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Abstract: Colonial histories in Australia have left lasting wounds on the Aboriginal people and on the land. Rob Nixon’s concept
of slow violence is described as gradual, often invisible harm that builds over time, offering a framework for understanding the
lingering effects of colonialism. By applying slow violence, this paper examines how Melissa Lucashenko’s Too Much Lip shows
the impacts of colonialism on the indigenous land and culture and depicts the land displacement and the intergenerational trauma
of the Salter family. The land is more than a property, and itis seen as a living symbol carrying colonial violence yet simultaneously
providing the strength of resistance; it becomes both a bearer of trauma and a source of healing as well. Through this approach, the
paper underscores that the novel Too Much Lip highlights the importance of indigenous connections to their land towards the process
of acknowledging the collective healing therapy to overcome colonial violence.
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Melissa Lucashenlo’s Too Much Lip is a significant work of contemporary Aboriginal literature that explores the ongoing
consequences of colonialism for indigenous families and communities in Australia. The novel traces how histories of dispossession,
violence, and cultural loss continue to shape the present, showing how deeply the past is tied to the struggles of the present. Rob
Nixon’s concept of slow violence provides a useful framework for understanding these themes. Slow violence refers to the proc esses
of harm that unfold gradually, often hidden from immediate view, yet cause long-lasting damage to both people and the
environment.

Applying this framework to Too Much Lip shows how Lucashenko portrays colonialism not as a completed history but as
a continuing process of ingoing harm. The dispossession of Aboriginal land, the trauma embedded in family histories, and the
systemic failures of law and governance all represent forms of slow violence. The paper highlights that Lucashenko uses bold
narrative voice, the importance of land, and the representation of trauma to make visible the slow violence experienced by
Aboriginal people. At the same time, the novel emphasises resistance and survival, suggesting various pathways toward healing
and cultural renewal. Through this approach, Too Much Lip not only exposes the deep impact of colonialism but also embodies the
resilience of Indigenous identity and their enduring connection to the country.

Nixon defines slow violence as “a violence that occurs gradually and out of sight, a violence of delayed destruction
dispersed across time and space, an attritional violence that is typically not viewed as violence at all.” (Nixon 2). Conventionally,
violence is imagined as immediate, visible, like wars, murders, riots, or natural disasters. Unlike immediate acts of violence, slow
violence unfolds gradually, often invisibly, increasing harm over generations. It includes environmental degradation, structural
inequalities, and the traces of colonial violence that resist easy recognition.

This framework is particularly relevant to the settler colonial contexts, such as Australia. Colonialism did not end with the
initial dispossession of Indigenous people; rather, it continues in new forms that shape their present lives. Its harmful impact upon
them continues in myriad ways. Through mass imprisonment, child removal from families, and persistent poverty, state institutions
produce colonial patterns that perpetuate Indigenous communities into oppression. At the same time, large-scale mining,
deforestation, and many other forms of land degradation strip away the very landscapes to which Indigenous cultural identity and
spirituality are bound. These traumas are carried forward through generations. Such dynamics exemplify what Nixon describes as
“By slow violence...delayed destruction dispersed across time and space...” (Nixon 2).

In Too Much Lip, the land around the Durrongo River belongs to the Salter family, passed down through their Aboriginal
ancestors. For them, their land is a living symbol that both carries and resists the impact of colonial violence. It is a sacred place
tied to memory, spirit, and identity. The river and the surrounding country hold stories of their people and connect the family to
generations before them. By proposing to build a prison in their land, the Mayor plans to seize their land, which threatens not only
their home but also the sacred bond that connects them to their country.

The river functions as a living memory, holding the scars of colonial invasion, much like the Salter family carries
intergenerational trauma. It is at once a physical space, a repository of memory, and a witness to repeated theft: “Into the river that
was about to be stolen away again, as it always had been since Captain James Nunne Esq. first rode up with his troopers, one two,
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three, crying I’ll have that, and that, oh, and that too, which I'm at it.” (Lucashenko 101). This passage suggests that colonial
violence is not confined to history but is an ongoing process, either through violent invasion or bureaucratic development. Nixon’s
idea of slow violence, where violence is gradual, invisible and tied to colonial structures, is vividly embodied here.

Aboriginal communities view land as something that deeply resonates with their identity, relationships, and collective
memory. Lucashenko emphasises this by portraying the country as sentient and politically charged, not merely as property. The
proposed construction of a prison on the Salters’ ancestral land exemplifies Rob Nixon’s concept of slow violence, particular ly the
gradual, systemic harm tied to colonial power structures. Framed as a matter of public safety and economic development, the project
conceals the persistent colonial dispossessions, gradually undermining the community’s connection to the country. The violenc e is
notimmediate but accumulates over time, manifestingin the loss os land, disruption of cultural practices, and erosion of Indigenous
sovereignty. The Mayor’s prison development on Durrongo land dramatises how colonial greed persists in contemporary forms;
what is framed as progress is, in reality, a connection of historical theft, obscured by bureaucratic language but deeply impacts the
people and is embedded in the place. By portraying the prison as state-sanctioned progress, Lucashenko highlights how structural
forces perpetuate harm invisibly, reflecting Nixon’s argument that slow violence often goes unnoticed yet leaves enduring scars on
marginalised communities. For the Salter family, defending their land is not only a political struggle but an essential one, as the loss
of country signifies the erosion of cultural identity, kinship, and spiritual grounding. Their resistance challenges centuries of
attritional colonial harm, vividly demonstrating the effects of slow violence while linking environmental and social justice concerns
to their lived experience.

Slow violence in Too Much Lip is not confined to one generation. It extends across time, shaping family histories and
cultural memory. The legacies of colonialism, dispossession, incarceration, and forced displacement do not simply fade but reappear
in the lives of descendants. These ongoing harms provide the concept of intergenerational trauma, where unresolved wounds of the
past continue to influence identity, relationships, and community structures. Intergenerational trauma in Aboriginal communities
cannot be understood apart from settler-colonial structures. Settler-colonialism establishes systems of domination through land
dispossessions, forced child removal, and systemic marginalisation that deliberately undermine Indigenous identity. The Salter
family expresses this inheritance of pain through their struggles across generations.

The experience of the ancestors of the Salter family, such as Pop and other elders, who faced child removal, dispossession,
and systemic oppression, continues to shape the family’s sense of identity and belonging. These past injustices are carried forward
to the present generation. Kerry Salter, the novel’s protagonist, returns to Durrongo, her homeland, which becomes a major point.
Her presence forces the family to confront suppressed histories of domestic abuse, silence, and betrayal. Her family responds
differently to their shared past of oppression in their own way. Their broken relationships demonstrate how unresolved trauma
disrupts kinship and identity. Importantly, Kerry reconnects with the country. Sitting by the river, she senses an ancestral presence
that reminds her of the land as a living symbol, carrying memory across time. Lucashenko underscores that cultural memory is
inscribed in both people and place.

Lucashenko highlights her critique of settler colonial domination through the description of Pop’s experiences, “It seemed
there had been a lot of hard men in Pop’s life. Hard men with stone hearts, bent on turning the country into their own clenched
fists.” (Lucashenko 169). The clenched fists symbolise the violence of control and enclosure, evoking not only physical bruta lity
but also the structural suffocation of land and people. These hard men represent a mindset of domination and the need to be
controlled and owned. Pop’s life is marked by repeated encounters with these forces, which constrict both the environment and the
people connected to it. Through Nixon’s framework of slow violence, this illustrates how dispossession and exploitation operate
across generations and at the same time, by exposing this violent imagery, the novel resists it, insisting on the need to unclench the
fist, to let the land and its people free.

Nixon’s concept of slow violence connects directly to intergenerational trauma, as both involve gradual, accumulative
harm that unfolds over time. The Salter’s history of imprisonment, displacement, and abuse stands for what Nixon calls “The 1ong
dyings—the staggered and staggeringly discounted casualties...” (Nixon 2). The violence of colonialism is seen within the families
as conflicts rather than public disasters. Through Kerry’s journey, Lucashenko reclaims cultural memory as both a site of pain and
a source of resistance. Her confrontation with the threatened riverbank, the same land her grandfather once fought to protect,
connects personal wounds with broader histories of colonial violence. By weaving together family trauma, cultural memory, and
ancestral presence, Too Much Lip shows how slow violence festers across generations when left unaddressed, but also how
communities may begin to reclaim dignity and survival by confronting it.

Law enforcement in the novel further illustrates institutional slow violence. The Salters live under the constant threat of
surveillance, criminalisation, and incarceration. This reflects a broader reality in Australia, where Aboriginal people are
disproportionately detained and imprisoned. Such systemic inequalities are not explosive acts of violence but attritional ones,
eroding community wellbeing over time. Rather than providing protection, the state authorities in the novel serve to reinforce
colonial dominance, continually highlighting to Aboriginal families their precarious position under state control.

Lucashenko underscores the inherent hypocrisy in the colonial justice system, highlighting how the Indigenous people are
punished for minor infractions while the settlers’ historical land theft is celebrated: “And since when did going to jail make
somebody a villain, for Christ’s sake? But that was dugai logic for ya. Steal a million acres and you’re a pioneer hero...but pinch a
car or a mobile phone and you’re some...monster.” (Luchashenko 175-176). This ironic juxtaposition exposes the selective moral
logic of settler society. This shows how bureaucratic and legal systems continue to cause dispossession and marginalisation. In
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doing so, Lucashenko not only uses Nixon’s slow violence but also extends it, connecting it to the lived experiences of Indigenous
resistance and survival in the face of ongoing structural and environmental injustices.

While Too Much Lip reveals the lasting wounds of colonialism and slow violence, it also shows that Indigenous survival
is active. Lucashenko blames her portrayal of trauma and systemic harm on moments of resistance, healing, and reclamation. The
incidents in the novel are important because they show that slow violence, through widespread, is never complete. Resistance can
happen even where people suffer the most, reminding the readers that just surviving can be a powerful form of defiance.

One of the most powerful forms of resistance in Too Much Lip is the Salter family’s emphasis on their enduring connection
to the country. The proposed prison development on ancestral land is not merely a political dispute. This struggle to protect their
country underscores that healing cannot occur in isolation but must be tied to collective action and the defence of land; a country is
not merely symbolic; it is the foundation of identity, spirituality, and continuity, making its protection both an act of survival and a
step towards repairing broken bonds.

Lucashenko also emphasises storytelling as a form of survival. Through memories, recollections, and difficult
conversations, the Salters pass down histories that authorities attempt to eliminate. Storytelling interrupts silence, which resists slow
violence to accumulate invisibly. Nixon highlights the role of literature in making such violence visible, and Lucashenko portrays
this in her novel. Her characters, like her readers, are drawn into acts of recognition that affirm continuity across generations.
Cultural practices such as the recovery of ancestral knowledge, the affirmation of kinship ties, and the assertion of sovereignty
further resist colonial erasure by ensuring that Indigenous presence endures. In this sense, survival itself becomes a form of
resistance to live, to speak, and to claima place.

Resistance is also framed in relational and collective terms. Despite deep fractures, the Salter family begins tentative steps
toward reconnection, breaking cycles of silence that sustain intergenerational trauma. Healing is slow and incomplete, yet it
represents a refusal to allow colonial harm to define their futures. Importantly, Lucashenko avoids romanticised resolution, instead
portraying resilience in the willingness to confront painful truths. The struggle over land and the renewal of kinship underscore the
collective nature of survival. The novel locates sacredness in the land itself, rather than in imposed Western institutions. Kerry
recalls her grandmother’s church: “Her native church was built right here of rock and sand and feather and bark and moss.”
(Lucashenko 29). Country becomes a spiritual archive, resisting erasure through its material memory. If the river embodies cycles
of theft and colonial violence, the native church affirms resilience, grounding belonging in the enduring sacredness of place.

Hence, Too Much Lip insists that survival is a form of resistance. To live, remember and fight in the face of colonial
attrition disrupts the logic of slow violence. Lucashenko extends Nixon’s concept by showing that while violence is incremental
and accumulative, so too is resilience. Through storytelling, kinship, spiritual reclamation, and the defence of land, acts of endurance
accumulate across generations, creating a resilience that colonialism cannot extinguish by concluding the novel with struggle and
hope, Lucashenko rejects a simpler closure in the settler sense of reconciliation, such as official apologies, ceremonial gestures, or
policy measures that ignore the continuing effects of colonialism and structural oppression. Instead, she presents healing as an
ongoing process which is carried out collectively, across generations, and through a deep connection with the country. Her vision
challenges the readers to rethink justice not as a legal resolution but as a lived, relational practice rooted in land and co mmunity.
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