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SOKUNGE (AS IF)  

Through a series of exchanges and conversations that me and 
Masimba have had in the past year via Whatsapp voice notes, 

we try to figure out means to create an ‘in-between space’. A way 
to expand our being through reproduction of self; to look yonder 
at our contemporary self through the practice of listening, while 
being discursive about sonic phenomenons. 

Being away from a place that we both call home- Zimbabwe- I 
find that our conversations are still tied to the concept of nation-
ality as one’s point of departure. This is an engagement that I would 
sum up as an interrogation of our knowledge system, particularly 
visual arts, which has always given prejudice to what you can see 
more than what you can hear. I think we are both coming from 
the notion of unpacking and confronting the coloniality in these 
systems. To start by understanding colonialism as an ‘epistemi-
cide’; the silencing and erasure of one’s knowledge system through 
violence for political reasons. 

These ideas are in tandem with how we define our contempo-
rary self, that our history starts when ‘white settlers’ settle on this 
land surrounding us and give it a name, later to be renamed and 
redefined through new political forms now being referred to as  
post-colonialisms, which in actual fact are neo-colonialisms. The 
title of the show centred in this publication ‘Sokunge’ provides a 
perfect paradigm through which one can start to think about ideas of 
rehistoricising and rememorialising Zimbabwe which are planetary  
and liberating. 

Foreword
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FOREWORD

How to permeate through the vacuums produced by history 
markers such as; the Berlin Conference of 1884; the Pioneer 
Column 1890, our independence of 1980 and the current Zimbabwe 
both local and diaspora. 

To imply that ‘Sokunge’ can also mean the appearance of 
something is more plural than the singular form it comes in. For 
instance, the privilege given to the ocular aspect of alphabet charac-
ters as they are presented to us in school, in spite of being sound 
objects. Perhaps by giving more attention to listening practice we 
will awaken other dimensions of seeing. Metaphorically speaking 
a vision that makes more use of hearing senses. 

Robert Machiri
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Introduction 
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SOKUNGE (AS IF)  

I started out as 
a sculptor with 
terracotta clay as my 
preferred medium and 
then moved to found 
objects, especially 
wood and leather, and  
animal bones.  
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INTRODUCTION

The title of the exhibition is “Sokunge/As if ”. “Sokunge”, is a 
Shona word that describes phenomena that is intrinsically 

something else other than their appearance. More like deception or 
dissimulation of form, concept, or sound. In this exhibition, I was 
looking at forms that appear as something, but upon a closer look, 
they reference a lot of other things, more like below the surface 
politics. � at is the relationship between hidden and exposed 
transcripts, it is the subtext, the micro politics. � ere’s a lot of 
mingling of symbolism in the work itself and layered aesthetics. 

In this body of work, there are different things from different 
cultural provenances and backgrounds that I am meshing into a 
single context. In the end, what you have are forms that are not 
easily placeable in terms of their cultural or even functional 
context. I was trying to look at the ideas of forms that are not 
easily placeable. 
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INTRODUCTION

Dark Fibres: In 2011, before I was fully/consciously aware, that ‘sound’ 
was deeply embedded in my practice, I was half/sub/Unconsciously explor-
ing various para sonic elements & experiences. I used to collect animal 
skulls as material and I was super-fascinated by the small hollow bone 
structures that were at the back of the skulls where the ears were located. 
Today, 9 years deep, I discovered that what I was using were the cochlear 
bones of several animals. What then shall we say? Consistency in creative 
practice reveals the hidden/dark/embedded fibres of the artist mind. At 
this point in my journey a few things are becoming clearer as more are  
becoming mysterious. 

#cochlear #sound #contemporaryartist #africancontemporaryart 
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SOKUNGE (AS IF)  

Let me shed some light on the socio-political aspect of the 
exhibition. There is a subtle military or militant aesthetic to 

it, almost a subtext. I’m using the spear a lot in most of the work, 
mostly in combination with other things, as a primordial military 
instrument or apparatus. Also, I have a couple of brass instruments 
coming in and out of the compositions. And in the end, what you 
have is a combination of these things that appear disconnected. Yet, 
if you take a step back and think about it, if you think about the 
issue of the brass instruments and the issue of sound, and then you 
also think of the issue of the military aspect of the spear, you begin 
to see that there is not much distance between sound and warfare 
or sound and military philosophy, you know? 

You see, wherever there is a war, it comes with a sound. 
Whenever there is protest, it comes with the sound. Revolutions 
and resistance movements were and are always characterized by 
a backtrack. Every time there is a confrontation or a surrender, 
it comes with a sound. The sound could be in terms of songs or 
a variety of general audible and inaudible sounds that the human 
body generates or responds to. Sometimes musical instruments or 
weapons are involved in this sonic milieu. 

I want to bring you to the beginnings of this exhibition, it was 
part of a performance called “Mbende Jerusarema Tehkno1.” 
In this performance, I was grappling with the traditional dance 
from Zimbabwe commonly known as Jerusarema. We became 
aware of its existence around the 1840s, in connection with the 
Zezuru’s2  response to Ndebele3 raids. Mbende Jerusarema existed 
in many forms, first as a pre-war dance a decoy in warfare, then a 
celebration and a pastime and also a political and community 
building strategy. 
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SOUNDS OF SPEARS

Sound by nature 
can be elusive, 
opaque, dissident, 
transparent and 
transient.  
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SOUNDS OF SPEARS
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CULTURAL RESISTANCE

IMAGE ART: ART @MIKECOLLINO / PHOTO CREDIT - JESUS DAVID TORRES @CHUCHE_0  

Presenting ‘Lakenights’ by Masimba Hwati. Side A: Insomniac 
Barriers features the artist Ifinite Resources. Special thanks to 
Alien passengers @mikecollino @paperbricks, #alienpassengers 

and Tympanum thank you @nikitagale Thank you @just.n.james @ 

shadiharouni, Sanaz Sohrabi, @Skowhegan, School of painting and 

sculpture @patblocher, Skowhegan class of 2019. Image is a picture 

of the Wesserunsett lake, Skowhegan Maine a beautiful and myste-

rious old lake that sustained generations of The Abenaki before they 

were massacred after the 6th Anglo Abenaki war.  
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SOKUNGE (AS IF)  

the artists from the  Afrikan  continent, mostly, maybe Southern  
Afrika because that is what I know, and specifically Zimbabwe. 

You see, artists begin to move to places where their practice can 
be supported. So, that itself begins to remove their work from 
that geographical space, but then there’s social media and there 
are also other online platforms. So maybe the question is how do 
we continue to do what we do in other geographical places, and 
also use this very ‘neutral place’ or this very ‘neutral geography’ 
that is called online to get our people to experience it? And more 
importantly, it might be a question of policy. How are the national 
galleries or the cultural institutions in the native countries of the 
artist helping to bring the work, or the artist back to develop the 
community? I think there are a lot of factors involved. I don’t think 
it’s only the decision of the artist that is important in making sure 
that the artist reaches not only just a foreign audience or market but 
also reaches his own people. 

Again, I will go back to the question of choice. I think an artist 
has the choice to do whatever they want, but I personally think 
that it’s important for people to give back to their community in 
terms of inspiration; in terms of shopping there; and even in terms 
of investing in the structures. But the decision does not rely solely 
on the artist. Many factors are also involved. Certain artists, for 
example in Zimbabwe, have stopped practising their craft. Why? 
Because the structures cannot support what they do. Sometimes 
it is better for me to buy and sell cars because I cannot support 
my practice in a certain space. It brings us to the question of this 
neutral geography that is the online space. How do we use it and 
how do we leverage that for our own people to become part of the 
consumers of our art? 
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Inspiration 
from Exposure 
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SOKUNGE (AS IF)  

I think artists have the 
same choice too, we 
cannot hold them to a 
higher standard that 
requires them to be 
overtly political 
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ARTICLES

A Dialogue between Olu Oguibe’s ‘Monument to refugee and 
strangers’ in Kassel Germany and the Ancient Egyptian Obelisks 
transplanted to Europe over the centuries. 

There seem to be metaphoric links between political and cultural 
circumstances around Olu Oguibe’s1 2017 controversial Obelisk 

in Kassel Germany and those that characterize the Montecitorio 
Obelisk of Ancient Egypt, which is the Obelisk of Pharaoh 
Psammetichus II (595-589 BC). This monument was transplanted 
to Rome in 10 BC by Emperor Augustus Caesar and was placed 
in Campus Martius2 to act as the gnomon3 of t4. This Ancient 
Egyptian relic is now in the Piazza Montecitorio. To date, there are 
eight Ancient Egyptian Obelisks in Rome a number of them seized 
as trophies of conquest by Rome from Egypt. In this article, I will 
focus on referencing the Montecetorio Obelisk and the trio known 
as Cleopatra’s needles with Olu Oguibe’s Monument to Refugees 
and Strangers.

The politics of Art 
Displacement and human 

migration
November,  2018



defi nitions of time and they 
create and nurture fragile 
future Images, sounds ideas 
and atmospheres hoping that 
their own people will grow 
to become those images. 
I have deep respect for 
Afrikan American people. 
This  particular group of 

people  have had to fi ght 
harder for the right to 
“being” and continue 
rightly so in the face 
of atrocious racial 
vices and apparatus 
in their environments. 
The struggle today 

is in place that’s both 
beautiful and critical 

in that Afrikan American 
artists in history have 
managed to ground and 
locate black people in the 

reality of their circumstance 
and more so to challenge and respond to stereotypes and constructs 
associated with the Afrikan American in this country especially the 
Afrikan American male species.

May I submit to you the following opinion: Art is as powerful or 
as relevant a tool as the intentions of the person(s) who owns it? 
In Zezuru  cosmology we have a proverb that says “Chisichako  
masimba mashoma” which  means you only claim power of defi ni-
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SOKUNGE (AS IF)  
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ABOUT THE AUTHOR

PHOTO CREDIT: DYLAN HANCOOK
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SOKUNGE (AS IF)  



If there is one thing that this book will 
do for artists and people who consume 
Art is, encourage us to expand our 
conversation beyond the gallery. One of 
the most powerful tools we have as Artist 
and consumers of Art is our inbuilt need, 
nature-driven curiosity to understand, to 
make sense of things in context to us and 
our environment. In seeing beyond the 
obvious to capture a part of our meaning 
into something. Something we can own 
and revisit, replay and share because in 
understanding it, we understand ourselves 
and in that, feel understood.

Often value changes once we add nuance 
and context. The most valuable things 
to us often have a sense of depth and 
meaning beyond the surface. With that 
appreciation, I’m glad questions that 
explore a deeper dive into Masimba’s 
process and inspiration are discussed. I 
hope in answering the questions “WHY” 
Why is it like this? Why this way? Why 
now, will help us glean the importance 
of placing moments and the Arts they 
inspire into better historical and cultural 
relevance. A sense of responsibility that 
at the very least Art, is to be consumed 
whole, as both an idea and material —  
Art is more than the Art piece.




