
TYDSKRIF VIR LETTERKUNDE • 61(2) • 2024
ISSN: 0041-476X     E-SSN: 2309-9070

110

behorende tot die simboliese orde, en suggereer ’n 
vloeiende taalvorm as alternatief.

Die terrein van genetiese teksondersoeke is 
die konteks vir Shané Kleyn se bydrae (gebaseer op 
haar magisterstudie aan die US) oor die diachroniese 
voorkoms van variante in Rousseau se poësie. Sy 
bied naamlik ’n variante-apparaat aan wat die 
drukgeskiedenis van 253 gedigte objektief kon 
registreer, sodat ’n volledige beeld gebied word van 
alle veranderinge wat die digter mettertyd aan die 
aanvanklike gedrukte weergawe (die editio princeps) 
gemaak het. Akademiese asook nie-akademiese lesers 
behoort hierdie noukeurige speurtog na Rousseau se 
voortdurend slypende hand—’n eienskap wat dan 
ook deur verskeie bydraes beklemtoon word—baie 
insiggewend te vind. 

Die invloede van Rousseau op Johann de Lange is 
die onderwerp van Daniel Hugo se akademiese bydrae. 
Deeglike stiplees en netjiese verbandlegging word hier 
gesien, en die leser kan aan die hand van ’n heerlik 
praktiese benadering besef watter invloed sy op hierdie 
belangrike digter se digterskap gehad het. 

Wat die akademiese bydraes betref, is dit opmerklik 
dat die samesteller ’n baie goeie balans handhaaf tussen 
gevestigde en jonger navorsers. Terselfdertyd is die 
akademiese bydraes almal hoogs leesbaar, en gaan 
nie mank aan swaarwigtige formulerings nie. ’n Mens 
wonder wel waarom slegs vyf van die sewe akademiese 
bydraes aan portuurbeoordeling onderwerp is.  

Rousseau as vertaler van poësie word belig deur 
Hugo se bydraes oor onderskeidelik haar Engelse 
vertalings van haar eie gedigte, asook vier versvertalings 
wat sy uit Italiaans onderneem het—wat my beslis 
verras het. 

Erika Terblanche se oorsig oor Rousseau se lewe 
en werk lees hoogs onderhoudend. Haar persoonlikheid 
word geteken deur byvoorbeeld aanhalings van haar 
uitsprake, sommige heel vermaaklik, soos wanneer 
Rousseau oor haar kort rukkie in die onderwys opmerk 
dat sy “glad nie ’n onderwyseres [was] nie, maar dat 
sy en die leerders wel “meer pret gehad […] [het] as 
enigiets anders” (13). Die digter se beskeie aard word 
baie goed belig deur haar aan te haal as dat sy in haar 
jeug gereken het “dat dit op die een of ander wyse 
onbetaamlik is om ’n vers te publiseer. So asof ’n mens 
daarmee wil pronk” (16). 

Die foto’s van Rousseau was vir my besonder 
genietlik, nie net omdat dit ’n blik op haar familie en 
gesinslewe bied nie, maar ook omdat dit haar uitbeeld, 
enersyds as jong vrou in allerlei stylvolle uitrustings van 
die jare veertig tot vroeë sestigs en andersyds as ouer 
vrou in ’n tekstuurryke uitrusting saam met Uys Krige, 

en sodoende ook hierdie faset van haar persoonlikheid 
belig.  

Literatuurliefhebbers wat die boek nog nie 
aangeskaf het nie, kan dit gerus op die lysie vir die 
Kerskous plaas. 
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In his book Queer Bodies in African Films (2022), Gibson 
Ncube offers striking new ways of reading and 
interpreting the filmed human body, with implications 
that are important to scholarly understandings of what 
can and should constitute text, expression, resistance, 
and legibility in the burgeoning and increasingly 
complex field of queer African studies. Through his 
detailed analyses of a selected array of queer-themed 
films from different parts of the continent, Ncube 
zooms in on the materiality and corporeality of human 
bodies as they are depicted in films, focusing his 
attention on the naked and the clothed body; on bodily 
movements and gestures; on touch and intimacy (or the 
lack thereof); and on the skin, scars, scabs, implants, 
and genitals that comprise and define the complex and 
shifting lives of the protagonists on the screen. In reading 
and analysing the queer body itself—the flesh and skin 
and organs that it consists of, how it moves, and how 
it robes or disrobes itself—Ncube makes the central 
contention that queer bodies have their own “linguistic 
code” (2) and their “own grammars and lexicon” (8) 
through which they are able to “weave and tell stories” 
(xiii). In other words, Ncube sees the material queer 
body not only as a text that can be interpreted, but as 
a mode of expression that can intervene in and subvert 
the hetero-patriarchal norms and contexts in which 
it is located. This attention to corporeality as a form 
of language and expression is especially pertinent to 
queer lived realities on the African continent, which 
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continue to be overwhelmingly silenced, erased, and 
marginalised in social and political discourses. As 
Ncube rightly points out, the significance of bodies as 
“discursive and textualized sociocultural phenomena” 
(2) has largely been overlooked in this field, so that 
“queer bodies themselves, their embodiment, their 
erotic and sexual potentialities, and their relationality, 
have not been considered as viable and worthwhile 
areas of understanding queer social realities” (15). 

As closely related to his focus on embodiment, I 
find Ncube’s readings of the silences that surround and 
emanate from the filmed queer body to be particularly 
pertinent. In analysing the choices made by filmmakers 
and directors from the Maghreb, for instance, Ncube 
highlights how the foregrounding of diegetic sound, 
the use of minimal dialogue, and the decision to not 
screen queer intimacy can all be read as reflective of the 
“social silence” (42) that is imposed on non-normative 
sexualities in the Maghreb countries. This highlights 
how knowledge and an understanding of queer lived 
realities on the African continent can be derived “not 
only from what is represented, screened, and said”, 
but also “from what remains unsaid, unrepresented, 
and unscreened” (44). Conversely, Ncube also 
demonstrates how queer agency, resistance, and 
expression can also be forged within silence, the 
unspoken, and the non-verbal. In his discussion of 
“ambivalent” same-sex sexualities as portrayed in a 
selection of Egyptian films, for instance, he shows how 
the movements of bodies—their gestures, actions, and 
forms of touching and relating to other bodies—can all 
be read as modes of expression and assertions of agency. 
Similarly, in his reading of the 2020 Kenyan film I Am 
Samuel, Ncube explores how the protagonists negotiate 
their queerness in both rural and urban settings, and 
in relation to familial ties and acceptance, primarily 
through the corporeal and the non-verbal, so that their 
bodies ultimately “speak (in) a silent language which 
articulates a generative form of transgression” (71). 

This attention to subtle and often unspoken modes 
of transgression resonates with the work of other 
scholars in queer African studies who are demonstrating 
an increased interest in how queer lived experiences on 
the continent do not necessarily follow the script of 
overt resistance, ‘coming out’, or a desire for ‘visibility’ 
that is seen in Western models of sexualities and 
identities. Ncube references Lindsey Green-Simms’s 
recent book Queer African Cinemas (2022) in this regard, 
but similar ideas have also been explored by theorists 
such as Stella Nyanzi (2015) and Eddie Ombagi (2019). 
For Ncube, in fact, there is a crucial distinction to be 
made between “visibility” and “legibility”: whereas the 

former is “perfunctory and superficial” (62), the latter 
gestures towards the more complex ways that queer 
bodies “enter discursivity” (62) and become socially 
understood and understandable within their specific 
contexts. Legibility in this sense is often achieved 
through “small and everyday acts” (66) that centre the 
corporeal and the unspoken, enacting subtle shifts in 
social relations. 

In addition to enlarging our understandings of 
how queer bodies and bodily expressions can offer 
their own forms of text, grammar, and lexicon, I 
appreciate the numerous other ways that this book 
consciously moves away from well-trodden ground 
in queer African studies. In his two opening chapters, 
Ncube focuses on films from North Africa: looking 
first at Maghrebian films and then at Egyptian films. 
These geographical regions, as Ncube contends, are 
not only usually overlooked in many queer African 
studies but are typically considered separately to other 
parts of the continent, so that this field of study is 
generally “bifurcated” (2) between North Africa and 
sub-Saharan Africa, with scholars tending to focus 
exclusively on works from one of these regions. By 
contrast, Ncube’s aim with this book is to move away 
from this “fragmented and regionalised” (4) approach, 
as he brings his readings of Maghrebian and Egyptian 
films into conversation with his analyses of East African 
and South African films, which form the focus of his 
third and fourth chapters respectively. Ncube is able 
to draw on his multilingual training and experience in 
both English and French literary studies in this regard, 
bringing a new cross-continental and “Pan-African” (4) 
approach that I found to be refreshing and informative, 
as my work and reading in this field has thus far centred 
only on sub-Saharan Africa: a confirmation of Ncube’s 
argument that scholars tend to work exclusively on 
separate regions of the continent. 

There were several other elements of the book that 
I found to be innovative and reflective of a conscious 
decision to forge new roads of inquiry in this field. 
Ncube chooses, for instance, to not focus on films from 
West Africa at all, given that films from this region have 
already “elicited considerable scholarly debates” (5). 
He also examines films from a wide timespan, ranging 
from the 1970s to the 2020s, an approach that differs 
considerably from recent studies that focus exclusively 
on 21st-century cultural production. His attention 
to trans identity in his analysis of the Ugandan 
documentary The Pearl of Africa (2016) broadens the 
scope of his inquiry from same-sex sexuality to gender 
identity, bringing added dimensions to his exploration 
of queer legibility as mediated through the body. 
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Finally, his analysis of South African films demonstrates 
a novel reading of “how intersectional bodies have 
evolved from the apartheid era to the contemporary 
post-apartheid period” (96). This comparative reading 
of films set within these two different eras allows 
him to trace the shifts in attitudes, constructions, 
and possibilities surrounding queer bodies located 
at divergent intersections of race, gender, class, and 
sexuality in the country’s history—a method that 
contrasts notably with many similar studies in the field 
that have chosen to only examine the post-apartheid 
period. 

Taken as a whole, Ncube’s book demonstrates 
several commendable and markedly new scopes 
of inquiry in queer African studies, foregrounding 
methods, ideas, and insights that I am sure will be 
productively taken up by other scholars working in 
this field. 
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In 2019, the European Society for Translation Studies 
for the first time held its Congress outside Europe—
in Stellenbosch, South Africa. Translation Flows is the 
resulting volume of 12 discerningly selected, double-
blind peer reviewed papers read at that 9th Congress. 
Departing from translation as a social practice, 
emphasis is placed not so much on the products of 
translation, but on how and what translation transfers, 
that is, on the dynamics of how translation ‘flows’ and 
on the networks associated with translation processes 
and practices, and the people involved. 

The field of translation studies is enriched 
by the diversity (in terms of languages, cultures, 
methodologies, and objectives) of the participants 
who contribute to it. In this volume, contributions 
on translation practices outside Europe add new 
insights and perspectives, mostly within our common 
and familiar Eurocentric theoretical frameworks. 

Organised in two sections, one on historical and the 
other on contemporary perspectives and practices, 
other binary lines are also identifiable (such as recent 
contemplations, in the wake of decolonisation, on 
physical geospaces like the Global South and the 
Global North, and the conceptual spaces/dichotomies 
of African versus Western philosophies). 

The volume opens with five contributions in 
the historical section. The first, by Anthony Pym 
(who holds positions on three different continents), 
“naïvely” (4) but thought-provokingly reflects on 
whether translation took place between Aboriginal 
languages in pre-Invasion Australia (before 1788) and 
what its nature would have been. Much information 
was inferred from secondary sources and gleaned from 
experts in anthropology and linguistics—but also 
from descendants of the First Nations, who, in the 21st 
century, still adhere to Aboriginal cultural practices 
intimately tied to language and communication. Pym 
describes striking differences between Western and 
Aboriginal views and practices, ranging from culturally 
entrenched ‘rules’ on mediation (“who has the right 
to speak with whom”, 4) and the hermeneutics of 
interpretation (assigning meaning to a story, 17) to 
the use of non-linguistic semiotic resources (sign 
languages, message sticks, etc.). Despite the speakers 
being polyglots, thus limiting the need for interlingual 
translation, carefully chosen messengers would be sent 
forth to cross language boundaries to deliver a message, 
and those messengers would translate orally as would 
be appropriate in a specific situation. Intriguingly, Pym 
highlights numerous differences between Western 
and Aboriginal thinking on translation, concluding 
that “slower cultural practices [that] spend longer 
on collective sense-making across several media” (18) 
are not only conducive to, but in fact imperative for 
allowing for a free flow of information. 

In some respects, South African scholar Maricel 
Botha’s contribution runs parallel to that of Pym. In 
contemporary Nigeria and the surrounding West 
African countries, many indigenous languages are 
spoken, but owing to the hegemony of ex-colonial 
languages in the post-independence period, indigenous 
languages barely figure in inter-societal information 
flows that involve translation. The exception is the 
hugely successful way in which Nigerian (Nollywood) 
films produced in the informal economy by amateur 
film makers cross national borders into neighbouring 
countries. These films use indigenous languages, which 
are highly regarded as expressions of identity (130), 
and the subject matter of these films draw on topics 
that are culturally relevant (137) in the local societies 
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