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the colonial, decolonial and neocolonial framework, 
may very easily drop off the African literary map and 
timelines, if such a map and timelines fail to account 
for this literature and various cultural forms to which 
it has been adapted” (79). Dié waarskuwing geld veral 
vir radioverwerkings gebaseer op Nyembezi se romans 
wat deel van die “oral and listening tradition” geword 
het. 

Soortgelyk, maar breër gesien, sou in hierdie 
konteks ’n debat oor die plek van inheemse tale en 
tale soos Afrikaans en die Afrikaanse letterkunde 
tot uiteenlopende gesigspunte lei wat inderdaad die 
tradisie en grense van “African literature” sal toets.

Hierdie omvangryke versameling akademiese 
artikels word in drie hoofafdelings vervat wat 
onderskeidelik soos volg ingedeel is: “Remapping en 
Rereading African Literature and Cultural Production” 
(deel 1), “South Africa and Fugitive Imaginaries” (deel 
2) en “In the Eye of the Short Century: diaspora and 
Pan-Africanism Reconsidered” (deel 3). Elk van die 
vier skrywerskappe word telkens in die drie afdelings 
(gesamentlik 19 hoofstukke) behandel waarin die 
temas van ballingskap; tuiswees en uithuisigheid; 
kolonialisme, apartheid, antikolonialisme en verset; 
en Pan-Afrikanisme op verskillende wyses terugkeer. 
Raakpunte tussen hierdie skrywerskappe as 
“grondleggers van Afrika-letterkunde” word op hierdie 
wyse benadruk. In haar hoofstuk brei Mkhize op van die 
temas uit, dus nie net in fiksie of outobiografiese werk 
nie, maar “die tirannie van plek” en die bewustheid van 
ballingskap beïnvloed ook die skryf van literêre kritiek 
soos in Mphahlele se The African Image (1962).

Hierdie is ’n teks oor Suid-Afrikaanse skrywers en 
hulle lewens geprojekteer op die breë doek van Afrika-
letterkunde en ’n Pan-Afrikanistiese bewustheid. 
Peterson in sy hoofstuk “The ‘Crossroads and Forkways’ 
of Pan-Africanism between 1948 and 1968” toon aan 
hoe die verdingliking van ras en die etnisiteit in Suid-
Afrika ook hierdie skrywers se perspektief op politieke 
vryheid, die breë kontinent en hul verhoudings met 
ander Afrikane beïnvloed het: “the crossroads and the 
forkways of blackness are numerous and complex” 
(341). Abrahams, Jabavu en Mphahlele se ideologiese 
keuse in hierdie opsig, karteer Peterson as “political 
(and nationalist)” met ondertone van individualistiese, 
pan-etniese en universalistiese beskouinge en formasies, 
terwyl Nyembezi Zoeloe-identiteit wou ontkoppel van 
“segregationist and apartheid inscriptions” en wou laat 
saamhang met nasionalistiese identiteit. 

’n Kort resensie kan nie reg laat geskied aan die 
diepgang van die perspektiewe wat in Foundational 
African Writers aan die orde gestel word nie. Ek het 

elkeen van die artikels, sonder uitsondering, besonder 
insiggewend gevind. Dit is die soort “grondleggende 
teks” wat studente in Afrika-letterkunde ryklik sal 
beloon omdat dit gesigspunte open wat ’n hele tradisie 
in perspektief stel. 
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Lesser Violence: Volume 1.
Amie Soudien (ed.).
Johannesburg: MaThoko’s Books, 2021. 135 pp. 
ISBN 9780620958653.

Lesser Violence opens with a note reminding the reader 
to be careful with themselves: to take breaks from the 
book as needed. This mode of address conveys the 
intentionality of the contributors to embed care into 
the reading experience. Their openness around the 
process of creating this volume extends the sense of 
safety co-cultivated in the reading group the book is 
named after. 

The reading group’s conveners had their 
expectations of what should take priority in such a 
group: “Participants were not only interested in talking 
about the texts. They wanted to talk about their 
experiences […] It wasn’t simply about ‘reading’” (12). 
The convenors note how academic spaces and practises 
limit what knowledge can be generated about violence. 
One convenor says such environments are alienating 
and truncate possibilities of knowing through emotion 
and experience (12). Another convener says that in 
prioritizing personal experience, the reading group 
countered the extractive nature of academia: “In the 
reading group, nothing was the ‘other’. It was us.” (13). 

The collection focuses on experiences of violence 
through the lens of artistic practices. The contributors 
experiment in conveying meaning, from conversational 
interview to poetry to theatre script. As one of the 
conveners reflects, art offers “room for not knowing, 
not understanding…” (16). Art is generative in the 
context of representing violence because it offers the 
possibilities of conveying affective elements of the 
experience, especially in cases where words fail. 

This is demonstrated through Gabrielle Goliath’s 
contribution. Goliath analyses their installation titled 
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This Song is For … which explores “the afterlives of rape 
through the reimagining of the dedication song” (7). 
Goliath’s collaborators share a song that holds some 
importance to them, speaking to their experience of 
rape. As these songs are played by an ensemble during 
the installation, a disruption is staged through a record 
scratch. Goliath writes, “The scratch […] offers to 
those present an opportunity to affectively inhabit a 
contested space of traumatic recall …” (35). In using 
the song and the scratch “as an alternative modality of 
representation” to encapsulate the experience of rape, 
Goliath shows the potential for us to access modalities 
which not only represent but affect too (38). 

Reading this contribution, wherein lyrics 
from the songs chosen are interspersed in between 
Goliath’s analysis, I was reminded of the songs that 
I leaned on after experiencing sexual assault. While 
I can tell you what happened to me, with thanks to 
Goliath’s intervention, I realized another way—just as 
meaningful—through which I could convey something 
of that experience. Instead of using speech, I might 
now play you Lira’s live rendition of “Something Inside 
So Strong” on repeat and through it, you would come 
to know the part of me that needed it as lifeline. In this 
teaching, Goliath illustrates one of the aims of Lesser 
Violence, which is to point us to different ways that we 
might come to share knowledge about the violence we 
experience.

One reading group convenor says, “to recognise 
[raced, gendered and sexualized] violence as normative 
[…] is to recognise also our own entanglement, 
our implication.” (10). Building on this, M Neelika 
Jayawardane writes on art institutions and their 
role in protecting abusers from social repercussions. 
Jayawardane notes how—regardless of the medium—
art industries share several traits which enable violence. 
These include a) glorifying hypermasculinity, b) power 
imbalances between employees and employers and c) 
gatekeepers who punish and exclude those who speak 
up against abuse (104). 

Jayawardane says art institutions often construct 
“an individual—an artist, photographer, or director—
as “genius” (104). Jayawardane continues, “The genius 
artist was, and continues to be, framed as a magical if 
temperamental person […] who was able to harness 
the alchemy of commercial success with public 
adoration and critical approval—and therefore had 
to be catered to at any cost.” (105). In a presentation 
in 2019, visual artist Sharlene Khan spoke to this 
glorification of the ‘genius’ artist, and the separation 
of art from the artist. Khan encourages their audience 
to consider their complicity in violence as it relates to 

their consumption of art. After detailing accusations 
of abuse against prominent artists, Khan asks, “How 
great was [the abuser’s] language, their vision, their 
lyrics, their familiarity of your situation that granted 
them unrestricted access to their daughters, wives, 
partners’ bodies? […] How cheap is the price of that 
movie ticket, that song, that exhibition against the 
huge price of personal and collective trauma that is 
being paid by victims of abuse daily?”. Jayawardane’s 
argument is extended by Khan, both writers insistent 
that a change in institutional cultures within the arts is 
necessary to meaningfully address gendered violence. 

Throughout the volume, there is a strong evocation 
of spirit. In Nondumiso Msimanga’s interviews with 
the cast of the play No Sunday Easter for Queers, several 
actors signal the impact of performing on the spirit, as 
well as sensing spirits as they are performing (84, 95). 
In Msimanga’s commentary, they ask what it means to 
perform being dead or alive (85), ultimately uncovering 
the purpose of acting out stories of violence: “Feeling 
unfree makes us feel dead, so we act to feel alive” (98). 

Donna Kukama’s contribution tends to the spirit 
by recalling the names of women artists who have 
been “omitted from the gallery’s archive, […] queer 
people murdered […] in hate crimes, and […] those 
who survived the violent attacks against them.” (6). B. 
Camminga’s invocation of spirits tends to transgender 
people who died migrating across the Mediterranean. 
Camminga lays the violence faced by trans people who 
make it to shore—how they are misgendered upon 
arrival—as well as the erasure of those who die during 
the journey. Here, Camminga highlights a project to 
count the number of murdered trans people across the 
globe: a practice of “bringing out your dead” inspired by 
James Baldwin. Here, Camminga drives home that trans 
lives matter, that “these deaths are not unimportant or 
forgotten or worse, coincidental” (79). 

Finally, Saarah Jappie draws attention to the act of 
sitting with violence. Reflecting on their collaboration 
with Gabrielle Goliath, where they commemorate 
women and queer victims of gendered and sexual 
violence, Jappie is struck by the audience’s difficulty 
in sitting with the performance. Jappie highlights the 
endurance needed of us all in witnessing and responding 
to violence: how we must “sit with discomfort”, with 
the fact and impact of violence (27). Jappie’s meditation 
returns us to the starting point of tackling violence: 
that what is needed of us before anything else is to 
bear witness and sit with mourning (27). In multiple 
ways, the contributions in Lesser Violence speak to this, 
providing leads on how the weight of bearing witness 
might be borne. 
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Bot. 
Carien Smith.
Kaapstad: Tafelberg, 2022. 160 pp.
ISBN 9780624092872.

Carien Smith se kortverhaalbundel het onlangs die UJ-
debuutprys (2023) gewen. Smith dra haar debuut Bot 
(2022) op aan alle medereisigers in die sesde massa-
uitwissing—die leser word welkom geheet tot sy eie 
afsterwe. Reeds met die eerste kortverhaal “Trein” word 
die leser geneem na Valhalla, die volmaakte samelewing 
sonder hedendaagse (oftewel toekomstige) probleme. 
Dit is die “Finale oplossing” (14) om die mens uit sy 
ellende te red. Net soos ’n ander finale oplossing, bevind 
die ek-verteller haar nie by die poorte van ’n veilige 
hawe nie, maar sy is vasgekeer in ’n kajuit met geslote 
vensters en die verstikkende reuk van amandels. Wees 
gewaarsku dat die kortverhale grotesk-aangrypend is, 
en sonder hoop. 

Die kortverhaalbundel is ’n versameling van 
reise, onder meer geografies, filosofies, biologies en 
tegnologies. Die leser word saam met die verskillende 
ek-vertellers op reis geneem. Kwessies oor kuns, 
progressie en menslikheid word deurgaans aan die 
leser geopper. Bot is die bot mens, die natuur wat bot, 
en die robot. Elke kortverhaal is soos ’n episode van 
Black Mirror—die mens se bestaan word bevraagteken 
en die klimaks van die verhaal laat die leser in angs 
worstel, enige lafenis is slegs ’n illusie.

Carien Smith is besig met haar doktorale 
studies rondom die epistomologie en etiek van 
klimaatsverandering, en dié is temas wat sterk 
aanwesig is binne die verskillende narratiewe en beelde 
van moontlike toekomste. Ander tematiese aspekte wat 
ook ondersoek word, sluit onder meer die volgende in: 

die rol en mag van sosiale media, die verbrokkeling van 
die familiestruktuur, eiebelang teenoor menslikheid, 
die afwesigheid van empatie, die oorheersende rol 
wat tegnologie in die mens se daaglikse lewe speel, 
totalitarisme, eugenetika, kloning, virtuele realiteite, 
kunsmatige intelligensie, die mens se afhanklikheid 
van tegnologie, klimaatsverandering, vlugtelinge, die 
verwoesting van die natuur, die genetiese manipulasie 
van diere, biotegnologie, eutanasie, geweld, solastalgie, 
en konflik tussen dit wat wettig is en dit wat moreel 
is. Wat is die verskil tussen ’n mens en ’n bewuste of 
gevoelige robot? Waar begin die een en waar eindig 
die ander? Hedendaagse krisisse en tegnologiese 
moontlikhede is die speelgrond waarop bogenoemde 
temas uitgespeel word in ’n bloeddorstige apokalips-
bingo.

Die gruwel word verdoesel met die prag van 
die bundelomslag. Die konflik tussen die natuur en 
tegnologie word beklemtoon. Dit dui op die bevordering 
van die een ten koste van die ander. Die verhale word 
mooi verpak, maar die inhoud is beklemmend. Dit speel 
ook in op die idee van ’n perfekte samelewing: dit lyk 
mooi van buite, maar dit is ’n vervalste en oppervlakkige 
beeld. Dit is slegs vir ’n klein groep ’n utopie. 

Bot is wetenskapfiksie op sy beste. Alhoewel 
sommige verhale afspeel in ’n futuristiese Suid-
Afrika, is die verbeelde samelewing herkenbaar vir 
die hedendaagse leser. Krisisse in die hede word 
geëkstrapoleer: dit is ’n waarskuwing vir wat moontlik 
mag gebeur indien die krisisse nie opgelos word nie. 
Smith verweef wetenskapfiksie met magiese realisme. 
Aan die een kant is die speling tussen wetenskapfiksie 
en magiese realisme prikkelend en dit skep interessante 
scenario’s wat die leser dompel in ’n filosofiese foltering. 
Aan die ander kant verbreek die magiese realisme die 
bereidwilligheid van die leser om die ongeloofwaardige 
(naamlik die futuristiese uiteensetting) as gebeurlik te 
aanvaar. Die geloofwaardigheid van die toekomstige 
moontlikhede word belemmer met die wete dat 
sommige verskynsels beperk is tot fantasie (die 
magiese). Ten spyte hiervan is die vermenging van 
hierdie twee uiteenlopende genres fassinerend.

Daar word deurgaans in die bundel gebruik 
gemaak van verskillende vroulike ek-vertellers van ’n 
verskeidenheid ouderdomme, van tieners tot ’n ouma, 
selfs ’n robot. Die verskillende ek-vertellers gee ’n 
beknopte, maar veelseggende blik op vroulike ervarings 
en die verskillende rolle wat sy deur haar leeftyd vervul. 
Só word daar ook kritiek gelewer op die verwagtinge 
wat op vroue geplaas word. Die leser word meegesleur 
en die spanning bou op maar die kruks van die verhale 
bring telkens geen verligting nie. Die leser word gelaat 
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