagues at his wo rk place . This 

continuous chal lenge a nd pres s u r e at times throws him i n to 

c o nfus i on and s elf-ass essment . In his search for the meaning 

o f l ife hi s int e ract i ons wi t h h is wif e and hi s col league s help 



, A ; ~ •• " .'~ :"'- " - - - , - - - - - -

him tu .. nderstand himsel f and make peace with others . 

From this becoming notion of himself and the freedom he 

gets from the pressure hindering him before, he finally 

develops full confidence to start his work with full 

determination . 

.. . when he finally-started writing, he felt 
like a retired soldier returning to the war­
front . The flow of his pen was like a stream 
gushing and glowing with ideas. It was as if 
life became a new discovery, a new opportunity 
for creativity. (1972 , 211). 

Other art is t characters such as Hailemariam, Gebeyehu , 

Misganaw, Sinework and Kidist, all just like Sirak believe in 

the indestructible greatness o f man and strive to cling to the 

faith and light that never dies. Among all these artists we 

observe a collective cry for the human soul to glow with the 

light o f vision. For instance, Hailemariam expresses " ... his 

readiness and will to intensify and enrich the human spirit " 

(1962,49). Gebeyehu in mil~da is seen ~ighting against the 

decline of moral standards in his comm~n~ty and tries to save 

young girls from death by abortion . Misganaw, an actor 

character in t'at't'anaw tawanay , is assassinated on the s~age 

while acting the part of a genuine and devoted member 0: the 

community in exposing corruption. 

Sinework 's unique personality is manifested by his 

rejection of his father's corrupted way of life and by his 

handing him over to be tried by law . S~nework's respecc for 

and faith in people is also realized by his decision to defend 

Dr . Nahom . During a visit to his imprisoned client, hi s 



outbu r st conf i rms his stand : 

... whether you like it or not I choose to 
be your attorney . You have to know the 
fact that I am not defending you because 
of the fee or your sis:::er's plea . The 
only reason is the truth. The truth that 
you are trying to bury within yoursel: . 
I can ' t allow truth to be furthe r 
unde r mi ned (1 983 , 18 8 ). 
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Ato Riesom's t estimony o f Sinework's in t e g rity "He is a 

real advocate of truth , with a clear conscience . We lost a 

genuine man . " (19 83 ,155 ) i s a n add i tiona l p r oof. 

Sinework's resignation from his profession and short 

lived return to it as well as his creative urge is seen in t he 

light of hi s de sire to be a part o f the p roces s o f c reation. 

He exults in being a part of the life process which is in 

constant motion and state o f bec oming. 

Kidist, as the first woman novelist character in Amharic 

literatur e, is also one of these dedicated artists with a high 

self regard and mission in li:e. 3e~:1g the first woman 

novelist she has no referable tradition to fall back on . 

While it is advantageous not to be shac~:ed by tradition, it 

poses a great difficulty for her to es~ablish her artistic 

identicy . 

Her artistic pursuits enta:'l CO:1s~a:1t challenges from 

frie:1ds and people around her . Notwi:hs:anding the fact of 

her isolation, her diligence and perseverance are surprising . 

It is only with grim determination and careful manoeuvering 

thac she emerges free to follow her chosen course . 

One condition f or Kidist's artistic endeavour is freedom 
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from t oo many commitments. Bei~3 a young woman artist 

continuous demands a~d pressure from her friend and family is 

st r ong. Therefore ~e r onl y alternative is to break away from 

he r former relations~ips . 

Since her pursu~t of success is fierce and single minded, 

she doesn't allow anyone to interfere with her interest. That 

is why she says, 

I am prepared to completely devote 
myself to the call of my life. I am 
ready to the exte nt of sacrificing 
myse lf for it. Till then I am ready 
to go it alone . (198 4,155) 

Most of the time Kidist turns t o her women friends f o r 

companionship and s·~pport . It is wi th strong confidence in 

herself that she completes her book and presents it to her 

father together with the fruit of her womb . Both of which, 

she claims, are the products of her free mind and body . 

Among the art is : characters the singer Surafel and Ameha 

the actor also re~eal in their respe ctive roles their 

dedication to their mis s ion and their loyalty to mankind . 

Surafel's explanatisn of his public r ole , to his admirer 

friend Ti r ufat sign~fies his choice of the public interest 

over his as more ~mportant . The respo~se he gives to 

Tirufat's invitatio~ : 0 da~ce with him is to stick to his role 

as a singer on the s:age : "Here our major responsibility is 

to give satisfactior. to the public" (1981,151) . 

Ameha on his ~art is also perplexed by the pa radox o f 
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his life on a nd away from the stage . While he is acting on 

the stage the audience is eager to listen to his words . But 

in his personal life beyond the stage, particularly in his 

neighbourhood, he meets with indifference. However , he never 

shrinks from commitment to the p ubl i c . On the contrary , we 

see Ameha's c oncern to the audience than Elfinesh's sickness: 

Rather than of fending t hous a nds of 
eagerly wai t i ng peopl e a t t he 
theater, I prefer vexing my lover 
who is at thi s moment hosp i tal i zed. 
I t i s eas i e r to apologize to her 
tha n to so many (1977 , 27 ) 

Similarly , Ameha ' s decision to break off his r elations hip 

with Elfinesh reflects his undiv ided dedication to the public . 

On the o ther hand, we find ar t ist c harac ters suc h as 

Aberra and Rahmatto who are continuous~y in search of their 

s el f identity and miss i on i n l ife . Aberra Werku , a paint e r 

character in kaadmas basagar, is an artist who can ' t determine 

his mission in life or his cho i ce of career . Even though a 

trained civil servant, he is unsatisfied. So he moves from 

one job to another . The source of his aissatisfaction is his 

desire to be a paintec, long buried since ~is childhood . His 

indecision and lack of commitment arises from the pressure 

imposed on him by his family and his fr~end Hailemariam. 

Except for his tempora ry marriage ,,·i tic Luli t, Aberra has 

no sense of purpose o r direction. Th~s uneasine ss reflects 

his search for artistic identity . Once standing in his 

parlour, he glances in every directi on and finds nothing 

attractive . In this mood asks himsel f ; " Who am I? Am I a 
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t hing without value? A rotten thing without va lue? What makes 

me be me? " (1964,8) . This confusion clears a bit after he is 

put in jail and all the strings tha: attach him to his fam l ly 

and his spouse are cut down . 

Rahmatto on his part is in continuous search o f his self . 

Despite his early start in painting , he can't organize his one 

interest . Repeatedly he shifts, from painting, to writing , 

from wr iting to music and vice-versa . Th is wavering started 

in his student ye ars, when he left school without comp l eting 

his course of studies. 

It did not cease until, after great personal effo rt, he 

succeeded standing among f ellow artists , at an exhibition he 

arranged in the city hall . 

2.2 Materialistic Values 

The tendency to give too m~ch eecogni:ic~ a~d acceptance 

to material things such as wealth and bodily comfort over the 

spiritual and intellectual th ings refers to materialistic 

value . Hatterer defines this concep: as :ollows: 

The importance a((r~buted (0 s ta:us 
objects, money a~d (hings and their 
acquisition, as dis:inguis::ed fecm 
the values attribu(ed to t::e hu~an 

beings, ideas, creat~ve r::-actices 
and the products theeeof . 

(196 5, 65) 

In fact, in a society where rr.aterialism- mctivates much 

behavior, money is bound to play an important ro~e . In such 
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a way then' fore money can affect the choi ce and development of 

an artist's creative process. If not all, some artists create 

solely on the basis of their need to make money . Whereas fo~ 

others money may play only a secondary role in their ac t 0: 
creation . 

As a matter of fact, most artists have little regard f o r 

ma t e rial objects or money , a nd fo r that matter as s ert that 

th i s factor has little significance in their growth and 

necess ity to create . Most artists won ' t allow the i r material 

goals t o interfere with c reativi ty . For them their art is the 

o nly sa t i sfac t o r y way t o a chi eve a n i denti t y a nd to produce a 

desirable and rewarding wor k . Therefore , they often have 

little in the way o f eco nomic status. 

Artist c haracters identified by their c reative drive 

rather than their materialistic concerns are Sirak, Emmailaf, 

Hailemariam, and Sinework . 

These charac ters are determined enough co procec~ 

themselves from being s wallowed up by a commercial approach to 

their art . Fo r instance, Sirak is we ll aware of the corrodinq 

effect of money as a threat to his c reat ive personality . Eve~ 

though he leads a ma rried life, his firs t concern is for his 

art rather than f or his family. The f undamental cause f o~ 

the conflict between Tsege and Sirak i s their view o~ 

materialistic values . His wife o ften insists that he should 

not involve h imself in such a wasteful, e xpensive and time 

consuming hobby as writing . She wou ld rather prefer his being 

engaged in some other work which can provide more money t o 
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improve their standard c~ living . 

Sirak totally rejects this demand of his wife . For him 

"writing for the sake o~ money is to become a businessman no t 

an artist . Art is not a commodity, to be computed only in 

terms of money . It must be valued by its mission" (1972, 1 93) . 

Hailemariam too has little regard for money or for the 

comfortabl e way o f life . At hi s home books a re the only 

visible properties seen apart from his bed, and writing 

table . His comm i tment extends as fa r as sacrificing his 

e arnings for the sake o f his painter friend Aberra. 

Hai lemariam advises his friend to quit his job and give his 

full attention to art. In suggesting thi s move he also 

"expresses his willingness to share his salary with him " 

(1 962,47 ) . 

Sinework, even though a government employee once , now 

lives on his own . However , before he quit his professional 

career, as a lawyer, we observe an incident which eevea~s his 

attitude towards money. In conversation with a~ocher member 

of the profession , Si~ework the prosecutor reje=ts a~ offer 

made to him in compensacion for favouring the o~:endee. His 

response is sharp and siccking . 

. . . sorry ~ I am very s Oery to heae su c ~ 
disgusting preaching from you abou~ the:c 
and robbeey! As a young man I rea~~y fe~~ 
bad to listen to such words reom an 
elderly and experienced professional like 
you. I regret to waste your t i:ne a:'ld 
mine . I am sorry again, to be invited to 
sell my conscience for three thousand 
birr . If you win this case, I will borrow 
this and offer it to you! As for the 
culpri t, I have for him an art i cl e which 

Li :P'P"" 
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imposes a 15 year sen" ence (J981,162) . 

This integrity is revealed throughout the novel not only 

in his former career but also in his lacer one as an artist . 

His simple wa y of life and lack o f inte~est in materialistic 

pursuits also causes a confrontation between himself and his 

father. 

Emmailaf, a playwright character in ya kay kokab tirri, 

is an earnest artist who lives on hi s own . Although it may 

appear strange, he presents his maiden work to the audience 

free of charge. Emmailaf' s nonmaterialistic orientation to 

life is clearly revealed by his friend and admirer, Finot. She 

e xpre sses his marginal and free style of l ife as follows 

"Emmailaf's horne is furnished with only a chair, a table and 

a bed. The only property he considers valuable are his books" 

(1972,144 ) . 

Gebeyehu, another playwright characte r in mal a da , is 

practical regarding materialist~c values . Like Sirak he is 

married . However, he has no problem wich his family . He 

leads an orderly way o f life and has a stable family. A 

certain character approaches him to borrow money . But 

Gebeyehu refuses to listen to such a demand . His response is : 

Money is a matter o f ha~Q:ing. In 
fact one respects t~ose c~at respect 
it. It is no t t.::'a:. di:f':"c'.Jlt, one 
must learn from life .... If one 
can't plan, save and lead a 
programmed life, O:le will 
de£initely face problems . So no one 
should pi ty the careless (1983,40). 

Gebeyehu thinks this way : my purse is full enough only 

~I 
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for myself and my family. Since I am not a 

no money to spare and pass to friends in need. Even though he 

does not seem that way, there lurks in him a hidden fear of 

failure . Gebeyehu is not indifferent to money like the rest, 

but at the same time we don't see him compromising his talent 

for the sake o f gaining. He is trying to balance the two 

extremes . 

Estifanos and Rahmatto, both painters , also try to keep 

t he balance between creativity and its monetary reward . Since 

they do not have permanent employment , they must find some 

sort of financial sustenance for the ir survival. Ideally this 

would be based upon the work they produce . Unfortunately, 

Rahmatto is not as lucky as Estifanos in earning his 

livelihood. He spends on the assistance of his friend Kello. 

his getting married early also results in the deterioration of 

his income. Despite being in such a mess, his concern for 

money is no~ excessive. His op~nion on the creative versus 

the commercial is, "Art should not be exchanged for fame or 

money. If so, it results J.n a fiasco (1981,35). Whereas 

Estifanos is somewhat better tha~ Ranmatto in making his life 

orderly, his training as a psycnologist might have been of 

additional nelp to him in balanc~ng his creative energy with 

his financial urge . He i s wise enough to open his own studio 

which enables him to give full time to his artistic pursuits. 

In working f o r an advertising agency on contract basis he 

makes a partial compromise . But this is necessary for his 

income . Without deviating into total commercialism , Estifanos 
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becomes successful in solving his dilemma. Due t o this 

amalgam of creative and commercial activity, he leads a s table 

and moderate life . 

Surafel , a musician c haracter in mak'oya, is also 

attracted to this profession by his survival needs. Though he 

has to earn the means of his livelihood as an employee of the 

Wabi Shebelle Band , he is not that aggressive in compromising 

his career . His intention and desire is to get himself free of 

the exploitation of the band owners and at the same time to 

improve his ability as a singer. His style of life is 

moderate and manifests his indifference to material concerns. 

j , !, " . 

On the contrary, Demirre, an actor in the play tattanaw 

tawanay, is the best example of the artist who totally 

compromises his creative integrity . Demi rre side steps his 

role of exposing corruption and involves himself with 

defending the morally pervert membe r of his community. He 

finally quits ~lS role due to the money offered to him . His 

attempt to delay and finally to stop the play from being 

produced is no: successful and his continuous involvement as 

an out cast arcist . 

2.3 Sexual Values 

This term expresses the concept that is related to the 

activity and belief in a person 's sex li fe. Hatterer defines 

it this way : 

Sexual va lue pertains to th2 worth a 



~=rson places on his sexual activity, and 
~re measured by his attitude toward 
monogamy, promiscuity, homosexuality, 
masturbation and celibacy (19 65,69 ) . 
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Based on this exp~anation, sexual activity can be a 

faithful and tender relationship or an aggressive and selfish 

one . In their physical and emotional expression s ome 

individuals may also exploit their partners by using them as 

a means to get rid o f their anxi ety, depression o r anger . 

This practice would undoubtedly rob the warmth and mutual 

affection and would impersonalize it . 

Concerning the artists cons ide red in this dissertation, 

it is possible to classify them in three broad categorie s as 

regards their sex value . The first is a group of unmarried 

persons who live independently; the second a group of 

married artists; and the third, a group of artists who live 

together without formalizing their relationship. Even though 

this classification is not perfect , it brings us closest to 

our culture and tradition as depicted in our fictional works . 

To further elucidate this fact we can go back to Hatterer's 

definition which includes "homosexuality," and ":nasturbation" 

that are yet un e xplored in our literature, but a fact of life 

in the more liberated literatures of the West . 

Except for Kidist, virtual ly all of the ar~ist characters 

portrayed in the fictional works considered in this study are 

male, which in turn shows male domination. The publication of 

anguz is, therefore , a singular event which gives attention to 

the views and place of women in print . 
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The majority of thes= artists are unmarried. Except f or 

a few similarities , their sex values differ from each other . 

For instance, Aberra and Hailemariam are more open and 

moderate in their sexual practice than the rest, whil e 

Sinework is shy. Estifanos, Surafel and Emmailaf are active 

in their sex life but not outspoken. 

Among artists who lead a marr ied life, Sirak is 

unfaithful to his spouse . On the contrary , we find the 

fidelity of Gebeyehu . 

In the third group we encounter the concept of the single 

parent family practi ced by Kidist. We also find Rahmatto as 

her male counterpart cohabiting wi th his partner without legal 

sanction . 

To start with the first group, Aberra's view of sex is in 

its extreme form which is far from the stable a nd enduring 

one-to-one love relationship. 

He is liberal and he is 

Aberra sees sex as recreation. 

promiscuous. He has sexual 

relationships with different women such as Tiringo, the maid 

of his childhood years; Suzan Rose, an American Peace Corps 

Volunteer; Lulit and many prostitutes. 

Aberra's free attitude towards women and his attraction 

to them seems to have developed from his late c h ildhood . At 

his early age Aberra was seduced by the ",aid employed at his 

parent's home. He was exposed to sexual petting and desire in 

its cru de f o rm while still living with his parents . However 

hi s behavior showed a tremendous change after he went on a 

scholarship to America . While studying there, he developed a 

Qt 
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free a nd liberal attitude lik e most ~,llege students of the 

time. During his stay in the States, he felt free enough to 

pass over a girl whom he had dated to his shy friend 

Hailemariam . 

Aberra's qu i ck erot i c impulse seems h i s only way to make 

an emotional contact with the opposite sex. Since he can ' t 

e xclus i v ely de v o t e his life t o ar t , it mi g h t also be h i s onl y 

means to fill this void and occupy himself , and to find 

acceptance and recogni t i on . Regarding t h i s Hat t ere r says , 

"some artists use sexual activity to distract or pacify 

themsel v e s when they are unable t o create" (1965,69 ) . Aberra 

considers sex as f ood f or the s oul. I n h is ef fort to convi nce 

his friend, Hailemariem, to join him on Easter eve at Genet 

Hotel, his major c oncern is sex . I n justifying his proposal , 

he tells him : "Ask you will get and knock it will be opened " 

(1962,28) . Aberra is always ready to attract women but not 

for a lasting relationship . It is because of this that the 

Ame rican Peace Corps Volunteer , Suzan Rose, critici zes him for 

"his lack of interest in marriage" (1 962,10) Even Elfinesh ' s 

appeal can't move him to consider marr iage . It is only at the 

end that he is forced by Lulit's determination and the 

pressure of his family to accept her as his spouse . 

Hailemariam and Sinework also share a promiscuous way of 

life like Aberra . Even though they are not as free and active 

as he is, both don't feel guilty :or having sex with 

prostitutes . One trait both artists share is their shyness . 
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Hai lemariam is not as fashi onable as Aberra, a.1d spends 

little time on sex fantasies and pract:~e. Since his main 

interest lies in his creative work, he ·~sua:ly seeks sexual 

satisfaction which takes little time ar.~ effort. We realize 

this fact from what he relates as his overnight exploit. "As 

a change I have passed last night with a maid. I am fed-up 

wi th prostitutes and their scent. I am ti red of them" 

(1962 ,15 ) . 

Ha ilemariam's need for sex seems to be based on getting 

a casual release for his tensions. According to him "the 

satisfaction one gets from a maid or a high class lady is the 

same except for the bias one a ttaches to their social 

position" (1962,15) . 

Sinework also is indiscriminate. However, he is 

extremely reserved. Though he meets wi~j many women due to 

his p r evious legal profession, he is tc~gue-tied to express 

his desire. All these years he is lor.e~:;, ·,.,:thout a loving 

girl friend. Sinework feels inferior ~o cne oppos ite sex 

because of his low image o f himself . Ee always feels "among 

young ladies as if he were cl~msy ; among ;~etcy girls as if he 

were a Gorilla; among smart and fashiona~~e g~ys as if he were 

a simpleton . It is with vengeance that he ~~~5 to prostitutes " 

( 1983,176 ) . 

The cause for Sinework' s inferic~:ty comple x is the 

rejection of the girl he loved in h:s ~~eshman year a t 

-college . "It was after this incident c~at he fel{ confused 

and inferior. He started to consider women as something 
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rieyond his reach . As a result, he fe ll short o f approaching 

them in any meaningful sexual or love relationship " 

(1983,374 ) 

In the same way, Estifanos, Surafel and Emmailaf are not 

openly lascivious . All of them have no steady sexual 

relationships. In spite of the fact that they are 

indiscriminate , they spend less time on sexual affairs than on 

their creative endeavours. 

An ideal representative for the second group is Sirak, 

who leads a married life. As a matter of fact Sirak is 

married twice. His first wife is from a noble family. 

However , his second wife is a peasant girl turned prostitute 

whom he visited frequently while living with his fi~st wife . 

Sirak ' s first marriage was caused by their common 

interest i n literature and books in general . This common 

interest grew into mutual understanding and love which 

finally ended with their being man and w~fe. Ho we v er, their 

marriage at the time was considered by everyone as a 

"marriage of unequals" . Sirak felt trapped by the life of 

the upper class . Because of this and his lack of t i me and a 

stable state of mind, he failed to realize his dream of 

writing nove l s. 

To escape this trap, he started to v isi t t he ' red - light 

district', where he found a simplicity of life that was absent 

in the upper class . He rationalized his visit to the red -

light district by his in t ention to get a first hand experience 

a bou t the life o f the down-trodden people wh i c h will be useful 
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material fur 1 is future writ ing . 

Sirak ' s unfaithfulness is not only to his first wife, he 

also exercises it while living with his second wife, Tsege . 

Again Sirak cannot find the r i ght atmosphere for creat ive 

work. His wife's concern for earning a good income and his 

desire to sit down and write clash. He mentions this fact as 

f ol lows : 

Do you kno w why I love Seblework , it is 
because I get peace of mind with her . . .. 
If you remember it is prec isely this need 
that created the attachment be tween us .... 
It is not that you lack love or honesty 
but you d on't respect or value my work. 
This is what disturbs me most (1972,200). 

Even though his intention is to find the peace that 

he covets his attachment to Seblework is a gradual development 

which he intentionally cultivates. Sirak's sex values are 

clearly expressed in his conversation with her. 

Sex is not only the spice of 1 ife, but 
also its source . Sex is basic and a 
necessity like bread, water and air . You 
can think of the millions running every 
night in search of se x . Many of whom pass 
an enjoyable night while others s uf fer 
without warmth, feeling lonely . Everybody 
thinks of and enjoys sex, but no one da res 
to speak or write about it . It is taboo . 
On my part I am ready to sing, dance and 
write about it! (1972,75) . 

Sirak is more straight forward than other artists in his 

frank expression of his attitude toward sex . His values on 

sex a r e not only expressed in his personal life , but also in 

the erotic novel he wrote : 'koblay inda tilla' (As a Fleeting 

Shadow) . 
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Gebeyehu's sex value , on the other hand, strikes a 

balance between the call of the artist and the call of the 

ma~ried man . Gebeyehu next to his artistic pursuits, gives 

priority to the needs of his family . He also e xpects his wi fe 

to play the r ole of the traditional housewife responsible for 

house keeping . 

Gebeyehu's belief and attitude towa rd sex is clearly seen 

in the way he rears up his children . In his relationship with 

his daughter, he prefers her to be self reliant and 

resourceful rather than unquestioningly obedient . 

We can easily realize this fact in his daughter's 

conversation with her boyfriend , Rosa says : 

Don't worry. I can easily introduce you 
to my parents. My father has told me to 
choose the man I love and introduce him to 
the fam ily. What he demands from my 
boyfriend is understanding , honesty and 
frankness (1983,25) . 

It is easy to discern that Gebeyeil1.':' s view on sex is 

qui te rr.:odern . Instead of arranging marriage, he leaves the 

decisio~ to those concerned . According:o him a y oung couple 

can have the freedom to date unchaperoned, and have the option 

:0 decide to marry or to break off . 

Gebeyehu's attitude toward sex ane hls concern to the 

society are seen in his effore (by wrie~::g a play ) to fight 

abortion . The death of a young girl f~om his neighborhood 

strikes h i m as a double loss of life : 

( 1 
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I am very much disappointed ~o listen to 
such sad news, especially before I 
complete my play on abortion . In s uch a 
backward country where medical services 
and economic standards are very low, the 
less of a woman and her baby is a matter 
of concern which needs special attention 
(1983,44) . 
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Kidist is an artist who chooses neither the state of 

bachelorhood nor the marr ied state of li fe. Her sexual value 

is one of secondary importance to her . Her dedication to the 

life of the artist has made her defensive towards a steady 

relationship. 

Kidist's intention to be career - minded is no t something 

to be easily assumed. She faces opposition from her father 

and her would be fiance, Eshetu. Her father's desire is to 

convince Kidist to f o llow the culturally defined norms and 

accept the role of a wife and a mother, while Eshetu's effort 

is to win her over to be his partner for life . Her response 

is direc = ar.d premeditated : 

I can't listen to what my conscience does 
no= allow me to listen to . It is hardly 
pcssible to commit oneself to what one's 
cc~science does not allow . It is not 
difficult to pretend but I refuse to do 
so (1984,151) . 

KiQ~st rejects the traditional and 'natural' c o l e 

designated for women by most people, and chooses to be 

autonomo"..lS , She wants to use her full energy to its utmost 

instead of ~etting it be tapped by humdrum living . 

Along with her artistic ideals, Kid ist pledges to lead 

the life of single parenthood rather than that of the 
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traditionally accepted nuclear family. Her decision t o live 

without a spouse is consistent with her initial re jection of 

arbitrary and often unreasonable considerations of family 

obligations . This strong resolve of Kidist's is supported by 

her friend, Aregash : 

EVen~nough Kidist follows one of the 
modec:1 world's mode of life which is 
single-parenthood and which is also 
contcary to our culture, I would stand 
with her as long as it is suitable for her 
careec and as long as she brings up her 
ch:;'l::i (1984 ,3 08 ) . 

This new woman artist seeking a new place in her society 

::'s C".e:1tioned by Deirdre Lapain in her article 'Women in 

Afr::' can Literature' as f ollows : -

with the advent of literature wholly 
conceived and composed for the press, the 
African hero ine underwent further re­
examination. . .. As women began to enter 
the ranks of pUblished authors , they took 
the old images, prised them apart, 
examined them critically, and frequently 
denied them outright. In their work 
wives, mother s , and courtesans moved 
through a wor ld charged with fresh 
possibilities and there awakened to inner 
ta lents that would forever alter their 
sense of self. A new 'sweetness' was 
c oming into being, one that wou ld read 
just the inequalities perceived in the old 
(qtd i n Hay, 1 965,112) . 

Rahmatto , the painter characte r in rahimatto , lives 

together wi th Martha . Due to mistreatment by her parents, 

Martha leaves her home and starts to live wi th Rahmatto . Their 

sit~a=ion dOes not allow them to be governed by traditional 

norms and rules . Therefore, they decide to keep up their 

relationship as reillistically as possible. Due to their 

-'- ---- -- ~~ .-~":. - -~ - - - - '" " , 
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financial constraints, lack of space and privacy, their whole 

effort is based on satisfying current needs. 

However, thei r living t og e ther is not wi thout ics 

problems. A gap is c r eated between Rahmatto's need to work on 

his painting f o r long hours into the night and Martha ' s need 

to be loved and : ooked after . Regarding this ~a~cha says, "I 

am feeling lonely . You are always thinking of your paint~~g 

and you have f orgot ten me . You only conve~se wi th ycu r 

painting and yo,", do not listen to me" (1984,87 ', . 

G. B Shaw justi fies Rahmatto's single mindedness a s 

follows: 

The artist wi ll let his wife starve, his 

children g o barefoot, his mother drudge 

for his living at seventy, sooner than 

work at anything but his art (qtd. in 

scott, 1970,146). 

Martha's need for his undivided attention creates 

turmoil. She breaks his brushes and o ther painting materials . 

But this action of her's further aggravates the already 

existing problems between them. Rahmatto's reaction is 

expressed in anger, " ... I was mistaken, I shouldn't have 

started this re lationship with you at all. I was deceived by 

your looks . There is no common ground between us" (1981,95) . 

Rahmatto's need for emot ional and sexua l gratification 

and Martha's need for love and care wh ich she was denied by 

her parents can no t be fulfilled . Fina lly , she leaves him for 

good and Rahmatco is left al one . 
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From this we c a n conc l ude that Ra hmat t o 's s e xua l value s 

are secondary to his wo rk, a nd his de s ire to gain respec t a n d 

r ecognit i on. 

2.4 Work Values 

Here work r e fers no t to the usual occupa t i on related wich 

emp loyment o r r unn ing a bu s ines s . I t r e fers t o the c reative 

aspect i n the domain of art . As Albe~t Camu s puts it, "Art ~ s 

a n ac ti v ity wh ich exa l ts and denies simultaneously . . . a r t i st ic 

c r eation is a dema nd fo r unit y and a rejec tion o f the wo r l d , " 

(q t d . in sco t t 197 0 ,147 ) . 

Wo rk in t he realm 0: ar t is direct ly rela t ed t o 

creativity, and it is d i fferent from productivity in other 

spheres. Ellio t J aque s s hows the diffe r enc e between 

employment work and creative work as follows: 

Creative wo rk is . .. whol l y symbo lic; the 

fin ished product is symbolic; and the work 

itself touches upon and derives from the 

deepest layers of the mind, unaided by 

any objective and concrete point o f 

reference . In employment wo rk, there is 

always an external framework to guide and 

assess the symbolic work ; hence symbolic 

work does not touch so deeply or so 

completely upon the unconscious processes. 

Running a business is intermediate; there 

is an external framework, but it requires 

symbo lic work to discover it; and failure 

to confo rm to it results in a gradual l o ss 

o f business, and not in an external di r e c t 

cr iti cism as from an empl oyer . (1 97 0 , 6 5 ) . 

Re garding the va lue artist s give to their creative 

activity , Hatte r e r as serts:-
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work value pertains to the worth a person 

places on discipl ined creative, and 

survival work, done alone or with another 

person or group , and to the worth that one 

places on pleasurable, abandoned, and 

sensual living . A true measure of these 

values is contained in the amount of time 

- quantitatively and qualitatively - one 

spends at work o r pleasure (1965,71 ) . 

In regard to the value artists give to t he i r wo rk, 

single- mindedness is observed. Artist characters Ermias , 

Kidist , Ameha, Gebeyehu, Hailemariam and Surafel are few 

examples . 

The painter Ermias, Kidist the writer, the playwright 

Gebeyehu and the musician Surafel are characterized by their 

full concentration on their work. These characters shun 

other distracting activities in order to achieve their 

purpose. For instance , Ermias as a ful l time painte r e ngages 

himself the whole day in his studio . Only the arrival of 

Zene bech (his niece) from school interrupt s him. 

Ermias's single-mindedness is illustrated 

f o l lowi ng quotation : 

I t i s afte r solving his problems and 

achieving his objec t i ve s t hat his mind 

r elaxes ; ... and re tu r ns wi t h gusto to wo rk 

on h i s p a i n t ing . (1981 , 271) . 

by the 

Even though he s omet imes e ngages hims elf wi t h non -

creative work by accepting contracts from different 

organizations, much of his time is spent on disciplined 

creative tasks. His pleasure derives :rom the success of his 

own creations . 

1'1'-'-' 
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Kidist 's single-mindedness of purpose is also reflected 

in her values of work. Along side of her studies at the 

university (in Europe) she works on her novel day and night . 

She always carries with her a wri ting pad and a pen . Her 

pleasure seeking activities are very rare. She spends almost 

all of he~ time scribbling. Eve n when ter father and her 

admi rers try to share her time, she tact:'Jlly avo i ds the:-:-, . 

Graham Green comments on the r.ature of the writer like this: 

... at heart , the wricer is a subterranean 

kind of creature. Obsessive , mole like, 

evasive , often re sourceful in avoiding 

mundane aspects o f life ... , enjcying his 

emotions and ideas ~n a private orgy of 

creative pleasure . 
(qtd. in Boss, 1979 , 29 ) 

The playwright Gebeyehu's zest for his creative wo rk is 

expressed by other characters . Baye says : "It is better if he 

stopped his writing and rested for a while" and Zenebu: "Hi s 

drive for work is not healthy, working day and night, really 

this has the devil 's push." (19 83,40) 

The singer Surafel is also a serious a nd disciplined 

artist . Dri ven by the applause he receives at his nightly 

performances , he practices all day to up-grade and develop his 

virtuosity . 

Si r ak, Sinework and Aberra try to find pretex ts to avoid 

fallow peri ods or when their creative effo~ts do not move with 

ease . Sirak starts a sexua: relationsJ-:~p with Seblewc ~k. 

Sinework returns to his legal profession wnen his novel sc ops 

progressing . 

•. 
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Aberra creates pretext after pre text rather than follow 

his inner urge to pain t . His frequent attachment different 

women is due to his lack of self-confidence . 

The othe~ factor associated with work value is the 

working environment. Some prefer working alone, others in the 

company of o=~ers . Some follow haphazard hours, others wo rk 

during well reg ulated hours . 

All artists considered in this s tudy e xcepc Sirak, 

Girmachaw, and Gebeyehu shy away from meeting human schedules 

a nd normal routines . Many of them seem to be unskilled in 

dealing with the outside world . Their commitment is to art 

r ather than to intimate human relations . In commenting on this 

peculiar malady of the artist, Malcolm Bosse s a y s, 

Loneliness is an occupational disease that 

plagues the writer ... , by virtue of his 

aesthetic activity , the wr iter tend s to be 

sp~it in his human experiences between the 

person experiencing and the perso n 

observing . Ma ny wr i t ers among whom 

Goethe , S t endhal, Ka f ka and Joyce , have 

c ommented on this condition which isolates 

the writer from h i s l i f e e ven as he is i n 

the midst of living it. (1979 , 29) 

Hailemariam, for ins t ance, like other artist characters 

who live a l one , finds hi s isola tion ne c e ssa ry to r e alize his 

ob j ec t ives and t o observe t h e lives o f o thers . In his view, 

"one can't be committed to two mistresses - art and a wife, at 

the same time" (1964 , 83) . 

Emmailaf, Esk i ndir, Sintayehu , Kidist, Surafel, 

Estifanos, Ermias, Sinework and Kibret all lead solitary 

lives . They prefer art to wedlock . In Emmailaf's opinion, 
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" a dedicated wr i ter ... should not even for a moment take 

himself away f rom hi s c r ea tiv e endeavo rs .. " (1 972 ,1 44 ) . 

All t he a r tist c haracte r s seem to agre e on the need for 

a good working envi r onment . Eithe r they hav e their own study 

room like Girmachew and Ermias or they arra nge a suitable time 

::0 write. ~~is is in fact normal for the writer, because a 

s~itable env~~onment helps the artist to concentrate and use 

~~s creative resources in a much bette r way . The concept is 

~~rthe~ e : abc~ated by Hatterer, " ... the artist is more 

creative when hi s sensory and mental appa r atus is highly 

:::ex ible and able t o move bac k and f o r th between different 

levels of cons ciousness . " (1 965 , 29) . 

Most o f the artist c harac ters face the probl em o f how t o 

create and still survive. Hailemariam says to his friend 

Aberr a . 

Don ' t bother about your salary. What I 
earn will be enough for both of us. Of 
course , it i s obvious that we won ' t live 
in comfort .... We have to pay f or what we 
have t o gain . It is surprising that ou r 
fears.. . always revolve around bread 
(1964,48 ) 

Emmailaf also believes in the demanding nature of art. 

It is not an easy task t o c arry the weight of creativity. He 

compares the life of the artist with the pain and uneasiness 

o f a pregna nt woma n . 

Crea t ing a work o f a r t is pain f ul . 
However , i t has its own compe n s a t ions. 
Crea t ing gives joy and a s ense of 
completeness . The author is like a 
pregnant woman who after grea t pain gives 
bi r t h and becomes joyous (1 97 2,144 ) . 



2. 5 SUC~@.~8 and Failure Value s 

Regarding these d iametrica lly oppos ite values success and 

failure, Hatterer states "succe ss-failure values refer to the 

need for an image of one-self as a success or failure in 

pers onal life and work ." He further asserts : "Most people 

popularity ;; 0 tend to use the criteria of money, status, and 

r:1easure these values. The artist uses reacti o ns to h ~ s 

creative work and his sustained creative productiviry" 

(1965 , 90) 

Among the artist characters who have experienced failure 

!n their work are Eskindir and the unknown writer in d arasiw, 

Aberra in Kaadmas Basag ar, Emma ilaf in Ya J<! ay Ko kab tirri ; and 

Rahmatto in Rahimatto while those that achieve success in 

their work are Surafel, Kidist, Ermias, and Sirak . 

The negative reaction artist characters manifest due to 

the ir f ailure in t hei r work is expres sed p rofoundly by Sirak 

in the following wa y: 

When artists fail to create t hey tend t o 
engage themselves in destruct i ve behavior . 
First of all they become their own 
adv e rsary . They wi l l h it bottom and be 
drunk or indulge in excessive sexual 
activity . Those who g o t o the e x t r eme 
even commit sui c ide , few also disappear 
like craze d p eople . (1972,12 2) 

In thi s r egar d we can ta ke Eskindir as an e x ample of the 

drunk. After completing the draft of his firs t novel he 

i nv i tes Si rak t o comment . What he expected was p r a i s e ra the r 

tha n cr i tic i s m. Therefo re, h is reaction to Sirak's opinio n 

wa s ind eed one of s hoc k . 

My d r eam to be a wr i ter is shattered. My 
sweet dream has come to an end . I n fact 
it was an empty dream. Do you know, what 
I feel now? Hollowness (1972 , 114) 

.. :n 4J ' . . 
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The sincere opinion of Si r ak produced a n irrational 

r eaction in Eskindir . When Si r ak went to visit him i n his 

r esidence te fou nd h im alone soake d i n whi sky . 

drunken response to Sirak's visit is : -

:~ you want to drink, join me . You can 

s:::>ak yourself in whisky to:::> . Ok! Let 

~iterature go to hell! I wan: peace now , 

" don' t want to listen to literature or to 

an author . (1972,131 ) 

Eskindir ' s 

Rah~a::o, the pa i nter character , is also an artist who is 

no t ready :0 accept his weakness . When at his exhibition he 

hears such comments from the v i ewe r s : " I can ' t understand it ;" 

" It is r.1e::iocre; " " It is too costly . " (1981, 37 ) he gets 

depre s sed . He can't come to te r ms wi t h his interest in 

painting again . Hi s desire to be recogni zed and accepted as 

a gi f ted painte r vanishes. This lack o f re c ogn i tion drives 

h im to seek love and solace f rom the opposite sex . 

But Rahmatto ' s temporary l ove a f fa ir with Martha does not 

progress . He s ta r t s wavering between his i n t erest t o paint 

a nd hi s l ove f o r Mar tha. In the mean time , Mar t ha lea ves him 

f o r good a nd ultimately he can't bear the l oss o f bo th h is 

c a ree r and hi s be l ove d and ends up in ma dness . 

Emmai l af, a playwrigh t c harac ter in ya Kay ko kab tirri , 

finally co mm i ts s ui c i d e due to his dissatisfaction wi t h t he 

s oc i ety and hi s work in gene ra l . I n the conf ess i on he l eaves 

to Fino t, an admirer friend of his, Emmailaf gives these 

reasons: 
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I can't reflect truth . After watching my 

playas an audience member I felt 

nauseated . I asked mysel f why I wrote 

such a play? I have now come to realize 

that I wrote it for fame and money. I 

really feel ashamed of myself . I hate 

myself (1972,82) . 

7 C 

It has become meaningless to Emmailaf to lead the life of 

an unsuccessfu l artist . That is ,,,hy he c oncludes, " ... If I 

can't give happiness to people ttrough my plays, so w~at is 

the meaning of living? It is like cheating oneself, I can ' t 

live feeling empty" (1972 , 142 ) . 

Artis t characters with the orienta tion of success value 

are Surafel, Kidist, Ermias, Gebeyehu and Sirak. 

Su rafe l 's success as a si nger breeds admirers as well as 

opponents . His bright future however is cut short by the 

bu llet of an assass i n. As expressed by one bartender: 

Many artists have also been assassinated 

before . Those that do~'t have talent are 

a l ways jealous of the succ essful ones. 

Surafel's case is not different 

(1981,154 ) . 

Kidis t , the writer character in anguz, succeeds in 

achieving her goal of wri ting a novel with great 

de termination . The ultimate success which excites and fills 

her heart with pride is the presentation of the last draft of 

he r novel along with her baby to her father. 

My dear father, I have kept my promise . 

Here are two of my children . The first 

one is the produc t of my brain, while the 

second is that of my womb, so bless them 

(1984,365 ) . 
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Ermias, the painter in Girdosh, is also success oriented. 

His values are based on carrying out his responsibi lities to 

the public . In drawing the portrait of Tiwusit, he achieves 

his g oal o f exposing her malice . The portrait is successful in 

that she begs to be pardoned. 

I have accepted my wrong doing . I a:n 

defeated . I am ~eady to do whatever you 

wish . But I war.t this portra~ t to be 

burned down . (1 98: ,255 ) . 

Sirak , the wr iter character in Daras' w, had a u tho red a 

coup l e of novels. However , he is still energetic enough to 

cont~nue with yet another novel . 

After making peace with his wife and colleagues, Sirak 

resume his work with alacrity . We conclude success 

orientation with the novelist's beautiful words: 

His fears were unfounded. His pen flowed 

with teeming ideas ... like a stream 

cascading down hill. Inspiration .. . like 

the dawn heralding the morn , .... (1972 , 121) 

The d iscussion o n the values of a rt ist characters 

mentioned in this study ends here, and the third chapter 

focuses on the reasons or motives these characters manifest . 



Chapter Three 

3. Artis ts and Their Motivation: 

Before assessing the different causes of the writer's 

urge, let us define what is meant by "motivation ". According 

to Rom Harre and Roger Lamb (eds. : 

. . . reasons for act ing, desires and 
aversions, goals or intentions, 
sudden impulse and abiding 
proclivities as well as more or less 
transitory moods and emotions may 
all count as mot~vational, in as 
much as they all egedly move or could 
move people to act in one way 
instead of another (1983,402) . 

The reasons for the creativ~ty of artists according to 

Hatterer are : "Psychological (both normal and abnormal ) , 

genetic, historical, cultural, social and economic" (1965,25) 

Martin Maloney has more details in his 'The Writer's Itch': 

To become rich, li~e Mickey Spillane . 

To become famous, like Horace , Shakespeare, and 

Hemingway . 

to escape from bourgeois morality, like to 

choose a safe , dead example - Lord Byron. 

to get revenge on your friends and enemies by 

portraying them as they really are, like Dante 

Aligheri and Thomas Wolfe . 

To dispose of your personal problems by means 

of a 

sel f -administered psychoanalysis, like Somerset 

Maugham . 

To save the world itself, like Upton Si nclair . 

To demonstrate to the world that, by Gad, you 

really are a character, like Truman Capote . 

To amuse your fam ily, like Thomas Mann . 
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To pass time which you might otherwise have to 

spend t widdling your f i ngers , like Edgar Rice 

Burroughs . 

To scratch a spiritual itch which cannot be 

attended to, save with 

p o i nt of a pencil , or 

typewriter (1959,402) 

the ink of a pen, the 

the space bar of a 

seems enough to cover the whole range of mo tives 

for a:-::ists. When we focus on artist characters found in 

moderr. Amharic literature , what motives explain the case of 

authors, painters, and musicians covered in this study? 

3.1 Authors 

When we see the case of writer characters, it gets 

difficult to p i n -point 

and direct them to be 

the roots or the factors that arouse 

wha t they are in l i f e . We can only 

mention s ome factors which we infer f rom their past 

experiences, t heir p hysica l capabi lities and the e nv i ronment 

in whi c h we :ind them . 

If we take the cases o f Hail emariam , Sirak , Emmailaf and 

Sintayehu, they all come from poor family backgrounds. They 

suffered a lot in their up-bringing. They had l o s t either 

some o r all members of their families and we r e exposed to 

loneliness . They h a d t as ted hunger and penury. There f ore , what 

they reflect in their lives reveal their desire t o see a 

better and brighter world. 

Fo r instance, Hailemariam had lost the whol e o f his 

family and grew up in hunger , poverty and l one liness . In 

s p it e of thi s , h e s a ys : 

My aim is to write about the beauty 
of this world, the basic nobility of 
man as well as the hindr ance which 
man himself creates to upset his 
well being . In this, poverty and 
loneliness are seconda r y (1964,49) . 

" __ 4 _____ ...... <: __ .:..... _ ~ 
,- ........ -
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Hailema r iam's optimism arises from his desire not to see 

people suffer the way he did in his chi ldhood. Therefore , in 

his wri ti~g , he avoids the darker side of life and focuses on 

the brig~:er one . Hailemariam writes to dispose of his 

personal prob l ems by means of se lf-administered 

psychoana:ysis. That i s why he says "wr iting is the only 

reason fcc my life" (19 64,33) . 

Sira~ also chooses the life of the writer to depict the 

people i~ : r.eir struggle to change the world f o r the better . 

He says: "~y t opic is man , my weapons are words ... . words that 

reflec t s:cuggle and victory ... words that voice my trust in 

che huma~. c..eart, " (1972 . 115) . Just like Hailemariam, he too 

doesn ' t wa~t to see the next g enerati on suffer from lack of 

basic nee:::s . 

Sinta'le hu and Emmaila f have the same motives. They have 

no other a mbition except living the life of a write r a nd 

fighting against destitution. One reason why Emmailaf killed 

himself is because "he didn't give pleasure to people through 

his writings" (1972,142). 

Whe~ ~e sum up the urge behind these writer characters, 

we find it to be the gratification they get by shar ing their 

experience with the reader. Their reward is communicating 

with the audience and expanding consciousness . 

Kid ist' s and Sinework's case is a bit different . Their 

reason is the challenge 

Kidist's primary motive 

that she can succeed 

to face hardship and to overcome it . 

is to prove to he rself and her father 

in defying the society's norms by 

leading the life of a writer. It is because of this that she 

tells her father : 

I attach great value to my freedom . 
Indeed for the sake of it I will pay any 
sacrifice . I will not succumb to religious 
and cultural dogmas and accept outright 
servility . Anyhow I promise t o deliver my 
:win children i n your life time (1984 , 
161) . 

..... ,".... ' ..... . ,. 
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Sinework is another wri ter character who sacrifices the 

promise of a luxurious life to become a wri ter . As a lawyer, 

money is at his disposal , whethe r in the form of bribes or 

honest work. However, he prefers the challenge o f becoming 

an author . He is determined never to return to his former 

profession because of the corruption prevailing there. He 

bitterly says: "I will not go back to being a prosecutor . 

Even if I fail as a writer, I wi ll try to be a journalist or 

a reporter " (1983,172) . Sinework' s dec~sion t o become a 

writer arises also due to his anger at his :ather's action in 

divorcing his mothe r for the sake of money. Violating the law 

for financial gain creates in him an avers~on for practising 

it. In a way it is to revenge himself on his fa ther and 

corrupt colleagues by portrayi ng them as they are that he 

turns to literature . 

3.2 Painters 

The reasons for painter characters to persist in their 

creativity is also not far from those o f the writers. Sharing 

their experience is their reward. But their motives differ 

one from the other . For instance, Rahamatt o 's desire appears 

from his need to be loved. His mother died at his own birth. 

By looking at her photograph , a deep desire to retrieve her 

was implanted in him. That is why "he draws the picture of 

the Black Madonna " (1981 , 22) since his early years. Later, 

after the failure of his exhibition, he turns to his fiancee 

to console him. Even his last painting which won the O.A.U. 

award is about a pregnant woman. By so doing, he tries to 

substitute the love he was denied by the death of his mother. 

At the same time, he sublimates his piteous childhood by 

painting children who grow up full of love of their parents. 

For Estifanos, the painter character ~n "mahillet ", his 

preference to pa int nudes might come from over idealization of 

the female figure . From the story, we understand that he i s 
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obsessed with painting lips. He admi r es the lips of Mahlet 

and pays her a hundred birr to sit as a model . At the same 

t ime we a re i nforme d by Mahlet that h is lips a r e big , black 

and ugly . After she tears up the p a inting , he places the 

untorn part of the lip underneath her feet symbolizi:--.g his 

release from his fi xation . Thus , pa inting s erves as a 

therapeutic device for Estifanos . 

Kibret's mo~ive arises from his conflict wi~~ the 

society . Therefore his paintings are his protest . For 

instance, he paints St . Michael black using the face ~f the 

peasant Aya Ajibe as a model, and his l a ndlady wlo Ase~ash ' s 

face as a model for the satan's (19 62 ,174 ) . Hatterer cc~.ments 

on s uch powerful rejection of the s ocial conventions as 

dete r minants of the bi r th of an artist and his art : 

If conf lict s e x ist in the artist, it 
need no t always be persona l a nd 
p s y cho l ogi cal. It can r e present a 
c on f lict wi t h the values of t he 
society in which he lives . He 
develops an imperative desire to 
re f lec t t he soc i ety a s he 
experiences them, and occasionally 
attempts to create an entirely new 
wo rld or a view o f t he world 
favouring the harmon i ous and the 
humanistic (1965 ,34 ). 

Ermias , a painter character in girdos, also share s the 

bitter exper i ence o f growing up withou t the l ove o f h is 

parents. His father's promiscuity had resulted in his mo ther's 

running away from home in a nger and frustra t i on. This and t h e 

l ack of at ten t ion from his fa t her leaves a scar on his mind . 

However, his relatives in Addis Ababa take up the 

responsibi l ity of rearing 

joins the University that 

and educa t i ng h im . :t is af t er h e 

he comes to realize his emotional 

and psycho logical problems . I t is not only his avid reading 

and maturity that rehabilitates his emotional s t abili~y, but 

painting also. It becomes 

of his pen t - \.!p emotions. 

the~rimary outlet for the 

"Painting does not only 

-£'"" _:.....- --- --'::: ~'-- .:.....:..: ~ . - '---:~:-,..;..~~ - :-Y-:.=..-

release 

have a 
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therapeutic effect on him , but is also his source of income " 

(1981,187) . 

Aberra's motive differs from the aforementioned artists . 

Though his ~alent was obvious since childhood, restrictions 

from his :a::oily hi:-ldered it from developing . His interest 

surfaced late after he matured . The reasons for his urge as 

an artist is the pressure exerted on him by his writer friend 

Hailemar~2. ::1 . He defies the authoritative demand of his 

brother a~d ~~e incessant nagging of the whole fami ly t o force 

him to marry and turns his attention to painting to bring out 

his inner feelings and to follow the correct path in life . 

3 . 3 Musician Surafel 

In exa~ining the factors that determine Surafel's career, 

we corne t o find that money plays an important role, although 

he is not consciously aggressive to gain it. While still in 

high school, Surafel dislikes academic work. As he has no 

proper qualification his chances for gainful employment are 

rare. So, he tries his hand as an entertainer in bars . There, 

he discovers his talent for singing. He is on his way to 

forming his band and attaining independence when his hopes 

were dashed by an assassin's bullet. 



CONCLUSION 

In the preceding chapters, we have tried to see the views 

that are reflected and the values that are cherished as well 

as the motives that help artists put their creative 

capabilities into use . 

As obse ~ved , most artist characters cherish certain 

values more than the others. I n doing so, these artists give 

more weight co the discipline of creative accivity than the 

day-to-day routine. Clement Greenberg in commenting upon this 

issue says: " In turning his attention away from the 

subject matter of common experience, the poet or artist turns 

it in upon the medium of his o wn craft .... These themselves 

become the subj ect matter o f art and literature" (19 61:6 ) . I n 

Greenberg's discussion, artists such as Picasso, Kandinsky, 

and Cezanne obtain their inspiration from the medium t hey wo rk 

in . Not only painters but also poets such as Rimbaud, Malarme 

a nd Va lery a p pear to f ocu s on the effort t o c reate poetry and 

on their moments of i nspirat i on tha n on the e xperience to be 

c onverted into poetry. The bes t example f o r the pu r p o se o f 

our researc h is t he nove l about the wri ting o f a novel, The 

Counterfe i ters by Andre Gide. We can also c ite s ome o f Ayi 

Kwe i Armah's works such a s Two Thousand Seasons, Fragments, 

and Why Are We So Blest? that deal with the life and craft of 

the artis t . 

Similarly this search for the secrets of artistic craft 

is also revealed in Amharic novels, short stories, ~oems and 

, -
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plays that app e a red after 1960. Writers started to put a Bide 

the preconceived themes that invo lve religion , au thority and 

tradition. 

Writers like Dagnachew Werku, Baalu Gir~a, Assefa Guya, 

Aberra Lemma, Sisay Nigussu, Adam Reta, Mul1.:geta Gudetta, 

Fekade Yohannes, Tsehai Melaku, Birhanu Zeri ~~n , ~ezera 

Woubishet and Seyoum Te ferra created artist characters J.r. 

t heir novels, short stories and plays to de~ict their 

aesthetic experience in the world of art. Or. t~e =~he r hand, 

poets such as Seifu Metaferia, Solomon Derassa, Gebrekirestos 

Desta and Tsegaye G/ Medhin used their deeply felt experiences 

for the subject matter of their poe ms. 

These writers, painters and musicians discuss the 

subject of their interest and the problems they encounter in 

their areas of creativity. In t his, they c o nsider the 

complexities of real life in our changing society. They raise 

universal problems which every artist encounters, such as the 

isolation that comes with creative work, the need for self 

knowledge, the question of truth and beauty, the importance of 

the power of perception and the lack of constructive criticism 

which are all essential for the work of the artist. In 

addition to this , problems that are peculiar to our country 

regarding the material needs of the artists, lack of support 

from publishing and di stributing agencies as well as museums, 

are pointed out as hindrances to the development 0: art in our 

s oc iety. 

Characters like Sirak, Kibret, and Es tifanos intro duce 
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here-to-fore taboo subjects such as sexual openness and 

religio us reforms . 

When we take the authors into consideration, we find them 

r e fle cting their own e xperiences as writers and painters . 

For instance, Seifu Metaferia had been teaching at the 

Ethiopian ~anguages a~d Literature Cepartment of A.A . D. for a 

long time ce : ore he retired, and is a well known poet . _~erra 

Lemma is also a graduate of Ethiop ia~ Languages and Literature 

of A.A. D., 3aalu Girma and Dagnachew Werku are popular authors 

with conside r able experience as writers. Gebre Kir i stos Desta 

a nd Assefa Guya are well known painters who also cry to 

express their experience i n words as wel l as in pai nt . The 

portrayal of the first woman novelist in modern Amharic 

literature is also an element which might reflect the 

experiences of the woman writer Tsehai Melaku herself. T~ 

conclusion, we can say that these authors have turned towards 

themselves in portraying artist characters. Though they have 

created these characters and treated subjects related to art 

and the artist, it doesn't mean that they have either avoided 

esthetic distance or totally neglected other themes. Of 

course, many characters are free of their 'creators' 

interference and also many topics are included in their works. 

However other topics are outside the scope of this study. By 

looking inward int o their lives and works, these a uthor s have 

opened new vistas for Amharic Literature . They have tried 

their best to show that man can change himself and the world 

around him for the be~tpr. 
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"" ) 1\ (1)0 "on >-

1 1111 .; ). I "1'1' 9" 1 "l"'I. 
A ~ q .f'.)t IL "'I ItlI 1.1'\ f M "'I. 

.; 'H- II At" (1)0'1' -f 
f"'l.I(\~,) h-f! 

(1'" 13) 

IV->- "I'1''''If') "')1: q.f',)i- 1f)'1 
fh 9"CC M,) ';Ik m<!." 

aJlI M ""l 
If ) 11 ') l> 9'" "l"l! 

I ~(\.;). -fit- n.,.)"1 
"1'1' "'Il') ;r 1:1'\ "') ~1Ia>- 1M 

.;). +1. A lie: 
O;Tf NCe: 

",,)1.11 f"'l.fIIi1C Y"IiI f"'l.)"1 
MIl ~1I~1I M- ~+ t-Vtll 
«,.').+.+ .» If'\" ''''I'.,l-, 9"'" 
'<a>-.(I)o.'l.'!". lf~ f';Vl') IIA." 
«7I.7I.c.C.» lf~ fJl,"'Il') (L'" 
~T HoT If'\" t'Mll- .. ., 
(J)IfJ'" IIIt'f m<!. f"'l.II" 

.""') "fG1. 

.; ).(J)o hf II 1. 
fA.It-'Ii h 11 .. q.f',)+ If'!' 
9") a>- fr ~ G 1\' I: +lIJj\'!':: 

(1'" J 4) 

J.2 On Literature 

h .y.1\.a>-

II ... l\<i: MI.II.,., ill" ... l\<i: ~'l-A9'" fl:CItT <i:';C iI~ 
Mo;9":: 1:CII+ +A6t> M+ :: lIfll! ",1: 1.&-1\. O1:CII." lP-lI'I' 
nllll.f',)+ ,,?oAf. "'II'\fT f"'l.111(1)o 'P)r;'a>- "C611.,. '/-"I.f', fll(l)o AJ': 

""f'} ""0+:: 
(1'" 16) 

r~')~(1)0 '1'&-+'1 !IHlT 1Ii" "')1:') I:CII+ f(l)"lll+ I:CII+ 
II.I1.C1(1)o lI.f',lA9":: .;C'" 111(1)0') 'P:> flla>-9" " (l)1'\~ ,/-"I.f', 
-If') lton+ .f',IT )(1)0:: """ 119" (I).;;r'l!'1 .,A'" oolf,) - lII1O+:: 

(1'" 16) 

-
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1IJ1.11 ~'IC 1I..,1I.r /fIf,Y" 1I ... 'i!IIIC Mllifll- 1:1.11 11. ... 1'11- 1'(, ~111-" 
M. ') f""l1l1~~ Y",)Y" 1IJ1.11 ~'IC 1I..,1I.r /fIt.'I" IIDD'i!iIlC 1If,101I­
II __ +IIIA f"'l.LA'J< ~A-lo '1'fI1l-:: 1'+_ .,..,1:') ~111-? 1IJ1.11 ),/C 

II..,OChT f .., f, "f II- _1f'I 'fIfI-') .,.1.1: -I' /flo 11Y" ;t- ') f." ... C m­
i1A1fl- iIJI' '1'f1f1-,. 

('/~ 22) 

II ftf, 1>1111 1'? 

f LIIICh-1''f11l- 'I1Jf\1JC l.r 11"''''111(. n1.'\ ff &-11'1'111- IIAI1I-'1 M'fI1l-:: 
IfII.-UA7-T 11+","" f.-<.'1A 1I')1l M. 1I.,.v.II.,'h\. i­
IIA~II'fIfl-r:: n. "'1.'1 f)I\-') IIIl.,.MiI Il.".r 'i!<\H'1 """1. 
-rh-l-A- _1I'i! )11)0,. 

('Ill" 22) 

_~Yf. l11-li1' IA-.r IIlJCff -t:P-? n-'f)")" 11.,1: ~* f"''1'~ 
II,)~ IIMI1I- -I'M'" f"U'lfI'tni- fllJCf lIY"i1'1Y" f"'f,;t-f,fl'flfl­
'1'fI1l-_ "'&-"'I,I("f') M,)1: .&..r II1:Y?P'"f') n.v, ntl-A IIIIA'-'= 
..,.,. n 1111')1: AlIl1II'I1: 1:CIIT .,.1P1..r /\.In IIPfAY":: 

('Ill" 23) 

1.3 00 Painting 

II M'I'CII 

MI1I- "')~T III '!rClI' f,-IlAYA? I 11111-&- fl.C fllt-I1I-I Itl.'" 
/fiJI. f t. ., 'I" f II f 111- ') ..... '.-.l'i "'1111- ' f -I' h -I' 11111- .... 1" -C t. 1'1" ' 
I\. 1-' " ') ~ T f II f "'I f,ts.., C ... l' ;t- ~ /flo:: IV t. '1'<; 111- .r C I\.. .r 
IVt.UDAoh-l> f"'l.fOD&-! nI11..-:<j; /fIol1'1'lL tIL t.?". fllf 111- f ... lIY" 
.rC,,/C;t- ' IIC'I"tl1l- ' II')~T f.ODM"flA:: h1"'1~ ;JC lI'1'th~ , 
1>1T &-11-1> , 1I1l1·t-I.f. 'TCIITlltl!-' "')~t ,t>.""M"flA? 

('Ill" 24) 

h M'I'CII 

T ... AMII AnA... hn.1I n<\f '1i"7~ fll'1":: "'1'11- hCII&-lol)o') ... 
f,;t-/fI+ fll""~ 1P"l<l-' ",,1.,. 111-11~ <J .... +... M"'I..r "'Y"(lA(l1\­
fY").r 1I'1'ft.);t-"f1Jo n.&.;t-"f1Jo f,)nll 

('Ill" 24) 



93 

fll6A +fl1'~ "filii- filii- I16A ~/n~ """71!~ hn-;r~ f"7A 
1:"7"7" -h6-'1 1:1j"" fl..I1:)1II- ,I'.'f"A:: 0+"h-'1 M"i"C 'I.IL 
1Il-iI1' fil. 't ... ;r~., r1'fHl h,.» _flMiI ,I'.'fl'l'A:: 
~ M.t. 'f., 'I 'P'i 'P'i 111-" 11"7 :>t I/liI.. A oj. ~ f "'-h- "'11: l" 
,I'.+fl'!'A::_+fl1'n r"7A f'M~ 1'l~'1 ''''1,1'.''''-'' ' .... 1 'i!+C 
'1lffp. "A~ )111- GIC'I1p'liu 

('~ 25-26) 

Mh- 1'l~ 'f"7C., + .:>'i!tn'i I. +'1" 1. 'i!1'(1l Ifll. r1'fHl filii­
f"'l 1-'1 I: _')1./1.,.. r"'l Ute1: 1'1m /I"'~ /lIIl-/UR- -'i!mC 
'.,."'A )l1l-'I f+1.III-') ... .-i\~ ffl_., """;ri- I-"'''A:: 1'fHl,) 
flll .... fl1')IIi1 ll:h.~ iI1" f)"i- h-YA +""'11+ I-+6-A" 

('~ 26) 

01.1. .. 111- 11')1: fl'tfl.. P'6-1"'Ii') '.,.,"'6-0+.. fl+""AIj", 
f.,.f+CiIo+ ,.'" /I'i!",- I/lI.A'I'!'AII h'l"" 1-.f.A f..-{ltl .".,,'" 
M'li-" "tnt IIf :Yr-",. ... AIIr' ~""" ...... , .. " II"JI'JI: 
116-1""'') flflMfMi- .e.IU.;r;rA:: ~ .,') ,l'.tJ"" _flA )'IC'''',) ItIJ 
fI'tfl.. INW'" fI,I'.I'" r'l"6-A ... )I]i- i1A-,. f 1""'- .... ""l""li­
I :Yr"''I'AII_'1'fliI flIP- MP"J;t'<f _+ .... .,fI'i!Ml rMi-rll 
I1+AI-" M"f'C'> Mllh- A." .. I: 'II'i:: '1'!HI flIP- f1'fHl" ~"II 
An ... ;ri- "C111 AIII"'-i- "'1"'1' IIM+:: tJ,I'.(J)i-') LA"''' rJ-A 'I.IL 
M./I" 1I..,.)i-., fl.-lfi- f"'l,l'.;rhi-'1 f"'l,l'.;rm'i! "'')1./1 A.'l'C 
,I'.'IflA:: 

('Ill" 27) 

h hl\1:"'1/l qlf'lC 

OU/lODC''Ii tJJ'.1II+ f,,'flll-":: OfMh- ",I'. f"'l.;rflll- 1''''1 i1CY') 
n iI ~ Ii' 111-" '1.11. 11 .. iI II Hl'l " 'M'" M "'I. h i11: Mill-') ) 'I C ,I'.""l ') .. 
lIiI;J'1II- n9"I1'1),) flf'lA:: )'IC "7') M'I,I'.~'1 /lODh.'1111- ouljhA 
fI.. 'l'C f"'l.'I1I1II- .,') "'j.)i- OMh- ",I'. 1\,I'.;r ,1'.":: h"'tJl.~ -h-"111-
lCI! f++oum'flll- "'I')" fI..~ A~If" ~'f"fI'f:: 1NI+Ii'III-" I16A 
"'-0'\0'\,1'. '/"o1:IIi- hilIII-:: Mh- MV"k)i-9" If) M+'/"oftffl tJfI.. .. 
f "'I. 'I U III- n vrf 9" ) 'I C f filii-" :: n <j: mill- fI.. au fl h 1>+ .,. ~ "'It 
tJ ,1'.111+ f "'I. fl9")- ,1'."" II" h-:: f I.m C IJ.. 'fill- o'\,I'.lf ') " ') "7 'I "" II jI. 
lI;rf'f'pfl(}o:: 

('Ill" 28) 

,1'.11. II '} IJ.. ') l' (. l' I... )111-::._ 11 r"I1 f 116A l' fHl II') I.Ij ~ 
11,1'.1.1\9":: fll6h-,) ,.1Im.C II ') 1:)"7C1i hJ,:\"77i 6-+ -flAil ."'1.._ 

('Ill" 29) 
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'1.'1''' 1991 /\..,/lflt M.h I\.t f+lt"lt hll" )(1)0:: 01.JIJ'f" 1Ih-t 
I\.of-'f Mt flo 'It:: Ailh h ... AM. ru.t ... h+llhA f"'l.111(1)o 
1II-t'I~ III!C.e M :: llue.e'l' +h+llhll- fI.e""$ .,..,.h MM'f )1C 
+0"111 

(1l1" 29) 

h 04h+·1I.;.1I 

f'l'''''' /\(1)0 ••• 01l"'ltID-6)oA1..,. 
(JI'l,f(l)o h ... II""HI 
11.,-'1" ,./Im.C NAt _ hll+ ., ....... 

_ 0II+II" 'II., '- .,. 
Nll.11(1)o_ 
h1-01.1.(I)o .•. 11+ )1C lI"A ... .,.:: 

hilhil Lml 
~1:J.e 1Il'I-II-_ 

""Q,"''' hll- ... trc r:"'l:: 
" 1JI. I! ) /lC 
OH.J' )IlC _ Illtljll-t 
0'1'11 1II-t'I'I' f"lC "M~' 
fil';'l1. fll"'I' lII-A1.t:: 

i1.;.71: 
fl!,f.1JJt 'HI 'I' ... f /JJoOt 
ClI l'I'i:of-... A"_ OD'i:;/"t 
"I~ '1M" -t-'/I1\d)o 'I'0iI .... "'t 

iK-'111 
f IJJoOt _ 'HI 'I' ... fl! J'.IJ)t 
h 'I' fliI 'I' Oil ""lit 
.,. C.,. +... ""II" m+ 
hh:> IA.f ... .,,-h ..,l+ :: 

(1l1" 31) 

i1';''II! 
.,./\ "1 h iI C of- /\. tID 5. IJ A IP tI-
O;/" t.h II"C h-1I "" ~ (1)0" ""I (JItI­
I!,f.1JJt hAIl 'It 'I t(JICIJJC 
h"",rrfot 'I'll t+C+C:: 

(1l1" 32) 

h fh,)t ~C 

11 tI- (1)0" (11'1' e' 
"Cfll'I-,) .,.he' 
11.;.11-') (II~e' 

I\.+ClI" I'I.H:>~ Y..,i1 IlOCot 
+ClI" Ilh")'i:ot 
'1'''1(1)0 IlflTJljot 

f "'l.1P tI- (1)0 m 'i: # 
01l'll+t m f..t 
1'1.1'1 "'I (1)0 fl)'. )t 
"""YA O~"'t 

£ 2 2&. _-



«II?» 1l.,,.II-l-
~.,,. 1\.;f'II(kJ)o f)flC MM 
II II. f /Ill'll\. 'lil. M .,.II.,.".? 
.e1J') mll+ IJI1lT "').(M +lK.".! 

(1fi' 32) 

1.4 On Musk 

'lll.." ') II 1.1JI)o 
,,') I: lfl.". itl\ 
1:,)1-l- MII(kJ)o 
Ail l\.M. ') l\1i:1A 
.ell' ~A1' hill­iI. l\1C MC"I' 

(1fi' 34) 

f ~-l- 11'1'1 ,.')~ ') ofl;f'+1\ 
0\,\1\11 ~, .I\A.' l\.r:' M 

1111..,,') l\+A ill\:: 
filii'') ~.,.') 
,. cl.-Ir ') "'.,..') 
" ., ", -l- "1',.'111 
.elW" !Nt- If'!' I 
"r"'m&-mClt- "_).9" l\A+l 
;f'JI'I." "1.t.lf')7i 11~ l\A",wlPl:: 

O.e " ') '" "I.IJ 
r-l-I\ ') 1:') "')'E 
r~H "'~ 

o.e ",)"'''I.IJ f1C'E 
r'lt."" "')'E 
r"')fI" M7i:: 

",}"I.IJ I-tA.,.&-JI. 1-t')'E IlI1\.P'T 
l\ "II: f>'! .e 11: II A r IJ f.IP-l- Il '" .e ,. T :: 

(1l1" 35) 

•• I:'} !» "rOP/III1 "rowlll\ «I:'}!>, 
" I: ') I:,)! - I: ')!» " 'I " I:,) 1» 
l\ '} "1.1>'1'') 'i';f' lIr 

ow fir 
",,"IV- OP"IIJo 11"1.11.". ~., ODII~ if:: 
1P.e "'h;f'tll- l\,eoatlJlJ)-

1\0""" 
"'h;f'-l-II-

"Iii&- I:"f!-'} 01-A1J M'i'1I11-1 
(JJ.e l\ r +l.". 

h.etn4-.". 
~C" 
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;rilJ1 ",)~)fU fIlA +1.9"11(1 
M-fl 

run If)1 h9"<'I~1 09"llfh~ f'llHlll 
6C~ ill\- "'I~of'OD'P 6C~ ill\­

f'lcJ)o 
0"'1 ,l'.aJlT}jJ)- f 11 'I II ') 9" '1' "" IP .n i> of' C -f :: 

(1l1" 35) 

II -(I ".,1\.1'"11 'I"~ct 

lIA.,lI ,)'PC 
P"~ p'CP'C 
9"~-fl ll'"OC' 
>.., Jl.lJ)o/I 

>'~II:: 
1:1'"6 ,)'PC 
~lt P'Cp'C 
'r;r f:C1;C 
>..,1.H 
>'~II:: 

..-+ 6l~-MI 
~I\-"''I lfhl 
-v') 

-ftC+ 6~,) 
iI-r'l"t9" Mil:: 
>. "'I Jl.lJ)o/I 1'1'1 
... If -rl<\'l 

hll\"""_ 
O"I-fll • If;rll "l6_:: 

(11t 36) 

Chapter Two 

II f+lli-Lf'I Ail 

aJ1..t ill- '1'<' '1'<' -II.? hUD1;lll M"'I M'L f~+C iI!" 
<'1m') M9"... M+L'1'C' ItHlt I M1."7)t I M~+C9" Illf,) 
>''I1.IlII- Omll/}- <'I,I'.lf,) IJIIi-t O"'"t'l OAr: Of\cJ)o'l O+L'1'C' I 
O>''IMt OO+f'I-fl oulJIIA M/\lP- ~+C MIJ,I'.aJt'l 'l"t 11-1\-... 

(11t 37) 

2.1 Self Values 

1161. n. >.""o.t I 1 lP-"l" f/\lP- "7.,t . +C'It . fflili \ll-fl;r. 
,I'.)9"1;C 119"C . 1 IJ-A.I 1 ~ '*"l" ill\- f""t/\9")cJ)o >'1"l"'1 
>'~')"'I. f~/\lP-1 1\'IJ'lP-'I f'lC>- f~fcJ)o f"'llll >'1\-9" . 1 
nf)lIlP-C h"'l't . >.1\-9" . 1 n')IJ<'IlP- h"'l't . 1 M"l\9" 1\1\.01\ 
MI\- IJ-A. • 1;HC'IlP- • 'KI,*A'IlP- • /l-t-flP- . 9"'1 AOA7i . 
"'I,I'.9")i> . ffCfC'cJ)o 1I1t • f"71;"7.I\£P- 7i'l"'C . 9"C'Li> LC(I 
>',)1. 1Il6l'l"t nmmcJ)o "11;"7'" . M-r f"'l,l'.m.llo-T 9"1;11 . >'IIA 
IAl'lo-T M: . \ll\l')~ "l"9"C 11111 . li;>;rcJ)o IJ-A. >')11.1 IJ-A. f'i' 
+ of> It 1\ P'l- 'I 'fcJ)o:: " 'i'9" f )1\- n IJA )') :: n ') 'fI'" A ~9" 11-'\ 'f ') 9" ... 
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M h .. " '''''1-''''' ,+ "n~1 IJJU 1I"~"~ 1lA-":r..,,. "AI" 
oth'" 1JJ-ll1' ".,1.-" 'i"(' IUD'" . O'I·MA '1.". oth9" ~'!' 1.1\.+ 
"-1'':''''_. ".,1.)1\- 11')1"''''" AJP:')'" 1.1\.+ hlf) fl+ .r.~+ IJJ.r.If) 
+/fl+ " ...... AII IIA1'S". :: 11<\","'., t-1ItJJ- ).".:: 11'1 "IJJ.r.'PAIJ-:: 

(1". 41) 

IJJu-Hi., MAo ml.A... ..." IC·"" i1U') I\.flJJl'l ,." tnl.'i' 
IJJIJIlC ~ I\...-M ,~"'.". 11.,,+ ott-)i- )/IC ',,",,"'CPo'_ -B6(. 
IIA)hh9" "1'1_ "').r.JP:':+ )/IC ,-,,~, IJilI)o "'fUn-"iI 
M'IJ. M)1-.r. 1I').f.In-1"j: ",1lA- 1I,).r..r. "'1lA- .,.."., 1'1.".",,') . 
.".""., hilCY') /I;r."." "'hf'f' )fIC" 

(1". 42) 

h /\')M+ 

_MIJJ~'" i1+m ... ". ,,~ n.,. ih14* mlV' )'f:: t-IJ') ,,,,.r.C1.,,. 
h1')1i1 l\IJ.M"lI "11+,, MA-)'f't9" IIIJ.M"II M6)o)i- IIA iIJI' 
).".:: "IJJ-ll1' II,)~ 116)0)+ .e.." 1I,)~"'f'flC IIAI.A.",.:: "'l'I&-C~ 
11M'" 1I.".);r"'" II,)"'''' ~ClI"') 1I').r.-+l'Ie~ 1lA1I".,,_ 

(tt "2) 

.. .Ii~~ .&-'i' 1'11.&-1\.)+ "..,,'" q')~ f'AiI II1I1h;rhlJ-lI 
lI;mAft;rhlJ-lI IV'mh-to II-"A mOAlltr 1JJ-ll1' ,-"hf\.,..".') .". 
)1C 1'1""+ Mh"''fA ,-" ... '1'''1') "',)1~ i1ifj.') II&- ... 'II\IJ-:: 

(1". 44) 

0'1-1-+ f"'l.milf'''I') Ilil '''''''mC "'lItC 1I~,n, h"'''"') , II,)~ 
~+.:'i'\I.,) qM.e.SI" IIdPC"lhlJ-I: h.e.+C;r ll/\SI"t+CIt '\:: 

(1'" 44) 

2.2 Materialistic Values 

h I'I,)Mt 

1l11'ihlJ-! O"l'" 1l11'ihlJ-! 1I'i' IJJ"l,H A". ~ IJIJO-l! q-fP'''' 
M1ICl.f'i IIC.,t 1I,)l'IOh 1l11'ihlJ-::._ 'I.1LP',)'i 'I.1L1Io,) ~qh~ 
1I • .,/lIJ-:: ihl\..,\I.') OY'lIt 1Lu i1C 1I,)l:lIm.". Ooo:>fllL". 
1111'> hlJ-:l ,.. II.".) '" ') ).". .,. h&-h.:.". ftfl'I ')~ "I-"'~ to51"' 1tU'') Y' Il+ 
1Lu i1e 11111'P';rhlJ-! f-"tr+') I&-l. .,') IIlIh 15 ot ... t 
I\. f M 1.1:1..". , -" 'fA II ') f'''' m + IW1;t-hlJ-:: ... 

(1". 48) 



nlil ~"1."'IIV-"(I)o )(1)0:: nlil '-"fhil<;.-r., IIM6 )(1)0:: 
tJA"mo-te; tJAfM l"7C ... .\'. ,-,. 1'A ""If)''' ""nUl ~"ill\" 
1I'1:>l 11.\'.1.11,." h>-ee; h61.-"'I. -"'IC .\'.'J'IIA" fll(l)o AJ!: 
tJA ., mne; rri 1!'"7 &-,. >-e (1)0 ') tJA "" &- [la)-1.-+-r 'I- 'I'i ... .\'. ~ Hil 
"'IlIIt llMi-:: 1I11ChCh "'I"" IIfll'},. " 

(1)1;' 49) 

fill'"') >.'}.fJ/'"III...... A."C711 110\,. MNrun"l )..,... IM;I-l.,,. 
M,:t-l., f"l)(I)o') ""',. 1I",A"7 )..,. f+1'i'S)(I)o1l A.... >.t.1.IIr:: 
tt.,'f9" x n'l"') ,. 'Jkp. 'i!"''l-1I )OC.. A.... IIA)/l.l,... 'i!tce; 
;t-.,"I* 11')"11 "lAM rrlll1,lP'') lIl\r h~1."'1I11.. ~ .. ') 
iii-III 11.l1l'i'" II h ill!' -r A -r )'i! 1.(1)0 1I.\'.111r:: 

(1)1;' ~ 

._'!: ... c fllt.lll+ ,..,.,..., Nt.III+ ...... r )(1)011 111'(1)0 AJ!: 'i!"'c 
>,.,1.>.'}l&- ~"1.(I)oy ~,}1.lIfC fhLA1'f'A" h'}-r -,.II. ... ') IIp'l 
Of 9"l1-f, 'i! tc., 'i!fI:> ~fI'" (1)0/11' >. '}1. -"1. e; n.;. "'I II iI -r l f II'll? 
II,)'" f'i!tC ctl;t- lI"7"1+ /I1.lI;I" A. ~"I1 /I.,.,. 'i!tc lI1'''' flUt 
M-r I\.fL1' A.f~/I+' rNt-'r iIA'i!"'c fllrrA' f1.C;>A' .,., 
"'I"" iIA'!:tc ""e;1C'I .... l\'!: IIUA"7".. tn.e;.., lI""lItJh+ 
1I.\'.1.fI,... '!:tc 1I.\'.6I'l- )(1)0:: fll,l'..(lli- M'l" )(1)0.. ~~ M'i!tC 
IIIL ..,/IV. I "M'!:'11111- 1 >')1;'''1111-:: 

(1)1;' S6-57) 

II+~H ~~ ..,1.- "l<'l fll,." "'1."'11>: llou'l'C m~.\'.e; "'IA)1;')-r I 

1I'i!+C 1I(1)o)1'>;'e; ;to..,'1 flf) 'i!+l'i' tJ1171 lIh1''f'III-t'l Mil l"'lC 
fll,.:: 

(1)1;' 57) 

.\'.'f )1;',}h IIhcJ)"lll'" 11 ... f'1"1''f'l' ~~ MMhL ... 1. )1;',}1I noul\'i! ... .\'. 
II '} 'iii'" f ~'" n 11.11 ,.h '}f -r tID'1"-r n"lr ) (1)0 ,,, " ) '! :: f 111111-
ill\-r hll.l>'l''''I.(I)o x ~A"'ODtTlffi)o-r l ...... C II1C nllh,.e; lItn-r 
~"'II/.."'1. )1;',}h 1J-fI-r 1I.e.an- ~,}1.- 1. .. "'1"1+ nfllooo,} lI.;tollilo+e; 
l' e; -r II.I.l "70+ .\'.1 ~ A :: 

(1)1;' 58 ) 

J 



II ,.l11:lf 

Ill\. 'I" fA+'111.1J)o') f\P''f 1Ift+'11(.T 1It\f\"'IJ)o9":: ihl\. 'I" 

IIA+"'1\I\1J)o 1Jo).;t- &-lI') "'iI1~T ~1."fA'7":: "'lI .... f\A q.rJM+9" 

~A 'l"1I1.1J)o9":: 
(1l1' 5B) 

+ I:lIT f _I.m 'f1J)o 1\I\IIJII)1J)o 'tM" II ... JJK' fll uH- dl?-i-

1\,)1J\,)~ +4'l'C' f+fI .... 1.1J)o f)mll R.+MI '7"lIl.;r M1~'1 M~
 

IVI.M ,-,.,rh)+'i! o--If)- +"'J"~ v. ... cr ~/tf") -+ItT.,.., 

~Amll 'f1J)o9":: 
(1l1' 59) 

2.4 Work VaIwI 

l\.C-,.,rh 'I.o\.,P"!i') --rofo h£l.fI /tlo\ +1II'l'C' '4'. ~"* 

+'i!;r;rflT II.JI+lI04.'1 /l1oo'Ho MI1IIl+ M,.C'IJ)o') t1Jl.hfJA h"-,,,. 

(1"" 62) 

II ~h 11111(; 

IIftI\- (1. '1"11) ~;r(lofl:: f). 1.'1"11 fllJofI;r 'f') t./V'A:: )''7C'l' ).,.., 

),')-'111-)- 09"'T A,)'l"C 1\")'fA'7" t-If'lA:: +')tnt") -11",* 

1.'l"CiI'I A "_+ 1:'7" ), .",AIM- "");r 'f')') fI",tJJ+ T") '/I _~ 

fllLA 1'1 A:: f"'-1CODIJ)o )1C 'i!AlI'i!'1l')'7" If) 'i!C'/;r 'f') 1.lI;to'l 

11.'1 'f ") IIIf ~ C., 1'11. 'IJ: V" :: 

(1l1' 65) 

I:Cf\T IV 1. )1J)o:: V"'l' )1J)o:: tJJAfl. ",,11- 1.11 fAA:: 1.&-tt.'1 

t1JII I: """ llf\ II 1\-:: 
(1l1' 65) 

2.5 Success and Failure Values 

II 1.&-I1.1J)o 

fh.)T f\P''f OD'i!mC tt.f+ ;r 'i'1J)o ~I.II 1."-'7"6-1\0:: U.t',tJJ-}­

V"ilIll.C"',) II"".,. 1J)o(I'l' 1.i1-,," ~A01C IITII'i'1J)o hlM-9" )1C :>C 

ODtTJIIT 1. ... '1"'f1'A :: 0 .... "--6f M1J milT f"'-If>- f\&-II'f/1Jo )/1Jo" 

MII\'l'P''Ii mlil.P''f m'l ft." 1'1""') fl.'Ii - ."l':t''ftJJo") OV"'7i1 

t.tJJffJI\-:: I\.fI-'Ii 1.'7'1" 1\.1lll"'f m'lft.:: fQM'fIJ)o9" &-t't'f/1Jo") 

1.1I:IIft.:: },')1.},i11: +)II+1J)o f"'tm4-V" ~ft.:: 

(1l1' 66) 
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Appendix II 

1. adafris Dagnachew Werku, 1962 is about the two 

prominent outlooks o f the 1960 's, which on the one hand , 

is represented by the modern Adefris and other learned 

figures and on the other hand, by the t radition b ound 

landlady wlo Asegah , her family and Lenants . Among these 

characters who reflect the mode rn way of life as a better 

p a th t o the future is the painter, Ato Kibret . 

2 . kaadmas basager - Baalu Girma, 1 962 - is a novel abou t the 

search for identity on the part of : earned men . Among 

theselearned figures we find two artist characters . 

Aberra the painter and Hailemariam t~e writer. Both try 

to actualize the i r dreams into rea~ity. However, the 

needs of the old generation rep~esented by Aberra' s 

brother and his family clash w i ~~ the interest and 

reali ties o f the time . For t~~s reason we observe 

conflict of interest between the ::::mtinuation of the 

family line and following one's ca:: in life . 

3 . ya kay kokab ti rri - Baalu Girma, 1~ -2 - is a novel whi ch 

depicts the reality or situation c : the late 1970 ' s in 

Addis Ababa . this period is ma~:-<ed by revolution in 

which two f orces struggle with eac~ othe r . Among these 
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f ·,)rces of change and counter change, we come across the 

artist character Emmailaf. As a playwright, Emmailaf is 

seen depiciting the reality of the time in his play . 

4. darasiw - Baalu Girma, 1972 - is wholly about literature, 

criticism and the life of the writer in society . The 

characters portrayed here are writers such as Sirak, 

Eskindir and the anonymous one. The story winds around 

these artists their colleagues and spouses. 

5. rahimatto - Assefa Guya, 1981 - The central theme of this 

novel is about the love that children need from their 

parents in their upbringing. 

painter character Rahmatto , 

This also reflects on the 

whose mother died his 

childhood. The artist is seen trying to achieve success 

in his work and at the same time balancing this loss in 

his life time . 

6 . girdos - Sisay Nigussu, 1983 - This novel is also about 

the need for parent love which is essential for the 

rearing up of children . The painter Ermias also faces 

the loss of his mother . We see him trying to search for 

her love, but he can't avoid the scar . In his matL:red 

years, we see him fight ing this lack in his works. 

7. sansal at - Fekade Yohannes, 1983 - This novel weaves a 

crime story along with the urge o f a writer to express 

"11'1: \ 
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the r eal ity o f his society . In this nove l we get 

Sinework, an ex-lawyer, converted to a writer . 

8. angLz - Tsehai Melaku, 1984 - Most of the story revolves 

around the life of women in Addis Ababa. Among these 

women , Kidist is the writer whose determination is proved 

by her success in producing a novel. anguz tries to 

depict a new course which women should follow in their 

development toward self-reliance. 

9. 
r , I ~ 

tattanaw tawanai - Birhanu Zerhiun, 1 975 - This is a 

play writeen at the time of the revolution. It depicts 

artists who stood for and against corruption and art 

respectively . We see here the actor Misganaw reflect ing 

his rational interpretation of acting and a play while 

Demirre compromises his career . 

10 . malada - Tezerra Woubishet, 1983 - is a play about the 

need to have sex education in schools. In this play we 

find the play~right Gebeyehu tryinq to reflect the life 

of the artist as well as his effort in fighting back the 

loss of life by abortion . 

11 . hamus - Seyoum Teferra , 1977 - is a play reflecting the 

life of an actor on and off the stage . Ameha's life as 

an actor on the stage at the theatre and as a member of 

his community in his neighbourhood are depicted as a 
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para dox. The a cceptanc., on the s t age and the 

indifference among his neighbours is what is reflected in 

the play . 

12 . "ya f i samew majama r i a" - Yekatit, Baalu Girma, 1975 

This short story is about a wri t er c ha rac ter i n 

conversa tion wi th his own c onscience , port rayed as h is 

fried . Thei r conversation revolves around the writer 

character's life . It is al mos t like self appraisal o r 

the search f o r the self. 

13. "ya surafe l itta " - yataka f afale lib , Mulugeta Gudetta, 

1981 -This short story deals with the singer character 

Surafel . It narrates his life and development as an 

artist . 

14. "manasha la dirsat" - rr.akoya, Aberra Lemma, No year -

This story is about a wri~er character's effort to 

construct a story from a letcer sent by his friend from 

Yemen . The story reflects :~e life of Girmachew as a 

writer character. 

15 . "mahilet" - mahilet , Ada~ Re~~a, 1 95: - Est i fanos is the 

painter character i n this sho r t story . Besides his life 

as an art teacher, he paints 0:1 his own. This story 

revolves around the painting of a woman's lips . 
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