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ÒThose are memories that must be sungÓ: introducing the 
sonic legacy of Italian colonialism  

Gianpaolo Chiriacò and Emilio Tamburini 

University of Innsbruck and New York University 

“Those are memories that must be sung”! : with these words, historian Alessandro Triulzi 

concluded an online meeting that turned into a particularly dense event. Organized by the 

Centro Studi Postcoloniali e di Genere at the Università l’Orientale in Naples on February 19, 

2021, the meeting was aimed at commemorating the infamous massacre of Yekatit 12. The 

massacre was carried out by Italian soldiers and volunteers on that same date in 1937, by way 

of reprisal for the attempted assassination of Governor Rodolfo Graziani. 

Although Italian recollections of the massacre are almost entirely absent, the Ethiopian 

people remember and commemorate it every year. This memorial asymmetry represented the 

starting point of a discussion on coloniality, to which many scholars and activists were invited 

to contribute with short interventions. However, as writer and singer Gabriella Ghermandi was 

about to start her contribution, an unknown troll interrupted her, making use of screams, 

curses, and particularly offensive epithets. The troll, betting on winning the battle of speaker 

volume, played a loud techno-like version of the song “Faccetta Nera,” preventing Ghermandi 

from continuing her intervention. Within a matter of seconds, the virtual chaos generated by 

the interruption escalated, as everybody who was attending the meeting readily identified the 

song as a nostalgic fascist hymn. The troll could play such a song only with the intention to 

(re)affirm the motivations and visions that had fueled the Italian colonial endeavor. Reactions 

from the participants varied from shock to panic. Some of the panelists, who were used to 

provocations of that sort, responded quickly and screamed back, trying to defeat the troll on 

his own level. In a matter of minutes, the organizers decided to change the virtual room and 

give access to the panelists only. The audience could follow the discussion on a streaming 

platform, and the troll disappeared. The sonic aggression remained. 

One of the two authors of this introduction, invited to participate in the discussion, played 

a sound clip with the aim to help the participants to process the trauma of the event."  It was a 

song, performed by an Italian woman in 1974 and recorded by two ethnomusicologists, that 

featured the same melody as the song played by the troll, “Faccetta Nera.” The text, however, 

tells the story of a soldier who comes back after fighting in Africa, only to discover that his 
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mother is sick and is going to die (Chiriacò 2022, see also Tamburini in this issue). The 

collective listening to another version of the same melody created the chance to rethink the 

violent interruption in musical terms, and this new perspective inspired the words that 

Alessandro Triulzi then delivered in his closing speech during the online event, used here to 

open this introduction. His words resonate within each contribution of this Special focus of 

From the European South (Issue 11), as the two main questions faced by the authors are: how 

can we bring songs and sounds into play from the time of European colonialism in order to 

address issues related to its legacy? And how can we listen to voices that have been silenced 

and erased from history? 

These questions are not new. The idea that sounds maintain a profound connection, 

both material and relational, with history and politics has emerged as a strong element in 

contemporary scholarly literature across several disciplines. The interest in in-depth 

investigations of such elements is effectively summed up by Steven Feld with the expression 

“listening to histories of listening”: “Listening to histories of listening is one methodological 

approach to making connections between acoustics and epistemology” (2015, 93). Within the 

field of music and sound studies, attention has recently shifted towards power relations and 

the ways the hermeneutic weight of centuries of Western universalism and colonialism 

reverberates through the act of listening. The emergence of indigenous sound studies thus 

teaches us what scholar Dylan Robinson defines as “critical listening positionality”: a practice 

that “involves self-reflexive questioning of how race, class, gender, sexuality, ability and 

cultural background intersect and influence the way we are able to hear sound, music, and the 

world around us” (2020, 10). 

It is the entire field of music studies that, over recent years, has undertaken a process of 

profound transformation. Two pivotal moments were Philip Ewell’s talk “Music Theory’s White 

Racial Frame” at the Society for Music Theory Annual Meeting in 2019 (then published as an 

article, Ewell 2020), and Danielle Brown’s “An Open Letter on Racism in Music Studies” (2020). 

After these public interventions, debates around “decolonizing ethnomusicology” and 

“decolonizing musicology” abounded not only in official and unofficial meetings but also in 

papers and online. The discussion is now wide-ranging, as many recent publications show. To 

give but two examples, the 2021 issue of the scholarly journal Ethnomusicology Forum titled 

“Decolonizing Music and Music Studies” and the 2021 special issue of the journal The World 

of Music titled “Postcolonial Sound Archives: Challenges and Potentials.” 

What we offer in “How do we listen to Colonialism? (Italy and Beyond)” is therefore part 

of an ongoing, significant discussion within music and sound studies. At the same time, it aims 

to expand this discussion beyond the boundaries of these disciplines and along two main lines. 

On the one hand, it seeks out interplay between artistic and academic practices. This choice 

reflects our belief that listening to colonialism and de-colonizing our listening require both 
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analytical de-constructions and aesthetical re-constructions. On the other hand, it proposes a 

focus on the specific case of Italian colonialism’s sonic sphere and its legacy. This interest 

includes both the use that the Italian colonial project made of music and media, and the 

repercussion of Italian colonialism on the public discussion around issues related to citizenship 

and race. 

The preparation of the Ethiopian occupation was accompanied by an intense use of 

media through which a vast repertoire of songs became ubiquitous during the 1930s, only to 

disappear from the Italian soundscape a few years later. Yet, the music persisted in several 

forms !  as gramophone discs, as written scores as well as in people’s memory. Today, we are 

confronted with these different materials as different faces of the sonic dimension of Italian 

colonialism. Such traces and survivals constitute a plural, fragmented and complex memory, 

as the opening anecdote reveals. The reactivations of these memories disturb the widespread 

tendency to remove or minimize the Italian colonial past, which also creates specific 

resonances within our present time and with its ‘post-’ and ‘neo-’ forms of coloniality. Not only 

do investigations into this sonic memory concern historical analyses of music production under 

the fascist regime, but they also raise questions related to the role of those sounds in our 

present time. 

Such questions appear almost inescapable to us at the time in which we write this 

introduction. On the one hand, the international resonance of the Black Lives Matter movement 

brought the topic of racial inequality to the attention of European and Italian audiences with 

renewed urgency. On the other hand, recent political elections in Italy have brought into power 

a coalition and a new government led by a party which is known to be connected to fascism 

via a solid and documented genealogy of symbols, characters, and policies. The main parties 

of the coalition, besides fostering sentiments of fear and anger in the Italian population against 

Black migrants, make wide-scale use of a nationalistic rhetoric. 

If these political forces were to show interest in revitalizing memories of Italian 

colonialism, it would most probably be in a nostalgic tone, to praise the traces left by the Italian 

presence in Eastern Africa. Against this background, the sonic memories that this Special 

focus asks us to theorize and analyze, but also to re-activate, appear even more clearly as 

elements which deserve the utmost attention in our sociopolitical present. 

“How do we listen to Colonialism?” is also an intellectual and artistic instrument to 

continue a discussion started by the project “Listening to Italian Colonialism.”3 The genesis of 

this project lies in the attempt to create a catalogue of songs that thematized Ethiopia in Italian 

popular music of the 1930s. From this search, more than a hundred songs emerged, all 

composed, published, performed, recorded, and broadcast during the preparation of the Italian 

occupation of Ethiopia. This operation made it possible to identify a posteriori a series of very 

diverse songs as a ‘repertoire’. It also made it possible to locate several threads within it by 
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This partially explains the heterogeneity of the contributions, which offer one possible path, 

among many, in the exploration of the relationship between sound and colonialism. 

The Special focus opens with an article by Francis Sosta and offers an overview of recent 

contributions to sound and listening from the fields of critical race theory and feminist 

postcolonial studies. The up-to-date examination of relevant literature and debates carried out 

by Sosta acknowledges critical theory as the shifting and yet indispensable horizon for 

historical research and writing. Some of the concepts used by Sosta – such as listening as a 

performative practice – also inform the case studies about Italian colonialism. This applies to 

the contribution by Emilio Tamburini, which focuses on listening as a tool to investigate the 

way in which colonialism was historically performed through songs, as well as their relation to 

the racism of our postcolonial present. The interest in re-activating forgotten sounds from 

public and private archives also lies at the core of the contribution by Gianpaolo Chiriacò. The 

article, which features an anthropological account of a field research in Addis Ababa, 

represents a scholarly inquiry into a collection of Ethiopian songs recorded by Italians during 

their occupation of the country. While these articles are somehow concerned with the colonial 

imaginary in its broadest sense, the article by Alessandra Ferlito deals with the specific and 

crucial question of the relation between sonic and visual racial regimes. Against this 

background, it discusses the role and meaning of some major artistic interventions which 

worked with Italian colonial archives. 

“Listening to Colonialism and Hearing Liberation” by Napoleon Maddox conflates the 

main lines of analyses of this collective inquiry and Maddox’s own musical works, in order to 

bring the reader’s attention to voices that have been silenced but can still be heard. Finally, 

Melanie Garland closes the issue with a sonic essay that is also an artistic intervention. By 

shifting from theory to action and claiming the complementarity of both across all its 

contributions, this Special focus aspires to participate in dismantling traditional boundaries 

between the arts and the production of scientific knowledge. It also advocates for a situated 

knowledge of colonialism, and it explores some of the possibilities opened and challenges 

posed by sonic materials in this regard. A further, related aspect which runs throughout the 

proposed interventions is the centrality of memory. Given that memory is understood as neither 

opposed nor equal to history, the focus on sonic forms of colonial memory implies an 

awareness of the role of archives, of unarchived experiences, and of the meaning that both 

have, or may acquire, in the social and political lives of people, especially of marginalized and 

racialized groups. Doing research on the question of how to listen to (Italian) colonialism means 

confronting a space of conflict and negotiation that is not just a matter for historians. Sounds 

and memories of sounds profoundly affect the way in which individuals, communities and 

societies make sense of and narrate their co-presence in the postcolonial modernity they 

inhabit. 
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Notes 
1 The original words used by Alessandro Triulzi were: “Queste sono memorie che vanno cantante.” The 
title of the event was “Yekatit 12. Il massacro di Addis Abeba: tra rimozione e colonialità del presente.” 
2 During an email exchange, in the days that followed, one of the organizers referenced the traumatic 
effects of the interruption. 
3 The project may be consulted online at https://www.afrovocality.com/listening-to-italian-colonialism/. 
4 The result of this cataloguing work is available online at https://www.afrovocality.com/ethiopia-in-
1930s-italian-popular-music/. The titles of the songs are linked to the digital platform Canzone italiana 
(http://www.canzoneitaliana.it/). The 78 rpm shellac records of most of these songs are preserved by 
the Istituto Centrale per i Beni Sonori e Audiovisivi in Rome (ICBSA). 
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ABSTRACT 

This article compares discussions stemming from decolonial, feminist perspectives and critical race 
theories on the topic of listening and the relationship with memory and history-making. Decolonial 
listening is investigated as the effort to listen beyond dominant and universal values to activate 
trajectories that sound new alternatives and futures. Decolonial memory refers to the ongoing project of 
unpacking the ways official historical records racialized, silenced, and erased heritages and bodies. By 
unraveling the territories where listening operates as a mechanism of discernment within racialized 
histories, this article poses listening, the work of overcoming silence, and the weaving of threatened 
historical voices with the current ones, as central to the decolonial project of envisioning more ethical 
relationships to the world and to others. 
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role of decolonial memory as the ongoing project of unpacking the ways official historical 

records racialized, silenced, and erased heritages and bodies; b) the role of decolonial 

listening, the effort to listen beyond dominant and universal values to activate trajectories that 

sound new alternatives and futures. 

Although this article tackles decolonial memory, it does not address the physical sites of 

memory, namely the archives,3 where the materiality of the colonial project often becomes 

evident through the exclusion and the absence/silence of documentation. Rather, the 

emphasis of this article is on the ways we listen to those voices that are missing. Focusing on 

the modes and ways in which we listen, on our socio-cultural conditionings and positionality, 

this article introduces pathways to listen otherwise: ways-in to listen to the colonial history of 

modernity4; and ways-out to sound more egalitarian planetary alternatives. By unraveling the 

territories where listening operates as a mechanism of discernment within racialized histories, 

this article poses listening, the work of overcoming silence, and the weaving of threatened 

historical voices with the current ones, as central to the decolonial project of envisioning more 

ethical relationships to the world and to others. When listening and the ways we listen are 

interrogated, looking for the cracks in our dominant ideologies and epistemologies, we engage 

with ways of decolonizing our aural relationship to the world, to history and to future-making. 

Listening positionality  

Critical listening positionality refers to the process of being in relation to what/whom we listen 

to. This relation carries all our privileges, abilities, biases, and cultural backgrounds we apply 

to listening. In the encounter with the sonic, the lenses of gender, sexuality, race, ethnicity, 

and ability cannot be separated from the very act of listening. Our aural relationship with the 

world is proprioceptive and embodied, and it exists within the underlying dynamics of power 

that hold certain bodies in specific places while erasing others. Becoming aware of our 

listening privileges reorients forms of perception and logic that have been forged by 

colonialism, situating listening in the entanglements of our positionalities. 

In “Hungry Listening,” Dylan Robinson describes decolonial listening as a listening 

strategy that can move us beyond settler listening fixations (2020, 38) by exploring the 

legacies of settler colonialism within the histories and theories of sound cultures. In outlining 

forms of listening informed by settler colonialism, Robinson reveals how the colonial project 

‘civilized’ attention and perception (38) and shaped listening around “fixations” and “unmarked 

structures of certainty” (10) that engender normative perceptions and reenact epistemic 

violence. Critical listening positionality is therefore essential to the self-reflexive process of 

situating listening and the subjectivities involved in listening. Robinson argues for an 

Indigenous epistemology of listening, reclaiming the space of the encounter with the sonic as 
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intersubjective (16). This shift from the subject/object relation in listening to the subject/subject 

interaction not only gives subjectivity to the sonic and to what is listened to but also allows us 

to understand positionality as a process (39), rather than a fixed standpoint. It is a process that 

always questions, guides, and orients our perceptions and actions beyond what we think we 

are listening to. Robinson proposes the perspective offered by un-knowing.5 This place of 

unknowing invites us to become “no longer sure of what listening is” as a way to move beyond 

listening fixations on knowing, feeling, and conquering the sonic (Robinson 2020, 47; 

emphasis added). 

Relationality is essential for listening, according to Rolando Vázquez, too (2012). In 

“Towards a Decolonial Critique of Modernity: Buen Vivir, Relationality and the Task of 

Listening,” he outlines how relationality is a key to possible dialogues across colonial 

differences (Vázquez 2012, 6). “The question of listening, a form of the question of 

relationality, poses a particular challenge to the epistemic enclosure of modernity” (6). His 

concept of “humbling of modernity” (9) is the active process of unraveling universalities and 

disrupting the mechanisms of disavowal involved in the silencing of colonial differences. Both 

decolonial critique and humbling of modernity participate in the liberation of the voices denied 

to the present (7) in the effort to free the past from representations of history that reflect the 

hegemonic colonial project. Looking for futurity is not inventing new futures but re-activating 

the past as a space of possibilities and alternatives. Remembrance as a form of active 

relationality operates not only in the geographies and geopolitics of colonialism but in time, 

seeing the past as the place for giving birth to new futures, for “actively constituting the 

present” (8). 

The work of decolonial listening implies understanding relationality when thinking about 

politics, engagement, solidarity, and dialogues by critically questioning the interconnectedness 

of “the global and systematic dimensions of racialized, sexualized, and gendered subjugation” 

(Weheliye 2014, 13). 

ÒWhat youÕre starting to listen to is how you li stenÓ6 

The project of decolonizing listening reflects the efforts to undo the ideologies that have 

shaped the sound and the ways we listen, questioning the ways hegemonic powers resonate 

in contemporary sonic research, and looking for what we were unable to listen to. Decolonizing 

listening implies a destabilization of the way we understand knowing, and the way we construct 

knowledge when we listen to, and encounter, the sonic. It means becoming aware of how our 

positionality orients the way we listen through our perceptual logics and normalized 

epistemologies. By becoming aware of the ideologies that we apply to listening and how much 
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2017, 272). Whiteness enabled Cage to position himself as a subject capable of being an 

“objective arbiter of aesthetic value” (272) and to perform the “self-invisibilization of the white, 

masculine and Eurocentric standpoint” (272). This is what George E. Lewis criticized, stressing 

Cage’s conception of the “nature of sound,” based on Eurological, white musical values. 

Thompson also analyzes “white aurality” in the materialistic notion of Sonic Flux by Christoph 

Cox (2018) and in the concept of the soundscape. Looking for what can escape whiteness, 

Thompson concludes with the proposition that whiteness is something that enables a practice 

of reorientation of our critical gaze (Thompson 2017, 278), something that can serve the 

immense decolonial process of critically thinking, seeing, listening, and making sense of the 

world outside dominant Western epistemic and aesthetic frameworks. 

In “The Sonic Color Line,” whiteness is analyzed by J. L. Stoever as an “auditory 

construction” (2016, 19). Sound and listening are investigated in their ways of enabling 

racism’s perseverance (5). Stoever theorizes “the Sonic Color Line” and the “listening ear” as 

new critical theoretical concepts. These concepts both serve as ways to talk about listening, 

race and power structures in society (1). The sonic color line is the line that divides whiteness 

from blackness. It positions the process of racialization by linking certain bodies to certain 

sounds, reinforcing the hierarchical division of whiteness and blackness. On the other side, 

the listening ear is what constantly accelerates this line forward, showing how dominant 

listening practices evolve. The listening ear works as “the qualifier of how dominant cultures 

apply pressure on the interpolation of listening practices into social understanding and norms” 

(Mehmi 2017, 364). By connecting sound and race in American culture, Stoever studies 

listening in its agency of operating as an “organ of racial discernment, categorization, and 

resistance” (2016, 2) to cultural dominance. 

Introducing sound as crucial to opposing racial identities and structural violence, 

decolonizing listening means to break the silence around the struggle of Black people and act 

in solidarity with racialized bodies and communities that express their right to exist (Stoever 

2016, 2). Stoever does not only enable an interpretation of “race as an aural experience” (18) 

but traces how Black writers and musicians have used sound to mobilize aural imagery that 

challenges the white power structures of our society (17), opening up new possibilities and 

new forms of agency through listening. In her book, she talks about how the histories of racial 

violence, the sounds, and the stories, resonate over time and space: they talk about “American 

resonant racial history” (3). Here resonance is understood as the space where sound 

replicates and enables dominant ideologies and the systems of power of white modernity.11 

Stoever, together with Liana Silva and Aaron Trammell, founded !"#$%&$'( )#*+( ,-.(

!"#$%(!*#%&./(01"'( in 2009 to openly address institutionalized whiteness in sound studies.12 

As the authors pointed out, “neither sound arts nor experimental music has a far-reaching 
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feminist history and [...] categories of race, ethnicity and nationality may have played out 

through compositional practices and within acoustic ecology discourses in particular” (Ingleton 

2016). In 2015, on Sounding Out!, Gustavus Stadler wrote “On Whiteness and Sound 

Studies,”13 asking for more confrontations of whiteness in the emerging field. Tracing the 

racialized trajectories in listening and race, Stadler points out how some foundational 

publications in sound studies, despite dealing with questions about social difference and race, 

did not take into account contributions from the field of American Studies that might have been 

relevant in regard to those topics.14 Stadler is calling out for a more radical commitment from 

scholarship that confronts the underlying whiteness of the field, openly inviting a more 

‘aggressive’ account on the topic from the “most influential figures in sound studies” (2015). 

Decolonizing feminism 

Perhaps here, it is a good place to share more about my own positionality. As a European 

white woman committed to the decolonial project while researching in Western Academia, my 

responsibility goes along with supporting, counterbalancing, amplifying, and echoing non-

white critical voices. Having approached sound studies from a feminist perspective, my critical 

positionality diverged from white feminism exclusivism. I committed to opening and facilitating 

spaces in my artistic and critical work to openly address whiteness, decolonize knowledge, 

and re-center Black, Indigenous research to enrich the sonic with non-white critical 

methodologies. 

Indeed, contemporary multidisciplinary research on sound and sound practices have 

been affected, influenced, and redefined by feminist theories and methods, which have 

questioned the very way we listen, and the binaries applied to listening, and have redefined 

the subjectivities implied in listening in dialogical terms. However, they don’t stress enough 

the importance of critically reflecting on the entanglements between race, power, and sound, 

as much as they often do not question Western white feminism’s positionality. This reflects 

the structural deficiency of the institutional academic world in being truly diverse and inclusive. 

If we understand decolonial work as the effort to challenge and unsettle what we think 

we know about dominant disciplinary academic debates, anticolonial methods should insist on 

bringing non-white academic and non-academic voices into dialogical relation (McKittrick 

2021, 48). We are at a pivotal historical crossroads where not only the territories of the listening 

need to be reframed but also the critical lenses proposed by feminism need to be a subject of 

discussion. Indeed, there are different feminisms. Decolonizing feminism means challenging 

the geographies of feminism where it operates and “reproduces the idea of Europe as the 

beginning and end of history” (Espinosa–Miñoso 2020). And this has the direct consequence 
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of enriching the sonic with alternative and situated critical tools, methods, and creative 

practice. 

Thanks to the theoretical contributions of analysis on coloniality and race that decolonial, 

Black, and Indigenous feminists have produced, the sonic can serve as revisionism of the 

Western, white theories and political contributions of dominant feminism. Black feminism, 

indeed, looks at how questions of class and race intersect gender, makes visible the 

interconnections between systems of oppression, and provides critical thinking that can serve 

a wider critical social theory. As Patricia Hill Collins, one of the key figures in the development 

of Black Feminism thought, stated: “Black feminist thought’s identity as a ‘critical’ social theory 

lies in its commitment to justice, both for U.S. Black women as a collectivity and for that of 

other similarly oppressed groups” (2000, 9). Critical contributions from Black feminism are not 

only designed to oppose oppression but to resist it through forms of thought and action that 

diverge from standard academic theory, language, and format, introducing poetry, music, 

essays, and storytelling as acts of resistance (9). 

Black methodologies 

!"#$%&$'(&$)*++,--&.$-*$'/-,)*0*/,'0$-1*231-4$*2($5-'(-,/3$6*,/-$+25-$7&$*/&$*#$.,5*7&.,&/-$
(&0'-,*/'0,-8$ -1'-$ '0%'85$ 92&5-,*/54$ '/.$ -125$ ,5$ /*-$ 7&1*0.&/$ -*4$ /*(+'-,:&$ ')'.&+,)$
0*3,)5;<$=>)?,--(,)@$ABAC4$DEF$

In contemporary sound art research, ‘sonic methodologies’ investigate sound as a knowledge-

generator. As stated by the!editors of "#$!%&''()*+,-! ./01*''2! '3!4'056!7$8#'1'&'95$) ,!

Michael Bull and Marcel Cobussen (2020), sonic methodologies explore the multidisciplinarity 

and interdisciplinarity of contemporary sound practices and research. However, 

methodologies might also echo predominant epistemologies. If analysis of power relations in 

sound production and sound-knowledge production are not reflected in methods, modernity’s 

colonial project and hegemonic structures could be reinforced and reflected in sound. 

Black feminist theories revealed the intersectional struggles of certain methodological 

approaches to reach the global academic discourse, unraveling geographies made of 

structural barriers that work institutionally with racial, colonial logic. These methodologies also 

affect the sonic, and they arise from observing the sonic more “globally” through the lens of 

neo-colonialism, neo-liberal capitalism dynamics, and race studies, with the aim to destabilize 

and unable overarching narratives while enhancing alternative epistemologies. 

Katherine McKittrick describes Black methodologies as courageous acts of 

disobedience and rebellion from our current systems of knowledge built on systematic, 

institutionalized racial violence and structural inequalities (2021, 35). Black methodologies 
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both narrate and disrupt the overarching traditions that threaten Black life. They aim to critique 

modernity and question the forms of institutionalized racism and structures of inequalities. 

Black methodologies want to expand Black life’s epistemological power beyond scientific 

analysis, shedding light on how our collective histories of racial violence shaped the way we 

live now (McKittrick 2021, 12). Black methodologies are radical. They celebrate Black 

interdisciplinarity as a strategy of liberation and survival. While challenging systems of 

representation, they bring together collaborations, stories, texts, places, and resources as 

forms of storytelling. Storytelling and speculative fiction are strategies that Black 

methodologies use to address scientific work as story-making. As McKittrick says, “the 

practice of twisting stories and narrative (lying, counterfeiting, remapping, recoding, forging) 

subverts, refuses, and resists racism” (2021, 8). 

The types of storytelling that McKittrick collects in “Dear Science” are stories that request 

a specific listening practice that refuses the idea that listening is anything regarding mastering 

what has been said and heard (2021, 10), but rather listening is engaged, and it constitutes 

the conscious effort of making sense of the heterogenous material shaped by thinking and 

resisting. Sound and the sonic therefore play important roles in shaping black methodologies. 

In “Dear Science,” McKittrick refers in many places to sound as a methodological approach 

that critiques colonialism, racism, social inequalities, and other forms of violence. Both in the 

way we understand the legacy between sound and social movements, in the way sound 

celebrates Black cultures, and in the way sound is practiced in collaborative methods that 

disrupt disciplined ways of knowing (McKittrick 2021, 56). 

McKittrick echoes the scholarly work of Black philosopher, writer, and feminist Sylvia 

Wynter while introducing Black lives and practices of rebellion as intrinsically tied to cultural 

production (2021, 154). Making, sharing, and listening to Black cultures cannot be separated 

from the history of oppression and cultural resilience that Black creatives resist. Black cultures 

are methods of resistance to racial histories that deny Black life. It is a response to the 

materiality of white supremacy’s racial economy. McKittrick describes how Black culture work 

with rebellion and invention: rebellion against the systematic oppression of Black expression 

and knowledge perpetuated by economic imperialism, colonialism, and racial economies; 

invention as the practice of re-inventing Black life (2021, 161). These practices and 

methodologies interrogate listening and question the current systems of subjugation, violence, 

and institutional inequalities in our society. They tell, dismantle, and regenerate forms of 

listening and forms of future-making. 
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Remembrance 

A clear example of how an exclusively philosophical, phenomenological account of sound 

might address the question of memory as a mere question of perception can be found in 

Salomé Voegelin’s concept of memory as a “pathetic trigger” (2006, 13-18). Voegelin argues 

for memory as material for artistic production, outlining how it participates in the production of 

the ‘now’. However, her concept of sonic memory material remains a signifier for reinvesting 

in the emotional, individual perception of the present, without either tackling memory as 

collective material shaped by colonial historical forces or any social or ethical implication in 

the work of remembrance. 

Instead, memory plays an essential role in Black studies.15 In a world that holds on 

forgetting the violence and systematic subjugation reserved to Black life and cultures as a way 

to perpetually move forward the machinery of progress, remembering constitutes a strategic 

tool to pursue a critique of modernity. “Memory is a fact for blackness in more than one way” 

(Givens & Bennett 2020, 2; emphasis added). To acknowledge that in what has been passed 

on to us, history has omitted stories of violence and struggle that need to be remembered and 

listened to, is fundamental to envisioning new collective pathways of liberation. Remembering 

and situating “correct the record” (2) and allow the past to inform different futures. 

An example of how Black methodologies and listening work as regenerative tools for 

future-making can be found in the project “Tell Me About That World,” where Black feminism 

meets listening practices (Thompson 2021). Even though it remains an online archive, where 

little is shared about its policy, targets, and objectives, the project constitutes an interesting, 

more accessible archive. A digital space to find how the practice of listening intersects Black 

Feminism methods, such as storytelling, story-making, and speculative narratives. “Tell Me 

About That World” is a platform, website, and collection of resources created by mutual aid 

and community care organizations in New York City. The narrators conceive the project as a 

way to talk about the importance of listening and community care, and a way to imagine how 

to build worlds beyond white supremacy and racial capitalism. 

The folks you will listen to here are dreaming about and strategizing towards diverse ways out of white 
supremacy, settler colonialism, heteropatriarchy, ableism, and racial capitalism. We have to learn to 
listen to each other talk about those dreams. We have to learn to use those sites of sharing as ones of 
world(s)-building, places where we dream together, critically and deliberately, to build a universe under 
which many worlds and many bodies can breathe, find love, survive. (Thompson 2021) 

The proposed listening practices combine listening exercises with embodiment, bringing the 

focus back on the bodies and breathing, using texts, listening tracks, and sets of questions 

that lie unanswered to mobilize embodied awareness. Listening here is proposed both as a 
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way to practice imagination and liberation, and a method to engage with these stories of 

liberation: 

It is in an effort to advance such questions that I offer you not only a mixtape of stories but also a method 
for listening to those stories. If we can learn to listen, we can learn to dream, we can learn to hear the 
worlds and futures that are calling to us. We engage in liberatory studies in the dark. We can exercise 
our imaginations and build the elasticity and stamina necessary to imagine expansively about the 
spatio-temporal possibilities of our love. (Thompson 2021) 

Through practices of ethical responsibility, inter-dependency, co-creation, and care, in Black 

Feminist Listening Practices, listening constitutes a radical tool that, while dismantling systems 

built on exclusivity, elitism, and white supremacy, facilitates networks and community-building. 

In doing so, the relationship between listening and remembering remains fundamental to avoid 

generating forms of novelty that are oblivious to the colonial past of modernity. Imagining is 

not inventing but weaving the inheritance that works through us into new, liberatory 

reconfigurations. As “In order to live, we visit the dead” (Givens & Bennett 2020, 3). 

Weaving 

The immense project of decolonizing memory begins and ends as a circular, constant yet 

improvisatory gesture of weaving the untold stories, the voices that have been silenced, the 

voices of the dead, and our own into a new fabric that celebrates all life and all differences. 

Weaving might indeed help us to address the “tangled knots” (Jarvis 2021, 13) of memory and 

the entanglements of histories that have shaped the complexity and multidirectionality of the 

colonial past. In “Multidirectional Memory,” Michael Rothberg interrogates dominant accounts 

on memory-making and proposes memory as multidirectional, as the ongoing negotiation 

between heterogeneous historical memories and their intercultural dynamics (2009). 

Multidirectional memory, the work of remembrance towards a “rearticulation of historical 

relatedness beyond paradigms of uniqueness” (Rothberg 2009, 14), stresses the 

differentiated collective memories and how they can hold together similarities and differences 

to mobilize remembrance in service of ethical responsibility (211). I argue that this can be 

compared to the work of weaving, where one can still follow each thread of history back to 

where they originated, yet the movement of back and forth allows us to build and generate 

history as new containers. As Anni Albers puts it in her feminist theory of weaving: “weaving 

is not just a set of processes: it is also [...] a certain mediation of the semiautonomous zones 

of form and history” (Albers quoted in Smith 2014, 172). 

These movements back and forth allow the traumatic nature of the colonial past to be 

essentially relational and generative, to invite collective movements of history-making. 
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Weaving is listening otherwise. “Listening to the echoes of the past in the present helps save 

the past from premature burial and the present from instant oblivion” (Rothberg 2009, 211). 

When listening is investigated within a much larger set of methodologies that constantly 

question the epistemologies we apply to the sonic, it becomes a strategic tool for recovering 

those past stories and sounding alternative ones. A decolonial, feminist perspective 

constitutes one of these pathways that aims at exploring listening and sound as essential 

mechanisms that can challenge, disrupt, and question modernity through radical imagination, 

storytelling, and regenerative methodologies. 

By decolonizing listening, we weave stories of resistance collectively, sowing seeds for 

new forms of history-making that are able to reorient and reorganize society around different, 

more equal, and just paradigms. Weaving rewires the past into new possible planetary futures 

where our interconnectedness and entanglements are acknowledged, honored, and stretched 

into new meaning-making: “We relate, know, think, world, and tell stories through and with 

other stories, worlds, knowledge, thinkings, yearnings” (Haraway 2016, 97; emphasis added). 
 

Notes 
1 Sound studies, as a relatively new field in rapid development over the early twenty-first century, has 
not yet an established tradition of decolonial critique, if compared to the contributions on race from 
music studies, black music, and popular music studies, most notably the work of Paul Gilroy (1991), 
Fred Moten (2003), and George E. Lewis (1996; 2008), amongst others. This relative absence of race 
and decolonial perspectives in sound literature is also the line of argument by Gustavus Stadler, 
reported further in this article. 
2 By decolonial critique, I mean the ongoing effort to disentangle knowledge-production from Eurocentric 
hegemonies. It is the body of critical theories that question the colonial history of modernity and, by 
looking for the interconnections between systems of oppression, it simultaneously disrupts colonial and 
settler-colonial logics of racial capitalism in the contemporary global structures and patterns. 
3 I refer to the physical archives and collections. The project “Tell Me About That World,” mentioned 
further in this article, constitutes an online archive accessible from the web. 
4 In this article, I focus on modernity from a decolonial perspective by looking at how Eurocentric 
historical values, as well as socio-cultural norms, systems of governance, ideologies, and economies 
informed forms of colonialism (settler-colonialism, neo-liberal colonialism), and systems of subjugation 
and oppression up to the present day. 
5 Un-knowing does not refer to an original position to return to, nor an a priori condition – which is 
impossible or idealistic – but as a space of uncertainty, as a starting point to listen through diversities. 
6 Quote from an Ultra-Red member’s interview, “Force of Listening” (in Farinati and Firth 2017, 84), 
emphasis added. Ultra-Red are a sound art collective founded in 1994. They are active in Los Angeles, 
New York, London, and Berlin. Members in Ultra-red range from artists, researchers, and organizers 
from different anti-racism, anti-gentrification, and community development social movements. 
7 Most notably, the work of Jennifer Stoever (2016) and Marie Thompson (2017); and, specifically, the 
studies on listening and race by Ana María Ochoa Gauthier (2014), Roshanak Khesthi (2015), Ashon 
Crawley (2016), and Nina Sun Eidsheim (2019); and the work on listening and Indigenous studies by 
Robin Robinson (2020), amongst others. 
8 This emphasis on listening can be traced back to R. Barthes and J.L. Nancy’s contributions to listening, 
as well as Pierre Schaeffer’s theorizations on Musique Concrete and his taxonomy of listening; and to 
R. Murray Schafer’s work (i.e., the theorist of acoustic ecology often celebrated as a father of the 
discipline). 
9 While many theoretical inquiries within sound studies focused on sound primarily as a sensory or 
physical perception, a critical response to sound’s essentialism can be found in the works of Jonathan 
Sterne (2003; 2012) and Steven Feld (2000). 
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10 Whiteness in postcolonial studies can be previously traced in the concept of ‘white paranoia’ in 
Edward W. Said (1978), and in Frantz Fanon (1952), amongst others. However, here, it is meant to be 
explored as it emerged in the field of sound studies.  
11 For a deeper understanding of the concepts of resonance and dissonance within the politics of 
listening, see Bickford (1996). 
12 See “Home,” https://soundstudiesblog.com/. Accessed June 10, 2022. 
13 See Stadler 2015, https://soundstudiesblog.com/https://soundstudiesblog.com/2015/07/06/on-
whiteness-and-sound-studies/. Accessed September 10, 2022. 
14 Stadler mentioned specifically the collections of essays and writings present in The Oxford Handbook 
of Sound Studies (2012), edited by Karen Bijsterveld and Trevor Pinch; The Sound Studies Reader 
(2013), edited by Jonathan Sterne; and Keywords in Sound (2015), edited by David Novak and Matt 
Sakakeeny. There are exceptions to this statement, as the author reported in the blog. However, Stadler 
stirred the waters and pointed out effectively the disbalance in the economy of sound literature 
dedicated to race, black and decolonial studies. 
15 Black Studies is an interdisciplinary field of studies focusing on the African diaspora, African cultures 
and histories, and the unfolding critical research methods on social difference and race in today’s 
society. 
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ABSTRACT 

Listening to Italian Colonialism is a collective research project, first developed in 2021-2022 by the 
scholar Gianpaolo Chiriacò to foster debate around a collection of popular songs about Ethiopia, which 
were produced as gramophone records and broadcast during the Italian invasion of the country.1 This 
paper aims to contribute to the debate that originated within that project by proposing reflections on how 
to approach these colonial songs, and to problematize sonic memory as a conceptual framework within 
which to critically deal with the re-activation of this historical repertoire in the present. 
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“In the shadow of our flag, you’ll be more beautiful” means “cancel everything 
you are, cancel the place you are from, your name, your culture, the way you 

have your hair done. Do what I do!” 
Medhin Paolos on the song Africanella 

Listening to Italian Colonialism 2022 

My opening reflections build upon the dichotomy proposed by Aleida Assmann between stored 

(or uninhabited) memory and functional (or inhabited) memory, and consider this dichotomy 

as a useful starting point to articulate the central premise of Listening to Italian Colonialism. 

This premise consists in seeing the colonial repertoire in question not only as a historical 

source, worthy of investigation within academia, but also as a tool to foster critical thinking and 

change in relation to present issues of (anti-)racism and social (in)justice in today’s Italy and 

beyond. I will then discuss the sonic character of the memory represented by this repertoire, 

by focusing on the performativity of the songs and on listening as the practice within which this 

performativity unfolds. In other words, I will try to circumscribe some aspects of what these 

songs do, the performative strategies through which they afford certain emotions, dispositions, 

and associations in the listener, most specifically regarding categories of race, colonial 

domination, and subjection. Against this background, I will briefly discuss the role played by 
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the Italian soldiers in these songs, the troops being one of the main fictional narrators 

embodied by the singing voices in this repertoire. I will also touch upon sources which provide 

fragmentary clues to the actual musical experience of real soldiers involved in the Ethiopian 

campaign, and the processes of forgetting that it underwent. Finally, I will argue that a critical 

approach to these songs today can shed light on the topicality of the archival and thus 

supposedly disembodied memory they preserve. Consequently, I will also argue that re-

activating this archival memory and eventually re-embodying it in a conscious and critical 

manner via collective listening practices allows us to acknowledge and subvert the racist 

nature of imagery and discourses inherent to national identity and policies in today’s Italy.2 

My attempt to articulate an ongoing reflection on these issues is of course shaped by my 

personal history and position. I am a male researcher and an Italian citizen, and I am writing 

this paper in my early thirties. Both my parents and I are perceived as white and were born 

and raised in Italy. I have never been to Ethiopia, and I do not understand any of the languages 

spoken by the Ethiopian population. My paternal grandfather Carlo served as a lieutenant in 

the Ethiopian campaign, was captured by the English Army in 1941 and deported to India, 

where he spent five years as a prisoner of war. He died in 1963 in Italy. In 1997 my father 

Alessandro published L’onore delle armi (Bompiani): a fictional novel inspired by a journey he 

undertook in Eritrea following the little information available about his father’s movements 

around the Horn of Africa. The awareness of a private memory of colonialism in my family has 

contributed, alongside my studies on vocality and migrant sound cultures, to nurture my 

interest in colonial history and postcolonial discourses. These notes are not meant to suggest 

any causal relation between my family history and the content of this paper. I consider my 

personal history as worth mentioning not for its exceptionality but rather as an example of the 

impossibility to observe this matter from an outside perspective. The musical sounds to be 

discussed here make memories of colonialism present to the body and mind of the listener, as 

well as to any social and physical space in which they resonate. In doing so, as foreign and as 

disturbing as they may sound today, they relate to imagery and realities which were clearly 

already there, affecting the listeners in different ways within the racialized world they inhabited. 

Sonic memory and the archive 

While systematic research about the historical circulation of these specific songs has not been 

undertaken yet, many clues suggest it was quite broad. Their labels show that they were mass-

produced as gramophone records, and thus embedded in the thriving music industry under the 

fascist regime - a fundamental part of which consisted in radio broadcasting. The Italian radio 

was managed by the state through the EIAR (Ente Italiano per le Audizioni Radiofoniche) 

monopoly. In its early years, EIAR broadcast mainly live music, but it turned to recorded music 

in 1933.3 In terms of record production, the music industry of fascist Italy was dominated by 
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the state-run company Cetra, established by Mussolini in 1933. Cetra took over as the primary 

Italian distributor for most foreign record labels. This meant that well-known international 

companies like La Voce del Padrone (the Italian branch of His Master’s Voice), Columbia, 

Odeon and Parlophon could only sell records in Italy under contract with Cetra (Harwell 2017, 

104). All of these companies produced several songs from the colonial repertoire discussed 

here. 

The issues of Radiocorriere, the weekly magazine of EIAR, are an important source to 

understand the role played by music in fascist society at large. Here, it is important to note that 

the issues from the years 1935-1937 regularly hosted contributions and news related to the 

colonies and the Ethiopian campaign. Advertisements for records and radio sets, news from 

the military front and the colonies, and articles covering the whole spectrum of everyday life 

were seamlessly merged across its pages during that period. For example, an advertisement 

for a radio by the Aprilia brand features a map of Africa and an Italian soldier, accompanied by 

the caption: “Be close to them! Follow the glorious achievements of our brave soldiers in 

Eastern Africa, with a perfect radio” (n. 50, 8-14 December 1935, 16). On page 2 of another 

issue, published in June 1936, we find an advertisement for: 

the most recent recordings of “La Voce del Padrone”. Songs of Africa: songs of victory! More than 100 
songs which recall the glorious endeavor, recorded by the finest artists and by the most famous 
orchestras. Faccetta nera – Adua – Macallè – Amba Lagi – Addis Abeba – Carovane del Tigrai – 
Serenata a Ginevra Sanzionismo – Leggenda eroica – Africanina, etc. etc”. (n. 25, 14-20 June 1936)4 

The songs to be discussed here were thus ‘popular’, as part of the mass production and 

consumption of music in industrial and post-industrial nations. They were both entertainment 

products and part of the broader effort by the regime to build consensus on the ongoing 

occupation of Ethiopia, and to portray it as a successful civilizing mission. Sometimes they 

would be labeled as “canzoni di attualità,” which means “songs on topical issues” (Chiriacò 

2021a). As Japoco Tomatis states, they were necessarily popular because they were the 

products of a media industry monopolized by the regime, so people “didn’t listen to anything 

else also because there wasn’t anything else” within the Italian music industry. At the same 

time, that industry was permeable to musical influences from abroad, and the expectations and 

tastes of Italian consumers developed accordingly (Tomatis, LIC 2022). They were bought and 

consumed by a vast Italian audience which had become familiar with the international genres 

thriving at the time, and with US-American jazz above all (Harwell 2017).5 Today, in 2022 in 

Italy, most of these songs are unknown to the broader public, and the researchers who started 

paying attention to them approached them as archive material, preserved, digitalized and 

made accessible for research by the ICBSA (Istituto Centrale per i Beni Sonori e Audiovisivi). 

Against this background, the distinction between stored (or uninhabited) memory and 

functional (or inhabited) memory by the cultural historian Aleida Assmann provides a useful 
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conceptual framework to discuss the status of this repertoire. I will summarize it here and build 

upon some of the parameters through which she articulates that distinction. 

Uninhabited memory may be understood as an amorphous mass which, having lost its 

vital connection to the present, remains stored and thus potentially available in the background. 

It separates the past from the present and the future, and is not claimed by individuals, groups, 

or institutions as a constitutive element of their identity. Inhabited memory, on the other hand, 

plays a role in the identity processes of individuals, groups, or institutions, generally taking the 

form of a ‘story’ or narrative. It is steeped in values, it is highly selective, and provides meaning 

and orientation for present action. Therefore, it bridges past, present, and future, and most 

importantly, it is necessarily an embodied form of memory (Assmann 2009, 134). It is worth 

noting that Assmann articulates this distinction to summarize a canon of discourses about 

memory and history, rather than to provide a tool capable of capturing the mechanisms of how 

memory and history actually work. Thus, the main purpose of proposing such a distinction here 

is to better visualize both actual and potential processes and phenomena which call that very 

distinction into question. 

As I will discuss in greater detail in the next paragraph, the musical repertoire in question 

here started off as an embodied, inhabited memory. Today they are being rediscovered in an 

archive, an institution which - drawing on the definition adopted by Krzysztof Pomian - stores 

and preserves things by keeping them out of economic circulation, i.e. depriving them of their 

original status as purchasable goods and eventually makes them accessible only under 

specific rules (Pomian 1990). Copies of original shellac recordings are scattered around the 

Italian peninsula and beyond. Some of them were reissued on vinyl in the decades after WWII, 

and many of them are available on YouTube as well as on the online portal of Canzone Italiana. 

Still, they remain unknown to the public at large, and the only place where they are all 

preserved and catalogued as a collection of material objects, to my knowledge, is the above-

mentioned ICBSA archive in Rome. Therefore, this repertoire now seems to be placed on the 

other side of the spectrum of embodiment, falling under the category of disembodied, 

uninhabited memory.6 

This article does not deal with the task of tracing the reception history of these songs in 

the period between the collapse of the fascist regime and the present. Consequently, I make 

no claims about the specific processes which constituted the transition of this repertoire from 

popularity to oblivion, nor about the specific paths taken by related racist imaginaries over that 

timespan. Instead, my inquiry here gravitates around the act of listening to these songs today, 

and it aims to offer a reflection on how they resonate with our postcolonial present. In order to 

do so, however, it is important to deconstruct the internal mechanisms of this sonic memory, 

and thus to take the colonial context of their production and first reception into account. A key 

aspect of this memory lies precisely in its sonic, musical, and performative character. 
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The relationship between memory and sound has been given attention in many different 

academic and artistic contexts over recent years.7 Instead of trying to propose a general 

definition of sonic memory as a comprehensive concept, in the following paragraph I will deal 

with some specific questions and problems connected to the sonic nature of the specific 

historical repertoire, and to the imagery that it sonically conjures up. 

Singing and dancing colonization 

Something that all of the songs have in common is that they touch upon topics related to the 

Italian invasion of Ethiopia, and thus to the colonial domination of its land and people. Some 

focus on specific places (Sul mercato di Macallè, Trinchieri, Fonit 1936), some glorify the Italian 

military as a civilizing force (Adua, Serra, Grammofono 1935), and many thematize Black 

women, usually depicting them as sexualized objects dispossessed of any form of agency 

(Gambette nere, Trinchieri, Fonit 1935).8 

But is there a concept which can summarize what this repertoire is about as a whole? A 

good starting point to deal with this question is the rejection of the idea that these songs are 

just ‘propaganda’ in the narrowest sense of the term, i.e. a discrete object created with a 

specific persuasive goal by a power which fully controls its form and function. Such a definition 

runs the risk of passing them off as a byproduct of a declining political regime. This article tries 

to move along another path by showing how the imagery and discourse conveyed by these 

songs may prove to be much more long-lived than the regime of Benito Mussolini and the 

fascist occupation of Ethiopia. This awareness - and the deliberate attempt to bring these 

songs out of the archive and create new listening contexts for them - leads us to mobilize the 

concepts of memory and oblivion, along with their processual counterparts of recollection and 

forgetting, to tackle social and individual experiences and struggles in the present. Therefore, 

the leading question here is not merely what these songs are about but rather what they try to 

do with the listener, and at the same time, what we - as listeners - can try to do with them. 

The presence of many pieces of “dance music,” or musica da ballo within this repertoire 

shows how these songs were very much part of the everyday lives of Italians, and in keeping 

with musical tastes that were trending in the music industries across the Western world at that 

time. Sometimes labelled with names of specific dances and steps (one step, two step, rumba, 

foxtrot) on their original covers, these pieces were decidedly located within the sphere of 

entertainment. Further research would be required to trace down in which precise contexts 

those songs were played and danced to, and how. These labels and the rhythms they refer to, 

however, are clear references to musical patterns and listening practices in which the rhythmic 

movement of bodies is involved. Although those songs may certainly have been enjoyed by 

single individuals in the solitude of their homes, they were produced with a view to achieving 

the status of a social practice. Other than some more solemn hymns and marches, the kind of 
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complicity they seek to establish with the listener pertains to the highly playful and socially 

crucial practice of dancing (Tomatis 2019, 87). Therefore, it may be argued that these pieces 

did particularly well at producing and reproducing discourses by inscribing them in people’s 

sonic and thus bodily memory: a mechanism that may be considered operative in all the songs 

of this repertoire. 

The very concept of performativity aims to suggest that the song “does something” to the 

listener - or that something happens within the listener through the relational listening act. As 

a listener, I recognize the singing voice, alongside the presence of rhythmic, danceable 

patterns, as a central performative element in this repertoire. “Vocality always brings forth 

corporeality” (Fischer-Lichte 2010, 34), and as the sound of a human body, voice touches and 

affects other human bodies. This relationality lies at the core of its persuasiveness and 

sensuality, of its capability to afford emotions, and to express power as well as powerlessness.9 

In popular music, the agency of voice becomes inseparable from the discursive power 

of speech, and both entertain a constant dialogue with the structure and development of rhythm 

and orchestration. The catchiness and smoothness of this dialogue, perceived as such by a 

specific audience in each given historical context, lend authority, credibility, and a certain effect 

of authenticity and rightness to that specific union of speech and music, which can in turn lead 

listeners to perceive the music as an index of the community they imagine themselves to be 

part of. The singing voice, as the sound of the human body par excellence, makes a major 

contribution to this mechanism with the physical presence and eloquence that pertains to it. 

I’m thinking here of the notion of the “theater of the mouth” coined by Donald Meltzer and used 

by Brandon Labelle, as a useful tool to explain how the sociopolitical power of orality relies 

upon the materiality of its bodily source. This notion interestingly stresses the mouth as a space 

where dichotomies, oppositions, and forms of inclusion or exclusion between an inside and an 

outside, i.e. of differentiation and othering, are enacted. 

Meltzer understood the mouth as a stage upon which a number of essential performances are enacted. 
His notion of the “Theater of the mouth” proposes the mouth as the pivotal site for negotiating a relation 
between the inside and the outside of the body (leading to the making of boundaries). (LaBelle 2014, 9) 

The notion of the mouth as a theater can help us to imagine the singing voice - which involves 

the whole body, yet whose main place of articulation and projection lies in the oral cavity - not 

merely as a channel which delivers verbal information or abstract musical forms, but rather as 

a socially charged space in which certain acts, through the very coupling of music and speech, 

are deployed. As the philosopher Adriana Cavarero argues in her exposition of a philosophy 

of the voice, the bodily and relational character of vocality comes across even when it is 

entrusted to speech (Cavarero 2005). Starting from this assumption, I would suggest that the 

corporeality of voice, entrusted to speech and song, endows text with a posture, a gestural 
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character. The rhythm may then further choreograph these messages as movement, 

eventually aligning specific dramaturgical and emotional punctuation with choreography in the 

most literal sense. 

But what kind of acts do these songs enable or foster? What kind of differences do they 

produce, and what boundaries do they mark? What kind of relations between which subjects 

and objects do they project? In most of the lyrics of these songs, Black bodies are to be found. 

In many of them, they are even the main topic. 

Listening and the sonic production of whiteness 

The gramophone disc of Gambette nere (Trinchieri, 1935) was published by the Fonit company 

in 1935. Not only is it a ‘brano da ballo’ and a piece where a very specific discursive production 

comes into play, but it is also a song about Black dancing bodies. 

(First verse) 

Black little legs of dark-skinned dolls 

Once you were tied with iron and ropes 

Who freed you was beautiful Italy 

And now you can dance tarantella.10 

In his extremely punctual analysis of the song, the singer-songwriter Zamua observes: “The 

lyrics are interesting. As I was reading them, I realized there is a thread. As the title suggests, 

the thread is the body, the relationship to the body and the representation of the body” (Zamua, 

LIC 2022). The song is structured in three parts, he explains, and each mentions a particular 

dance (tango, tarantella and marcia reale) that signals the passage from disorganized 

movement to some form of colonial order. 

The organization of the movement of bodies through dance is indeed the thread running 

through the piece. Now, recalling the notion of “the theater of the mouth” mentioned above, it 

is striking how the singing voice, in this song, creates a relation with the listener in order to 

differentiate and articulate categories of colonized bodies along the repetition patterns of the 

three verses, the specificity of which is marked by a particular dance. 

I want to draw attention to the fact that the narrator of the song, i.e., the protagonist to 

which the singing voice is attributed, is also the plurality of a group: a ‘we’ to which the other 

three groups of Black women, Black men and Ascari are opposed to. There is one specific line 

in which this collective entity is located as intradiegetic: “just one look at our helmets.” This 

attribution of the singing act to a group is confirmed and sustained on a performative sonic 

level, since the last part of every verse is repeated by a male choir. 
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Black little legs, but those of men 

black little legs of generals and Degiacs, 

just one look at our helmets, 

and you ran away as if you had wings.11 

What I wish to point out here is that this ‘we’ is central in the performativity of the song, for it 

allows for an identification process in the listener with the white soldiers on the battlefield in 

Ethiopia. The strength and the almost cinematic framing of the images evoked by the song 

invite the listeners to adopt the point of view of the soldiers, thus allowing for a form of 

participation in the scenery conjured up by the song. This sense of participation is here clearly 

deployed to mark power dynamics, to operate differentiations between the white colonizers 

and the Black people to be colonized, and to create order in the colonial imaginary by internally 

separating the colonized into several subjected groups upon which colonial power is exercised 

through music and dance. 

Since controlling and subduing them is the ultimate thread of the songs’ narrative, the 

humanity and agency of these Black bodies is strategically neglected on two different levels. 

The first is their reduction by means of metonymy: the song does not refer to whole bodies, 

but only to the “little legs,” which are indeed the anatomical part that the disciplinary dance is 

supposed to affect. The second is their de-humanization by means of comparisons with non-

human entities, eventually charged with powerlessness - “dolls” for the women and “bunnies” 

for the men. All these attributions postulate the fact that the white performer/listener and the 

depicted “blacks” own a body capable of performing the same dances. However, the 

concession of this similarity is propaedeutic to the control and subjection, via dancing, of the 

people to be colonized. That is to say that the whole operation is based on the preliminary 

step, underlined in the title of this song, of assigning a concrete body to the colonized within 

the colonial imagery, making them just visible enough to appear interesting and funny. A 

fundamental element to understand this mechanism emerged from a dialogue between Medhin 

Paolos and Gianpaolo Chiriacò, who sums it up as follows: 

In other words, one defines the “others” as different in order to confine them and to keep them away. 
But at the same time, while I am defining them, I am making them interesting enough, so I am interested 
in acting in their space. (Medhin Paolos, LIC 2022) 

This quote comes from a dialogue about Africanella (Simi-Martelli-Neri, Columbia 1936) 

another danceable piece which, like Gambette nere, performs a process of identification of the 

listener with the white soldier, again accompanied by their differentiation from a Black body. 
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This process is activated at several levels. The first is again the identification with the 

plural ‘we’: “our Italy.” The second is the design of the refrain as a meta-song within the piece, 

one that is sung by “every heart”: 

The victory sings, 

just like every heart, 

its love song. 

Beautiful flower of Abyssinia 

Africanella, 

under the shadow of our flag, 

you’ll be more beautiful. 

Our Italy will be your new homeland 

that will protect you… 

The burning flame of your love, 

Africanella, 

will unchain  

your enslaved heart, 

and a song of “Giovinezza” 

will resound in your heart, 

an eternal glorious chant 

that is a cry of freedom.!"  

Within the dramaturgy of this song, the first three lines may be considered a perlocutionary act 

(Austin 1962), for the voice utters a call for the chorus to rise, giving body to the same “song 

of freedom” that it announces. The persuasiveness and efficacy of such an event within the 

listening experience may be interpreted as another example of how the interplay between 

verbal content and sound is achieved in these songs. Vocality and rhythm establish the 

synergy between the corporeality of sound and the colonial discourse provided by the lyrics. 

And again, this colonial discourse is largely concerned with creating a divide and designing 

proxemics between Black and white bodies, and in providing the listener with guidelines on 

how to interpret it. Thus, !"#$%&'())& represents another example in which the bodily practice 

of listening becomes the performative space where white listeners are supposed to imagine 

Black bodies and construct colonial relations to them. 
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Fig. 1. Africanella!"#$%$&'()*+,,$ &-+)$.!/0,1%2$(!34567!

Further questions arise about the correlation of emotions, colonial discourses, and 

physical movement as performed by these songs. How should we understand and describe 

the way the sonic elements of voice and rhythm allow for the participation of the listener in the 

lyrics of the song? And how precisely does this participation interact with the stimulation of 

physical postures and movements? A thorough discussion on these matters would go well 

beyond the aims of this paper. However, I would like to suggest that this kind of popular music 

encourages participation in the listener that is at the same time emotional, kinetic, and 

discursive, and that these elements intersect and concur in the creation of the listening act as 

a performance of social attitudes and ideas. In the case of the songs discussed here, the 

production of white subjects - and the correlated colonial subjection of Black bodies - is 

sonically imagined and performed. These processes afforded by music bypass the verbal 

sphere, and at the same time they imply and reproduce whiteness as a form of racial superiority 

shared by those who lay claim to it. Such processes may be referred to as constitutive of a 

functional, embodied sonic memory. 

Sonic memories and sonic oblivion 

Writer, journalist, and playwright Ennio Flaiano (1910-1972) went to Ethiopia to serve as a 

lieutenant in the fascist army in 1935.!"  During his stay in the Horn of Africa, he wrote a 

fragmentary diary text. The manuscript was found among his papers with the title !"#$ %&'%()*

(''+,#%*'"-*+,(*.(,/&,"##( *(“Aethiopia: notes for a ditty”). Some of the short and bitterly ironic 

notes of this diary are devoted to the relation that soldiers had with songs, and with singing, 

on the battlefront. 
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The recording represents a rare document of an alternative sonic memory of colonialism within 

Italian oral culture. It forces us to remember that, while in many houses in Italy there is a drawer 

or a trunk with an album, a photo, or a diary where private memories of the Ethiopian campaign 

are stored, most of the sound recordings available today are those that were ‘popular’ in the 

industrial, hegemonic sense of the term. Therefore, they and the violence they sonically 

reproduce should not be considered representative of the musical experience of Italians during 

the war at large. These songs must have had a strong influence on the experience of Italian 

soldiers who took part in the invasion, and on the civilians who stayed at home or moved to 

Ethiopia after 1936, but they were not written, performed, and recorded so as to narrate their 

real experience. The reinvention of songs and the subversiveness it may have expressed was 

not recorded, nor was it massively reproduced on gramophone discs. More importantly, the 

oral tradition of Ethiopian resistance and of Italo-Ethiopian communities have not been 

thoroughly researched, and historiography has yet to reckon with what those forms of sonic 

memories have to say. 

Afro-descendant artists and activists have articulated their memories and perspectives about 

Italian colonialism and the postcolonial experience in many forms, often at the margin of and 

against dominant historical narratives.!I would like to reference here two works of this kind: the 

documentary film Asmarina. Voices and images of a postcolonial heritage (2015), by Alan 

Maglio and Medhin Paolos; and the novel Regina di fiori e di perle by Gabriella Ghermandi 

(Donzelli 2007). Asmarina is an audiovisual journey into contemporary Italo-Eritrean and Italo-

Ethiopian identities, titled after a nostalgic song written by Pippo Maugeri in 1956 (Cetra). The 

movie “traces the complex networks of colonial legacies, transnational migrations, family ties, 

and diasporic politics” (Hawthorne 2016). Music, relevantly present both in the soundtrack and 

in the everyday life of the characters, is one of the main threads running through the interviews 

and encounters of the movie. 

Regina di fiori e di perle is a fictional work largely based on the life of the author. 

Ghermandi was born in Addis Ababa in 1965 by an Italian father and an Eritrean mother. She 

then moved to Italy at the age of 14 (Dolp and Ferraro 2016, 416). The pivotal event of the 

novel is the protagonist’s investment as the keeper of her family’s oral memory, specifically the 

memory of the resistance against Italian occupation. Ghermandi is also the leader of a music 

collective, the Atse Tewodros Project,""  in which she is equally engaged in sharing the oral 

and musical memory of her Italian-Ethiopian identity. 
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reinterpret the songs of those who have courageously sacrificed their lives for Ethiopia’s freedom. (Dolp 
and Ferraro 2016, 425) 

By exploring oral histories and memories as a form of social activism, the work of these artists 

brings to our attention the plurality of the sonic memory of Italian colonialism. It speaks of a 

complexity that is largely unrecorded, overheard, or shrouded in silence. The awareness of 

this silence should convey a deeper understanding of how partial the archived memory of the 

colonial time is. It also speaks of the inadequacy of any historical source to provide an 

exhaustive account of how the communities involved imagined and narrated the traumas of 

war and colonial violence as both perpetrators and victims. The traumatic character of this 

fragmented memory allows us to conceive “the house of history” as ruin, rather than as an 

incomplete building which it would be theoretically possible to finish (Chambers 2008, 27). 

Silences, resonances and spectrality 

In her work titled Black Spaces: African Diaspora in Italy, Heather Merrill deals with several 

questions and concepts that are of importance in order to frame the persistence of colonial 

imagery and structures in today’s Italy. She addresses how the colonial processes of othering, 

which lie at the heart of Western modernity, imply the repression of histories, not only of ‘others’ 

but also of the West itself. 

As a structure, modernity requires an Other and an Elsewhere. Parts of humanity are dropped off the 
path of progress, silencing not only histories of the colonized but also of the West as it is subsumed in 
an imaginary construction and narration of itself against which the rest of the world is evaluated. (Merril 
2018, 28) 

In fact, the final object of the processes of repression which Merrill summarizes with the 

sonic metaphor of “silencing” seems to be the very intertwinement and correlation of Blackness 

and whiteness in history and memory, and more specifically of the violent yet intimate nature 

of colonialism, rather than the colonial past as such, which after WWII has never ceased to 

periodically re-emerge on the political agenda, albeit mainly in the form of highly partial and 

selective narratives (Deplano 2021). In public discourse, the colonial past of Italy has mostly 

been promoted with an approximate and euphemistic tone, within a rhetoric centered on the 

notions of a’brief’, ‘proletarian’ or even ‘humane’ or ‘kindly’ colonialism. This rhetoric, which lies 

at the core of the neo-colonial myth of Italiani brava gente (“Italians are good folk”), resonates 

with the idea of a civilizing mission which was central to colonial discourse both in liberal and 

in fascist Italy (Labanca 2002 and Del Boca 2005). In general, the attempt to defend Italian 

colonialism as a positive experience is an attitude which can only be accompanied by the 

conscious or unconscious attempt to minimize, overhear, or even censor any embodied form 

of its memory, and of the memory of its violence. It could be argued that the persistence of this 
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Italy is part of a European social formation with a lengthy commercial historical relationship with the 
African continent, and Africans have been in Italy for centuries. Today, Africans are doing the vital 
domestic and agricultural labor that Italian youth are rejecting. They are picking tomatoes and 
conducting social care work including taking care of the elderly and children, cleaning and hauling, and 
working on Sunday. (Merril 2018, 76) 
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While African presence has become a reality, materializing one of the fascists’ (and more generally of 
racists’) worst nightmares, the underlying premises of colonization are still very much alive, marking 
spaces and bodies according to notions of civilization, hygiene, and appropriateness that resonate with 
past projects and rhetoric. The genealogy of current spaces and discourses for the containment of 
migrants, many of whom are employed in the farming sector, shows how the spatial, legal, and symbolic-
affective dimensions that create and reproduce such devices partake in a racialist, biopolitical logic—
one that has been repeatedly disavowed but continues to survive in spectral form. (Peano 2021) 
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Re-embodying memory through collective listening practices  

Over the previous paragraphs, I argued about the resonance of racial discourse and policies 

in today’s Italy with the imagery performed in these songs. The separations violently enforced 

by border politics !  as well as the racial inequality to be found within the Italian borders !  

entertain a mutual relation with imagined, embodied geographies and spaces, such as the 

racial relations sonically constructed in this repertoire. The attempt to find new ways to listen 

to colonialism may be understood as a way to deal with its legacies at an aesthetical level. 

Such enquiries in the aesthetic sphere ultimately represent important steps towards 

acknowledging and dealing with the racial injustice perpetrated within political realities such as 

border regimes. 

Thus, in terms of the dialectic between a functional, inhabited, and embodied memory 

and a stored, uninhabited, and unembodied memory, outlined at the beginning of this article, 

listening to this repertoire means re-embodying an archived cultural memory in a conscious 

and critical manner, making unconsciously embodied narratives and imagery visible, and 

questioning them through a practice which may ultimately open up some space for alternative 

narratives and imagery to emerge. 

Against the background outlined above, while it is true that Italian audiences have now 

mostly forgotten the songs of this colonial repertoire, the imagery they convey resonates quite 

vividly with the present. To translate the metaphor of spectrality into plain words, the idea that 

this archival memory is disembodied and uninhabited proves to be no more than a half-truth. 

The concept of disembodiment surely applies to the form of this memory, i.e. to the specific 

recorded sounds and patterns which arguably no longer accompany any dance in the everyday 

life of Italian people. And it applies to its archival materiality, i.e. the gramophone records and 

the giftware surrounding them, products of an outdated technology and of a listening culture 

which no longer exists. On the contrary, the racist imagery performed by these sounds is 

reproduced in today’s society and politics, possibly even by virtue of its historical colonial forms 

being forgotten. 

As long as concepts and feelings of Italianità coincide with the identity of a collective 

white subject, and racialized realities of economic and social segregation persist in a 

democratic country under the aegis of neo-liberal universalism, this forgetting should also be 

considered a strategic one. It is accomplice to the exploitation of racialized subjects, and of 

Black individuals and communities in particular. Conversely, bringing these archived sounds 

to the critical attention of audiences and communities, while claiming its relevance to the 

present in the social sphere, may lead to the emergence of alternative practices and policies 

which have social justice and antiracism on their agenda. In such contexts, these songs may 

be collectively listened to, among other sources and testimonies proposed by the participants, 

ultimately becoming a tool for listening to ourselves and to others with regard to sensitive 
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of the Italian Colonial Project  in Addis Ababa and in Italy  
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ABSTRACT 

During the final years of the Italian occupation in the Horn of Africa, Italian music labels produced and 
commercialized records of traditional music from various Ethiopian regions. Some of the records 
remained in Ethiopia. In other cases, the sonic material spread in different directions, in the form of 78 
rpm discs, following the return of Italians to their homeland, as well as the routes of the Ethiopian 
diaspora around the world. Of some of these discs, we ignore whether there are surviving copies. 
This contribution addresses the following questions: is there a sonic memory of these recordings in 
Addis Ababa and in Ethiopia? And how should we listen to such sonic memories of a colonial project 
when we come across them in European archives? Through historical research and fieldwork, I will track 
down the presence of the records both in Ethiopia and Italy. Then I will consider their history while 
analyzing the role of the commodification of music as part of the attempt to build a fascist empire. In the 
last part of the contribution, I will discuss the Italian records of Ethiopian music as part of the field of 
ethnomusicology, paying particular attention to the ongoing debate around the history of the discipline 
and issues of decolonization. 
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E un giorno o l’altro 

vedremo che la voce del padrone 

ad Addis Ababa 

aprirà anche là una casa di incisione 

(And sooner or later 

we will see His Master’s Voice 

open up a recording studio 

in Addis Ababa) 

La Leggenda del Negus, 1935 

Introduction 1 

During the final years of the Italian occupation of Ethiopia, some music labels among those 

active in Italy at that time produced and commercialized records of traditional music from 

Ethiopia. According to information provided by multiple sources, more than 300 songs were 
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recorded, and many of them were published between 1935 and 1941.2 Being the result of 

commercial ventures, only a few of those records landed in Italian institutions and have been 

collected in institutional archives. Most of them were spread around the world. Indeed, in many 

cases, it is not known whether any copies survive. The heritage of these sonic collections is 

therefore diverse and complex. This article considers the records of Ethiopian music collected 

and promoted by Italian companies and music producers as a heterogeneous albeit coherent 

archive. The aim is to underline some aspects related to such archives and consider the ways 

in which they document the sonic component of the Italian colonial project. Finally, the focus 

of the analysis will be the role of this sound material within Italian music studies. 

The data analyzed in this contribution are often incomplete. As I consider such 

incompleteness to be relevant, for it is a result of the Italian colonial amnesia and of the 

dismissal of the cultural production that built the Italian colonial approach, I chose to structure 

this contribution around the idea of “following musical traces.” As a consequence, these pages 

will appear more like the narrative of an ongoing search rather than a traditional musicological 

discussion in academic terms. Nevertheless, its final ambition remains to provide a detailed 

account of the presence of such records and their role within Italian colonial history, which can 

and hopefully will be used for further investigations. 

The records are available to scholars and collectors in the form of 78 rpm shellac discs, 

with a paper cover providing scarce information about the name of the songs, the performers 

and their places of origin. Not all the record labels provided the same information; for example, 

the Fonotecnica discs collected at the Istituto Centrale per i Beni Sonori e Audiovisivi do not 

provide information about the performers. 

These Italian records are not the first sonic documentation of Ethiopian music. The 

musicologist and internationally known producer Francis Falceto, for instance, discussed 

recordings that had been forgotten and which then re-emerged (2011, 303). Other 

documentation includes the notorious 1910 recording session of Tessema Eshete (Bender 

2010) as well as the less popular and as of yet unpublished recordings made at the Lautarchiv 

of Humboldt University. Another fundamental attempt dates back to 1906 and consists of “37 

recorded songs and instrumental pieces on wax cylinders […] made by German physician 

Erich Kaschke during the Aksum expedition” (Teffera 2018, 2). 

However, it was in the 1930s that the technology to cut shellac discs arrived in Ethiopia. 

Information about when and how the 1930 records were made is scarce and sometimes 

contradictory. Ethiopian music was certainly published by the label Parlophon. Apparently 

produced in Germany,3 the Parlophon discs featured information on the cover in French about 

the name of the performer and the instruments played, where “violon” is probably the term 

used for the traditional masenqo. 
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There were all but occasional attempts to chronicle music in Ethiopia, whereas what 

Italian record companies aimed at – once the occupation of Ethiopia was declared complete 

by the fascist regime in 1936 – was the production of a large number of shellac records, with 

a view both to their commercialization and the creation of a sonic image of Italian colonies. 

Traditional music and the Italian colonial project 

When we look at the Italian recordings of Ethiopian music, made during the military occupation, 

there are certainly more questions than answers. Furthermore, the problematic nature of the 

archive, with its colonial and orientalist biases, complicates any observation on the media 

found within it. To discuss the musical content of the records is beyond the scope of this article, 

as it is mainly concerned with the records as sonic objects that bear the weight of the conditions 

in which they were designed and created. Although the records provide information about 

music in Ethiopia at the time of the Italian occupation, such an archive of “ethnic” records is 

the product of a cultural project. In other words, it came into being as part of a broader attempt 

to present the territories and cultures of the colonies and occupied lands within a well-

established frame, in which colonizers and colonized were represented as separated by a 

different degree of civilization. The attempt created some very popular examples, such as the 

Museo coloniale in Rome and the Mostra delle terre d’Oltremare built in Naples and opened 

to the public, albeit for a short period, in 1940 (Arena 2011, 99). 

The interest in traditional music from the colonies has particularly strong ties with the 

Mostra delle terre d’Oltremare. The book Musica e musicisti dell’Africa Orientale Italiana, 

written by musicologist Guglielmo Barblan, was in fact released in 1941 by a publisher 

connected to the exhibition, called Edizioni della Mostra d’Oltremare. It is interesting to note 

that the exhibition itself closed down once Italy entered World War II, only a month after its 

opening. However, it continued to create cultural products such as books.4 

In his publication, Barblan presented a detailed list of the records available at that time, 

which is significant for many reasons. Firstly, it was the first time an Italian book about music 

in the colonies had mentioned sonic documents. There had been previous attempts to write 

about music in the colonies by Italian scholars, soldiers, or explorers, but they merely described 

the music heard by the author. In some cases, music scores were provided, but the texts never 

mentioned audible documents. Although the sound records mentioned or commented on by 

Barblan were not archive material, it is still significant that he based his analysis on the 

possibility of listening to the originals rather than on ‘mere’ musical transcriptions. Barblan’s 

book is also the main source of information on one specific collection that has become 

legendary among music lovers, scholars, and collectors: that of Ethiopian music recorded by 

the Italian section of His Master’s Voice (“La Voce del Padrone”). As Barblan explains, the 

collection aimed to document the music of several Ethiopian regions, as well as various 
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repertoires (vocal and instrumental). It was implemented in 1939 under the direction of a 

wealthy Eritrean merchant, Saleh Ahmed Checchia. The book also mentions captain Dr. 

Giovanni Siletti and the Ufficio Studi della Triennale d’Oltremare as advisers (Barblan 1941, 

137-138). Barblan does not hide his excitement about the collection, as it praises its aims: 

“This is the most sensitive, reliable, and complete collection, indispensable for anyone who 

wishes to gain an idea, from afar, of traditional Ethiopian song” (138).5 

In the 1939 issue of !"#$%&&%"#$'("")*+,#-%$#.%"#%&%, in an article that speaks of how the 

Italian radio was expanding in Ethiopia, a picture shows Ethiopian musicians around an Italian 

official and in front of a microphone. On top of the capsule that surrounds the microphone, one 

can see a big symbol of the EIAR, the Italian national broadcasting company at the time. There 

is no reference to the picture in the article, with the exception of one short caption informing us 

that the pictures come from “broadcasts from a folk music program” (1939, 669). No additional 

information regarding the broadcasting session is provided by the article. However, the picture 

likely shows one of the recording sessions that provided material for the records collections 

presented by Barblan. 

 
!"#$%$&'&()*+(,"-#&.).."+-&"-&',,".&'/0/0&1*0$&%2324 &

Both the picture and the collection of records attest to an interest in traditional music from 

Ethiopia that was to be found in Italy at that time. These sonic representations of the colonies 



FROM THE EUROPEAN SOUTH 11 (2022) 48–63 

Chiriacò       52!

!"#$#%&$#'$#()*$#' !"&$&)+"' *,-#.!*+/!*&,' *%'0#' 0*."' !&' ),1#$.!/, 1' !"#' .&,*2' "#$*!/+#'&%' !"#'

3!/4*/,'2&4&,*/4'5$&6#2!7'

3,' 8/9' :;<=>' !"#' &22)5/!*&,' &%' ?!"*&5*/' 0/.' 1#24/$#1' 2&@54#!#>' #-#,' !"&)+"' @/,9'

/$#/.'&%'!"#'4/$+#'?!"*&5*/,'!#$$*!&$9'0#$#',&!'),1#$'3!/4*/,'2&,!$&4>'!"#'5)A4*2'5$#.#,!/!*&,'&%'

3!/4*/,'2&4&,*/4'5&0#$'A#2/@#'/'5#2)4*/$'#4#@#,!'&%'!"#'%/.2*.!'$#+*@#7'B*,2#'!"#, >'!"# '2)4!)$/4'

5$&1)2!*&,' ."*%!#1'%$&@'!"#'2/44' !&' /$@.'0*!"' !"#'+&/4' &%'2&,()#$ *,+' C' /4A#*!'0*!"' !"#'@&$/4'

6).!*%*2/!*&,'&%'!"#'2*-*4*D*,+'@*..*&, 'C'!&'!"#'1*.54/9'&%'!"#'2&,()#$#1'4/,1'/,1'5#&54#7 'E.'.)2">'

!"#' 1*.54/9' &%' 2&4&,*/4' 4/,1.' /,1' 5#&54#. ' /4.&' "/1' !&' *,24)1#' 5#$%&$@/,2#.' &%' !$/1*!*&,/4'

#4#@#,!.7'F*!)/4.' "/1' !&'A#' ."&0 , >' /,1'0*!"*,' $*!)/4. >' @).*2' "/1' !&'54/9' /' $&4#7' E' %/@&).'

5*2!)$#'1&2)@#,!*,+' !"#'8&.!$/'G$*#,,/4#'1HI4!$#@/$#>'*,'0"*2"'/'A #449'1/,2#'*.'5#$%&$@#1'/.'

5/$!'&%'!"#'#J"*A*!*&,'&%'!"#'K*A9/,'2&4&,9 >'$#5$#.#,!.'#-*1#,2# ' *,' !"*.'$#+/$1 ' LE$#,/'MN:: >'

:=OP7'

The role of Guglielmo Barblan 

8).*2'"#45#1'!&'5$#.#,!' !"#'#!",*2'#J&!*2*.@'&%'!"#'2&4&,*#.'!&'!"#'3!/4*/,'5)A4*2>'2$#/! *,+' /'

%/.2*,/!*&,' 0*!"' /'.&,*2'0&$41'!"/!'*.',#2#../$*49' 1#5*2!#1'/.' &!"#$49'/,1'#J&!*27'3!'*.'*,' 4*+"!'&%'

!"*.'*,!#$#.!'!"/!'!"#' $#4#/.#'&%'!"#'$#2&$1.>'/.'0#44'/.'!"#'5)A4*2/!*&,'&%'Q/$A4/,H.'A&&R>',##1.'

!&'A#'),1#$.!&&17'G&'!"*.'#,1>'*!'@*+"!'A#'"#45%)4'!&' *,-#.!*+/!#'!"#'A/2R+$&),1'/,1'5#$.&,/4'

5&.*!*&,'&%'S)+4*#4@&'Q/$A4/,>'!"#'@).*2&4&+*.!'0"&'/)!"&$#1 ' !"#'5)A4*2/!*&,'/,1'5$&-*1#1' /'

-/.!'/@&),!'&%'*,%&$@/!*&,'&,'0"*2"'.2"&4/$.' A/.#' !"#*$'/,/49.#.7 '

S)+4*#4@&' Q/$A4/,' 0/.' 1*$#2!&$' &%' !"#' 4*A$/$9'/!' !"#' Q&4D/,&' T&,.#$-/!&$9' 0"#,' "#'

5)A4*."#1'"*.'A&&R'&,'?!"*&5*/,'@).*2'/,1'@).*2*/,.7'U#' "/1' 5$#-*&).49'A##,' /'2#44*.!'0*!"'/'

.*+,*%*2/,!'2/$##$'/.'/'!&)$*,+'@).*2*/,7'U#'4/!#$'!)$,#1'!&'@).*2&4&+9 >' .!)1 9*,+' /,1'0&$R *,+'

*,' E).!$*/' /,1' S#$@/,9>' 0"#$#' "#' /2()*$#1' 5$ &%*2*#,!' 0$*!*,+' .R*44.' *,' S#$@/,7' G"*.' 0/.'

2#$!/*,49'&,#'&%'!"#'$#/.&,.'0"9'"#' 0/.'/A4#'!&' .#2)$#'/'5&.*!*&,'*,'Q&4D/,&7'G"#' !&0,' /!'!"#'

A&$1#$'0*!"'S#$@/,V.5#/R*,+'2&),!$*#.'$#5$#.#,!#1'/'.!$/!#+*2'/$#/'%&$'8)..&4*,*7'U*.'5$&6#2!'

&%'@/R*,+'B&)!"'G9$&4'/,'3!/4*/,'5$&-*,2#'0/.'A/.#1'&,'!"#' ,##1' !&'/%%*$@'/,'3!/4*/,'*1#,!*!9'*,'

!"#'$#+*&,'LW#$$/,1*'MN:X>' <MP7'S)+4*#4@&'Q/$A4/,H.'5$#.#,2#'*,'B&)!"'G9$&4>'!"#$#%&$#>'0/.'

1##@#1' 2$)2*/4'!&' 8)..&4*,* H.' 5$&6#2!7' E.' /' @).*2' 2$*!*2>' "#' 0$&!#' #J!#,.*-#49' *,' 4&2/4'

,#0.5/5#$.'/,1'2&,!$*A)!#1'!&'!"#'&$+/,*D/!*&,'&%'2&,2#$!.'/,1' %#.!*-/4. 'LG&,*,*'MNM:P7'K/!#$>'

"# '0/.'&,#'&%'!"#'%&),1#$.'&%'!"#'5$#.!*+*&).'T&,2&$.&'Q)4D&,*>' /,'*,!#$,/!*&,/4'2&@5#!*!*&,'

%&$'5*/,*.!.'!"/!'*.' "#41'!&'!"*.'1/9 7'G"#'()#.!*&,'!"/!'.!*44'+&#.'),/,.0#$#1'*.'0"9'S)+4*#4@&'

Q/$A4/,'0$&!#'.)2"'/'A&&R'/.' !"#$%&'(' ) "#$%$#*$'+(,,-./0$%&'1 0$(2*&,('3*&,$&2&7'U#'1*1',&!'."&0'

/,9'*,!#$#.!'*,'?!"*&5*/,'@).*2'A#%&$#'&$'/%!#$'!"#'5)A4*2/!*&,'&%'!"#'-&4)@#7'3,1##1>'/5/$!'%$&@'

!"#'5) A4*2/!*&,'&%'!"#'A&&R>'"#'1*1' ,&!' ."&0'*,!#$#.!'*,' /,9'@).*2'&!"#$'!"/,' !"#' ?)$&5#/,'

24/..*2/4'$#5#$!&*$#7'I,2#'!"#'A&&R'0/.'2&@54#!#1'/,1'!"#'0/$'0/.'&-#$>'"#'5)$.)#1'/' $/!"#$'

!$/1*!*&,/4'2/$##$'%&$'/'24/..*2/4'@).*2&4&+*.!7'



FROM THE EUROPEAN SOUTH 11 (2022) 48–63 

53      Chiriac˜  !

!"#$%&#'(()*#%&#+,)&- #"(#+&"$.("#(/# &0&1#%,0."2#'&&" #$(#3,-$&1"#4/1.5,6#7&#-$,$&- #$%,$#

%&#8.-$&"&9#$(#$%&#+:-.5#;&1/(1+&9#'<#+:-.5.,"-#,$#$%&#=(-$1,#9>?8$1&+,1&#,"9#$%,")-#$(#$%&#

1&5(19-#$%,$#$%&#/,+(:-#3$%.(;.,#&@;&1$#A,18(#A("$.#B(--.".#%,9#+,9&#,0,.8,'8&#$(#%.+6#C.$%."#

$%.-#/1,+&D(1)*#.$#,;;&,1-#;8,:-.'8&# $%,$#E,1'8,"#D,-#5%(-&"#,-#$%&#.9&,8#-5%(8,1#$(#D1.$&#,#

'(()#$%,$#D,-#5("-.9&1&9#/:"9,+&"$,8# $(#;1&-&"$#$%&#+:-.5#(/#$%&#5(8(".&-#$(#,"#!$,8.,"#;:'8.5*#

,-#;,1$#(/#$%&#'1(,9&1#;1(F&5$#$(#'1."2#$%&#,1$.-$.5#&@;1&--.("-#(/#$%&#5(8(".&-#58(-&1#$(#!$,8.,"#

,:9.&"5&- 6#E:$#D%<#%.+G#H%&1&#D&1&#/,1#'&$$&1#5%(.5&-*#-5%(8,1-#,81&,9<#D&88#&9:5,$&9#."#$%&#

9.-5.;8."&#(/#5(+;,1,$.0&#+:-.5(8(2<#,"9#$%&#-$:9<#(/#$1,9.$.(",8#+:-.5*#-:5%#,-#$%&#+:-.5#

&$%"(8(2.-$# I.:8.(# J,1,*# D%(# %,9# ,55&--# $(#$%&#3$%.(;.,"# ."-$1:+&"$-# 5(88&5$&9# ,$# $%&#

5("-&10,$(1<#(/#K&-,1(*#(1#I,0."(#I,'1.&8* #$%&#+:-.5(8(2.-$ #,"9 #5(88&5$(1#(/#$1,9.$.(",8#+:-.5#

,-#D&88#,-# ,#;:'8.5# ."$&88&5$:,8#D%(#%,9# '&&"# ."#4-+,1,# -."5&#LMNO#P4''(".Q.(#RSLT *#UNV6#

I,'1.&8*#."#;,1$.5:8,1*#+.2%$#%,0&#'&&"#+:5%#'&$$&1#;(-.$.("&9#$%,"#,#58,--.5,8#+:-.5(8(2.-$#

',-&9#."#,# " (1$%&1"#5.$<#("# $%&#4:-$1.,"# '(19&16#

E,1'8,"#9.&9#."#LMUW6#7.-#D./&#X#,#;.,".-$#/1(+#$%&#;1(0."5&#(/#H1&"$(*#=,15&88,#A%&-.*#

D%(+#%&#;1(','8<#+&$#("#%.-#,11.0,8#."#E(8Q,"(#PH(".".#RSRLV#X#9(",$&9#%.-#;&1-(",8#8.'1,1<#

,"9# +,"<# (/# %.-# ;&1-(",8# "($&-# $(# $%&# 455,9&+.,# 9&28.# 42.,$.# ."# B(0&1&$(6# 48$%(:2%# $%&#

9(",$.("# 5("-.-$&9#(/#+(1&#$%,"#("&#$%(:-,"9#0(8:+&-*#$%&1&#,1&#"(#'(()-#1&8,$&9#$(#$%&#$(;.5#

(1#$%&#-<-$&+,$.5#-$:9<#(/#"(" Y3:1(;&, "#+:-.5,8#5:8$:1&-6#H1,5&-#(/#%.-#."$&1&-$#."#3$%.(;.,"#

+:-.5#1&+,."#5("/."&9#$(#$%&#;:'8.5,$.("#(/#$%,$#'(()*#,"9#$%&1&#.-#"(#+&+(1<#(/#$%&#;1.+,1<#

-(:15&-#%&#:-&9#/(1#%.-#D(1)6#Z&0&1$%&8&--*#E,1'8,"#8.-$&9#$%,$#;:'8.5,$.("#("#%.-#1[-:+[#,$#

8&,-$#:"$.8#$%&#LMOS-*#D%&"#%&#D,-#,81&,9<#."#=.8,"*#-&10."2#,-#9.1&5$(1#(/#$%&#5("-&10,$(1<#

8.'1,1<#,"9#,#1&-;&5$&9#+&+'&1#(/#$%&#!$,8.,"#\(5.&$<#(/#=:-.5(8(2<66#

7.-#;&1-(",8#5(;<#(/#$%&#'(()#("#3$%.(;.,"#+:-.5#D,-#,8-(#;,1$#(/#$%&#9(",$.(" 6#!"#$%&#

."$1(9:5$.("*#E,1'8,"#%,9#2("&#$(#5&1$,."#8&"2$%-#$(#51(--#(:$#$%&#8,-$#;,1,21,;%*#."#D%.5%#%&#

&@;1&--&9#$%&#%(;&#,"9#-."5&1&#/,.$%#$%,$#=:--(8.".#D(:89#8&,9#!$,8<#$(#.$-#/.",8#0.5$(1<#."#$%&#

D,16#],$&1#."#%.-#5,1&&1*#%&#+:-$#%,0&#1&,8.Q&9#$%,$#%.-#&@;1&--.("#(/#%(;&#,'(:$ #$%&#Z,Q.Y

J,-5.-$#,221&--.("-#D,-#.",;;1(;1.,$&*#,"9#%&#9.9#"($#D,"$#%.-#5(;<#(/#$%&#'(()#$(#)&&;#$1,5)#

(/#D%,$#%.-#/&&8."2-#D&1&#,$#$%&#$.+&6#

J1(+# $%&#0&1<#8,-$# ;,1,21,;%-# (/# $%&# $D(# ;,2&-# ."# $%&# .+,2&-# '&8(D*#D&# 8&,1"# $%,$#

E,1'8,"# ;1&-&"$&9# %.+-&8/# ,-# '&."2#D%(8&Y%&,1$&98<#-:;;(1$.0&# (/# $%&# 1&2.+&# ,"9# .$-#

;,1$.5.;,$.("# ."# $%&# D,1*# ,8$%(:2%# %&# 8,$&1# ,'F:1&9# $%&- &#;(8.$.5,8# .9&,-6# 7.-# 58(-&"&--# $(#

/,-5.-+*#,-#."#+,"<#($%&1#5,-&-*#9.9#"($#;1&0&"$#%.+#/1(+#%,0."2#,#-:55&--/:8#,"9#."/8:&"$.,8#

5,1&&1#,-#,#-5%(8,1*#9.1&5$(1#(/#5("-&10,$(1<#8.'1,1.&-#,"9#;1(/&--(16#48$%(:2%#%.-#58(-&"&--#$(#

$%&#1&2.+&#-:22&-$-#$%,$#%&#D,-#;1(','8<#5%(-&"#$(#D1.$&#$%.-#'(()#1,$%&1#$%,"#9&5.9."2#$(#

&+',1)#("#$%.-#)."9#(/#1&-&,15%#%.+-&8/*#$%&#+($.0,$.("#$%,$#8&9#%.+#$(#'&#5%(-&"#.-#-$.88#$(#'&#

:"1,0&8&96#



FROM THE EUROPEAN SOUTH 11 (2022) 48–63 

Chiriacò       54!

!
!"#$%&%'%($%)*%+,'%-'.+/%+,'%"*+01234+"1*%1.%5607-6*89%711:$%)*%+,'%0"#,+/%+,'%96;'%<6#'%"*%+,'%<'091*6-%
41<=%1.%>3#-"'-;1%5607-6*$%

The interest in musical representations of Ethiopia  

"#!$%&!'()$*$+),!*$!$%&!-&.+,,+,.!)/!$%+#!0),$1+-($+), !#+.,*2#3!$%&!4(#+0*2!+,$&1&#$!+,!$%&!0)2),+*2!

&56&1+&,0&3!&#6&0+*227!+,!8$%+)6+*3!#$*1$&9!*!/&:!7&*1#!&*12+&1!$%*,!$%&!1&2&*#&!)/!2)0*2!4(#+0!

-7!;$*2+*,!2*-&2#3!*2-&+$!+,!*! $)$*227!9+//&1&,$!/*#%+),<!=%&!7&*1#!2&*9+,.!(6!$)! $%&!+,>*#+),!)/!

8$%+)6+*!0)+,0+9&! :+$%!*,!&5$1&4&!+,01&*#&!+,!$%&!#61&*9!)/!4(#+0!4&9+*!+,! ;$*2+*,!#)0+&$73!

$%*,?#!$)!$%&!+,01&4&,$!)/! 1*9+)!-1)*90*#$+,.!@A),$&2&),&!BCDE3!BBBF3!*,9!$%&!6(-2+0*$+),!)/!

*! >*#$!*11*7!)/!DG!164!9+#0#3!*2$%)(.%!$%&#&!:&1&!#$+22!0)#$27!/)1!$%&!.&,&1*2!6(-2+0!@=)4*$+#!

HIBG3!JKF<!;$!$%&1&/)1&!*66&*1&9!2).+0*2!$%*$!$%&!0(2$(1*2!61)9(0$+),!)/!4(#+0!:)(29!-&!0)(62&9!

:+$%!*! #$1),.!+,$&1&#$!+,!$%&!0)2),+*2!61)L&0$<!A(#+0!61)9(0&9!$)!61)4)$&!$%&!0)2),+*2!61)L&0$3!

*#!:&22!*#!$)!61&#&,$!*,9!9&#01+-&!2*,9#!*,9!6&)62&#!*#!)-L&0$#!)/!0)2),+*2!+,$&1&#$3!:)(29!

$1*>&2!>+*!1*9+)! *,9! 1&0)19#3! -($! +$! :*#! *2#)! -&+,.! #(,.! +,! $%&*$1+0*2! *,9! 4(#+0*2! #%):#<!

M(1$%&14)1&3! #),.#! $%&4*$+N+,. ! 8$%+)6+*! #61&*9!$%1)(.%)($! $%&! 0)(,$173! :+$%!0%)1*2!

&5&0($+),#!*,9! $%&!)1*2!9+//(#+),!)/!#+462&!4)$+/#!$%*$!0)(29!-&!%(44&9!*,9!2&*1,&9<!O(0%!

#61&*9+,. !)/!#),.#! 2&9!$)!$%&!/*0$!$%*$!4(#+03!L(#$!2+?&!6%)$).1*6%#3! !9+9!,)$!L(#$!1&61&#&,$!$%&!

;$*2+*,!0)2),+*2!&56&1+&,0&!+,!8$%+)6+*!-($! *2#)!%&26&9!$)!61)9(0&!+$<!=%&!4(#+0*2!61)9(0$+),!)/!

$%+#!&56&1+&,0&!-&.*,!7&*1#!-&/)1&!$%&!+,>*#+),!*,9! &,9&9!*1)(,9!$%&!$(1,!)/!BCJD<!=%&!$+$2&#!

)/! $%&! 6)6(2*1! #),.#! $%*$! :&1&! 1&0)19&9! +,!+461&##+>&!,(4-&1#! /)1! #(0%! *!7)(,.! 0(2$(1*2!

+,9(#$17!@P(##)$$+!HIBK3!EGQ!R%+1+*0S!HIHBF!6)+,$!*$!$%&!1)2&!62*7&9!-7!4(#+0!+,!$%&!#%*6+,.!)/!



FROM THE EUROPEAN SOUTH 11 (2022) 48–63 

55      Chiriac˜  !

an image of Ethiopia among those who were supposed to join a faraway war either as soldiers 

or volunteers. 

Music was paramount in supporting the call to arms, in motivating the young men turned 

soldiers, in chronicling the military campaign and, most significantly, in depicting the places 

and peoples that, in Mussolini’s mind, would be part of the Italian empire. As exemplified by 

this Ethiopian repertoire of popular music, the emotional involvement that the Ethiopian war 

was able to arouse in the Italian people passed through sonic communication (Labanca 2015, 

58), specifically one that could be enjoyed, understood and shared by many listeners. 

“Between the tenth anniversary of the fascist revolution and the Spanish Civil War [...], the 

spontaneous participation in popular music was incredibly broad” (Mastrangelo 2006, 113).8 

The over one hundred songs of the “Ethiopian repertoire”9 did not only describe the 

Ethiopia that soldiers and reporters were supposedly going to experience. They also described 

what Ethiopia was supposedly going to look like once it had become a colony, as well as the 

living conditions for Ethiopians once Italy had succeeded in its plan. In the song titled “La 

leggenda del Negus” (also known as “Din Don Della”), the lyrics suggest there would be an 

Ethiopian section of the “Voce del Padrone” record label in Addis Ababa. In their mocking style, 

the words of the song anticipate what would happen: the emergence of a commercial interest 

in Ethiopian music. 

The case of this song is interesting insofar as it signals an interest in local music, one 

that would go on to fuel the production of records of Ethiopian music. The song “La leggenda 

del Negus” also suggests that the ‘Ethiopian’ repertoire produced in Italy and the ethnographic 

records collected by Italians in Ethiopia should be considered as parts of the same whole. 

Historian Gianmarco Mancosu, while analyzing the audiovisual production controlled by 

the regime and relating to its colonial discourse, with a specific focus on the production of the 

Istituto Luce, proposed the formula of an “uncoordinated audiovisual image” (2021, 159), 

therefore complicating the successful formula of a famous book titled !""#$%&'()**+,%&#-#(.'+(

/&( %".'+*0( 1-%*.%#2( 3456758 (Mignemi 1984). When analyzed from the point of view of 

discography, there is a sudden shift from a wide range of songs that disdained the Ethiopians 

– from the leaders of the country to the simple soldier – to songs that present what may 

arguably be defined as the traditional music of the country. The change began in 1937 and 

continued until the end of the Italian military presence in Ethiopia, in 1941. How can this switch 

be explained when the two approaches seem quite contradictory? Is it possible to think about 

an uncoordinated musical image of the colonial empire? 

Although it is impossible to depict the production system of popular songs that 

thematized Ethiopia as a monolith, as there were many different personalities and agendas 

involved, the change of interest regarding Ethiopia and its musical representation is the marker 

of a change in the way the colonial exotic was represented through sound. Previously, music 
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Once Abdi realizes that I am looking for what he defines as ‘Italian records’, he takes me to his 

apartment, just five minutes from his shop, to show me the most precious part of his collection. 

Once there, Abdi takes some small, elegant antique cases and starts to show me exactly what 

I am looking for: the records that Italians released in the 1930s and that presented Ethiopian 

music to a general public, both in Italy and in so-called Eastern Africa. Abdi owns several 

dozens of them and is willing to sell them for a fair price. 

The collection that Abdi showed me in his shop and his apartment was probably the 

largest and most complete collection of records of Ethiopian music made by Italians in the 

1930s. It is most definitely richer than any collection of these records based in Italy. I will 

discuss later the meaning of the absence of such collections in Italian archives. Before that, I 

shall provide another account related to the possibility of hunting down such records in 

Ethiopia. 

There are many musicians in Addis Ababa who play the traditional music of the Amhara 

region, which is often presented as traditional Ethiopian music. They are usually called azmari 

(plural: azmariwoch) and, apart from specific events such as weddings, their music is mainly 

played in the so-called azmari houses (Betreyohannes 2018, 50; Kawase 2014, 186). These 

are clubs, sometimes no more than small rooms, where music and dance are performed almost 

continuously until early in the morning. Some of the musicians are hired by the house, while 

others might just be visitors. Drinks are usually sold there, however the main revenue for 

musicians and dancers are tips from the visitors (Mulu 2015, ii). 

Solomon Ayanaw is the resident performer in a small azmari house called Duka in the 

Haya Ulet district. Solomon is a talented masenqo musician and a wonderful singer. I was 

directed to him as he comes from Bourboks, a village in the Gondar region that is well known 

as the hometown of major azmariwoch families. Solomon comes from one of them. He moved 

to Addis to work as a musician, but he maintained strong relationships with his home village. 

At the time we met, he could not go to visit his family as the war in the northern region of Tigray 

also involved the area of Gondar. 

After visiting the Duka Azmari House where Solomon performs, I meet him in a 

restaurant a couple of days later. Solomon speaks quietly but with enthusiasm about music 

and about his family. We listen together to one of the songs recorded in the 1930s by Italians, 

which was recorded under the name “Zelesignia” without any additional information on who 

played or where it was recorded. As he listens to the record, in the form of an mp3, his face 

lights up as – he would explain later – the song evokes a sense of the music that surrounded 

him as he was growing up. “Zelesignia” presents a celebration of the empress Zewditu. The 
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timbre of the masenqo restituted by the restored mp3 is clear so that one can appreciate the 

ability of the musician. The high-pitched voice of the singer stretches the words with rich 

melismas. Once Solomon has finished listening, he looks at me and says: “It could have been 

the voice of my grandpa. That’s how I remember it.”12 Solomon’s response is obviously not 

indicative of the response of all the azmariwoch who are active in Ethiopia, if they were given 

the opportunity to listen to the records. Indeed, neither is it indicative of the entirety of the 

azmariwoch active in Burbouks. The anecdote of his response is however indicative of a 

different, and yet important element. It shows that the existence of these records is well known 

among those who can assess their economic values as commodified objects, like Abdi 

Negash, but awareness of them is not as widespread as it might be among those who can 

assess, and potentially protect and share, their values as cultural heritage. 

Obviously, we should also remember that the records constitute a heritage that may be 

at least problematic for Ethiopian musicians. They might be deemed as representative of a 

memory of their forefathers’ suffering and subjugation. This might also be the reason why 

memories of those recording sessions have been lost among musicians in Ethiopia. In other 

words, we need to consider the hypothesis that the azmari community has intentionally 

forgotten about those records. One hint in this direction is the fact that the records may be 

considered the cultural production of collaborationists, of those who chose to work with the 

Italian institutions during the occupation: a label that carries a heavy sense of stigma with it to 

this day.13 

Some of the scarce information that we have regarding the records comes from 

interviews with musicians who participated in Checchia’s recording sessions. Negatwa Kelkay, 

a celebrated singer in Addis Ababa, mentioned that at the time of the recording session she 

was imprisoned, as were other musicians included in the collection (Falceto and Weisser 2013, 

308). In another interview, she remembers that she was approached by Checchia, who asked 

her to participate in the recording sessions. She then decided to join them, although she was 

no longer an active singer at that time. She decided to participate anyway, because as she 

explains in the interview, her singing could help Addis Ababa sustain the many wounds of the 

occupation.14 

Despite the contradictions between the different sources, the stories told by Negatwa 

Kelkay also signal the need to consider the records not as the product of rural musicians but, 

among other things, as a representation of cultural activities in the Ethiopian capital before the 

Italian occupation. Against the background of the broader discussion on how to decolonize 

musicology and ethnomusicology, a deeper and broader understanding of the history of 

musical activities and practices in Addis Ababa and in Ethiopia at the time of the Italian 

occupation should be a fundamental goal of Italian music studies. 
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The records in Italian music studies 

This last observation raises another fundamental question related to the fields of study that 

deal with music and sound in the Italian context, such as ethnomusicology, sound studies, or 

the anthropology of music: what kind of attention did these records and their legacy receive by 

researchers and among scholarly literature? 

Some of the 78 rpm records, partly Phonograph discs and partly Odeon discs, are 

collected at the Istituto Centrale per i Beni Sonori e Audiovisivi in Rome – i.e., the national 

sound archive that used to be called Discoteca di Stato, which was the name it received at its 

foundation under the fascist regime (Cavallari and Fischetti 2014, 114). “Zelesigna,” the record 

I played for Solomon Ayanaw, comes from the collection at the ICBSA. 

The book authored by Guglielmo Barblan has long been the main source of information 

for scholars and collectors of the Italian records of Ethiopian music. As previously noted, the 

records collected by Italians during the occupation were Barblan’s primary source for the 

knowledge and understanding of Ethiopian music. However, even though a quite widespread 

knowledge of Barblan’s work emerges from Italian scholarly literature (Carpitella 1986, 9; 

Giannattasio 2002, 391), little or no references regarding the records are to be found in the 

same works. 

Ethnomusicologist Francesco Giannattasio, commenting on the absence of serious 

ethnographic works on music carried out by Italian researchers before the 1940s, recounts 

that “there is a story, almost a legend, about wax cylinders recorded in Italian Eastern Africa 

and that, as they were loaded onto the ship, they melted down on their way to Italy”15 

(Giannattasio 2002, 390). Recently, more in-depth research re-evaluated the nature of the 

pioneering work carried out in Uganda by Renato Boccassino, who recorded wax cylinders 

which melted down almost in their entirety (Ricci 2015, 231). Thus, Giannattasio was probably 

referring to Boccassino’s work. The recordings of Ethiopian music have instead remained 

absent from academic discussions in Italy. 

One of the reasons for this absence lies in the fact that, as ethnomusicologist Giovanni 

Giuriati puts it, there is a widespread notion of Italian colonialism as a “short-lived” one. 

Discussing the birth of ethnomusicology in Italy, he states: “due to the limited and short-lived 

colonial power of the country and the cultural isolation of the fascist regime, there was little 

interest for non-European musics in Italy” (Giuriati 1995, 106). While this is certainly a valid 

consideration from a comparative perspective with ethnomusicology in France or the United 

Kingdom, which arguably have had a much longer colonial history, it is also an underestimation 

of how the recordings of Ethiopian music were produced and sold to provide a sonic image of 

the Africa Orientale Italiana to a wide public. 

These records, just like the collection of Ethiopian instruments preserved at the 

conservatory in Pesaro are, among other things, the legacy of an interest in traditional music 
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within a colonial project (Salvarani 2016, 36). The fact that the records were intended for 

commercial use does not affect the potential importance of the collection as a whole for 

research in the fields of music and sound studies. In the wake of the broad discussion on 

decolonization and repatriation that is going on within the field of music studies, it is essential 

to consider these records as an object of analysis, one that must be participatory and take the 

many Ethiopian perspectives into consideration. 

 

 
Notes 
1 Research funds for the work presented in this article have been provided by the Austrian Science Fund 
(FWF) through a Lise-Meitner Post-Doc Fellowship and by the Italien-Zentrum at the University of 
Innsbruck. 
2 Odeon recorded 35 songs, some of them housed at the Istituto Centrale per i Beni Sonori e Audiovisivi. 
Guglielmo Barblan (1941) provides a list in which there is one official record published by Fonotecnica, 
the song “Medina,” which is divided into several sides of 78 rpm discs. There are also three Columbia 
discs and one issued by Cetra. Guglielmo Barblan informs us of the number of discs issued by La Voce 
del Padrone. He states that 248 songs were recorded. Barblan also states that only two of them were 
published at the time of writing. The musicologists Francis Falceto and Stéphanie Weisser state that 
they traced 188 of these songs (Falceto and Weisser 2013, 308). In her study of the relationships 
between music and Italian colonialism, Abbonizio mentions six discs included in a private collection that 
she had analyzed (2009, 325). There is no official confirmation that La Voce del Padrone published 248 
songs, but we know that several dozens of these songs were published and are available to today’s 
listeners in various forms. 
3 Parlophon is the name of the Italian section of the German Parlophone. However, the cover titles are 
in French. On the shellac disc, there is also a mark that says, “made in Germany”. 
4 From flyers published by the Edizioni della Mostra d’Oltremare, we learn that Barblan’s text was the 
publisher’s first publication. This is alone an indication of the role that music played within a cultural 
project such as that of Edizioni della Mostra d’Oltremare. 
5 “È questa la più avveduta, fedele e organica raccolta, indispensabile per chi voglia farsi, a distanza, 
un concetto della lirica popolare etiopica” (personal translation). 
6 The résumé as well as various documents regarding Guglielmo Barblan’s life and work are collected 
at the Accademia degli Agiati in Rovereto, Barblan’s Fond. 
7 Silvana Palma states that the photograph was "one of the most useful instruments” as it “not only 
!"#!$%&'"% but produced(the colonial reality” (1999, 16; emphasis in the original). Her original words 
are: “la fotografia si configura come uno degli strumenti più utili non solo a !)#!$%&!!" quanto a produrre 
la realtà coloniale” (1999, 16; emphasis in the original). 
8 “A cavallo tra il decennale della Rivoluzione e la guerra di Spagna [...] la partecipazione musicale 
popolare spontanea fu incredibilmente vasta” (personal translation). 
9 The entirety of these songs has been presented as “Ethiopian Repertoire” in order to emphasize the 
common theme and the involvement of a number of actors such as musicians, composers, and 
conductors in their production. 
10 Adriana Sacconi – who later adopted her husband’s surname, Molinari – was the owner and the 
manager of an Italian bookshop in the neighborhood of Piazza, called “La libreria italiana.” The bookshop 
played a significant role for the Italian community in Addis Ababa. 
11 Personal communication, July 31, 2021. 
12 Personal communication, July 18, 2021. 
13 I heard this argument – that the Checchia records are the result of the work of collaborationists – on 
at least one occasion among the participants of a panel featuring musicologists and historians, some of 
them from Ethiopia. 
14 The newspaper with Kelkay’s interview and its translation have been provided to me by Teferi Abuhay. 
15 “Circola una storia, quasi una leggenda, su alcuni cilindri Edison incisi in AOI che, stivati in coperta 
durante il tragitto di ritorno in nave, si sarebbero sciolti come neve al sole” (personal translation). 
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ABSTRACT 

Interviewed as part of the project Listening to Italian Colonialism,!  artists and musicians Zamua and 
Medhin Paolos stated that the 1930s songs of the fascist colonial repertoire reminded them of certain 
propaganda images that were widespread over the same period. Together with Gianpaolo Chiriacò, 
author of the project, the two artists raise questions on how to take the dust off that musical repertoire 
in order to deconstruct collective colonial imagery. Starting from their observations, the first part of this 
contribution deals with the relationships between colonial imagery (mainly illustrations and postcards) 
and music, and aims to identify themes and narrative strategies common to both media, which made 
the manufacturing of a “coordinated image” of the empire (Mignemi 1983) possible. This confrontation 
is essential today in order to identify new questions and new counter-narratives. How can we use the 
colonial heritage to unmake whiteness and the myth of italianità? Is it possible to work on the melodies 
and words of these songs without replicating their violence? What follows in the second part of this 
essay is an attempt to answer these questions, looking at how contemporary art in Italy is dealing with 
the Italian colonial archive. The case studies that will be analyzed challenge both the myth of italianità 
and the stereotypes that still weigh on the people who are considered ‘other’. Within them, sounds and 
images constitute critical tools which take on an evocative purpose, but what they evoke are anti-
nostalgic images that dismantle collective Italian colonial imagery. These are works that provide useful 
methodological directions for those who wish to “work the archive” (Cianelli 2015) of colonial music, the 
political potential of which remains unexplored to this day. 

Keywords 
Coloniality, whiteness, decoloniality, arts-based research, antiracism 
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attraction and repulsion” (Manfren 2019, 188). According to the racial laws, it was necessary 

to transform the “beautiful Abyssinian woman” – heir to the exotic-erotic imaginary of the 

stereotypical black Venus – into a repulsive individual, closer to the stereotypical Hottentot 

Venus of the nineteenth century. The ban on the popular song “Faccetta Nera” was driven by 

a similar purpose: the aim to redefine the collective imagery of the previous century so that the 

interest in the exotic might be replaced by a racial stereotype with extremely negative 

components.12 However, the general support of the new guidelines appeared partial and 

heterogeneous; likewise, the ban on “Faccetta Nera” resulted in failure, as the song was 

already too popular. The new tendency was explicit in newspapers, official discourse, and 

legislation, but it was less evident in the images that appeared in magazines or songs. 

A comparison between songs such as “Sul mercato di Macallè” and some satirical 

illustrations shows the complexity and ambiguity of various attitudes towards that specific area. 

When the song ironically depicts the “major sale” of wares – including women – on the Tigrayan 

market, it is reminiscent of the illustrated postcards authored by Enrico De Seta and produced 

for the use of Italian troops in Eastern Africa. The well-known visual representation depicts a 

group of naked women; from the sign next to them, we learn they are “slave girls on sale.” A 

short text under the image informs us that we are “at the marketplace,” and that two soldiers 

are summing up the offer while saying to each other: “let’s go halves and share them…”13 

Just like many illustrations dedicated to Selassie, images of this kind show the female 

individual as a visual translation of the bantering approach presented in many songs. The 

adoption of the ironic-satirical register both in imagery and song raises interesting questions 

today regarding the effects of the ironic appropriation of racist stereotypes by racialized 

individuals. The case of the rap song “Non pago affitto” by Bello FiGo, criticized by right-wing 

politicians and anti-racist activists alike, shows how the (re)signification of this representational 

strategy can generate multiple conflicts (Scacchi 2018, 54). 

Looking at the present 

The connections previously analyzed confirm what much historical research has underlined: 

that coordination and organization were important factors within fascist propaganda. Its ability 

to persuade Italian population through “coordinated imagery” aimed at the formation of a single 

stance for Italian society (Labanca 2022; Deplano 2015). Once World War II ended, marking 

the end of fascism and the loss of the colonies, the decolonizing process was not led by Italian 

politicians, but rather it was just taken for granted both by the political class and by the general 

public. The colonial experience was removed, generating an institutional “amnesia” (Palma 

and Triulzi 2011; Deplano and Pes 2014) that has proved particularly persistent. In the post-

fascist historical phase, a general taboo placed on racist utterances “made the production and 
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reproduction of power relations that define various degrees of racialized social hierarchies 

culturally invisible” (Giuliani 2015, 167). 

In the specific context of present-day cultural and artistic production, the majority of 

Italian institutions maintain an ambiguous relationship towards a colonial heritage that has 

never really been challenged.14 In the words of the art curator Johanne Affricot, “the political, 

social and cultural agenda in this country is in the hands of an intellectual elite exclusively 

interested in the slogan of the moment, [...] or in media strategies to dominate the market of 

the status quo, the consensus” (2022, n.p.). The artist Alessandra Ferrini specifies that the 

amnesia persists and favors “white solidarity practices decoupled from scrutiny of white 

privilege and accountability” (2020, n.p.). In agreement with both positions, this contribution 

aims to emphasize the importance of analyzing the past in order to provide questions and 

answers regarding its legacy. It is even more indispensable in order to identifying possible 

methodologies for decolonizing whiteness. 

Fundamental practices that move in such a direction started out in recent years and are 

gaining recognition, both inside and outside academia.15 Within contemporary arts, a central 

component of the critical discussion is the idea that the visual sphere is particularly potent. In 

other words, it is acknowledged that “what it is removed from, or solved within, the official 

historiography at the level of verbal communication continues to survive within the images and 

organizes the daily life, in terms of cultural, political and legislative practices of a nation” 

(Scacchi 2018, 49). On the other hand, there is an ongoing discussion around the ways in 

which critical analysis of the neocolonial gaze is expressed while considering that “visuality 

itself constructs race” (Scacchi 2018, 50). 

Like the visual sphere, music and sound maintain enormous political and poetical 

potential, and may therefore be considered not only as the object of analyses but more aptly 

as critical configurations (Chambers 2020). It is therefore interesting to identify the ways music 

and imagery now come to terms with the colonial past, the types of relation they construct 

around the two spheres, the reflections we can extrapolate from these reflections, and how we 

can use these reflections to unmake whiteness and the myth of italianità. 

The unmaking of italianità 

In this section, I will focus on some artistic experiences that have emerged in Italy over recent 

years and that aim to “work the archive” of Italian colonialism through a range of approaches. 

The artistic experiences are “acoustic histories that offer a persistent background ‘noise’ that 

disturbs the institutional silence of the historical archive” (Chambers 2020, 11). They use sound 

as a critical tool to deconstruct the official memory and stimulate new imagery. The function of 

sound is evocative, and what it evokes are images, memories, and stories that dismantle the 

Italian colonial collective imaginary. While presenting the results of these artistic practices, I 
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will elaborate on the following question: is it possible to work on melodies and words of songs 

without replicating their violence? 

The removal of colonialism from collective memory is one of the main themes elaborated 

by artist Alessandra Cianelli over a decade of activity. She has been digging into the Italian 

colonial archive since 2012. Her work gravitates around familiar memories as well as the traces 

that can be found in Naples, her city, in order to build an exploration of “wonder.”16 Her 2017 

work titled Il paese delle terre d’Oltremare (corrispondenze e souvenir archeo-tecnologici e 

radio sonici sulle tracce del nonno scomparso) is a live radio performance. Closely connected 

to the film titled All’aldilàdiqua (2020) – directed with the artist and director Opher Thomson –, 

it is a visionary-sonic essay that started out from an exploration of her family’s photographic 

archive. The artist’s voiceover and the voices of some of her research companions overlap 

with musical pieces from the colonial repertoire and various audio materials in which the 

repertoire resounds even decades after its publication.17 The narrative of Cianelli’s work is 

based on a structure of “words that hide themselves” and “forbidden questions”: Libya, 

Tripolitania, Cyrenaica, Bengasi, “where did Princess Taitù end up?” Those are the words that 

return and run along a hidden course, made up of personal stories that cannot be confessed, 

shared or elaborated (Ferlito 2018). The audio sequence is underpinned by question marks 

related to her family past, one that has been deliberately forgotten, and to the various 

omissions from official history. The artist’s grandfather left Italy for Libya as a soldier in 1940 

and never came back; no relative ever wanted to talk about it. He did not want to participate in 

that war, like many other soldiers, despite what the propaganda stated. The plot of the narrative 

is continuously interrupted and restarted, constructed through overlaps and mixes of different 

materials, including sound, words, phrases, speech, language, and tones. Part of this mix is 

made up of colonial songs, some of which tell of the colonial experience in southern Italy. The 

triumphant tones of these songs and texts create a rift from the artist’s delicate words, her quiet 

voice, measured breath, and the words of other more recent music and speeches that 

represent a ‘voice of resistance’. Here, the sonic element is an instrument of reconciliation with 

(missing) memories and histories, both on a personal and a collective level. But more than 

anything else, it is a way to disrupt any interpretation of official history as a linear and concluded 

tale. 

The 2021 sound installation titled Tra due rive straniere works with similar material, 

although on a different register. It is the work of artist, researcher, and educator Alessandra 

Ferrini, together with the researcher and activist Mackda Ghebremariam Tesfaù and the sound 

producer Marco Stefanelli, created for a collective exhibition at the Valentino Park in Turin.18 

In this work, the sonic element is the vibrational body of a critical recreation of the official 

history. The sonic materials dialogue with the surroundings, question the buried memory, and 

mine its symbolic stability. The park was used in the past as the main building for national and 
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The ongoing cross-border regime crisis in Europe and Latin America has led to the generation of new 
refugee and migrant camps, which this work considers as an important aspect of the European colonial 
legacy and of the postcolonial era. Particularly relevant in this sonic essay is the relation and contrast 
between the Italian migratory history towards South America in the 1950s, especially towards Argentina, 
and the current migration of communities from the African continent towards Italy �± addressing the self-
called settlement Tiburtina, �D�Q�G���G�H�U�R�J�D�W�R�U�L�O�\���Q�D�P�H�G���E�\���W�K�H���S�U�H�V�V���³�+�R�W�H�O���$�I�U�L�F�D�´, as a case study. I am 
interested in contrasting and overlapping past and present stories of migrations framed by racism and 
exclusion, and inclusive past processes of European diasporas in the global south. The sound method 
used in this essay is part of my ongoing reflections on the juxtaposition between artistic practices and 
ethnography. Starting from the different tracks overlapping in this sonic composition, I am interested in 
reflecting on the multiple histories, mixing past and present, languages, rhythms and sonic materialities. 
I opened ground for new interpretations of the state of in-betweenness, waiting and transformative 
process that migrant communities experience when they are navigating through border regimes and 
European colonial legacies.  

R8N5:<H2 %

migration, colonial legacy, postcolonial, ethnography, sound method, artistic practices!
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T�K�H���F�X�U�U�H�Q�W���F�U�L�V�L�V���R�I���(�X�U�R�S�H���D�Q�G���/�D�W�L�Q���$�P�H�U�L�F�D�¶�V���E�R�U�G�H�U��regimes results in the formation of new 

refugee and migrant camps, which this work considers as an important aspect of the European 

colonial legacy and the postcolonial era. Of particular interest in this sonic essay is the relation 

and contrast between the Italian migratory history towards South America in the 1950s, particu-

larly towards Argentina, and the current migration of communities from the African continent 

towards Italy. I am interested in contrasting and overlapping past and present stories of 

migrations framed by racism and exclusion, and inclusive past processes of European 

diasporas in the global south. Sound Map of a Migration Journey was produced in 2018 in the 

context of the art residency The Others at Latitudo and EU Magic Carpets in Rome, Italy. As 

part of this residency, I first developed an archival investigation into accounts of migratory 

stories of Italian communities to Argentina since the 1950s and how the European colonial 

legacy continued to intertwine with South American societies. Secondly, I researched the 

ongoing migration of Eritrean, Sudanese and Ethiopian communities to Rome, focusing on the 
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history of an informal settlement self-called Tiburtina �D�Q�G���G�H�U�R�J�D�W�R�U�L�O�\���Q�D�P�H�G���³�+�R�W�H�O���$�I�U�L�F�D�´��by 

the press. These new informal settlemen�W�V�� �L�Q�� �(�X�U�R�S�H�¶�V�� �V�R-called �µnon-places�¶ have been 

transformed into contexts in which the �µsocial�¶ and the �µplace�¶ are in the making, where it is still 

�S�R�V�V�L�E�O�H���W�R���I�L�Q�G���W�K�H���F�R�O�R�Q�L�D�O���O�H�J�D�F�\���L�Q���W�K�H���L�Q�K�D�E�L�W�D�Q�W�V�¶���R�Z�Q���V�W�R�U�L�H�V���D�Q�G���S�O�D�F�H�V���R�I���R�U�L�J�L�Q�����6�X�F�K���L�V��

the example of Eritrea, which was formally adopted in 1890 with the formation of Italian Eritrea 

�R�U���³�&�R�O�R�Q�L�D���(�U�L�W�U�H�D���´ 

Within the first reflections of my work in art and anthropology and on critical European 

and migration studies, I considered these informal settlements as liminal places due to their 

degree of in-betweenness; past/present, colonial legacy/coloniality, uncertainties and 

stagnation in front of the border regime. Later, my findings tended to criticize the concept of 

liminality for its apolitical degree, abstraction and ambiguity, which can be challenging when 

one is engaging with migratory processes. Currently, I am researching different perspectives 

of the term �µ�Oimbo�¶, which is still related to liminality for having in common the concept of 

threshold, considered the gateway and the beginning of a state of in-betweenness. �µLimbo�¶ 

�Z�D�V���W�K�H���Z�R�U�G���,���K�H�D�U�G���P�R�V�W���I�U�R�P���P�L�J�U�D�Q�W�V�¶���D�Q�G���Y�R�O�X�Q�W�H�H�U�V�¶���Y�R�L�F�H�V���L�Q���W�K�H��Tiburtina camp, as they 

self-described their feeling of living and experiencing a permanent temporality within border 

regimes as a �µpurgatory state�¶.  

Additionally, the sound method used in this essay is part of my ongoing reflections on 

the juxtaposition between artistic practices and ethnography. The data collection and 

production of sound archives, sonorous poems and academic storytelling are other ways of 

producing knowledge within a decolonial framework. Starting from the different tracks 

overlapping in this sonic composition, I am interested in reflecting on the multiple histories, 

mixing past and present, languages, rhythms and sonic materialities. If one looks at the various 

materials from a colonialist approach, it becomes impossible to place them in the same timeline 

or in the same �µtrack�¶. However, inspired by Johannes Ismaiel-�:�H�Q�G�W�¶�V���Z�R�U�N��Tracks Studies, I 

am interested in experimenting �± through the overlapping and looping of these migratory 

histories �± other ways of listening to coloniality from a decolonial standpoint. In Ismaiel-�:�H�Q�G�W�¶�V��

words: �³�7�K�H���W�U�D�F�N���G�R�H�V���Q�R�W���L�P�D�J�L�Q�H���D���I�L�[�H�G���H�Q�W�L�W�\�����L�W���G�R�H�V���Q�R�W���N�Q�R�Z���D���V�L�Q�J�O�H���R�U�G�H�U���R�I���H�Y�H�Q�W�V���± 

and thereby lacks a hierarchy between melody, sound and rhythm �± and it is polymorphous 

�D�Q�G���I�U�H�H���I�U�R�P���W�K�H���V�R�O�H���W�D�V�N���R�I���U�H�S�U�H�V�H�Q�W�D�W�L�R�Q�´ (2013, 98). In this sonic-essay, I opened ground 

for new interpretations of the state of in-betweenness, waiting and transformative process that 

migrant communities experience when they are navigating through border regimes and 

European colonial legacies. Sound Map of a Migration Journey opens the way for reflections 

on how these self-made camps created contexts in which the �µsocial�¶ and the �µplace�¶ are in the 

making. Then, there will be the need to further analyze the possibility to create other forms of 

living outside the colonial matrix. 
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This sonic essay is composed by audio-tracks in Italian, Spanish and English. The first two 

languages come from sound archive recording materials from the Archivio Audiovisivo del 

Movimento Operaio e Democratico (AAMOD) and poetic readings of the writings of Lupo & 

Burtscher, Formazero, Altrospazio. The English language is my voice-over narrating my 

creative thinking on non-places and liminal places. As this is a multiplicity of tracks with 

overlapping of languages and sound materials, it is indispensable to read the translations and 

transcriptions below while listening to the audio work, as the plurality of sensory traces should 

be experienced simultaneously. By deciding to line up the transcriptions in one language, I 

intended to transform it into a kind of poetic narrative that merges with the sound piece.  

*7(+-(%7@-&(, A%-#),B%$+*%#! %+ %$@/"+&@#,%C#)",(D %

!

!

Fig 1. Film Materials �± Archivio Audiovisivo del Movimento Operaio e Democratico, Rome, 
2018 ©Luis do Rosario. 

66A.5%�;%&10>E%.%F#18<8302%0=48?%83%@:02803G%&103920:;4%83:?%(3<289HI.%

This is a short story of a long journey, a journey of 40 days and 8,000 kilometers in Patagonia, 

from San Carlos de Bariloche to Ushuaia, the southernmost city in the world. The images 

shown represent a summary of our story, focused on the pleasure, curiosity and emotions felt 

by people who discover for the first time one of the last sanctuaries of nature. It is a land at the 

end of the world, four times bigger than Italy, with one inhabitant per square kilometer 

(AAMOD). 

https://soundcloud.com/gianpaolo-chiriaco/sound-map-of-a-migration-journey-mgarland-2018
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K>DEBGD%(4F3>=E%@5>D>4FL; %

Liminality. The current migration crisis has developed many refugee and migrant camps in 

Europe and the rest of the world.3 It is probably a consequence of all this legacy of colonialism, 

imperialism and the current neocolonial context. These camps are an important example of 

postcolonial times. 

In this residency in Rome, I am interested in reflecting, from an ethnographic and artistic 

point of view, on two states of migration. The past migration from the Italian community to 

South America in the 50s and the current migration in Italy. Two physical places in a different 

time (and space) (Garland 2018, 2021). 

6.7MN%�;%&219:%.%<+G5>B%B2>F>4133O%>4%DE@%PD13>14%314FG1F@Q%&214=31D@5%>4DB%(4F3>=EL%%

The boat is supposed to keep a distance of at least 300 meters from the front of the glacier, 

because sudden ice-slides can be dangerous. Sometimes they are small blocks, but 

occasionally entire walls of ice fall down rapidly. The change is continuous and uninterrupted, 

the balance is always precarious. The impression that one collects, as absurd as it may seem, 

is to be in front of a living organism that advances and retracts, it dies and is reborn. The 

hushed desire of the observer is that all of this can be preserved, also in the future, from any 

interference of humans (AAMOD). 

6;7;R %�;%&219:%M%<#2>F>413%1G5>B%>4%PD13>14Q%&214=31D@5%>4DB%(4F3>=EL%%

T�K�H���V�T�X�D�U�H���R�I���6�D�Q���&�D�U�O�R�V���G�H���%�D�U�L�O�R�F�K�H�����Z�K�H�U�H���Z�H���P�H�W���W�K�H���µ�W�D�Q�L�¶�����W�K�H���,�W�D�O�L�D�Q���L�P�P�L�J�U�D�Q�W�V�����7�K�H�U�H��

are talks, and stories are told. A warm invitation for one of the regular social dinners comes 

out. They are strictly prohibited to women. Many of them display a manifest satisfaction for the 

stuff they have accumulated with hard work, together with a social respectability that they could 

never �K�D�Y�H���G�U�H�D�P�H�G���D�E�R�X�W�«�����$�$�0�2�'���� 

6;78N %�;%&219:%;%<&214=92>?@5% A2BC%DE@% (4F3>=E% 314FG1F@%H%I>D@213% D214=92>JD>B4%
K>DEBGD%(4F3>=E%@5>D>4FL%

These places, these non-places in Rome and also in South America, these maybe are 

understood as a liminal space and/or in between states, and how these two realities in different 

times are related, opposite and connected, helping to explain the current Italian identity. 

Through all my travels around Europe and Latin America, I have seen and been in different 

camps. I went to refugee camps, migrant camps and transit camps. There was one current 

word used by the outsider, people who are not living in the camp, this white European 

privileged (or not). This current word that has been used is that we are the outsiders (Garland 

2018, 2021). 
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�³�/�D�� �%�R�F�D�´�� �L�V�� �W�K�H�� �U�H�I�X�J�H�� �Z�K�H�U�H�� �W�K�H�� �G�U�H�D�P�� �R�I�� �Seace of many inhabitants of Genoa is 

accomplished. It is here that the tireless work of the immigrant worker has been transformed 

�L�Q�W�R���Z�H�D�O�W�K���Z�L�W�K���W�K�H���S�U�R�W�H�F�W�L�R�Q�V���R�I���R�X�U���³�6�L�J�Q�R�U�D���G�H�O�O�D���*�X�D�U�G�L�D�´�����$�$�0�2�'���� 

7:97. %�;%&10;<%8%=#1>?>302%0@4>A%>3%BC02>03D%&103E20CF4%>3CA%(3?2>EGH%

This immigration is largely but not exclusively bound to navigation and is visible in the city of 

Buenos Aires, in the neigh�E�R�U�K�R�R�G���R�I���³�/�D���%�R�F�D�´�����$�$�0�2�'���� 

7:9.8 %�;%&10;<%8%=#1>?>302%0@4>A%>3%BC02>03D%&103E20CF4%>3CA%(3?2>EGH%

The Argentinian dictatorship begins on a morning in which many asked for nothing better than 

a group of military men to clean the country from corruption and social insecurity. In an almost 

unnoticed fashion, the regime made more than 30.000 people vanish, and at least as many 

were exiled. Finally, many people had to flee into exile, and many searched for the genealogy 

of grandparents and great-grandparents. Surely, these folks did not look for such 

circumstance, but it did happen to them. They ended up doing this kind of choice (looking for 

their genealogy), which would have been unthinkable when they were young and rebellious, 

as they were not interested in family and traditions. And they were even less interested in 

knowing about grandparents and great-grandparents, whom they ignored (AAMOD). 

7I97. %�;%&10;<%8%=#1>?>302%0@4>A%>3%BC02>03D%&103E20CF4%>3CA%(3?2>EGH%

For sure, there is a search for the origins of many Italian descendants. The grandchildren 

wanted to remember what the children wanted to forget. The children wanted to be one 

hundred percent Argentinian. They were a little ashamed of the dialect their parents spoke. 

�%�X�W���W�K�H���J�U�D�Q�G�F�K�L�O�G�U�H�Q���K�D�Y�H���D���P�R�U�H���U�H�O�D�[�H�G���U�H�O�D�W�L�R�Q�V�K�L�S���Z�L�W�K���W�K�H�V�H���R�U�L�J�L�Q�V�«�����$�$�0�2�'���� 

7I987 %

Sound of Water. 

7I9:6 %

Glorious and patriotic songs. 

7I9IJ %�;%&10;<%:%=#1>?>302%0@4>A%>3%-K03>EGD%&103E20CF4%>3CA%(3?2>EGH%

Italy, one of the civilizations of the West, has presented to the Latin world the priceless riches 

of its millenary cultural treasure. Here the spirit of a dominant race emerged, which prevailed 

in Europe and later in America and which greatly influenced the formation of the new race of 
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the new world. From ancient times our land has been linked to the great Italian nation 

(AAMOD). 

7890:%–%&32;<%=%>#3?@?524%2A6?B%?5%-C25?DEF%&325D42GH6%?5GB%(5@4?DEI%

The Italian people were forged in sacrifice. Many were the episodes in their lives that severely 

tested the mettle of their men, the strength of their women. The resilience of the Italian people 

has always been enormous. With the pride of those who feel strong, with the awareness of 

their ca�S�D�F�L�W�\�� �P�D�Q�\�� �W�L�P�H�V�� �G�H�P�R�Q�V�W�U�D�W�H�G���� �Z�L�W�K�� �W�K�H�� �F�R�X�U�D�J�H�� �R�I�� �W�K�R�V�H�� �Z�K�R�� �I�D�F�H�� �X�Q�F�H�U�W�D�L�Q�W�\�« 

(AAMOD). 

789JK%–%&32;<%J%>#3?@?524%2A6?B%?5%LG24?25F%&325D42GH6%?5GB%(5@4?DEI%

The entrance and the exit, tea, coffee, cookies, the door, the kitchen, lunch, the bathroom, the 

clock, the cell phones, the memories, the images, the experiences, the desires, the sorrows 

and the loves, the tracks and the plots, the passages and the escapes, the passeurs, the 

voyages and arrivals, the boat, the jeeps, the desert, the sea, the shipwrecked ones, the fear, 

the prayer, the waves, the gasoline, the captain, the mirages, the jail, the police, the coast 

guard, the helicopter, the camp, the commission, the residence permit, the denial, the 

deportation, the police station, the waiting, the offense, the reception center, the occupied 

house, the controllers on the bus and on the subway, the fines, the employment agencies, the 

turnarounds, Termini, the call center, phone cards, offices, cafeterias, doctors and medicines, 

bodies, scares and surprises, parents and friends, the living and the dead, adventures and 

misadventures, hopes and disappointments, faiths and beliefs... (Lupo & Burtscher, 

Formazero, Altrospazio 2007). 

7/9.7 %–%&32;<%J%>#3?@?524%2A6?B%?5%LG24?25F%&325D42GH6%?5GB%(5@4?DEI%

Hotel Africa-hateful journalistic label that the occupiers have always firmly rejected. It has thus 

become an open laboratory on new and possible forms of welcoming refugees and asylum 

seekers while simultaneously developing a sustainable proposal for the signifying reuse of this 

kind of space. Thus, three restaurants (one Eritrean, one Sudanese and one Ethiopian), two 

bars, a market, a laundry, two mosques, a meeting room and other services �± managed and 

used by the entire community but also open to patrons �± have emerged in the two occupied 

warehouses, renamed Asmara and Khartoum and each one inhabited by circa 580 people 

(Lupo & Burtscher, Formazero, Altrospazio 2007). 
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7589: %�;%&10;<% =! >&103?;1@AB4% C1DE% FGB% (3H2@?G% 203HI0HB%J% K@FB102% F103?;1@LF@D3%
M@FGDIF%(3H2@?G%B4@F@3HN!

Refugee camps, transitory, non-place... to describe these places as non-places in the eyes of 

the outsiders. We, as outsiders, said these places are non-places. But these camps are 

understood and described as transit spaces, places without history or a developed identity, 

where the waiting and lack of possibility for the place-making become definite characteristics. 

The notion of non-places was first explored by Auge (in these non-places). For me, I am more 

reflecting about this non-place as more of a liminal space because they are waiting there, and 

they are making their own home. They normalize this, and they start to say this is their home. 

That is why my thoughts of spaces and limbo were related to the concept of liminality and 

spatial liminality. Not only as a space of rituals, like (Van) Gennep was saying but also with the 

contemporary vision of liminality. These spaces in between (Garland 2018, 2021). 

.78.O%�;%&10;<%=%>#1@H@302%0I4@D%@3%-L03@?GP%&103?20FB4%@3FD%(3H2@?GN%

The others, they 

The others, they 

The others, they 

The others, they 

The others, they 

The others, they 

The others, they  

(Pomelo 2018) 
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Fig. 2. In the context of the art residency Latitudo & EU Magic Carpet, Rome, 2018 ©Luis do Rosario. 

!
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,789: %
1 I selected Track 1 as it represents in a poetic form the exoticism produced by European 
colonies towards natural sites in South America. From the old ship voyages to ‘discover’ the 
new continent all the way to today’s natural extractivism. In the tone, the rhythm and the way 
of narrating in this track, somehow from my South American imagination, I sensed the colonial 
legacy and coloniality. 
2 Track 2 is the literal transcription (without editing) of the audio creating my thoughts when I 
am speaking. In a first instance, I am interested in documenting my process of thinking, 
translating/speaking (from Spanish to English) which sonically could capture the different 
traces of my own migratory process. Somehow, this is embodied in my ‘incorrect English’. A 
second instance, I am interested in stressing what it means to speak ‘incorrect English’ and 
also with an accent and how these different layers could hide elements of colonial heritage. 
3 This sound piece was created in 2018 when my first reflections were about the contemporary 
migration in Europe. Nowadays, it is problematic to use the term ‘migration crisis’ because it is 
understood that migrants are not the primary trigger of the current cross-border challenges. 
For this reason, it is relevant to frame it as the crisis of border regimes, highlighting the colonial 
legacy and coloniality. 
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Notes 
1 The quote comes from the featuring of Jay-Z in the track “Ghost of Soulja Slim” included in Jay 
Electronica’s album A Written Testimony. 
2 Nina Simone made this famous statement in a well-known interview (circa 1968), also included in the 
compilation “Definitive Rarities” (Artwork Media 2009). 
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Ellison, Ralph. 1952. Invisible Man. Cambridge: Random House. 
Fanon, Frantz. 1965. The Wretched of the Earth. London: McGibbon & Kee. 
hooks, bell. 2009. Belonging. London: Routledge. 
Martell, Joanne. 2000. Millie-Christine. Fearfully and Wonderfully Made. Saline, MI: 
McNaughton & Gunn. 

Audiovisual Works 
Boogie Down Productions. 1990. Edutainment. Jive RCA. 
Jay Electronica. 2020. A Written Testimony. Roc Nation. 
Maddox, Napoleon. 2018. Shark Men. Alter K. 
Maddox, Napoleon. 2022. Bones. Sans Sucre.  
Satterfield, Stephen. 2021. High on the Hog. Netflix. 
Simone, Nina. 2009. Definitive Rarities. Artwork Media.!

Soundcloud links (permanent playlist available on Friday, November 18, 2022): 
https://soundcloud.com/sorgandnapoleonmaddox/bones/s-
BjAcFcUCjpD?si=de4e7fdb4fc94e71a2c07a9328839892&utm_source=clipboard&utm_medi
um=text&utm_campaign=social_sharing. 

https://soundcloud.com/sorgandnapoleonmaddox/sharkmen?si=4f5898517ed54f5cbf0fdc2cb
5ad6ab7&utm_source=clipboard&utm_medium=text&utm_campaign=social_sharing. 

Napoleon Maddox is a writer, musician, and educator. As hip hop and jazz artist, his work 
has been based on historical documentation and social engagement. His first substantial work 
in terms of community involvement focused on the suburban areas of France, where he 
created the musical action “A Riot named Nina,” in which he explores both less-known 
repertoire of Nina Simone and the social conditions of the Parisian banlieues. In 2017 he 
premiered the multimedia production “Twice the First Time.” Through document analysis and 
collections of oral histories, Maddox unfolded the narrative of conjoined artists Millie-Christine 
McCoy, born in slavery in 1851. He used a similar approach in his most recent production, 
“L’Ouverture de Toussaint” (2021), inspired by the life of the leader of the Haitian revolution. 
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Unveiling paths and patterns: a stylistic analysis of Chris 
AbaniÕs Song for Night  
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!"#"$%&'((%)*+,%!"#$"%&'(&)*+,-.-*&/.01,2-.3 4&5*67&81+&'778&*9&9:..799;:<=&>..1,?-8@&+1&

/*9+7(&!"#$A%4&+57&,7*918&<-79&-8&>;,1BC799-2-924&-=7=&*&6-9-18&1;&>;,-.*&*9&*&?1127?&!)*,*6(&

"#$$%& *8?& 51C7<799& .18+-878+& !?7& DE'F,-&*8?& G1:H& "#$$%=&I+&*,-979&;,12& *& C,*.+-.7& 1;&

,7C,7978+*+-18& ,11+7?& -8& .1<18-*<& ?-9.1:,97& *8?& 5*9& C,1?:.7?& J>;,-.*& *9& *& 8*+:,*<-97?&

C799-2-9+-.&1'K7.+&1;&381H<7?@7L&!?7&DE'F,-&*8?&G1:H&"#$$4&MNO%=&/1(8*@5&!"#$$%4&H51&?179&

81+&278+-18&+57&+7,24&*991.-*+79&+5-9&6-9-18&1;&+57&.18+-878+&H-+5&+57&.5-<?&91<?-7,&8*,,*+-67&

+,78?P&>;,-.*&97729&+1&'7&J*&C<*.7&*<,7*?(&C,7C*,7?&-8&+57&Q79+7,8&-2*@-8*+-18&;1,&+57&>;,-.*8&

.5-<?&91<?-7,&*9&*&9:'K7.+&1;&6-1<78.7L&!N$%=&R5-9&-2*@7&1;&>;,-.*&*9&+57&-"'$.%*/%0'$1,"224&957&

.18 .<:?794&,-939&+,-@@7,-8@&*&6-7H&1;&+57&J>;,-.*8&.5-<?&91<?-7,&ST*9U&-8&877?&1;&5:2*8&,-@5+9&

-8+7,678+-18& *8?& ,75*'-<-+*+-18L& +5*+& J+5,7*+789& +1& 2-2-.& .1<18-*<& -8;*8+-<-9-8@& 1;& >;,-.*89& *9&

877?-8@&+57&VC,1+7.+-18E&1;&W:,1C7*8&C1H7,9L&!/1(8*@5&"#$$4&N$%=&X79C18?-8@&+1&+5-9&?*8@7,4&

/1(8*@5&!"#$A%&+*.3<79&+57&JC,1'<72&1;&+57&;1,2L&1;&;-.+-18&*8?&818B;-.+-18&?7*<-8@&H-+5&.5-<?&

91<?-7,9&*8?&5-@5<-@5+9&+57&78+*8@<7278+&1;&<-+7,*,(&H1,39&H-+5&5:2*8-+*,-*8&?-9.1:,97=&Y57&

;:,+57,&C,1'<72*+-979&+57&7Z+789-67&5:2*8-+*,-*8&C,*Z-9&1;&97C*,*+-8@&+57&6-.+-2&1;&6-1<78.74&

H51&877?9&+1&'7&C,1+7.+7?4&;,12&+57&.122-++7,&1;&6-1<78.7&+5*+&+57&;-@:,7&1;&+57&.5-<?&91<?-7,&

72'1?-79 =&YC7.-;-.*<<(4&957&.<*-29&+5*+&+57&6-.+-2BC7,C7+,*+1,&C,1+*@18-9+&1;&3*,4%/*$%!54-.&

C1979&6*&?-,7.+&.5*<<78@7&+1&+57&5:2*8&,-@5+9&?-9.1:,97&1;&+57&-881.78+&6-.+-2L&!/1(8*@5&"#$A4&

O"%=&

[1<<1H-8@&/1(8*@5E9&1'97,6*+-184&+57&.78+,*<&+579-9&1;&+5-9&*,+-.<7&9+*+79&+5*+&05,-9&>'*8-4&

+5,1:@5&+57&,7C,7978+*+-18&1;&3*,4%/*$%!54-.E9&C,1+*@18-9+4&?179&81+&9-2C<(&5-@5<-@5+&+57&*C1,-*&

*+&+57&'*9-9 &1;&5:2*8-+*,-*8&-8+7,678+-184&9:.5 &+5*+&-+&'7.1279 &-2C199-'<7&+1&?-;;7,78+-*+7&+57&

.5-<?&;,12&+57&91<?-7,&*8?&+57&6-.+-2&;,12&+57&C7,C7+,*+1,4&':+&57&@179&*9&;*,&*9&?7.189+,:.+-8@&

+57&67,(&;1:8?*+-189&1;&.<7*,B.:+&'-8*,-929=&\7&?179&91&'(&72C<1(-8@&'-8*,(&1CC19-+-189&] &

6-.+-2& 69=&C7,C7+,*+1,4& C5(9-.*<-+(& 69=&9C-,-+:*<-+(4&*8?& <-;7& 69=&?7*+5&] &+5*+& *,7&7678+:*<<(&

C,1'<72*+-97?& *8?4& -8&9127& .*9794&?-92*8+<7?=& I8& ?1-8@& 914& >'*8-& 72',*.79& I@'1&

7C-9+721<1@(4&H5-.5&,7;:+79&H7<<B?7;-87?&?-9+-8.+-189&!>8(*8H:&$^_N%=&I&H-<<&.18+78?&+5*+&+57&

37(&+1&:8?7,9+*8?-8@&+5-9&27.5*8-92&-9&;1.:9-8@&18&*8&:8?7,9+:?-7?&*9C7.+&1;&+57&8167<<*P&-+9&

<*8@:*@7=&R57,7;1,74&I&H-<<&*,@:7&2(&.*97&+5,1:@5&9+(<-9+-.&*8*<(9-9=&I8?77?4&*<+51:@5&2*8(&

<-+7,*,(&.,-+-.9&5*67&C1-8+7?&1:+&+57&.78+,*<-+(&1;&-+9&<*8@:*@74&C,*-97?&*9&JC17+-.*<L&*8?&J<(,-.*<L&

!>??7-&"#$_4&`:,,*8+&"#$_4&a-122-&"#$N4&a75,2*88&"#$$4&/11,7&*8?&a1<?'7,@&"#$N%4&*C*,+&

;,12&R:8.*E9&*8*<(9-9&!"#$N%&1;&+57&*:+51,E9&:97&1;&-,18(4&<-++<7&5*9&'778&9*-?&*'1:+&-+9&9+(<7=&I8&

+57&;1<<1H-8@&*8*<(9-94&I&H-<<&.18.78+,*+7&18&+57&C,1+*@18-9+E9&-?-12&] &+5*+&-94&5-9&<7Z-.184&9(8+*Z&

*8?&,7@-9+7,&] &+1&5-@5<-@5+&5-9&9:,6-6-8@&5:2*88799 &*8? &C,1'<72*+-97&+57&6-.+-2bC7,C7+,*+1,&

'-8*,( =&I&H-<<4&+5784&+:,8&+1&+57&,7.:,,78+&19.-<<*+-18&'7+H778&+57&C,1+*@18-9+E9&'1?(&*8?&2-8?4&

C5(9-.*<-+(&*8?&9C-,-+:*<-+(&] &*8&19.-<<*+-18&,7C,7978+-8@&'%/5(%$*74"&-8&+57&8167<<*&] &*8?&;-8*<<(4&I&

H-<<&78@*@7&H-+5&+57&7;;7.+&-+&5*9&18&+57&H1,3E9&9+(<7P&+57&.17Z-9+78.7&1;&<-+7,*<&*8?&;-@:,*+-67&

-8+7,C,7+*+-18=&
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ÒI cannot speak something that was never in wordsÓ: the question of  language  
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3*-$'$A'.$#*$',,"0#$+"'#5G$HI@'&%$JKKL' 4$&>0>M>$?5(/4$5%/$C*(-&".$,*(2+$@"$+"")"+ $'$A'.$#*$
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Oscillation from the mind to the body: entrapment between life and deat h 

H"#$!"#$%&'()$%'$!"#$/)&&)!29#$2*$E6$F.,-G*$%*,2(()!2%/$+#!1##/$+%06$)/0$52/0$)/0$+#!1##/$

3"6*2,)(2!6$)/0$*32&2!.)(2!6A$I#$,)//%! $02*3#($*.,"$+2/)&2*54$)/0$2!$,).*#*$"2*$02*%&2#/!)!2%/$

)/0$"2*$2/)+2(2!6$!%$'2/0$!"#$3)!"$!%1)&0*$0#)!"A$C/0##04$!"#$3&%!):%/2*!$2*$*.33%*#0$!%$&#,%/,2(#$

12!"$"2*$*#/*#$%'$:.2(!$+6$&#52/2*,2/:$.3%/$"2*$3)*!A$J#!4$"#$-##3*$3.*"2/:$+),-$#9#&6!"2/:$

!")!$,%.(0$5)-#$"25$&#5#5+#&$2!A$H"#&#'%&#4$1"#/$'),2/:$)/$%+D#,!$!&2::#&2/:$"2*$5#5%&64$"#$

&#3#)!#0(6$')((*$+),-$%/$"2*$#)&!"(6$+%06$)*$)$1)6$!%$:&%./0$"25*#('A$K%&$2/*!)/,#4$!"#$5%5#/!$

1"#/$"#$&#'(#,!*$%/$"2*$*!)!.*$)*$)$,"25)#&)$L$#/!&)33#0$+#!1##/$,"2(0"%%0$)/0$)0.(!"%%0$

)*$1)&$*!%(#$!"#$'%&5#&$'&%5$"25$)/0$0#/2#0$"25$!"#$()!!#&$L$"#$2/!#&&.3!*$"2*$&.52/)!2%/*$+6$

&#!.&/2/:$!%$"2*$*&+ ',$&-)%./+" 7$8C'$2!$"#(34$C$1%.(0$,&64$+.!$!#)&*$)&#$.*#(#**$"#&#A$M/61)64$C$

,)/G!$ )''%&0$ !%$ (%*#$ )/6$ 5%&#$ '(.20*$ ./!2($ C$ '2/0$ ,(#)&$ 0&2/-2/:$ 1)!#&;$ =NN>@A$ H"#$ ')2(.&#$ !%$

&#5#5+#&$!"#$*%/:$"2*$:&)/0')!"#&$!).:"!$"25 $L$)$*%/:$!")!$,%.(0$")9#$+##/$!"#$,%53)* *$!%$

'2/0$"2*$1)6$!%1)&0*$!"#$)'!#&(2'#$L$2*$,")&),!#&2*#0$+6$!"#$*)5#$ #)"0*&0"!$2A#A$!"#$%*,2(()!2%/$

'&%5$"2*$52/0$!%$"2*$+%06A$H"#$&#)(2*)!2%/$2*$2/0##0$3.&*.#0$+6$)$*253(#$1&23$4)##5$=?O@7$I#$

0%#*$/%!$0#*3)2&$)/0$-##3*$#)!2/:4$/%.&2*"2/:$"2*$3"6*2,)($+%06A$H"#$+%06$)(*%$*65+%(2*#*$

3&%!#,!2%/$'&%5$!"#$)!&%,2!6$%'$1)&7$1"#/$"#$*##*$8)$5),)+&#$&#:)!!);$%'$,%&3*#*$'(%)!2/:$2/$!"#$

&29#&4$"#$8(2:"!P*Q$)$,2:)&#!!#$)/0$*,&)!," P#*$"2*Q$+#((6;$=RN@A$H"2*$")+2!$2*$*%$3#&9)*29#$!")!$#9#/$

1"#/$"#$!&2#*$!%$!)-#$*"#(!#&$2/$"2*$52/0$)/0$8P+Q(%,-$%.!$!"#$"%&&%&$)/0$25):2/#$:%%0$!"2/:*4;$

!"#$'%,.*$%/,#$):)2/$ 029#&!*$!%$"2*$+%064$8M(($C$,)/$!"2/-$2*$!")!$2!$1%.(0$+#$/2,#$!%$")9#$)$"%!$

5#)(;$=SS@A$

H"2*$,(2/:2/:$!%$!"#$+%06$,)/$+#$!&),#0 $+),-$!%$)$0##3(6$!&).5)!2,$5%5#/!$%'$"2*$(2'#7$!"#$

5.&0#&$%'$"2*$5%!"#&A$T)&)0%U2,)((64$!"#$#9#/!$2*$02*3()6#0$!"&%.:"$)$'()*"+),-$,%&&#*3%/02/:$

!%$%/#$%'$!"%*#$85#5%&2#*$P!")!$)&#Q$+&%.:"!$2/!%$(2'#$)(5%*!$12!"%.!$P"2*Q$3)&!2,23)!2%/;$=V25%#*$

0)$V2(9)$WXN>4$NN>@4$1"#&#$"2*$52/0$3&#9)2(*$%9#&$"2*$+%06A$C/$!),-(2/:$!"2*$&#5#5+&)/,#4$"2*$

-.%&#)$')2(*7$

!"#$%&'()%*$%+(#,%$'%"*&(%*,%#%-(*.*,/0%*,%$"#$%,#11'2%"'$%-1#2.%)3#-(0%-1'4-"(&%.*5(%#,%#,*+#.%)+(..*,/%
+6%'2,%)-(,$%789%2"*.(%+6%+'$"(1%)$#6)%:(.'2%*,%2"#$%)((+)%.*5(%$"(%:1*/"$()$%)4,.*/"$%#.$"'4/"%*$%*)%
',.6%$"(%.*/"$%';%#%)*<=2#$$%:4.:0%2#*$*,/%$'%&(;.(-$%$"(%#,/(1%';%3('3.(%*,$(,$%',%+41&(10%+6%+41&(10%
2#*$*,/%)'%$"#$%>%+#6%.*?(0%#,&%>%2#$-"%2"#$%"#33(,)%:(.'2%#,&%>%#+%/1#$(;4.%$"#$%>%-#,%)+(..%+6%)+(..0%
) +(..%+6%)+(..%#,&%.*?(%2"*.(%:(.'2%*$%"#33(,)0%*$%"#33(,)%$"#$%,*/"$%:1*/"$%#)%&#60%:4$%>%-#,,'$%,#+(%
*$0%$"')(%$"*,/)%$"#$%"#33(,(&%2"*.(%>%2#$-"(&0%#,&%>%-#,,'$%)3(#5%)'+($"*,/%$"#$%2#)%,(?(1%*,%2'1&)0%
)3(#5%';%$"*,/)%>%-#,,'$%*+#/*,(0%-'4.&%,(?(1%"#?(%)((,%(?(,%#)%>%)#2%*$0%#,&%>%"*&(%#,&%#+%/1#$(;4.%;'1%
+6%)+(..%-1'4-"(&%.*5(%#,%#,*+#.%*,%$"#$%&#15%"'$%)3#-(@%7AB9%



FROM THE EUROPEAN SOUTH 11 (2022) 94Ð108 

Banita      100!

!"#$%&''&(#$)&*$+#$'##*$&'$,"#$&%-,"#-'.'$-/$ 0#1,#2*&3$4#5.&,.-*6!&'$.,$4-#'$*-,$/-33-7$,"#$

)-88-*39$&))#%,#4$3.*(:.',.)$ *-28';$<,$ )-8%2.'#' $&*$#1)##4.*(39$3-*($%#2.-4=$ .*,#2,7.*.*($

':+-24.*&,.-*'$ &*4$ )--24.*&,.-*' =$+-,"$ )-**#),#4$ +9$ )-88&';$ !"#$ '9*,&1$ 2#*4#2'$ ,"#$

)-8%2#"#*'.-*$-/$,"#$'#*,#*)#$4.//.):3,$&*4$ '.8:3,&*#-:'39 $#*(#*4#2'$&$'#*'#$-/$)-*/:'.-*=$

#1&)#2+&,#4$ +9$ ,"#$ *:8#2-:'$ 2#%#,.,.-*'$ -/$ '%#)./.)$ 7-24'$ &*4$ )3&:'#';$ !"#$ ,#)"*.>:#$ -/$

2#?#),.*($0#3#(&*,$5&2.&,.-* 6$,"-2-:("39$ .8.,&,#'$@9$A:)B6'$8#*,&3$)-*/:'.-* =$7".)"$ 4#2.5#' $/2-8$

,"#$ ,2&:8&$ "#$ #1%#2.#*)#4$ /&).*($ ,"#$ 8:24#2$ -/$ ".'$ 8-,"#2;$ <*$ ,".'$ %&''&(#=$ ,"2-:("$ ,"#$

&+:*4&*)#$-/$2#/#2#*)#'$,-$".'$+-49$-4-:2$ C$,"#$3#1#8#$D'8#33E$.'$2#%#&,#4$'.1$,.8#'$:*4#2$

,"#$(:.'#$-/$5#2+'$&*4$*-:*' $&'$7#33$&'$.,'$'9*-*98.)$ D')#*, E$C=$,"#$%2-,&(-*.',$2#&'':2#'$

".8'#3/$,"&,$"#$.'$',.33$&3.5#;$!"#$.*'.',#*)#$-*$,"#$+-49$.'$&))#*,:&,#4$ +9$,"#$)9)3.)&3$8-,.-*$

-/$,"#$'#*,#*)#F$.,'$"#$"%"&'$)-22#'%-*4.*($&38-',$%#2/#),39$,-$.,'$()#*+),)#&'! /-):'#'$-*$@9$

A:)B6'$%-'.,.-*$ 8&.*,&.*#4$.*$,"#$D*&22-7$-*&! )2&73$'%&)#=E$D)2-:)"#4$3.B#$&*$&*.8&3E$GHIJ;$

K:)"$&$/-):'$-*$".'$+-49$8.22-2'$,"#$.8%-''.+.3.,9$-/$&$./$"&!4:#$,- $,2&:8&;$<*4##4=$&'$.*$,"#$

8-',$ )-*5#*,.-*&3$ %'9)"-&*&39,.)$&%%2-&)"#'=$.*)3:4.*( $L2#:46'=$7"#*$3.*(:.',.)$2#'-:2)#'$

)-33&%'#=$,"#$-*39$7&9$,-$)-88:*.)&,#$,2&:8&,.)$#1%#2.#*)#'$.'=$,-(# ,"#2$7.,"$42#&8'=$,"2-:("$

,"#$+-49;$

!"#$ %2-8.*#*)# $-/$,"#$+-49$.'$#1&)#2+&,#4$7.,".*$,"#$7&2$)-*,#1,=$7"#2#$.,'$%2#'#25&,.-*$

.'$8-2#$.8%-2,&*,$,"&*$&*9,".*($#3'#$&'$.,$+#)-8#'$&$,--3$-/$,"#$7&2$8&)".*#;$!"#$2#)#%,&)3#$

-/$ %2-,-)-3'$-/ $':25.5 &3$.'$ &*$ .*5.'.+3#$ 8&*:&3$ ,-$ 7".)"$ @&?-2$ M''.#*$ /2#>:#*,39$ 2#/#2';$ N'$

O:22&*,$GHPQRJ$',&,#'=$:'.*($N(&8+#*.&*$,#28.*-3-(9=$,"#$8&*:&36'$&.8$.'$ ,"#$8#2#$':25.5&3$

-/$0+&2#$3./#6=$,"#$+.-3-(.)&3$/&),$-/$3./#;$S#5#2,"#3#'' =$*-+-49$"&'$'##*$,"#$8&*:&3$&'$.,$.'$-*39$

.*$,"#$)-88&*4#26'$"#&4 ;$<,'$.88&,#2.&3.,9=$"-7#5#2=$4-#'$*-,$%2#5#*,$@9$A:)B$/2-8$/-33-7.*($

.,'$.*',2:),.-*'F $".'$D/.2',$.*',.*),$.'$&37&9'$':25.5&3E$GQTJ;$!"#2#/-2#=$,"#$%2-,&(-*.',6'$8-5#8#*,$

.*$'%&)#$.'$.*/3:#*)#4$+9$,"#$8&*:&3$&,$,"#$+#(.**.*($-/$".'$?-:2*#9$C$D!"#$/.2',$,".*($<$4-$.'$

'#&2)"$/-2$S#+:6'$+-49;$!"&,6'$,"#$7&9$.,$.'$3&.4$-:,$.*$,"#$8&*:&3E$GQHJ$C$+:,$&3'-$,"2-:("-:,$

".'$?-:2*#9$C$D,"#$3-',$8&*:&3$7-:34$)&33$/-2$'"#3,#2=$'-$<$":*,$&)2-''$,"#$".33,-%$:*,.3$<$)-8#$,-$

&$2-)B$/-28&,.-*E$GIRJ;$

@9$A:)B6'$8.3.,&29$.*4-),2.*&,.-*$.'$#%.,-8.'#4$+9$,"#$/&),$,"&,$,"#$3&*(:&(#$-/$,"#$8&*:&3$

%#28#&,#'$".'$-7* $.4.-8;$!"#$#5.4#*)#$ ':%%-2,.*( $,".'$.4#&$.'$/-:*4 $7"#*$"#$) &25#'$&$)2-''$

-*$".'$'B.*$,-$)-88#8-2&,#$".'$4#&4$)-82&4#$&*4$,#33'$,"#$2#&4#2$"-7$"#$&5-.4'$.*/#),.-*'F$

D<!,&B#$-:,$89$%2.)B$&*4$%"00!&33$-5#2$89$&28=$/##3.*($.,$',.*(.*($&*4$)--3.*($&,$,"#$'&8#$,.8#;$

<*$ +&'.)$ /.2',$ &.4$&-)1$,-34$ :'$ ,"&,$-+,2#! +."#) $.'$ ,"#$ +#',$ /.#34$ 4.'.*/#),&*,$ ,"#2#$ .'E$GHU=$

#8%"&'.'$&44#4J;! $!".'$%&''&(#$.'$)"&2&),#2.'#4$+9$)"&*(#'$.*$2#(.',#2=$7".)"$D,#*4$VWX$,-$

.8 %39$,"&,$7#$&2#$3.',#*.*($,-$,".'$-2$,"&,$%#2'-*6'$8&**#2$-/$'%#&B.*(E$GA##)"$&*4$K"-2,$HPPY=$

RYJ;$!"#2#/-2#=$,"#$&:,"-26'$4#).'.-*$,-$#8%3-9$'9*-*98'$':)"$&'$ D%.''E$&*4$D":8&*$:2.*#E$

8&9$2#/3#),$8-2#$,"&*$".'$4#'.2#$,-$&5-.4$3#1.)&3$2#%#,.,.-*;$<*4##4=$./$,"#$)-33->:.&3$7-24$.'$

)"&2&),#2.',.)$ -/$ ,"#$%2-,&(-*.',6'$7&9$-/$ ,&3B.*(=$ ,"#$ /-28&3.,9$-/ $D":8&*$ :2.*#E$%-.*,'$ ,-$&$



FROM THE EUROPEAN SOUTH 11 (2022) 94Ð108 

101      Banita  !

!"#!$%&%$#"'($%)!*+(!,-#!&./&0-12&-'$'& "(3&"(&"'&4,%$&5%,676+/&7&8,%9&:%,4&!"'&1,447;9$%<'&

47;-7+)&=!$&'!":(&6$(8$$;&(!$&:"%'(>5$%',;&5%,;,-;&";&(!$&:"%'(&'$;($;1$&7;9&(!$&(!"%9>5$%',;&

5%,;,-;& ?(!$/@& '-55,%('& (!"'& !/5,(!$'"'3& '!,8";#& (!7(& (!$& '$1,;9& '$;($;1$& "'& 7; &";9"%$1(&

'5$$1!)&A/& !"'&794"''",;3&(!"'& "'& ;,(& (!$&,;+/&("4$&(!$&+7;#-7#$&,:&(!$&"447($%"7+&47;-7+&

'$$5'&";(,&!"'&"9",4B&!$&-'$' &($%4'&'-1!&7'&?5%,'&7;9&1,;'3@&$5"(,4"'";# &?(!$&+7;#-7#$&,:&(!$&

";C"'"6+$& 47;-7+@& DEFG)&H'-7++/3& 8!$;& !$& %$1"($'& (!$& ($71!";#& ,:& (!$& 47;-7+3& (!$& '/;(7I&

767;9,;'&7;/&+/%"1"'43&5%$9"+$1(";#&(!$&'"45+"1"(/&,:&'-6J$1(>C$%6>,6J$1(&57(($%;'3&8!"1!&!7' &7&

'!,( >+"2$&$::$1(B&?*46-'!&"'&'(7;97%9&5%,1$9-%$@&DEEG3&?=!"'&!7'&5%,'&7;9&1,;'@&DEFG3&?=!$&%-+$&

,:&(!-46&"'&(!7( &KL M@&DNOG)&=!-'3&(!$&47;-7+&"'&";9$$9&?9%-44$9@&";(,&./&0-12&DNOG)&

*'&(!$&47;-7+&9"1(7($' &!"'&4,C$4$;('3&./&0-12&"'&+,'( &1,45+$($+/)&=!$&1-+4";7(",;&,:&

!"'&9"',%"$;(7(",;&";&'571$&"'&9"'5+7/$9&";&1!75($%&$"#!($$;(!3&8!,'$&!$79";#&9$5"1('&7;,(!$%&

";($%;7+&9$C"7(",;&7'&"(&9,$'&;,(&";1+-9$&7;&$;(%/&8,%9)&=!$&1!75($%&'!,8'&(!$&76'-%9"(/&,:&

?7%4/&'5$72@&DPNG3&8!,'$&5,";('&,:&%$:$%$;1$&7%$&9-6",-'3&?,;$&4"+$&"'&,;$&1+"12@&DPNG&,:&7&

+"#!($%)&A$'"9$' &(!$&76'-%9"(/&,:&"('&+,#"13&1!"+9&',+9"$%'&9,&;,(&$C$;&5,''$''&7 &+"#!($%Q&(!-'3&

(!$/& !7C$& (,& 4"4"1& (!$& #$'(-%$& ,:& -'";#& ,;$)& *+',3& (!$& $R-"C7+$;1$&5,%(%7/'&(!$& 5,''"6+$&

7+($%7(",;&,:&(!$&47;-7+&"('$+:B&7+(!,-#!& (!$&1,447;9$%&5%"9$'&!"4'$+:&";&(!$&:71(&(!7(&"(&"'&?(!$&

'74$&47;-7+&(!$/&-'$&";&S$'(&T,";(3&(!$&'74$&,;$&(!$/&-'$&";&U7;9!-%'(@&DOVG3&(!$&$R-7(",;&

6$(8$$;&,;$&4"+$&7;9&,;$>1+"12&"'&:+78$9)&H;+"2$&8!7(&!$&7%#-$'3&";&4"+"(7%/&J7%#,;3&,;$&2+"12&

1,%%$'5,;9'&(,&,;$&2"+,4$(%$)&

."4"12";#&(!$&#$'(-%$&,:&+"#!(";#&7;&";C"'"6+$&+"#!($%&"'&;,(!";#&4,%$&(!7;&7&:7%1$3&7;9&

-5,; &:,++,8";#&(!"'&'(%7($#/3&./&0-12&:";9'&!"4'$+:&$;(%755$9&";&(!$&6,8$+'&,:&7&(,8;3&?+,,2";#&

:,%& 7& 87/& ,-(@& DPOG)& =!$%$3& !$& 8"(;$''$'& !"'& :"%'(& -;4"'(7276+/& 57%7;,%47+& $C$;(&W&(!$&

$;1,-;($%&8"(!&(!$&#!,'(&,:&XJ$,473&!"'&9$79&+,C$%3&7;9&!"'&1,447;9$%)&=!$&:,%4$%&%$C$7+'&(,&

(!$&5%,(7#,;"'(&(!7(&(, &%$71!&(!$&7:($%+":$3&!$&!7'&(,&?%$+"C$&7;9&%$+$7'$&!"'&97%2;$''@&DPFG)&

=!$'$&";'(%-1(",;'&'!7%5+/&1,;(%7'(&8"(!&(!,'$&,:&.7J,%&Y''"$;3&8!,&";&(!"'&'$R-$;1$&%$47";'&

'/46,+"17++/&'"+$;()&*557%$;(+/3&";&(!$&%$7+4&6$(8$$;&+":$&7;9&9$7(!3&(!$&1,447;9$%&17;;,(&

7::,%9&7;/& C7+-76+$& ";9"17(",;')& =!$%$:,%$3& 7'& Z-%%7;(& DOVNPG& '(7($'3& ?"(& "'& (!"'& ";($%;7+"[$9&

'-%C"C7+&47;-7+&(!7(&./&0-12&4-'(&9"'%$4$46$%&":&!$&"'&(,&711$5(&!"'&6",+,#"17+&9$7(!&7;9&

6$#";&!"'&+":$&7'&7&'5"%"(@&DN\OGQ&!$&!7'&(,&9"'57%7#$&(!$&]7%($'"7;&+,#"1&5%$C$;(";#&!"4&:%,4&

-;9$%'(7;9";#&!"'&'(7(-'&6$( 8$$;&+":$&7;9&9$7(!)&^$(3&!$&"'&'("++&$;(%755$9&";&5!/'"17+"(/&7;9&

!$&'("++&6$+"$C$'&(!7(&!$&17;;,(&$"(!$%&6$&9$79&,%&7&#!,'(&6$17-'$&8!$;&!$&5";1!$'&!"4'$+:3&?"(&

!-%('@&DPFG)&

./&0-12<'&+,#"1&!7'&7+%$79/&6$$;&5%,6+$47("[$9&9-%";#&!"'&1!"+9!,,9&6/&!"'&#%7;9:7(!$%3&

8!,&%$5%$'$;('&(!$ &%$5,'"(,%/&,:&X#6,&1,'4,+,#/&7;9&2;,8+$9#$3&(,&8!"1!&!$&(%"$9&(,&";"("7($&

!"'&#%7;9',;)&_$79$%'&+$7%;&76,-(&(!$&$5"',9$&";&1!75($%&(8$+C$!"8!"1!&'(7;9'& ,-(&6$17-'$&

"('&!$79";#&(712+$'&(!$&,;+/&1,;1$5(&W&(!$&',-+&W&(!7(&"'&-;(%7;' +7(76+$&";&(!$&1!"+9&',+9"$%<'&'"#;&

+7;#-7#$)&X(&'-##$'('&(!7(&";&(!$&;$1%,5,+"("17+&1,;($I(&,:&(!$&87%3&#,C$%;$9&,;+/&6/&(!$&(8"'($9&



FROM THE EUROPEAN SOUTH 11 (2022) 94Ð108 

Banita      102!

!"#$%&"'&()*(+,$-.*$"- /&01$+$*2.!&(!(,(-*0&.+(&"2*&"'&1!.%(3&$-&*4(&!.-#2.#(&"'&*4(&%4$!5&0"!5$(+/&

6!"#$%&"'()"*$"#+,*-" 789:;&

<4(&"=(+%",$-#&"'&*4(&%.(02+.&>(*?((-&>"5@&.-5&,$-5/&14@0$%.!$*@&.-5&01$+$*2.!$*@&$0&

1+(0(-*(5& >@& .&%+2%$.!&,@*4& .>"2*& .& 0.%+(5& A#>"& !.B(/& 5$0%!"0(5& >@& 4$0& #+.-5'.*4(+;&

C2##(0*$=(!@/&*4(&(1$0"5(&$0&+(,(,>(+(5&-"*?$*40*.-5$-#&D@&E2%BF0&5(0$+(&*"&'"%20&"-&4$0&

>"5@3&4$0& ,(,"+$(0& $-*+25(& "-& *4(& 1+(0(-*;& G4$!(&+".0*$-#&.& '$04/& $*0& 0,(!!& ,.B(0& 4$,&

+(,(,>(+& .& 1+(%$0(& ,",(-* /&?4(-& 4$0& #+.-5'.*4(+& 2-=($!(5& *4(& ()$0*(-%(& "'& .& !.B(/& 6*4(&

+(1"0$*"+@&"'&42,.-&0"2!0H&788:;&C$-%(&D@&E2%BF0&0(-0(0&*+$##(+&*4$0&,(,"+@/&*4$0&./.$+01"

+*2$&$*3(+014".0&I2++.-*&79JKL:&%.!!0&$*/&*.B$-#&$-01$+.*$"-&'+",&*4(&(,>!(,.*$%&.(51&1+*1"51"

60$%)3/&4$#4!$#4*0&*4(&$-*(+5(1(-5(-%(&>(*?((-&>"5@&.-5&,$-5/&?4$%4&*4(&1+"*.#"-$0*&*+$(0&

.5.,.-*!@&*"&.="$5;&C2%4&%.(02+.&$0&+(125$.*(5&>@&A#>"&(1$0*(,"!"#@/&?4$%4&65"(0&-"*&,.B(&

.&%!(.+M%2*&5$0*$-%*$"-&NOP&>(*?((-&>"5@&.-5&01$+$*/&>(*?((-&*4(&=$0$>!(&.-5&$-=$0$>!(&?"+!50&>2*&

+(#.+50&.!!&.0&.&'$(!5&"'&N*4(P&.(0*4(*$%&%"-*$-22,H&7Q-@.-?2&KRLS/&LR:;&A-&#$*,"7$0"8+,'34"*4(&

5(-$.!&"' &0*+$%*& >$-.+@& "11"0$*$"-0& $0&5$0%(+-$>!(&$-& *4(& 5$.!"#2(& >(*?((-& D@& E2%B& .-5& 4$0&

#+.-5'.*4(+3 &

!"#$%$&'(&)&*)+$&',&-#$&.'//*$&01&-#$&20%*/3&&

4%),/1)-#$%&()'/3&&

"#'(&'(&-#$&0*/$(-&-%5-#&01&05%&6$06*$3&"#'(&'(&-#$&0*/$(-&*'$7&89: ;&

<=>&

!?,/&-#'(&*)+$&'(&%$)*@7&<AB&C5D+&)(+(>&

!E$%B37&

!F5-&'-&(05,/(&*'+$&)&-)**&-)*$37&&

!G-&'(37&

!G&/0,H-&5,/$%(-),/37&

!I0J0/B&/0$(3&KL$%BJ0/B&/0$(3&G-&'(&%$)*&J$D)5($&'-&'(&)&-)**&-)*$3&"#'(&*)+$&'(&)-&-#$&#$)%-&01&05%&6$06*$3&
"#'(&*)+$&'(&*0L$3&G1&B05&1',/&'-&),/&1',/&-#$&6'**)%M&B05&D),&D*'.J&'-&',-0&-#$&L$%B&#$)%-&01&40/37&89N;&

<4$0&$-*(+.%*$"-&%"-'20(0&D@&E2%B&>(%.20(&4$0&#+.-5'.*4(+F0&?"+50&.11(.+&,"+(&!$B(&+$55!(0&

*4.-&#+.01.>!(&B-"?!(5#(;&T$0&$-.>$!$*@&*"&%",1+(4(-5&*4(&,(00.#(&"'&*4(0(&%",,2-$%.*$=(&

.%*0/&+(1+(0(-*$-#&*4(&U2$-*(00(-%(&"'&.,>$#2$*@&'"+&4$,/&0211"+*0&I2++.-*F0&%!.$,&79JKL:&*4.*&

*4(& 1+"*.#"-$0*& $0& 0(=(+(5& '+",& A#>"& *+.5$*$"-;! &Q& '2+*4(+& %"++">"+.*$"-& "'& *4$0& *4(0$0&$0&

">0(+=.>!(&$-&D@&E2%BF0&$-%.1.%$*@&*"&%",1+(4(-5& *4(&1$(%(0&"'&A#>"&B-"?!(5#(&*+.-0,$**(5&

*"&4$,&2-5(+&*4(&#2$0(&"'&1+"=(+>0&.-5&.1"14*4(#,0&>@&4$0&#+.-5'.*4(+ ;&<4(&0*.*(,(-*0 /&6G4@&

12*&*4(&"%(.-&$-*"&.&%"%"-2*VH&7KW:&.-5&6<4(&%!"0(+&?(&.+(&*"&5(.*4/&*4(&(.0$(+&"2+&'.%$!$*@&'"+&

0(($-#&#4"0*0&>(%",(0H&7RX:/&#$=(&D@&E2%B&>(-('$%$.!&$-5$%.*$"-0&"-&4"?&*"&>(4.=(&.-5&?4.*&

*"&5(52%(&'+",&*4(&0$*2.*$"-&4(&$0&$-;&Y+"=(+>0/&$-%!25$-#&*4"0(&%"-*.$-(5&$-&*4(&-"=(!/&.+(&.&



FROM THE EUROPEAN SOUTH 11 (2022) 94Ð108 

103      Banita  !

!"#$%&'( )*&!+,*( -)( ./0-( %+'!+,*1( 23( !4*( &+!4-,( 3!&!*35( %$!$6/( 74$6+&( 2%4*0*5( #,-8*,03( &,*(

0*'$*8*9(!-(0*(:!4*(#&';(-$'(<$!4(<4$%4(<-,93(&,*(*&!*6=(&69(!-(:#,-8$9*($63$/4!($6!-(>!4*?(;-,&'=(

-)( !4*( #,-!&/-6$3!@3( %+'!+,*( A20&6$( BCDE5( DFGH1( I4*3*(0$!3( -)( ./0-( %+'!+,*( &69( J6-<'*9/*(

$6!*,3#*,3*9(<$!4$6(!4*(!*K!(&,*(-)(+!;-3! ($;#-,!&6%*()-,(!4*(#,-!&/-6$3! 5(&3(!4*"(-))*,(4$;(&6(

&'!*,6&!$8*(!-(!4*($6)-,;&!$-6(4*(4&3(&%%*33(!-(9+,$6/(!4* (<&,1(I,&/$%&''"5(4-<*8*,5($!($3(*8$9*6!(

!4&!(L"(M+%J(%&66-!()+''"(%-;#,*4*69(!4*( ;*&6$6/(0*4$69(!4*3*(#,-8*,03(-,( ;$3$6!*,#,*!3(

!4*;1( I4*3*(%-;;-6(3&"$6/3(0*%-;*('$J*(,$!+&'$3 !$%(#,&"*,35(-33$)$*9($6!-(9-/;&N(!4*$,(!,+*(

;*&6$6/( 4&8*(&';-3!(8&6$34*91(O-,($63!&6%*5(,*)*,,$6/(!-(!4*(&#4-,$3; (;*6!$-6*9 (*&,'$*,5(4*(

9-*3( 6-!( +69*,3!&69( !4&!( 4$3( &0$'$!"( !-( 3**( /4-3!3( $3( &%P+$,*9(!4,-+/4( 4$3( '$;$6&'( #-3$!$-6(

0*!<**6('$)*(&69(9*&!4(&69(6-!( 9+*(!-( !4*(,$3J(-)(9"$6/1(2'3-5(<4*6(!4*(#,-!&/-6$3!(,*;*;0*,3(

4$3(/,&69)&!4*,(3&"$6/Q(:M$)*(&69(9*&!4(&,*('$J*(!4$3(,$8*,(>111?(R-+(%&6(/-(&6"<4*,*(-6($!3(3#,*&9(

&3('-6/(&3("-+(9-6@!(!,"(!-(3!-#(-,(&'!*,(!4*(,$8*,@3(%-+,3*5=(!4*()-,;*,(/-*3(&/&$63!(!4*(/,&$6 (

:4*(<&3(<,-6/1(.(4&8*(%4*&!*9(9*&!4(%-+,3*(;&6"(!$;*3 5(&69(.(&;(3!$''(4*,*=(AGBH1(

L"(M+%J@3(/,&69)&!4*,(0*'$*8*3($6(!4*(!,+!4(-)(4$3(&63<*,31(I 4,-+/4( !4*$,(&;0$/+$!"5(4*(

&$;3( !-( $6$!$&!*(L"( M+%J( $6!-( 4$3( <$39-;1( .;0+*9( <$!4$6(./0-( J6-<'*9/*5( !4*( <$3*( ;&6 (

9$3;&6!'*3(0$6&,"(-##-3$!$-63Q(!4*('&J*($3(!,+!45(0+!5(%-6%+,,*6!'"5($!($3(&'3-(&('$*1(O-,(4$;5(!4*(

%-6!,&9$%!$-6(0*!<**6(!4*(!<-(9-*3(6-!(3+03$3!(&3(4*(*68$3$-63(&(%-6!$6++;(<4*,* (0-!4(!4*(

8*,&%$!"(&69()&'3$!"(-)(!4*('&J*( %&6(%-*K$3!1(I4*,*)-,* 5(&3(S+,,&6!(3!&!*3(ABCDTH5(4$3(:!*&%4$6/3(

#,-8*(-)(;-,*(#,&%!$%&'(,*'*8&6%*(#,*%$3*'"(0*%&+3*(!4*"(&,*(#,*3*6!*9(&3(#&,&9-K$%&'(3!-,$*3(

>U?(,&!4*,(!4&6(,$/$9(0*'$*)(3!,+%!+,*3=(ADVBH1(2)!*,(&''5(!4*(,$/$9(0*'$*)($6%+'%&!*9(0"(L"(M+%J@3(

%-;;&69*,(,*#,*3*6!3(&6( A&';-3! H($63+,;-+6!&0'*(-03!&%'*(9+,$6/(4$3(W-+,6*"(!-<&,93( 9*&!41(

2(<&"( !-(3+,;-+6!($!(<-+'9(0*( ,*%-''*%!$6/(!4*(3-6/(4$3(/,&69)&!4*,(!&+/4!(4$;(-6(!4*(3&;*(

-%%&3$-6(AXEH5(&(3-6/(!4&!(;$/4!( 4&8*(0**6(!4*(%-;#&33(!-()$69(!4*(<&"(!-<&,93(!4*(&)!*,'$)*1(

Y-<*8*,5(4*( %&66-!(,*;*;0*, ($!(&695(!4+35(4*($3(*6!,&##*9(<$!4$6(&(limbo, &('$;$6&'(3#&%*(

+63*!!'$6/(!4*(0$6&,$3;(0*!<**6('$)*(&69(9*&!41(

I4$3(*6!,&#;*6!($3( 4*$/4!*6*9 (0"(L"(M+%J@3($6&0$'$!"(!-(&%%*#!(!4&!(4*($3(9*&95(%,*&!$6/(

&( 9$3%,*#&6%"( 0*!<**6(!4* ( '-/$%(;&J$6/ ( 4$;( ,&!$-6&'$3*( !4*( 3+#*,6&!+,&'( *8*6!3 &69( !4*(

3+#*,6&!+,&'(*8*6!3( per se.(I+6%&($6!*,#,*!3( !4$3(9$3%,*#&6%"(&3($,-6"5(<4$%45(&%%-,9$6/( !-(

4*,5(,*#,*3*6!3 (:!4*(0&%J0-6*(-)(!4*(0--J@3(6&,,&!$8*(3!,&!*/"=(ABCDZ5(DEEH1([4*($6!*,#,*!3($!(

&3(&('$!*,&,"(9*8$%*()--'$6/( ,*&9*,3 (&69(&$;$6/(!-( ;-%J(!4*$,(*;#&!4"1(Y-<*8*,5( &3(!4*(3!-,"(

#,-%**935( &6( $6%,*&3$6/( 6+;0*,( -)( 4$6!3( ,*'&!*9( !-( !4*( !,+*( 3!&!+3( -)( !4*( #,-!&/-6$3!( &,*(

9,-##*9 5(3-(;+%4(3-(!4&!($!($3(&';-3!($;#-33$0'*(!-(,*&%4(!4*(*69(-)(!4*(6-8*'(<$!4-+!(&!('*& 3!(

9-+0!$6/(!4&!(4*($35($69**95(&(/4-3!1(I4*,*)-,*5(!4*(,4*!-,$%&'(9*8$%*(*;#'-"*9(0"(!4*(&+!4-, (

;+3!( 0*( 9**;*9 (9,&;&!$%($,-6"5($1*15(&()-,;(-)($,-6"($6(<4$%4(,*&9*,3 (J6-<(&69(+69*,3!&69(

;-,*(&0-+!(& (3$!+&!$-6(!4&6(!4*(%4&,&%!*,3($68-'8*91(

.6(!4*(0*/$66$6/5(-6'"($6%-63#$%+-+3(4$6!3(&0-+!(4$;(0*$6/(&(/4-3!(&,*(#,-8$9*95(0+!(&3(

!4*( 6-8*''&( #,-/,*33*35( !4*"( 0'--; 1( I4*( )$,3!( 4$6!5( <4$%4( %-+'9( $6$!$&''"( #&33( +66-!$%*95( $3(



FROM THE EUROPEAN SOUTH 11 (2022) 94Ð108 

Banita      104!

!""#$#%&'(&)*#&+,$,)#-)&!"&)*#&.!/#00,1&23&4#.#)) #&,.%&5,60#,.&78998:&;,<.),<.#%=&+,$,)#-)3&

$#+$#3#.)&)*#&/#3)<'>0#&!"&0<)#$,$(&?!$@3&,.% &,$#&6,+,'0#&!"&%#)#$;<.<.A&B,&'#))#$&$#6#+)<!.&!"&

)*#&)#-)& ,.%&,& ;!$#&+#$)<.#.)&$#,%<.AC&7DEF:1&G.%##%=&!.#& !"& )*#&#+<A$,+*3&;,@<.A&>+&)*#&

+,$,)#-)& 6!>0%&A><%#& )*#& $#,%#$H3& <.)#$+$#),)<!.I&)*#&+,33,A# &<.& )*#& .,$$,)</#& ),@#.&"$!;&

5!0<J$#&K&!"# $%"# &'()# &'*"# +'$# ,&-# ./*0# +# (&'1# 2%3"#K&3##;3& )!& '#& ,.& ,00>3<!.& )!& )*#&

+$!),A!.<3)H3& 0!.A& +$!6#33& !"& %(<.A& 7L>.6,& DM8N=&O>$$,.)& DM8P:1&Q0>#3& ,'!>)& 5(& R>6@H3&

+,33<.A&,03!&<.60>%#&,&+0#)*!$,&!"&+>.31&L!&.,;#&,&"#?=&?*#.&5(&R>6@H3&<..#$&/!<6#&3*,$#&

?<)*&*<3&$#,%#$3&)*#&%#3)<.(&!"&+#!+0#&)$#,%<.A&!. &,&;<.#& K&#1A1=&)*#(&,$#&B@<00#%C&7SS:&K=&*#&

,%%3=&BL*#(&,$##(/*4) C&7SS=&#;+*,3<3&,%%#%:1&T/#.&<"&)*#&,33!6<,)<!.&'#)?##.&)*#&,%U#6)</#&

#;+0!(#%&,.%&*<3&!?.&.,;#& ;<A*) =&,)&"<$3)&3<A*)=&3##;& 6!<.6<%#.),0=&<)&,;!>.)3&)!&, &;<A*)<#$&

6!.3#V>#.6# &?*#.&<)&<3&$#<."!$6#%&'(&,.!)*#$&*<.)=&+!3<)<!.#%&<;;#%<,)#0(&,")#$?,$%1&5(&R>6@&

6!;+<0#3& ,& 0<3)& !"& B+$!3& ,.%& 6!.3& !"& '#<.A& ,)& )*#& "$!.)& !"& #/#$(& ',))0#C& 7SF:1&W*<0#&)*#&

%<3,%/,.),A#3&6!.3<3)&!"&,&$#+#)<)<!.&!"&)*#&?!$%&$"+205&)*#&0<3)&!"&,%/,.),A#3&<3&;,.<"!0%I&

• Prime pillaging opportunities. 

• The battle is over quicker. 
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spirits blown miles away from their body (90). However, he also comprehends that My Luck is 

not ready to discern the truth. So, as “the conflict is never in the truth, only in how we receive 

it” (90), the catechist does not make it explicit that My Luck is dead. He merely points him in 

the right direction by disclosing to the protagonist that he has to cross the River Cross. Thus, 

the protagonist finally starts to find new places, breaking (almost) free from the entrapment in 

the topography of his past. 

Binarism’s effect on style: between the literal and the figurative 

The dramatic irony referred to above sometimes – as in the case of the paratext – mirrors a 

recurrent ploy in the novella, which is not confined to the in-betweenness of My Luck: the 

oscillation from what is perceived as figurative to the necessity of literal interpretation, i.e. a 

sort of anti-metaphoric resistance. Such a leitmotif mimics My Luck’s continual movement from 

the mind to the body. For instance, when My Luck meets a woman named Grace, she states 

that “Death is our burden to carry” (132). Notwithstanding the temptation for a metaphorical 

interpretation, she refers to the actual coffin carried on her shoulders. Also, when the 

protagonist says that “Time is standing still,” the sentence seems to be a veiled reference to 

the journey’s temporality, but he refers to the fact that “the old Timex that belonged to [his] 

father” does not work (38). Moreover, when he states that “the water will not wash [him] clean” 

(111), Dalley (2013) interprets it figuratively as referring to his sense of guilt. However, the 

protagonist adds: “Not in a symbolic sense, but clean from the dirt here that grits every pore 

until I sweat mud” (111). 

Yet, the temptation for a literal interpretation of such passages is counterbalanced by the 

use of rhetorical figures, such as symbols. An example of such an allegorical interpretation is 

the interplay between darkness and light. Its apotheosis is reached in the oneiric battle 

between Ijeoma, the embodiment of pure light, “an orb smaller than a star but no less bright” 

(68), and the “woman made of night” (68), the incarnation of the protagonist’s hate. The 

description of the violent confrontation between the two women is dotted with several 

antonyms and synonyms referring to the binarism between light and bright versus darkness 

and night. Nonetheless, this strict binary opposition between metaphorical darkness and light 

is blurred when the protagonist realises that it is thanks to the former that the latter exists: “Out 

of a nightmare sometimes a good dream is born” (124). He comes to such a realisation almost 

unexpectedly: one morning, he simply wakes up and does not feel sad anymore. Instead, he 

states: 

I am filled with an almost unbearable lightness. This light comes not from a sudden wholeness on my 
part, but from the very wounds I carry on my body and my soul. Each wound, in its particular way, giving 
off a peculiar light. (124, emphasis added) 
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The continuation of the previous interplay between light and darkness becomes evident when 

the protagonist comprehends that the obstacle encountered in the form of an insuperable “cliff,” 

interrupting his path, is actually the embodiment of his sense of “guilt” (125). Once again, the 

confrontation is stylistically exacerbated by the above-mentioned antonyms. However, the 

binary opposition is put into question: not only does My Luck need light “to cross darkness,” 

but as stated by the author, darkness is indispensable “for the concept of light to exist” (Abani 

2006, n.p.). Thus, thanks to the acceptance of his darkness, he can reach the other side of the 

river, the world of ancestors, where the only possible redemption is the restoration of his voice. 

From a stylistic perspective, the apparent formal contradiction between the oscillation from 

literal to figurative interpretations echoes the approach of My Luck’s grandfather. The binarism 

between literal and figurative interpretation can coexist with and be part of the aesthetic 

continuum embodied in the novella. 

Conclusion 

This article has argued that Song for Night problematises clear-cut binary oppositions 

embodied in the figure of My Luck. As the analysis of the chapter headings shows, his sign 

language is permeated by words pointing to a still existing humanity, complicating his 

categorisation as a victim or a perpetrator. Moreover, notwithstanding his focus on his body as 

a strategy for survival, the intrusion of his memories, specifically those of his grandfather, 

complicates the protagonist’s cartesian logic. His grandfather’s “tall tales” (56) are the key to 

comprehending that ambiguity. Indeed, they mirror the complexity of existence, where “certain 

kinds of magical thinking remain vital” (Durrant 2018, 201), so much so that the distinction 

between life and death is disputed. Besides, the article has disclosed how binary opposites 

influence the form of the text, characterised by the juggling between literal and figurative 

language. Abani takes inspiration from his inheritance of Igbo culture and its refusal of mutually 

exclusive opposites, making literal and figurative language part of an aesthetic continuum. 

Consequently, in reading Song for Night, readers simultaneously question clear borders 

between categories and their very foundations.

 
Notes 
1 Some examples of such novels are Ahmadou Kourouma’s Allah n’est pas obligé (2000), Emmanuel 
Dongala’s Johnny Chien Méchant (2002), Delia Jarrett-Macauley’s Moses, Citizen and Me (2005), and 
Uzodinma Iweala’s Beasts of No Nation (2005). In 2015, a film adaptation of the latter was released by 
Netflix. 
2 Misery literature describes mainly non-fictional literary works having children as protagonists dealing 
with different types of abuse but can eventually overcome their experience of violence (Bury 2007; 
Addley 2007 quoted in Mastey, 2016). 
3 The chronotope of the story has been debated for a long time. Apart from Coundouriotis stating that 
“it cannot be Biafra” (2010, 196) due to the presence of several anachronisms, literary critics tend to 



FROM THE EUROPEAN SOUTH  11 (2022) 95-109 

107      Banita  

 

agree that, in fact, it is (Giommi 2014, Ouma 2020, Tunca 2013, Oboe and Bordin, 2020). However, as 
Durrant rightly points out, the “temporal and spatial elasticity” (2018, 187) reveals that Abani’s aim is not 
historicity. Moreover, Tunca states that “debates over historical inaccuracy” are “superfluous,” as they 
disclose readers’ “idea that fiction is, and necessarily must be, aligned with reality” (2014, 174). Even 
Abani affirmed that he intended to represent “the life of all children forced into darkness” (Goyal 2014, 
236). 
4 It is interesting to note that, even in this passage, My Luck escapes from the sense of loss due to the 
death of his comrade and falls back to his body by carving crosses on his arm. 
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:%4+<%* .* '+0&4%* +,* %<;+3%&<%"(* :)* ()#"9* (+9%(5%&* $%&)* /#'(."(* %6%<%"('=* +:H%4('* ,&+<*

],&#4."* (&./#(#+"'=* ]<%&#4."* (&+;%'=* 509%* .&45#(%4(0&.6* ';.4%'=* ."/* '#"906.&* : +/#%'=* [*

3+"/%&%/*#,*#(*#'*"+(*.6'+*(5%*<.4&+'4+; #4=*(5%*96+:.6=*35.(*#'*'+*6.&9%*.'*(+*:%*0"9&.';.:6%=*

(5.(* &%Y0#&%'* ,&+<* 0'* .* /#,,%&%"(* 0"/%&'(."/#"9* ."/* 9&%.(%&* 4.&%* 35%"* 3%* (&)* (+* /%$#'%* .*
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Q+3* '(&#J#"9* (5%* 3.)* (5%* .0(5+&* #<.9#"%'* (5%* _&%.(* jM."'#* 7%:* ;6."%(.&)* %"(#()* ."/* (5%*

" ."+(%45"+6+9#%'* 4.66%/*/$"= =*35#45* :%4+<%* #"(%&4+""%4(%/* $+#4%'* #"* (5%* 50<."* <#"/'8*
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%"(#(#%'=* 4&%.(#"9* .* 0"#$%&'%* #"* 35#45=*(5&+095* "%3* ')< :#+'%'* ."/* .66#."4%' =*<06(#;6#4#()* #'*

.44+< <+/. (%/=*<.J#"9*(5%*<+'(*+,*%.45*'#"906.&*%>;%&#%"4%888*

MMW:"[G66*H0'(*:&#%,6)*"+(%=*(+*:%9#"*(5#'*."'3%&=*(5.(*(5%*Y0%'(#+"*+,*'4.6%*4+",0'%'*<%=*H0'(*

.'* #(* 4+",0'%'* ;5)'#4#'('* &#95(* "+3c* M%3(+"#."* ;5)'#4'* ."/* ;.&(#46% *;5)'#4'* ?35.(* #'* +,(%"*
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+:%)*(5%*:.'#4*6.3'*+,*9&.$#()=*:0(*(5%*.(+<#4*;.&(#46%'*(5.(*4+<;&#'%*(5.(*:.66*/+*"+(\e*W5%"*

)+0*(5#"J*.:+0 (*5+3*'4.6%*#'*&%6.(#$%*a*35.(*)+0*&%,%&*(+*.'*(5%*<.4&+'4+;#4* #'*#" ,#"#(%'#<.6*

,&+<* .*4+'<#4* ;+#"(*+,*$#%3=* ."/* '+* ,+&(58*X%'=* '4.6%* .:'+60(%6)* :.,,6%'*<%=* ."/* [* .<* '(#66*

(&)#"9*(+*(5#"J*<)*3.)*.&+0"/*#(8**

W+*(5%*&%'(*+,*)+0&*Y0%'(#+"c*[G$%*.63.)'*'.#/*(5.(*[*3%"(*#"(+*I6.4J*P(0/#%'*"+(*:%4.0'%*
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50<."#()=* #(* #"(%&'%4('* 3#(5*.66* <.H+&* 4#$#6#K.(#+"'=* ,&+<* (5%* 2#//6%* F.'(* (+* ]'#.* ."/* P+0(5 *

]<% &#4.=* R4%."#.* ."/* 10' '#.=* (5%* ]&(#4* b#&46%=* ]"(.&4(#4.=* (5%* ]<%&#4.'* ."/=* +,* 4+0&'%=*

F0&+;%8* M+(* +"6)* (5.(=* :0(* (5+'%* #"(%&'%4(#+"'*a*."/=* #"* <.")* 4.'%'=* 4+"'%&$.(#$%* 35#(%*

7%'(%&"*/%"#.6'*+,*.*I6.4J*;&%'%"4%=*35#45*%$%"*;&%4%/%'*(5%*/%"#.6*+,*I6.4J*4+"(&#: 0(#+"'*

a*;&+$#/%*"+(*+"6)*#"'#95(*#"(+*5#'(+&)*:0(*'+:%&#"9*&%<#"/%&'*+,*5+3*.66*5#'(+&#%'*.&%*H%.6+0'6)*

40&.(%/*:)*(5+'%*#"*;+3%&8*g+&*%>.<;6%=*(&)#"9*(+*(%66*(5%*5#'(+&)*+,*(5%*!"#(%/*P(.(%'*&.;#/6)*

/%$+6$%'* #"(+*"+"'%"'#4.6* <)(5+6+9#%'*#,* +"%* %6%4('* (+*'J#;* +&* /+3";6.)* (5%* ]( 6."(#4* '6.$%*

(&./%*?.'=*,+&*%>.<;6%=*-&%'#/%"(*W&0<;*."/*"+3*g6+&#/.*_+$%&"+&*1+"*L%*P."(#'*.&%*(&)#"9*

(+*/+*#"*(5%*'45++6*40&&#406.D8*]*(&06)*5+6#'(#4*%"9.9%<%"(*3#(5*],&#4."*]<%&#4."*5#'(+&)*3+06/*
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FROM THE EUROPEAN SOUTH 11 (202 2) 109Ð122 

120     Morresi !

*9(-/.' 5,92" *(&#6+9)* #'=* (+* <%=* <045* (5%* '.<%8* M%#(5%&* .0(5+&=* 6#J%* R4(.$#.* I0(6%&=* 0'%'*
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