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Audio of akazehe in Example 1. Performed by singers Domine Mbomirena and Brigitte 
Nkwirikiye. Recorded on DAT in Rutana, February 1993.  
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Translation15 
 
Hello, hello, my daughter / Hello, hello, you are my wealth / You are the winner of challenges / 
It is you, my sister / I will see you if I come to you / I will find that it is you my sister / May you 
have something to eat and everything else to give to the person dear to you / May you have 
relatives and a companion / I see you, cheers to your fathers / I repeat, I find that it is you / I ask 
about yours at home, of your companion / May you live in harmony with your children / They 
are goods added to others / Even by me, they live / Not that bad / I too am not that bad / I came 
and prayed to Jesus, to Jesus Christ for us to see one another / And now, dear, we have seen one 
another / May you have something to eat and everything else to give to the person dear to you / 
May you have parents and a companion / While those who love quarrels create deceits / May you 
live in union / May you have guests / May you have relatives / May you have a companion / May 
you have good health and a long life / May you live and I too / May you live long and I too / 
May you have goodness and serenity / I came, prayed to Jesus, to Jesus Christ / In order to see 
one another / And now dear, we have seen one another / And now let’s talk with a good mutual 
understanding / Let’s talk while hugging one another / May you bring children to the world / and 
carry them on your back. Everything is good / May you take the road that goes to your home / 
The one that goes to yours is the right road / Peace upon you my daughter / Come dear so that I 
ask you / so that I ask if all of yours / the friends you frequent and all the relatives are well / It is 
the same for me as well / When I arrive at our home / I will convey the greetings / Listen dear to 
my message / When you arrive at your home / convey greetings to those who convey them [to 
you] / I will not pay attention to the guardian of the royal drum / I will greet the little one too, I 
listen to you, I no longer have anything of yours.  
 

The pitches used by the two voices (G-A-B-D) are built on a pentatonic system. Pentatonic 
scales are quite widespread in Burundi: the national instrument, the inanga zither, for example, is 
tuned to five notes. In this case the narrowness of the ambitus should be noted. Both voices move 
within the range of the same fourth and share melodic material, although the response uses only 
three notes (G-A-B). The common tonic of G serves as a clear gravitational center in the 
response and is the unison note on which the performance ends. The formulas of the call, which 
ends on A, give a circular movement to the melody, so as to favor the process of ad libitum in the 
performance.  

Rhythmically speaking, in both the call and the response, the melody unfolds over a ternary 
cycle that correlates noticeably with the metric structure of the verse. 

In this type of akazehe the words in the call are articulated over (mostly) nine-syllable verses, 
which are divided into hemistiches of four-plus-five. The repeating eight-syllable response is 
divided into four-plus-four units with alternating longs and shorts: 

 
As one can see, the correspondence between the cycle of the musical rhythm and the 

quantitative cycle of the verse is not precise. One hears the long syllable e- in ego as slightly 
longer than the short syllable -go. In order not to crowd the graphic representation, however, 
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eighth-note duplets are used for both.  Implicit in this type of transcription is the notion that the 
major accentuation of the first sound also conveys the idea of slight elongation.16 

More relevant to this melodic analysis is the division of the verse in two parts. The caesura 
corresponds to a clear pause and gives rise to the articulation of the melody in two segments 
which we will call a/b in the call and a/b in the response. The singer performing the call has the 
prerogative to construct the melody by combining segments a and b and two variants that 
cadence D-A.  The variants derive from a: a1 rhythmically adapts itself to the first part of the 
verse, and a2b, rhythmically similar to b, adapts itself to the second part of the verse. The b 
segment, where the tonic is repeated, has its own autonomous configuration without variants. 
The response singer does not perform variations on segment a, which cadences on A, and 
segment b which ends on the tonic G. In the transcription of example 1A, it is possible to 
distinguish the four basic segments a, b, a, b  and the two variants of a. 
 
 
 
 
 
 
Example 1A. Akazehe recorded in the vicinity of Rutana, January 1993. Transcription of the first 
formula and of the melodic variants.  
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Example 1B. Table of the melodic concatenation and of the relations between the two voices.  
This is a schematic representation of the melodic segments in succession. 
 

 
 
 
 
 
 

 



Ethnomusicology Translations, no. 10 (2020) 23 

The basic combination a/b alternates with the concatenation of a1 and a2b. The latter delays 
the arrival of the tonic and creates a fast-paced effect. It should be noted how this effect is 
reinforced in the response by analogous concatenations of a. In constructing the melody, 
therefore, the singer who performs the response follows the choices of the companion singer.  

We now come to some observations about polyphonic practice. Characteristic of the akazehe 
is the temporal non-alignment of the two parts as in a canon. The two melodies that, as we 
observed, have significant common qualities (mode, ambitus, tonic, rhythmic period, articulation 
in two segments) are enunciated by the two singers in rigorous succession. Furthermore, the 
entrance of the response is off-beat in relation to the period of the call. The cycles of the two 
voices, rhythmically similar in terms of their regularly recurring accents, overlap one another 
without apparent points of encounter. 

The following are transcriptions of the first phrase along with some of its variations and 
tables of the melodic sequence of three akazehe sharing the same model. 

The character and construction of the melody remain similar in the four examples despite the 
differences in the number and type of variants. For the goals of our analysis, it is important to 
note some practices common to this small corpus. 
 

1. The melodies result from concatenation of short segments.  One segment, termed a in the 
call and a in the response, functions to generate tension; the function of the tonic is in b 
or b, where it creates release.  

2. The a segment appears in variations. 
3. The singer performing the call constructs the melody and proposes sequences more-or- 

less longer than a before ending with b.  
4. The responding singer begins with a cycle equal in length but out of alignment with the 

call.  She then proceeds to combine melodic segments so as to respect the choices of her 
companion.  In particular, the call of segment b always corresponds with a response of b. 

5. The two voices use common melodic material (mode, ambitus, rhythmic cycle) but are 
superimposed out of alignment and at times off-beat. 

 
The nuances of this polyphonic practice lend themselves to interpretation. The repetition of the 
melodic formulas, for example, could be considered a form of superposition of ostinatos with 
variations—a form very common in central Africa (Arom 1985). The responsorial form 
gradually gives way to overlapping responses and then to more complex overlapping and 
tiling—that is, tuilage (Zemtsovsky 1993). If, however, one pauses to consider the fact that a 
common set of materials is presented, offset in time, it is impossible not to think about the canon, 
understood as a technique in which one voice follows another. 
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Example 2A. Akazehe, sound archive of the Centre de civilization burundaise. Transcription of 
the first formula and its melodic variants.  
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Example 2B. Table of the melodic concatenation and of the relationships between the two  
voices in the preceding akazehe.  
 

 



Ethnomusicology Translations, no. 10 (2020) 26 

Example 3A. Akazehe, sound archive of the Centre de civilization burundaise. Transcription of 
the first formula and its melodic variants.  
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Example 3B. Table of the melodic concatenation and of the relationships between the two voices 
in the preceding akazehe.  
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Example 4A. Akazehe recorded near Gitega, January 1993. Transcription of the first formula in 
which is included the melodic variant a1. 

 
Example 4B. Table of the melodic concatenation and of the relationships between the two voices 
of the preceding akazehe. 
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During my 1993 fieldwork, I had the opportunity to try singing the response of an akazehe. 
The woman who performed the call gave me the crucial suggestion that I not listen to her 
singing, lest I get lost. In other words, because the objective was to not stop singing, it became 
essential for each one to move forward without any hesitation. At times, a similar suggestion is 
given to beginners who join choirs, particularly in the performances of canons. But the rule of 
not stopping is also the essence of a game that is dear to children, which consists of 
simultaneously singing different pieces, attempting not be thrown off by the melody and the 
rhythm of the other. Polyphony, after all, is also a way to test ourselves and our companions, 
challenging our vocal qualities and our perceptive capacities all at once. 

To not stop singing, therefore, is the principal aim of akazehe. However, at a higher level of 
mastery and interaction among the protagonists, the singers pursue the more sophisticated 
objective of following one another. One must shape one’s own melody taking into account the 
choices made by one’s companion. This compels the two participants to listen to each other with 
great attention. Those who enunciate the response must listen carefully as they respect the 
melodic concatenations of the call, superimposing the melodic segments a upon a and b upon b. 

The technique of vocal chase turns the akazehe into a simple and pure form of polyphony. 
The event, despite the simplicity of the materials used, presents itself as a heterorhythmic and 
polytextual superposition. One’s perception is influenced by the horizontality of the flow. It is 
easy to isolate and follow one voice or the other, but it becomes considerably more complex to 
listen to the superposition and catch, for example, some intervals or determine rhythmic 
connections. 

The analysis carried out in this article is limited to only one type of akazehe (also called 
akayego, with an allusion to the text of the response), of which a number of examples were 
available. In the corpus analyzed and in other testimonials, however, it was possible to detect 
other styles, which differed in melodic organization and metric structure of text. The 
transcription of the initial formulas below is meant to expand the available documentation. 

 
 
 

Example 5. Akazehe, sound archive of the Centre de civilization burundaise. Transcription of the 
incipit. 
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Example 6. Akazehe, sound archive of the Centre de civilization burundaise. Transcription of the 
incipit of the second part. 

 
 

 

 
 

In contrast to the metric, melodic and rhythmic point of view, the polyphonic practice of these 
akazehe is held in common with the model previously analyzed. The temporal disalignment 
between the two parts, the polytextuality, and aim of singing without stopping, are also found in 
these models.  This fact suggests that “vocal chase” is the characteristic trait of sung greetings. 

 
 

Greeting one another: spending time, creating together 
 
“The akazehe? But that is not music.” A Murundi who knew that I was researching traditional 
music was quite surprised at my interest in women’s sung greetings. The creation of akazehe is 
not defined with verbs commonly used for the act of singing, kuririmba or kuvyina but, rather, 
with those of speaking: kuvuga akazehe, that is to say, to say akazehe. According to Rodegem 
(1970) the root -zehe is also that of the verb kuzihora which means to chat. In other words, it 
would seem that the principal contexts to which it is possible to trace this expressive form are 
those of  “speeches” rather than “musical sounds.” After all, the sonorous quality of sung 
greetings does not make an insignificant contribution to the whole. These greetings bring to mind 
the vocal games of the Canadian Inuits (Nattiez 1989). The katajjak too, like the akazehe, are not 
considered music by the protagonists, but are nevertheless born from a formidable system of 
organized sounds and in particular, interlocking parts. Nattiez states that even if they are 
primarily “games,” the katajjak cannot solely be reduced to their “ludic aspect” (173). 

The akazehe, in turn, cannot be reduced solely to a speech component or to the act of sealing 
an encounter. There is an inherently ludic aspect expressed, for example, in smiling or laughing 
at the end of a performance. The polyphonic chase presents itself as a precise game of rules, 
whose outcomes give birth to an experience which gradually develops, depending on the options 
put into place by the protagonists following a typical procedure of the game. What differentiates 
the ludic content of Burundi greetings from vocal games is the lack of competitive finality. In the 
akazehe everything seems to compete toward a harmonious combination, toward the celebration 
of an understanding. All the words express reciprocal affection—the happiness of having found 
each other again, complicity—and the same performance practice is entrenched with solidarity: a 
voice launches the message (gutera), and chooses phrases and melodic variants, taking on, 
thereby, the pleasure-duty to “conduct the game” through improvisation; the other picks up the 
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message (kwakira), adapting to the choices of the companion, “keeping them in the game.” This 
alternation continues until the parts are inverted (kwakiranwa) and the leading role passes on to 
the second singer. The exchange is proposed by the enunciator of the call, using a stereotyped 
formula that underlines the parity of participants: ntako nkurusha (“I’m not older than you;” “I 
do not want to compete with you”). The companion then takes the place of the caller and 
immediately responds using calming phrases: ngo hinge ndakwakire; oya mawe sak’amatungo 
(“now I will come to your help;” “no dear, I’m not interested in your wealth”).  

The synonyms of akazehe, or the other definitions used for sung greetings17 widen the range 
of meanings ascribed to this genre: 

a. akayego: the root -yego is a sign of consent and it is used also in uruyego which 
means scream out of joy. 

b. akahibongozo: according to Rodegem, it means beautiful voice, beautiful melody, but 
also a success, a masterwork and it derives from the verb guhibongoza, that is, to 
perfect, to do something with elegance. 

The protagonists of akazehe, therefore, chat, exchange formulas of good wishes and 
information in stereotypical fashion, as happens in greetings, but in an atmosphere of joy and 
complicity (akayego)—and in particular, creating their masterwork (akahibongozo) in a beautiful 
and elegant way. “Because it is not ‘ordinary life’ [the game] is outside of the process of the 
immediate satisfaction of needs and desires. It interrupts that process. It introduces itself like a 
provisional action which ends in itself, and it is followed with the love of the satisfaction which 
is present in the same performance” (Huizinga 1964:28 [English translation of Italian edition]). 

This definition of “game” fits sung greetings. We have said that greeting is also a way of 
suspending “ordinary life,” to stop time, to reconfirm interpersonal relations, safeguarding it 
from the risks of the encounter. 

The akazehe is all of this. It is essentially a greeting among people who are equal. The 
solidarity reconfirmed within it makes the feminine world united and impermeable to the outside. 
But, as has been said, it goes beyond this function common to other types of greeting. The 
women engaged in akazehe fill the “suspended” time dedicated to the greeting as a creative 
activity. The dialogue becomes ludic interaction, agon, in the etymologic sense of game and 
hobby (Huizinga 1964:231; Zemtsovsky 1993:23-4). This forces musical meaning into the verbal 
exchange. The resulting polyphonic practice channels the participants’ cooperative activity 
toward common aesthetic ends (Lortat-Jacob 1996). The sung greeting becomes an expressive 
means of high value. The creativity and artistic skill in this intimate and hidden feminine world 
find space for expression even in such a quotidian context. 
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APPENDIX 
 
Transcription and translation of the texts18 
 
Example 2 
 
Response 
Ego yego, ego maa   Yes, yes, dear 
Ego yego nyakubaho   Yes, yes, may you live long 
Gir’amahoro    Peace to you 
Gir’amahoro    Peace to you 
Ngo nkubaze umugenzi wawe  Now I ask you, your companion 
Yaguciye ince    who took away your virginity 
Umbarire ko yisohora   Tell me if he is well 
Koasohoka    If he is in good health 
Umukobwa muto ga nyakubaho That ill-mannered girl, long life to you 
Umwe shahu ga nyakubaho  That one, dear, long life to you 
Ngo nkubaze nkubazagize  I want to ask you, with many questions 
Muvyeyi wacu ya twibarutse  Our relative who created us 
Ndakwibarize ko yosohora  I want to ask you if he is in good health 
Yuko asohoka ga nyakubaho  If he is in good health, long life to you 
 
***********************  ******************************* 
Maze imisi tutabonana  It is days we do not see each other 
Erega mwiza ingo tuyage  Now, therefore, my beautiful, let’s chat 
Ngo tuyage    Let’s chit-chat 
 
***********************  ******************************* 
Bacana munda mukobwa muto That ill-mannered girl, gives you a stomachache 
 
***********************  ******************************* 
 
Example 3 
 
Response: 
Ego yego, mwana wa ma  Yes, yes, my sister 
Nanje nyene ngusabire  And I will pray for you 
Genda neza (in the last part)  Safe travels 
 
Call: 
Yambu neza se wa kyago  Hello, nice woman with whom I converse   
Yambu neza se wa kyago  Hello, nice woman with whom I converse   
Jewe mamye ngo nsaba Imana I prayed to God a lot 
Nsaba Mana ngo tubonane  I prayed to God that we could meet 
None raba turabonanye  And there we have met 
Ndakubonye kiyago canje  I met you dear woman with whom I converse 
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***********************  ******************************* 
Twenga neza ko ndakubonye  Make a beautiful smile, now that I have met you 
Simb’imanga nkasimba iyindi  May you jump the gorge, and the same for me 
 
***********************  ******************************* 
Usa neza, usa na mwaka  You are beautiful, beautiful like a cow 
Usa neza, usa na mwaka  You are beautiful, beautiful like a cow 
Usa neza, usa n’inyange  You are beautiful, beautiful like the white heron 
Za nyange, z’i Makebuko  one of the herons of Makebuko 
Se nyakuramba   long life to you 
 
Yambu neza ga shalu wanje  Hello, hello, my dearest 
Ingo neza ndakwibarize  Come that I want to ask you 
I muhira mbe muragumye?  if you are doing well at home 
Muragumye murisohora?  Are you well? In good health? 
 
Ngo nkubaze ca kiroroge  To ask if he is well 
mugenzi wawe ko yisohora  your ill-mannered friend 
Yambu neza se mwiza wanje  Hello, hello my beautiful 
yambu neza ngwino tuyage  Hello, hello come here, let’s chat 
Ngo tuyage dushire hamwe  Let’s chat in good harmony 
Tushire hamwe ntako turapfa  In harmony because we have never 
se mwiza wanje   disagreed, my beautiful 
Ngo ndi hafi kuguha yambu  I’m about to say goodbye 
Yambu neza se nyakuramba  Goodbye, goodbye, long life to you 
Genda neza wi fate neza  Have a good trip and behave well 
Genda neza ushike I muhira  Have a good trip back home 
Urabatasha ubaganutse  Say hello, with best wishes 
Nagasaga wisigir’aho   Goodbye, So long 
Nagasaga ngende neza  Goodbye, walk well 
Nk’igipfungu co mu gitongo  Like the morning fog  
Uragenda amahoro meza  Walk in peace 
Uratasha ba banganutza  Give my greetings to those who greet 
Banganuza wisigireho   do not pay attention to the guardians of the royal drum 
Ugenda neza Se nyakuramba  Safe travels and long life to you 
 
 
Example 4 
 
Response: 
Yego yego    Yes, Yes 
 
Call: 
Nguhoreo nanje mporeho, mugisha  May you live long, and I too 
we 
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Ngusagambe nanje ngasambe  May you prosper, and I too 
Giramata ngo gir’ayandi  May you have milk and have it in abundance 
Gir’ubumwe ngo gir’ubundi, nya May you be in harmony, a complete harmony 
guhora 
Ngo sagamba nya gusagamba May you live long a long life 
Ngo gir’amata ngo gìayandi  May you prosper in a long prosperity 
Gir’itunga nanje ngir’irindi  May you have milk and have it in abundance 
Turinganize nya guhoraho  Let’s agree and good wishes for a long life 
Ntituryane ngo tumubuze  Let’s not argue so as not to lose this occasion 
Ntituryane ngo komamashi  Let’s not argue, better clap our hands 
Ngo tukundane tukybonanye,   Let’s love one another now that we can see one  
mugisha we    another and good luck 
Gir’imana nya guhoraho  May God bless you granting you a long life 
Gir’imana nya guhoraho  May God bless you granting you a long life 
Gir’amata ngo gir’ayandi  May you have milk and have it in abundance 
Gir’amata ngo gir’iyindi  May God bless you with many blessings 
Gir’iteka ngo gir’irindi mugisha Best wishes for happiness and for everything else, 
we     and good luck 
 
 
Example 5 
 
Response: 
Eh, shasa    What an elegance! 
 
Call: 
N’ako gusenya    It is needed to look for wood 
N’ako kuvoma   It is needed to draw water 
N’ako gutega    It is needed to cook 
Horaho, banzuze, sagamba, gwiza Long life to you, come rather, 
ramuka    prosper, increase, arise 
Horaho, banzuze   Long life to you, come rather, 
horaro ramuka   long life to you, arise 
ukwanda, ndamwanka   He, who hates you, I hate 
Abandi bakobwa   The other girls know how to look    
barasi gusenya    for wood to burn 
Waruzi kuvoma   Did you know how to draw water? 
Waruzi gutega    Did you know how to cook? 
Waruzi kugabura   Did you know how to share? 
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Notes 

1 The research was conducted in the context of the Italian ethnological mission in equatorial 
Africa (University of Turin – Ministry of Foreign Affairs). The civil war in Rwanda and the 
contemporary political situation in Burundi have, until now, prevented me from going back. I 
would like to thank and to remember everyone who have helped me during my research, 
beginning with the person in charge of the Centre de civilisation burundaise, Bonaventure 
Mageza, and his collaborators. 
2 In particular Arom 1985. 
3 See Nattiez 1989 and the bibliography.  
4 Dal punto di vista testuale i saluti sono il necessario prodromo alla conversazione che seguirà 
(…) anche se non c’è nessuna coesione semantica tra i saluti e la conversazione. Anzi il 
contenuto semantico dei saluti è quasi inesistente; il loro scopo non è quello di portare una nuova 
informazione semantica, bensì quello pragmatico di iniziare un’interazione. Ma accanto a questa 
funzione testuale i saluti hanno un’importante funzione sociolinguistica di dichiaratori del ruolo 
e status reciproco dei partecipanti all’interazione, oltre a quella generale di regolatore catartico 
delle relazioni sociali. Come genere, il salute prevede sempre un salutante e un salutato, 
ugualmente attivi nello scambio verbale; il grado di complessità può variare da un minimo (A: 
«’giorno», B: «’giorno »; A : «Hello !», B : «Hello !») a un massimo con numerose repliche 
(Cardona 1976, p. 205). 
5 Transcription and translation by Paoline Rutairwa. The greeting was recorded by the author 
nearby Bukoba (Tanzania) in February 1995, during fieldwork in the context of the Italian 
ethnology mission in equatorial Africa. 
6 Direct testimony. This episode too goes back to February 1995. 
7 Socially speaking, the distinction between equal and unequal is rather accentuated in Burundi’s 
greetings. For the social articulation in Rundi greetings please see, aside from the already cited 
Van der Burgt, 1903, Bikorihoma 1989. 
8 Many songs like those of the ibicuba herdsmen, those of genres included of the repertory if the 
inanga zither, and some amazina rhetorical expressions are dedicated to cows. 
9 See, for example, the lecture notes on Rundi language and literature given by Prof. Adrien 
Ntabona in the academic year 1991-92, at the University of Burundi at Bujumbura. 
10 In the same interlacustrine area it was possible to record some bride’s laments between the 
Nande of the Zaire and the Haya of Tanzania (Facci 1991). 
11 Lyrics translated by Ndimurwanko (1985:105-6). 
12 In contrast to what occurs in other cultures of the region, Rundi women are not completely 
excluded from playing musical instruments, with the exception of the drum that, in Burundi, has 
a strong symbolic role in the celebration of political power, and it is reserved to particular clans 
of musicians. Obviously, the percentage of female instrumentalists is far below that of male 
instrumentalists, and the chance of women playing the inanga zither or other instruments, is 
rather exceptional. But women, and girls in particular, are also holders of a vast repertoire of 
singing for imvyno dances, which are performed for festive occasions, as in marriages, or to 
simply entertain. These songs, accompanied by hand clapping and characterized by the 
antiphonal alternation of a soloist and a choral refrain (a style also common to ritual singing 
connected to kubandwa, the traditional religion), are performed with a full voice in a public and 
collective dimension which sketches a feminine style considerably more “extroverted” and 
almost the opposite of the intimate present in genres associated with daily life. 
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13 This can happen without that anyone listening to them, but also in the presence of an 
occasional audience. Ndimurwanko (1985-6) states that during his inquiry there was always 
curious people present. They followed with interest and participated emotionally (laughter, sighs 
and so on), turning the akazehe into a sort of performance, and reinforcing its artistic dimension. 
According to his testimony, two female performers of Bujumbura had become famous to the 
point of been pointed out in the street as true stars; a sign of the aesthetic valorization of akazehe. 
14 Oral testimonies collected during fieldwork.  
15 Transcription and translation of the texts [into Italian?] by Fabien Myukiye.  
16 A study on the correspondence between the quantity of syllables and the musical rhythm has 
been conducted by Habarugira (1991) concerning wedding and religious Rundi songs.   
17 According to Ndimurwanko (1985-6), the synonyms of akazehe designate regional variants of 
sung greetings. 
18 By Fabien Mvukiye. The transcription of the texts presented a number of problems, as the 
perception and the comprehension of the words was made difficult by the polytextuality of 
singing, the subdued vocality and, often, by the unclear pronunciation. For this reason, the 
transcription of the texts of the akazehe, examples 2 and 3, is incomplete in some parts. The text 
of example 6 was not transcribed because of the complete unrecognizability of the text. 
 
 
References 
 
Argyle, Michael. 1975. Bodily Communication. London: Methuen. 
Arom, Simha. 1985. Polyphonies et polyrythmies instrumental d’Afrique Centrale. Structures et 

méthodologie. 2 vols. Paris: SELAF. 
Bikorihoma, Nestor. 1989. “Une approche de la signification des salutations traditionnelles au  

Burundi.” Memoire. Université du Burundi, Bujumbura. 
Calame-Griaule, Geneviève. 1965. Ethnologie et langage. La parole chez les Dogon. Paris:  

Gallimard. 
Cardona, Giorgio Raimondo. 1976. Introduzione all’etnoliguistica. Bologna: Il Mulino. 
Facci, Serena. 1991. Zaïre. Entre les lacs et la forêt. La musique des Nande. CD VDE-652. 

AIMP XXIII. Ginevra: Musée d’ethnographie. 
Goffman, Erving. 1971. Relations in Public: Microstudies of the Public Order. New York: Basic  

Books. 
Habarugira, Révérien. 1991. “Kirundi et musique. Une approche quantitative de la 

correspondance entre la quantité vocalique et la durée des notes du chant burundais.  
Épithalames et chants religieux.” Mémoire. Université du Burundi, Bujumbura. 

Huizinga, Johan. [1939] 1964. Homo Ludens. Translated by Corinna von Schendel. Milano: Il  
Saggiatore. 

Irvine, Judith. 1974. “Strategies of Status Manipulations in Wolof Greeting.” In Explorations in  
the Ethnography of Speaking, edited by Richard Bauman and Joel Scherzer, 167-91. 
Cambridge: Cambridge University Press. 

Le Pichon, Alain. 1991. “Cronache dell’antropologia reciproca. “ In Sguardi venuti da lontano.  
Un’indagine di transcultura, edited by Alain Le Pichon and Letizia Caronia, 16-58.  
Milano: Bompiani. 

Lortat-Jacob, Bernard. 1996. Canti di passione. Castelsardo, Sardegna. Translated by Piero 
Fattaccio. Lucca: Libreria Musicale Italiana. 



Ethnomusicology Translations, no. 10 (2020) 37 

 
Mabendy, Guissé. 1965. “Salutations et vœux au Mali.” Notes Africaines 108: 124-8. 
Nanzanza, Makokila. 1988. “Les termes d’accueil chez les Bamanyaanga: Quelques  

considérations sociolinguistiques.” Annales Aequatoria 9: 173-81. 
Nattiez, Jean-Jacques. 1989. “Semiologia dei giochi vocali Inuit.” In Ethnomusicologica.  

Seminari Internazionali di Etnomusicologia 1977-89, edited by Diego Carpitella, 167-88.  
Quaderni dell’Accademia Musicale Chigiana. Siena: Accademia Musicale Chigiana. 

Ndimurwanko, Isaac. 1985-6. “Une étude thématique du genre akazehe comme lieu d’expression 
de la condition de la femme au Burundi.” Memoire. Université du Burundi, Bujumbura. 

Rodegem, Firmin. 1965. Savoir-vivre rundi. Patrimoine culturel rundi. Bujumbura: [n.p.]. 
_____. 1970. Dictionnaire rundi-français. Tervuren: Musée Royal de l’Afrique Centrale. 
_____. 1973. Anthologie rundi. Paris: Armand Colin. 
Van der Burgt, Joannes Michael M.1903. Dictionnaire Français-Kirundi. Bois le Duc: Société  

d’illustration catholique. 
Zemtsovsky, Izaly 1993. “Dialogie musicale.” Cahiers de musiques traditionnelles 6: 23-44. 


