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Abstract

Bearing Witness: Representation of Communal Violence and Trauma in Select Twenty-
first Century Indian Cinema

This thesis argues that select Indian films offer a nuanced portrayal of communal
violence, trauma and posttraumatic growth by representing the trauma of victims,
perpetrators, and communities through cinematic techniques and innovative narrative
strategies. Drawing on postcolonial theoretical discourses on violence and trauma developed
by scholars such as Stef Craps, Irene Visser, and Michael Rothberg, the study investigates
how the select films engage with direct, structural and cultural forms of violence, and portray
the trauma of victim perpetrators and communities. It offers a comparative analysis of the
techniques and strategies used in feature and documentary films to engage with the themes of
suffering, resilience and healing. The thesis adopts a qualitative approach to study how these
films engage with violence and trauma. Content analysis is employed to trace the patterns of
violence and trauma, and close textual analysis is used to analyse these films' techniques,
themes, and narrative structures. The corpus of this study comprises four feature films,
Firaaq, Parzania, Amu, and Jogi, and two documentaries, Even the Crows: A Divided
Gujarat and The Widow Colony: India's Unsettled Settlement, which are set against the
background of the Anti-Sikh Riots in Delhi in 1984 and the Gujarat Riots in 2002. The study
addresses a gap in existing scholarship by examining trauma suffered by victims and
perpetrators in a postcolonial locality. This study's focus on the social and material dynamics
of trauma, in addition to the psychological and linguistic, underscores its relevance. The
study highlights the role of rituals, faith-related practices and indigenous modes of healing,

and contributes to a deeper understanding of ways of managing trauma in a postcolonial

locality. In contrast to prior research, which focuses on mourning and stasis, this
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foregrounds resilience, posttraumatic growth, and reconciliation. This thesis positions Indian

cinema as a site for negotiation, witnessing and reconciliation.

Keywords: communal violence, trauma, Indian cinema, resilience, posttraumatic growth.
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Chapter |

Introduction

Representing Communal Violence and Trauma in Cinema

Poetics, Politics and Ethics

Cinema dynamically interacts with social, politicahd cultural spheres. On
the one hand, cinema is shaped by spoidtical changes in society; on the other, it
influences how the public perceives and understdmeise changes. This thesis
seeks to critically analyse the various ways inchtselect twenty-first-century
Indian films engage with communal violence, trauand post-traumatic growth.
Four feature filmsFiraaq, Parzania,Amy andJogi, and two documentary films,
Even the Crows: A Divided GujarahdThe Widow Colony: India's Unsettled
Settlementhave been chosen for detailed analysis in thssh@&he study focuses
on how these films, which are set against the backgl of the Anti-Sikh Riots in
Delhi following the assassination of the then Privhiaister Indira Gandhi in 1984,
and the Gujarat Riots following the Godhra traimidog incident in 2002, address
communal polarisation, the ensuing violence, aedithumatisation of individuals

and groups.

The first part of this chapter provides a detadedrview of the historical
and cultural background of communal polarisatiod @olence in India. It then
proceeds to an analysis of the research objeciNes, it critically examines the
important theoretical discourses on violence aadrtra. The chapter continues with

a detailed literature review and an overview ofrggearch methodology. It is
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followed by a section on chapterisation. It conelsigvith a discussion on the

significance of the area and topic of research.

1. Background of the Study

Numerous instances of communal violence were regdont India before and
after independence (Engineer 1; Jairath 443). Comafiam refers to “sectarian
identity formations and hostile and violent relasdetween different communities
often erupting in riots between them” (Jain 6). Ggradra Pandey defines
communalism as “a condition of suspicion, fear hastility between members of
different religious communities” in his bodike Construction of Communalism
Colonial North India(6). Communal violence refers to “violence prinhari
perpetrated by civilian members of one ethnic comitgy(in India often
demarcated by religious denomination) againstialwimembers of another
community” (Frgystad 443). Communal violence, whiebults in murder, loot,
large-scale displacement and the creation of ansihere of fear, division and

polarisation, was reported in India at regularnvaés (Jain 4).

Communal violence and riots were recorded in lmdiang the Pre-colonial
period itself (Sarkar 1). The acuteness of thesriiotreased during colonial rule
because of the divide-and-rule policy followed yt@n after the uprising of 1857
against the colonial rulers (Chandra 1). Some @intlost intense episodes of
communal violence erupted in India during the dafyBartition. The partition of
undivided India into India and Pakistan along tieli lines in 1947 disrupted the
social fabric and triggered riots in different gaof India. Men, women and children

were attacked, robbed and killed on both sidef®bbrder. Partition was a
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“moment of lethal rupture” that led to the triggegiof riots, especially in Northern
India, leading to the death of over one million jplecand the displacement of eight
to ten million Indians (Sarkar 194). Sarma argtes tthe partition of India and the
creation of Pakistan in 1947 created unprecedargaununal violence which was
responsible for killing and migration of million$ people” (85). Many families who

suffered personal and material losses still cdreyrhemories of violence and loss.

All the major communities in India were affectedPartition, albeit in
different ways. Forced and, at times, voluntarypisement from one region to
another and, in some cases, from one country tthanohanged the identity of the
affected communities and individuals. These develams also had social and
economic consequences. The partition of the latodtwo by the British in 1947
also resulted in the partition of the psyche ofugands of affected individuals.
Recent studies on communal violence in post-indeégetnindia examine how the
painful memories of the loss of life, property adentity caused by Partition
continue to influence contemporary political, sé@gical, cultural, and cinematic
discourses (Misri 8). Partition remains “a festgnmound in the collective psyche of
South Asia (Sarkar 1). It has also emerged as t#o'fred trauma—an experience
whose memory cast its long, disquieting shadowudlip consciousness” (Sarkar
2). Even today, discussing Partition is a compésk tbecause it may revive the
painful and disturbing memories about “the corphmaterial, and psychic losses”

(Sarkar 9).

Hindus, Sikhs and Muslims living in border statastsas Punjab, Kashmir

and Bengal were the most affected because of timencmal violence during the
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time of Partition. Many Sikhs living in those padfsPunjab, which became part of
Pakistan, came under attack, and some were foocers$s the border to relocate to
India. The forced displacement and relocation asblgraffected the members of the
community. The cultural memory of the loss of liaexl properties during the days
of Partition was transmitted across generationssimied to the formation of
intergenerational trauma. The trauma of Partitiontioues to influence many
survivors' cultural memories and collective ideasit The rise of militancy in
Punjab and the demand for a separate state fos ddsed a rift among
communities after Partition. This rift deepenedtiar after events like Operation
Blue Star, the murder of the then Indian Prime Bten Indira Gandhi by her Sikh
bodyguards, and the Anti-Sikh Riots in 1984. THhQiommunity draws parallels
between the violence of 1947 and that of 1984 ath“the cataclysmic events were
surrounded with identical sufferings, violence &rdima of loss” (Kaur and
Mohindra 3). The ethnographic study conducted bgn@eDas on the suffering of
Sikh women also makes a comparison between thengelin 1947 and that in
1984. She points out that “the way Sikh women dedh the carnage in Delhi and
the various ways in which loss and grief were eédbis reminiscent of how
women dealt with the violence during the 1947 Barti (20). Sikh community
carries “the spectral wounds” of these events,“#r@be haunting memories inform

their identities” (Kaur and Mohindra 3).

The communal tension that arose during Partitiahankasting and profound
impact on Muslims as well. In the post-Partitionlgnce, many Muslims were

attacked and killed, and their establishments ansés were targeted, especially in
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states bordering Pakistan. Sachar Commission refaids that Muslims, being a
minority in India, face “issues related to identigcurity and equity” which are
“Intricately linked in complex ways” (3). The rep@so points out that many
Muslims in India have to “carry a double burderbeing labelled as ‘anti-national’
and as being 'appeased' at the same time” (11)r€xsen for the othering of
Muslims in certain parts of India is that some gedmwld Muslims responsible for
Partition (Sarkar 34). They perceive Partition the ‘ultimate instance of Muslim
betrayal in the modern era” (Sarkar 34). Vesteeredt groups weaponise these
sentiments against the community during the outboé@ommunal riots. Muslims
have suffered significantly because of the targateatks and communal riots in
Post-independent India. Muslims in India occupyarbivalent position,
“simultaneously marking the triumph of secular aasil community and emerging

as the locus of endless suspicion” (Sarkar 36).

The circulation of collective memories about thetpaolence associated
with the Partition, along with the fear of “the igiaed dangers of future partition,”
creates an atmosphere leading to polarisation aeatgrian lines (Brass 384). The
polarisation along religious lines precipitatedamees of violence, which
sometimes result in the outbreak of full-blown sicAs Nishat Haider rightly argues,
“the collective memory of Partition within the Swmntinent has, during the past
century and more, been refracted through communthktate ideologies

(“Genealogy of Violence” 90).

Political, economic and social factors also reslitethe triggering of

communal unrest. Economic disparities and margiaibn of some communities
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created distrust and enmity along communal linég. fhetoric of communalism
used by different political parties to further theolitical agenda aided the formation
of the “institutionalized riot systems” (Brass 36Baul Brass argues that the nexus
of antisocial elements, political leaders, groupth wested interests, and communal
outfits plays an important role in planning and@xeng riots. This nexus creates
“an institutional riot system” and acts with imptynin areas where they receive
active or passive support from some police offi@erd bureaucrats (Brass 369). He
argues that communal amity can be restored onblidsyantling such institutional
riot systems. The role played by certain media bsulat amplified messages of
hate and violence in provoking communal unrestates been well documented (N.
Mehta 395). The failure of law-and-order machinryestore peace by controlling
the mob adds to the intensity of violence (Saxe&2®.1Steven Wilkinson, in his
well-researched booWotes and Violence: Electoral Competition and Comahu
Riots in India argues that on many occasions, riots were plaanddxecuted by
certain groups to reap electoral dividends (5) hdlels that riots can be controlled

quickly if the authorities are alert and active.

Ward Berenschot, in his boé¥ot Politics: Hindu-Muslim Violence and the
Indian Statepffers an ethnographic account of riots. He attsnguncover the role
played by different stakeholders in acts of viokeride argues that among the
perpetrators, “ a division of labour” exists: “Sometors were involved in spreading
rumours and accusations, some occupied themseltteshe logistics of the
mobilisation, some instigated and led the mobsewithers kept up morale and

support by providing relief and by securing theeasle of those arrested” (7). He
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reiterates that “inclusive economic growth and aaraxcessible and responsive
state can lay the basis for a political arenaithkss violent and more conducive to

communal harmony” (201).

Ashutosh Varshney argues that riots can be trigganel sustained only in
regions where civic engagement among members afugreligions is limited. He
holds that “local networks of civic engagementvioegn different communities play
an important role in regulating and managing cotgland preventing the eruption
of riots (9). In regions where such networks aespnt, tensions can be “regulated
and managed”, and “where they are missing, commdeatities led to endemic
and ghastly violence” because “a multi-ethnic styorath few interconnections
across ethnic boundaries is very vulnerable toiettisorders and violence”

(Varshney 9, 12).

Since Independence, India has witnessed numerdbeealss of communal
violence, mainly in the Northern States, which weirectly affected by Partition
(Fraystad 443). The Jabalpur Riots of 1961, the-Bikh Riots of 1984, the
Bhagalpur Riots of 1989, the Kashmir Riots of 199@, Bombay Riots of 1992-
1993, the Gujarat Riots of 2002, the Muzaffarndgats of 2013, and the Delhi
Riots of 2020 are some of the crucial instancesaimunal riots in post-
independent India. Numerous instances of direatcgtral, and cultural violence

characterise these communal riots.

The communal riots in Delhi in 1984 and in Gujara2002 had lasting
consequences. They resulted in the formation @fi@lltrauma, which in turn

played a significant role in shaping the post-iileintities of the members of the
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affected communities. The Anti-Sikh Riots in Delvere triggered by the inter-
communal polarisation caused by the mobilisatiopediple along communal lines
after the murder of the then-Prime Minister of bndndira Gandhi, by her Sikh
bodyguards (Devgan 207). The riot in 1984 wreal@tsiclerable damage to the
lives and property of people belonging to the Sikmmunity living in Delhi and
other parts of North India. The situation was bildugnder control by the army,
which was deployed in riot-hit areas. Neverthelessny displaced victims could
not return to their respective villages becaussoofal, political, and financial
reasons. Many widows were later shifted to a natleseent in the suburbs of
Delhi, which later came to be known as Widow Coldeyen decades after the riots,
victims of the riots continue their fight for justi. They point out that many
perpetrators have yet to be brought to book, aedittims have not been

adequately compensated.

A communal riot in the Indian State of Gujaratpad in 2002 after the
attack on coach S6 in the Sabarmati Express carkarsevaksvho were returning
home after taking part in the political rally orgsed by a political outfit to mobilise
support for the construction of the Ram templeyodkya. The spread of the
reports that Muslims were behind the targeted lattagated an atmosphere of
distrust, hatred and polarisation, which groupswésted interest sought to exploit
to mobilise mobs to target localities with larggptations of minorities. The riot
erupted, and the ensuing violence resulted inatgetscale destruction of persons
and property and the displacement of many famjfes/a 189). Muslim women of

different age groups were sexually molested, antesof them were later killed.
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The existing prejudice among certain sections af@mMuslim community also

increased the intensity of violence (Murthi 3).

Historical and cultural representations play a iicgnt role in shaping the
cultural memories of different groups and commaesitiSeveral historical narratives,
such asCommunalism in Modern Indiay Bipan Chandra anthe Anatomy of Hate
by Revati Laul, and literary narratives, suchRast: A Love Storypy Shashi Tharoor
andDelhi: A Novelby Khushwant Singh, have recorded the modalitieommunal
violence and the suffering of the victims. Indianetna has also addressed
communal violence and its lasting legacy. Filmsommunal riots, such &sraaq
andAmu have explored interrelated themes such as sufferiagma, resilience,
and post-traumatic growth. However, studies on hwenty-first-century Indian
films explore and depict communal violence, trawand post-traumatic growth are
still limited. This study seeks to examine how sleéect films engage with violence,
trauma and post-traumatic growth through the cotluegframeworks of

postcolonial discourses on violence and trauma.

2. Research Objectives

This thesis attempts to explore how select filnpgesent, mediate and
process experiences of communal violence and thtireg trauma. It aims to
analyse how these films engage with direct, strattand cultural forms of violence
from an intersectional vantage point. It endeavéoiiavestigate how the films
depict individual, collective and insidious traufmam the perspective of
postcolonial trauma studies. It attempts to critycaxamine the representations of

the trauma experienced by various stakeholder$, asiwictims, perpetrators and



Jouhar 10

implicated subjects in these films. The study id&eto explore how select films
negotiate the themes of suffering, resilience,ihgand posttraumatic growth. It
seeks to explore how these films mediate the cdimmmebetween memory and
trauma, with added emphasis on the multidirectibpnaf memory and the ethics of
witnessing. Furthermore, the study seeks to compardifferent strategies used in
feature and documentary films to depict violencayiina and posttraumatic growth.
Finally, the study aims to examine the aesthetitfarmal strategies employed in

these films to represent violence and trauma.

3. Theoretical Framework

In the twentieth century, different outbreaks aflence of varying intensities
were reported in different parts of the world (Ghan 1). In the much-discussed
work Reflections on Violengdohn Keane argues that the twentieth centurybeay
described as “the long century of violence” (3)eToncepts of victimisation and
perpetration are placed against political, sociiglalgand cultural contexts in this
section. This section on the theoretical discouosegiolence provides a backdrop

for the analysis of how select films engage withlemce and its consequences.

3.1 Theories on Violence and Victimisation

The etymological origin of violence may be tracedito the Latin word
Violare, which means infringement. Manfred Steger, induek Judging Violence:
The Dispute Between Idealists and Reglatgues that violence “comprises a range
of meanings, including 'to force', 'to injure’, dishonour’, and 'to violate” (12). In
his bookAfter the Terror Ted Honderich conceptualises violence as the 6fise

physical force that injures, damages, violatesestrdys people or things” (15).
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Since many acts of violence involve violations tfedlent types and kinds, the
concept of violence can be studied and understoterms of violation. Vittorio
Bufacchi, in his article “Two Concepts of Violenceaittempts to further nuance the
concept of violence by arguing that “while actgbfsical force often entail some
form of violations, there are times when a violataxcurs without the need of any
physical force, or, alternatively, acts of physiftate may take place without

anything or anyone being violated” (194).

Violence may be defined as the intentional useadd in an illegitimate,
harmful, unethical and destructive manner. Thon@gyP argues that “a person uses
physical violence if he deliberately acts in a wagt blocks another's exercise of her
legitimate rights by physical means” (gtd. in Buflac67). Steger holds that
“violence is the intentional infliction of physical psychological injury on a person
or persons” (13). Violence is also understood ‘agadation of rights” in three
different ways (Bufacchi 196). It is conceptualiseda “violation of personal
rights”, “as the violation of the right to ourset’eand as “the violation of human
rights” (Bufacchi 196). These definitions and cqpic@lisations of violence in terms
of force or violation are known as “minimalist ceptions of violence” (Bufacchi

197).

Unlike such conceptions of violence, the new framdsw and models
introduced by scholars like Johan Galtung can atcfou the different layers and
modalities of violence. Bufacchi argues that themse& models may be theorised as
more “Comprehensive Conceptions of Violence” (1973ltung offers an expansive

view of violence in his books. He holds that viaens “present when human beings
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are being influenced so that their actual somatctraental realisations are below
their potential realisations (“Violence” 168). Irslarticle “Violence, Peace, and
Peace Research”, Galtung distinguishes betweeectditolence” and “structural
violence” (171). In the case of direct violencgeason or persons may be the
instigator or the perpetrator of violence. Direlence may involve the use of
physical, emotional or psychological force with theention to hurt or harm an
individual or a group. It encompasses murder, rapgault or any action or
behaviour intended to cause harm, injury or suffgrDirect violence is easily
identifiable owing to its concrete and visible rratun the case of structural
violence, violence is an integral part of the stwmual mechanism, and hence, this
form of violence may be more dangerous than diredénce, and its consequences
may also be long-lasting. It is an abstract forrwiofence caused by unequal
political, social, and economic systems. It manges invisible forms of violence,
such as systemic inequities. Galtung argues thattatal violence “shows up as
unequal power and consequently as unequal lifeagsaffViolence” 171). In his
essay “Cultural Violence”, published in 1990, haduced the concept of cultural
violence. He defines cultural violence as thosenelgts and aspects of a culture that
“justify and legitimise” both physical violence asttuctural violence (291).

Cultural violence creates an ecosystem in whictetinit forms of direct and
structural violence “look, even feel, right—or aat not wrong” (“Cultural
Violence” 291). He posits that cultural violencendze seen in culture, arts, language

and belief systems.



Jouhar 13

Slavoj Zizek, in his bookiolence: Six Sideways Reflectipnkssifies
violence into subjective violence and objectivelemnze. He theorises subjective
violence as the evident and perceptible form ofevice (2). It is perpetrated by an
agent or agents who are easily recognisable. Syettsof violence violate the
societal norm of non-violence. Objective violensaiform of violence that is not
readily perceptile; it is often invisible and may operate even within a peaceful
society (2). He further divides objective violenot symbolic violence, by which
he means violence in language and other modes aadswf communication, and
systemic violence, by which he means the “ofteastabphic consequences of the
smooth functioning of our economic and politicastgyns” (1). He argues that both
subjective and objective violence are interrelated interconnected since

subjective violence is a visible manifestation bjeztive violence (2).

In his article “The Sociological Analysis of Violea: New Perspectives”,
Michael Wieviorka examines why specific individuatsmmit acts of violence,
whereas others do not. He emphasises the needligsamand investigate “subject,
subjectivation and desubjectivation” in the conteixviolence (59). Concerning the
perpetration of violence, he identified four sigraint subject positions, namely “the
floating subject”, “the hyper-subject”, “the nonkgect”, and the “anti-subject” (60).
The floating subject is an agent who opts for \nckeunder conditions “which are
particularly unfavourable” (60). His/her violendems from his/her inability to find
any other alternative responses to an otherwisavonfable situation. The hyper-
subject also has limited agency since circumstabegsnd his/her control limit

his/her choices. However, in this case, “the ttamsito violence is preceded, or
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accompanied by a process of search for meaningventoad of meaning which

may take an ideological or religious turn”, whidleates an ecosystem conducive to
the legitimisation of the acts of violence on saneological grounds (60). The non-
subjects are those who act violently, but theyneltiat they are not responsible for
the violence (60). Their ground for denying resploitisy may be claims such as
they were only “obeying a legitimate authority” amald no or limited agency at the
time of perpetration (60). The 'anti-subject’ “agtdently for pleasure; they practise
pure violence, violence for the sake of violenbeytdehumanise their victims,

acting out of cruelty or sadism” (61).

In the booKThe Implicated Subject: Beyond Victims and Perpetsa
Michael Rothberg used the term “implicated subjettsefer to “those who have
inherited or who have otherwise benefited fromdriss of perpetration” (83). He
points out that “implicated subjects occupy posisi@ligned with power and
privilege without being themselves direct agents of harm; they contribute to, inhabit,
inherit, or benefit from regimes of domination lolgt not originate or control such
regimes” (mplicated Subject). An implicated subject is neither a perpetrator a
victim. Yet, he/she is “a participant in historeasd social formations that generate

the positions of victim and perpetratotinplicated Subject).

In this thesis, the representation of violencengse films is viewed from an
intersectional vantage point. Kimberle Crenshawoohiced the paradigm of
intersectionality to map how various systems ofrepgion often intersect and shape
the lived experiences of individuals. She introdlttés concept in her article

“Mapping the Margins: Intersectionality, IdentitplRics, and Violence Against
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Women of Color” by Kimberle Crenshaw. She usesphaiadigm “to denote the
various ways in which race and gender interachéps the multiple dimensions” of
one’s experiences (“Mapping the Margins” 1244). Stwes that violence and
victimisation do not take place “along a singleegatrical axis” (“Demarginalising
the Intersection of Race and Sex” 140). She hdldsany attempt at
“conceptualisation, identification and remediatiavtiich is based on “a single
access framework” may lead to the marginalisatioexperiences of the more
marginalised sections among the victims (“Demailgimg the Intersection” 140).
She points out that in addition to individual instas of violence suffered by the
victims, “other multilayered and routinised formfsdomination” may “converge in

the lives of the most affected victims” (“MappirtgetMargins” 1246).

Kimberle Crenshaw has illustrated how differemtdas, such as caste,
religion, gender, class, region, and race, corstgach individual's identity. These
multiple factors often converge, leading to divertgexperiences of marginalisation,
oppression and discrimination. The intersectiomasfous factors creates a
compounding effect that makes each individual'sdrpces unique. Her studies
foreground “how patterns of subordination inters€tflapping the Margins”

1249). She also emphasises that “intersectionardutation need not be
intentionally produced; in fact, it is frequently the consequence of the imposition of
one burden that interacts with preexisting vulngitads to create yet another

dimension of disempowerment” (“Mapping the Margiig49).

Kimberle Crenshaw has studied how structural ietgrsnality, political

intersectionality, and representational interseetiiby operate in society (“Mapping
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the Margins” 1244). Structural intersectionalityers to the differential treatment of
individuals by structures of power within a sociéifie different ways in which
political and social institutions create, perpetyaind legitimise unequal treatment
may be theorised as structural intersectionalitg(Shaw, “Mapping the Margins”
1250). The acknowledgement of structural interseetiity and its long-lasting
consequences may expedite attempts to evolve Bettar-political structures and
institutions to improve the quality of life of tipeople who are on the margins.
Political intersectionality places the conceptraérsectionality against the backdrop
of political frameworks. It refers to the complexays in which political frameworks
are shaped by the axes of gender, caste, racdassj &nd, in turn, the political
frameworks shape the identities and subjectividigseople (Cresahw. “Mapping the
Margins” 1251). Political institutions may inadvemtly or deliberately create,
perpetuate or legitimise violence of different lan@€renshaw emphasised the need
for political institutions to adopt policies andapk which are more inclusive and
sensitive. She used the concept of representatimieasectionality to explore how
the experiences of individuals mediated by thegrsecting identities are
“represented in the cultural imaginary” (“MappirgetMargins” 1280). She
foregrounds the different ways in which the domirdiacourses shape
representations in media. She problematises tfexelittial treatment of individuals
and people by the media and culture industry. Ttsees of some are foregrounded,
while those of others are overlooked in many ma#ash narratives. Some
individuals are reduced to stereotypes, and thgieeences are misrepresented.
Crenshaw advocates for the adoption of better sepitational strategies that are

more inclusive and sensitive to diversity in sogiet



Jouhar 17

3.2 Trauma and Representation

This thesis examines the representation of thigichgal and collective
trauma suffered by different stakeholders, ran@iam victims to perpetrators,
within the framework of Postcolonial Trauma StudiBse framework of trauma
theory, as it is conceived and conceptualised Isygotonial trauma theorists, serves
as the theoretical underpinning of this study. Heistion critically analyses various

conceptualisations of trauma in different discigtiypframeworks.

The etymological origin of the word trauma cartfaeed back to the Greek
word raumatikoswhich means a wound. Though the word may refehisical
and psychological wounds, scholars from differastiglines and epochs have often
foregrounded either of the two possible meaningedding on their theoretical
vantage points and critical orientations. In trgh&enth and nineteenth centuries,
trauma was primarily understood as a physical watmgsed by an external agent.
The new paradigm of psychological trauma emergedarsecond half of the
nineteenth century as a result of the drastic dgwveénts associated with the rise of

modernity.

Trauma emerged as a significant concern in dis@pllike law, history,
literature and culture at the beginning of the tiieth century. Susannah Radstone
points out that this theory emerged mainly dud&“tturn to memory’ in history
and the Humanities” (21). She holds that “postmoiden’s problematisations of
grand narratives, objectivity, universality andatday prompted a turn to memory's
partial, local and subjective narratives” (21). Btkical turn in the humanities also

facilitated the growth of this interdisciplinarynaaigm. This sudden rise in
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discourses on trauma was described as a “traunma’™dmpLucy Bond and Stef
Craps, who rightly point out that the reason fatsa boom may be primarily
because of the emergence of the “new ways to casegoepresent, and exploit
distressing experiences” (12).

Trauma has also emerged as “a big business” taingrarts of the world
(Bond and Craps 12). The dark tourism industrynagits to commodify and
commercialise sites of suffering, disregardingettecal concerns of the
stakeholders (Franko and Goyes 117). The fashaumsiny attempts to monetise
trauma by selling clothes and other items thatméxse those that were used by
inmates in concentration camps. The publishingameima industries have also
hugely benefitted from the growing interest in treuamong the public.

Numerous Scholars have studied the linkages betpewer, politics, and
articulations of trauma. In the early stages, tharha paradigm was mainly used by
the oppressed and marginalised sections of sawetgnceptualise their physical
and psychological wounds. Even then, the traunefperiences of the people
outside the First World did not receive the at@mtihey deserved. In the recent past,
“the narrative of victimhood has taken a surprisoeplogical turn as alt-right
groups in Europe and America have sought to emphaiseir sense of
disenfranchisement” (Bond and Craps 13). In this aemate of “trauma
economy”, discourses concerning memory and trausmanadiated and influenced
by “economic, cultural, discursive, and politicalgtures that guide, enable and
ultimately institutionalise the representationyé&land attention to certain traumas”
(Tomsky 53). As Kaplan argues in her wdilauma Culture: The Politics of Terror

and Loss in Media and Literaturthe contemporary culture, owing to its increased
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preoccupation with grief and victimhood, may bdygdescribed as “trauma

culture” (1).

Scholars have conceptualised trauma from multiplgage points, and
hence, the definitions of trauma they offer araadrRichard Crownshaw’s opinion
is that most scholars in the West have come to Wiauwma as an experience that
“defies witnessing, cognition, conscious recall amgresentation” (4). As Lucy
Bond and Stef Craps argue, most scholars “positaarma as a belated response to
an overwhelming event too shattering to be proackasat occurs” (14). The
potential of transmissibility of trauma also addghe complexity of trauma. Roger
Luckhurst argues that trauma “appears worryingipgmissible: it leaks between
mental and physical symptoms, between patients twesn patients and doctors
via the mysterious processes of transference @estign, and between victims and
their listeners or viewers” (3). Trauma is a sligpgomain since it “traverses the
internal and the external, the private and theiputile individual and the
collective” (Bond and Craps 14). Judith Herman aggtlnat the history of the
concept of trauma in itself is traumatised sindgs ¢haracterised by “episodic
amnesia” {rauma 7). In contemporary political, social and cultudedcourses,
trauma is “periodically forgotten”, and “periodibateclaimed” (Herman,

Trauma?).

Sigmund Freud played a pivotal role in the eadgaeptualisations of
psychological trauma. Many of his concepts conecgyiauma are slippery and
controversial since he changed many of his ingigbments in his later works. The

three significant texts by Freud that look at vasidacets of trauma aBtudies on
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Hysteria(co-authored with Breuergeyond the Pleasure PrinciplandMoses and
MonotheismStudies on Hysterideals with trauma resulting mainly from the
experiences caused by sexual violence. Freud atgatthe belated reemergence of
memories related to the repressed sexual expesencelater stage triggers
traumatic hysteria. Ruth Leys argues that “Frewbl@matised the originary status
of the traumatic event by arguing that it was het@xperience itself which acted
traumatically, but its delayed retrieval as a menadter the individual had entered
sexual maturity and could grasp its sexual meani2@j. The initial Freudian
hypothesis which traced the root of trauma in itifarsexual abuses turned out to be
very controversial, and at a later stage Freud ‘@daway from understanding
trauma as a belated response to an early sexualierpe towards a prototype of
the Oedipus complex” (Bond and Craps 34). Freudifealdhis initial argument and
postulated that it is not sexual experience butessed sexual desire and fantasy
that trigger traumatic symptoms. As Lucy Bond atef Sraps point out, Freud’s
revised postulations “marked the final transitioonf a physiological model of
trauma, which saw mental neuroses as a psycholagg@onse to an external
shock, to a theory of psychoanalysis, which poditedexistence of repressed

memories as fundamental to the structure of consoess” (34).

Sigmund Freud further revised and reframed hidihial model of trauma
when many cases of soldiers suffering from travcrgtmptoms were widely
reported. In his worBeyond the Pleasure Principlee presented his new
arguments and findings. The publication of this kveignalled the next significant

turn in his conceptualisation of trauma. In thiskydhe theorised the death drive and
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argued that it is an aberration of the pleasunecpie. He visualised the pleasure
principle as a regulatory framework that “endeagdorkeep the quantity of
excitement ... as low as possible, or at least t@ keeonstant” (4 —5). Freud
postulated that the human mind has an inner aret tayter. The outer layer has a
“protective shield”, which guards it from threategistimuli from the outside
(Beyond the Pleasure Princip85). However, in moments of fright, by which he
means “the state a person gets into when he haastaudanger without being
prepared for it”, external stimuli cause severe d@genBeyond the Pleasure
Principle 32). He held that anxiety usually acts as a meshathat protects the
mind, but a lack of anxiety during moments of traumakes the subject vulnerable.
He points out, “we describe as ‘traumatic' anytakoins from outside which are
powerful enough to break through the protectivelshi.. with a breach in an
otherwise efficacious barrier against stimuBefyond the Pleasure Princip83).
Since the pleasure principle will be put out of@tiunder such circumstances, there
will be “no longer any possibility of preventingetimental apparatus from being

flooded with large amounts of stimulu€€yond the Pleasure Principf®).

Freud shifted his attention to questions regardistprical trauma in his
work, Moses and Monotheismublished posthumously in 1939. In this work,U¢te
tried to trace the underlying structures of tralopattempting to place the
experience of trauma at the individual level agatine broader backdrop of
historical developments. Though his primary coneeas the historical trauma
suffered by the Jewish people, this framework hraader applications. Freud

attempts to theorise the history of the Jewish [geimpthe context of the traumatic
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rupture in the monotheistic tradition of that commty; which was caused by the
failure of the community to acknowledge the muroieMoses as part of their
cultural and religious heritage. Because the membkthe community repressed
this murder, they could no longer consider themesebs chosen people. Freud
assumed that the memories of the traumatic eveptsondace belatedly only after a
period of latency. It is to be noted that Freutlisary about Moses is speculative

since there is no historical evidence to supp&thaims.

Another significant event that led to further sasdon trauma was the First
World War. Societal attitudes towards the soldibowhowed signs of nervous
disorders varied from culture to culture. In theitda States, the war veterans united
under the organisation American Legion, and thesevable to change the public
perception of traumatised soldiers by depictingkaats as “ordinary men who had
done their patriotic duty and suffered as a req@tix 291). The legion was able to

reshape societal attitudes towards soldiers saoffdrom war trauma.

A “diagnostic metalanguage” for the treatmentrafividuals suffering from
nervous disorders and psychological trauma canoebiging after the Vietham War,
and this metalanguage is referred to as post-tracisteess disorder (Young 94).
Allan Young points out that the “origins of the A 8liagnosis are inextricably
connected with the lives of American veterans ef\ffetnam War, with their
experiences as combatants, and later as patiettie ¥eterans Administration (VA)
Medical System” (108). In 1973, the category oftPldaumatic Disorder was added
to the section on anxiety disorderdd8M-III by the American Psychological

Association. The diagnostic criteria for PTSD ebsdled by the first version of
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DSM-III were the following: It is a response or reactiomn event “that is outside
the range of usual human experience”, and it ietagnisable stressor that would
evoke significant symptoms of distress in almogtoae” (236). The traumatised
individual may re-experience the traumatising eantrecurrent, intrusive, and
distressful recollections of the event” (23DBEM-111 lists “numbing of response to
the external world”, “hyperalertness”, “sleep distance”, “guilt about surviving”,
“memory impairment”, and “avoidance of activitiést arouse the recollection of
the traumatic event” as some of the symptoms oitiea(236-38). The publication
of DSM-III gave official status to trauma-related disorderdlfe first time in
diagnostic history. Unlike earlier studies, whicltdised on the trauma suffered by
specific groups like hysterical individuals, sumg of railway accidents and the
like, PTSD came with a broader framework that cphealises trauma suffered by
every affected individual subject. Fassin and Reelnt argue that the
conceptualisation of PTSD indicated a “major soshaft” as a result of which “a
system of knowledge and values was shaken” and tfotie was overturned and

another produced” (7).

In the 1990s, discussions on trauma “moved fromdan object of clinical
inquiry to a preoccupation among literary and aaltscholars” (Bond and Craps
52). Cultural Trauma theory emerged out of theulisions and debates on the
complex linkages between ethical and aestheticarosaegarding the impossibility
of representing experiences associated with thedaalst. Cultural trauma theory is
based on the assumption that there is an intricdtdetween trauma and culture.

German Jewish critical theorist Theodor Adorno mawle of the most discussed yet
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controversial observations on literature afterrmauln his essay titled “Cultural
Criticism and Society”, which was published in 196& asserted that “to write
poetry after Auschwitz is barbaric” (34). In thesag “Commitment”, Adorno
clarified his position by stating that he was objeg only to “the aesthetic principle
of stylisation” (189). He vehemently objects to attempt to derive aesthetic
pleasure from pain. In the same essay, he comgtidas much-quoted earlier
statement by claiming that “literature must reth#t verdict” since it is “now
virtually in art alone that suffering can still éints own voice, consolation, without

immediately being betrayed by it” (188).

Another notable thinker who addressed the paradbsgtate of the
simultaneous impossibility and necessity of ajditerary and cultural productions
after the Holocaust is the renowned French philbeogean-Francois Lyotard, who
argued that the grand narratives of modernity cemaa end with the Holocaust.
The world is left only with mini-narratives in tip®st-holocaust era. This
cataclysmic and catastrophic instance of violemrees as a boundary separating
the modern and the postmodern era. He likened thecHust to an earthquake that
“destroys not only lives, buildings, and objects &lso the instruments used to
measure earthquakes directly and indirectly” (58).argued that Auschwitz is the
best illustration of theifferend He later explained that it refers to somethirag th
must be but cannot be articulated (13). It is “wikatot presentable under the rules

of knowledge” (57).

The field of cultural trauma theory flourishededio paradigm shifts in

literary theory in the 1990s. Bond and Craps pouttthat trauma theory was an
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attempt to “reconcile the textualist and histotieisproaches to the study of literary
texts” (59). Classical trauma theorists hold thaighing a psychoanalytic view of
trauma with a deconstructive vigilance regardirgitideterminacies of
representation in the analysis of texts that beress to trauma can grant us a
paradoxical mode of access to extreme events gretierces that defy
understanding and representation (Bond and Crapd &fuma Studies gained
significant traction in cultural and literary cied in the 1990s due to the ethical turn
in literary studies in the humanities. Simultanégusoral philosophers like Martha
Nussbaum, Charles Taylor, and Richard Rorty broliggnature to their studies
regarding morality and ethics. The books lil@/e’s Knowledge: Essays on
Philosophy and LiteraturandPoetic Justice: The Literary Imagination and Public

Life, written by Nussbaum, deserve special mention.

Cathy Caruth, Shoshana Felman, Geoffrey HartmahPami Laub are
widely considered to be the pioneers of Literarguina Theory. In the introduction
to her anthologylrauma: Explorations in Memorgaruth attempts to theorise

trauma along the lines of the definition giverDBM-IIl. She defines PTSD as

a response, sometimes delayed, to an overwhelmeg er events, which
takes the form of repeated, intrusive hallucinajaireams, thoughts or
behaviours stemming from the event, along with nimgkhat may have
begun during or after the experience, and possilsly increased arousal to

(and avoidance of) stimuli recalling the eventn{tfbduction” 4)

She adds that this pathology cannot be definedrmg of the event or the

“distortion of the event” (“Introduction” 4). Trausmmay be defined in terms of “the
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structure of its experience or reception”, by whetle means “ the event is not
assimilated or experienced fully at the time, miydelatedly, in its repeated
possession of the one who experiences it” (“Intodidn” 4). As per her postulation,
trauma is an event that remains unassimilatedidoaymptoms may reappear at a
later stage, and the pathology may haunt the vibetatedly. The defining feature
of trauma is “a gap that carries the force of then¢ and does so precisely at the
expense of simple knowledge and memory” (“Introduct 7). The paradoxical
nature of trauma is delineated in her statement‘the greatest confrontation with
reality may also occur as an absolute numbing’ tgliitroduction” 6). She adds
that after the traumatic event, there will be aqekof latency during which no
symptoms of the pathology will be apparent, andstmaptoms of trauma may
appear belatedlfshe borrowed these two concepts of latency anddalass from
Freud. She holds that “to be traumatised is torbeigely possessed by an image or
event” (“Introduction” 4-5). She points out thaethictim does not and cannot

assimilate the traumatic scene, and so it possdssesctim.

Caruth foregrounds the complex relationship betwastory and trauma.
She argues that trauma is not a pathology of fatselvut that of history as the
traumatised “carry an impossible history withinrtheor they become themselves
the symptom of a history that they cannot entipggsess” (“Introduction” 5).
Caruth points out that withessing a traumatic eveptradoxical since the event
cannot be fully witnessed as it occurs. The intgresad weight of traumatic
experience may lead to “the collapse of its undeding” (“Introduction” 7). She

argues that listening to another person is essdotithe history of trauma to
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emerge. Only through speaking and listening camteaat the individual and
collective levels be articulated. She points oat gurvivors of one catastrophe may
bear witnhess to the survivors of another catasgoplence, she argues that trauma
“itself may provide the very link between cultures’this “catastrophic age”
(“Introduction” 10). According to her, the truth thuma may be communicated
through a medium like literature since literatdiles trauma, is not based on direct
referentiality. Caruth argues that Freud used exasrfpom literature to
conceptualise and explain traumatic experienceausecliterature is “interested in
the complex relation between knowing and not kngiw{tunclaimedExperience

3).

In her monograpk/nclaimed Experience: Trauma, Narrative, and Higfo
she states that “the experience of a trauma refisels exactly and unremittingly,
through the unknowing acts of the survivor and agfahis very will” (2). Traumatic
experiences may lead to “a breach in the mind’®e&pce of time, self, and the
world” (Unclaimed Experiencé). Trauma is “the story of a wound that cries out,
that addresses us in the attempt to tell us oélgyer truth that is not otherwise
available” Unclaimed Experiencé). Trauma is marked by a paradox since it

“simultaneously defies and demands our witneslsic{aimed Experiencs).

Another prominent trauma theorist is Geoffrey HanmHe compares trauma
to figurative language since he holds that bothcasracterised by “the disjunction
between experiencing ... and understanding” (“On ifraic Knowledge” 540). He
assumes that traumatic knowledge can be sharedoamehunicated only with a

certain degree of distortion (537). He points bttt & traumatic event “seems to
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have bypassed perception and consciousness asfl dakectly into the psyche”

(“On Traumatic Knowledge” 537). In his bodke Fateful Question of Culturke
argues that only literature can bear witness tontica He notes that England was
saved from the influence of Nazi ideology mainlgdese the poems of Wordsworth
prevented the traumatisation of the people wherdggnoved from a traditional

to a modern society. Hartman, being the co-foundi&ale's Fortunoff Video
Archive, hoped that the video testimonies would/@aole similar to the one

played by the poems of Wordsworthateful Questiorss).

The publication offestimony: Crises of Witnessing in Literature,
Psychoanalysis, and Histoby Shoshana Felman and Dori Laub marked a turning
point in the evolution of trauma theory. In thisnkiothey present the Holocaust as
an instance of “a radical historical crisis of va#sing” because it is “an event
without a withess’—an event eliminating its ownmnass” (xvii). They postulate that
only art and literature can bear witness to traubhay clearly state that art bears
testimony to “what we do not yet know of our liviedtorical relation to events of
our times” (xx). They claim that literature and aré “a precocious mode of
witnessing—of accessing reality —when all other esdf knowledge are
precluded” (xx). They argue that the twentieth aentnay be aptly described as
“the age of testimony”, as this century has witedsmany traumatogenic events (5).
The presence of an empathetic listener is an eabssquisite for the production of
testimony: “The testimony to the trauma thus inelids hearer, who is, so to speak,
the blank screen on which the event comes to loeilbes! for the first time”

(Felman and Laub 57). Their book foregrounds the obthe listener who, on
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account of having witnessed trauma, “comes to garexperience trauma in
himself’, and it might make him/her “a participartd a co-owner of the traumatic

event” (Felman and Laub 57).

A remarkable scholarly work by Shoshana Felmarraumta isThe
Juridical Unconscious: Trials and Traumas in theehtreth Centurypublished in
2002. In this work, she develops her theory regaytiie complex relationship
between trial and trauma in the light of the taathe German Nazi Adolf
Eichmann, who was accused of playing a pivotal iokke genocide of Jews, and
that of O. J. Simpson, the famous footballer whadeted his ex-wife and her
friend. She argues that the institution of lawnglbie to understand and deal with
trauma. Judicial blindness may lead to the reenatf trauma inside courtrooms.
She narrates the fainting of the Holocaust survikkatetnik inside the courtroom
when asked to speak about his past traumatic eques. She cites this instance to
substantiate her claim that the structures of lenirradequate to address the ethical
and political dimensions of trauma. She adds thel sinintended reenactments of
trauma constitute the juridical unconscious. Litera plays a vital role in her
analysis of law and trauma. She draws a compalisbmeen the acquittal of
Simpson, accused of murdering his wife, and theligted) of a character in Tolstoy's
novellaThe Kreutzer Sonatavho was also accused of committing a similar etim
In this regard, she reiterates her claim thatditee is the only mode that has access
to trauma. She argues that the Eichmann and Sintpatsiadded a new dimension
to jurisprudence by providing a unique and raréf@ten for the expression of

“expressionless”—that is, “the silence of the peused, the unspeakability of the
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trauma of oppression” (13). What was “expressiailbgfore “turns into
storytelling”, and such a change can be materihgeen the legal language and its
terminologies are replaced by literary languagg.($#e holds that the legal
framework, with its focus on closure, often fadsrésolve the issue, and the trial
may create a situation in which the victims mayee their trauma. Felman claims
that in such a scenario, only literature can dtgago trauma. According to her, in
this age of trauma, literature and literary languédp justice to the trauma in a way
the law does not, or cannot” since “literature dirmension of concrete embodiment
and a language of infinitude that, in contrasthi® language of the law, encapsulates
not closure but precisely what in a given legakaaguses to be closed and cannot
be closed. It is to this refusal of the traumadaimsed that literature does justice”
(Felman 8). The contours of the first wave of htgrtrauma theory were drawn

mainly from the texts mentioned above by Caruthitidan, Laub, and Felman.

Many theorists who came after them have tried tewithe scope of trauma
theory further. They have foregrounded the thenatiit structural limitations of the
epistemological, ethical, and aesthetic positiakemn by the frontrunners of trauma
theory. Rather than isolating trauma, new paradiglace it against the broader
backdrop of social, economic, political, and cudtwpractices. The alternative
models reject a single conceptualisation and irm@are ideas from social
psychology, cultural studies, and digital cultukernative approaches or the
pluralistic Model of Trauma developed by criticeBwas Ruth Leys, Ann
Cvetkovich, and Michelle Balaev challenged the hgemising and universal

assumptions of Classical Trauma Theory. These pproaches have shifted the
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focus from 'unrepresentability’ to a focus on “dpecificity of trauma that locates
meaning through greater consideration of the saeidlcultural contexts of the
traumatic experience” (Balaev, “Literary Trauma ®hg 3). These scholars
challenge the assumption that specific experiealeays remain unclaimed and
unrepresentable. These alternative models of trauotze deeper into the linkages
between psyche, language and culture without riegaid the homogenising

assumptions of the classical model.

Michelle Balaev challenges Caruth's hypotheses‘treatma is never simply
one's own” and that “we are implicated in each K$hteauma” Unclaimed
Experienceé24). He argues that “the attempts to include evesyas victims run the
risk of including everyone as perpetrators” (BaJdeiterary Trauma Theory” 7).
Kali Tal revises the model of trauma proposed bgu@ain her workWorld of Hurt:
Reading the Literatures of Traum@he insists that only the writings of victims and
survivors qualify to be termed literature of traurAacording to her, “the work of
the critic of the literature of trauma is both demtify and explicate literature by
members of survivor groups and to deconstruct thegss by which the dominant

culture codifies their traumatic experience” (17-18

Dominick LaCapra was one of the foremost theomsdts challenged the
fixation on acting out or melancholia by critickdiCaruth and Felman. LaCapra
focused initially on the Holocaust, but later, feogaid equal attention to the
histories of violence and trauma in general. Hisksavere able to bring conceptual
clarity to the field of trauma studies. He heldttha trying to account for or evoke

experience, history must turn to testimony, orpbrés, inferences from documents
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such as diaries and memoirs, and a carefully fraanedqualified reading of fiction

and art” History in Transit132).

Dominick LaCapra critically engaged with Frewdsw regarding
melancholia and mourning and adapted them fordnesponding paradigm of
acting out and working through. He challenged Fiealhim that mourning and
melancholia are two oppositional processes, artddidighted “a variety of
possibilities between the two ... These intermedpaysibilities include more or
less pronounced forms of partial mourning, whicheaser free of the traumatic
residues of the pastH{story and Memory96). Some form of acting out may be a
part of working through. He objectéal the attempt to portray trauma as “a founding
or sublime event’Hlistory in Transitl23). He held that working through is
characterised by “the effort to articulate and tiealate affect and representation in
a manner that may never transcend, but may to sabk extent counteract ... that
disabling disassociation” triggered by traurkis(ory in Transit42). Working
through opens up the possibility of “gaining ciiclistance on [traumatic]
experiences and re-contextualising them in waysgéanit a reengagement with
ongoing concerns and future possibilitiedfigtory in Transit45). He acknowledges
that “working-through need not be understood tolyntipe integration or
transformation of the past trauma into a seamlagstive memory or total meaning
or knowledge” History in Transitl21). He focused on healing and moving forward.
He held that focus should be shifted to practibas ‘tallow openings to possible

futures” History in Transit118).
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Dominick LaCapra, being a historian, highlighted tlangers of ahistorical
tendencies in the trauma model proposed by Caréglargued that Caruth, due to
her grounding in deconstruction, was unable or timgito foreground the
distinction between absence and loss. Such adaolften creates a situation that
causes “non-traumatised individuals to indulgehm ¢onfusion of imaginary or
vicarious experiential identification with certaments and the belief that one
actually lived through them’History in Transit118). Unlike Caruth, who failed to
differentiate between absence, which is structawad, loss, which is historical, he
came up with a clear distinction between historieas and structural absence. An
absence at “the foundational” level cannot simm@ydierived from particular
historical lossesHistory in Transit68). Loss is contextual and historical since
specific events create it. He points out that “ggae is subject to structural
trauma”, but “with respect to historical trauma atsdrepresentation, the distinction
between victims, perpetrators, and bystandersuigali’ (Writing History79). He
took a stand against creating a “wound cultureinch everyone might claim to be
a victim (Writing History77). He held that virtual and not vicarious relagibips
with the victim must be promoted since the forneaxds to empathy, whereas the
latter leads to appropriation. The “empathic uthsetent” experienced by the
listener will enable him or her to confront theutm@a of the other without conflating
the experience of the victim as his or her oWi{ing History102). It “involves a
kind of virtual experience through which one puteself in the other's position
while recognising the difference of that positiand hence not taking the other's

place” History in Transit78).
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Whether trauma can be transmitted from the vi¢tirathers and from one
generation to the next is another area of criticadstigation. Marianne Hirsch
introduced the concept of postmemory in her wealknily Frames: Photography,
Narrative, and Postmemar$he states that “Postmemory describes the resdtip
of the second generation to powerful, often traienakperiences that preceded
their births but that were nevertheless transmitbetiem so deeply as to seem to
constitute memories in their own right” (1). Shggests that memories of pain,
grief and the imprints of trauma may travel acrgasserations. The main difference
between Caruthian formulations and postmemoryas @aruth “emphasises the
directness of traumatic recall” whereas “postmem®®y heavily mediated form of
remembrance” (Bond and Craps 91). Alison Landsb#rgduced a new paradigm
of ‘prosthetic memory' in her bodkrosthetic Memory: The Transformation of
American Remembrance in the Age of Mass Culg&ine argues that “modernity
makes possible and necessary a new form of puldtieral memory” (2). She holds
that direct experience is not the only way to aamemory. Exposure to
representations in media and different artistic @ultlral avenues may also result in
individuals acquiring memories. The memories aaguthrough such exposure to
artistic and cultural representations are prostretice they are not part of the
organic memories of the subjects. However, theqaieexd memories are so
powerful that they can influence and alter the tdgof the individuals. These
memories may also influence their conceptualisadiomstory. Prosthetic memory
“emerges at the interface of a person and a histionarrative about the past, at an
experiential site such as a movie theatre or a onm$@_andsberg 2). She argues

that prosthetic memory “has the ability to shaps grerson's subjectivity and
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politics” (2). Novels, films and other facets of ssaculture make it possible “for
these memories to be acquired by anyone, regarolesssn colour, ethnic
background, or biology” (Landsberg 2). Discussiortlme possibility of getting
traumatised via witnessing events on televisionagsl greater significance after
the attack on the Twin Towers, whose live coveragalted in the mass
traumatisation of civilians in the United StatesABn Kaplan points out that in this
age of the mass media, “most people encounter aahrugh the media” (2).
Though in the given circumstances, it is complidateidentify real trauma from
vicarious trauma, Kaplan argues that “it is necgsgadistinguish the different
positions and contexts of encounters with traur@x”The overidentification of the
spectators with the victims and their trauma vént®logies of mass media might

create what Gary Weissman aptly conceptualisefaasasies of witnessing” (1).

Kai Erikson distinguished between individual amflective trauma. He
defines individual trauma as “a blow to the psyttie breaks through one's
defences so suddenly and with such brutal forcedi@ cannot react to it
effectively” and collective trauma as “a blow t@thasic tissues of social life that
damages the bonds attaching people and impairgévailing sense of community”
(Everything in its Patli53, 154). After a careful and critical analysi<toe#
responses of communities affected by differentsyqiedisasters, he argues that
“‘communal trauma can take two forms, either alon@ combination: damage to
the tissues that hold human groups intact, andréstion of social climates,
communal moods, that come to dominate a grouprg’s@fNotes on Trauma” 190).

He also adds that as a result of these two forneemimunal trauma, trauma can
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bring people together and aid the creation of amamty by evoking a shared
feeling among the victims (“Notes on Trauma” 188)is feeling may lead to the

formation of a collective.

Ron Eyerman and Jeffrey C. Alexander argue thatipheiifactors influence
the formation of collective trauma. Alexander peintit that “collective traumas are
reflections neither of individual suffering nor aat events, but symbolic renderings
that reconstruct and imagine theriitgumad4). Political, social, and cultural factors
and media representations attribute traumatic statan event (“Towards a Theory”
10). He holds that the creation of cultural trausi@a matter of intense cultural and
political work,” and that “the spiral of signifiaan is mediated by institutional
structures and uneven distributions of wealth amalgy” (Traumaz2, 4). He
contends that “events are not inherently traumagiicte “trauma is a socially
mediated attribution” (“Toward a Theory” 8). He ag$ that cultural trauma occurs
“when members of a collectivity feel they have beehjected to a horrendous event

that leaves indelible marks on their group conssmegs” (“Toward a Theory” 1).

Collective trauma is an important factor thatmdsand influences the
group's collective identity in many significant veayon the one hand, collective
traumamay fragment the group's identity, resulting in conflict and polarisation; on
the other, it may also result in cohesion and ufiitye capacity of the affected
community to make meaningful social interactionyrazo be affected by
collective trauma. The attempts of the communitgdpe with its trauma through
defence mechanisms such as repression, avoidastienofi, and repression may

also influence patterns of the collective identifythe group. The group often make
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attempts to revisit their shared narratives tosealer the identity of the group,
which might be damaged as a result of the expdsurauma. The community may
also explore the possibility of reformulating itsased values and presuppositions to

reconstitute the group's identity.

The scholars associated with these alternativedjgare revisit, revise, and
sometimes even reject concepts developed by eaclalars. They hold that
“amnesia, dissociation, or repression may be resgto trauma, but they are not
exclusive responses” (Balaev, “Literary Trauma Té8). They point out that the
classic model refused to acknowledge the agentyeafrauma victim. They assert
that many of Cathy Caruth's basic assumptions agaessince she ignored and, at
times, conflated the critical distinctions betwelea experiences of the victim, the
bystander, and the perpetrator. The omissions @tartions of the classical model,
which was based on a series of universal charatites;i were also brought to the
fore by these new models. The pluralist paradignteodualises trauma by placing it
against a broader conceptual, epistemologicalakanid cultural background. By
foregrounding “the range of contextual factors sycify the value of the
experience”, these models consider dubious thetassef trauma's intrinsic
dissociation” (Balaev, “Literary Trauma Theory” 3hese theories could be
“generally referenced under the umbrella term efghuralistic model of trauma due
to the plurality of theories and approaches empldyBalaev, “Literary Trauma
Theory”). Michelle Balaev argues that “the histofjthe concept of trauma is filled
with contradictory theories and contentious deliqtésterary Trauma Theory” 2).

Unlike the classical trauma theorists who viewaditna as an unclaimed and,
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hence, an unrepresentable event, the scholarsatesbwith the new model of
trauma focused on the exploration of the possybilftrepresentations. These new
models proposed by critics like Leys, Cvetkoviahg 8alaev challenge and

guestion the classical trauma paradigm accordinvghioh trauma is a timeless,
atemporal and pre-linguistic phenomenon. They apgrdrauma “as a subject that
invites the study of the relationship between laggy the psyche, and behaviour
without assuming the classic definition of traurnattasserts an unrepresentable and

pathological universalism” (Balaev, “Literary Traarfiheory” 4).

Feminist groups argue that the trauma suffered cap@n must be
acknowledged on their terms. Judith Herman rigbtints out that “the most
common post-traumatic disorders are not those ofimgar but of women in
civilian life” (Trauma28). Feminist groups organised consciousnessiaisi
programmes and demanded that the diagnostic frarkestdrauma be broadened.
Herman points out that PTSD “fails to capture aithe protean symptomatic
manifestations of prolonged, repeated trauma optbfund deformations of
personality that occur in captivityTaumall9). She proposed an alternative
framework, “Complex Post-traumatic stress disorgetiich conceptualised
responses to trauma as “a spectrum of conditighergan as a single disorder”
that ranges from “a brief stress reaction that better by itself and never qualifies
for a diagnosis, to classic or simple post-traumsiiess disorder, to the complex
syndrome of prolonged, repeated trauma” (119).tduderman’s new trauma
paradigm acknowledged the trauma of millions of vearwho were victims of

different types of abuse. Laura Brown argues thahadels of trauma must
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acknowledge experiences of classism, racism, searshmultiple other forms of
discrimination that are systemic. She holds thadlility, immigration status,
experiences of colonisation, and other social looat[that] have informed people's
experiences of identity, and thus of trauma”, Ibetythave “largely gone

unaddressed within the mental health discourSeltgral CompetencO0).

These models nuance the conceptualisations of &doyndrawing insights
from diverse disciplines like semiotics, anthrogloethics, history, law, linguistics,
and psychoanalysis. These new models try to “loceganing through a greater
consideration of the social and cultural contextsaumatic experience” (Balaev,

“Literary Trauma Theory” 3).

3.3 Postcolonial Trauma Studies

One of the major offshoots of the pluralist modeirauma theory is
Postcolonial Trauma Studies. Postcolonial Traurearikts hold that trauma theory,
in its classical formulations, has failed to sieuahd address trauma suffered by
people living outside the West. This refusal teelisto the other betrays the
Eurocentric orientation and biases of the classioadel (Radstone 25). Judith
Butler problematises the poetics and politics aé\gability. In her workFrames of
War: When Is Life GrievableShe argues that the production of grievabilitiats
once a material and a perceptual issue” (25). Shiatains that the systems which
perpetuate violence must be exposed and critiqged Stef Craps rightly argues
that such “uncritical cross-cultural applicationpslychological concepts developed
in the West amounts to a form of cultural impesiali (“Beyond Eurocentrism” 49).

Stef Craps, in his bodRostcolonial Witnessing: Trauma Out of Bounhiss listed
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some of the ethical and epistemological limitatiohghe classical trauma

paradigms:

They fail on at least four counts: they marginabségnore traumatic
experiences of non-Western or minority culturesyttend to take for
granted the universal validity of definitions chima and recovery that have
developed out of the history of Western moderiitgy often favour or even
prescribe a modernist aesthetic of fragmentati@hagoria as uniquely
suited to the task of bearing witness to traumd,thay generally disregard

the connections between metropolitan and non-Westeminority traumas.

(2)

He further states that, due to the narrow paradiged by the classical trauma
model, studies on trauma often promote “the vefietse practices, and structures
that maintain existing injustices and inequalitiesstead of “promoting cross-

cultural solidarity” Postcolonial Witnessing).

Derek Summerfield articulates a strong critiqueirggfethe uncritical
imposition of the Western models of trauma and psgoalysis in the rest of the
world in his article “Cross-Cultural Perspectivestbe Medicalization of Human
Suffering”. He strongly objects to “psychiatric uarsalism” since he holds that
such a position “risks being imperialistic, remimglius of the colonial era when
what was presented to indigenous peoples washbed tvere different types of
knowledge, and theirs was second-rate” (238). Tiwitical and uncalled-for
application of Western models to deal with the tnawsuffered by people in regions

far away from the West might not yield positiveuis. Ethan Watters, in his book
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Crazy Like Us: The Globalization of the Americarydte presents a powerful
critique against “the grand thesis of Americanizing world’s understanding of the
human mind” (1). He points out that the elisiorcoltural differences leads to a
scenario in which “indigenous forms of mental iBseand healing are being
bulldozed” (3). The refusal to consider the culkweremonies and ethnic healing

practices often results in the denial of the ageridhe people outside the West.

Postcolonial trauma theorists argue that the defmof PTSD has many
structural and epistemological limitations. Thesorétive notion that trauma is a
belated response to an overwhelming event is tawweaand rigid since such
conceptualisations fail to account for “the normatiquotidian aspects of trauma in
the lives of many oppressed and disempowered p&r¢Brown, Cultural
Competencé8). Some of the alternative paradigms developegdsycolonial
scholars are Judith Herman's model of complex P@SKisorders of extreme
stress not otherwise specified”, Poussaint andaider's model of post-traumatic
slavery syndrome, Duran et al.'s model of the mdsitcal syndrome, Janoff -
Bulman’s model of safe-world violations and Turiai®del of postcolonial
traumatic stress disorder (qtd. in Bond and Cr&®).IThese new frameworks
address trauma resulting from diverse situatiornkraaultiple triggers. They focus on
different forms of trauma, such as ‘insidious tre, which refers to the trauma
resulting from long-term exposure to disturbingexg@nces such as
microaggression, othering and discrimination, tratoften subtle and covert (Root
33). Insidious trauma is a covert form of traumesithe trigger of trauma is not a

physical act of violence. The failure of the palii, social and cultural systems to
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create ethical institutions results in the perpdmeof insidious trauma. Everyday
experiences of subtle forms of oppression and maligation have a cumulative
impact, and the constant exposure to microaggnessiften ends up traumatising
the affected individuals. Unlike the model of PTSiich addresses trauma
triggered by one or a group of similar events, ClexmpPTSD addresses trauma
caused by states and situations which are chrlamg;lasting, and, in many cases,
ongoing. The symptoms of PTSD and C PTSD are mestiifar. Those who suffer
from C PTSD might suffer from dissociation, difflguin controlling and managing
their emotional states, negative thoughts abouh$ledves and their surroundings,

and difficulty in maintaining interpersonal tiesdtinan, “Complex PTSD” 380).

In the article “Decolonizing Trauma Studies: A Besse”, Michael
Rothberg postulates that, unlike the classicahti@theory, which conceptualises
trauma at the level of the linguistic, the indivadiand the temporal, a decolonised
trauma paradigm would reconceptualise trauma agdhphysical and material
(228). On a similar note, Visser argues that, @nthke Freudian model of trauma,
which is “anti-historical, phylogenetic, and mythithe postcolonial trauma model
focuses on “the trauma of concrete historical falttyr of dispossession, of land
loss, and of instances of racial discriminatioD€tolonizing Trauma Studies”
254). She further adds that the new paradigm “iteegs] not only melancholia,
weakness, and stasis but also the completely adepadygnamics of life-affirming and
activist processes” (“Decolonizing Trauma Studi2S5). Craps points out that
postcolonial trauma theorists attempt to “makeblesthe creative and political” in

various cultural artefacts about traunfgogtcolonial Witnessing27).
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Classical Trauma models isolate the trauma suffeyaddividuals, and the
political, cultural and social factors responsitaetraumatisation often do not
receive the rigorous critical attention they deseRostcolonial Trauma theorists
problematise and critique the monocultural orieatadf the Western Trauma
canon, which has largely ignored the trauma suffésethe people in the non-West.
The trauma suffered by people on account of ingmiike colonialism and racism,
in which the West was the victimiser, was largegiyared. The interrogation of the
politics of such exclusions and the broadenindiefdontours of the discipline are
the two critical areas of concern taken up by pmetdal theorists who explore the
possibility of decolonising trauma studies. Thesoagéxplore the link between the

traumatic histories of the West and the non-West.

In his bookMultidirectional Memory Michael Rothberg argues that
traumatic memory is relational and multidirectiary the term multidirectional,
Rothberg means that memory is “subject to ongoagphation, cross-referencing,
and borrowing; as productive and not private” (11). He argues that memory is
dynamic and productive. He rejects the prevailiognpetitive memory model,
which is based on the assumption that focusingnenhastorical tragedy may take
away attention from another historical tragedy.fit¢gher states that the zero-sum
logic concerning memory and remembrance is deéglyeld, and he presents an
alternative paradigm that conceptualises memomgtesently multidirectional
(Multidirectional Memory3). This new paradigm of memory foregrounds the
“dynamic transfers that take place between divplaees and times during the act

of remembrance’Nultidirectional Memoryl1). He asserts that multidirectional
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memory and its varied dynamics would aid the foramabf “new forms of

solidarity and new visions of justiceMgltidirectional Memory5).

Postcolonial Trauma Theorists reject the narrowtips®f the classical
trauma model and attempt “to study texts that deviilmm the modernist aesthetic
of fragmentation and discontinuity, adherence tictvinas long been seen as a
requirement for entry into the canon of valued tmaditerature” (Bond and Craps
112). They problematise the assumption that “madeagsthetic of fragmentation
and discontinuity” as the only apt narrative stggteo represent trauma and explore
alternate ways of representing trauma in diverseakand cultural contexts (Bond
and Craps 112). Bennet and Kennedy argue that jgtiteshould be made to
acknowledge “the global scope of traumatic eventsthe myriad forms that bear
witness to them” (10). Roger Luckhurst also makssralar argument in his book
The Trauma QuestioliHe argues that too much preoccupation of schaldhsanti-
narrative texts is reductive, and the diverse madlespresenting trauma must be
acknowledged on their own terms. Challenging tleeanchy of narrative forms and
styles also coincided with challenging the hiergrahhuman suffering.
Postcolonial Trauma theorists attempt to makefibid more inclusive and open to
diverse forms of representation and interpretatioickhurst points out that “a wide
diversity of high, middle and low cultural formsugaprovided a repertoire of
compelling ways to articulate that apparently paxachl thing, the trauma
narrative” (83). Unlike the classical trauma modébkst posit unsayability as the
only ethical response to trauma, postcolonial tratneorists subscribe to the

alternate view proposed by Judith Herman in hekwoauma and Recovery
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according to which Trauma narratives that are “oiggd, detailed, verbal account,
oriented in time and historical context” would #e processes of healing and
expedite the recovery of the affected individuad aommunities (82). Writers and
artists from postcolonial localities acknowledge therapeutic potential of
narratives and attempt to explore the possibilitsecuperation, integration,
recovery and healing in their diverse narrative aristic responses to trauma. The
notion that some experiences always remain unclie®suggested by the title of
the monograph on trauma by Caruth, is rejecteddsycplonial writers since they
hold that their experiences of subjugation and maiigation are claimable and
representable, and making such attempts to re¢ke@mexperiences is an integral

part of the broader political thesis and activismeal at restoring justice.

As Visser has pointed out, postcolonial writersenenoved away from the
prescriptive theoretical frameworks of Deconstruttand Freudian psychoanalysis
and have tried to evolve a broader framework byirg from insights from less
prescriptive fields like anthropology and socioldfipecolonizing Trauma Studies”
250). The attempts at the decolonisation of tHe fiave “entailed a movement
away from the original Eurocentric theory’s foundatin Freudian psychoanalysis
and its emphasis on melancholia and stasis” (Vig&olonizing Trauma Theory
258). Sonya Andermahr has clearly articulated tipaifecant concerns of a

decolonised trauma theory:

Such a decolonised trauma theory would, firstlglyess the marginalisation
of non-Western and minority traumas; secondly, it would challenge the

supposed universal validity of Western definitions of trauma; thirdly, provide
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alternatives to dominant traamesthetics; and lastly, address the
underexplored relationship between so-called st Third World traumas.

(501)

3.4 Perpetrator Trauma

Recent developments in the field of trauma stuldéese expanded the
boundaries of the discipline, and many scholar® tsarted focusing on hitherto
under-explored concepts like perpetrator traumi EcGlothlin, in his article
titled “Perpetrator Trauma”, argues that “perp&trsiof extreme violence might
experience psychic repercussions as a result afaimenission of their crimes”
(100). Though the official definition of traumastressor, as discussed in the
Diagnostic and Statistical Manual and its variodiens prepared by the American
Psychological Association, did not include perp@traas a potential trauma trigger,
further researchers have come up with alternataragigms to account for the
complex symptomology seen in many perpetrators.Naccame up with the
model of “perpetrator-induced traumatic stressdemarcate “any portions of
symptomatology of PTSD, at clinical or subclinitalels, which result from
situations that would be traumatic if someone veevectim, but situations for which
the person in question was a causal participant’l(is to be noted that although
“PITS largely aligns with PTSD in terms of its stiand symptomatology, it diverges
from it radically by its aetiology” (MacNair 105)lany symptoms of PTSD may be
seen in both the victims and the perpetrators. Safrtieese most recurring
symptoms, as listed by the American Psychiatrio&sgion in 2013, are “recurrent,

involuntary, and intrusive distressing memoriesheftraumatic event”, “recurrent



Jouhar 47

distressing dreams in which the content and afietite dream are related to the
traumatic event: “dissociative reactions (e.gslilaacks) in which the individual
feels or acts as if the traumatic event(s) werarrewy”, “intense or prolonged
psychological distress at exposure to internalktgreal cues that symbolise or
resemble an aspect of the traumatic event” andKetgphysiological reactions to
internal or external cues that symbolise or resemhlaspect of the traumatic
event” (271). Those suffering from perpetrator tn@umay experience depression
and panic. Avoidance is another symptom of perpmtteauma, and it may be
manifested as “denial of responsibility, denialmgéiry, denial of the victim”, and
these may be expressed as “verbalisations acterousll themselves that their
actions are not in violation of the norms they atfeerwise committed to” (Presser
and Sandberg 6). Rationalisation is another sympmtbperpetrator trauma.
Perpetrators may attempt to “rationalise their adis justify them as the right thing
to do or to excuse them as forgivable or understiledn light of the
circumstances” (Mohamed 1185). McGlothlin also adythat perpetrators often use
“strategies of rationalisation and neutralisati¢h07). The concept of perpetrator
trauma and its varied narrative representatiomsni@ma in the Indian context have
not yet received adequate critical attention. Thalse work in the field of
postcolonial trauma studies look at the divergebject positions of individuals

concerning traumatogenic states, conditions andtsve

3.5 Recovery and Post-traumatic Growth

New models of trauma foreground the possibilitheéling and recovery for

the victims of trauma. In her bodkauma and Recovery: The Aftermath of
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Violence--From Domestic Abuse to Political Tertudith Herman presented a
detailed model of recovery, which has three sigaiit stages: establishing safety,
remembrance and mourning, and reconnection (5)p8imes out that the first stage
of recovery is establishing a safer social, physeaotional and psychological
environment conducive to positive changes. Thersistage of recovery involves
an attempt to evaluate and manage one's traumecbifecting and expressing one's
sorrows and grief. One important stage in the E®oé mourning is locating the
roots and the reasons for one's trauma. The kgt $h the recovery process is
building new connections and forming new relatiopsho give survivors a
renewed perception of themselves and their suriagedThese three stages
facilitate the transition from being a victim toihg a survivor. Herman
acknowledges that the recovery process is compldxia many cases, non-linear.
The pace of recovery is influenced by personaliagognd political factors such as

access to resources and support systems.

Postcolonial writers acknowledge and foregroundoibesibility of post-
traumatic growth, a concept that is related to pecation and resilience. Post-
traumatic growth (PTG) may be defined as the “pasiimpact of negative events”
(Tedeschi and Calhoun, “Post-traumatic Growth Inelri 455). Its various
manifestations are “changes in self-perceptiomrpdrsonal relationships, and a
changed philosophy of life” (Tedeschi and Calhdast-traumatic Growth
Inventory” 45). The experiences of traumatisatiore gome survivors the
realisation that “they must make decisions in th&m best interests, including

protecting themselves from abuse in their relatigrs’ (Tedeschi and Calhoun,
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“Post-traumatic Growth Inventory” 457). Violencedainauma may give victims and
survivors a platform to confront their vulnerabég. This “recognition of one's
vulnerability can lead to more emotional expressess, willingness to accept help,
and therefore a utilisation of social supports tiet previously been ignored”
(Tedeschi and Calhoun, “Post-traumatic Growth Inesri 457). A number of
survivors may reevaluate their priorities and mattempts to rediscover the
meaning of life, and such attempts may “lead tew philosophy of life” (Tedeschi

and Calhoun, “Post-traumatic Growth Inventory” 457)

3.6 Trauma in Cinema

Cinema can depict the subtle nuances of individadlcollective trauma.
Though the term ‘trauma cinema’' came into being @dently, films dealing with
the modalities of trauma, like the 1978 filthe Deer Hunterwere released four
decades ago. The potential of the medium of cinemepresent trauma, as well as
the challenges and limitations involved in the oia¢ic representation of trauma,
are looked at in this section. Scholars like Javiker, E. Ann Kaplan, Ban Wang,
Susannah Radstone, and Amit Pinchevski are sone é&ey scholars who have

looked at the potential of the medium of cinemeefaresent trauma.

As Nishat Haider points out, films have “the oppaoity to bear withess and
testify, as well as interrogate the tensions atehgit to bridge the gaps between
memory and history, and representation and remembéiq“Genealogy of
Violence” 85). ‘Trauma Cinema’ is a term used tfereo films and documentaries
that have trauma and suffering as their subjecten@tvalker 45). InThe Horrors of

Trauma in Cinema: Violence Void Visualizatidhe authors attempt to analyse the
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narrative and diegetic functions of films that emjperaumatic encodings. They
point out that “film has been intrinsically tied ttee sphere of traumatic wounds”
since its invention (Koéhne et al. 5). They argus tfilm not only stores and replays
traumatic energies in a sort of ‘cultural containewed by the public, it oftentimes
also processes and transforms these energiesvierangore complex cultural
material” (10). Amit Pinchevski, in his article “&en Trauma: Visual Media and
Post-traumatic Stress Disorder”, argues that tisemeconceptual relation between
trauma and media-"trauma literature is replete \m#dia metaphors: traumatic
imprint, unprocessed memory, unconscious registraflashbacks, intrusive
images, and transmission of trauma” (4). FriedKdtier calls the film
“psychotechnology” since it “relays psychology anddia technology under the
pretext that each psychic apparatus is also a téotpical one, and vice versa”

(160).

Films employ various techniques such as “cyclicatative, personality
splitting, overwhelming sensual attack from extésmarces” to represent individual
and collective trauma (Mai 42). Directors use carargles, cuts, and editing
techniques to portray trauma on screen. Some alssuse technical features like
“excessive long-takes, static camera, in-depthdanucharacter” and “use of
minimal dialogue” (Mai 49). Kbhne et al. argue thibhs make use of
improvisations in “narration, dramaturgy, aesthgtioise-en-scene, iconography,
lighting, cinematography, editing, and sound” tptcae “the shattering experiences
of violence” and the ensuing traumatisation (2)e firanipulation of sound and

soundtrack is an important technique directorstogyoke trauma. Amit Pinchevski
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argues that the soundtrack can alter “cognitiveraations toward the film” (8). In
his article, he lists the results of an experineamducted on the role of sound in
capturing and evoking trauma. He found out thatifferent soundtracks produced
different responses from the viewers. He holds thatuma track' accentuated the
major sources of pain, danger and sadism in the {i8). Lazarus points out that
“the soundtrack acts as the corresponding evakigtiocess, an analogue of the

process of cognitive appraisal”’ (211-12).

The impact of trauma cinema on the spectator has bell-researched and
documented. In her bodkegarding the Pain of OtherSusan Sontag argues that
the media can turn each spectator into a witneas @fvent from which one is both
temporally and spatially distant. She says, “Beirgpectator of calamities taking
place in another country is a quintessential moé&perience” (18). E. Kaplan and
Ban Wang have identified four leading positionstfoe viewer depending on
different cinematic strategies used in films. la flist case, cinema identifies
trauma as a “discrete past event, locatable, reptalsle and curable” and ends up
as “a comforting cure” as far as the viewer is @ned (Kaplan and Wang 9). These
films represent trauma “in an oblique form”, andts@ilms “may reveal what it is
that needs to be forgotten, thus betraying the ireaees of trauma” (Kaplan and
Wang 9). The critics must go beyond the literadiptetation to discover the
“symptoms of deeper-lying, latent processes” is¢hims. Second is “the position
of being vicariously traumatised” (Kaplan and Wé&)gFilms of this type may end
up traumatising the spectator. The third is “theippon of being a voyeur” (Kaplan

and Wang 10). This position is dangerous sincepeetator might derive
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subversive pleasure from the pain and sufferingtioérs. The fourth is the position
of being a witness. The films belonging to thisegatry make the spectator bear
witness to a traumatic event. Such films invitee"thewer to at once be there
emotionally (and often powerfully moved) but alsdeep a cognitive distance and
awareness denied to the victim by the traumaticgss’ (Kaplan and Wang 10).

The viewer here “reasserts continuity and humar(igplan and Wang 10).

Both feature films and documentary films deal witblence and trauma.
Many of the articles iThe Horrors of Trauma in Cinema: Violence Void
Visualizationlook at how different genres of films, like documery films and
feature films, deal with violence and trauma. In beok Reframing Trauma in
Contemporary Fiction FilmTarja Laine examines the techniques fiction filmss to
process traumatic memories. In the bdokuma Cinemalanet Walker explores the

different ways in which documentary films bear \e#s to trauma

Feature films are based on a fictional plot linegveas documentary films
are non-fictional. Erik Barnouw points out that doeentary filmmakers “are
interested in finding, selecting, and arrangingead of inventing” (348). In
contrast, those who make feature films can invadtimaginatively recreate reality
and hence enjoy greater artistic and aesthetigyibill Nichols holds that
documentaries are those films that “address thédwomhich we live rather than a
world imagined by the filmmakerlrftroductionXl). Frank Beaver argues that
documentary films, unlike feature films, are “usuahot on location, use actual
persons rather than actors, and focus thematioallyistorical, scientific, social, or

environmental subjects. Their principal purpos@isnlighten, inform, educate,
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persuade, and provide insight into the world inalihive live” (119). David

Bordwell and Kristin Thompson, in their bo6Km Art: An Introduction put forth a
similar argument and point out that “a documentdény purports to present factual
information about the world outside the film (4R&wis Jacobs points out that a
documentary film is “a special kind of picture walclear social purpose, dealing
with real people and real events, as opposed ¢edtacenes of imaginary characters

and fictional stories of studio-made pictures” (2).

It is to be noted that documentary films may contanflicting,
contradictory and subjective elements and, heneg,mot always offer an objective
account of reality since “documentaries, like botl texts, construct narratives and
employ similar codes and conventions... to consttaries about the social world”
(Roscoe and Hight 8). Stella Bruzzi has also studigective and subjective
elements in documentary films. She holds that “doeotary film is traditionally
perceived to be the hybrid offspring of a perenstalggle between the forces of
objectivity (represented by the 'documents’ orddhat underpin it) and the forces
of subjectivity (that is, the translation of thdaets into representational form)”

(39).

When it comes to the question of representing hcgtbepisodes of violence
and trauma, feature films and documentary filmspaddferent strategies. Feature
films can incorporate fictional elements and chema; even in films dealing with
historical events. They blend factual and fictioeaénts in such a manner that they
can evoke different emotional and intellectual ceses from the viewers. They also

address complex themes effectively because of gdium's flexibility. Such films
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can incorporate songs, symbols, different pattefrt®lour, divergent styles of

editing, and scenes of reenactment to depict veglemd trauma.

Documentary films incorporate archival footage | ¢eatimonies, and
interviews with victims, perpetrators and bystasderdevelop their narrative about
violence and trauma. Expert voices are also ingatpd into the film to make the
presentation compelling and factual. Such filmklabthe past and present
conditions of the victims and the perpetrators.yTbigen also attempt to juxtapose
the present with the past to initiate critical dehations on the topics of violence and
trauma. Since documentary films deal with actualgbe and incidents, filmmakers
often take measures to carefully navigate ethiocaterations by getting informed

consent from those individuals whose stories arerporated in the films.

Both feature films and documentary films deal vptiitical, ethical and
psychological questions concerning violence anahtiag albeit they differ in their
approaches and treatment of the subject. Featare @iffer more compelling plot
lines and narratives and create a more immerssualexperience for the viewer.
Feature films can also manipulate sound, colodew; and editing to recreate the
experience of violence and trauma on screen. Dootanefilms bear witness to
violence and trauma by offering first-hand accowamtd a complex perspective on
the issues under consideration. Both genres affeghts and perspectives on these
critical issues, and their methods of treatment@medentation intersect at specific
points. Together, they offer a deeper perspectivditberent individuals and
communities that are traumatised by instancesrettjistructural and cultural

violence.
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4. Literature Review

The poetics and politics of the representatiooashmunal violence in
Indian cinema have been important areas of critisadstigation by scholars in the
past couple of decades. This review offers a datahd critical analysis of the
studies on violence and trauma in cinema, withezispp focus on their approaches
and thematic preoccupations. The review focusesxating scholarly deliberations
on cinematic representations of the Anti-Sikh Rint$984 and the riots in Gujarat

in 2002.

Many scholars have conducted studies on the tredtoi€ommunal
violence and trauma in the Indian cineribe Persistence of Memory: Historical
Trauma and Imagining the Community in Hindi Cineloydra Bhaskar is a study
that looks at films dealing with instances of conmalwiolence during and after
Partition. The author approaches cinema as a €iftenode of dealing with history
and foregrounds the modalities flmmakers use fi@ce history within their films.
She examines the question of violence, trauma ardary as depicted in films like
Padosi, Dharmputra, Bombay, Zakhm, FeaalHey RamThe study offers a
diachronic perspective on these issues by crijiclllysing films released from the
1940s to the beginning of the twenty-first cent@yffering and Spectatorship:
Sectarian Violence in Indian Documentary Film anddia by Anuja Jain is a
critical study of the representation of sectariaence in Indian media and Indian
documentary films. The study looks at some of titkan documentary films and
stories published in video magazines dealing witltiances of communal riots and

sectarian violence in post-Partition India. Thedgtaddresses the questions
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concerning the types of withessing in the contéxthese documentary films on the

suffering of the victims of different instancessaictarian violence.

Films about the 1984 riots have been studied imuttiple vantage points.
One notable paper on the representation of theniaaf the victims from the Sikh
community in films is “Tur(Banned) Masculinitieseiforists, Sikhs, and Trauma in
Indian Cinema” by Harleen Singh. This paper exawitihe cinematic
representation of religious divide, militancy, ingency and terrorism. The
researcher argues that violence of different kimais played a significant role in the
discursive construction of Sikh masculinity. Théce also sheds light on the role
of memory in constructing one's national idenfltye study focuses mainly on how
militancy influenced the construction of masculidentities. The paper does not
offer a detailed analysis of the way these filmala@th psychic wounds and the

formation of traumatic subjectivity in the afterratf violence and victimisation.

Another study that focuses on cinema and the psldaf memory of pain and
loss was conducted by Kumool Abbi. Her article 18Middle Class, Panjabi
Cinema and the Politics of Memory” illustrates howddle-class sensibility about
Operation Blue Star and the 1984 riots has shapaBi cinema. The article also
describes how these films depict the use of tofbyrthe establishment to tame the
male Sikh body. The article critically analyses strategies used by filmmakers to

contest the dominant narrative constructions abBddts,

Kaur Chaudhry's article “Religious Intolerance &idematic
Representations: A Study of Selected Short Filmtherl984 Anti- Sikh Pogrom in

India” focuses on three short films and the way tfepresent the fragmented
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society after the infamous riot in 1984. This aeticffers a detailed analysis of the
representation of religious conflict and otheringush(2013), directed by

Subhashish Bhutianiagjeet(2010), directed by Kavanjit Singh ahgjustice 1984,
directed by Jarnail Singh. The paper clearly ilatgts how these films portray the

suffering of innocent men, women, and children migiand after the riot.

Parvinder Mehta's paper “Repressive Silences aad@ts of 1984:
Erasures, Omissions and Narrative Crisis” focusethe politics of memory and
memorialisation in the context of the 1984 riotseTpaper also attempts to analyse

the representation of violence in the fikmuusing a Foucauldian approach.

Many scholars have attempted to analyse the repegsm of communal
riots in Gujarat in films. Oishik Sircar, in hettiate “Bollywood's Law: Collective
Memory and Cinematic Justice in the New India”,sugguridisticiolnal approach to
analyse the representation of violence in thretufedilms:Dev, ParzaniaandKai
Po Che The paper critically analyses the techniques bsettie directors to
reconstruct the memories of the riots in thesedilirhe article also looks at the
mechanism used by the state machinery to reguiatepgectator's choices. The
paper provides significant perspectives on the tipresf justice in the context of
varied articulations of trauma. In another arti¢ldindutva, Human Rights and
Bollywood Cinema in the New Indi®arzanias Memory of the Gujarat Pogrom”,
Sircar explores howarzaniarecords multiple instances of human rights violagi
during the riots. The articles also explore howftme highlights the different ways

in which individuals conceptualise and understarstige. The article posits that this
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film offers a critical commentary on the social graditical dynamics of communal

violence.

Nishat Haider has attempted to study the polittan@morialisation of the
stories of the victims of the Gujarat Riots in helicle “Framing History, Precarity,
and Trauma: A Study of Nandita DaBisaaq’. She attempts to foreground the
guestion of temporality and precarity in the cohtaxhe film. The paper also
foregrounds the ethical question involved in malkangnema about trauma. The
paper offers valuable insights into the dialect@raagement between history,

memory and trauma in the context of visual culture.

In the articleFiraaq: Remembering GujaraSyed Asif Haider explores why
certain historical events have not yet becomedgfdtte nation's imagination. He
argues that attempts at memorialising the victifrthi® riot have their politics and
poetics. He points out that mainstream Bollywodmdi engagement with the legacy
of the riot is limited. He asserts that in theseegicircumstances, Nadita Das'
decision to make a film on the riot and its victimm$oth ethically and aesthetically

significant.

The article “Genealogy of Violence: Trauma, Memanyg Identity in
Nandita Das'§iraaq’ by Nishat Haider attempts to analyse the diffetenhniques
used in the film to depict the different modalit@<historical trauma. The paper also
analyses to what extent visual culture, in genarad, cinema, in particular, represent

trauma and lists the techniques the director hed tesdepict trauma on screen.

Sunera Thobani, in her well-researched articlef®eting Terror, Mediating

Religion: Indian Cinema and the Politics of NatibBalonging”, looks at the



Jouhar 59

vectors of gender, religious and national idergitreselect Indian films. The article
analyses the role of violence in the formationratfured identities in post-riot
scenarios. The article offers a detailed analysiww the communal polarisation
and communal conflicts in Gujarat are represemdte filmsDey, Parzania,
Firaag andRoad to SanganThe paper probes how the Indian subjects negotiat
their identity after exposure to instances of atlle violence, such as the riot in

Gujarat.

The different ways in which documentary films engagth violence and
trauma in the context of the riots in 1984 and 208ve received significant critical
attention. In the article “Representations of Vime in the First-Person
Documentary: Archival Footage and Documentary Cionsness”, Veena
Hariharan attempts to analyse the use of archoaihfje in documentary films like
The Final SolutionShe points out that using archival footage addke truth claim
of such films. The article also explores the concd@thical spectatorship and how
watching a documentary film ethically implicategstators in the textual

discourses.

The article “Travails of the Nation: Some Noteslodian Documentaries”
by Vinay Lal explores the different ways in whigtsiitutions have used censorship
laws to regulate the making and circulation of doeutary films on sensitive
matters like the riots in Gujarat. The film alsat¢bes upon the techniques used by

documentary flmmakers in India to record politieald communal violence.

The article “Spectral wounds of 1984: Sikh massactdarpreet Kaur'd he

Widow Colony: India’s Unsettled Settlenielny Jasleen Kaur and Vinita Mohindra
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uses hauntology to analyse the representatioreaftressed memory about
violence and loss in select documentary films @184 riot. The paper begins
with a detailed account of the social and politmahtexts in Delhi in 1984. The
article looks at trauma from a gendered perspeetmehighlights how the
documentary film engages with the experiences oharmduring and after

communal violence.

This review demonstrates that a body of work onrépeesentation of
violence and trauma in films on communal riots exislowever, many of these
studies focus on the political dynamics of violeicéhe wake of polarisation along
communal lines. Hence, the representation of tinepdex dynamics of violence and
trauma in cinema requires further studies. Thidyaims to critically analyse how
select films engage with both individual and cdilee trauma. As revealed by the
review, most scholars have not attempted to sttadyria suffered by perpetrators.
This study aims to investigate how perpetratorrtrais depicted in films. Most
researchers have used the classical trauma mottes #seoretical backdrop of their
analysis. This study intends to use the framewbpostcolonial trauma studies, and
this new theoretical paradigm facilitates the exggion of different layers of
violence and trauma in a postcolonial context. kénthany existing studies in this
area, this study uses a relational framework tomoeodate multiple voices and
perspectives. This study attempts to further nuaéimeestudy on the representation of
violence in cinema by using the triadic model aflence developed by Galtung.
This research intends to add to the existing schloila by examining how these

films depict direct, structural, and cultural viote. Another aspect that adds to the
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novelty of this study is that the researcher usest@rsectional prism to study
violence and trauma. The use of the intersectivaalework facilitates the analysis
of the different ways in which the degree of vidgation and traumatisation is
influenced by the overlapping of different systemh®ppression, such as classism
and casteism. This study also takes a closer lbthlearauma suffered by women
and children. The study seeks to explore how the&tiag condition of vulnerability
has a compounding effect on the lives of the vistiMost of the earlier studies limit
their analysis to the representation of traumaelad films. However, this study
aims to study the representation of post-trauntabevth as well. The role of ritual
and other faith-related practices in healing tletims of trauma is an area that
previous researchers have not adequately addresedstudy looks closer at the

role of spirituality in healing the victims of trana as represented in these films.

The techniques used by filmmakers to represenirtaan these films have
not yet received adequate attention. This studylalsks at the various techniques
used in these films to represent violence and teaamscreen. Studies on the
treatment of communal violence and trauma in filmede in the twenty-first
century are limited. This study makes a valuablditamh to this body of scholarship
by offering a detailed analysis of how select twelinst-century films address

communal violence, trauma and post-traumatic growth

5. Methodology

The thesis adopts a qualitative approach to stogythe select films engage
with violence and trauma. Content analysis is eygiddo discover and critically

analyse the patterns of violence and trauma ircsBlms. Close textual analysis is
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employed to find out the techniques, themes, ancinge structures used by these
films to depict violence and trauma on screen. Sthady uses comparative analysis
to identify the similarities and differences in tays different films deal with
violence and trauma. The films are compared in sewfritheir themes, techniques,
narrative and visual style, and character develaopmide study upholds ethical
standards by attempting to maintain a neutral stahengages with sensitive issues
such as violence and loss, and the research dossmsationalise the topics

discussed in the study.

The primary texts chosen for this study are sdleenty-first-century Indian
feature and documentary films on communal violeanog trauma. The researcher
reviewed many films on this topic, and the primexts were selected based on
different criteria, such as the extent to whichfilme focuses on communal violence
and trauma, the narrative techniques employedttendthical positions of the
filmmakers. Filmmakers in India have tried to @atily engage with social, political,
and cultural issues in their films. Many films haatéeempted to portray the legacies
of communal and political violence and its far-t@ag implications at the
individual and societal levels. The causes, consecgs and legacy of events like
Partition, the riots in 1984 in Delhi, and the siat Gujarat in 2002 have been
looked at from divergent vantage points by mammiilakers from different parts of

the subcontinent.

Cinema is a medium that “archives injuries andscadick to the imperative
to bear witness” (Jeta 9). An analysis of the cinematic representatiodiféerent

layers of violence and the ensuing trauma is digant since cinema is a space
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where “shared images of the past are actively predland circulated” (Rigney
366). Rosenstone has highlighted the potentialn&noa for “re-visioning” and
reconstructing the historical world (199). Indianeana is seen as the dominant
media institution and “an integral component ofioradl cultural and social
process|es]” (Khan 85). Indian cinema is a recdrdhe repetition of the cultural
wounds of historical loss” (N. Haider, “Genealog\wmlence” 84). Indian cinema
has addressed historical developments in all dwmplexity, albeit from multiple
and sometimes contrasting viewpoints. The interpfayiolence and trauma related
to Partition in 1947 and the Anti-Sikh Riots in Bielvas addressed by the
filmmakers a few years after the event. One ofeidudier films on Partition,
Chinnamu) was released in 1950, thirteen years after Rartiin the case of the
Anti-Sikh Riots in 1984, the first film to be mada the topic wasMaachis,which
was released in 1996, ten years after the rioteener, films on the Gujarat Riots
were made within a year. Filmmakers continue tcagegwith the far-reaching
consequences of these historical events. Films nffanced perspectives on the
riots from diverse standpoints. The following sectoffers a detailed critical review

of films on the 1984 riots and the 2002 riots.

The critically acclaimed filnMaachis,directed by Gulzar and released in
1996, is a political period thriller focussing oikisdisenchantment and the rise of
militancy in Punjab. The film argues that corruptend discrimination may fill
even an ordinary person with a vengeance. It defhet destruction that

disenchantment among the youth may cause. Thediliches upon the social,
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political and psychological impacts of events IBperation Blue Star and the 1984

riots.

Another notable film about the infamous rioKiaya Taran directed by
Shashi Kumar and released in 2004. The film isdasethe painful memories of
Preet, a Sikh boy who witnessed many acts of buiéénce during the riots. The
story vividly illustrates how riots affected womand children. In the flashback, we
see a hapless Sikh woman with her eight-year-aigdwbo was being chased by an
angry mob, seeking refuge in a convent. The riatamse to the convent looking for
them, but the nuns could lead them to safety. Thefbcuses on the political and

social implications of violence.

Amuis a critically acclaimed film set against the kfeap of the riot in Delhi
in 1984. The plot of the film, based on tales aience, trauma, and suffering,
develops through the attempts of Kaju, a youngdndimerican woman, to
discover more about her childhood in India. Herwerygeventually led to the
discovery of specific disturbing facts about th#exing of her family and her
community. The film bears witness to the strugdless, and trauma of hundreds of
families who lost loved ones and property duringtiiot. The film posits that
forgetting at the individual and societal level mine contested, and the reclamation

of memories is a necessary prerequisite for healimjthe reclamation of identities.

The film 31 Octoberportrays violence on 31 October 1984, a day on kvhic
the then Prime Minister of India was murdered, smiodsequently, the riot erupted.
The film, directed by Shivaji Lotan Patil, is basmtdan actual event. The plot of the

film is based on the suffering of Devender Singt kis family when the riot
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erupted. Unlike many other Sikhs who were attackadikilled by the rioting mob,
Devender Singh, his wife and his kids were savetdiyindu friends Pal, Tilak
and Yogesh. The film asserts that communal amitylearmony are more potent

than communal enmity and hatred.

Grahanis a much-debated 2021 web series on the riottamittims and
perpetrators. The film begins with an investigatiioto riot-related crimes by a
young, vibrant police officer, Amrita Singh. Shesatually discovers that some of
the prominent individuals in her locality, includiter father, are implicated in the
violence in 1984. The film’s primary focus is orettlevelopment of an affair
between a Hindu boy, Rishi, and a Sikh girl, Madawever, there are many direct

and indirect references to the victims and perpasaof the riot throughout the film.

There are some references to the Anti-Sikh Rioteerfilm Laal Singh
Chaddhawhich was released in 2002. One shocking episoti@srilm is a woman

attempting to erase her cultural markers to savdifeavhen the riot starts.

Jogiis a period drama about the 1984 riots and tlwgisequences. It was
released on Netflix in 2022. The film offers a dlethaccount of suffering,
struggles, and survival. It asserts that humanitiyawentually thrive over hatred.
The plot suggests that building networks of soligao forge inter-communal

alliances would prevent outbreaks of violence alomgmunal lines.

Documentary filmmakers in India have respondedeteetbpments in the
social, political, and cultural spheres througlreama. Many have attempted to
record the stories of the victims and perpetrabbrsolence associated with the riots

in Delhi in 1984 and the riots in Gujarat in 2012.



Jouhar 66

1984, When the Sun Didn't Risea documentary film directed by Teenaa
Kaur that focuses on the riot's impact on womendnildren. The film offers an
evocative portrayal of the struggles of the surkgvaf the riot. The film attempts to
critique the impact of forced migration on indivadsiand communities. The film
focuses on the trajectory of the lives of three warwhose husbands were
murdered by the rioters. The film blends persondl golitical narratives about
suffering and loss. The film adopts an investigatpproach and attempts to
foreground the failures of the institutions to offecurity to minorities at times of

targeted violence.

1984: A Sikh Storis a documentary film on the 1984 riots. This film
directed by Sonia Deol, offers a detailed acco@ith® historical context of the riot.
The film explores issues such as Operation Blug 8ta murder of the then-Indian
Prime Minister and the ensuing communal riot. Ting-person documentary has a
personal note as the director rediscovers her iS#fitity as she revisits Punjab and
the Golden Temple as part of making this documgntdre film explores how the
riot resulted in the marginalisation of Sikhs.l#@focuses on how the social fabric

was damaged by polarisation along communal lines.

The Widow Colony: India's Unsettled Settlemdinected by Harpreet Kaur,
is a documentary film that incorporates testimowiesurvivors, legal experts,
journalists, and experts from various domains abimaitiot to offer a layered
narrative about the legacy of violence. It offemsi@sider perspective of the lives of

the survivors and their families in the colony thigh these widows were relocated
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after the riot. This film offers a gendered exptama of violence and trauma, and

foregrounds the resilience of the survivors.

The riot in Gujarat in 2002 is one of the most dehanstances of communal
violence in the twenty-first century. Many filmsalevith this riot directly or
indirectly. From 2013 to the present day, filmsé&een made on the legacy of this
riot. One of the first films on the issu@hand Bujh Gayawas made one year after
the riot in 2003. Nevertheless, the film was redéeasnly in 2005 because of legal
issues related to censorship. This film is a muisiwédler focusing on a romantic
affair between a Hindu boy and a Muslim girl. THenfalso features the Godhra
train burning incident and the ensuing riots in&aj. The lovers, during their
journey through Gujarat in the Sabarmati Expread,tb bear witness to the burning
of a compartment in the train and the ensuing daathdestruction. The couple took
refuge in a friend's house when a riot broke ouhencity. These two lovers are
united by their love at the end, and this film atssthat alliances across religions are
possible. Though the film briefly addresses thead@mnd political implications of
the riot, its predominant focus is on the romaatements. One major limitation of
the film is that it does not offer detailed accauat victims and perpetrators. The
film does not give adequate attention to the traerperienced by the victims of

violence.

Parzaniais a 2007 film directed by Rahul Dholakia that edpés to locate
the riots against a broader socio-political backgub It is partially based on the true

story of a Parsi boy, Azhar Mody, who was separ#tad his parents during the
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Gujarat Riots in 2002 and has been missing eveesiFhe rioters attacked the
locality where the family of Cyrus Pithawala wasng. In the mayhem, the son was
separated from his mother. The film focuses orattempts of the family to bring
their son back and to restart their lives afterrtbe The emotional trauma of the
members of the Pithwala family is delineated i1 fiim. The film proposes
Gandhian ideals of non-violence as an alternatieelbgical and political
framework that can bring communities together tarshheir stories and engage in
meaningful dialogue. This film intermingles “fictial reconstructions of violence
with realist narratives of the everyday” to furtmerance discourses on historical
violence (Sircar, “Hindutva” 220). What makes thisy unique is that it explores
not only the episodes of violence but also the wdyending the cycles of violence

and destruction.

Firaaq is a 2008 film that attempts to look at the 20@2srand their
consequences from the perspectives of variouststéers. The film focuses on the
ramifications of the riot on victims, perpetratcaiad bystanders. It has a non-linear
narrative format and explores different types afitna, such as victim trauma and
perpetrator trauma. The film also clearly delinedtew various political, social, and

economic factors create unique experiences ofrwistition and marginalisation.

The romantic drama filftMlausam directed by Pankaj Kapur and released in
2011, is a love story, but the plot also providesghts into significant historical
events in India between 1992 and 2002. The 20@8 inoGujarat are featured at the

end of the film. The film focuses on a young loveayat, a Kashmiri Muslim who
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happened to be in Sabarmati when the riot brokenailmie city. The mob chased her,
and she was eventually saved because of the tintelywention of her lover, Harry.
Harry and Ayat tried to find a place to hide beeatne situation was tense.

However, the rioters found them and attemptedtackithem. The lovers struggled
to escape but ended up in a blazing fire, but sowehanaged to escape and save a
child from the flames. The film offers novel persfpees on how the political and
social realms intersect with the personal. Nevégte the film's engagement with

the riot in Gujarat is limited.

T.V. Chandran, an acclaimed Malayalam film direchas created a trilogy
on the long-term repercussions of the Gujarat Ridtsese films are
KathavashesharVilapangalkkappuramandBhoomiyude Avakashikalhe
narrative of all three films commences on 28 Fabru2002, a day after the tragic
Godhra train burning incident in the state of Gajarhese films are predominantly
set in Kerala, a state far from Gujarat, but thegpude plot lines that connect the
story to the Gujarat Riots. The first film in thrdogy is Kathavasheshameleased
in 2004, two years after the riot. The film deveddprough the perspective of
Renuka, who was the fiancée of Gopinathan Menow, s@mmitted suicide under
mysterious circumstances. She decided to findlaut@éason for his death by
interacting with those who were associated with imrdifferent ways. Eventually,
she found out that her husband was haunted by éneony of a tragic riot in
Gujarat at a time when he was working there asngimeer. In 2002, when the riot

broke out, the rioters mercilessly murdered a Muglirl whom he treated as his
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sister. The memory of violence continued to haumt [©One day, back in his home
in Kerala, he happened to see the photograph aidiM girl who was subjected to
brutal rape on the front page of a newspaper. Hotograph triggered his
memories, and in a moment of intense trauma, higled¢o commit suicide by
hanging. The intertitles shown at the end of thra ftate that he took his life
because he was ashamed to live in such an inhurodd. Whe film offers a limited
portrayal of vicarious trauma, but due to its coexgplot line, its engagement with

the stories of the riot victims is minimal.

This trilogy's second film i¥ilapangalkkappuramwhich was released in
2008. The film focuses on the different staged@life of Zahira, who was residing
in Gujarat with her Malayalee parents, who werennig a tea shop there. The
rioters killed her parents and burnt down her hotike criminals gang raped her
and tried to set her ablaze to destroy evidencee\the rioters left the scene, she
managed to hide in a lorry parked nearby. The larok her to Calicut, the home
town of her father. She gradually recovered but lates embroiled in other
conflicts along communal lines in her home statas Tilm traces the life of a
survivor who, even after moving to a new state tiomed to suffer because of the

existing fault lines in society.

The last film in the trilogy i8hoomiyude Avakashikakleased in 2012. The
story centres on Mohanachandran Nair, a Keralitkiwg in Gujarat in 2002. He
was thrown out of the state because he attempteavithe life of a Muslim girl

from the marauding rioters. Back in Kerala, withaybb and identity, Beerna lkka,
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a gentle soul, gave him shelter. Nevertheless, iat@ communally charged
incident, Beeran lkka was murdered, and Nair regat$o a house in a remote
location. He spent his time interacting with thénaads and insects in the house and
realised that the place belonged to them as mutd las. At the end of the film, he
is again targeted by a vengeful mob, and he detidiesive the house for fear that
his presence will endanger the lives of the otheattires residing in the same

house. He left the house and walked forward eveuagh he had no idea where to

go.

Kai Po Che!: Brothers... For Lifes a sports drama film released in 2012.
The film is set from 2000 to 2012 in Ahmedabad. Tilme explores the impact of
communal polarisation and the ensuing violenceherlives of three intimate
friends. Their dreams to start a sports academg sleattered when the state was
embroiled in the riot in 2002. They wanted to diraning to a budding cricketing
prodigy, Ali Hashmi. The film portrays Isha and Gus attempt to save Ali when
the riots break out. The film illustrates the mesness of violence and asserts that

good friendship can withstand attempts at polagsat

Accident or Conspiracy: Godhra a film that was released in 2024. In the
film, the director revisits the Nanavati-Mehta Corssion report on the Godhra
incident in an attempt to analyse the trigger amtsequences of the act of violence.

The film's key focus is on the atmosphere of nifd golarisation that led to the riot.

The Sabarmati Repoig another film about the Godhra train burning

incident. The plot of this film centres on a jourstawho attempts to unravel the
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truth behind the Godhra train carnage. The filrerafits to problematise some

media narratives about the riot and the eventsrigaad it.

Many documentary films have also critically engageith the stories of
violence and trauma in the context of the riot ujdeat.Final Solution directed by
Rakesh Sharma, offers a detailed overview of placespeople affected by the
riots. The film foregrounds the social and politickmate that played a key role in
creating an atmosphere of polarisation along rligilines. The film problematises
the vested interest groups' attempts to weapooisentnal hatred for political
dividends. The director has endeavoured to makdfith a repository of multiple

voices by recording the historical memories ofeatiint stakeholders.

Another documentary film related to the violenc@®2 isindia: The Modi
Question It is a BBC documentary that engages with théas@nd political realities
during and after the riots in Gujarat. The film p®s$hat the riot damaged the social
fabric of the state, which in turn further alierdatbe victims of the riot. The film
covers a broader canvas and discusses issuesssunthraational relations and

media freedom that are not directly related toribes in the state.

Even the Crows: A Divided Gujarat a documentary film that focuses on the
stories of two survivors of the riot- Nishrin armdrln. Nishrin's father, who was a
member of the Indian Parliament, was killed byribgers. Imran, with his relatives
and friends, was on a holiday trip to Gujarat wttenriot started. The rioters

targeted them, and everyone except Imran was killed film offers an evocative
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portrayal of their trauma. It also focuses on hbesk victims manage their

memories of loss and continue their fight for josti

The brief survey of the above films proves that ynimmakers have
depicted the social, cultural, political, and psylclgical implications of communal
riots on individuals and groups. However, theirraggh towards and treatment of
violence and trauma are different. Since the prynfiacus of this study is the
dialectics of violence and trauma, the researchsrselected only those films whose
primary focus is on the modalities of violence &radima. The films selected for
detailed analysis are four feature fildsnu, Jogi, Firaaq, and Parzania, and two
documentary filmsThe Widow Colony: India's Unsettled Settlensamd Even the

Crows: A Divided Gujarat

The film Amuwas selected for detailed analysis because itesob the few
films that examine how exposure to violence andrra results in the formation of
fractured identitiesJogi, released on Netflix, an OTT platform, in 20225 heached
a wider global audience. The film is remarkablé@srportrayal of direct and
structural violence and the impact of violence on individuals and communities;
hence, it requires detailed analy$igaaq is selected as a primary text because it
offers an intersectional analysis of violence. Tmvative techniques used in the
film, such as the intermingling of different naivatstrands and the use of non-
linear narration, also make this film a valuabléditdn to the genre of trauma
cinema in the Indian conteX®@arzaniais a critically acclaimed film that explores

how members of the Parsi community, along with maiimers from other
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communities, suffered significantly during the sioThe film illustrates the
mindlessness of violence. The film posits thattarreto Gandhi’s idea of non-
violence is a possible solution to the ongoing totsfin the country and elsewhere.
Such a novel way of conceptualising peace, harnaoyhealing presented in the

film requires a detailed analysis.

\oices of women victims often go unheard and ureg@nted in many
mainstream and popular visual narrativEise Widow Colony: India's Unsettled
Settlemenis a documentary film that looks at violence arditna from a gendered
perspective. The film's use of testimonies of matito record their trauma is highly
effective. The documentary foregrounds the ongstngggles of the widows for
justice and survival. Since this film focuses oa tasilience and strength of the
survivors, it merits critical analysis. Similarthe documentary filnkEven the
Crows: A Divided Gujarabffers a nuanced perspective of the trauma arfdrg
of two individuals who lost members of their faraibecause of the violence during
the riot. The film focuses on the resilience antipewer of these survivors who

continue to fight for justice despite challengimgemstances.

The select films approach violence and trauma featical perspectives.
Unlike films such a€hand Bujh GayandMausamjn which the riot is in the
background, these films foreground the riot andatseaching implications. Unlike
films like The Sabarmathy Repowhich looks at the riot from one dominant
perspective, these films look at acts of violemoenf different vantage points. Films

like MaachisandThe Final Solutionwhose primary focus is on the political
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implications of the riot, were not selected becahsecurrent study's primary focus
is on psychological distress and traumatisatior flims Accident or Conspiracy:
GodhraandSabarmati Reporadopt an investigative approach, and their plotsi$
on fixing accountability. Since their engagemerttwvitauma is limited, they were

not included as primary texts.

The six films selected for this study warrantitiselection because they do
not attempt to thin down their narratives to mdkent more appealing in the
market. The style and approach of these films ared. However, all the select
films deal with relevant issues such as directstnactural violence, individual and
collective trauma, and the interplay between menaoiy history. Their high
aesthetic standards and thematic depth were atsmds for their selection. These
films do not downplay the enormity of violence, miar they resort to propaganda.
These films stay away from the “aestheticisatiopdalitics” and the
“aestheticisation of trauma-ridden histories anluces by the transnational culture
industry and media” (Kaplan 10). The term “aesthsdition of politics” refers to the
strategy of the modern state “to stage its selfeggntation and collective
identification by borrowing narratives, myths, tagfues, and the mise-en-scene
from the cinema and the culture industry” (Kapl&). IThe term “aestheticisation of
trauma-ridden histories and cultures by the trat@nal culture industry and media”
refers to the attempt to market trauma culturesxasic other (Kaplan 10). These
films address the complex dynamics of violence taagma without violating the

ethics of representation.
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This thesis uses various theoretical discoursesaance to examine how
direct, structural and cultural violence are degaan these films. The study relies
on the paradigm of trauma studies to analyse tiferet ways in which these films
depict trauma, healing, resilience and post-traimgabwth. Visual analysis is used
to examine how filmmakers have used cinematogragmicediting techniques to

represent violence and trauma on screen.

The study adopts a relational approach to exarhiaéntricate relationship
between violence and trauma because this apprdarh ta broader,
interdisciplinary, comparative, and relational agguoh to trauma will open ways of
accommodating not only culture-specific but alsodaler registers of trauma
research for postcolonial studies” (Visser, “Enfantents of Trauma” 1). This
approach makes it possible to imagine trauma asmplicated network of
concepts and approaches that coexist and mutuddisact”(Visser, “Entanglements
of Trauma” 1). Visser describes relationality as fiatricate knot, with the
‘unsayable’ nature of trauma at its center and eoted to it, in a centripetal as well
as centrifugal movement, to be envisaged as a-amiti interdisciplinary
entanglement of strands of concepts, theoriesltarapies” (“Entanglements of
Trauma” 3). This approach facilitates a move awaynf“unproductive and possibly
contentious positing of ‘either/or’ views and indeenders superfluous the
oppositional debates about definitions of traumaitkeer event-based or
phylogenetic, knowable or unknowable, curable ourable, static or dynamic, and

so on” (Visser, “Entanglements of Trauma” 4). Télsft is very productive because
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it takes focus away from “reductive tendencies, destrating complexity, the
multifaceted web of identifications, ambivalencas aegotiations” (Shohat 251).
This approach focuses not on competition but oruaiuidonnections and
interrelations. Relationality provides a criticaéthod for analysing how the select

films represent the dialectics of violence andimau

A relational approach, informed by postcoloniakdigrses on violence and
trauma, is used in this study to facilitate an @pith, complex and culture-sensitive

enquiry into the various modalities of victimisatiand traumatisation.

6. Chapterisation

This thesis is divided into six chapters. The idtrctory chapter, titled
“Representing Communal Violence and Trauma in CexePoetics, Politics and
Ethics,” offers an overview of the study's objeesymethodology, and socio-
political context. It also includes a critical rew of postcolonial discourses on
violence, trauma, and post-traumatic growth andtaied review of relevant
literature. The second chapter, “Patterns of Ratersectional Perspectives on
Communal Violence and TraumaRarzaniaandFiraaq”, attempts to map the
patterns of violence and trauma against an inteosed framework. It explores how
overlapping forms of identity create unique expares of oppression and privilege.
It also analyses the techniques used by theseiliws tio represent violence and
trauma on screen. The third chapter, titled “Laydr&rief: Tracing the
Configurations of Memory, Identity and Traumalogi andAmu, begins with a

brief historical account of Operation Blue Stae thurder of the then Indian Prime
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Minister Indira Gandhi by her Sikh bodyguards amel ¢énsuing communal riots in
Delhi and other parts of Delhi in which member$&déh religion were
systematically targeted. Operation Blue Star aedstibsequent violence during the
riots became chosen traumas for the Sikh commurtiy.chapter tries to analyse
how the select films represent the different wayhich collective violence and
collective trauma shape and alter the collectiemidies of the members of the
affected community. The chapter also foregroundssthries of strength, courage
and sacrifice that these films acknowledge andocate. The fourth chapter, titled
“Imprints of Violence: Representations of Colleetiviemory and Collective
Trauma inThe Widow Colony: India's Unsettled SettlenadEven the Crows: A
Divided Guijarat, focuses on the representation of communal vicdesind the
ensuing trauma in two documentary filnfdte Widow Colony: India's Unsettled
Settlementdirected by Harpreet Kaur on the 1984 Anti-SikbtRiand Even the
Crows: A Divided Gujaratdirected by Sheena Sumaria and Sonum Sumariaeon th
2002 Gujarat Riots. The chapter looks at the diffiestrategies used by these two
documentary films to represent the collective mgnadiviolence and trauma in the
aftermath of the communal riots. This chapter alsalyses how these documentary
films address the ethics of representation whilgaeng loss, grief and trauma. The
chapter highlights that these two documentarieg ligstinct social voices that
testify to the films' ethical position. The condingl chapter, titled “Transcending
Violence and Trauma: Resilience and Post-Traun@tiovth in the Twenty-first
Century Feature and Documentary Films on CommuindéNCce in India”,

succinctly summarises the study's findings. Thdystaund that the select films
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bear witness to violence and trauma. The studyralgeals that the select films do
not attempt to appropriate trauma and aesthetwdence. The study establishes
that these films have placed violence and traunagnaga broader socio-political
background. Another finding is that these filmsuedess on melancholia and stasis
and more on healing, resilience, and post-traungatizith. The sixth chapter, titled
“Recommendations,” identifies different areas tinatit further scholarly attention.
This study opens up new areas for critical enguingyostcolonial trauma studies and

film studies.

7. Significance of the Study

Most of the studies on trauma and its varied calfwartistic and cinematic
representation have focused on the trauma suffgrgetople in the First World War.
Trauma and its varied cultural and artistic repnéstgons from other parts of the
world, in general, and India in particular, have yet received adequate critical
attention. This study addresses the existing ga@uma and trauma cinema
scholarship by closely examining the cinematic @spntation of trauma
experienced by victims, bystanders, and perpesatoa postcolonial context. That
this study employs the theoretical framework oftpolenial trauma studies further
adds to its significance. The trauma suffered leyplrpetrator was considered a
taboo topic and has received scant critical atenir his study offers a critical look
at trauma suffered by the perpetrators withoutatio or compromising the ethics

of representation. Representation of post-traungmbwth in Indian cinema has not
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been adequately explored. This thesis foregrourdsriy, resilience, and post-

traumatic growth, further enhancing its significanc

This thesis argues that select Indian films offdetailed portrayal of
communal violence, trauma and posttraumatic grdwthepresenting the trauma of
victims, perpetrators, and communities through miatic techniques and innovative
narrative strategies. Subsequent chapters ofttbfgs provide a critical and in-depth

exploration of these topics in select feature fiemsl documentaries.
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Chapter I

Patterns of Pain: Intersectional Perspectives on

Communal Violence and Trauma inParzaniaand Firaaq

Cinema plays a significant role in shaping publacdurse on subjectivity
and identity. It influences and is influenced byg #xisting political, social, cultural,
and ideological structures. This reciprocal relagiip makes cinema a platform
where diverse views and ideologies are discussdahtdd, and synthesised. Many
films produced in Bollywood have taken up historieaents - both ancient and
contemporary- as subject matter, and they oftemygdt to address the implications
of these events on individuals and communitieshik context, it is significant to
critically examine how Indian cinema depicts muéimstances of communal
violence. Cinema can capture the dialectics ofritersectional dimensions of
violence and the ensuing trauma, both at the iddadiand the collective levels.
Many Indian films explore how different markersarfe's identity, like class, caste,
gender and location, influence and determine amssonse to physical violence and
psychological abuse during and after communal.rithgs chapter attempts to
analyse the representation of violence and tramatzaniaand Firaag from an

intersectional vantage point.

Intersectionality refers to the subtle ways inethone's intersecting
identities determine and structure one's expergrtienberlé Crenshaw points out
that violence and victimisation do not take plaakhg a single categorical axis”
(“Demarginalizing the Intersection of Race and S&40). The degree of

victimisation and traumatisation is determinedjnet by the extent of violence but
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also by the social, political, cultural and econospaces that one inhabits.
Preexisting conditions of marginality often haveoapounding effect on the
affected individual and community. The extent oé'sraccess to legal recourse and
clinical help varies from individual to individuatience, using the intersectional
framework is apt to critically investigate and pebatise different representations
of communal violence and its impact at the indialdand collective levels in the

select films.

This chapter explores the representational diaiecti communal violence
and trauma ifParzania directed by Rahul Dholakia, ak@raaq, directed by
Nandita Das, both of which address various consempseof the Gujarat Riots in
2002. It places the films within the postcolontadretical discourses on violence,
trauma and intersectionality. The chapter triedisacover the cinematic techniques
and strategies adopted by the directors to depitiraaginatively reconstruct and
reconfigure the subtle layers of violence and peladical trauma. An attempt is
also made to study the centrifugal and centrigatétntial of violence and trauma in
the context of the chosen films. The politics anédtes of memorialising traumatic
legacies in the context of the select films are @lst to rigorous critical scrutiny in
this chapter. This chapter argues that the twosfilrarzaniandFiraaq, critique
patterns of trauma and violence, and foregroungbtissibility of reconciliation and

post-traumatic growth.

Parzaniais one of the most well-made films on violenceimiésation and
traumatisation. This film, which addresses therafagh of the riots in the Indian

state of Gujarat in 2002, was released in 200@, years after the riots. The film,
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directed by Rahul Dholakia, is partly based ondisappearance of Azhar Mody, a
Parsi boy, during the Gulbarg Society massacr®@22The critically acclaimed

film harmoniously blends factual and fictional elems and raises significant
guestions about the modalities of violence. The Ipte of the film mainly focuses
on the search of the Pithwala family for their s@hp went missing during the riots.
Moreover, the film goes on to delineate storiestber victims and perpetrators and
initiates a critical discourse on violence, nonkete, trauma, healing, and
reconciliation. The film also explores how spatailltural, material and spiritual
locations create intersectional identities thapshthe different ways in which
victims and perpetrators experience and addrededlaé social and psychological
consequences of violence. The film highlights hawerapping markers of identity,

such as gender, class, and religion, create arspedf privilege and subordination.

In an interview published in tHeos Angeles Time&ahul Dholakia stated
that the intensity of the mindless violence inlsne state shook his conscience,
and the graphic images of violence and tortureudistd and moved him (Chu). He
decided to make a film on the consequences of meleboth at the individual and
collective levels, to expose the mindlessnessaénce and to assert the need to
promote the messages of unity and amity. He waglygleained when he came to
know that the rioters had tortured members of &meiliy of his friend, and making
this film was part of his attempt to come to temith the loss of others and himself.
He wanted to initiate critical deliberations on theaninglessness of violence
through this film. In an interview, he stated tfedmetimes it is necessary to reopen

wounds because the solution to hate is to havaléhyedebate and open debate
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about it” (Chu). He added: “It is better to haveiitt in the open and discuss it. You
cannot just avoid it” (Chu). He felt “responsibletb morally and socially” to speak
up, and this “pro-humanity” cinema was born ouhisf more profound political,

social and aesthetic convictions (Sen).

The opening shots of the film introduce the stdt@warat as the land of
Gandhi, who is considered to be the champion ofwiolence, communal amity,
and peaceful coexistence. The film juxtaposes iblence that erupted in 2002 with
the Gandhian philosophy, and suggests that a reau@andhi’s teachings could aid
and expedite the reconciliation process. The filghlghts the potential of
Gandhian ideals to bring individuals, regardlesthefr political and religious

identities, together.

The plot of the film unfolds through the variousugigles of the Pithawala
family, which consists of four members: Cyrus Pithta, his wife, Shernaz
Pithawala; his son, Parzan Pithawala; and his daughter, Dilshad. One technique used
by the director to present a novel perspectiveiolence in this film is presenting
many events through the perspective of a visitingeAican, Allan, who came to
Guijarat, the land of Gandhi, searching for innexgae yet got entangled in the orgy
of communal violence. Allan, who carried traumaticunds as a result of being at
the receiving end of abuse and torture in his tloititl, could understand the pain
and grief of the victims of the riots, and his etigséic engagement with them
allowed him to gain a deeper perspective on vi@eawross various contexts and

countries.
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The film opens with a long-angle shot of a bridgd a nearby street in
Guijarat. In the background, a lyric is played whspleaks about the importance of
kindness and loveP@rzania00:00:50-55). The lines from the lyrics introduce
Gujarat as Gandhiji’'s country?arzania00:01:26—-28). The film seems to suggest
that large-scale violence erupted in Gujarat, #mel lof Gandhi, is all the more
shocking. The film then cuts to a shot depictingwslim shopkeeper, visibly
disturbed and panicked, hurriedly closing his stiop the inside. The director has
used the technique of foreshadowing to suggestringtion of violence along

communal lines.

The next part of the film attempts to place viokemnt 2002 against the larger
backdrop of the violence in 1947 after PartitioheTlscenes depict a classroom
where a teacher gives history lessons on the dasidgr independence in India. The
teacher told the students that in the year thatllbdcame independent, the country
was divided into two. The teacher added that &saltrof the division of the
country into two, “thousands of Hindu families wéoeced to leave Pakistan to
avoid persecution”’Harzania00:02:25-28). She also told them that the majarfity
Muslims decided to stay in India. Only a few Mudishifted to Pakistan. The
teacher asserted that India accepts everyone isiilscag secular democracy
(Parzania00:02:35—-38). The lesson given by the teachersatetke lasting
consequences of Partition. Even after decadestabma of the victims of Partition
was passed down through generations, resultingeifidrmation of intergenerational
trauma. As suggested in the film, these memoriesobénce and pain are exploited

by vested interest groups to create polarisationgatommunal lines and to pit the



Jouhar 86

members of one community against the other. Relgyaffiliations were sometimes
used to create division by vested interest groapd,as a result, even rumours could

destabilise the communal fabric.

Indians are known for their passion for cricket] after an India-Pakistan
cricket match, emotions often run high. Allegati@ans often made that some
individuals from certain communities celebrate ¥iwory of Pakistan, and they
often result in the outbreak of violence. In tHmfia few individuals, presumably
members of the minority community living in a guléye shown celebrating the
victory of Pakistan in a cricket match against éndind a few others expressing
their anger and frustration at the celebration. @meaged members of the group
issued a stern warning that if they want firewoftkg will show them fireworks”
(Parzania00:03:08-10). This curt remark foreshadows the imdp®y violence. The
different pronouns “we” and “them” used by thesele reveal the stratification of
society along communal lines. The members in thaifgtook a map of
Ahmadabad and started demarcating areas whereaimbdens of the minority
community lived, and it was suggested that thosasawould be systematically

targeted.

The film intersperses scenes of violence with thadgeeace and harmony,
and this technique of juxtaposition is evocativd anggestive. Parzan and his
younger sister are shown engaged in a deep comeersédout Parzania, an
imaginary land in which buildings are made of cHates, the rooftops are made of
halwa, and the mountains are made of ice creamfilimguggests that any place

could become a Parzania where love, care, and \waratthe defining emotions,
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and happiness is the prevailing mood. Parzan madkdd take a pledge before
entering Parzania, and he told her that she hatld¢g the laws of Parzania. The film
critiqgues the irony of inmates in the imagined lafidParzania following rules,
whereas some individuals in the real world blatadisregard them. Dilshad asked
Parzan to tie aakhi in her hand on theakhi day and to protect her for the rest of
her life. Parzan said that this was a cultural ficadoreign to their faith, yet assured
her that he would do whatever she asked of Riargania00:10:18-22). This is one
instance in the film that vividly illustrates thgigtence of syncretic culture in

Gujarat.

In the film, the character of Jayaraman is a feo of Gandhi who assists
those who want to study about Gandhi and his tegshiAllan, an American
researcher who was doing his research on Gandhg tahisashramto meet him
and to collect some books from him. The film depitte impact of Gandhian views
on Allan and records how those views transformedl litered his worldview, and
aided in healing his inner wounds. The film foragrds the irony that messages of
non-violence reached people in far-off countriet,3ome in the home state of
Gandhi failed to follow the path of peace and naience. Jayaraman advised
Allan to read Gandhi's books whenever he felt lifatvas too much to bear. He
told Allan that if one wanted to break the lawshiould not be for selfish reasons. He
added that reactions out of anger ought to be clbed: Allan believed that a
healthy dose of rage was good at times, and his \egs that to block a punch, one
would have to throw a puncR#&rzania00:17:09-22). In this film, these

deliberations on violence and different responsesdlence assume added
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significance when, at a later stage, the riotstedipand many men, women and kids

fell prey to mindless violence.

Allan was deeply traumatised as a result of theebéxperiences in his
childhood. Allan explained to Cyrus that he wasedia Protestant and that his
father was extremely violent. He decided to runyafmam the house at the age of
thirteen, but his father followed him, and he tegpfell, and his head was injured. It
was later revealed that his father had a brain tupand after the surgery, his anger
had gone away. Allan thought that it was the arig&tr created the tumour and not
the other way round. He discovered Gandhi as hdawking for ways to heal

himself.

Allan became a close friend of Cyrus Pithawala, wiag working as a
projectionist at a film theatre in the nearby towHhan was always seen smoking
cigarettes and drinking liquor, and he seemed ¢atlism as a means to manage his
grief. Cyrus told Allan that drinking was not legalGandhi's land. He introduced
himself as a Parsi, and being a member of a mnocoinmunity, he suggested that
“we are like the Jews of IndiaP@rzania00:05:53-55). Cyrus asked Allan how he
was treated in India. He replied that everybody friaadly to him. When Cyrus
commented that in the United States, “at leasthae no people killing each other
for no reason”, Allan replied that the homicideerat the United States is higher
than that of IndiaRarzania00:07:48-55). By making a comparison between
violence in India and the United States, the filberapts to look at violence from a

multidirectional vantage point.

Parents impart their cultural legacy to their cteldthrough stories. Shernaz
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Pithawala told her children the stories of her atas. Parsis came to India in a big
ship thousands of years ago from the holy landeo$iB. She told them that, as
sugar could blend in the milk, Parsis could blemnd society Parzania00:20:16—

23). The Parsis and Indians have lived in peacenanony ever since.

The film suggests that communal harmony was thenorthat area, and
members of different communities coexisted peabeMlithin one gated
community in Behrampura, a suburb of Gujarat, Mus|iHindus, and Parsis lived
harmoniously. A mundane interaction between Sheetéindu, and Shernaz, a
Parsi, assumes added significance as the plotgsegs and fault lines in the society
are revealed. Their relationship was so closetlieat exchanged vegetables and
fruits and prepared food for one another. Anothstance of communal harmony
was seen in the interaction between Shernaz anilbgim neighbour, Khan
Saheb, who shared with her the happy news thafrarsdldaughter, Nazneen, was
getting married to a nice Hindu boy. She told Kisameb that she was planning to

give him a nice new bedsheet as a birthday gift.

In the meantime, members of one fringe organisatiere busy making
plans for targeted violence. They were seen catig@nd distributing weapons with
impunity. The distrust among sections of the comitregwas further exacerbated
by the actions of some reckless youth who teastgifgom the other community.
The rioters had identified the shops owned by Muslio be targeted, and those
shops were demarcated using small flags. The #lems to suggest that the rioters
were jealous of the others' economic prosperityus®d violence as a cover to

destroy their economic prospects.



Jouhar 90

The film lays bare the modalities of direct andistural violence. The film
depicts the complicity of some police officers wiefused to help the victims. The
police officers and the rioters searched everyraikishaw taking kids to school.
They asked the driver whether he was taking anylimusgds. The driver told them
that they were all Hindus. They asked him whahf&arzan belonged t@#rzania
00:26:28-34). Parzan was traumatised to listehisocbnversation about his faith,
which made him feel very vulnerable. The experiesfdeeing singled out is a form

of microaggression; the constant exposure to it can trigger trauma.

The members of the rioting mob conducted a certstiad out the houses
belonging to the minority community. At night, thiegocked on the doors of
Cyrus's house, and when Allan opened the door,ttiidynim they had come to
conduct a census and asked him the details oehigan and caste. Allan realised
somebody was planning violence, and the surveycaaducted at this odd hour to
prepare a detailed plan for the riots. This encaurgttled Allan so much that he
started typing his thesis about Gandhi’s teachiogegain his composure. He wrote
that Gandhi was a man who could unite Hindus andlivhg and rally them for the
shared cause of freedom and independence, untd saminals killed him

(Parzania00:28:25-31).

Allan saw on television the news report about #rgd number ckarsevaks
who were killed when a train compartment carryingm was set ablaze in the
railway station at Godhra. He listened to the comimef a few leaders who stated
that those who were responsible for the murder @vget full punishment for their

sins. Khan Saheb and others in the area were sthodken they heard the news
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report about the violence because the terriblelardi occurred in Godhra, only
three hours away from their locality. The policeneato the Muslim locality and
asked them to stay in their houses. They werethaitif they came out, they would
be forced to fire them. The police also assurethtti&t their security would be
ensured, and their properties would be protectesdh& mob carrying weapons had
taken over the streets, Muslims decided to closgdte of the gated colony. Asif,
Nikhat's husband, told Shernaz that they were taiyng precautions and that there

was nothing to worry about.

Nikhat phoned Cyrus, who was at the movie the&abraform him that the
situation was going out of control and asked himetarn home as soon as possible.
In the meantime, the violent mob started attackimeggate of the colony. Certain
members of the majority community living there f@lieved by the fact that it was
a Hindu mob outside their gate, and hence, theydvoot be harmed. Certain
individuals from other houses called the policeHelp and informed the police that
there was an armed mob at the gate. The law-aret-sitdiation worsened

eventually as the police did not turn up.

Cyrus, as he was returning home, saw the streetsniguAllan also saw the
armed groups roaming the streets. He saw a groopgenfattempting to molest a
woman, but he was not in a position to intervehis. to be noted in this context that
the weaponisation of rape during the riots is widely reported; women and children
suffer the most during and after a riot (Khanna 8heh 1). Allan was shocked
when he saw some police personnel sitting idlychiaty the outbreak of violence.

The apathy and complicity of some officers who weaiet of the law enforcement
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agency are revealed in this scene. The crowd wdistperude kerosene bombs at
the houses of Muslims. One bomb fell inside theseoaf Shernaz, and her children
ran out in panic. Eventually, the mob forced ogendoors and charged inside.
Shernaz ran out of her house with her childrerst@pe the fire. In these scenes, the
director uses parallel editing. The scenes degdliyrus's attempts to reach his
house are interspersed with scenes depicting Stiersempts to save her children.
The film uses rapid cuts to depict the intensityiofence. The trauma of Shernaz is

conveyed using close-up shots.

The police barricaded the street, and as a r&3wyltis could not reach his
house on time. The police stopped him, and he sdbgh help to save the
members of his family who were under attack. Cywass a wounded man with his
daughter, pleading to a police officer for helpt bis requests were ignored. Then,
Cyrus requested the officer to let him go to hiasein Behrampura because his

wife and children were alone there.

Shernaz went to the house of Sheela, their Hindghbeur, with whom she
was on good terms. Shernaz had noticed that ttexsiavere hurling bombs only at
certain houses, revealing a deliberate patternobénce. Shernaz knocked at the
door of Sheela's house, begging her to save hieireh’s lives. Even though Sheela
wanted to help her, she was prevented from doiryydwer father, whose logic was
that if they let them in, their house would alsa#geted by the rioters. Sheela did
want to help because of her sisterly relationshtfp Wwer neighbour, and their
religious identities did not affect their relatibns. It was the man in the house who

did not let her act the way she wanted, and irc#se of patriarchal households,
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women often have to obey the men in the house.|&&éather's unwillingness to
save the lives of his neighbour makes him complgit his action is one of the
powerful illustrations of passive violence in this. He is a typical implicated

subject without empathy and compassion.

As the members of the mob were climbing up thest&han Saheb went
out and implored the crowd to stop the destructioree, but he was stabbed to
death. The members of the mob rushed to the hobsghad already identified as
potential targets. Shernaz could hear the criesesf, women and children, and out
of sheer desperation, she ran out of her housea@bealed to the crowd to spare
them since they were Parsis and not Muslims. Hgdhese words, one rioter hurled
a petrol bomb at her, saying Parsis could makeeddmple using this fire. The
mob's sheer apathy and lack of humanity are regldmjiehis incident. Another rioter
gave the order to catch her, and she held the ket daughter, ran away in
panic and asked Parzan Pithawala to follow themeMMParzan, unable to run out of
fear, cried out for help, Shernaz turned back dibter with a sword stood in
between, blocking her way. When the rioters cammfboth sides to kill her, she
jumped out of the first floor. Her daughter Dilshat away, and Shernaz followed
her. Eventually, she got separated from her soa.nibb chased Shernaz, but she
was saved by Chottu, who gave her a saffron shagvt@d the violent mob that she
was his sister. He distracted them by saying thablant mob was attacking his
house, and he needed them to help his family. &aeand Dilshad hid behind the
bushes and were forced to withess murder and &p¥naz wanted to go back

looking for Parzan and asked Dilshad to be a bgavand stay quiet until she
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returned. Dilshad, who was scared after witnessorgendous violence, told her
mother that she was terrified and begged her jovsith her. She also told her

mother that Parzan might have escaped, and sh&wotibe able to come back
alive because they would kill her if given an ogpaity. Her voice was breaking
because of her intense trauma. Her body languadjéharinflexions in her voice

reveal her intense psychological distress.

After a few hours, Chottu returned to the spot v@rus, and the members
of the family were reunited. Shernaz wept bittavlyen she saw Cyrus. They
returned to their scorched and destroyed houskingdor Parzan, but even after
searching the entire house, they did not find hmywdhere. Dilshad prayed to God
to bring Parzan back. Spirituality can give a hematouch, and prayers often have a
cathartic effect. While searching for Parzan, Saeisaw the dead body of Khan
Saheb lying on the steps. She had earlier pronhigec new blanket as a birthday

gift, and she, with tears welling up in her eyesjared his body with a blanket.

Different episodes in the film illustrate how theters systematically
determined their targets. The rioters categorisaple based on their religious
identities. Chagan was a local miscreant who dtbit iiquor and movie tickets on
the black market. He lived with his nephew, Mr Ghptvho was his assistant. The
rioters surrounded Chagan as he was returning fimmethe cinema on the day of
the riots, but he was spared because the lockiehéhaore revealed his religious
identity. Out of fear, he asked the rioters to sgam, a Hindu, and go and kill the
Muslims in the locality. On the day of the riotsarkers of faith were bane and boon

in different contexts depending on the nature dfillbéions of the mob that was out
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on the street. In a polarised environment, som@lpagould be forced to choose
sides and join the mob to ensure their safety. {Ghoined the rioting mob,
searching houses and looking for people hidinglsmsgHe happened to spot Nikhat
hiding behind a curtain. She silently pleaded ta for help, and Chottu gave her
his saffron shawl. When other members of the gsaw her, he assured them that
she was a Hindu, and he felt so relieved sinceob&lsave a life. The intense

trauma of Nikhat is portrayed in the film usingss#eup shots.

The film then records the events seven days #ifeeriots. The victims and
survivors were shifted to makeshift refugee cangbsip by the government and
non-government agencies. Shernaz and Nikhat enuledtbhe same camp. They
hugged each other and wept, but they were unaldpdak because of their intense
trauma. Their silence is evocative since it encigpssi their grief and sorrow. Nikhat
told Shernaz that she had not seen her husbarfdaftsr the riots. She added that
her relatives, Sulaiman, Imtiaz and Khan Sahebewarrdered by the rioters.

Shernaz prayed to God to keep her son safe whelnewsas.

Shernaz knew that those associated with one Pdrngbee among the
rioters, and she approached them with a requéwstlpoher find her son. They
offered to help her only if she signed an affidaaticording to which their workers
took control when the riots broke out, and thegues her and her family. They also
asked her to sign a document which authorised todook for her son. This
episode reveals how certain powerful groups crefaied narratives legitimising
their actions. The creation of such a climate gfumity is one instance of cultural

violence in the film. Violence is normalised anddwaanvisible with the forced
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consent of the victims. Being forced to lie abdw violence reveals the lack of
agency of the survivors. Even days after the ernttiefiots, the victims felt weak
and helpless, mainly because of the failure ofegtablishment to ensure safety and

justice.

Shernaz went to the press office of a prominentspaperthe Gujarat
Chronicle seeking help locating her missing son. The jdishthere was willing to
help her, and he asked her to give him a detaiedumt of the violence on that day,
but she confessed that she was too emotionallywnetmed to talk about it. She
also added that she was not looking for retaliagiod retribution and only wanted to
get her son back. The next day, the newspapetegriparzan's photo on the front
page. Chottu, who was working as a newspaper btiywdry sad and disturbed
because he was the one who saved the life of Shegnlelping her disguise her
identity with a saffron shawl. He rushed to hislefsechouse, showed him the news
report about the Parsi boy who went missing dutinegriots, shouted at him, and

urged him to act morally and responsibly.

Asif told Nikhat that they had arranged separat®aunodation for them.
She insisted that Cyrus and his family would alswvenwith them, but to her shock,
Asif replied that only Muslims would be shifted. Wever, she insisted that Cyrus
and Shernaz were also part of the commuiitgr{ania01:06:17—-21). This scene
reveals how violence often creates division anttuis along communal lines. It is
worth noting that even in times of polarisation @edflict, many ordinary
individuals like Nikhat uphold communal amity anarimony. The film suggests that

such individuals play a crucial role in strengttmenihe secular fabric of society.
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Asif and a few others were collecting swords amépons and preparing a
plan to attack Hindu-dominated areas. Nikhat tteedonvince Asif that what he
was doing was not right. Asif told her that theeis had butchered his peace-loving
father, and he needed to take vengeance on hi#f.bEta incident in the film
shows how some victims become perpetrators. Nighantually was able to
convince Asif to back off from his plan by remindihim that it was a Hindu man
who saved her life. She convinced him to go aftergerpetrators, but not with a

sword. They decided to take the legal route inrthigit for justice.

The inmates in the camp, including Cyrus, oftelitetisthe police station
seeking help to find out their loved ones who wargsing after the riots. Cyrus was
not able to control his emotions upon witnessiregdpathy of the police officers,
and he prayed to God to help him manage his fezkmgl to give him the strength
to survive this crisis. He saw another man at thleee station who was seeking the
help of the officers to locate his wife, and anotveman who begged the officers to
find out her husband, who had gone missing seves loefore. Because of his
intense trauma, Cyrus had some strange hallucmsattde felt that Parzan was at
the station, but to his dismay, he later realited it was some other boy. Cyrus
continued pleading for help and assistance fronpthiee officer, whose refusal to
take his attention away from the food he was habrtgayed his apathy. When
Cyrus repeatedly said that he had lost his sorpakhiee officer said that such things
might happen at times and that it was not a bid &f¢hen Cyrus showed the police
officer the photograph of Parzan, which was keptignpurse, the police officer took

all the money from the purse. Cyrus observed thatdfficer, who demanded bribes
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from these helpless men and women, was not humsaanbanimal. When Cyrus
looked at Parzan’s photograph, memories from hss$ Ipagan to resurface. The
images of his son flickered in his mind, leavinghhwith mixed emotions. The

police officer then threw him out of the statioryr@s felt numb and paralysed as he
walked out of the police station. Out on the sglké saw dead bodies rotting, and
he started looking for the dead body of his sommwline feared might be dead. The
photograph of Gandhi, which was hanging in thegaostation, is zoomed in, and
the film suggests the irony of violence taking plac the land of Gandhi, who stood

for non-violence all his life.

Different individuals have different ways of managjtheir trauma. Some
may turn to spirituality, whereas others may sedlge in substance abuse. Allan
started suffering from vicarious trauma after wasiag instances of rape and
murder from close quarters. Unable to cope withtfaisma, he started drinking
liquor profusely. Because of his empathy, he fegéiched to the victims and started
closely following the updates about the riots. Fiibwn television news telecast, he
came to know that over a thousand people weralkiiehe riots, and over a
hundred thousand people had been displaced siacentiuses were destroyed
partially or totally. Allan could not manage hisgan and frustration, so he threw his
shoes at the radio. He became so angry when héhsgvhotograph of some
leaders, who had abetted the violence, pastedeowdlis, that he started tearing
them down. The mob caught Allan as he was burriagbsters and severely beat
him. Allan lay in the street in a semi-consciowetand the memories of the sad

faces of the victims and survivors haunted himhAsvas lying unconscious on the
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street, the Gandhian, Jayaraman, approached hiren\Wkan started weeping
profusely, Jayaraman gave him books by Gandhi @ddchim that these books
would heal him. He also added that Allan shoulghoesl and fight back using the
typewriter; by doing so, he could become a part of the peace initiative. He told Allan
the way Gandhi responded to the mindless violeftee the Jallianwala Bagh
massacre in 1919. Gandhi did not resort to violeagespond to violence. He
returned the gold coins given to him by the Britishhis meritorious work in South
Africa with a letter in which he had written that bould not respect a government
that was committing one wrong deed after anothetuiRing the coin was a
powerful but non-violent method of resistance. Jayan reminded Allan that
violence, on the one hand, and self-destructionsatféisolation, on the other hand,

are not the ways to deal with violence and Ié&£ania01:03:05-28).

Allan went to the refugee camp to spend time wighfitend Cyrus, and they
overheard a conversation between a few inmates Hutreming retaliatory attacks.
Asif and his friends were hatching a plot to makgéted attacks on the houses and
establishments of the members of the majority comtyuAsif held that nobody
had the right to be evicted from their homes, day thad lost everything. They had
to watch helplessly when their loved ones weredpemrdered. The rioters did not
even spare his old father, the most peaceful mdratleever seen. He reasoned that
they had to do something to restore their dignity pride. Allan realised that there
are two mutually exclusive ways to respond to \nok2 one based on non-violence

and the other based on violence.

Allan had repaired Cyrus's house and went toghefrcamp to bring Cyrus
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and his family back home. Cyrus hugged Allan, d®&lihtensity of his emotional
turmoil was communicated nonverbally. Allan got maopies of the notice
prepared to get some information about Parzangatirithe man who ran the
photostat shop refused to take money, and he toelposter and pasted it on the
wall of his shop. The film celebrates such actkinfiness and conveys that peace is

the norm and violence is only an exception.

Allan did his best to help Cyrus, Shernaz, andlizitl. He asked Dilsahd to
help him paint the walls of the house. Art is catilbaand can expedite the healing
process. When Dilshad brought him his liquor bo#léan put it in the dustbin and
said he would not drink any more. Gandhi's visesexpressed in his books,
transformed Allan's thought processes, giving hinewa vision and a new purpose

in his life.

After carefully analysing the pattern of the ricddan concluded that the
riots were more than a backlash. He reasonedtthatuild have been impossible to
mobilise such a large mob within a short periochaiit prior planning. He also held
that there were many instances of structural vi#edturing the riots. The rioters had
accessed official documents like the electoralantl knew which houses and
establishments to target. He was convinced thdaihee of the law and order
machinery to curb violence was partly due to th@eglicity of some of the officers
at the top. Allan started writing articles and siguhis findings with the world, and
one day, he received a threatening phone call. &&ewarned that if he spoke or

wrote about the riots, he would be cut to pieces.
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After a few days, the police found a boy and infedithe parents that they
had found Parzan. The close-up shot of the facgé$iands as they were having this
conversation via phone reveals the trauma of thenpg The parents rushed to the
police station, but to their dismay, the boy wasP&zan. Shernaz told the police
officer they did not find Parzan because they ditiaare, and she refused to leave
the station until they brought Parzan back. Shefrussrated because she felt that
nobody cared about her suffering. Trauma oftendeadhe collapse of trust.
Overwhelmed by sorrow, she could not manage hef,gmnd she went to the

bathroom and wept bitterly.

Since no information about Parzan was forthcom@hygus became
emotionally distraught and turned to spiritualiby Succour. The spiritual guru
advised Cyrus to repose his faith in Ahura Mazla,dreator deity in their religion,
and to seek help from him. He also asked Cyrusltow a path of complete
purification to receive spiritual guidance. He msted Cyrus to wear the sacred
girdle, kushtj to follow the sacred path, and to cleanse hintfeddl impurities by
avoiding bad words, deeds and thoughts. He alsstéasthat Cyrus must undergo
complete seclusion for nine days and nine nighésassured Cyrus that he would

get all his answers on the ninth day.

Cyrus assured Dilshad that Parzan would come twnike ninth day.
Shernaz felt helpless as she knew that giving hegliter false hopes would only
further worsen her mental condition. Since Cyrus in@mersed himself in a world
of spirituality and left home to lead a secludée, IShernaz and Dilshad felt all the

more alienated. Parzan had promised to takhi on Dilshad's hand and to protect
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her for the rest of his life, but she started weggiecause Parzan was not at home
on therakhi day. Dilshad started marking each day behind tin@inn and prayed to
God to save Parzan from the evil eye. Shernaz lopuicl flashback when she took
the rice to prepare food. The memory of a day #meiliy spent happily in the

kitchen returned to her. This scene is shown iokbénd white, and this colour
scheme helps the director suggest that those ddnappiness and togetherness will
never return. Shernaz feared her daughter wouttelsastated when Parzan would
not return, as her father had promised her. Shghdé@dllan's help to face this crisis.
Allan told her she was the most determined womalnaakeever met, and he assured
her that God would give her strength to carry hedbn. Allan realised that
spirituality was very empowering. He was puzzledhmsyfact that, in one case,
religion was used as a tool to polarise people,amthe other hand, religion was a

tool to empower people in crisis.

Cyrus started his life of seclusion, and he dideat anything. He could not
sleep because he had terrible nightmares. Haviclg sightmares is a symptom of
psychological trauma. He became so tired that sothebffered him a cup of water,
but he washed his face using the water and refiosddnk it. He went to the now-
closed movie theatre and made a phone call honen&hinsisted that he should
come home immediately because Dilshad needed hipawy, but he told her that
he would return after he ended his fast. He prageésgod to give him strength and to
fulfil his needs. While sitting in the theatre, Ihed a strange hallucination. He felt
that somebody was operating the projector, anddsewatching a video about his

own life. He saw images of Parzan on the screeagé® of those happy family
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moments flickered on the screen. All these imagesnablack and white, and this
colour tone suggests the impending tragedy. Therteege on the screen was
Parzan's body, which was covered in a shroud. stesslw vultures hovering around
the dead body. He started weeping as he saw trgesrd vultures swooping down
and Dilshad crying loudly. This scene ends withantage. The shots depicting the
swooping down of the vultures are interspersed thighrioters chasing innocent

men and women on the streets.

The film highlights the fact-finding mission untegen by the National
Human Rights Agency. The agency tried to docunmestances of human rights
violations during the riots. Many victims and swwis, including Shernaz and
Allan, came to depose before the commission. Thenuigsion assured the victims
that it would study the events on 28 February 28@2r recording the statements
of the survivors and the officers in charge of kwd order, a detailed report would
be submitted to the government. The members ofdh@nission asked a man who
was wearing a skull cap to present his testimomys&ld that when the riots started,
there were no policemen in the locality, but softerathe police came and took
charge of the situation. The camera zooms in ositingy smiles on the faces of the
police officers. Then, a Muslim woman came forwand testified that the police
and the Parishad workers saved her life. Allansedlthat these victims were
threatened and coerced into presenting fake testeadefore the commission.
Since high-ranking officers and the leaders ofRheashad were present in the hall,
the victims felt intimidated. Shernaz and Allan e/@rofoundly shocked and

troubled by these developments.
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In the second hearing of NHRC, Chagan came foraadiconfessed that he
decided to testify because his nephew convincedistand up for justice. Chagan
testified that on 28 February 2002, he saw an amnaadd carrying swords and fire
bottles roaming the street. The commission askedahiout the role played by the
police when violence erupted. He replied that lve se@ny people pleading with the
police for help, but the officers refused to hdlprh. He later added that he could
not do anything because the crowd was huge. Theatsobsurrounded him, but he
was spared because he revealed his religious dindatudentity. He confessed that
he was complicit in the crimes committed becausdeuduress, he gave the rioters
the address of the Muslims in the neighbourhoodwlle overcome with remorse
since he held himself responsible for the deathii@Muslims in his locality. He
suffered from guilt consciousness, which resultethe formation of trauma. He

confessed that he did not deserve to be alive apd bitterly.

Asif also decided to shun violence under the grflce of his wife. He opted
to take the legal route to justice and came tmdttbe NHRC hearing. He told the
commission that he informed the police when thesrdwoke out. Even though he
received assurances that they would be protedtey received no help when
violence erupted. He had to stand and watch asamérmvomen in his family were

attacked and killed.

Emboldened and reassured by these new developradviisslim woman
stood up and testified that she received no heim fthe police personnel when the
crowd went on a destruction spree. The police effsthowed her the newspaper

report about the Godhra train carnage and toldHarif her people had not done
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this, her people would not have suffered like (Riarzania01:40:28-31). She was
also threatened that everyone in her family wow@dkibied if she dared to take the
legal route. She added that when she begged fprdgalin and again, the police
officers started laughing, which betrayed their pbaity and lack of empathy. A
doctor also came forward and testified that theer®ohad even blocked the
ambulances. One woman told the commission thaivéhessed her daughter being
raped. She saw truckloads of dead bodies beinggdaway. She also added that
she saw them pushing hundreds of men into well®r] kerosene was poured in,

and these men were burnt to death.

Shernaz also gave a detailed testimony beforedhemission. She told them
that on the fateful day, the police announced misspeaker that everything was
under control and everyone was safe. However, inmtedgl after the police left, a
vast crowd assembled in the street and broke lir@io housing society. She saw
thousands of men coming from all directions. Theyld not defend themselves
because they had no weapons. She could identifykdhaa police constable who
was the best friend of her husband, in the crowd,lee even tried to attack them
only because they practised a different religiorerEthe neighbours' houses, whose
doors were always kept open for them, remainecedlosnd nobody came to help
them. They feigned deafness and ignored her rephpétas to save at least the lives
of her children. Shernaz stated that it was becatide failure of the institutions
that they had to endure so much suffering. Wherag stated that she and other
victims had already been compensated, she askedhbe death and loss could

ever be compensated. She reminded them that mowndy loring back chairs and
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furniture, but not resurrect the dead. Their liégllbecome meaningless, and because
of their trauma, members of the family could nanoounicate with each other. Her
husband behaved like a madman, and whenever hasked to identify a dead

body, he went with the hope that it would not et tf his missing son. Her

daughter was waiting for the return of her brotherd she had to fake happiness
because otherwise, her daughter would be devastitedadded that she would not
forget what she had witnessed. She would have¢onith those demons for the

rest of her life. As an ordinary housewife, sheyaméinted to live happily with her
children, but her only son was fading away. He tbklcommission that she did not
want to live with his memories; she wanted him. She wanted to hold him, feed him

and scold him. She said that she would wait fordiisrn.

The film ends with Allan's commentary on the riatgl their aftermath. He
was sad to see Cyrus's predicament, as evenatigrears, he was still searching
for Parzan. He decided to convert his thesis toaklwith the title Parzania, and in
that book, he decided to write about buildings maidghocolate, mountains made
of ice cream, and a world where no one would ki @nother. The film ends with
an intertitle in which it is written that the film based on the true story of Ahar

Mody, a Parsi boy who went missing after the 200&r

Firaaq, a political thriller released in 2008, attempiptobe into the
intersectional dynamics of communal violence aadrra. The title of the film
signifies both quest and separation. The filmle 8hcapsulates its thematic
concerns in that it showcases the separation ammmgunities and classes, which

triggered and fueled a series of communal skirnsisfibe film emphasises the need
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for a collective quest to restore communal harm®hgpugh the film is fictional, the
plot unravels against the background of the teerddmmunal violence during the
post-Godhra riots in Gujarat in 2002. The direcdarms that the film is based on “a
thousand true stories” (N. Das, “Direction”). Thgbuthe film, the director tries to
understand “the complex and violent world we intiadmnd emphasises “a palpable
need for peace” (N. Das, “Direction”). The film'®pis set on a day one month after
the riots. It focuses on the different ways in whiots affect victims, bystanders
and perpetrators. The film illustrates “how peapdgotiate a barbed journey to
acknowledge and recover from the trauma of commuénce, construct a sense
of collective belonging, and engage with ethicélaspection at the cusp of the
individual and the collective” (N. Haider, “Framimjstory” 149). The film sheds
light on the interplay of class, caste, and comrigtsantities and how they structure

ordinary individuals’ experiences during, befoned after the riots.

Firaaqg narrates five independent yet interrelated starfasctims,
perpetrators and spectators of the horrid instaatesmmunal violence in Gujarat
in 2002. Its storyline is “fragmented, jagged, dmerefore unsettling” (N. Haider,
“Framing History” 149). The film starts with theatking and traumatising images
of a graveyard and a truckload of dead bodies af, wemen and children in
civilian clothes. The opening images of this gramnd gravediggers standing amid
piles of dead bodies may evoke in a spectator pleleamotions ranging from
extreme disgust to intense trauma. The physicakamotional burden associated
with death is reflected in the face of the middig@ man, who is shown as lifting

and, at times, even dragging dead bodies into #esmgrave dug by his nephew.
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The skull caps worn by the gravediggers and thg bwards sported by some
among the dead are two prominent religious mankéish assume added
significance as the plot unfolds and the multiplgers of communal violence are
gradually unravelled. The slow pace of the opesitenes, both literally and
figuratively, communicates the numbness associatdddeath and decay caused by
the riots. The silence of the two helpless anddsgpgravediggers communicates the
intensity of their traumatisation. The arrival obra trucks carrying dead bodies
intensifies the gloom which pervades the scenet fhieadignity that a human being
deserves is denied to these hundreds of dead noenemy and children is apparent.
That many of these bodies were mutilated and buastto be seen as a part of a
larger design to deny the victims their religionsl &ultural identity even after

death. The images of death and destruction pres@ntbe opening scenes are so
horrid and ghastly that they may trigger “vicaridteuma” in an empathetic
spectator (McCann and Pearlman 133). Individuals ndwve been indirectly
exposed to trauma through their relationship withtraumatised individuals may
also show deep emotional distress and complex p&ygical crises. McCann and
Pearlman argue that empathy and empathetic engagentle the suffering of

others may lead to the formation of secondary tatimstress (133). They
developed the paradigm of vicarious trauma to refehis condition. Those

suffering from vicarious trauma may suffer from eevemotional distress.

The young gravedigger who was searching for the tedy of his sister
Saina happened to see the dead body of a womawarhed the symbolic

markings of a Hindu woman. The uncle, in a fitr@izy, tried to attack the dead
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body, assuming that it was that of a person frootlasr faith. Such a reaction by
this middle-aged man clearly illustrates the sedammage caused by the riots to the
relationships between various communities. Oneifstgnt outcome of trauma is

the increased possibility of a victim turning ooitde a victimiser (Ryan 325). This
scene is also relevant since it highlights the tiaat members belonging to various

communities lost their lives during the riots.

The uncle and the nephew constantly pray to Gadi iy try to assuage
their pain by seeking help from God. As Visser aagied in her article
“Decolonizing Trauma Theory: Retrospect and Progiem many postcolonial
societies, trauma victims turn to religion and ispality when confronted with
traumatogenic events in their lives (261). In tia,fthe characters feel relieved
after offering prayers to God for the power to grapwith their loss and the energy

to continue their lives.

The first story narrated in the film focuses on Marand her family, whose
house was looted and later burnt by the rioters.dduple, like many others
belonging to the socially and financially margisalil sections within the minority
communities, fled to a neighbouring town when tbésrbroke out. While on their
journey back home, one month after the riots, Mumias concerned about the
damage caused to her house by the rioters. Whesashthe charred belongings in
her house, she could not control her tears andpmsdld on the floor. The victims of
trauma are often plagued by self-doubt and starhlrlg themselves (Germer and
Neff 45). Munira blamed her husband for not buyangew lock and holds him

responsible for their loss. The husband also staveeping and complaining. The
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charred currency notes in Munira’s house serverastaphor for the adverse
economic impact of the riots. Severe trauma magly affect human
relationships (Germer and Neff 46). Munira and nesband started blaming each
other, and her husband physically assaulted Mufftar confronting the loss of
livelihood and proper accommodation, Munira andhesband experienced a range
of conflicting emotions, such as anger, fear, despad helplessness. They lost their

sense of security because of the disruption caogdide communal unrest.

The riots and the destruction strained the relatignbetween Munira and
her Hindu neighbour, Jyothi. Jyothi brought Murscamne food, yet her confession
that she had to hide it from her mother pointh®dmotional gap between the
communities. Munira suspected that Jyothi was semvetomplicit in looting her
house and looked suspiciously at Jyothi's actiShs. also supposed that her gold
pendant might be in Jyothi’s custody. Jyothi tieconsole her and offered to take

her along for a mehendi job.

Munira had to wear bindi at the wedding house to conceal her religious
identity. This erasure of one's religious markera traumatic experience. The
victims were forced to wear the markers of anofagh, hoping that the appearance
of a different kind might save them from furtherypital and emotional torture.
While Munira and Jyothi were returning aftaehndiwork, they were stopped by
the police for checking and interrogation. Jyotiuked at Munira's face and
consoled her, saying, “Do not worry” (01:12:50-52he assured Munira that they
would be safe since there wabiadi on her forehead. When Jyothi and Munira

reached their locality, they saw many policememdeag for weapons in Munira's
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house. Out of desperation, Munira blurted out thatpolice had failed to arrest the
culprits who had vandalised her houBedaq 01:21:56-58). The failure of various
government institutions, including the police, tmtain the riots has significantly
eroded public trust in these structures of powke above observation of Munira
bears testimony to the erosion of public trustténesrun institutions. Jyothi's
willingness to reach out and help Munira proves thany ordinary men and
women see violence as an exception and not aothe Munira and Jyothi regain
their trust, and in the next scene, Munira is sgeeping, and she regrets having
suspected Jyothi. Letting out one's intense emeth@s cathartic effects, and

Munira feels relieved after weeping bitterly.

Hanifa, Munira’s embittered husband and his friedélsided to get a gun
and take revenge against those who were respoffisitdiestroying their properties
and murdering their friends and relatives. The ygpgravedigger confessed that his
wife accompanied their child even to the toiletsishe was terrified after the riots.
Hanifa saw some policemen emptying the cans filed water. He felt that the
officers were adding to their woes through sucloastFiraaq 00:49:15-22). This

incident serves as another illustration of struatuiolence in this film.

The shop of Sulaiman, who was with Hanif, was Idaad destroyed by the
rioters. Almost all of Hanif's friends were affedtBy the riots in one way or another.
All of them thought that they needed a pistol téedd themselves since they felt
insecure. They managed to get a pistol. A young witinthem, who was mentally
ill, accidentally pulled the trigger, and in a neatbf a few seconds, the entire area

was surrounded and cordoned off by the police. tdastarted running with Mohsin
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to avoid being caught, but the police chased thWehren the policeman returned,
Hanif hid beside a house in an area that lookeddikart of the town where middle-
class families lived. A middle-aged man living tve thouse's first floor came out
and saw this man standing below the first floadjrig from the police. He went
inside, came back with a massive brick and dropipea his head, killing him. The
mutual distrust and the atmosphere of fear crethisdecosystem that paved the way
for the eruption of such instances of spontaneadsuacalled-for violence. Mohsin,
the young orphan boy whose father was murderetidyidters one month before,
was a mute spectator to this orgy of violence uhifig before his eyes. The constant

exposure to instances of multiple violence toolatson the young boy.

The film suddenly cuts to a different storyline.€ftamera zooms in on an
extreme close-up of a man from the majority comnyusgating his meal and
complaining that his wife had once again forgotteadd salt to the curry{raaq
00:09:13-15). Riots impacted every family and evedyidual in the affected
areas, albeit in different ways depending on tpelitical, religious, and caste
affiliations. In the case of many families belorgygto the minority community, the
guantum of loss was severe since many familiegesple, property, and
livelihood. The riots indirectly affected the viats, the perpetrators and the
bystanders. For instance, the imposition of théesuand the destruction of the
shops led to a steep rise in the prices of comnesdidarti's father-in-law, who was

bedridden, complained that he no longer gets aeigcfood because of these riots.

Aarti is seen as disturbed and deeply frustratetesshe had terrible

hallucinations. She often heard the knocking soand,when she opened the door,
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to her dismay, she found no one standing outsiée hdsband’s condescending
remarks that his wife had gone “crazy” betray hisklof empathyKiraaq

00:09:40). Sanjay, Aarti's husband, while watchgligvision reports about the riots,
observed that the journalists on English langudgan@els were “bloody liars”
(Firaaq 00:10:00-04). It turns out that Sanjay’s friend wlasectly involved in the
riots. He had raped women belonging to the minaaynmunity during the riots,
and he was perturbed by the fear that a police régiet be registered against him.
Sanjay said the issue could be easily settled imnlgrthe authorities with a liquor
bottle. Aarti was unable to articulate her ideasjihg been overwhelmed by a host
of emotions. In a quick flashback, it is revealedttthe trigger of Aarti's trauma is
her sense of guilt. On the day of the riots, hesto neighbour pleaded with her to
open the door, but she could not help her on thatsthce she had little agency
within her house. Aarti punishes herself for thaction on her part on that eventful
day by pouring heated oil on her wrist. Inflictimgury on oneself and other self-
destructive behaviours are symptoms of intensehmdggical trauma (Saxe et al.
313). Aarti is always seen watching those chano®lering the riots, which attests
to her deep empathy for the victims. Watching #orts about the suffering of the
survivors intensified her trauma that was triggdvgdher sense of guilt, which was
caused by her action of not saving the lives of\eslim neighbours on the day of
the riots. One day, a report she saw on televiseoued as a trigger for the eruption
of trauma, and she slipped into a quick flashb¥¢ken she was about to open the
door of her house, she hallucinated and saw a wawitarfolded hands seeking

help.
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Aarti decided to heal herself by bringing to heus® an orphaned Muslim
boy, Mohsin, whom she accidentally met in the stwd®en she went out to buy
some vegetables. She lied to her father-in-lawngayne new servant was a Hindu
boy named Mohan. Mohsin later narrated his stodatdi. A group attacked his
house and killed and burnt his mother, his brothisrsister and his uncle. He
witnessed brutal rape and murder. He told herttietioters did not take off men’s
clothes. He escaped by hiding in a garbage bagafedthe riots, he was taken to
the rehabilitation camp set up in the town to tdséhe victims. Mohsin is searching

for his father, who was away at the markets wherrithters barged into their house.

Sanjay’s friend was one among the many who useddtseas a pretext to
satisfy their libidinal desires by raping the heks women during the riots. He
commented that these women might not lose theiotnosince they had no honour
in the first placeKiraaq 00:44:24-27). He thrashed Aarti, who listened &rth
conversation when she blurted out that her huskhaddis friend had no sense of
honour Firaaq 00:44:29-31). Mohsin witnessed this instance of etin abuse,
and he was so terribly frightened that he ran éthh@house into the street. A
shocking episode in the film is one in which poashdin is physically harassed by a
group of youngsters. They humiliated him and fauttgfgrabbed his berries. This
lack of empathy, even for the helpless orphangskieatimony to the inner rift
present in some individuals, even one month dfieend of the riots. That Aarti
regains her agency later, as is made evident bgidm@sion to go out in an auto,
looking for Mohsin, is relevant since it pointsthe possibility of post-traumatic

growth.
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Another story narrated in the film is that of a Mosmusic maestro named
Khan Saheb, who lived with his servant in a predw@mily Hindu locality. He
taught music to music lovers irrespective of theligion. After the riots, he asked
his servant to prepare thaithakfor music lessons since he was optimistic that
things would improve and people would eventuallytup for his sessions. Khan
Saheb seemed to be entirely oblivious to the grafithe riots since he was living
in Mirabagh society, which was not directly affettey the riots. Khan Saheb was
deeply disturbed when he realised that the ridtacsdestroyed the shrine of Wali
Guijarati, a renowned Sufi saint who was loved a&aspected by all. The destruction
of this shrine symbolically stands for the desircbf communal amity and
harmony. This act also lays bare the design ofitters to erase history by
destroying the cultural markers of the other comiyuBites such as this shrine
stood as a testimony to the syncretic culture efdtate because they were visited
and revered by members of different religions. @ttempt to desecrate and destroy
it may be interpreted as an attempt to challengesyimcretic culture and the legacy
of communal harmony of Gujarat. Khan Saheb's traisation emanating from this
sad realisation is symbolically represented bysttene in which a speeding
motorcyclist almost hits Khan Saheb, who was standn the road beside the

shrine.

Khan Saheb watched television news reports abeuidks and was deeply
moved by the suffering of the victims. He camertow that many affected families
were left with only one surviving member after ti@s. His servant cut his fingers

while watching the news telecast about the riolss $hedding of a drop of blood
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alludes to the large-scale spilling of blood durihg riots. The music maestro was
so shocked and dismayed by these developmentsedlancelled the music
sessions. Even Khan Saheb, who espoused the dausigarsal humanity, seemed
to run out of hope after witnessing the large-sdaigtruction of persons and
property. He started doubting the power of musitnres of unrest and decided to

cancel his music sessiorfargaq 01:20:13-16).

Over time, the situation improved, and some musreis returned to the
baithak Khan Saheb started giving music lessons to hisliineighbour's daughter.
The director seems to argue that music and arbiiag communities together. The
resumption of the music classes also carries symbwértones. It suggests that

normalcy and harmony will be restored eventually.

The film then transitions to the story of an inédigious couple, Sameer
Shaikh and Anuradha Desai. Sameer is a non-pmagtduslim who is married to a
Hindu girl. He uses his wife's surname, Desai, laras$ with his wife's family. After
the riots, he decided to relocate to Delhi withwife, hoping that such a relocation
to a new area would bring some sense of closunetphysical and emotional
insecurity. The fact that his wife’s brother’s sheas targeted by rioters solely
because he, a Muslim, was his silent partner ddaptyhim. Sameer's insecurity,
owing to his religious identity, came to the foreem he gave a few currency notes
to the motorcycle driver after his bike hit thedr.cAfter the riots, whereas his wife's
family preferred to watch entertainment programreselevision, as though
everything continued as usual, Sameer changechtémmels. He tuned into English

channels covering the riots. The apathy of the teidthss towards the suffering of
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the victims is made evident by this scene. He wafér traumatised when he
listened to the reports about the torture the mistsuffered during the riots. Though
Sameer was not a practising Muslim, he startediiyerg with the plight of the
Muslims after the riots. He confessed, “I don’t tnwhen me became weFifaaq
00:27:26-30). Cultural identity defines individualsmore ways than one, whether
they acknowledge it or not. He was perturbed byfdloethat mainstream society
held him responsible and treated him like a testasihen someone from his
community hurled a bomb at someone somewhere. éCtolely blaming groups for
the actions of individuals” leads to the formatafmegative attitudes towards the
members of that community (Bruneau et al. 430) hShegative attitudes increase

the possibility of the members of that communititigg targeted.

One's religious and political affiliations maylurdnce one's opinions and
views. Sameer’s wife’s sister attempts to ratis®liiolence: “There are always two
sides to a coin” and “if those people had not sththis violence, things would not
have been this badF{raaq 00:38:36—40). The film seems to suggest that passi

acceptance of violence often lends legitimacy todwes crimes.

Erasing one's religious and cultural markers gimdssiduals living in a
polarised society a false sense of security. Satdes his Muslim identity by
using his wife’s surname, Desai. He confesseddavife that he stayed quiet on the
day of the riots since he was too scared to opembuth. Sameer told his brother-
in-law that he paid eight hundred rupees to a negtiist who rammed into his car
on account of his insecurity and fear. He startittessing his deep-rooted worries.

He realised that his religious affiliation made hiainerable, and it was out of fear
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that he had changed his surname from Shaikh toiDidedeared that someone
would strip-search him and his true religious aunltiucal identity would be

revealed.

Sameer realised that many ordinary men in societgweeply prejudiced
against the members of the other faith after hisf loonversation with a shopkeeper
selling tea. The shopkeeper, a Hindu, lamentedhilsadssistant Chottiya went
missing after the riots, and he held Muslims actaibie for the violence. He also
added that all Muslims were violent because vicdenas in their blood. He
considered all Muslims to bgiHadists” and inherently violenfFiraaq 01:08:17—
20). The shopkeeper’s views were shared by margreth that society at that time.
Holding everyone in a community responsible de@gdise possibility of
empathetic engagement. Many others at that shibyaiatime endorsed the
shopkeeper's view. This incident, in which some iodidviduals express
unsubstantiated claims about the members of anotimemunity, is one instance of
symbolic violence. Symbolic violence, unlike direatlence, is not a physical form
of violence, yet its impact could be far-reachiBgurdieu defines symbolic
violence as a “gentle invisible form of violencejiah is never recognised as such”
(Outline of a Theory92). Symbolic violence is expressed as 'doxa’;shared
beliefs which constitute fields that explain whindliefs, truths, practices and

relations are considered 'natural’ and "appropi(Bteurdieu and Wacquant 108).

The deep-rooted prejudice of many members of spc@nes to the fore in
the next scene, in which Sameer is confronted jagliae officer in a public space.

Anuradha Desai introduced her husband, Sameer eghe policeman patrolling
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the streets. She did not introduce him as Samestra@lr Shaikh for fear that it would
reveal his real religious identity. She feared thatrevelation of her husband’s
Muslim identity could cause problems in the giveeumstances. However, Sameer
told the policeman that his surname was not DastaShaikh. Then the policeman
asked him to go to Pakistan. Anuradha was shockedi$ encounter, but Sameer
told her how revealing his identity felt “bloody @@’ (Firaaq 01:10:18-20). This

episode illustrates the deep chasm that existedelest communities.

The way the film deals with violence is commenedalihe director of the
film, Nandita Das, points out that “most films abowts are full of violence that
they set out to critique” (N. Das, “Synopsis”). Sdrgues that too much exposure to
violence at the factual or fictional level may hasaumbing effect on people.
Hence, the prime focus of her film is “the unseglnormalcy of the aftermath. The
exploration of the fierce and delicate emotiongeaf, anxiety, prejudice and
ambivalence in human relationships during suchgimevhat~iraaq s all about”
(“Synopsis”). The film succeeds in portraying theances and layers of violence
and depicting individual and collective trauma with incorporating scenes of

graphic violence.

Both ParzaniaandFiraaq have engaged with communal violence and its
legacy. These films depict three different yet elgsnterrelated and intertwined
facets of violence -direct, structural, and cultwialence. Direct violence refers to
behaviours and actions that pose a threat totiferaay adversely affect the affected
individuals’ capacity to fulfil their basic needsdltung, “Violence” 170). In

Parzania,the director has included many scenes that podiragt violence. There
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are multiple references to the Godhra train carnagech resulted in the loss of
lives of manykarsevaksThe film also records the use of swords and lares
bombs by the rioters. The patterns of violence diatehe destruction of life,
honour and means of livelihood are well delineatetthe film. The scene that shows
Shernaz jumping down from the first floor when adhmeen chase her is a powerful
illustration of the helplessness of the victims witenfronted with direct violence.
Before the enquiry commission, women survivordfiedtabout several instances
of rape and molestation. The scene of the crowdipaly torturing Allan when he
attempted to burn down the posters of some leadsoseveals the intensity of
direct violence. In the filnfriraaq, there are numerous instances of direct violence.
The truckload of dead bodies, which was dumpetiergraveyard, as seen in the
opening scenes, is a case in point. This synecdoepresentation of violence sets
the tempo of the entire film. The burning and deston of Munira’s house by the
rioters is another instance of direct violence.iBgiriots, houses and buildings
owned by the other community are often targetedkegiabilise their social and
economic status. The looting of shops owned by $amesai attests to the sinister
communal design. Though there is no explicit démmncof rapes during the riots in
these films, there are many direct and obliqueresiees to them. Aarti's husband's
friend confessed that he had raped many womenglthariots, and he feared that
action might be initiated against him. Sameer Desa shocked as he watched
testimonies of victims on television that revealeel physical and sexual violence
that they experienced. Mohsin, the young boy, becamorphan because the rioting
mob murdered his father. His testimony that theynbmen but took off the clothes

of women testifies to the different modalities afedt violence. A group of young
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men bullied young Mohsin, and they snatched thisfftom his hands. The
bullying and the continuing emotional manipulatafrthe victims are well
delineated in the film. Both films depict the dréat modalities of direct violence
by representing the words, actions and behavidutseovictimisers that pose a
threat to the peaceful life, social security andneanic stability of the victims. The
film problematises the weaponisation of hatred doyes vested interest groups to

prevent some individuals and communities from Hiriy their fundamental needs.

Galtung used the term structural violence to redehe systematic ways in
which individuals were denied equal access to sesvand resources (“Violence”
171). These may be injustice and ill-treatment ftbmauthorities, with or without a
legal mandate. The marginalisation by politicalfumal, and social structures
creates an ecosystem that perpetuates victimis&amaniaillustrates the
modalities of structural violence. Allan was shatke see the rioters misusing
government documents like electoral rolls to idgrttie houses and other properties
owned by individuals in a particular community. &leo suspected the complicity of
some of the officers who might have illegally shbtiee census data and other vital
information with the rioters. This incident is gigal case of structural violence.
When Cyrus Pithawalla sought help from a policéceff the officer ignored his
pleas even after taking money from his purse. Mathegr victims who were at the
police station demanding justice were denied acimessrvices and resources. In the
film Firaaq, there are a couple of clear instances of stractiolence. Sameer
Desai used the surname of his Hindu wife to hideréal identity owing to his

apprehension about structural violence. Some ppkesonnel abused Sameer when
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he revealed his religious identity. Munira was &a¢o use costumes which would
erase her religious identity to escape from stmattviolence. Munira had to wear a
bindi to conceal her religious identity. The film shotlve apathy of the police

personnel, which adds to the suffering of the meti The police are seen emptying

water cans in front of the houses of members oftlmrity community.

Galtung used the concept of cultural violence ferrto the prevailing
norms, which may create the impression that baetlcttral violence and direct
violence are normal and acceptable. Cultural vicdeserves to “justify or legitimise
structural or cultural violence” (“Cultural Violeet 291). Deep-rooted prejudices in
society may prevent critical and detached anabstsempathetic engagement. In
the film Parzania after hurling a petrol bomb at Shernaz and Ddstiae rioters
smugly remarked that they could build a fire temydeng the fire. The statement
reveals their apathy, deep-rooted prejudice anteogpt for the cultural and
religious practices of others. These words of albbergeal the existence of certain
social norms which create polarisation and divisiosociety. That both Nikhat, a
Muslim woman, and Shernaz, a Parsi woman, hadajpedthemselves in saffron
shawls in order to ensure their safety also attestse existence of cultural
violence. In the filmFiraaq, the director attempts to critique the logic olteral
violence. A powerful illustration of cultural viakee in the films is the apathy of the
members of the middle-class family of Aarti towatis plight of the riot victims.
Her bedridden father-in-law's only concern was,thatause of these riots, he did
not get fresh vegetables. The family members ofé&emesai's in-laws did not

even watch the television news footage of the ribtey felt so detached that they
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continued to watch the television serials. For theimlence seemed so normal and
natural that they did not even acknowledge its Buch a cultural ecosystem that
prevents a critical engagement with the violenggplkeaing around them. The entire
community is often held responsible for crimes saue individuals commit.
Sameer Arshad Shaikh shares his apprehension ailclut social setting with his
Hindu brother-in-law: “It is easy for you to salysome crazy Hindu fundamentalist
kills someone, you don't have to hide, but if sdaraticjihadi detonates a bomb
anywhere, we all have to hang our heads in shakiedgq 00:27:03—-14). The use
of different yardsticks and frameworks to addrastemce committed by members

of different communities is another telling instaraf cultural violence in this film.

Parzania and~iraaq problematise the complex ways in which the
institutional machinery is subverted, coerced, sohetimes even made complicit
during riots. Paul Brass has vividly examined timstitutionalised riot system”,
which enables the outbreak of violence (369). Hu that the rioters were able to
locate the shops and houses belonging to a paticammunity so quickly sheds
light on the larger conspiracy behind the orgyiofence. Allan was shocked to
learn that the rioters had electoral rolls, whielpled them identify their targets.
Cyrus’ repeated pleas for help were ignored bypthlese officer, even after taking
money from him. The family members of Anuradha wemigbw the rioters were
able to locate the shop in which Sameer was oslieat partner. Munira also noted
the unequal treatment given to the members of tranaunity by the law
establishment. When she saw the police officedimgiher house, she wondered

when the police would take action against those lwbted and burnt her house.



Jouhar 124

Both films also depict symbolic violence. Symbaliolence is a form of
violence which is “imperceptible and invisible events victims” (Bourdieu,
Masculine Dominatior2). It is a kind of violence exerted “for the m@sirt through
the purely symbolic channels of communication” (Bbeu, Masculine Domination
3). Violence of this kind is manifested in mutuadlyared political and cultural
assumptions. The fillRarzaniaportrays the existing power differentials in sogiet
These power differentials often determine how thaesle political, social and
cultural capital manipulate and distort thinkinggesses. In the film, the scene in
which the police make enquiries about the religiaffifiations of students in the
vehicle is one instance of symbolic violence. Tdeniification and the subsequent
compartmentalisation along communal lines becomeans to impose control over
certain social groups. The film also problematibesacceptance of structural
violence as the norm by the victims, as illustrdigdhe scene in which some
survivors do not acknowledge the failure of thetays to protect them. The
subordinate groups also do not raise any complalmtsit the lack of facilities in the
rehabilitation centres to which they were shift€de naturalisation of suffering is
also a feature of symbolic violence.Hiraaqg, symbolic violence is manifested in
many episodes of communal violence. The fact thawictims who live primarily
in ghettos and far away from gated colonies reckie to no attention from the
agencies is highlighted in the film. The pre-exigtstructures of marginalisation
worsen the traumatic experiences of the affectetigsaMunira and Jyothi seem to
accept that the differential treatment in the havfdde police is routine. The
victims were forced to erase markers of their caltidentity, being victims of

“symbolic domination” (Bourdieu,anguager2). Bourdieu argues that “symbolic
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domination preempts counter-organisation by wealgethe weak victims
(Languager2). He further argues that symbolic power is inea&bly linked to
symbolic violence. IfParzania,Shernaz and Nikhat could save themselves only
because they could disguise their religious idgiyt using the cultural markers
associated with a different faitiihe film Firaaq sheds light on the nuances of the
operations of symbolic violence through the stoaeblunira, who was forced to
conceal her religious identity by wearingpiadi on her forehead, and also through
that of Sameer, who used his wife's surname Destead of his own Shaikh for
fear of disclosing his religious and cultural idgntBourdieu points out that through
such symbolic domination, evidence is suppressatittee identity of surviving
victims is weakened_@nguager2). Through symbolic domination, hegemonic
power relations are maintained and strengtheneth tBese films include many
scenes in which the victims fail to recognise thfeent ways in which they have
been subjugated and mistreated because they thahkuch social and political
inequalities are normal. Both these films take thical position by unravelling the
modalities of symbolic ways and the different waysvhich they make violence

look normal and acceptable.

One remarkable feature of these films is theirttnest of intersectional
modalities of violence and victimisation. The framogk of intersectionality is rarely
used to study the cinematic and fictional delireabf the social, economic,
physical and emotional consequences of politicdl@mmunal riots in the Indian
context. The interconnected and overlapping strestof community, class and

gender often influence and, at times, compoundhntipacts of violence on
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individuals and groups. Those with economic anducal capital often find means
to somehow survive and, at times, start their |again weeks or months after the
riots. Those who are at the penumbra of societgumsx of economic, political and
social reasons continue to face the debilitatirdy@mppling impacts of violence for
years. In the filmParzanig most victims belong to the middle or lower-middle
class. Their socio-economic condition, along witéit religious identities, limits
their mobility and restricts their choices whenat breaks out, as is seen in this
film. As revealed from the testimonies of victimsfdwre the commission, women
suffered more than men because of their disadvadtggnder position in a
patriarchal society. Rape is used as a weaponagaynst women. Another section
that becomes vulnerable when violence breaks atltildren. The stories of Parzan
and Dilshad illustrate the vulnerability of childrduring communal violence. When
Allan told Cyrus that India had treated him weljyr@s remarked that it was a
privilege given to him on account of the colouhéd skin. The filmFiraaqtells a
thousand true stories, which are mostly not intateel, even though they are all
connected by the common thread of violence andwisation caused by the riots.
Munira and her husband lost their place of residdrecause the rioters burnt it
down. The striking image of a shocked and dismayadira, holding partially

burnt currency notes, encapsulates the economastiion of the riots on this
lower-middle-class family. Helplessness, couplethwithirst for revenge, made her
husband a part of events which eventually ended b murder. Munira was
forced to erase her religious and cultural markei=ontinue her job as a mehndi
wallah. Mohsin is another character who sufferstiost since his possibility of

survival is restricted by multiple factors: HisiHat was murdered, and his house
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was destroyed. He was forced to witness the rageramder of his family
members. Mohsin is only one among many other amldvho became victims of
the riots. Even Mohsin was forced to erase higjiaalis identity to live in Aarti's
house. He was renamed Mohan, which probably saamfly increased his chances
of survival in a highly polarised society. In atdi®ing scene in the film, some
young men snatch the fruit he was eating. The dilrds with the image of Mohsin
running along the street looking for his fatherq &ims stark image encapsulates the
qguintessence of violence. The musical maestro K3areb was initially unaware of
the intensity of the riots since he stayed in apneinantly Hindu neighbourhood. It
was only when he came to know about the destrudtitine shrine of Wali Gujarati
that he realised the impact of violence. His soaral cultural capital as a musician
and teacher of many music lovers of the majorityicwnity saved him from
physical losses. Sameer Desai's shop was burnit,was insured. Since he
belonged to an upper-middle-class family and liwgith his Hindu wife's family, his

house was unaffected during the riots.

Violence has a gender angle as well. While men whysically assaulted
and killed, women were raped, as is made evidetht fioom the testimony of
Mohsin and from the many televised footage of ragpicted in both films. The
physical locality is also a deciding factor durimgts, as pointed out by Jyoti Punani
in her article “My Area, Your Area: How Riots Chaththe City”. The family of
Shernaz and Cyrus came under attack because tmey@ggding in a predominantly
Muslim neighbourhood. At a later stage, Asif wdsicgant to take Cyrus' family to a

new accommodation because he belonged to a differlgion. Munira inFiraaq
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was the worst affected by the riots since she limeal marginalised urban area.
Muslim maestro Khan Saheb and Sameer Desai wetedbeaffected because they
lived in a predominantly Hindu neighbourhood. Herloeked at from an
intersectional vantage point, different characserféer differently because specific

identities and positionalities often compound tigact of violence.

Crenshaw has classified intersectionality intocttrtal intersectionality,
political intersectionality and representationaénsectionality. Structural
intersectionality refers to the different ways ihiah social structure, institutions,
and practices create and perpetuate different fofroppression and inequalities
(Crenshaw, “Mapping the Margins” 1250). The fillrarzaniaandFiraaq represent
the linkages between social structures and theiepaynamics, which empower
some and marginalise others. The survivors in thesdilms were oppressed
because of the power differentials that existesbiciety. Political intersectionality
looks at violence, power and oppression from atipaliprism (Crenshaw,

“Mapping the Margins” 1251). Political structurefem mediate intersecting modes
and forms of oppression. In the filRarzanig the director critiques the attempts of
certain political outfits to abet violence and pida society along communal lines,
which resulted in death and destruction. Allan’sning down the posters of some
political leaders is an act of resistance agaiobtigal subversion. IrFiraaq,

Sameer Desai thought about shifting to a diffestatte because he hoped a different
political climate would empower him. Children liRarzan irParzaniaand Mohsin

in Firaaq had to endure pain and loss because of the fahoecomplicity of the

political institutions. Representational intersentlity looks at the representation of
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the issues caused by the intersecting social tentn cultural texts (“Mapping the
Margins” 1280). The lack of inclusive representatadten leads to the erasure of the
experiences of socially and politically disempovaegeoups. These two films depict
the subtle layers of characters' identities, shdyyedtersecting social factors such
as region, religion, class and gender. They prabentharacters as multilayered

individuals. The shades of grey in characters gyielighted.

Concerning violence, characters in the two filmg/ina broadly categorised
into victims, perpetrators and implicated subjettee film Parzaniaoffers an
analysis of the physical and psychological impdetiaence on victims like
Shernaz, Cyrus, Parzan, Dilshad, Asif, Nikhat atldrAFiraaq also mainly focuses
on the trauma of the victims like Munira, SameeartAand Mohsin. The film
Parzaniadoes not offer a detailed analysis of the psycho&gnotifs of the
perpetrators. The multilayered identities of indival perpetrators are not put to
rigorous critical scrutiny, even though the filmedgportray the patterns of mob
violence. In the film, the character of Shankasliase friend of Cyrus, turned
against Shernaz and her children during the rfotsend’'s sudden and unexpected
transformation into a foe under political compufsie an alarming development.
Chagan became a part of the violent mob under ctsmop) but at a later stage, he
made amends by giving detailed testimony aboutitiie before the commission.
The film Firaag also features some perpetrators, like the husbbAdrti and his
friend, who raped Muslim women during the riots.g¥lof the perpetrators are not
named, and the film does not adequately addregeator trauma. Michael

Rothberg introduced and theorised the conceptoplicated subject” in his much-
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debated and discussed book titldte Implicated Subject: Beyond Victims and
Perpetrators The implicated subjects may not participate its & violence, yet are
silent about it. Their situatedness within spegfaditical and social categories gives
them privileges and power. He defines implicatdojextts as “those who have
inherited or otherwise benefited from historiepefpetration” [mplicated Subject
83). Sheela’s husband arzanig who refused to help Shernaz when the riots
broke out, may be described as an implicated subjecrefused to sympathise even
with the children in his neighbourhood, only be@atiey belonged to a different
faith. Sameer Desai's wife's relatives-inrmaaq may also be classified as implicated
subjects. They enjoyed all the privileges accotdetiembers of the upper caste.
Their continuous watching of soap operas illusgaéiteir refusal to acknowledge the
violence and their inability to sympathise with thetims at a time when English
news channels were telecasting the stories ofwctirhey continue to live their
everyday lives as though nothing untoward has hagghel hat they have not taken
part in any acts of violence, unlike the husbandAanti, is obvious. Nevertheless,
their silence and their refusal to acknowledgephi@ of others make them
implicated subjects. As Rothberg points out, beingmplicated subject makes one
a part of the problem since “socially constitutgddrance and denial are essential

components of implicationfhplicated Subjec200).

The two films offer a detailed account of indivadand collective trauma.
Many symptoms of trauma, as listed in the fifthtiedi of the Diagnostic and
Statistical Manualprepared and published by the American Psychahbgic

Association, can be seen in many characters imtbdilms. As pelDSM-5 Post-
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Traumatic Stress Disorder may be caused by “expdsugctual or threatened death,
serious injury, or sexual violence” (271). The malnadds that traumatisation may
result from direct exposure and experience of vgsimgy or learning about the
traumatic events (271). Traumatised individuals s#fer from intrusive and
recurrent memories about the traumatogenic evieatking dreams and
hallucinations, and dissociative reactions suctieafibacks. Trauma, in Balaev’s
analysis, “refers to a person's emotional resptmsa overwhelming event that
disrupts previous ideas of an individual's sensgetifand the standards by which
one evaluates society” (“Trends” 150). Both filngtpay the emotional responses
of the victims, survivors and even some perpetsaimthe riots, which was an
overwhelming event of high magnitude. They als@ré@nd critically interrogate
how such a traumatogenic event radically alteredaffected individuals’ identities
and disrupted their ways of thinking and living.€Be two films also demonstrate
how individual trauma is connected to “larger sbfaators and cultural values”
(Balaev, “Trends” 155). The fillRarzaniaoffers a comprehensive account of the
traumatisation of characters like Cyrus, Shernakh&t and Allan on account of
their unexpected and sudden exposure to violermahdnd decay. These
individuals also confronted threats of death ancevierced to bear witness to
sexual violence. These experiences were so inteaséhey triggered trauma in
them. Cyrus often had intrusive memories. Whilengjtat the theatre, he
hallucinated that images of Parzan were displayethe screen. This is one instance
in the film in which the trauma of Cyrus is expmgshrough recurrent and intrusive
memories. Michelle Balaev points out that trauneatas a “speechless fright that

divides or destroys identity” (“Trends” 149). Ballyrus and Shernaz were unable to
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speak when they met after the riots because af ititense trauma. Their sense of
security was destroyed by their traumatic expeseAdan also suffered from a
similar state because of his mental trauma, as pikieed by the scene in which he
was unable to explain to Jayaraman what the rittadsdone to him. Listening to
the stories of trauma may also cause trauma. Aliared suffering from vicarious
trauma after learning about the stories of theesunf§ and loss of thousands of
victims. Shernaz suffered from severe psychologigdless, which was intense and
prolonged after the disappearance of her son. Bugital states are created by
traumatic experiences. Cyrus skipped food for naays after the disappearance of
his son, and such self-destructive behaviour imgsom of trauma. Allan sought
refuge in liquor after bearing witness to the pamal suffering of others, and as
Jayaraman pointed out, such self-destructive bebawas his way of dealing with
trauma. In the case of many victims like Asif, tiat, as a traumatogenic event,
disrupted “the attachment between self and othehbllenging fundamental
assumptions about moral laws and social relatipsst{Balaev, “Trends” 149-150).
As a result of such a disruption, Asif, who hadiardly relationship with his
neighbours irrespective of their religious affilats, started considering Cyrus as

the other and went to the extent of planning rataty violence.

Many characters irFiraaq show different symptoms of trauma. Most of the
victims were traumatised because they had expetkand directly or indirectly
witnessed the violence unleashed during commuaotd. iMunira feels detached and
distrusts her neighbour after the riots, and thedihg of estrangement is a powerful

symptom of trauma (American Psychiatric Associgtid8M-5,271). She is
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persistently haunted by negative psychologicaesthke fear, shame, horror and
guilt. She blames herself and her husband fonfatio ensure the house's safety by
buying a new lock. She also constantly holds hebhnod responsible for the loss.
Blaming oneself and those who are dear and na#s it® another symptom of
trauma. She has “persistent and exaggerated nedmdiiefs or expectations about
oneself, others, or the world”, which is listedD$M-5as a significant symptom of
trauma (American Psychiatric Association 272). Mphs traumatised because of
his direct exposure to violence. He witnessed eajgemurder at a very young age.
His trauma is manifested mainly in his behaviows.dphpears to be lost and
struggles to interact with others. It is to be dateat his trauma is “a self-altering,
even self-shattering, the experience of violengeyy, and harm” (Gilmore 131-32).
Aarti suffers from “invasive memory”, which is ahetr symptom of trauma (Turim
210). The unprocessed memory of trauma is oftetiraoously and repeatedly
reenacted and reexperienced in the present. Shes shissociative reactions and
behaves as though the shocking events were regunrihe present. Caruth's
postulation about trauma is that it is “the brescthe mind’s experience of time,
self, and the world” and it is “experienced too oo unexpectedly, to be fully
known and is therefore not available to consciossumtil it imposes itself again,
repeatedly, in the nightmares and repetitive astafrthe survivor” aptly illustrate
some of Aarati’s traumatic symptomdrclaimed Expereincé). This encounter
with trauma may be understood as “a break in thedismiexperience of time” as
seen in the case of Aarti (Carutinclaimed Expereincél). She constantly feels
that a hapless mother and her son are knockingratdor, and she has this strong

urge to open the door. This repetitive behavioamst from her sense of guilt
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emanating from her inability to save a woman anttiddy giving them shelter in
her house. She punishes herself for her inabdityelp her neighbour during the
riots by burning her own hands. This inflictionsa#f-injury is an attempt to grapple
with the psychological pain, and it may be seearaattempt on the part of the
trauma victim for “self-preservation” (Hermafraumal09). She feels detached
from others and is unable to live her everydaydsea result of her being

traumatised.

Characters like Sameer and Munira suffer from iosisl trauma. Their
exposure to subtle and often unrecognised exp&sesiech as micro-aggression,
discrimination and othering emotionally drains théheir everyday experiences of
subtle forms of oppression and marginalisation legamulative impact, and the
constant exposure to microaggressions acts asm@drarigger. These films have
addressed insidious trauma in depth. Sameer AiShatkh was traumatised mainly
on account of his constant exposure to televisemstfootage about the many men,
women, and children who were maimed, injured aflddki Empathetic engagement
with the suffering of others may lead to the cr@atf vicarious trauma. Like Allan
in Parzanig Sameer also suffered from vicarious traumatisafitne pain that he
feels at the victims’ suffering makes him identiith them and share their trauma.
That he feels threatened owing to his Muslim idgradds to his trauma. His intense
feeling of detachment from members of his wifetaifg who were not affected by
the riots is also a response seen in a victim pépsogical trauma. The revealing

of his Muslim identity to an otherwise hostile mgiman may be seen in the context
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of the film as a “reckless or self-destructive bebar” (American Psychiatric

AssociationDSM-5,272).

The two films shed light on cultural trauma as w&\s opposed to
psychological or physical trauma, which involves@ind and the experience of
great emotional anguish by an individual, cultarabma refers to a dramatic loss of
identity and meaning, a tear in the social falaftecting a group of people that has
achieved some degree of cohesion” (Alexander, “FTdwarheory” 2). In these two
films, the directors portray the rift brought oyttihe riots within different
communities. Many members of the two communitiegsetigped mutual enmity and
distrust, which is a symptom of cultural traumaeTo films also look at how the
group consciousness of the communities was alanddlisrupted as a result of the
horrendous violence. This tear in the social falsri@cknowledged by Khan Saheb
when he said that there would be no more musidakegags since his music was
not powerful enough to bring people together. EBameer Desai feels alienated

because cultural trauma affects members of theeectimmunity.

Postcolonial critics argue that traumatic evengs“aollective, spatial, and
material” in addition to the psychological impact the individual (Graham 128).
Traumatic events are collective because they aelyeasfect the family and
community. The film$ParzaniaandFiraaqillustrate how the riots damaged the
social fabric and destabilised families. Traumatients are spatial since
“memorialisation is contained or inhibited by pamtar configurations of space and
place and particular uses of the land” (Graham .IP82 films clearly show the

spatial dimension of trauma. The destruction ofghettos and the housing colonies
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where the minority communities predominantly resgldepicted in this film. The
rioters destroyed a sacred place, the mausoleWvabiDakhani, and desecrated
places of worship because violence was also designeestroy cultural sites. As
Kakar has rightly argued, communal violence is abtarised by “the planned attack
on the human body, material property and placegoo$hip” (25). Traumatic events
are also material because they involve “the logsobfust language but also land,
houses, shops and stocks; breadwinners lost their able-bodiedness and ability to earn
their living” (Graham 128). The film showcases thaterial loss of the victims
vividly: the houses of Munira and Cyrus were buthéir properties were destroyed,
and the shop of Sameer was robbed. The films releaystematic ways used by
the rioters to identify the houses and businesshéshments owned by the members
of the other community. The rioters wanted to agsthe material condition of the

victims to decrease the possibility of the victiragaining their rights.

Postcolonial trauma theorists hold that traumadeasrifugal and centripetal
dimensions (Silvia 846). Centrifugal impulse masigeas “isolation, loneliness, the
individual and the focus on open wounds” (Silvi®&B4n ParzaniaandFiraaq, this
pole of trauma is delineated well. The centrifug@ahcerns, such as isolation, can be
seen in the case of Allan and Cyrus, and lonelinaashe seen in the case of
Shernaz. The filnfriraag comprehensively addresses this centrifugal poteaoina
by depicting the isolation, helplessness, hopetsssrand alienation of victims like
Munira and Mohsin. The final scene&rzaniashows a hapless Mohsin wandering
across the street looking for his father, who wiledkduring the riots. Trauma may

also engender an apparently contradictory yet nliytaecurring “centripetal
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movement towards healing, connection, the commuamtyits chorus of voices”
(Silvia 846). Many stories narrated in these filimsus on healing and the
possibility of reconnecting the dots and rebuildiationships. Allan ifParzania
finds a healing touch in the Gandhian philosophgai-violence. He heals himself
by establishing deep connections with survivors Bhernaz and Cyrus. Nikhat and
Shernaz also healed themselves by restoring theirahconnection. The film
foregrounds the cathartic potential of love and atinp The decision taken by Khan
Saheb to restart the musical gathering illustritesentripetal movement
engendered by trauma, which makes the connectioveba communities possible.
The films suggest that the agency of the victimslmarestored, and the victim may
reemerge as an individual with self-confidence leeaffirming values. The film
illustrates post-traumatic growth through the stoirfsameer Arshad Shaikh. He
embraced his cultural identity, and his newfoumdrgith enabled him to empathise

with the victims.

In these films, different techniques are used adrauma. IrParzania
the director has effectively used close-up shotiefmct the trauma of the victims.
The close-up shot of Shernaz, which vividly deplets inner turmoil as she is
surrounded by the rioters, is a case in point. €y¥ad a strange vision, and he saw
vultures swooping down on the dead body of his $be.director used the
technique of projecting complex visuals on the asgr® depict Cyrus' inner trauma.
In these scenes, the director used rapid editiegh&$ used the technique of parallel
editing to contextualise the trauma of Allan. Tlkerges of the vulture swooping

down are interspersed with the scenes of the saeasing innocent men, women
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and children. The effective use of music to evokarha is another technique used

in the film.

Nandita Das has used the technique of non-linesriyraag. The narrative
of the film intersperses six different stories wiaqdot lines intersect. This
intermingling of stories creates a fragmented ayudical narrative, and these
techniques are very apt to represent the traumaticire. Repetition is another
technique used in the film. The scene of Aarti mgpthe knocking sound and
burning her hands is repeated many times. The tledivielence and the ensuing
victimisation is repeatedly touched upon throughbaetfilm. The film uses rapid
editing in the opening scenes, which depict two imerying dead bodies. The shots
of these two men are interspersed with shots af dedies and fast-approaching
trucks carrying dead bodies. Flashbacks are anoth#rod used to convey the
traumatic disruption of linearity. Aarti is ofteren reliving her past in her sudden
flashbacks. Her trauma is conveyed non-verballgl,sarch use of minimal dialogue
is an effective strategy to convey the state of Imess associated with trauma. The
film uses close-up shots to capture individualtmauClose-up shots of Munira and

Mohsin are very evocative.

Another technique the director deploys to conveydbmplex modality of
trauma is the use of characters who adopt diffesebfect positions in relation to
the traumatogenic event. Characters like MohsinMudira are direct victims of
violence. Aarti, on the other hand, is traumatisiede she witnessed the trauma of
the family who sought asylum in her house durirgribts. Anuradha was deeply

traumatised when she came to know that the propétigr husband had been



Jouhar 139

ransacked and robbed. Her conception of trauma Ispstial dimension, and she
assumes that shifting to a different physical lmcatnay help her reinvent her life.
Sameer Shaikh was shocked when he was constapibged to the details of the
gruesome riots through the media. He experien@asgious traumatisation since he

starts empathising with the victims.

The use of oral testimony to depict trauma is alsoethod used in both
films. The testimonies presented by the victimobethe NHRC commission at the
end of the filmParzaniabear witness to the trauma of the victims. Chagédmle
giving his testimony, broke down because of thensity of his emotion. The
testimonies given by Shernaz and Asif offer a campind multifaceted account of
violence and the ensuing traumatisation. In the Flraaqg, the boy Mohsin directly
witnessed the orgy of violence unfolding beforedyss. He escaped only because
he was able to hide when rioters rushed into theséoHe shared this story with
Aarti through a detailed oral testimony. He sait thn the day of the riots, the
members of the mob took off women's clothes, ard they were burnt. Men, he
added, were only burnt alive. The integration sfiteony as a part of the cinematic
narrative allows the spectator to bear witnessaionha. Many characters like Allan
in Parzaniaand Sameer iRkiraaq are seen watching live telecasts about the victims
of the riots. Integrating such news footage in®rharrative of these fictional films

adds to their depth.

E. Kaplan and Ban Wang, in their bobtauma and Cinemaargue that some
films have the potential to turn the spectator mtwitness. Such films create an

“anti-narrative process of the narration thatsglittransformative in inviting the
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viewer to at once be there emotionally (and oftewerfully moved) but also to
keep a cognitive distance and awareness denide tadtim by the traumatic
process” (10). The filmRarzaniaand Firaag are two such films that elicit
“empathic unsettlement” in viewers (LaCapvé;ting History41). These films

evoke empathy for the victims and, by doing so, enakwers witness their trauma.

ParzaniaandFiraaq record the pain, suffering, and trauma of the mistof
communal riots from an intersectional vantage pdihey foreground the
possibility of recovery and growth both at the indual and collective levels. These
two films hold cultural and ethical significancethsy bear witness to the suffering
of victims in a postcolonial context. Moreover, $bdilms can aid the formation of
the collective memory of violence and victimisatidinese films emerge as sites of

resistance and reconciliation, which adds to thigiificance.
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Chapter I

Layers of Grief: Tracing the Configurations of Memory,

Identity and Trauma in Jogi and Amu

Cinema is a popular art form that plays a signiftaale in shaping public
perception and imagination. In the context of Inde&ema is a crucial, and
perhaps also the most prolific, contributor to astauction of the public imaginary
in India” (H. Singh 116). Filmmakers creatively eigg with the legacy of violence
and trauma, as illustrated by the number of filmgh®e Holocaust and 9/11. Indian
filmmakers have also critically engaged with thgaley of political and communal

violence in their works (Viswanath and Salma 61).

This chapter examines the filmdegi andAmu which engage with the Anti-
Sikh Riots in 1984, against the theoretical backgdrbcritical discourses on
violence and trauma to determine how these filrpsasgent the various modalities
of psychological trauma. The chapter criticallyestigates the diverse ways in
which these two films deal with the role playedvigience and trauma in the
formation of individual and collective identitieBhe techniques used by the
directors to visualise violence and trauma on s@eege also discussed in this

chapter.

In the history of Independent India, some of thestpainful instances of
violence were triggered by communal polarisation (Kausar 355; Upadhyay and
Rowena 37). Individuals and societies struggleoigecwith the disturbing and
lasting consequences of communal violence andrtbeireg individual and

collective trauma. The Sikh community in India suéd greatly in the aftermath of
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Partition, during the Punjab insurgency and thetanyt operation in the vicinity of
the Golden Temple, and during and after the infesvmnti-Sikh Riots in 1984
following the assassination of the then Indian Rriviinister Indira Gandhi by her
Sikh bodyguards. Operation Blue Star was a militagration launched by the
Indian army to capture Sikh militants associatetthwhe Khalistan movement. The
military operation, which started on 1 June 1984tdd for ten days. The Indian
army's operation near and inside the Golden Tentipgeholiest place for the Sikh
Community, to capture Jarnail Bhindranwale anddliswers who were inside that
holy place, resulted in damaging certain partheftemple. During the operation,
the place was full of pilgrims who had gathereddte celebrate the anniversary of
the martyrdom of Guru Arjan Dev, and some of thesgrims incurred significant
losses since they were caught in the crossfires iRgident is considered one of the
most painful instances in the history of the comityuithe traumatic memory of
this event continues to shape the collective it\eofithe Sikh community in India
and elsewhere to this date (Abbi 91). Many SikHs ftiwat the military action inside
the holy temple desecrated it, and hence, thislamtiis entrenched as an
“irreparable hurt” in their shared collective mem@€hopra 123). The army
operation and the ensuing violence near the htdyg $ft deep scars on the psyche
of the Sikh community. These traumatic instancedaénce have played a
significant role in the shaping of Sikh identitydaimagination (Abbi 91). There
was widespread anger towards the establishmemnt@gfieration Blue Star. Her
bodyguards, who were followers of Sikhism, assatsthindira Gandhi on 31
October 1984. The assassination triggered widedpr@amunal riots targeting

members of the Sikh community across India in gareerd Delhi in particular. The
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1984 Anti-Sikh Riots refer to a series of targettdcks against Sikhs in and around
Delhi after the assassination of Indira Gandhi. fiibts erupted on 31 October 1984,
and violence continued unabated for the next tlegs, causing large-scale
destruction of people and property. As per theida®anavati Commission Report
on these riots, 2733 Sikhs were killed by the rota Delhi alone. During the riots,
Sikh colonies and Sikh establishments were targe¢sdlting in the death of 3550
Sikhs nationwide. Victims of violence who surviviedtell the tales of pain, grief

and loss continue to live with the memory of viaderand trauma even today. Many
alleged perpetrators were never brought to boattlydaecause of the lack of
conclusive evidence and partly because of the gegtie, incompetence and
complicity of those at the helm of affairs. The coonity is still grappling with the
memory and consequences of the riots. Even fowadiecafter the infamous riots,
the wounds have not yet been healed completelytrendommunity's fight for

justice has not yet reached its logical conclusion.

Violence of different types may have complex antgkasting impacts on
the affected individuals, communities, and loca$itiThe emotional reactions and
psychological responses of different individualafeconting violence and its
consequences are diverse and varied since the tiopgaumatisation on
individuals and groups is influenced and determiogdnultiple social, political and
cultural factors. A pluralistic model of traumaused to analyse, interpret, critique
and problematise different representations of wicnd perpetrator trauma in these
films. These models are suitable for a detailedaapion of the psychological,

cultural, political and social factors that inflienthe degree of traumatisation.
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Despite its disruptive nature, these models pbaittraumatic memory can still be
integrated and assimilated (Balaev, “Literary Trauhmeory” 3). The theoretical

lens of postcolonial trauma studies is also empulogehis chapter.

Several filmmakers in India have tried to engagih whe riots in 1984 and
their consequences. However, considering the gratithe event, “the 1984 Anti-
Sikh Riots continue to be absent from the narradivé imaginary of Indian
cinema”(H. Singh 116). Harleen Singh argues thaintiimber of films dealing with
these issues is still limited (116). The absenceaifrier groups” or groups engaged
in the making of meaning and the process of ingtgpion is one reason why the
cultural, fictional and cinematic representatiorifed event was limited in the first
decade after the riots. After a period of latemeginy filmmakers have attempted to

address the riots and their various consequences.

The shared experiences of violence, pain and trdhava influenced the
formation of the individual and collective idengii of the members of the Sikh
community in India. Films on these issues haveeadaye dual role of reflecting
this new identity on the one hand and, on the othaher strengthening this
collective identity. The wide circulation of theiseages was “constitutive of
community” (Shani 181). Many filmmakers try to pdaihiese episodes of violence
against the background of the violence that theroamty faced during Partition.
Violence in the immediate past revived the supmessemories about the violence
in the distant past. In this context, it may beuadjthat “films and reportage that
deal with the 1984 massacre of the Sikhs often @WRatition and reflect a general

feeling of a nation ill at ease and haunted byexsp of unresolved historical
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tension. Many filmmakers clearly articulate or esiplly make that link” (Chanda
190). As John Clammer Points out in bk Culture, Development and Social
Theory: Towards an Integrated Social Developmeimema dealing with these
events influenced the “ways in which societies meatise or suppress and
inevitably edit, collective memories of their owiolence or the suffering of the
violence of others” (191). The medium of cinemavited the aggrieved
community a platform for “a reenactment of the eweith all kinds of complexities

with regard to the matter of representation” (Claen0).

Two notable films dealing with the Anti-Sikh Riasad the ensuing violence
areJogi, a Netflix drama directed by Ali Abbas Zafar, alehy a drama film
directed by Shonali Bose. This chapter offers @catianalysis of how these two
films represent violence, victimisation, traumaiisa, and the ensuing formation of
fractured selves. The different ways in which thiéses transform and adapt the
stories of loss, grief, and pain are looked atedipS ' he postcolonial discourses on
violence and trauma serve as a backdrop againshwvitne politics and poetics of the
representations of violence and trauma in thesditms are put to rigorous critical

scrutiny.

Jogiis a critically acclaimed period drama centringtio® infamous Anti-
Sikh Riots in India in 1984. The film, directed Blf Abbas Zafar, was released in
2002 on Netflix. As one of the most recent filmsasensitive topic, the film has
made significant contributions to the ongoing dgssans of how different forms of
violence traumatise the victims in complex ways had the same trauma may be

passed on down the generations, creating intergeoeal trauma. Though the film
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is fictional, as the makers of the film claim a¢ theginning of the film, the
background of the film is the Anti-Sikh Riots in8& There are many instances in
the film in which the boundary between fiction dnstory becomes so blurred that
one becomes a mirror image of the other, thoughdamplex and oblique fashion.
The director's skilful use of mise-en-scéne, editechniques and the innovative use
of sound and light to capture the subtle layernhefpsychological and collective

trauma deserves special mention.

The film is set in Trilokpuri, on the east sidelhi, which is an area with a
significant Sikh presence and hence was targetedeogioters during the 1984 Anti-
Sikh Riots in Delhi. The film attempts to engagéhvthe violence, pain and ensuing
traumatisation in the aftermath of a gruesomeinid984, which caused significant
damage to persons and property. This attempt bgitketor to tell a story about this
riot is significant in the context, in which thetert of victimisation and loss has not

yet been fully accounted for.

As the title suggests, this is a film primarily fieang the family of Jogi, a
Sikh middle-class youth who lived in Delhi with lggandparents and children
quietly and peacefully before the eruption of téedeviolence. The daily routine of
this family, like that of the hundreds of othersdnging to the Sikh community, was
disrupted moments after the assassination of #ve Bnime Minister of India, Indira
Gandhi, by her Sikh bodyguards. The anger andratish of the general public in
the aftermath of this dastardly act were exploligdested groups, and concerted

attempts were made to direct the anger towardSilttes living in Delhi. These
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groups created a perception that the entire Sikimnmonity is responsible for a

dastardly act committed by a few belonging to themunity.

The film engages with the widespread violence ¢napted in Delhi on 31
October after the news report regarding the assatssn of Indira Gandhi was
telecast. During the next three days, individualgifg the cultural markers of the
Sikh faith were systematically targeted. The offiddocuments meant to safeguard
the constitutional rights to life and property wemnesused, as the scene in the film,
which shows the rioters using the electoral rotl ather government documents for
locating Sikh households, clearly illustratéhe role played by some politicians,
who used their political clout to ensure that thége personnel did not carry out
their duties, is problematised in the film. Therfihighlights the importance of
fostering inter-communal relationships to faciktdhe healing of wounds and the

creation of an atmosphere of communal amity anchbay.

The director of this film was a student pursuingh@r education in Delhi in
1984, and he witnessed the outbreak of violenaa frlmse quarters. This film is his
response to the mindless violence. The scriptautber was Sukhmani Sadana, a
Sikh writer from Punjab. So, she was able to inocaife many stories about the
riots, which were shared among the members of itkte @mmunity, into the script.
As the director commented in an interview: “My coiter, Sukhmani Sadana, is a
Sikh, so she had many stories from her family dodecassociates. That is how we
began writing the story” (Mathur). He later addedtthe wanted to make a film
about human emotions: “When you pick up subje&sstinis, you have to bring

forward your sensitive side” (Mathur). In this fiJthe attempted “to create an
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atmosphere where people understand what happemecbtomunity” (Mathur). He
claims that this film is “very psychological” andiSual”, and hence, it has the
potential to “hit you deep in your gut, and youl f@éhin those fifteen minutes how
drastically the situation has changed. The stdmytgls for the emotion and not

voyeuristic” (Mathur).

The film opens with a brief commentary on Operatihme Star, an event
that changed the political, cultural, and spiritia@dscapes of the Sikh community
in India and outside (Chopra 122). Owing to umptesfarences to this event in
literary, cultural and political discourses proddityy Sikhs in India and by the
members of the Sikh diaspora, this historical eveay be considered the chosen
trauma of this group (Kinnvall 79). Violent evetite the Anti-Sikh Riots of 1984
are seen as a violation which, in many respeatgemed past wounds that remained
unhealed. That is why many films likegi, dealing with the 1984 riots, contain

direct or oblique references to Operation Blue.Star

The film opens on 31 October 1984, which is sigaifit because Operation
Blue Star occurred only four months ago. The degtxtaposes the city before and
during the riots throughout the film. The openigrges of the film present
members of the Sikh community in Trilokpuri leadadappy, carefree life. The
film's opening shots offer a panoramic aerial vahvidelhi. The panning shot, which
provides a comprehensive view of the street anduh®unding areas, establishes
the tone of the film since spatial location playsgnificant role in developing the

plot line of this film.
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A powerful technique the director uses to offer aoentary on the violence
depicted in the film and to put the events in pecsipe is incorporating recorded
footage of radio news telecasts. This techniquestihe boundary between fact and
fiction. Another technique the director employffer a comprehensive analysis of
violence in this film is arranging the plot inta¢le sections. The opening part of the
film, demarcated as Day 1, begins at 9 a.m. on @bls@r. The preparations made
by the members of Jogi's family to celebrate highesv's birthday are depicted in
detail. This scene indicates that prior to the goupof the riots, Sikh families in
Trilokpuri lived peacefully and happily. Trilokpuis an area in Delhi where middle-
class Sikhs were settled, and as a result, it tlowe to be one of the areas which the
rioters targeted and hence came under organissmtkaih 31 October. The opening
shots also present scenes depicting members ghtlois communities living

together peacefully and children belonging to vasioommunities playing happily.

The director has used metaphors and symbols teHad®ow the eruption of
violence and the destruction of harmony. The saetiee film depicting children
playing a traditional Indian game, seven stones dear symbolic overtones. Seven
Stones is a game in which many stones, usuallynseveumber, are piled on top of
one another, and the player tries to hit them uaibgll, and the one who knocks
over the most stones wins the game. The sevenssstaieked beautifully together
may refer to the cohesion and harmony in the sppietr to the riots. A boy is seen
knocking over these stones, and this scene mayestte impending riots. The
director uses another metaphor in the next scesaggest the transition from peace

to violence. This scene shows a flight of pigedyisi§ away in panic as three
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gunshots are heard in the distance. Pigeons afe thiat symbolise peace, and their
flight symbolises the end of peace and suggesteniaipg violence. The
background narration announces the news regaridengdsassination of Indian

Gandhi by her Sikh bodyguards.

The director pays close attention to details wtiépicting individuals and
situations. The scene depicting a Sikh man standifignt of a mirror arranging his
turban is a case in point. This scene is very 8wt since the coming scenes in the
film highlight the different ways in which culturatarkers like turbans were used to
identify and target the Sikhs during the commutakfup. The image of the happy
Sikh household in which members are shown havingd fogether at the table
conveys the calmness and tranquillity that predaitethe Sikh households before
the riots. The family members were in a jovial mbedause they were about to
celebrate the grandfather's retirement party aeadjtandson's birthday party
together. The film seems to suggest that violenae iwmexpected and, hence,

shocking as far as the victims were concerned.

The reports about violence in different parts afignfollowing the spread of
the news about the assassination found their ecBthaula Kuan as well. The
protagonist of the film, Jogi, a Sikh youth and faither continued their daily routine
since they were not informed about the assassmakitey were shocked at how
they were treated by others because they did rddrstand why their fellow bus
passengers treated them with hostility. The angmes on the faces of their fellow
passengers betrayed their sense of anger at thesass which was also directed

towards all the Sikhs simply because both groupseshthe same religious beliefs
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and cultural practices. The refusal of the condueten to take money from Jogi
and to issue him tickets is one among the mangmests of structural violence in
the film. Jogi's refusal to bow down under pressunen his fellow passengers
attempted to throw him off the bus indicates hisiowinity's refusal to surrender
their agency even under adverse circumstancedathehat the crowd did not
hesitate to brand an innocent Sikh a terrorist sgpdhe workings of mob
psychology. A violent mob pays little attentionth@ nuances and creates a reductive
binary of victims and perpetrators. During the oe#ks of communal violence, the
anger and resentment towards a few individual¢ransferred to the members of
the entire community who bear the cultural marlksrheir faith. Some among the
mob, along with their verbal assault, also stahi¢ithg them, shouting. They

alleged that his people had killed their mothkrgi 00:05:15-17).

The film also depicts how some politicians with teesinterests attempt to
polarise society along communal lines. A local collor, Mr Tejpal Arora, is seen
talking over the phone, assuring the other persanhe would take care of
Trilokpuri and the Sikh inmates there. He was smganising local leaders to
orchestrate targeted violence in other streets.d¢ed leader demanding a copy of
the electoral roll to identify the Sikh househoisi®ne instance of structural
violence in the film Jogi 00:06:07—-08). The fact that he assures othersthahe
will face the consequences of their actions is la@rondicator of the failure of the

law-and-order machinery.

One shocking instance of direct violence showrenfilm is the one in

which Jogi's friend, Mr Bhatt, came under attaclewhe was about to open his
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store. The rioters barged into the shop with weapomd started breaking the glass
and other things, and ignored the pleadings of ktB The mob poured kerosene,
locked Mr Bhatt inside the shop and burnt the shlopg with the shopkeeper. The
film presents fire as a symbol of violence and desion. The fire was a significant
tool in the hands of the rioters since it also s&d evidence of the crimes

committed.

Violence is indicated in many parts of the film&elsmoke slowly engulfing
the city is an index of the violence unfolding & ground. The pan shot of the
cityscape vividly depicts the scene of the crimanyshops owned by Sikhs were
seen burning. Many of the lower-middle-class Swidosked as taxi drivers, and the
film shows the rioters burning down their cars &lMl'he violent mob used crude
petrol bombs to destroy areas where Sikh househ@ds situated. Targeting the

shops and cars was done to disturb the econontititstaf the affected community.

The film presents most of the violence throughpéespective of a Sikh
youth, Jogi. He saw many Sikh men surrenderingetdtdafter getting stabbed, but
he was not in a position to help them since sathedife of his father, who was
accompanying him, was his foremost priority. Theclior has used close-up shots
to depict the trauma of Jogi and his father. Threcwhich shows a Sikh man
being slowly engulfed by fire, is so shocking thahight vicariously traumatise the

spectators.

Learned helplessness is “a psychological stateactenised by reduced
motivation, difficulty in determining causality, drepression” (Sullivan et al.

1440). Many victims of trauma suffer from this cdrah. After already losing
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persons and property during the riots, many Sikity®were unable to defend
themselves. Helpless victims crying for help weseattended to since the
atmosphere was so tense that everyone was strgdglsurvive somehow. Many of
them felt weak and paralysed, which are also symgtof trauma. Jogi tried to
bolster the morale of the Sikh youth and encourdligenh to take proactive
measures to ensure the safety of their familiggi:sJstrength, determination, and
willingness to take risks are conveyed in differecgnes in the film, notably the one
in which he drives a truck along the burning sseetDelhi, transporting fellow

Sikhs to safer locations near the Punjab border.

One of the most shocking instances of direct vicdein the film is the one
that shows a car carrying Sikhs on fire, with tasgengers trapped inside. It might
be argued that the car may symbolise Sikh housshaldl the inmates in the car
may represent ordinary Sikhs who were at the r@ogiend of mindless violence.
The director uses the bird's eye view shot to cepdifferent acts of violence

unfolding at different places simultaneously.

Jogi risked his life to save a wounded man andexhihim to the safety of a
nearby house. The film suggests that empathy ibesedefence to protect oneself
and one's community, even during the worst timesnaholence, albeit temporarily,
might appear to be the new normal. As Kai Eriksas argued, trauma has
centrifugal and centripetal poles. “Trauma is rattarent in cause and effect but
may affect individuals and communities negativédycing open pre-existing fault
lines” (New Species of Troub®36). At the same time, trauma may create sitnatio

conducive to “affirming a sense of belonging, kipsland mutual trust” (Erikson,
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New Species of Troubl237). The events portrayed in the film revealdbetripetal
tendency that causes division and rift among mesbka society, which eventually
increases the intensity of violence. On the otfaerd) the Sikhs coming together to
help their friends in need, forming a new bond ainding alternative forms of
cohesion, exemplifies the centrifugal tendency leixéd by victims suffering from

trauma.

Uncut hair is a symbol of the Sikh faith (B. Singfh As a matter of faith,
“Sikh men tie their hair in a topknot and enclaseith a turban worn in a particular
style (B. Singh 5). Removing hair is a traumatipenxence for Sikhs because of the
importance okesh or uncut hair, in Sikhism. In the film, many caeters are forced
to cut their hair to save themselves and theirdowees. The kids were seen
protesting when their parents tried to cut their,lmut the parents did cut their hair
with their eyes filled with tears and their hantaldng. Being forced to erase the
markers of one's faith is an instance of culturalence. The film depicts cultural
violence and its various manifestations througimesdike this. Jogi was vicariously
traumatised when he watched helplessly a mothénguhe hair of her son. Jogi's
psychic trauma emanating from his experiencesaa@sulated in his observation
that Delhi was in shambledqgi 00:11:00-02). The auditory images, like the cries
and wails, and the visual images, like tears andhain, are disconcerting and hence
traumatising. The director has used close-up sbatenvey the trauma of this

mother and her daughter.

Jogi tried to locate his family, but his attemypesre in vain since his family,

out of fear, had moved to a safer location. ThénSikere given food and shelter by
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one of their neighbours. The ladies in that honaeghwith Jogi the details of the
rioters who had burnt alive Tejindar, the husbahdiogi's sister, Heer. The trauma
of the members of the family is communicated thiotlgeir silence or their inability
or incapacity to articulate their pain. As Ritteshrightly argued, “Silence is the
voice of trauma” (176). The traumatised memberhigffamily felt numb and were
unable to mourn their losses. Heer was stitchialid for her husband before his
death, and she continued stitching it even afeedbath. She behaved as though her
husband were still alive and would wear the newt $bithe party as per his plan.
This dissociation is a significant symptom of traurs Nijenhuis and Hart note,
“dissociation in trauma entails a division of adiindual's personality, that is, of the
dynamic, biopsychosocial system as a whole tha&rohétes his or her characteristic
mental and behavioural actions” (418). Dissociatewolves when the individual
cannot integrate adverse experiences in part flinNijenhuis and Hart 418).

Heer shows symptoms of dissociation as she is aniabhtegrate her

overwhelming, traumatogenic experiences.

The film criticises the failure of the law-and-erdnachinery to contain
violence and to book the culprits. The police wawaspicuous by their absence
when the entire city was engulfed in violence. Tilme portrays some police
personnel as being complicit in violence. A poli@anwas seen having a light-
hearted conversation about the riots while havingtom biriyani. The sheer apathy
of the police and the administration was a reasloy the violence continued
unabated for three days. The film also featureshemnscene in which rioters were

having a field day inside the police station, hgviood while enjoying their brief
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break amidst the acts of perpetration. The locltipan, Tejpal, was dismayed
when he learned that the number of rioters was abbut twenty. He encouraged
the rioters to inflict more damage since he heid tor every action, there should be
an equal and opposite reactidodgi 00:15:00-08). He encouraged the rioters to
increase the magnitude of violence by offeringautand rupees reward for each
Sikh killed. He told them that for killing emine8ikhs, they would be paid five
thousand rupees. He convinced them that the whuig tvas like a lottery jackpot,
and they could earn as much as they wantedi 00:15:34-38). That this
conversation was taking place inside the policeastan the presence of the police
personnel is a clear pointer to the derelictiodutfy on the part of some in the
establishment. Tejpal directed the police offidersupply the rioters with weapons
and kerosene, and the police officers readily @dlidHe further reminded the police
that the order came from the top, and they mustigrat. The rioters, who were
hardened criminals in the city, were guided outefpolice station through the rear
door by a policeman named Ram Manohar. The rioters directed to mask their
real identity. The politician asked the police ttespond to any call for help from
Sikhs. The politician asked the police to discharggr duties diligently, by which
he meant that they must join the mob and be agbdine destruction spree. He
assured them of a reward for executing these ofd@rsthe top and for their

cooperation. Many police officers decided to jdie violent mob under duress.

The film seems to suggest that friendship hagdtential to thrive even
amidst the outbreak of the worst kinds and formgiaence. The power of

friendship is illustrated by the sacrifice that gu@dice officer, Rawinder Chautala,
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makes to save the life of his Sikh friend Jogi.sToificer was instructed to target the
Sikhs in lane number six of Trilokpuri, and theipoal leader handed him a list of
his potential targets. Rawinder was shocked whesalethe name of his best Sikh
friend Jogi in that list on which all names of Slkivere marked with the letter S. At
a time when everyone and every movement was closeiytored, it was difficult

to save Jogi's life, yet Rawinder decided to rashagi's house to shift him to a

place of safety and security.

Throughout the film, the director records theetiseand the suburbs using
bird's-eye view shots. Such vertical shots of thegive viewers a panoramic view
of the space, and they can witness the unfoldingadnce of significant
magnitude. In the film, fire and smoke have a éitemnd symbolic significance. The
Sikh houses and shops were burning, and the emgeewas shrouded in smoke,
creating an eerie atmosphere. Fire and smoke swesgibolic of violence and
hatred, which triggered the riots in the first @a€he director presents the Sikh area
from the perspective of Rawinder, who was on hig tealogi's house in his official

vehicle.

Rawinder found the Sikh households empty sinceniimates had already
fled for fear of being targeted by the rioters. iDgrtimes of insecurity, people tend
to huddle together in places of worship. The filamp the faces of men, women and
children sitting inside the gurudwara, and on tffetes, there are markers of
psychological distress and the ensuing traumaniémbers of that group were so
shocked and petrified that none of them were spegaki each other, and they were

not even able to weep. The “speechless frightaafrtra” was writ large on their
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faces (Balaev “Trends” 149). Jogi tried to insthéidence in them, telling them
they must defend themselves. Many of them wereedygmsive about the proposal
since they held that such a small group of unaramltians might not be able to
stand their ground if a violent and angry mob &italcthem with weapons. Jogi
further told them that waiting to be killed was th@y other alternative unless, as a
group, they mobilised and defended themselves. Mekvenany among the group
who were physically distraught and emotionally tmatised were so weak that they
were not even able to flee to safer locations. Tdidynot know the reason why they
were targeted. However, some youths volunteergaddi@ct their locality and
decided to appoint men in different places on thees The spiritual ambience of
the Gurudwara had a calming effect, and they eaqagpgbemselves to face any

eventuality.

Rawinder came to the gurudwara looking for Jogt,the inmates were
reluctant to open the door. Previous instancesabénce amplify fear and distrust.
Jogi opened the door, but he did not trust anybleeasked Rawinder whether he
was accompanied by someone else. Trauma creagepgaystem in which mutual
trust is eroded, and the responses become mech@ti@amock et al. 1751). That
Jogi could be suspicious of his intentions shodRad@inder, and he asked him how
he could harbour such thoughts about his bestdridogi explained to him that the
rioters had killed his brother-in-law, and it wag ttmotional shock and the ensuing
trauma which made him behave in such a manner.rRiawviold Jogi that the whole
of Delhi would be destroyed and asked him to paslkhblongings. He assured Jogi

that he would take him and his family in his officvehicle to a safer location. He
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planned to take Jogi’s family to Mohali, a townszo to Punjab, from where they
could escape to Punjab. He also told Jogi thalatlveand-order machinery might
not come to their rescue because orders came fenop, and all the names who
were identified as Sikhs and marked on the lishuhe letter S would be targeted in

the next three days.

What makes this film unique is that it is not jadilm about communal
violence and helplessness of the victims, but alBlm about communal amity and
sacrifice. Jogi's refusal to escape with his famefjects his willingness to sacrifice
his personal needs for the sake of the greater gbthee community. Jogi told
Rawinder that he could not and would not leave metkhe likes of Gurvinder, who
had taken the painful decision of cutting his stias and making him wear the
clothes of a girl to disguise his gender identitygave their loved oneddg

00:22:52-58).

Flashbulb memory is a symptom of trauma (Hirstle591). Unlike
narrative memory, traumatic memory is static atetdi. Jogi, despite his bravery,
also suffered from trauma, and it manifested insyraptoms mentioned above. The
painful sights he witnessed while on the bus caomthto surface in his memory.
That he was called a terrorist and some peoplgisyant that he had wronged them
by being a Sikh were two experiences which werglgadisturbing for him. The
modalities of physical violence and psychologicature might be different.
However, the impact of both could be disturbing andettling, albeit in different

ways, as is seen in the case of Jogi.
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In many countries with a rich religious heritagepple turn to spirituality in
times of crisis. Prayer may have a cathartic etfsctar as these traumatised
individuals are concerned. Postcolonial traumarieeolike Visser have
systematically recorded the role of spiritualitglapiritual practices in aiding the
process of healing (“Decolonizing Trauma TheoryORSogi felt relieved after
offering his prayers, and he and Rawinder prepareetailed plan to save all the
Sikhs in the locality. They decided to arrangeuahkrto transport these people safely.
Nevertheless, Jogi knew that with his turban aheomarkers of his religious
identity, he might not be safe even in a policeideldriven by a policeman. He
decided to remove his turban and cut his hairtlege decisions were harrowing
because, as a Sikh, he knew the importance otitbart andeshin his religion.
When he cut the first lock of his hair, he was fled with memories of the religious
initiation ceremony in his childhood. On that dag, wore the turban for the first
time in the presence of his elders. In due cotlhgeturban and other markers of
faith became an integral part of his identity. Adesvout Sikh, erasing markers of
faith and culture was a traumatising experiencéiior. In these scenes, the director
uses cross-cutting and parallel editing to juxtapbe peace and tranquillity in the
past with the violence and trauma of the presenlobi's mind, the colourful
memories of childhood and the desaturated imag#gegiresent flickered
simultaneously, and this intensified his grief. Theector uses music with a slow
tempo, low pitch, and slow tone to suggest thensitg of Jogi's trauma. The slow
pace of this scene is another technique that tieetdr uses to convey the deep
sorrow and melancholy of the victims. The women waw Jogi without his turban

were shocked and traumatised, and the directoralsss-up shots to convey their
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emotional states. Jogi's father tried to consaenbman, saying that Jogi's act did
not constitute a sin since he did what he did @ she lives of others, and hence, it

was an act of bravery and sacrifice.

Rawinder and Jogi went out at night to meet theitual friend, Kaleem
Ansari, who had many trucks. Even at night, theettwas burning, and the
wreckage and debris were seen everywhere. Theslemnee pervading the whole
street at night reflects the prevailing sombre mddeem Ansari, though not a
Sikh himself, knew about the importancekethand turban in the Sikh religion. He
could not believe Jogi did what he did and strugdteidentify Jogi without the
markers of his faith. He rebuked Rawinder forifglto stop Jogi from taking such
drastic steps. However, Kaleem Ansari later redltbat concealing the markers of
one's religious identity was a prerequisite fovswal at a time of religious
polarisation. After listening to the detailed testny of Jogi about the violence and
victimisation, Kaleem Ansari and his sister wersodraumatised. Trauma has
horizontal mobility, and listening to the traumasoineone may vicariously
traumatise an empathetic listener, as illustratethis scene. Kaleem Ansari gave
them a truck to transport Sikhs to the safety ofj@u However, using a truck was
very risky since the rioters who had already bthnte trucks might target their
truck as well. The only way to ensure the safettheftruck was to make it look like
a truck used by the rioters to transport weapodsaammunition. Kaleem Ansari
arranged for some mechanics to partition the tsuobmpartment into two halves.
The plan was that the people would be carriederidiver compartment, and the

upper compartment would be filled with weaponghé rioters inspect the truck,
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they could argue that they were also rioters cagyeapons and inflammable
substances. There was also a tiny window througbhadogi could communicate

with those in the truck.

A different kind of community was formed in the¢ku The passengers were
selected based on their gender, age and physigditmm. On the first trip, they
permitted only the elders and kids to enter thekirRioters did not spare even
women, children and the elderly. They were eagyetarfor the rioters. The urgency
of the Sikhs when asked to enter the truck betifagis fear and insecurity. Elders
did not want to part with their young children, aheé pain of separation from the
rest of the family was reflected on their facessTit a scene which captures intense
emotions. The intensity of their grief is depictedhe film through close-up shots.
Jogi volunteered to drive the truck, and Rawindea@ala asked him to drive the
truck behind his police car, hoping no rioter wodate to stop a police vehicle.
Women and kids panicked when the truck started ngpsince those in the lower
compartment were not able to see what was happenisgle the truck. Whenever
the truck halted for one reason or another, theygwbocked since they suspected

that the rioters would find them and kill them.

Foucault introduced the concepthadterotopiato describe those spaces with
an added meaning in addition to the apparent mgd@aR). These spaces may be
social, institutional, cultural or discursive. Thane also enormous, deranging and
sometimes transforming. They could constitute @espéthin a space or a sphere
within a sphere. He defined crisis heterotopia sgace occupied by individuals and

communities facing a severe crisis. In the films #pecially designed truck
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functions like a space that may be described aisia beterotopia. Unlike the
outside world, it was a different kind of spacehdifferent rules. It was a space
between life and death in the sense that the irspdteugh alive, would face death
at any time. Occupying such an in-between spaceaviisimatic experience. While
inside the truck, it was as though they were tdkemnew space where time and
space felt frozen and needed to be reimaginedtriick was always on the move,
but since there was no window, the inmates dicknotv whether the truck was
moving in the right direction, since human beingald understand movement only
in relational terms. Time was also frozen withia tompartment since light did not
enter the cabin, so they could not guess the flilne.heterotopic space of the truck
also serves as a metaphor for the predicameneddith community, who felt

trapped and suffocated while living in Delhi durithg riots.

The state of frailty that the Sikhs in the truck&rerin might be considered a
microcosmic representation of the precarious cadif Sikhs in the streets of
Delhi, where the Sikhs were systematically targ@tedctober 1984. The director
has paid attention even to minute details whilerafiting to depict the subtle layers
of trauma. One incident worth mentioning in thigaed is the one in which an infant
inside the truck started crying, and all the pageespanicked since they all knew
they were traversing a narrow line between life dedth. Death felt so close, and
they were clinging to life as hard as they coullde Thood of uncertainty that
prevailed in the truck was physically and emotigndtaining and, hence,
traumatising. The director uses a bird's-eye vieot £0 depict the violence in the

street and then uses mid-shot and close-up shdegpiot the angst of the passengers



Jouhar 164

inside the truck. This juxtaposition is suggessuge there is a direct correlation

between what was happening outside and what wasehay inside.

The film depicts the systematic ways in which rileés were planned and
executed. The rioters had bought all the fuel ftbenpetrol pumps to burn down
houses and buildings on the one hand, and on ktee, @t was done to foil the
attempts of the Sikhs to flee in some random vekiclThe workers at the petrol
pump told Jogi that all the fuel was transported teearby warehouse, which the
rioters used as a base camp. It was also repdrdedejpal Arora, the local political
leader with considerable political clout, was irade of the base camp. It was from
this camp that weapons were distributed to alridters in East Delhi. Running out

of options, Rawinder and Jogi drove the truck ®liase camp in Geeta Nagar.

The film offers a detailed overview of the basmpaof the rioters. Jogi and
Rawinder were able to enter the camp, and whatsheythere terrified them. There
were swords, kerosene, bombs and other weaponsh wigre enough to destroy
Delhi. That the police officer's presence did nugettle the rioters is a clear
indication of the complicity of some police persehwho joined hands with the
rioters. When Rawinder introduced himself as aircefffrom Trilokpuri police
station, he was asked how many weapons he neededhdrer told them they had
already loaded their truck with weapons and onkdeel fuel. The people at the
camp offered them ten canisters of diesel evengihdloey demanded only eight,

since they wanted to ensure that there would nanlyeshortages.

The fact that even the babies on the truck wdtedestarve serves as a stark

reminder of the harrowing predicament of this gra@ptting a cup of milk from
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that camp for an infant was more difficult thantopgt diesel. Jogi's willingness to
risk his life to help that baby is a testimony te humanity, and this film makes a
clear statement that even though violence may raekeary men and women
victims, some of them might still emerge as herdegi handed the milk bottle to
the mother in the lower compartment of the trudke Tove, warmth and care inside
the truck are juxtaposed with violence, fear anmdubinside the camp. The scene
symbolically shows that humanity thrives despitdlad challenges. This scene
illustrates the lasting impact of violence on irtGarChildren are the most vulnerable
group during the outbreak of violence owing to thatk of agency and limited

mobility.

Tejpal Arora is the councillor of the Trilokpuri gstituency in Delhi, and he
is one of the villains whose story is depicted aétadl in the film. It is to be noted
that this political leader has two faces. The fnsé is shown in his interaction with
his granddaughter, where he appears to be lovidgarnng. The other face is
shown in his avatar as a political leader, wheragyeears as an unscrupulous leader
hungry for power. In his interactions with the peliofficer via phone, he appears as
a megalomaniac thirsty for blood and vengeancewékethe one who gave
instructions to the police to ignore the pleashef ¥ictims and to assist the
perpetrators. He used the riot to consolidate twggp and position within the
organisation. He hoped that for his service, heldvbe duly rewarded and might be
given a ticket to contest the upcoming assemblispdhe film does not portray
perpetrators as one-dimensional figures devoidhgfraumanity. What is shocking is

that even Tejpal was otherwise an ordinary persadihg a happy family life with
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his grandchildren. Tejpal Arora asked Rawinder wWieySikhs in the areas of the
streets allotted to him had not been killed alreddjpal later grew suspicious of
Rawinder after another police officer from the sgyobce station, Lali Katiyal,
reported that lane number six, under Rawinder'sgehanight not be affected by the
riot. Arora gave Rawinder the coordinates of lanmhber six, asked him to raze it to
the ground, and assured him that he would be @wharded. It was almost as if he
was inviting Rawinder to be a part of the game @ty other police officers for
the reward that Tejpal offered in return for eadh illed. He was also reminded
that their time was limited since the army wouldch#ed upon at any time. The
implication was that the army as a professional mmght not be partisan, and it
would be impossible to act with impunity after #meny took charge of the situation.
The offer was that the more Sikhs one killed, treerbounty and rewards one
would get. Amassing easy money was one of themotésations of some of the

rioters.

Rawinder had to execute the orders from the pd@iti or else he would
grow suspicious, and their plan of saving the Sikinght be thwarted. Rawinder
realised that he had to burn down lane numberrgiredy to create an impression
that he was also part of the plot. When he askgtdtdassist him in burning the
street, Jogi felt agitated and suspected that Basvinder might be working for
Tejpal. It was because of his intense emotionaht@that Jogi grew suspicious of
Rawinder. Many trauma victims suffer from a lackrofst, and this often strains
relationships (Hammock et al. 1751). It was attter Sikh elders convinced him that

there were no other options before them that Jegded to assist Rawinder in
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burning down the street. When the elders instruttteth to go and burn down all
their houses, women who overheard this conversataid not control their
emotions Jogi00:50:22-24). Riots adversely affect the mateealsity of the
targeted groups. All the more alarming for thesenwo was that there would not be
a home or street to which they could return |despite all these developments, the
elders held that Sikhs would rise from the ashesna@ogi 00:50:35-37). The

elders are here referring to the violence duringitfan. The Sikh community
suffered greatly in the violence during and aftartiéon, yet they never gave up.
Violence in the present reawakens memory aboutitience in the past, and the
members of the community experience trauma asditiep or as a re-emergence

of pain and grief.

Song sequences serve as an effective tool for gomyé&auma in cinema
(Waterhouse-Watson and Brow 1). The sondagi captures the intensity of the
victims' emotions. It is highly suggestive and eatoe. The melancholy tempo
makes the spectator experience trauma. The baakgiresuals of this song consist
of charred dead bodies, debris, and embers stitlibg. The lyrics of this song are
in the form of a prayer, encapsulating hope andlrating the spirit of resilience

(Jogi00:51:35-47).

Jogi and Rawinder burnt the street down with apéeart. When Jogi saw
the name board of the house of Harpal Singh, hefghb since the traumatic
memory of seeing his dead body kept haunting hird,the memories of pain were
interwoven with the older recollections of sharegbiness and warmth. The

uncalled-for flashback and the reexperiencing efghst as though the events were
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occurring in the present are significant symptoifiisauma. The extreme close-up

shot of his eyes captures the intensity of hisnvau

The film demonstrates the gross misuse of diffeirestitutions by the
rioters. Their truck was stopped at a toll bootKatnal. The man at the booth
insisted that the truck would be allowed to pady drihey produced a challan
signed by his boss sitting inside the room. Thatitheof this officer is not revealed.
In the film, there are many instances in whichhigh-ranking officers’ power is
felt, but their identity is withheld. They were agatopped at another checkpoint,
and the man in charge told Rawinder that only hédcpass, and the truck might be
allowed to pass only if they produced a challanly®is boss inside had the
authority to sign the challan. When Rawinder denedrah explanation, he told him
that on the last day, they caught a truck withecgdly designed cabin in which
they were carrying Sikhs. Jogi opened the trunewad them the weapons and tried
to convince them that they were rioters, but the cteecking the truck grew
suspicious when they saw the canisters containagsget The passengers found
themselves in a space between life and death hamdricertainty over their survival
was a traumatic experience for them. The rioteestially discovered the men and
women hiding inside, and they were almost caughtas Rawinder's courage and
intervention that saved their lives. The news Huahe Sikhs were escaping to
Punjab spread, and Inspector Lali Katiyal repottesito Tejpal. Despite all these
developments, Jogi was able to drive them to thHaifRunjab border. Many
officers of the Punjab Police welcomed them tostag¢e and took them to the newly

set-up refugee camp. When they saw the predicaofi¢né inmates in that camp,
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their shared intergenerational memory of Partiaod the mindless violence on that

day resurfaced.

One technique the director uses to provide theg/'stoontext is incorporating
news footage. In the news telecast shown in the filis reported that violence had
erupted all over the country after the assassinatighe then-Prime Minister of
India. The reports also mentioned the attack ondaxers in Delhi since many of
them were Sikhs. The film stresses that the meeadowitness to violence, and this

archival footage could vividly tell the riot's syor

The Anti-Sikh Riots in 1984 lasted for three dagithough violence erupted
in certain regions beyond that period. Riots erdijpte the evening of 31 October
1984 and continued unabated until 3 November. Timy @ventually took control of
the situation, and the riot came to an end. Theimids most intense form was
reported on the first three days of November. Tinectbr has divided the film into
three parts named after these days to presenthrdrac picture of the riot. This
technique is very effective because the spectaioicompare and contrast the
different modalities of violence on different day#is technique also helps the

director to communicate the repetitive nature efakicle of violence.

At the beginning of the second part, the localnmlior Arora, who was in
charge of orchestrating and coordinating the iiothe Trilokpuri area, was seen
playing with his granddaughter. The way he condbslaily routine, as though
everything were normal at a time when his men araihg the city down, reveals
his apathy and deep complicity. However, despsgadie in the violence, he appears

to be a man leading a happy family life. The filoed not caricature the victims or
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the perpetrators; instead, it showcases the shades of grey in both. Tejpal is seen
playing with his daughter at home and instructirgyfbot soldiers. The implication
is that for Tejpal, riots seem to be a game byratieans. That he can switch the

two roles so easily supports this assumption.

The police officers came to his house to updatedbout the riots. Lali
presented a detailed report to him about violemcedestruction, and proudly
handed over the list of the Sikhs who were murdeReavinder, who accompanied
Lali, was asked questions about the area allottéuinh, and he replied that he had
already burnt down lane number six. Unsatisfiedhlie extent of violence, Tejpal
asked him to explain the reason why only three dxalies were found there.
Rawinder tried to cook up a story as he knew tkeatduld not complete his mission
of saving the remaining Sikhs if he could not wirora's trust. He told him that
though some Sikhs escaped, he was able to buikhse he found there alive. Lali
rebutted these claims, telling Arora that eventlinee dead bodies found in lane
number six were actually from lane number twentg-tArora told them that those
who tried to block his way would face severe congeges. He told Rawinder that
his only mission was to kill Joginder, also knovenJagi, a leader of the Sikhs in
lane number six. He threatened Rawinder that didenot comply, the rioters would

target his house as welldgi 01:07:57-59).

The irony of the situation is that Jogi, Rawindad Lali were childhood
friends. The reason why Lali turned from a friendatfoe is presented in a brief
subplot in the film. While returning to the polimep after meeting Arora, Rawinder

told Lali that Jogi was his best friend and thatwweild not spare anyone who dared
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to lay a hand on Jogi (01:09:04—-06). The fact thate were many morally upright
policemen like Rawinder who risked their lives &wae human lives is highlighted in
the film. Lali considered it a challenge to catdud &ill Jogi, and it is suggested that
Lali also had a personal motive for targeting Jblg.ordered his deputies to cordon
off lane number six and the entire Trilokpuri ate@nsure that the remaining Sikhs
did not escape. The smug smile on his face whdamphg genocidal violence
betrays his deep-felt anger and hatred towardssSikgeneral and Jogi in

particular.

As a result of these new developments, transpottieagemaining Sikhs to
Mohali safely became very challenging. Jogi, Kalemari, and Rawinder
brainstormed to find a way out, and they reachecctinclusion that using the same
truck might be risky since the truck's registratmmmber was already known. Jogi
suspected that Lali was using the pretext of thieto settle his personal scores with
him. He decided to meet Lali in person, but he stapped by the other two for fear
that he would be targeted and killed. Rawinder toid that the situation was so
tense that Arora threatened him that his family Mydae targeted if he did not
comply. Jogi asked Rawinder to go and save hislyaand he, with Kaleem Ansari,
would make arrangements to save the remaining SBdith were emotionally
drained, and their frustration boiled over, leadinglisagreements. Trauma often
leads to the disturbance of one's emotional equihiy, as illustrated by the
responses of Jogi and Rawinder. Both of them weable to speak and share what
they felt, owing to the intensity of their traunfdneir helplessness and hopelessness

were visible on their faces.
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Rawinder came up with a strategy to mislead tHe@and the leader. He
told Tejpal Arora that all the Sikhs were in theri®y gurudwara, and he also added
that he had decided to reveal this informationféar that his family would come
under attack if he did not comply with the ordéts.requested all the police
personnel in the area to be sent there, and Ansteuicted Lali and the police
officers to act according to the new plan. Thegmteam surrounded the gurudwara
and saw many shoes and slippers outside, but begreéalised they were fooled
because no one was inside. Lali suspected Rawiradeplanned the entire
operation so that the Sikhs could escape usinffjexeht route. He warned
Rawinder that he would have to pay a heavy pricd,has action had put his life and

the lives of the members of his family at risk.

It is later revealed that the Sikhs were shiftethe safety of a nearby
mosque, where they were given food and water. Tilwvasea nearbglargah which
gave them added cover. Nevertheless, Lali, beiaghiidhood friend of both
Rawinder and Kaleem Ansari, suspected that thesSikght be hiding there and
came to the place looking for them. Just beforeathgal of the police, Kaleem
Ansari was able to shift the Sikhs to a new locatithey escaped through the back
door but were chased by the police. They had awaescape when a burning

transformer and an electric post fell, blocking weey of the police officers.

After the most significant events, the director le®rporated radio news
footage to offer detailed commentary on violendge fiews on the radio covered the
violence in different parts of Delhi. It was alsvealed that there were people in the

higher-ups who gave orders to Tejpal Arora, who aray in charge of a small area
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in Delhi. Tejpal was informed that the job mustdoenpleted quickly because the
decision had already been taken to send the artietoot-hit areas. He threatened
all the police officers with severe consequenced ihe Sikhs in lane number six
were not found and killed immediately. The politarted patrolling the area with
search dogs. Jogi commented that many rioters @me sfficers were full of hatred
and vendettaJpgi 01:22:51-54). He also wondered why some peopldesuy
turned out to be enemies. He observed that the gangehappened in 1943dgi
01:22:55-58). This is just one of many instanceshich memories about violence
in 1947 merge with the recent memory about theevic in the present. Memory in
general and traumatic memory in particular haveulidirectional nature, as
pointed out by Michele Rothberg in his baddkltidirectional Memory:
Remembering the Holocaust in the Age of Decolaoizathe memory of the past
violence is painful, but the fact that the commumias survived and thrived despite
such experiences also gives them hope. Such amisfti spirit about a better,

brighter future gives the community the spirit e$itience.

Lali Katiyal could locate a wounded, bleeding Ddl&ling in a room. When
he was about to pull the trigger, Jogi stood imieein and asked Lali to kill him
instead. The film then incorporates a flashbacH, tae sub-plot is presented. For
three years, Rawinder, Lali, Jogi and Kaleem Ansare good friends, and at that
time, Jogi fell in love with Lali's sister, KamadjeKaur. She got pregnant and, out of
shame, committed suicide. After this incident, ltedld a grudge against Jogi. The
plot returns to the present. Lali told Jogi tha $ister died because of him. Jogi said

to him that when she died, he lost his belovedhasahild. Jogi asked Lali to kill
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him and to let the other Sikhs leave. After thevayration, Lali felt remorseful and
started shedding tears. Tears had a cathartid effelcim, and he felt relieved. It is
revealed that it was his past trauma, emanating the loss of his sister, that made
him violent. Trauma, in some instances, may tuenMictim into a victimiser. The
violence that they display might be part of theiempts to reclaim the agency that

they felt they had lost because of the traumata@gevent.

The final part of the film is titled Day 3. In thpart, the Sikhs struggled to
find a place to hide safely. Since the rioters @nedpolice were searching the entire
area, there was no place for the Sikhs to hidea# at this point that they decided to
take these Sikhs to the underground lock-up irptliee station, which was empty
since all the criminals had been sent out with weago take part in the riot. The
place was safe because there was a separateesgcaeice through which they
could enter and exit. Kaleem Ansari was left inrgeaof the Sikhs inside the lock-
up, and Rawinder and Jogi rushed out to save thieahyonvounded Daler. Heer, his
widowed sister, pleaded with Jogi not to lea¥egi 01:40:32—-35). Because of her
trauma, she felt vulnerable, and a sense of inggdwunted her. Unable to
verbalise her emotion, she expressed her traurnaghrvisceral responses. She

hugged Jogi and clung to him with tears in her eyes

The film celebrates human willpower and the williegs to sacrifice one's
life for the common good. Daler, who was severejyried, asked the rest of the
group to leave him behind because he held thag thas no point in endangering
the lives of all the others for the sake of sa\higylife. The rioters spotted Daler

lying on the floor, and they showed him no mercg atuck a towel inside his
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mouth. The bleeding body of Daler, who was bothbls#o move and to speak,
stands as a metaphor for the predicament of the @iknmunity during the riots. It

is significant that the attackers' identities anénevealed, and their faces are hidden.
A violent mob often consists of a nameless, faseigeup whose identity is
concealed, and this anonymity saves them from pumest when the courts later

take up the matter.

The Sikhs inside the lock-up felt disturbed sidogi did not return after
many hours. The uncertainty and the ensuing anxmggther with the fear of
violence and victimisation, were traumatising foedse people. That they were
occupying a space between life and death unsettad. The lock-up might be
considered a different kind of heterotopia. Theerig carried Jogi and Rawinder
with them, and they were pushed out of the trutie $ikhs inside the lock-up could
hear the sound of these two writhing in pain. Thveye surrounded by Tejpal Arora
and many police officers, and Tejpal tried to tedggi by saying that the lives of
Jogi and the members of his family would be sp#rkd shared the details of the
hiding place of the other Sikhs. Tejpal revealedrhotive for orchestrating
violence. He hoped that if he could impress thddeswith his work, he would be
given a ticket to compete in the next election.até® added that his success would
be measured in violence and destruction. Whenrédgsed to disclose the details
about the Sikhs who were in hiding, he was tortdvether. Then, they tried to
psychologically manipulate Rawinder, telling himdteuld prioritise his life since
his friendship would last only if Jogi stayed aliViewas a veiled threat that they

would not hesitate to kill him after killing JogWhen they were unable to get any
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response from these two, Tejpal grabbed a polioe ghwt at and instantly killed
Daler, who was already injured. When an enragedtded to attack Tejpal, two
rioters whose faces were covered with a towel caligih and held him. Jogi
received a bullet in his chest and collapsed orfltioe. Seeing this, his sister, Heer,
cried out loudly, and her cries gave away the locatf the hiding place. Tejpal had
a smug smile on his face when he realised thatetimaining Sikhs could be dealt
with in no time, and he ordered his foot soldiersid their job with their bombs and
cans of petrol. Then, he drove away in a car witleacon light. The use of a vehicle
with a beacon light by a rioter indicates the gnossuse of power by many

criminals who orchestrated the riot.

The climax of the film contains many tense scesfasolence. The rioters
locked the basement from outside and poured p&tfoen they lit the fire,
somebody extinguished it. It is later revealed thatarmy had been deployed in
riot-hit areas, and it was Lali who brought theitarly to this spot to save Jogi. The
offscreen narration in this scene consists of araews telecast, according to
which, since the magnitude of the riot overburdetiedpolice force, the army was
assigned the law-and-order duty. The military esebthe Sikhs out of the lock-up.
Rawinder told Jogi that they were able to saveybaty's life, but Jogi, since he

was mortally wounded, fell on the floor unconscious

The film's last scene is a celebration of thdtspf resilience. In the
background, lines from a Sikh prayer are chantede&m Ansari handed over the
turban to Heer, and she placed it on Jogi’s hehis. i§ a scene of cultural assertion,

and it emphasises the refusal of the communityaseetheir religious identity and
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cultural memory. Close-up shots and non-diegetisioare techniques used in this
scene to depict trauma. The film ends with a messaat “in the toughest of times,

it is the spirit of friendship, togetherness an@dthat lives on”Jogi 01:52:37-44).

Another noted film on the Anti-Sikh Riots in Deihi 1984 isAmuy which
won critical acclaim for its bold portrayal of tkarious shades and dimensions of
one of the gruesome and bloody riots in the histdipdependent India. In 2005,
the film was featured at the Berlin Film Festivatldhe Toronto International Film

Festival. It was awarded the National Film Award Best Feature Film in English.

The film looks at riots from multiple vantage pansuch as those of the
victims, perpetrators and bystanders. It visuadlpidts the role of violence and the
ensuing trauma in the shaping of individual andextive identities. The film
revisits a past episode and demonstrates the eultigys in which the legacy of the
past structures the realities of the present. Mimedrgues that attempts to repress

the memories of the wounds of the past may notredealing process.

The plot of the film revolves around Kajori Roysalknown as Kaju, who
migrated to the United States with her adopted eradhan early age. After her
graduation, at age twenty-one, she returned to&igre town, Delhi, to explore
India. As she learns more about her roots, shercedl to confront the bitter
episodes in the history of a community she wasragfaHer role eventually

changes from that of a critical outsider to thahofaffected insider.

At the beginning of the film, the camera pans ssaidelhi in detail. The
physical location is an integral part of this fénglot and design. The capital of

Delhi has many contradictions and differencespge@iple living in Delhi have
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largely co-existed peacefully. Nevertheless, dutiregoutbreak of riots, which Delhi
witnessed during and after Partition, the fauk$érmlong communal and cultural
lines came to the foreground, and the dark undigrbéthe city came to the
limelight. The city of Delhi is presented as a mspectator to the different

outbreaks of violence.

The town is presented through Kaju's perspectifie.c®uld offer a detached
perspective because she is an outsider. Sittitigeicar, Kaju looks curiously at the
people and places. What is remarkable about theilmgpecenes is the use of jump
cuts. This editing technique creates a jarringotféad prevents the spectator's
identification with these scenes. The director expéhe viewer to approach the film
from a critical point of view, and techniques likenp cuts serve this end. The jump
cuts also serve as a metaphor for the discontinandslisjointed memory of the

protagonist, on which the film is mainly based.

Kaju's preoccupation with recording everything amera is significant. The
camera and the recordings serve as a prosthetiorgdor Kaju, who is troubled
by her past but is unable to recollect and proitetiss her childhood trauma that
makes her preoccupied with her memory. Remembaridgorgetting may
influence how one imagines and conceptualises aeity. In the case of Kaju,
she cannot remember her childhood days, whichedleaprofound identity crisis.
She attempts to reconstruct her lost memory ardineter identity by recording
the places and people around her with her vidececanshe hopes that these

recordings will function as a prosthetic surrogate.
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When placed against the backdrop of the themagioquupations of the
entire film, some of the events in the opening scssume added significance. The
filmmaker leaves many subtle hints of Kaju's tr@aabpast and her trauma at the
beginning of the film itself. One such instance wes mixed emotions on Kaju's
face when a hawker in the street said that he bladiens for everythingAmu
00:02:10-12). She had contradictory feelings aftaching India, and she describes
things in India as “crazy and real” at the sameet{gmu00:02:56-58). Having such
contradictory emotions is a symptom of trauma. Kajknowledged her inner
turmoil when she said, “Something tugs at me daesplé” Amu00:03:13-15).

Kaju struggled to identify the source of her trausnd was perplexed by her deep
psychological distress despite having a stable@tiggstem. This predicament can
be best understood in the light of the observatmesented by Cathy Caruth in her
book Trauma: Explorations in Memorghe argues that “the traumatised, we might
say, carry an impossible history within them. Gmtibecome themselves the
symptom of a history that they cannot entirely pgssand thus which possesses
them” (“Introduction” 5). The identity of Kaju arttie people around her was
shaped by a history she had not yet accessed aedstiood. However, the legacy of
that historical event continues to shape the mbeéslof her everyday interactions,
and her state of uncertainty and rootlessnessysw@tom of the deep fissures in

history.

The fact that she paid a visit to the Golden Tenagl@art of her trip to
discover India is very significant. The army opg&naton the premises of this holy

site is an episode that is etched in the memotleikh community. The
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disturbing and troubling memories of Operation B&iar serve as the chosen
trauma for many of the members of the Sikh comnyunitndia and elsewhere.
Since her trauma is linked to religious polarisatamd the ensuing violence, the film
seems to suggest that turning to religion andatses may expedite her healing.
Within postcolonial countries like India, the pati@hof religion and spirituality in
healing individuals and communities is high. Poste@l trauma theorists hold that
faith gives victims resilience and hope. In hercéet‘Decolonizing Trauma Theory:
Retrospect and Prospects”, Irene Visser arguesdhaspectful and nuanced
conceptualisation of religious and spiritual modéaddressing trauma is needed”
within the context of postcolonial societies (280ju's visit to the Golden Temple
has immense significance. Kaju, as an expatriaiegiin the West, did not know
much about the conventions and rituals associatidtie temple. The scene in
which the seer in the temple asks her to covehagris the first instance in which
she embraces the rituals of the faith to whichtsflenged, yet was unaware of it,
owing to her early adoption by an upper-class Hiwdman who took her to the
United States at an early age. The image of Kayerwog her hair and, by doing so,
embracing her Sikh roots, assumes added signicasthe plot unfolds. During
the riots, the members of the community were fotoeide or erase the visible

markers of their faith and culture.

The theme of the relationship between memory aedtity is delineated in
the opening scenes of the film. Amu felt that slas walking down memory lane as
she returned to her village. However, owing touhetegrated nature of traumatic

memory, she was unable to process her memoriescdrgention that “I wish |
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could remember something” illustrates her predigan®mu00:05:56-59).
Michelle Balaev’'s postulation that “traumatic mema abnormal and lacks the
narrative necessary to integrate it into the psyblest explains Kaju’'s predicament

(360).

Kaju was more comfortable with children, and thiotige games she played
with them, she tried connecting the dots to reimadier childhood and to relive her
childhood joys, which she had lost owing to the.r&ome of her innocuous choices
have profound significance. A case in point is Kajlying agulaaakor a money
box from the street vendor. Like the cameras shaya carries, thgulaaakalso
serves as a container. She cannot contain or store her memories within herself; she is

constantly looking for an external container thert old her memories.

Kaju's exploration of the physical space coincidéhl her attempts to
explore her inner self. The development of herti@iahip with Kabir Sehgal helps
her find answers to many questions that had lirggréer mind. Later in the plot, it
is revealed that both the families of Kaju and Kalere affected by the anti-Sikh
riots, albeit in different contexts and degreeshéligh Kaju and Kabir were initially
unaware of the gravity of the historical event &sdole in their lives, they
gradually discovered how they were part of theudihg episodes in the country's
history. Kabir initially mistook Kaju for just anleér tourist from Los Angeles who
was in India for sightseeing. He asked her whesherwas “exploring the ancient
India, the exotic India, the spiritual Indiaru00:10:26—-28). She replied that she
“wanted to know all of India, the real IndiaAhu00:10:29-30). She further

explained to Kabir, “I just want to know all of liedbecause it is a part of who | am”
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(Amu00:10:47-50). As someone experiencing deep psyglualodistress, Kaju felt
compelled to reconstruct and reimagine her idebttyeconnecting and
restabilising ties to her native land. She hoped ier explorations of the land of

her birth would help her discover her true identity

The film leaves subtle hints throughout the navetilrhe technique of
foreshadowing is used to evoke specific memoriglsséates. For instance, when
Kaju tried to catch a bus to visit her foster motheld college, she could not enter
it because it was crowded. This was one of the nvastgnces in her life in which
she experienced exclusion both physically and pdggically. This episode

evocatively symbolises Kaju's difficult predicament

It is significant that Kaju feels more at homelie tompany of the poor and
the oppressed. One day, she paid a visit to & leashop and metdabbawala
Mr Balbir. Her visit to Balbir's house and eventoahgling with his wife and kids

brought back memories of the place she had leftyaung age.

The director sheds light on the complex socio-maitlandscape of Delhi
throughout the film. On her way to Balbir's housaju saw some people protesting
against what they perceived as a police state.dd@se alludes to the failure of the
state establishment and the apathy of many of tiwaeewere in charge, which
added to the intensity of the suffering of the pepmcluding the victims of the

1984 riots.

Kaju saw the photograph of a Sikh man hangincghenatall inside Balbir’s
house. As this photograph suggests, most men antewd@rom all communities

preferred peace and harmony. Communal violencecaminunal riots were
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designed and executed by vested interest groupte Wfintheir way home, Kaju
and Kabir lost their way, and they wandered aldmgrtarrow lanes. The narrow
streets in the gully are likened to the complextayof Kaju's memory. She lost her
way and found it challenging to find the path leadio her house. This incident
carries symbolic significance as it alludes tos$teuggle to discover her true
identity. As she stood near a small house in thly,ggome of her memories
resurfaced. As a result of the resurfacing of tharhatic memory, she became
emotionally distraught. However, she could neitlnaderstand her emotional state

nor describe it to Kabir, with whom she had devetbpn emotional connection.

The shot selection and the shaking of visuals ogescare techniques used
in these scenes to convey the protagonist's msiméss and strain. The brilliant
lighting depicts her loneliness and alienation. Troat light highlights her face to
communicate her deep-felt anguish. The dark backgteymbolises her

inaccessible, repressed memories.

Kaju shivered in her sleep since she had strangiirding dreams. Frequent
nightmares and the inability to sleep are two symys of her psychological trauma.
The background score in the film also evokes thena of the protagonist. The use
of silence is also suggestive of psychologicalrdss in the film. Kaju also showed
withdrawal symptoms, as illustrated by her unwgless and unpreparedness to
join the exercise session with her cousin TukiTAki observed, after her trip to the
slum, Kaju was withdrawn and disturbed mentallyjukaade many references to

Chandan Hola in her conversation with Tuki, andgrenccupation with that place
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suggests that her last trip to the colony functibas a trigger that brought back

some of her repressed memories.

The role of Kabir keeps changing throughout the.{abir's acting career
and his interest in reading made him a person whaliing to listen to the stories
of others. His initial apathy towards Kaju, stemgifrom his assumption that she
was a privileged Westerner, changed when he leahatdaju was an orphan. He
eventually became Kaju's empathetic companion. KaguKabir that she was born
poorer than the children in the slum and grew ug willage without electricity and
tap water. She went on to explain to him that she teld that her birth parents died
in a malaria epidemic, which resulted in the deditbveryone in that village. She
added that she was adopted later, and her adapbtieer took her to the United
States at a very young age. After listening to kKaparration about her traumatic
past, Kabir was emotionally moved. He offered hkeartfelt apology for the way
he had previously treated her. His deep regretomaseyed through the inflexions
in his voice and his body language. The empathtyhtedelt for Kaju further

deepened his bond with her.

The plot of the film takes an unexpected turn whenadoptive mother,
Keya Roy, arrives from the United States. After finax-year-long stay in a foreign
country, she returned to India to be back withfherily. It is also suggested that
Keya was apprehensive of the possibility of Kayigst to Delhi reawakening some
of her suppressed memories about her traumatidheiold. Keya had already
noticed in Kaju some of the symptoms of traumahsasgher inability to form

lasting relationships. She thought that Kaju miglet better if she developed her
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relationship with Kabir further. When she askedKajhether she liked Kabir, she
replied that she did not want to meet him agaim00:30:11-15). Distraught and
disillusioned, Keya observed that “every time a gays close to you, you just back
off” (Amu00:30:14-16). Moreover, she advised her not tacheesl. Her inability to
form lasting relationships may be attributed to ¢tt@tdhood trauma. Keya tried to
give her confidence, telling Amu, “Darling, do rm# scared”Amu00:30:17-18).
Keya had withheld some information from Kaju totex her from the shock of
confronting reality about some episodes in herdtiubd. Keya was worried that
Kaju's visit to the slums and the suburbs of Dedlght bring back painful
memories. Keya's apprehensions turned out to heateg as illustrated by a later
scene in which Kaju confessed to Kabir that heliexampression of New York as
her place of birth might not be accurate. She sbhighhelp to find out the details
about her birth parents. Kabir accompanied heheaailway station nearby, and the
place brought back some of her repressed mem@&imeshad strange flashbacks,
which is a symptom of being traumatised. The waysthres at the railway tracks
betrays her intense trauma, which remains in hgehesas an unaligned and

unclaimed experience.

The passing of the train compartment serves asapimer for her
exploration of the past. She was often seen stinggb recollect something, yet she
was unable to retrieve it. Standing at the rails&agion, she told Kabir that she
knew that place, yet she could not locate her mmsapatially. Kaju and Kabir
went to the house of Balbir's uncle, who was védy @ learn more about the

people living in the nearby colony. He told theratthis family moved to this new
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slum after thébastior their colony was attacked during the riot, #melhouses there
were set on fire by the rioters in 1984. This s finst reference to the infamous
Anti-Sikh Riots in 1984 in this film. Balbir’s uneldescribed the terrible screams of
the victims of the riots in 1984 in detail. He p@id out that after Indira Gandhi’s
assassination, Sikhs in their locality were systerally targeted. He added that
before the riots, Sikhs comprised more than hathat colony. However, on the
days of rioting in 1984, anyone who had a turbabeard was targeted. He
recollected that during the riots, the whole cityoelhi was burning, and many
Sikhs were attacked, and some were killed. Kajedstabir why the Sikhs were
killed since she, given her status as an expatnatg in New York, had only
limited awareness about the history of the politiethnic and communal violence

in India.

Kaju's attitude and approach towards her life ckdrafter she learned about
the riots and the stories about the riot victimse Secame tense and disturbed, so
she refused to dance with her mother at their eesiel. She had a disturbing
physical and mental sensation, and she told hehenthat she was not feeling well.
This psychological state is another symptom ofrtrauKaju later told her mother
that she felt so sad and depressed after she caknew about the horrible riots in
which the slums in Triloknagar were attacked aricbadire. When Keya realised
that Kaju was trying to find out more about theasiand that it might lead to the
disclosure of some uncomfortable truths, she celdpn the floor since she could

not handle the pressure.
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Kabir was a student with strong political and sbcanmitment, and hence
he wanted to know more about the riots. He askedalther, a senior civil servant,
whether they were in Delhi during the 1984 riots. &lso wanted his father to get
him data about the malaria epidemic in Chandan kol®85 because Kaju told

him that her parents died in the malaria epideimécd.

Kaju met Kabir at his residence on the day of aypé#rwas through her
interaction with other guests that she came to kabewut the details of the riots.
Kaju expressed her shock at the fact that thousainplsople were killed in a riot in
a single city within three days. Then, she addadl‘thot that many people were
killed in 9/11” Amu00:42:44-48). Another guest argued that “it isdyettat they
not know about it. Why project this ugly part oflla” (Amu00:42:48-52). He also
added that “we must have a good image abroadiu00:42:53-54). When Kaju
persisted with her questions, another lady comndethia all these incidents were
part of a very complex history, and one must trgdanect the dots to get a deeper
understanding of the historical incidents. HoweWeju was still profoundly
perturbed by the question, “No matter what the deepuses of this event, or
provocation, how come the cops could not stopititdar three days”Amu
00:43:05-07). They replied to her that the Indiahge system was not as efficient
as the American police system. Another person tispthis claim, stating that the
police were efficient when they arrested 5000 pessmder TADA Amu00:43:22—
27). The professor told Kaju not to listen to hiecause he was an artist. Through
these questions, the film foregrounds instancesrattural violence, which added

to the suffering of the riot victims.
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Stef Crap has argued that discourses on traumagdsadadittle to no attention
to traumatogenic events outside the WPBstsfcolonial Witnessing). In their book
The Empire of Trauma: An Inquiry into the ConditmiVictimhoodDidier Fassin
and Richard Rechtman point out that “trauma—oreawithe social process of the
recognition of persons as traumatised—effectivélyoses its victims. Although
those who promote the concept assert that it ieusal since it is the mark left by
an event, a study reveals tragic disparities inses’ (282). These two observations
best explain the reason for the lack of attentiaia po the 1984 tragedy, which, in
terms of the number of casualties, has a greatgnmuae than the tragedy in the
United States on 9/11. Postcolonial trauma styglieslematise this differential

treatment of tragedies based on their physicalcaitdral locations.

The professor in this film represents the bystasmdéro, despite knowing the
facts, refused to intervene for fear of losing ttipeivileges. Maintaining the
appearance of normalcy seemed more important tpl@éke him than making an
actual intervention to help the affected commumityother episode that illustrates
the mainstream society's lack of interest in th@419ot is the one in which Kabir
searched for a book on the riots in a bookstore hencould not find a single book
on the subject. When he asked the shopkeeperioolaon the riot, he told him that
no book on the topic was available, and the torf@ofoice betrayed the fear the
word riot evoked in him. It is to be noted in th@ntext that many books and films

on the riot came out only after a period of latency

When Kaju asked the professor further about the metold her that a

bureaucrat here, Mr. Sehgal, was in charge ofitigelaring the riots, and that
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officer might be able to answer her queries. Thaession on the face of the wife of
that bureaucrat when she hears the word riot revesal sense of guilt. The shocked
expression on the faces of many others at the pdrén they hear the phrase ‘1984
Riots’ is revealing. They were shocked, yet theyenewilling to acknowledge the
legacy of the riots. They tried to take the atmt@way from the riots by talking
about the lunch that was getting cold. Kaju contedrMr Sehgal, Kabir's father,
regarding his role as a civil servant in 1984. Maded her question by asking her
whether she was the one who was born in Chandaa Hitl later added that it was
because of her that his son had become curioug #imuity's past. He told her that
after checking official documents, in the periodnti@ned by her, no epidemic was
reported in Chandan Hola, and his reply contradiéteya’s narrative that Kaju’s

parents died in an epidemic in that locality.

Kaju's angst about her identity resulting from partial recollection of her
childhood days unsettled her to such an extentstiatost her interest in the finer
things of life, as illustrated by the interactiogtlween Kaju and Keya in the
jewellery shop to which she was taken by her mathvéoost her morale by buying
a few ornaments for her. Keya was disturbed siheeceuld not comprehend why
her daughter was distraught. When Keya asked leeretiison for her being upset,
she asked her, “Why did you tell me that my pareigd in an epidemic in Chandan
Hola?” (Amu00:45:16—-20). Keya repeated the lie and assentddhe said what she
said because it was the truth. Kaju retorted thextet was no such epidemic in 1985.
Keya explained that she got the information abbetapidemic from the adoption

agency. Kaju was very much preoccupied with findieg true identity, so she asked
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her about the details of the agency, to which Keydied that it had been shut down
long ago. Kaju wanted to go through the documeivisngoy the agency, but Keya
told her that all the records were with her gratitfa Returning home, Kaju
searched for the documents and found them in KeyesRrunk. She found out that
her mother had died in Trilok Nagar, and she contéd Keya with this fact. She
also asked her about the death certificate, onlwteetain portions were smudged,
even though she could make out some letters indhees of her biological parents.
Kaju hoped that the death certificate might be fakel in that case, her biological
parents might still be alive. Kaju became so tratised that she was unable to
mingle with the members of her family. She refusetave food, stating that she

was not hungry. Such psychosomatic changes reveahtensity of her trauma.

Trauma has horizontal mobility, and it may get $fanred from a traumatic
subject to an empathetic listener, leading to ¢gmmétion of “vicarious trauma”
(McCann and Pearlman 131). Kaju’s predicament tedis®ed Keya, who confessed
to her brother that she could not carry the buafdruth further and could not cope
anymore. She also confessed that she withheldithlanformation from Kaju
partly because of her fear that Kaju might not ble &0 comprehend the truth and
partly because of her possessiveness towards Keya was feeling scared and was
unable to process her thoughts, which is an indicatf her trauma. She felt
relieved after her brother consoled her, statiag $he had not committed any
mistake. The presence of a sympathetic listeneattaviate one’s psychological

distress. Keya felt relieved after her interactiwith her brother.
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Kabir and Kaju knew that in 1984, there was ainofrilok Nagar, and
hoping to find some information about Kaju's pagniey closely examined some
photographs of the riot on the computer of Kalfather. They became extremely
shocked and deeply pained when they saw the plagibgrof the riot. They saw
images of charred bodies, burnt houses, destrdyeets and weeping women. This
scene in this film powerfully illustrates the viakee during the riot in its full
magnitude. These photographs bear witness to &rauna function as an archival

repository of the past.

Kabir and Kaju tried to find out the names of tlaegmts on the birth
certificate by looking at the initial and final fets, which were not smudged. They
returned to the colony to meet Balbir. He told thiat if the initial letter was S, the
name might be Shanta or Shanti. The second namtedsteith K and ended with R,
and they guessed that the full name could be Kgrittedkar or Kumar. They
learned that there was a lady named Shanti Kumarhald a daughter. They were
also told that the lady left the village after tiw in 1984. They assured them that
Durga Aunty could help them with more details. Kagked her whether Shanti

Kumar was a Sikh and whether she had left afterithe

Durga was visibly shocked when she heard the wiotdS$he could recollect
and vividly describe the violence on those days sha had witnessed. Flashbulb
memory or vivid recollection is one feature of tratic memory. Her memory is
depicted in black and white visuals and throughkseofeen narration in the film.

Durga could recollect the murder of the then-Priviieister and the riots that
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followed. Shre recollected that on that day in 193% was travelling in a train, and
in her compartment, there were two Sikhs whoseslwere in danger. Her fellow
passengers asked them to cut their hair to savdities. The Sikh man cried when

their hair was cut.

After listening to the stories about the terrilte,rKabir tried to persuade
Kaju to leave the past behind. He asked her ndigtap her past and attempted to
convince her that “It is OK not to find outAfnu01:00:10-106). Kaju replied to
him, “I do not want to find out. However, | canrstbp myself” Amu01:00:17-19).
Traumatic memory is so powerful that it is difficto let go of it. Kabir and Kaju
tried to locate Shanti’'s house. They were told #iet had relocated to the Widow
Colony after the riot. Their visit to the colonyensified their trauma. Many
photographs of the husbands whom the rioters killece hung on the walls in the
houses of the widows. They listened to the detdadstimonies of these widows.
One widow told them that on the day of the riotyéts Shanti who saved her family,
but the rioters burnt down her house. She addddteatried to save her son by
concealing his gender identity. However, some efrthters were her neighbours,
and they knew that Kulbir Singh had no daughtershey caught her son and killed
him. She also revealed that it was a politician wias responsible for the death of
her son. Kaju and Kabir were shocked when theysesdthat some politicians
played pivotal roles in planning, abetting and exieg the riot. Kabir tried to
convince Shanti that not all politicians and off&gvere involved, but she disagreed

and categorically stated that many police offi@rd bureaucrats were complicit
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(Amu01:03:26-28). Kabir, being the son of a civil settydurther enquired whether
there were not some good individuals in the giveémiaistration and the police. She
replied in the negative. She added that the victirogld continue their fight for
justice AmMu01:03:58-60). While speaking, her voice was breakiecause of her
intense trauma. The inmates expressed their h@goess and helplessness. Kabir
realised that his father might also have been ciem@nd this realisation unsettled

him. The director uses close-up shots to capteedmplex emotions on his face.

Kabir returned home and confronted his father miggrhis involvement in
the riot. As a mark of his protest, Kabir told fasher that he would never pursue an
MBA as his father wished and would instead wrigay called1984: The Dark
Night He wanted to expose the influential people byraging what they did and
did not do when the city burnt in 1984. His motbeerheard this conversation
between her son and her husband and was shockktheaaxpression on her face
revealed her conviction that her husband was indeagplicit in the crimes

committed in 1984.

Kabir and Kaju went out looking for Kumar, suspegtthat he might be
Kaju's father. Balbir told them that there was @ldhug named Kishan Kumar who
killed Balbir Singh, a Sikh, who was his former dayer. They tried to hide him in
their house, but somehow the criminal located ahelkhim. KK drenched Balbir
in kerosene and then lit the fire. His uncle staked he took him to the hospital, but
within a few hours, he died. At this juncture, aibly shaken Balbir confessed that it

was not KK but he who killed Mr Singh. He furtheqpéained that KK threatened to
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kill him if he did not reveal the details of Ball8ingh’s whereabouts. Under
pressure, he gave away the information, which exadytresulted in the murder of
Balbir Singh. He could not control his tears anoklerdown. His uncle hugged him
and tried to convince him that he was only a cttieh and was not responsible for
the death of Balbir Singh. This scene clearly tHates that remembering trauma is

often akin to reliving it.

Kaju felt that her father, whoever he was, migkbdiave participated in the
riot. She wondered, while the entire city was tegden such a massive scale,
“What did my birth parents do? What did we all dgAMu01:08:58-60). It was
because of her identification with the victims teae blamed herself, and she was
preoccupied with her shared guilt. The uncle tteedssuage Kaju's feelings, stating
that not everyone was a perpetrator, which wastiwbywumber of casualties
remained limited. The director uses low-key liggtin this emotionally charged

scene.

Kaju’'s encounter with KK, who was working as anaxigkshaw driver, is an
emotionally charged scene because she was convimaede was her biological
father. Notably, those at the top who planned actestrated the riot reaped
political dividends and suffered negligible conseages. In contrast, many foot
soldiers had to face the consequences of theorectKabir confronted KK with
guestions about the 1984 riots and his involvenretitem. KK feigned ignorance
and innocence, stating that he was not part ofri@myAmu01:11:18-20). He later

added that no one wanted to investigate the roleeoindividuals who gave the
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rioters kerosene to burn the Sikhs alien(01:11:24—-26). He asked Kabir why no
one wanted to find out about those who gave thtersdhe electoral rolls on which
each house of Sikhs was markéan01:11:28-30). Later, he came up with the
answers to his own queries. No one wanted to tadkiathose who pulled the
strings because they lived in grand government alomgs Amu01:11:38-38). KK
tried to justify his actions, stating that he was$yacting according to the orders
from the top Amu01:11:42—-45). The confessions of KK in no way exateshim or
decrease the gravity of his crime. Still, they @wbat many leaders have not been
brought before the law for their alleged crimese Perpetrators, with influence and
money, were able to destroy evidence and contimeie daily lives as usual. The
intersecting identities shaped how individuals weeated, irrespective of their role

as victims or perpetrators.

Kaju developed a liking for KK, assuming that hesvirer father, but she
hated him for his role in the riot. The conflictieghotions strained her both
physically and mentally. Kabir tried to convince tigat she was so beautiful that
she could never be his daughter. Kaju replied o, hiou think killers don't have
families. We just learned about those politiciafwo around in fancy cars and
live in big mansions. If he had been like the gunygour living room, you would
have been okay with themAMu01:13:07-17). Kabir consoled her, saying, “What
your father or my father did or did not do has maghto do with us” Amu01:11:27—
29). The prolonged silence that followed convesititensity of their trauma. The

realisation dawned on them that they were implat@tethe orgy of violence: Kabir
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could be the son of a bureaucrat who abetted welesind Kaju could be the

daughter of a street thug who murdered many inridgduhs.

Kaju went to the children’s park when others ia louse left to attend the
cultural function. She was looking for her pardmsause she was convinced that
she would meet them sooner rather than later, ldadeeling of anxiety
overwhelmed her. The director has used the teckrofiparallel editing to
juxtapose the events in the park and the evertginenue where the cultural
function took place. The song “You are Mum and @blis” at the cultural function
offers a commentary on violence. The opening lieu witness the downfall of
humanity”, is perhaps an observation about thealitytunleashed during riotg\(nu
01:16:51-53). The director problematises and créggthe general public's apathy.
The song exhorts people not to be egocentric abé toore dynamicAmu

01:17:38-01:18:15).

When Keya enquired why Kaju was missing at the tiong Tuki told her
that she had gone out to meet someone whom shgftheas her biological father.
The director has used low-key lighting to convey deep trauma of Kaju, who was
feeling lonely and depressed, sitting all aloneyd&erished into her car to meet Kaju
and saw her slowly walking towards KK. Keya triedstop Kaju, but Kaju,
convinced that KK was her father, told Keya, “Ddnjtto shield me from the truth”
(Amu01:19:03-05). Keya promised Kaju that she wouldnet everything since

she was mature enough to hear the truth. Keya iegoldo Kaju that she was born
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into a Sikh family and her real name is not Kajut Amu Singh. Keya told her that

her father was a good man named Gurbachan Singh.

The following scenes in the film offer the viewarflashback of the capital
city before the riot erupted. Keya told Kaju thiagsvas part of a happy Sikh family
living in a Sikh neighbourhood. She added that Ksajuother's name is Shanoo
Kaur, and she also had an infant brother, Arjurye&ield her that her parents called
her Amrit, and her brother named her Amu. She tedrhe whole story of the riot
and clearly explained how Amu lost her parentstagrdorother. This narration is

interspersed with visuals showing Amu’s family.

Keya explained that, in 1984, when Amu’s parenteewmaving a meal
together on a fine day, they heard a commotionideitheir house. Her mother
enquired why some men were roaming and runninggaioa street. The kids started
crying as though they sensed the impending dambeir cries foreshadow the
coming of gloom. Then, they heard the sound ofggtasaking, which also serves as
a metaphor for the disturbance caused by the disrupf communal harmony.
Seeing the commotion outside, Amu's father tookhigan and went out to defend
his family from the marauding rioters. He askedvnife to protect her kids. She
tried to hide them behind the curtain, asked theivetquiet, and went out looking
for her husband. Amu saw the members of the maodpgiing her father. Witnessing
the scene of one’s father being murdered is praftyutnoubling and traumatising.
Amu was so overwhelmed with fear and sorrow thatiuld not even cry out for

help. She heard her father pleading for help amflessing that he had not done
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anything wrong. The mob was shouting that each & a traitorAmu01:22:15—
17). Amu was traumatised when she came to knowtdhetsuffering of her parents
during the riots. Her trauma was writ large on faee, and she was not even able to
weep and share her grief. The director uses extoémse-up shots of her face to
convey her predicament and her mental state. Y8umg ran towards the nearby
railway station where police officers were on ddtlye police officers refused to
help them. This scene lays bare the modalitiesrottiral violence. It was the
failure of the institutions which resulted in thielence spiralling out of control.
Amu’s mother also sought help from a politiciant be feigned deafness and
ignored her pleas for help. Amu ran out of the leplsoking for her mother, who
was nowhere to be seen. She saw the crowd runoweyds her home and tried to
stop them by telling them that her brother was @léimu saw her mother standing
on the other side of the railway tracks, but then\hsion was blocked by a moving
train. It was this traumatic memory which contindedisit her in her troubling
flashbacks. She often had strange dreams aboilivayatation. Still, she could not
decode its meaning, and only after listening tofbster mother's detailed narration

she could understand her complex situation.

In the next few shots, the camera pans througldifferent rooms in Amu
Singh’s house. Everything in the place has beentliarashes. The camera moves
so slowly as though time has been frozen. The @iresses this slow pace to evoke

trauma. The close-up shots of Shanno and Amu cafheir state of trauma.
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After these scenes, Amu is seen weeping bittenly,she tells Keya that, as a
sister, she ought to have saved her brother, leutasled. Keya tried to console her,
telling her that, at that time, she was only amamfand she might not have been able
to do much. Keya added that no one could have darah because it was “so
organised” Amu01:24:41-42). She explained that she had met hdranat a relief
station set up by the gurudwaras. The film thes twia scene depicting the relief
camp, whose inmates were predominantly women aitdfreh. Keya was a social
activist, and she visited the camp regularly. Kegga Amu at the camp, developed
an emotional bond with her and gave her sketch psmgfts. Keya also tried to
create a bond with Amu’s mother, who was alwaygigand sat alone. Shanno told
Keya that a politician wearing dark glasses canmtbeéaamp on the last day to
distribute blankets. She refused to receive theketafrom him because he was the
same politician who had ignored all her pleas &lphwhen she came across him at
the railway station on the day of the riot. Thisident exposes the double game
played by some crooked politicians who tried tauset¢he support of both the
victims and the victimisers by playing some dirgnges. The rest of the inmates in
the camp failed to understand what was going od tlagy thought that she had lost
her sanity as a result of witnessing so much vi#eKeya offered her legal help,
but Shanno had lost her faith in the system. Shaltswfelt that justice could never
be delivered, as no one could bring her husbankl toalife. However, when she
went to the police station to register a complaiet, concerns were ignored. Keya

added that though her mother was courageous, therdies were able to break her



Jouhar 200

spirit, and out of frustration, she committed stécby hanging, leaving a note for
Keya. It was written that she decided to take iferdn that day, which was also the
birthday of her son, because her pain had becoineanable. She also requested
Keya to take care of her daughter, Amrith. Afistaning to Keya’s detailed
narration about her childhood days, Amu hugged Kanghwept bitterly. The weight
of the revelation was so heavy that she felt ovetmled with complex emotions

ranging from sorrow to gratitude.

In the film's final scene, Kaju and Kabir sit a¢ ttame railway station.
Revelations about their past have traumatised KaizrKaju in different ways.
Kaju is pained by her realisation that she will @relve able to meet her parents, and
Kabir is shocked by the revelation that his fatlves complicit in the crime. Though
triggered by different circumstances, their trauegults in the formation of a

deeper bond, as illustrated by the visual of Kajldimg Kabir’s hands.

One of the most shocking scenes in the film iddseone, in which the
people in a cafe at the railway station are watglimews report about violence on a
train in Gujarat. As per the news report, as manfjfy-sevenkarasevakseturning
from Ayodhya in the Sabarmati Express were killed fire. It is also suggested that
the cycle of violence in the form of communal ri@@bout to be repeated, albeit in
a different social, political, and cultural settifidhe director’s attempt to
commemorate a different riot in a film about thé&4&nti-Sikh Riots is remarkable.
It conveys his convictions regarding the politiehimd the anatomy of violence and

hatred. The film demonstrates that memory is radra-sum game. The film
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appears to reject the assumption that one memaryhireat to another, and each
competes for recognition at the expense of theroftie film reflects the director’s
conviction that commemorating the losses of onernamity does not lead to the
erasure of the memory of the losses of another aamityn The film deconstructs the
myth of competitive memory and acknowledges andoegp the possibility of non-
competitive memory. Michel Rothberg’s argumentspreed in his book
Multidirectional Memory: Remembering the Holocainsthe Age of Decolonization,
supports the assumption that collective memoryged more on inclusion than on
exclusion (176). Cross-referencing and culturaloti@tjons strengthen memory
rather than weaken it. Circulation of collectivemies about one riot does not
crowd out collective memories about another riagose collective memories about

distinct historical events and incidents emergéodiaally.

The filmsJogiandAmudemonstrate how the identities of affected
individuals and communities are shaped by violerwktrauma. In the case of
characters like Kaju and Heer, encounters withniabave fractured their identities.
Kaju lived with self-doubt and was unable to forny dasting relationships. The
widows that Kaju met at the colony faced challerayes struggles daily after their
husbands were murdered by the rioters. Their seinsecurity was destroyed by the
riots. Heer inJogi carried survivor's guilt because the rioters Hilkeer husband,
whereas she survived to suffer the consequences.dte other Sikhs felt that

violence had limited their agency, and many victinternalised their helplessness.
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The films also illustrate how the intersectionantities of the victims shape
the extent of their trauma. The suffering of thetims is compounded by
overlapping factors such as caste, class, and gdhaeto be noted that both Jogi
and Amu have a middle-class background. The Siklows suffered more because
their husbands were the earning members of thdyiadmu’s mother, after the
death of her husband, committed suicide, unabtepe with her trauma. Similarly,
the films also look at the predicament of childdeming the riots. They suffer more

on account of their limited agency.

Both films also explore insidious trauma. The fildemonstrate how
everyday experiences of marginalisation triggeurtra. Jogi confesses that the way
the passengers on the bus ignored him and the ctordefused to take money from
him traumatised him. He was also deeply painedusscaome passengers on the
bus called him a traitor on account of his religidaith and cultural identity. The

constant exposure to microaggressions can be at@bteigger of trauma.

These films also examine how the riots traumats®dmunities and offer a
detailed analysis of collective trauma. The mensooiepast trauma triggered by
Partition violence resurfaced as a result of tbe dogi hoped that his community
would emerge stronger like a phoenix, as they fwakdn 1947. The Sikhs, as they
were hiding in the gurudwara and as they were liiagan a truck, suffered from
severe depression and increased levels of anXiegge are two symptoms of
collective trauma. During the riot, the Sikh comntyrvas victimised by the social

and political structures. This victimisation at #ystemic level and the
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discrimination by political institutions resulted the formation of social trauma.
Both Jogi andAmucontain instances of the members of the commsuitiering
from social trauma because they were on the reweemd of structural inequality.
In the film Jogi, the victims do not receive support from the palinstead, some
police officers joined hands with the rioters asdisted them in burning down areas
where Sikhs were living. Similarly, limu Mr Sehgal, Kabir’s father, a senior
government officer, did not attempt to reach out#riot victims. Many political
leaders, like Arora, ensured that the entire comiypuvas subjected to systemic
oppression. As a result, the members of the Sikimneonity felt depressed and
hopeless. IMmuandJogi, many Sikhs' trust in the law and order systemlyesh
eroded as a result of their collective trauma. €Héms have also explored
intergenerational trauma. Different scenes inditiaé many Sikhs carried the
memories of violence on the days of Partition. fremories of the violence on the
days of Partition continue to traumatise membetb@fresent generation. The
multiple references to Partition dogi andAmuillustrate this point. The past

resurfaces in the moment of crisis, eventuallyrtratising the community further.

The evocative treatment of the topics of violenee tiauma in these two
films may encourage the spectator to address shiessdiscussed in these films with
“empathic unsettlement” (LaCapn&/riting History78). In other words, these two
films treat the issue of individual and collectivauma in such a manner that it
could make the spectator bear witness to traumesd films put him or her in “the

other's position while recognising the different¢hat position” (LaCapraVriting
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History 78). The spectator can analyse and understanddiras' pain from this
position. At the same time, the possibility of ow@entification leading to
appropriation of the trauma of the other is alsatkd in this situation. The
maintenance of such a position may help the spcabid the possibility of an

“empathy [that] gives way to vicarious victimhood’aCapraWriting History47).

To conclude, botdogi andAmuoffer a detailed and critical analysis of the
role played by individual, collective, and intergeational trauma in shaping the
individual and collective identities of the membefghe affected groups. These
films place trauma against broader social, cultaral political backdrops. In a
postcolonial locality, in which communities conteto suffer on account of
historical wounds, this exploration of the roleydd by social and political

structures in triggering and healing trauma assuadded significance.
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Chapter IV

Imprints of Violence: Representations of CollectiveMlemory and Collective
Trauma in The Widow Colony: India's Unsettled Settlemesmid Even the Crows:

A Divided Gujarat

This chapter critically analyses the modalitieshaf representation of
communal violence and cultural trauma in selechtyirst-century Indian
documentary films. The films selected for detadedlysis ar& he Widow Colony:
India’s Unsettled Settlemertirected by Harpreet Kaur and released in 2006;twh
focuses on the suffering of the victims of the Asitkh Riots in Delhi in 1984, and
Even the Crows: A Divided Gujatatirected by Sheena Sumaria and Sonum
Sumaria and released in 2014, which is based oletfaey of the Gujarat Riots in
2002. This chapter explores how these documentadigiess the complex questions
concerning collective memory and cultural traumiae @ifferent ways these films
bear witness to trauma and the ethics of bearitigess to suffering and grief are
looked at closely. This chapter explores how thecselocumentary films address
the politics of perpetration and othering throulgé framework of postcolonial
trauma studies. The chapter also offers a detaibedlysis of the various techniques
used in these films to depict the episodes of nicde suffering and resilience in the

wake of the outbreak of communal riots.

Art and culture play a significant role in the drea, validation, and
transmission of shared memories, which is concéipathas “collective memory”
by Maurice Halbwachs, who emphasises the role dlayesociety in the generation

of memories. Schuman and Scott define collectivenorg as “recollections of a



Jouhar 206

shared past “that are retained by members of ggtarge or small, that
experienced it” (361-62). Such recollections aegdined and passed on either as
part of an ongoing process of what might be caghlallic commemoration, in which
officially sanctioned rituals are engaged to essabh shared past or through
discourses more specific to a particular groupotiective (Eyerman, “Cultural
Trauma: Slavery and the Formation of African Amaniddentity”61). Halbwachs
and Coser argue that “it is in society that peaenally acquire their memories. It
is also in society that they recall, recognise, lacdlise their memories” (38).
Maurice Halbwach argues that “memory is collectivéhat it is supra-individual,
and individual memory is always conceived in re@atio a group, be this
geographical, positional, ideological, politicat,generationally based” (qtd. in
Eyerman, “Cultural Trauma: Slavery and the FormmatbAfrican American

Identity” 61).

The question of power and agency is also crucitiéncreation and
dissemination of memories. The memories of grouipis greater power and
influence may be circulated faster than those lntited agency and resources.
Groups and communities often use images of the“pastehicles for establishing
their power or, perversely, lack of power” (OlickdaRobbins 127). Artistic texts
may enable a community to reexamine, reconcep&yalisd reimagine their shared
memories about deeply painful and traumatic episauéhe past. They could

influence and, at times, even alter the way theé isgserceived in the present.

Kai Erikson, in his booleverything in Its Pathhas juxtaposed individual

and collective trauma to develop a complex thecaéframework that can address
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the nuances of different types of interrelated taoé trauma. He points out that
collective trauma “works its way slowly and evesidiously into the awareness of
those who suffer from it"Everything in Its Pattb4). Individual trauma and
collective trauma are intricately connected. AdrdgfAlexander argues, “Individual
security is anchored in structures of emotional @artural expectations that provide
a sense of security and capability. These expeamtind capabilities, in turn, are
rooted in the sturdiness of the collectivities dfieh individuals are a part”
(“Toward a Theory” 1). When these expectations alseaurity are violated, the

possibility of traumatisation of the members of #fiected group is high.

Collective memory and cultural trauma are closelated concepts since
collective memory is one of the prerequisites tonioag cultural trauma. Neil J.
Smelser points out that an event “must be remendberanade to be remembered,”
to become cultural trauma (36). In the article ‘€hytogical Trauma and Cultural
Trauma”, Smelser defines cultural trauma as “a nrgraocepted and publicly given
credence by a relevant membership group and evekireyent or situation which is
(a) laden with negative affect, (b) representenhdslible, and (c) regarded as
threatening a society's existence or violating@neore of its fundamental cultural
presuppositions” (44). Jeffrey Alexander argues tih@s by constructing cultural
traumas that social groups, national societies sangetimes even entire
civilisations... cognitively identify the existene@d source of human suffering “

(“Toward a Theory” 1).

A prerequisite for the formation of cultural traumaan “invasive and

overwhelming event that is believed to underminevarwhelm one or several
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essential ingredients of a culture or the cultwra avhole” (Smelser 38). Ron
Eyerman has identified some of the essential fadtwat create a condition
conducive to the formation of cultural trauma. Tdhase “1) the timing of the
incident, (2) the surrounding political context) (®w authority performed, (4) the
content of mass media representations, and (résence, power, and
performance of carrier groups” (“Cultural Trauma&)3Jeffrey Alexander, in his
article “Toward a Theory of Cultural Trauma”, haged some factors influencing
cultural trauma formation. They are “nature of gaen”, “nature of the victim”,
“relation of the trauma victim to the wider audiefcand “attribution of
responsibility” (13-15). Along with these interredd factors, he argues that the
creation of narratives through different modesepiresentational strategies also
plays a significant role in “the process by whicto#lectivity becomes traumatised”

(“Toward a Theory” 15).

The concepts of collective trauma and culturalrtraware closely related.
Nevertheless, there are specific subtle differebedween the two theoretical
formulations. Collective trauma is the direct cangence of a group experiencing a
traumatic event. Collective trauma becomes cultwaaima when different
narratives and cultural representations frameshated trauma as a core component
of the group's identity. Collective trauma is tieggd by the traumatic event itself.
However, in the formation of cultural trauma, alomigh the experiences of the
community, the framing of the event in differentnagives also plays a role.

Symbolic representation plays an important rolthenformation of cultural trauma.
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Cultural trauma may be transmitted across genemsatiorough novels, films, rituals,

historical accounts and other cultural represemnati

In forming collective memory and cultural traumarréer groups may play
an important role. According to Jeffrey Alexand@&arrier groups are the collective
agents of the trauma process” (Toward a TheoryHg&)adds that carrier groups
“have both ideal and material interests, they duated in particular places in the
social structure, and they have particular diseertalents for articulating their
claims—for what might be called ‘meaning making'—tie public sphere” (Toward

a Theory” 1).

Many writers, artists and filmmakers revisit thesgples of violence in their
works to tell the stories of victims and perpetratdt is to be noted that these stories
of violence, torture and the ensuing victimisatzm traumatisation demand and
require “witnessing, listening and telling” becaus¢he absence of such concerted
attempts at ethical documentation, traumatic mepowing to its volatile nature,
may be appropriated and exploited by certain frielgenents with “destructive
political agendas in the future” (Bhaskar 65). M#uising traumatic events poses
ethical, epistemological and narrative challenggsvever, narrativisation is to be
attempted since it has the potential to accentaagmilation and “integration”,
which will accentuate the processes of healinga@dser 195). Ira Bhaskar holds
that art in general, and cinema, in particular,ehthne potential to address such
complex issues by refracting “history through thisimp of representation” (viii).

Cinema can transmit these stories among the merobessious communities, and
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by doing so “forms a collective memory of the momoers events and mobilises

memory for an imagining of a community — both naéiband local” (Bhaskar viii).

Bill Nichols, one of the most important scholarghe field of documentary
studies, is of the view that documentaries “showitistions and events that are
recognisable as part of a realm of shared expezxighe historical world as we
know and encounter it, or as we believe othersitmenter it” Representing Reality
ix-x). He argues that documentary cinema can ptigntransport the viewer or the
spectator “beyond itself, toward that historicaraa of which it is a part”
(Representing Realityvi). He reasons that documentaries have a massahp
because they “show us situations and events that sgcognisable part of a realm
of shared experience: the historical world as wankand encounter it, or as we

believe others to encounter iR¢presenting Realify).

In the article “Voice of Documentary”, Bill Nicholdassified documentary
films into four types based on their formal qualti distinctive styles and
ideological positions (17). The first significatyle to emerge was “the direct-
address style of the Griersonian tradition”, whHiemployed a supposedly
authoritative yet often presumptuous off-screematam” (“Voice of Documentary”
17). The second primary type was cinema veritéciwfocused on capturing reality
“with its directness, immediacy, and impressiorcapturing untampered events in
the everyday lives of particular people” (“Voice@bcumentary” 17). In such films,
the audience is expected to understand and inteh@dilm “unaided by any
implicit or explicit commentary” (“Voice of Documéary” 17). The new techniques

and approaches increased the effect of realitytHayt “seldom offered the sense of
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history, context or perspective that viewers sé&idice of Documentary” 17). A
new style of documentary emerged later, “which rpooates direct address
(characters or narrator speaking directly to tlesver), usually in the form of the
interview” (“Voice of Documentary” 17). Many recedbcumentary films have
moved toward “more complex forms where epistemaialigand aesthetic
assumptions become more visible” (“Voice of Docutaeyl 17). These “self-
reflexive documentaries mix observational passaggsinterviews, the voice-over
of the film-maker with intertitles” and by doing,gtlustrate that “documentaries
always were forms of representation, never cleadaivs onto “reality” (“Voice of
Documentary” 17). He further argues in the samielarthat the most important
aspect of a documentary is its voice, by which leams that “which conveys to us a
sense of a text's social point of view” (“Voicel@dcumentary” 17). According to
him, the film-maker is “a participant-witness andactive fabricator of meaning, a
producer of cinematic discourse rather than a akatrall-knowing reporter of the
way things truly are “ (“Voice of Documentary” 1'He also holds that a
documentary has the potential to lead the spediataifective engagement.
Documentary films have the potential to “move th@wer away from the status of

observer to that of participantRépresenting Realitio4).

Many Indian documentary flmmakers have attemptelt multi-layered
stories about communal violence and the complexswawhich communal riots
result in the formation of individual and cultuteduma. This chapter attempts to
analyse the representation of violence and tramnta&o documentarie§he Widow

Colony: India's Unsettled SettlemeartdEven the Crows: A Divided Gujara®ince
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this chapter foregrounds questions concerningapeesentation of communal
violence, individual and collective trauma, and ¢tieics of witnessing, the choice
of these two films is apt because these films atdgeiestions concerning memory,
violence and trauma. The narratives of these fanescompelling as they have
incorporated testimonies of victims, archival fagainterviews with experts, and
detailed off-screen narration on the political andial climate before, during and
after the riot. These two documentaries are saldoteanalysis because they offer a
wide variety of content and treatment, and appraaehopics comprehensively
from multiple viewpoints. The filnThe Widow Colony: India's Unsettled Settlement
foregrounds the impact of violence on women by &dgpan intersectional
framework to present the different ways in whicle’sndentity and positionality
determine one’s response to and predicament afilemee. The filmEven the

Crows: A Divided Gujarabffers an intimate perspective on the legacy ofevioe in
the lives of the victims. The film focuses on thix@eriences of two survivors who
suffered the loss of their lives and property beeanf communal violence. The film
has also incorporated the voices of experts, maelisons, advocates, and lay
persons. Even the perpetrators are given a spaoetess their views. These two
documentaries are well-made. Their aesthetic agtsaldeserves special mention.
The voices of both documentaries express their makemmitment towards non-

violence and peace.

One of the most compelling documentary films on1884 Anti-Sikh Riots
is The Widow Colony: India’s Unsettled Settlemeiected by Harpreet Kaur and

released in 2006. As the title suggests, the filitically analyses the legacy of
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violence in the lives of the widows of the Sikh nweimo were killed in the riot. The
film engages with the modalities of the politicsvaflence and the poetics of grief.
The subtitle of the film, “India's Unsettled Settlent”, encapsulates the themes of
this documentary. It is significant that the dicedbas tried to tell the stories mainly

through the testimonies of the victims.

Violence takes its toll on people irrespectiveéhadir gender identity, yet the
forms of violence directed at men and women vagriously in many cases. Men
are attacked, wounded, and killed, but women, ditah to these modes of
violence, are also sexually violated. Rape is aused by some rioters to
demoralise the surviving members of the family eamdestabilise the affected
community. The murder of the husbands by the sodeliversely affects the
everyday lives of the widows in different ways. ®Is systematically target the
houses and other material properties of the tadggteup, and hence, the women
who survive the violence are often forced to releca safer localities after the riots.
After the 1984 riots, government agencies took miessto relocate the socially and
economically disempowered widows and their famileea suburb in West Delhi

known as Tilak Vihar. This locality later came t® known as the Widow Colony.

Divergent identities and positionalities often @@a/compounding effect on
the victims and survivors. Those who are sociallg aconomically less privileged
often find it more challenging to start their Idgain since the riots often result in
the large-scale destruction of persons and propersil the houses in this colony,
some families had lost one or more members initheSince the financial

condition of these families was not stable, theyl@mot find better accommodation
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elsewhere. Children's education also suffered lgrdat to this forced geographical
displacement. Many of their children dropped ousdiool and started doing menial
jobs to support their families. The director of then, Harpreet Kaur, went to the
Widow Colony to document the lives of the victimglasurvivors, and she realised
that even after twenty years, the widows were stiliggling for survival. In the
documentary titledThe Widow Colony: India’s Unsettled Settlemém, director

tries to record the stories of pain, grief anditnawf the women victims. After their
displacement into a new locality, these women wisthad to begin their lives again
despite all the social and economic challenges hiaglyto face daily. They are still

looking for closure, and they feel that justice hasyet been delivered.

Most of the events in this film happen in the WidGwlony. The director
also attempts to tell stories about many localivéere the riots broke out. Areas
like Trilokpuri, Mongolpuri, Sultanpuri and Kalyaap, which had significant Sikh
populations, were targeted by the rioters in 1284, many members of the Sikh
families were either killed, mutilated, or displdc&he documentary revisits these
places to tell the stories of loss, survival, damel¢ontinuing quest for justice. The
director has skilfully incorporated photographsiofs and archival footage, which,
along with the recorded testimonies of the widoswvgcatively recreate the anatomy

of hatred and violence, which was on full displayDelhi in 1984.

The film begins with an intertitle referring to tiresurgency in Punjab and
the deployment of troops in the region, known asr@ton Blue Star. Operation
Blue Star was a military operation in the vicinitfythe Golden Temple, in which

many pilgrims were wounded and killed as they vaaneght in the crossfire. This
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incident left an indelible mark on the Sikh psyemel serves as “the chosen trauma”
of Sikhs in India and elsewhere (Volkan 79). Chasaama refers to a painful and
disturbing event that inflicted a wound on the edlive psyche of the entire
community (Volkan 79). The feeling of helplessnesgenders a shared feeling of
humiliation and grief. The inability of a community mourn its losses properly is
another factor leading to the formation of chogsanrha (Molkan 80). As the film
points out, many Sikhs consider the Bluestar Omerats an event which wounded
the Sikh psyche deeply, and the memory of thislgmi continues to shape the
identity of Sikhs. At the film's beginning, the eator attempts to place the riots

against a larger social and political framework.

The film then turns its attention directly to themmder of Indira Gandhi and
the use of this pretext by vested interest groagarget innocent Sikh men and
women and their properties in Delhi and other paftadia. The film compares the
painful and shocking events in 1984 to the violemckeashed against Jews in
Germany and describes the riots as the Sikh hadbcébe director might have
attempted this comparison to convey the magnitddeotence to a global audience.
In the current global context in which trauma araditnatic incidents in the non-
Western world have not yet been fully acknowledgtadied, and theorised on their
own terms, directors are compelled to rely on thmidant ideological and cultural

frameworks to reach a wider global audience.

The documentary records the stories of the victing survivors, and their
voices bear witness to the multiple instances afdew) rape, loot, and destruction

during the riots. The film is dedicated to the Wit of the 1984 riots, and this
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dedication reflects the ethical and political clesithe director has made. The
documentary opens with a series of disturbing getiment questions, like who gave
the rioters the data and official records abouh3®i@mes in Delhi. It problematises
the failure of law enforcement agencies to keepasirances given to the Sikhs
regarding the protection of their lives and livelid. The film documents the
disastrous consequences of some law enforcemeratdamithistration officers'

failure, apathy, and complicity.

The film evocatively depicts the sense of aliematiad the feeling of
exclusion which permeated the members of the Sokincunity after the riot. The
Sikh community, consisting of about two per centhaf Indian population, felt
marginalised after the riots. The film opens witlew snippets of Sikh voices of
resentment and anger, and they set the tone @frthel'he names of the Sikhs
murdered by the rioters are slowly scrolled dowross the frame, and these visuals,
along with their melancholic background score, i@asombre mood. Many Sikhs
who have been interviewed in the film hold that $hhdden upsurge of violence and
the systematic ways in which the attacks were @tcaged support their assumption
that the riots were orchestrated with the help ahynwho wielded considerable
clout in politics and administration. The film ptelmatises the complicity of the

officers who facilitated the acts of violence amgluction.

The technique of incorporating visuals in black arte at the beginning of
the film plays an important role in setting thedaf the film. The director has used
visuals and soundtrack to capture the subtle shaidgslence and the intricate

layers of the ensuing individual and collectiveutraa. Blending off-screen and on-
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screen narration is another effective strategy uséue film to offer a detailed
commentary and a broader perspective on the malitergssed and debated. At the
outset, the Widow Colony is introduced as a placBelhi that houses a large
settlement of hundreds of tiny houses demarcatddyeilow paint. Compared with
the other parts of the city, which are buzzing Wifén and constantly changing and
growing, this area remains stagnant and is deviowigour and energy. Stories of
loss, grief, isolation, and abandonment mainlyrdethe lives of the inmates in this
colony. The widows occupying these houses contioeiffer from the
consequences of violence and carry physical andahscars. The director uses a
long shot sequence to give the viewer an overvietheplace. These visuals
present this locality as an area marked by decdyddapidation. The mid shots
offer a closer view of these houses. The decaljexd houses serves as a symbolic
representation of the emotional states of the wglamad their families. This locality
in Tilak Vihar is perhaps the only area in the doywhere each house has a

widowed woman.

The identity of the believers is intricately linkemlthe faith systems they are
part of. Hence, the director has included in thim & section that offers a brief
commentary on Sikhism. Along with the off-screemnraton about the belief
systems and practices, the frames present a dtadeat the holy places and sites in
Sikhism. An image of the holiest Sikh temple, tr@d&n Temple, is shown along
with a brief oral account of its desecration durihg military operation as part of
Operation Blue Star. It is stated that Sikhism islagion that gives utmost

importance to the concepts of justice, freedomemaility. Sikhs are encouraged to
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engage in selfless voluntary services for the comtywuKeeping the hair and
covering it with a turban or a veil is an integpalkt of their religious and cultural
identity. These rituals are considered “an extésatibn of their faith and
sovereignty” Widow Colony00:04:16-18). The desecration of the holy places a
holy scriptures by some rioters hurt the believangl the memory of these incidents
was very distressing and, at times, even traumtie.archival footage of the

funeral procession of Indira Gandhi, whom her Sikdyguards murdered to avenge
the desecration of their holy temple, is includedhe film. The film then depicts the
communal violence that unfolded in the followingeth days, and the devastation
caused by the rioters is described in the documgat“unimaginable”\(Vidow

Colony00:04:52).

The most important part of the film is the one tlesttords the different oral
testimonies given by the widows. The film adoptsetrical stance by recording the
voices of the victims who continue to grapple witie consequences of violence.
The identities and names of some widows are resighld those of many others are
not mentioned. One widow stated that most of thipgieators were men, and they
acted as if they were given orders to target ewstyidual wearing a turban or
having any markers of the cultural identity of SikMany Sikhs removed their
turbans and cut their hair to escape persecutios sated that she could recollect
the incidents vividly since she and other victimstiember everything’'Widow
Colony00:05:32—34). Traumatic memory, unlike narrativenmory, remains
unassimilated and at times may manifest as a fldsithemory, which is a very

vivid and everlasting memory about a very shocknoident (Brown and Kulik 79).
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She went on to state that the cries of childretheg were being burnt alive still
echoed in her ears. Despite these agonising lassse women decided to move on
and continued their struggle for survival for tlade of their daughters. A survivor
stated that she was fortunate that the riotersididape her daughters, and their
honour was kept intact. In a conservative rurairsgtrape victims have to face
different consequences of the act of violationhsas marginalisation by the
community and ostracisation from their own familie$ich further isolates them
(Shrivastava 23). The intersecting identity of gemand class further worsened the
predicament of the female survivors. The directs hised close-up shots to depict
the intensity of their emotion. The fear and amjshe widows are reflected in the
inflexions of their voices, which constantly bredke director intersperses these
shots with archival footage of the riots, which shwapless women wailing loudly.
The film stresses that even after decades, thewadwe still mourning since their
situation has not significantly improved, as cote@measures have not been taken
to address their concerns and to deliver themgeis®ne widow's confession that
she could not describe everything she had goneghrts very revealing. As per the
testimony of this widow, another shocking developtradter the riots was the
refusal of some mothers to accept their daughtaswere sexually violated. Some
of the rape survivors were further ostracised bynivers of their own families, even
though they had not committed any immoral or untdwatt. She further stated that
about three hundred Sikh girls went missing afterrtots, and their mothers were
still desperately waiting for their return. The en@inty and anxiety resulting from
such a long wait further increased their psychaalgiurmoil. She was also

disturbed by the apathy of the public. She thotight only those who had gone
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through similar situations and experiences couldeustand her pain. She clarified
that her story was not unique, and other womendivin the neighbouring houses
had more painful stories to teMdow Colony00:06:38-50). That she refers to
other women who originally belonged to differerages and different families as
sisters deserves special mention. One widow iMfidew Colony used the word
sisters to refer to other widows who were not helolgical relatives. However,
shared trauma has cultivated a sisterly bond arttegarious inmates in the
colony. Trauma may engender a feeling of sharadasaly. This centripetal pole of

trauma enabled her to consider all the other widasviser sisters.

A testimony given by another lady survilays bare the strategy of deception
used by the rioters. The violent mob assured thmevothat they would not inflict
any damage. They directed the women to leave tegidences. When these women
came down, they were attacked brutally, and everclhiidren and babies among
them were not spared. She stated that on thastayndured extreme cruelty
(Widow Colony00:06:50-52). She carried survivor’s guilt sinbe sould not save
the life of her child, who cried out for her hefmother widow's testimony conveys
the extent of structural violence. She statedttimapolice personnel asked them to
stay indoors and offered them protection, but thelynot respond to their calls for
help when the rioters started their destructioespihe negligence and, at times,
the complicity of some of the officers who weretparthe establishment and the
state machinery were partly responsible for thesased magnitude of violence.
Another widow, whose name is not disclosed in ilne, femphasises that the riot

was planned and executed with precision, and itvmaagust a random act



Jouhar 221

committed by some enraged youth. She recollect&diiere were three teams of
rioters. She remembered that the first team baehbmes, the second one engaged

in looting, and the third one killed peopMiflow Colony00:08:30-32).

Trauma trigger refers to a stimulus that may triggemories of traumatic
events and experiences in the past (Bryce et 8R)2&tudies about trauma triggers
indicate that victims with a traumatic past mayfeufrom fear, panic and anxiety
when questions related to past instances of vielamcl victimisation are put to
them (Shrivastava 23). A widow in the colony cos#absto the director that his
guestions had reopened her wounds after twenty ydédow Colony00:55:21—

25). She argued that until justice was deliveredithe killers were brought to book,
their struggle would continue. She confessed thatceuld never lead a normal life
since she would never be able to forget the mwtlber husband and other
relatives. As a woman who was forced to witnesshiasband as he was slowly
engulfed in flame, she carried survivor’s guiltcgrshe could not do anything to
save him. Survivor’s guilt is a feeling carried thyg survivors of a tragic event,
which might have resulted in the death of theieldwnes (Murray et al. 28).
Survivor's guilt is a symptom of post-traumatiess disorder. Survivor's guilt often
leads to “emotional distress and negative self-appl’ (Murray et al. 28). Many of
the widows suffered from such negative self-applaishich added to the intensity

of their trauma.

Believers seek refuge in spirituality in momentssis. The widows found
solace in their prayers. Their constant prayer tioabne else is made to go through

such an ordeal reveals the intensity of their qegghological distress. Despite all
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the losses, they did not end their fight for justi€heir refusal to forget is a mark of
their protest. They claimed that they would noabée to forget the episodes of
violence in 1984 till their deatiWidow Colony00:57:54-58). A technique used by
the director to corroborate the oral testimonie®giby these survivors is the
inclusion of archival footage, which shows the nplét instances of violence in
1984. The footage shows dead bodies lying acrasstthet, which were set on fire.
The cultural markers, such as the turban and leagdy) demarcate the religious

identity of the victims whose dead bodies werevatralong the street.

The film also uses off-screen narration to provfueviewers with a
comprehensive picture of the underlying socio-pritbackground of the unfolding
events. It is stated that the number of women wdtatme widows after the riots
exceeded the number of inmates who were shiftésigacolony. Many other
widows settled in another settlement on the sodign af Delhi. These widows still
carry the memory of violence and are traumatised. biyis also stated that the
stories regarding the suffering of over four thaoukahildren who became orphans
after the riot have not received the attention tthegerve and have gone mostly

unacknowledged and unnoticed.

Sabine Marschall conceptualises “memory objeats™special personal
belongings that elicit deliberate or involuntarymmgies” (253). Memory objects
“can play an important role in remembrance, ematiatynamics and processes of
identity formation for individuals, families andmonunities” because they
“represent links with home, loved ones and the l@iotgraphical past, providing a

sense of identity continuity” (Marschall 253). dtalso noted that “photographs and
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small sentimental objects help people rememberlyaanid friends” (Marschall

254). These objects “evoke feelings, induce sg@li@ingagement, prompt bodily
(re)actions, ritualistic behaviour or social intrans, stimulate thought and fuel the
imagination” (Marschall 254). One memory objectt tee widows in this colony
value is the photographs of their deceased reltiMeeir engagement with the
pictures triggers different emotions ranging fraonrew to anger. The photographs
evoke the memory of violence and the ensuing sd|ustrated by the statement of
a woman holding the photographs of her dead husl&trecollected that the
rioters thrashed her husband and her children lattfe iron rods. She confessed
that she could never forget what she had endutad.ifability to forget and let go

is an essential feature of being traumatised (Cetat al. 604). Victims of trauma

find it difficult to process their traumatic memesi

Photographs and other media objects play an eakesig in the “production
and dissemination of memory” to groups which hawedirectly experienced the
event. Such transmission of memories aided byréffitetypes of media may be
termed “prosthetic memory” (Landsberg 1). The cantséxposure to these
photographs in the possession of the widows leatsetformation of prosthetic
memories in their children born after the riot. Tdinddren acquire the memory of
the riot and the violence through their exposurthése images. Certain Sikh
women were pregnant at the time of the riots, &ed cthildren born after the riots
did not get a chance to see their fathers even dinese kids who were born as
orphans were forced to carry the burden of the teaf history and turned out to be

physical embodiments of victimisation. One widowatst that her son called his
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uncle his father, and she added that she had tbdivacuum created by the absence
of a father figure in his life. The blank expressan the face of her son indicates the
emptiness and desolation associated with his $ifereorphan. This episode in the
film emphasises that, as far as the victim-sungawame concerned, the past is not
past since the events in the past structure thesent and define their future in

complex ways.

The economic and social positionality of the widasvanother reason why
they remained in the colony even after a decade.ifftersecting social, political,
cultural, and gendered identities of these widawthis colony compounded their
losses and prevented the possibility of their rehg to their former places of
residence. Poverty and illiteracy were other imgairfactors limiting their social
and economic mobility. Some of their children, ogvio their growing up in an
unsafe social environment, were forced to dropobgthool and take up some odd,
menial, low-paid jobs. Some of these boys got d@ddito drugs, drank alcohol, and
played cards since many of them felt alienatedexwtided YWidow Colony

00:09:23-26).

The widows did not have adequate social and ecanoapital to rebuild
their houses in their respective villages. The mennlof the Sikh community with
social and financial capital shifted to much safied better locations after the
violence was brought under control by the army. @i®w rightly observes that
she would have sent her children to good schoalsafwere financially secure. She
also would have supported her children financiadlgtarting a new business if she

could have afforded it. She felt disheartened bseer children did not get good
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jobs due to her adverse financial circumstan@éddw Colony00:09:31-33). These
mothers regret their inability to cater to the emmirc, educational and social needs
of their children on account of their poverty. Thislty conscience adds to their

psychological trauma (Reich et al. 287).

In traditional Indian households, men are the prinmeadwinners. Some
households practised a form of division of labatgaading to which men occupied
public spaces, and women occupied private spaeeh tocused on the delivery of
their responsibilities in the respective fieldseMidows were doubly burdened
after the murder of their husbands since they vi@ed to earn a living to support
their families. Many of these women were emotiondhained and physically tired.
Very few job openings were available, and they wehmarily employed in semi-
skilled jobs like cooking and stitching. Since themuld not generate enough income
to support their families, many mothers were fortmedend their young children to
work. As a result of these developments, in paxtielhi, child labour became
rampant. For these families, survival became a daily struggle; hence, education
became a luxury they could not afford under thegigircumstances. There were
many mechanical shops in the Tilak Vihar area,rmady of these children got jobs
as mechanics. The visuals that show young childi@king under inhuman
conditions in a filthy environment are so painfotlashocking that they might result
in the formation of “vicarious trauma” in an empetilb viewer. Vicarious trauma
refers to the triggering of some of the symptomgaima in a person because of his
or her exposure, direct or otherwise, to the traofmenother person (McCann and

Pearlman 131).
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Photographs can recreate historical events. HuhSahwartz argue that
“images are ... resolutely historical since they npowate within their very material
a history of their making” (259). This documentargorporates many pictures
which capture the magnitude of the violence andritensity of trauma of the
victims. The images of men, women and children ateoterrified, injured and
distraught are very evocative. The photograph etémporary refugee camps set up
after the riot also bears testimony to the inhum@mditions in which the victims
had to survive even after the riot. One room iueudwara in this region annually
conducts a memorial service for those who lost thess during the riot. Family
members of the deceased would assemble in thenlthk basement, and the
photographs of the dead would be hung on the Wa#y shared their stories and
offered prayers for those who were killed by tlatars. Sharing these stories
enabled them to manage their grief and createa@glieeling of solidarity. One
young man pointed to two photographs and introddicenh as his father and
mother. He told them that after his father’s muyties mother died of grief. He
confessed that living the life of an orphan wasg/\afficult and, hence, traumatic.
After the function, the family members took theb®tographs home since they
considered them their invaluable possessions.i¢grsttene inside the gurudwara, the
director uses a zoom-in shot to draw attentiomésé photographs and, by doing so,
makes the viewers a participant witness withoutmamising the ethics of
witnessing. The film also includes close-up shdthe borewell and the gutter,
around which many of the victims' bodies were reced. These images, suggestive
of destruction, bear witness to the suffering ef ¥ictims of violence. They also

corroborate the oral testimonies given by the sung.
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The director has incorporated testimonies from emijournalists who had
covered the riot and had seen the riots from apseters in this film. The
incorporation of views and perspectives of expeeds different fields makes the
arguments presented in the film more convincingesEtestimonies provide a
unique and comprehensive perspective on the BEotserpts from an interview with
Madhu Kishwar, the editor of the news magaaenushj are included in the film.
Kishwar shared her experiences while working whiga ¥ictims of the riots. She
recollected the experiences she had when shedsikigevictims in the refugee camp
to prepare a report about violence and its consexpse She pointed out that the
inmates in the camp felt relieved when someone foatside came to listen to their
stories Widow Colony00:11:25-28). Kishwar published their storiesén h
magazineManushj and some of those pages from the magazine grkagesl on the
screen. The director has also used many newspapents on the riots in the film.
The director has successfully used the techniqulesotonvergence of media in her
film to tell this complex story. The magazine repand the photographs, which are

incorporated into the film, corroborate the testnes given by the victims.

Madhu Kishwar, in her interview, told the directbat one of the most
painful stories she wrote for her magazine focussethe life story of the riot
victim Gurdeep Kaur, whose photograph was on tivercpage of one of the
magazine's issues, which included various art@besit the riot's social, political
and economic consequences. In the documentarywirstecounts the life story of
Gurdeep Kaur, whose photograph encapsulates thaligatof the riot victims. The

cover photo is so intense that it could reveal Kagief, pain and trauma. Kaur
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witnessed the orgy of violence from close quartansl it took a heavy toll on her
personal life. She was forced to witness brutalsaa®s of the male members and
brutal rapes of the female members of her famitySe memories traumatised her.
As Caruth has argued, “to be traumatised is prigcisde possessed by an image or
event” Unclaimed Experiencé). She was also devastated by the fact that, espi
her being a staunch member of the ruling partysthte machinery did not come to
her rescue when violence erupted. The irony ofdasge is that the family targeted
by the vengeful mob was engaged in fasting andhdigrepare any food because
they were mourning the death of their beloved leagisgom they considered to be
their mother. The photo of the Prime Minister wasding in every second Sikh
home Widow Colony00:12:00-02). Kishwar adds that this story powérfu
illustrates “the mindlessness of the violend@idow Colony00:13:26-29). Kaur, in
her testimony, stated that the rioters even rapednmand the elderly. The
weaponisation of rape as a tool of oppression delyireported and documented in
literature about the riot (Jeffery and Hall 995; Shruti 209). She testified that the

rioters forcefully removed her clothes, and the mgnof standing naked in the
street in front of her son and many others wasgonadly troubling and
traumatising. Her rapists were so young that slleesded them as her children

(Widow Colony00:14:10-12).

The director has also attempted to include a laggle to this documentary.
An interview with Harvinder Singh Phoolka, a seradvocate in the Indian apex
court who has been fighting for justice for victifos over a decade, is included in

the film. The legal team also addressed the questioncerning the meagre
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compensation given to the widows. The compensatif@ned by the state was
inadequate for the victims to restart their evepliges. In 1985, the government
declared a compensation of ténutsand rupees for each person killed; an additional
ten thousand rupees was given as per the recomtarglaf the Mishra
Commission. The compensation was increased to ¥6AQ@es in 1996, as per the
order passed by the Delhi High Court. However, sama®ws did not receive the
amount because of legal complications. The widowke Widow Colony argued
that the money offered as compensation was ingefftico meet their basic needs.
Without more financial help, they would never béedab rebuild their destroyed and
burnt houses, and that was the reason why manywsigere never able to return to

their villages.

The documentary film also celebrates the determanaind resilience of
these widows. Despite all these challenges, thegmgave up and tried to
reconstruct their lives by taking up some odd jdtiksham Sewing TRG was a
collective run by local agencies that gave thesiows employment as tailors. The
close-up shot of these women stitching clothesurapttheir fatigue. They worked
even at night to make ends meet and refused td{iveharity. These women
became financially independent and reclaimed thaee. This development is a
clear illustration of the possibility of posttrautitcegrowth. Posttraumatic growth
refers to “the experience of positive change tltatics as a result of the struggle
with highly challenging life crises” (Tedeschi a@dlhoun, “Posttraumatic Growth”
1). Some significant manifestations of posttraumgtowth are “an increased

appreciation for life in general, more meaningfukrpersonal relationships, an
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increased sense of personal strength, changedtipspand a richer existential and
spiritual life” (Tedeschi and Calhoun, “Posttrauim&rowth” 1). The widows in the
colony changed positively and started earning maodged their families. The
struggle for survival eventually empowered them anadle them self-reliant.
Though they had lost many of their family membérey started forging sisterly
relationships with the other widows in the colohlgey also increasingly turned to
their faith practices to empower them spirituallgspite these positive changes,
they still carried the memory of the riots, whosawity was beyond their
comprehension and continued to be a source ofgradrgrief. They wept even while
working because their memory was still fresh. Siheg/ continued their fight for
justice and felt that justice had not been deligderiewas almost impossible for them

to leave the past behind and move on.

The film also documents how some perpetrators téneal and coerced the
witnesses to scuttle legal proceedings. Darshana Was a witness in riot-related
cases, and she was threatened and physically attacKorce her to change her
deposition before the court, but she refused & aker testimony. The perpetrators
offered her substantial financial aid, but shestesd that she would withdraw her
case only if they could bring back to life at lease of her relatives. The message
that this incident conveys is that the loss of @e, unlike the loss of property, can
never be compensated. The memory of the deseckdEtiooly spaces and holy
scriptures was another incident which continueldeg@ source of their pain. Kaur
had witnessed the crowd burning down gurudwarasigrdspecting Guru Granth

Saheb. Her most disturbing memory was that of a unignating on the Guru Granth
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Saheb. The widows arranged many memorial servicdeia residences to keep the

memory of their relatives alive and to offer prasyfar them.

The documentary also focuses on the different niekabnd diverse
manifestations of violence. The husband of Kaur leeten up with sticks and then
had a burning tyre put around his neck, and hetaaéy died. She could also
recollect vividly another instance in which thewrtbattacked, wounded, and took
out the internal organs of her husband's brothem#h victims were raped and
robbed before being killed. The widows, despitertbeurage and resilience, wept
as they recollected these stories, since recallgtétaumatic events often leads to
reliving them. Kaur told the director that whenytheent to the police station
seeking protection, they were not given help oftehél'hey managed to escape
from the rioters because they could hide in a gweud for three days. Because of

hunger and thirst, they were even forced to driakewfrom the sewage gutters.

Patwant Singh, a famous Sikh author whose interigencluded in the film,
states that there was only chaos in the capitald& for four days. His position is
that the well-trained officers would have been dblbring the riot under control if
they had the political will. He argued that thedenduration of the riot illustrated
the complicity of some officers at the helm of aaHe suspected that some in the
political establishment would have decided to rbklentire community to ransom
and make them pay for a dastardly act committed f&g individuals from one
particular community. The director has included sarchival footage of the riots in

the film, in which some police officers state teatrything is normal and that the
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matter is under control. The following footage, @fhshows mayhem and

destruction, contradicts the claims made by thepgersonnel.

The film also records the testimonies given by steeaagers who were
infants at the time of the riot. One Sikh girl stthat although she could not
remember the details, she could recollect the narhiker neighbours who helped
the rioters in looting her house. Mahindra Singls wary young in 1984, yet he still
remembered the politician coming in a white ambdassaar. His family felt
relieved when they saw the politician, hoping haildaontrol the mob, but instead,
he mobilised the crowd and assisted the rioterggtteventually escaped by
removing his turban and braiding his hair. He wasc&ed when he saw a doctor in
the locality, Mr Ashok, leading the mob. The memofyhe sight of stray dogs
eating the body parts of the dead Sikhs still . Because of the intensity of

his trauma, he breaks down and weeps while rec¢wiethese events.

An old Sikh man testified that on the day of tha,rthe entire street was
littered with corpses. He added that these bodexe w terrible shape since
members of the angry mob had disfigured them. kkthem that no person with a
shred of humanity could look at those corpses. leiened that he saw many trucks
carrying dead bodies going to the riverbank to dtingon in the Jammu River. He
was so sad that he could not even perform the &liniées for the dead. He said that
he alone had lost thirty-six members of his faralyd in the entire village, only

sixteen Sikhs survived after the riot.

Paintings can be “mnemonic devices” (Nay 1). Pag#ican evoke the

collective memory and shared trauma of communifiés. film includes a visual
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analysis of a painting that records the commundglkective memory of the ravages
and destruction. The painter has depicted theraqteuring flammable substances
on the Sikhs and their properties. He had feattiredioters as young men carrying
weapons and kerosene. The painting also featuragasnof the dead bodies of men,
women and children. This painting, like many otbaltural artefacts on the riot and
its lasting and continuing legacy, assists in foxgnecultural memory and collective

trauma, which is why it has been included in tlasumentary film.

Many of the widows had not visited their villagdteatheir resettlement to
this new colony because they feared that suchitawasild reawaken memories of
violence and loss, and such painful flashbacks webearable for them. One Sikh
man offered to accompany the filmmaker to his handdongolpuri, where he
lived before the riot, only because he wanted teshis trauma with the outside
world. The expressions on his face and the inflexio his voice as he interacted
with the director convey the intensity of his traaurkivhen a few people assembled
to meet him, he became nervous because he suddemynbered the rioting mob.
The place and the mob served as a trigger whictkeweal his traumatic memory.
This is one reason why many victims avoid peopbk@aces associated with the
traumatogenic event, and it is to be noted thatdavee of people and places is a
symptom of trauma (Sheynin et al. 285). The dinectersperses visuals of his face
with visuals of the riots, and the use of jump adsveys the discontinuity and
rupture that a traumatic memory causes. The diréet® also used the technique of
slow pace and blurred visuals to visually depietitiental state associated with

trauma.
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In moments of crisis and sorrow, believers turspwituality, and these
Sikhs convened prayer meetings and offered prdgethe dead. Their refusal to
forget their dead relatives is both a mark of pbtgainst the violence and an
attempt to keep their memory alive by passing wilas cultural memory to the
next generation. The coming together of many Sikltne place brought back the
memory of the good times before the riots, andithrejuxtaposes the street in
Delhi throbbing with life before the riot with tlsame street strewn with debris in
1984. The detailed and slow pan shots, which caphe street and the people
vividly, also serve as a metaphorical depictiothef still raw and unprocessed
traumatic memories that the victims and survivditscarry. The footages also show
many Sikhs removing or being forced to remove theigious and cultural markers
under duress. One of the most shocking instancéeeifilm is the one in which the
rioters use a turban to tie the hands of a Sikbriedfurning him alive. Many rioters
cut the long hair of Sikhs to harass them emotigraaid to take away their self-
esteem. The camera zooms in on the pile of haingrtiee rubble, and this physical
object bears testimony to the modalities of viokeand the processes of
victimisation. An elderly man told the director s&s about the different young men
assembled there. He pointed to one youth and helah that he had lost his brother,
and then pointed to another child and added thaghddost his father. He also told
the director that many dead bodies were dumpedersiseptic tank since the angry
mob did not respect even the dead bodies. He reddhat some dead bodies were
thrown into gutters by the rioters to desecratenth®@utside the gurudwara, there
was a borewell without a handle and, hence, dysiumal. A Sikh man pointed out

that the rioters had removed the handle to preS#&tt women from giving water to
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their injured husbands, and these women were threed to collect water from the
sewers to quench the thirst of the mortally injuaed the dying. The camera zooms
in on a painting of this incident, and the pan sheés the spectator a
comprehensive understanding of the extent of vie@bjects and places keep the
memories of violence alive (Marschall 253). In timstance, the borewell and the
gutter bear witness to the violence and traumaeiictims, lending credibility to

the testimonies of the victims.

The film has also incorporated interviews with menstbelonging to other
religions, many of whom reached out to Sikhs inrtheoment of crisis. One tea
seller named Kanshi saved the lives of many. It bexsiuse of the generosity of
their neighbours who gave them shelter and foodrtaay Sikhs survived the riot.
The widows stated that Kanshi, a Hindu tea makemensely helped Sikhs. There
was another Hindu family that helped Kakam Sinédmsily. Muhammad Ali,
another man from the same locality, said that endidys of the riots, many men,
women, and children came to his house seekinggirote and they stayed with him
until the situation improved. He risked his lifeltelp the Sikhs, and he ignored the
warning issued by the rioters that those who hefpiklls also would be targeted.
The statement of a Sikh lady that she would nelamé any religion for acts of
violence committed by a few deserves special manfibere are also references to
members of other communities, like Prakash Jan, seleaficed their lives to save
the Sikhs. Thus, this documentary becomes a rexffasxdmmunal amity and

communal harmony.
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Towards the end of the documentary, the direcsrihcluded footage of
demonstrations and protest marches organised byeéhabers of the Sikh
community demanding that the perpetrators be brioiogiook. The protestors held
that they came across their perpetrators acrosstthet now and then, and these
perpetrators, despite their role in orchestratimg) @etting violence, go about their
daily lives. The protestors held the establishnaexabuntable for its failure to
deliver justice to the victims, even a decade dfteriot. H.S. Phoolka, an advocate,
argued that corruption in the system was partlgoasible for the sorry state of
affairs. He also added that the same pattern weesated in the case of the victims of
the 2002 riots in the state of Gujarat. This rafeeeto the riot in Gujarat is very
significant because there are many common faatdosth riots. Human memory is
multidirectional, and one story about a particuiat may reawaken memories of all
the other riots in different localities at diffetdimes (Rothberg\Multidirectional
Memoryl). The placards held by the demonstrators mardoingistice convey the
message that in the absence of proper preventiasures, “these fires can start
anywhere” Widow Colony00:40:13-16). The irony is that their apprehensainout
the fire of hatred taking its toll elsewhere turmmed to be a reality in the Indian state
of Gujarat in 2002. The off-screen narration emsessthat riots of high magnitude,
if they go unpunished and unaccounted for, woukhévally dent the public's trust
in the state machinery and public institutions..HPBoolke held that each citizen
must ensure that justice is delivered and the doegss of law is followed, which is
the only way to end “the conspiracy of silenc@/idow Colony00:41:13-16). He

emphasised that his fight was not just to bringva perpetrators to book, but to
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ensure that a functional system was put in pla@nsure that violence of this

magnitude did not go unpunished and unaccounted for

One widow in the colony shared her apprehensianttte impunity enjoyed
by the rioters might embolden these criminals &otstnother riot in future. She was
deeply disturbed seeing some of the perpetratgoyiag positions of power. She
asked why the same speed and alacrity which wasrshoprosecuting the
murderers of the Prime Minister was not shown restimg and prosecuting the
murderers of the members of her community. Sheeaktjuat the differential
treatment of citizens was against the spirit of@oastitution, which guarantees
everyone equality before the law. She complainateken after two decades, no
one had approached her to record her testimowWeto(v Colony00:42:15-18). She
asserted that many in positions of power feignedrgnce (00:42:58-60). The
testimony given by another Sikh man concerningéfesal of an officer to record

his statement corroborates the statement issuéudwidow.

The victims were asked to prove their claims lydpicing conclusive
evidence. The film problematises the attempts nigd®me officers to place the
burden of proof on the victims. The widows heldtttmere should be open public
hearings of the perpetrators, and a message thattrad violence would go
unpunished must be given to the public. A widownped out that she and other
widows would never give up on their fight and stoeir struggle for justice. There
were attempts to intimidate and coerce the victmmake them change their
testimonies, but these women refused to budge @mithced their legal battle. The

film is a celebration of the power and resilientéhese widows.
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The film ends with the images of the widows weepargd in the
background, the names of the Sikhs who lost thesslduring the riot are scrolled
down. This documentary holds profound significaaset bears witness to the
legacy of violence and the trauma of the victinhss klso to be noted that the film
expresses solidarity with the survivors' ongoirgipfifor justice. The film takes an
ethical stand by foregrounding the resilience ef\ilttims who refuse to give up
despite their challenging circumstances. This dantary is unique because, unlike
many other documentaries that focus primarily aoréing the past, this film
juxtaposes the past with the present. The traunti@ecsurvivors and their ongoing
struggle for justice are well delineated in thimfiThe film successfully portrays
collective memory and collective trauma and denratss how they shape and

reshape the identities of the victims of collectwalence.

Even the Crows: A Divided Gujarat a critically acclaimed 2014
documentary on the victims and perpetrators ofrifeenous riot in Gujarat in 2002.
The documentary attempts to critically analyseahatomy of violence and the
politics of hatred, and by doing so, ethically lseartness to the stories of loss, grief
and helplessness of the hundreds of men, womenghalalden who lost their lives,
property, and sense of security in the riots. Tosumentary was directed by
Sheena Sumaria and Sonum Sumaria. In the film,dtteynpt to revisit one of the
darkest episodes in the history of Gujarat. Onemomfeature of their works is
their commitment to issues related to the weak and the oppressed; this ethical spirit
is also reflected in this documentary. The ciraalabf the news report and the

telecasting of the footage of the riot on variaelsvtision channels resulted in the
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initiation of discussions among these two directdysut the politics of hate and the
anatomy of violence. Their exploration of the viate, its causes and results forms
the crux of this documentary. The directors hawedusetaphors, symbols, images,
and suitable background music to make the spestatiically engage with the
episodes of violence as empathetic insiders rakizer critical outsiders. This
documentary was released in 2014, twelve yearsthgehorrific communal riots in
different parts of Gujarat in 2002. This is a nudgual documentary since the
directors wanted to present the versions of alledtalders in their respective
languages. The off-screen narrations and the ceatrens with the educated are in
English; the victims, bystanders, and the perpetrators of the riots speak mostly in
Guijarati, and some politicians speak in Hindi. Tivectors shot this documentary in
three different countries, India, the United Kingdaand the United States of
America, because some of the victims of the rick im@ved to foreign countries.
The film mainly focuses on the life stories of twot victims living in different
countries. The first story is that of Nishrin Hussa middle-aged Muslim woman
currently settled in the United States, whose fatBlsan Jafri, a prominent member
of the Indian Parliament, was murdered by the rsot€he second story focuses on
the trauma of Imran Dawood, a Gujarati Muslim setiih the United Kingdom,
whose two uncles and a friend were killed by tlogerns when they were on a trip to
the State of Gujarat in 2002. The directors atteimpell the stories of victims and
victimisers through their testimonials. The diresttravelled extensively through
Gujarat to meet different stakeholders associaiddtive riot and to record their
stories and their interpretations of the riot. Théso travelled to the United States to

meet Nishrin and to the United Kingdom to meet imra
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The documentary presents a graphic representditite onap of India on
which the state of Gujarat is highlighted. Thisrezes particularly significant in this
documentary about the riots and their consequdmeasuse the story of the
violence would be incomplete without situatinggfsatial and temporal dimensions.
The film highlights the irony of a riot breakingtdn Gujarat, the land of Gandhi,
who spread the message of peace and communal diné\directors were unsettled
by the fact that the land of peace-loving farmeits@gsed one of the most
horrifying riots in independent India. As the dategh of a Gujarati Jain family
living in London, the directors wanted to discotte social, cultural, and political
reasons that created an environment susceptildege-scale violence, and to
problematise the politics of hatred and vengeallaking this documentary was
also a process of soul-searching for them becgsewere emotionally burdened
by the fact that their home state witnessed sucatabinstances of murder, rape, and
loot. Before making this film, they travelled fraitme United Kingdom to India and
from India to the United States because they wattt@deet the relatives of victims
living in different parts of the globe. This is theason why the film uses first-person

narration. The directors personally deliver thesuffeen narration.

The documentary opens with interviews with Nishiafri and Imran
Dawud. Through these conversations, the documeptasents a vivid overview of
their present life, which is shaped by their me@®of the violence in the Indian
State of Gujarat in 2002. Imran is a member of @f@ti diasporic community who
was in India with his two uncles and a friend wiie& riot broke out. Owing to their

visible markers of religious identity, the groupr@under attack, and everyone
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except Imran was killed. Nishrin carries the trawhéosing her father, Ehsan Jafri,
whom the rioters killed. The death of Ehsan Jafhip was then a serving Member
of the Indian Parliament, shocked and traumatisechbers of the affected
community and the family since he was a toweriggre everybody looked up to in
times of crisis. The directors have also incorpetdhe stories of the perpetrators,
without which the history of the riot will remainaomplete. The film is also an
attempt to study and problematise the anatomy wwétiand the politics of violence

from the perspective of the perpetrators.

Nishrin testified that nobody came to her fathes&ue when he was chased
down the street by the armed rioters. His househich many members of the
targeted group had taken refuge, was surroundeleoynob, and his call for help
went unanswered. Later, her father was killed i &dood. She is still profoundly
pained by the fact that even his dead body wascdateel, and it was left to rot on
the street. The line written by Jafri that evenngavere better than men turned out
to be prophetic in the context of the riot, in whibe baser instincts like vengeance
and anger were fully displayed. The audio of tletagion of the lines from a poem

by Jafri serves as a critique of the politics afidetta and the anatomy of hatred.

Nishrin is seen flipping through the pages of atpladbum, which contains
many of her father's photographs. The trauma ofh@wr who has to live with the
memory of the loss of her father, to whom she weepty attached, is reflected on
her face as she flips the pages of the album. Breyibs, being a compelling
mnemonic device, can renew human memory. She wedde&w someone could

inflict pain on someone like her father, who hae thost beautiful and disarming
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smile. She also added that her father was a traide leader who worked for the
poor and the downtrodden. However, the angry magetad him without any
remorse since the atmosphere of polarisation hraddy divided sections of the
society along communal lines. She could not holtklbeer tears when she looked at
the photo of her with her father because, in tlesgnt, she was all alone, and she

would never be reunited with the person who wag dear to her.

The second person who is interviewed in the filfmsan Dawud, a member
of a Gujarati diasporic family settled in Yorkshirethe United Kingdom whose
brief visit to Gujarat in 2002 turned out to beagic experience since he and his
relatives came under attack as the rioters codntity their religious identity from
their appearance and attire. Their excitementeaptbspect of visiting their home
state soon waned, and they could not escape freimmti. Imran was the sole
survivor, and his two uncles, Sakil and Saeed Dawnd a friend, Muhammad
Aswet, were murdered on 28 February 2002. The wixgberience took a heavy
emotional toll on Imran, who continued to fight tlegal battle for justice. In the
interview, while recollecting the episodes of viude on those days, he broke down
as he could not manage his grief since the menfahose traumatic experiences
was still fresh. He stated that he would continisefight until the dead bodies of the

deceased were returned to the family and the ¢silpere brought to book.

The opening visuals present Gujarat as a stateewhest people are
religious, as clearly illustrated by the visualswing a religious procession. As
illustrated by these visuals, religion is a fadt@at unites individuals and

communities. The film then explores how differeasted interest groups
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weaponised religious sentiments to reap politicatldnds. The detailed testimony
of Nisrin sheds light on the different modalitigs/wlence. Nishrin Jafri recollects
her story while sitting on a swing in her residencthe United States, where she
lives with her husband. The to-and-fro motion @ shwing on which she is sitting
while she is sharing her stories may be a symlo@piction of the inability of the
victim to move forward, as the painful memorieppad her in the past. Memories
of loss continue to haunt the victims until poki@nd psychological measures are
taken to address the underlying issues. Traumatioonies sometimes function as
flashbulb memories and, unlike narrative memoresain as they are. “Flashbulb
memories are often associated with traumatisingtiemal incidents” (Brown and
Kulik 73). The memory of these events may be pkeskfor a longer duration. In
the case of flashbulb memory, the subject may betalrecall “the circumstances
... the informant, the location, the time, the natfrany ongoing activity, the

subject's own clothing, the subject's own affeistl 80 forth” (Christianson 435).

Nishrin is seen constantly looking out of the windehile speaking, and
this gesture betrays her struggle to manage herameiishrin tells the directors
that she has lived in Gujarat's Gulbarg societgeszhildhood. She later shifted to
the United States and lived there with her huslzartbtwo children. Her nostalgia
for her home state is reflected in her statemeattwenever she saw a crow in her
courtyard, she thought a crow from India had coonee¢et her. She shifted to a new
geographical location with the hope that such ssmay displacement would help
her manage her grief and trauma. Neverthelesgashies a deep yearning to return

to her home state and be reunited with her friemmdkrelatives. However, she
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continues to live in the United States for feat th&ip to her home state would
revive the memories of loss and pain. Human mensoagsociated with spaces, and
traumatic memory may be triggered by specific sparel objects, and the
traumatic subjects have a compelling urge to atteedh. Such avoidance, as is seen

in the case of Nishrin, is a symptom of psycholabicauma (Sheynin et al. 285).

Nishrin describes her father as someone loved bgyene because he
understood the pain of others. The tone and thexioihs in her voice as she speaks
about her father reveal her trauma. Her fatherwased about the danger of living
in an area where his family could be susceptiblattack in the event of a
communal flare-up. However, he refused to shit teew location because he had
faith and trust in the people and the institutionthe state. He also wanted his
influence and connectivity with people to unitefeliént communities and foster
communal harmony. Nishrin states that on that dukday, she received a phone
call from India and was asked to go through thespaper. She was shocked to find
an article which reported the news that Jafri asdaife were burnt alive. She did
not believe the news and hoped it would be falbe. $arted weeping when she
realised that the news was accurate and her paetong with many others, were
indeed murdered. Still, she hoped against hopéehtrafiather would have somehow
escaped for the sake of her daughter, whom he ldgedly and passionately. As
she was describing those days, her voice broke d@wause remembering
traumatic experiences is often akin to relivingth&he confessed that she had not
shared these stories with anybody. At times, sh@dveope that some stranger

would call her, claiming that he was holding heéh&t hostage, and somehow,
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eventually, he would be released. It was becaubkerohability to confront her
trauma of loss that she had this habit of halluanga That she had not seen his dead
body is also another reason why she had not bderiahccept the reality of his

death.

Nishrin told them that the mob came early in themgg and started pelting
stones at houses to terrorise the inmates. HezrfaaiMember of Parliament,
contacted the police seeking help, and he waseshat security would be
provided. However, no officer came to their resatren the house came under
attack. Nishrin later learned that her family cobéve been saved because there was
a police van in the vicinity. The officers ignordt repeated request and legitimised
their inaction, stating they had received no ordEx&en the Crow60:35:24-27).

One inspector offered to save Jafri and his farkywever, he refused this offer
since, as a leader, he felt that he was duty-btwedsure the safety of everyone

who had taken shelter in his house.

Her husband, Najid Hussain, testified that whembet to Gujarat, he saw
dead bodies everywhere. He saw the little bodiehibdren dumped in the water
tanks. These kids might have jumped into the tavtksn they were set on fire. He
could not believe that such horrific acts coulccbenmitted by members of one
community against the members of another. He ddacesl his concern about
structural violence, by which he meant the taqgipsut given to the extremists by
some in the establishment and some in the law esrioent agencies. Gujarat has a
tradition of tolerance and accepting diversity, &rda riot to occur in such a state

was all the more shocking for him. As his narragigentinue in the background,
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some archival footage is shown on the screen. jaeating archival footage is one

technique the director has used to tell this stdényiolence and loss.

Nishrin told them that her father had tried negotgwith the mob to ensure
the safety of the people who sought refuge in bissk. He offered them money and
asked them to take it and leave. When the mobedftsdisperse, he went out
hoping that they would leave after murdering hird #rat others would be safe. It
was reported that the crowd tortured him for mbaantforty-five minutes. As was
revealed later in a sting operation conducted tmagazine, Jafri was stabbed and
later burnt to death. Nishrin and her husband tieeouy a plot in Gujarat because
they wanted to return to the state someday. Nesledh, many people refused to sell
them their land because of their religious identiyentually, they were able to buy
a plot closer to a slum. She was determined toag& bince the mortal remains of

her father are kept in Gujarat.

The film then switches to the narrative of Imramose facial expressions
betray his deep-felt trauma. He also has a vivastfbulb memory” of the riot
(Brown and Kulik 73). He could still vividly recatt the fire and the smoke, which
literally and symbolically stand for destructiordagisruption. The weaponisation of
fire by the rioters is widely reported. Fire hasnense destructive potential, and the
rioters considered it a cheap yet effective wedpomass destruction. It was
doubly effective since it also destroyed evideheoean stated that the police
officers offered no help when he approached theeatgued that the situation
worsened partly due to the unwillingness of thegeopersonnel to fulfil their

constitutional obligations. He narrated how thend@hose their victims. He told
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them that the violence unleashed by the mob hasicamhible pattern. The mob
attacked them only after verifying their religicaf$iliation. He also told them about
instances of passive violence, which manifestadasion and a lack of empathy.
He recalled with sorrow that some people who weteinters themselves ignored
their repeated pleas for shelter and protectiomingithe riot, the victims felt like
birds whose wings were clipped and, hence, werblana relocate to safer
locations. The documentary carries many imagesectt® birds. The flight of birds
conveys the passage of time. The mobility of bisdsontrasted with the limited

mobility of the victim when the riot was in full $mg.

The directors have also tried to tell the stogareling the burning of the S7
coach of the Sabarmati Express in Godhra, whiahtezsin the loss of lives of
manykarsevakseturning home from Ayodhya. This incident trigggreolence in
different parts of the state. In the opening scetiescamera pans across the front
page of the leading newspaper in India, which earsieveral reports and
photographs related to the riot. The directors hagerporated news reports and
television footage to make the narrative more cdlimgeand trustworthy. The
reports in newspapers and on television bear wsttethe violence and trauma of
the victims. The riot that followed the Godhra tréurning incident resulted in
large-scale violence and destruction. Imran wasckétd by the rioters, and his leg
was wounded. He told the directors that becausleedibss of blood, he had fallen
unconscious and was taken to a nearby hospitalvdsdater taken to the morgue to

identify the charred body of the driver of the tay were travelling in.
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Imran had filed a case against the perpetratoredAtended that everyone
associated with the riot should be booked for cottimgi crimes against humanity.
His trauma increased manifold when he came achesshildren of his deceased
uncles. Since the court cases filed by Imran wiligpending, members of the
community convened a meeting to discuss the coadgedings, and they reached
the conclusion that getting the rioters convictadhnbe difficult because many

witnesses altered their testimonies under compuldiming court proceedings.

The film has incorporated many interviews withiabaorkers who worked
among the victims, helping them with rehabilitateomd fighting court cases. Father
Cedric Prakash, a Catholic priest, played a viald m the organisation of a people's
tribunal to investigate the riot and related crimésey studied the situation and
prepared a detailed report concerning the factbisiwled to the riot, the violence
that erupted on the days of the riot, and its l@sging consequences. He told the
directors that the fact-finding team concluded thiglhout the complicity of some
officers in the establishment, the riot would navé lasted for such a prolonged
period. He also pointed out that many of thesegd®adid not lead to convictions

because conclusive evidence was not presentecelémicourt.

In this film, the directors have included divevgeces from different
sections of society whose estimations of the adiaally differ. Many prosperous
Guijarati business people thought that a good inoagjee state should be projected,
and too much preoccupation with an episode in &% would be counterproductive.

Subhash Thakrar, a businessman from Gujarat seagitige chairman of the
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London Chamber of Commerce and Industry, argueddisaussions should focus
on economic prosperity because the production alttvevould improve social

stability.

The victims could not leave the past behind. Maihthem were displaced to
the outskirts of the town after the riot, and tlatempts to move back were not
successful. The film features a colony in Ahmedalbbuser to a waste dumping
ground in the city. Khatam Ben, a riot survivorpngaains that even after a decade,
no one has come forward to address their grievaiest of the political parties,
whether part of the ruling front or the oppositioont, remembered them and made
promises on the eve of elections, but in most ¢asegpromises were not kept, and
their situation remained the same. She also addgder state, Gujarat, was indeed
growing, and new developmental projects were intced. However, the benefits of
growth reached only a feviE¢en the Crow81:14:13-17). The tiny houses that
these survivors live in attest to their poverty #amk of social security. The anger
and frustration of the people are expressed ificdtme of songs. The lyrics of the
songs included in the film convey their grievanddse directors offer their
commentary on violence through the songs includetie film. The lines in the
song state that hatred had spread to communitidsghe hatred had damaged
human relationshipg&fen the Crow81:15:44-49). The song reminds the viewers
that violence has reached villages and cities. @hass express the directors' agony

in this state of affairs.
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In the film, violence is not explicitly shown, biiis indirectly portrayed in
the form of newspaper reports, television newsdget and testimonies of victims.
Nishrin showed the directors photographs of awiatiho was pregnant at the time
of the riot and explained that the rioters did syedire her, and she was sexually
molested. She also had to witness the murder afidugghter in front of her eyes.
The rioters also raped many other women, inclutiemgmother. Despite the loss of
lives and property, this victim showed immense agarand went forward to testify
before the court. Nishrin later added that only taaividuals survived out of the

many men, women and children in that photograph.

The documentary also records the views of Indiggllectuals working
abroad on the riots. Professors like Ania Loombraeéorward to register their
protest. She stood for the rights of the victimise Tilm also records the alternate
viewpoint expressed by people like Narain Kataha, president of the Indian
American Intellectuals Forum. One man working witts group commented that
riots keep happening in different countries reduland asked why so many people
are talking only about the 2002 riot in Gujaratethough the event happened a

decade ago.

In the following footage in the film, interviews thisome members of the
minority community are shown. They held that evieiryg about the riot was
planned well in advance. One lady stated that skenstood why the surveys had
been conducted and that the data had been collentgdvhen the riot broke out,

and the houses identified earlier were targeted.aftackers came when she was in
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the kitchen, and she fled, leaving everything béhBhe stated that each rioter

carried weapons like swords.

Many wealthy Gujarati businessmen believe thaialngla resilient country.
They argue that no one in the state talks aboutidtte now except the media
persons and politician&yen the Crow81:07:10-21). However, the following
footage is an interview with a riot victim who saisat they would never forget the
riots in 2002 since they had lost everything arsipe had not yet been delivered.
These two apparently contradictory responses iilitssthe different ways in which

different individuals look at the legacy of thetso

Both Nishrin and Imran want to return to Gujamtontribute positively to
society. Their experiences of loss and sufferingeh@aeated a strong urge in them to
participate in projects aimed at spreading the agessof love and harmony. The
experiences of trauma may, at times, turn victime victimisers, as attested by the
fact that many rioters felt aggrieved, being atréeeiving end of violent incidents
which had taken place in earlier decades, likeP@wition of India. On the other
hand, in the case of many other victims, traumetjgeriences may engender a new

sense of solidarity. Nishrin and Imran exemplifistbentripetal pole of trauma.

The film emphasises that for society to move fodhadter instances of
violence, measures must be taken to deliver justice families of Jafri and Imran
continue their fight for justice. The film ends ithe recitation of a few lines from
a poem by Ehsan Jafri: “How long the heart acheg™&low long the people

grieve” (Even the Crow§1:15:22-25). In the film, it is suggested thalydhrough
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the restoration of harmony and the delivery ofigestan peace be restored and
wounds be healed. The film upholds its ethical camment by taking a clear ethical

and political position.

In this documentary, the directors have portrayietexce and trauma mostly
through interviews with the victims, perpetratonsl dystanders. They have also
used archival footage and reports published in papars and on television to make
the narrative more credible. The directors havel udkescreen narration to convey
the social voice of this film. Incorporating sorag®out violence and victimisation is
another technique the directors used to conveintkasity and consequences of
violence. This documentary looks at issues fromtiplel viewpoints and unravels
the various layers of violence. The testimonialghefvictims, which are included in
the film, are very powerful. This documentary beaitmiess to violence and trauma
and, by doing so, fosters empathy and emphasisaseid for understanding and

cooperation.

The filmsThe Widow Colony: India's Unsettled SettlererdEven the
Crows: A Divided Gujaratilustrate how individual and collective traumas ar
interrelated. The trauma of individuals like Nishrimran and the widows is
evocatively presented in the film. Nishrin suffefesim flashbacks because of her
inability to leave the memory of trauma behind. Ti@ims’ painful memories came
back to haunt them when they visited their formaces of residence because
traumatic memories can be triggered by people tamkp. Many widows have not

even visited their destroyed houses for fear thaight revive the memories of loss.
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This avoidance is a symptom of trauma. Imran fielogonally numb even years
after the death of his relatives during the ridtse emotional numbness of Imran
and many widows is also an indicator of their dpgsychological distress and
intense trauma. Many widows also show symptom®agaswithdrawal. Their

reduced engagement with the outside world is atsodication of their trauma.

These films look at the formation of collectiveunaa closely. They
demonstrate how the riots in Delhi in 1984 and @ija 2002 targeted not just
some odd individuals but entire communities. Thasgeted attacks damaged social
bonds. Because of this impairment to the prevaseigse of community, the widows
in the Widow Colony and victims like Nishrin havetrbeen able to return to their
pre-riot places of residence. Members of the estramunity were traumatised
because their right to life and security was viedatThe films show how the affected
communities showed various symptoms of collectisarna. The community's trust
in public institutions has been significantly erddsy their collective trauma. Even
after decades, the widows still doubt the intentibthe police and the bureaucracy.
Imran and Nishrin have limited trust in the staistitutions. The community also
suffers from feelings of insecurity, and its mensbaitempt to avoid people and
places associated with the memory of trauma. Thiese have succeeded in

illustrating the formation of collective trauma ait&lvarious consequences.

These documentary films present the processeqig#alihe formation of
cultural trauma. They explore the role played bygsy photographs, testimonies,

archival footage, and memorial services in fornrshgred memories. These films
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record the voices of the victims and survivors sexve as a repository of shared
memories of grief and sorrow. They highlight thek8 between cultural memory
and collective trauma and offer a comprehensivéyaisaof trauma, resilience and
healing at the individual and collective levelseTthemorialisation of traumatic
events is a prerequisite for the formation of aatdrauma (Smelser 36). These two
films aid the process of remembering and, by dsmgassist in forming cultural
trauma. These films depict cultural trauma vividifze two films demonstrate how
the riot damaged the social fabric and impairedsghigt of togetherness. In the
shared memory of the affected communities, theewicé on the days of the riot has

left an indelible mark. As a result, they continaesuffer from collective grief.

These two documentaries have depicted violencdrantha from an
intersectional vantage point. Violence affectedwidows more adversely than the
other victims because of their poor social and ento status. Imran and Nishrin
could continue their fight for justice despite thesses due to their better social and
economic status. These films have also exploradioss trauma. The insults and
humiliation that the widows in the colony faced weart of their daily experiences
of marginalisation. Constant exposure to such @fctsicroaggression intensified

their trauma.

A documentary on violence and its impact on humginds may incorporate
personal stories, many of which may contain sesmsihformation. The directors
have undertaken the difficult task of telling thergonal stories of victims with all

the details, yet care has been taken to proteéhtbesiewees' privacy. This
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particular aspect is well illustrated in both do@ntaries in scenes in which victims
talk about the violation of their bodies. These8lrespect the agency of the victims
and steer away from sensationalising their suffeand trauma. The directors of
both films have incorporated interviews with thetins to give them a platform to
express their voices freely with minimal interr@pti The victims are provided with
several opportunities to speak with conviction mdrticulate their views. The
directors have also incorporated the perspectiether stakeholders, including
bystanders and perpetrators. Instead of offerisiggle perspective, both these
documentaries offer views from different perspexgivl hey offer a nuanced
analysis of violence and victimisation by incorgorg testimonies of the victims

and detailed off-screen narration.

Both documentaries have used various techniquésgizt violence and
trauma. They have used paintings and songs to deekags, yet care has been
taken to balance the proportion of various elemértts directors have carefully
selected cinematic techniques, including editing laghting. They have used close-
up shots to depict the emotional trauma of theestib] However, they have
refrained from the overuse of extreme close-upsstmprevent the possibility of
sensationalising the topics. In most scenes, tleetdirs use eye-level shots with
minimal high-angle and low-angle shots. This chateamera adds to the realistic
appeal of these two films. The directors have aiade suitable editing choices. The
stories are narrated in parts, and the completeestemerge only at the end. Many

filmmakers rely on reenactments to add realistpeapto their films, but the
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excessive use of this technique may raise ethaatarns. These directors have not
included even a single scene of reenactment. Tér@esadn these films do not shock
the audience by presenting violence directly. Tlageemany references to direct
violence, but rather than showing them on scrdendirectors have focused on their
consequences. The use of the disturbing graphigemyaof violence is minimal in

these two films.

Depicting trauma in documentary films is a compdex! challenging
endeavour, but these films have succeeded in degpitte trauma of the victims.
These films do not sensationalise psychologicatels and the ensuing feelings of
helplessness, grief and anguish. The trauma ofitiens is expressed mainly
through the interviews and the testimonies. Theafisgchival footage and the
audio and video news footage of the riot providhesspectator with the socio-
political context that creates an environment ératbles the triggering of trauma.
The technique of incorporating photographs to evbkeraumatic memory is also
worth mentioning. Using low-key lighting in scergspicting rehabilitation centres
helps the directors symbolically render the gloerd sorrows pervading there.
Appropriate use of music and the design of soumdevake different emotions in
the spectator. In these films, sound and musicsee to evoke feelings and

enhance the responses from the audience.

The films also explore the possibility of post-tnzatic growth. Despite the
difficulties and challenges, the widows in the WidoColony have not given up and

have managed to support their families. SimilaMighrin and Imran want to return
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to Gujarat to help people in need and participateconciliation and healing
processes. Rather than fixating on the victims’kmeases and helplessness, these

films celebrate their resilience and strength.

Documentary films on violence and trauma presefgrént perspectives
that may shape cultural narratives in different svajhe victims and perpetrators
may belong to various cultures. However, the filraeranust be careful not to
create a simplistic narrative about victimisatiom perpetration. Reductionist
narratives and portrayals may have adverse consegsi®ecause narratives play an
important role in shaping the cultural memories@ihmunities. Both films
approach the topics with cultural sensitivity amdnibt present a binary of victims
and perpetrators. In both films, many people whoacuoss religious differences are
shown as standing united in their fight againstgbktics of hatred and othering.
The widows testified that many of them survivedéwese of the sacrifices of people
belonging to different faiths. Both these films aclledge and celebrate episodes

of communal amity and harmony.

These documentary films have powerfully depictezldlalectics of
communal violence, collective memory and culturalima. The different ways in
which violence and trauma shape the identitiesdividuals and groups have been
well delineated in these films. The study found thase documentaries have a
distinct social voice that reflects the films’ comment to plural values and secular
worldviews. These two films attempt to highlighétkocio-political factors that

create an environment that enables violence anongation. They commit an
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ethical act by bearing witness to the trauma oividdals and groups. These films
foreground amity, justice and growth, thereby fostgreconciliation and the

restoration of communal harmony.
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Chapter V

Conclusion

Transcending Violence and Trauma: Resilience and Rb-Traumatic Growth
in the Twenty-first Century Feature and DocumentaryFilms on

Communal Violence in India

This thesis attempted to critically analyse and tin@pdynamics of the
various modalities of violence and the ensuingudiial, collective and cultural
trauma in select twenty-first-century Indian featand documentary films which
address the communal riots in Delhi in 1984 an@uarat in 2002. Drawing upon
the critical insights provided by postcolonial discses on violence and trauma, the
study sought to explore how these films bear warieshe suffering and trauma of
individuals and communities. The thesis attempteeiximine the divergent ways in
which victims, perpetrators and implicated subjectsrage their complex emotional
state caused by the traumatic experiences or byabematogenic events. The thesis
used a relational framework to examine violencetsagma from an intersectional
vantage point. The thesis closely examined thelaiities and differences in the

ways feature films and documentaries approach M@end trauma.

The study found that four feature filntSraaq, Parzania,Amu andJogi,
and two documentary filmg&ven the Crows: A Divided GujarahdThe Widow
Colony: India’'s Unsettled Settlemghave addressed violence and trauma from
divergent perspectives. In these films, there avel instances of direct, structural
and cultural violence. These films have delinedteddifferent ways in which

different individuals and groups systematicallydiplysical force and social and
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political capital to destroy and harm the membéith® other community in the
event of the outbreak of communal riots. The filmse portrayed the different
ways in which the rioters weaponised hatred androssand used it as a tool not
only to injure and destroy their victims but alsedegitimise and rationalise their
violent behaviour. There are many instances ottlivmlence in these films. These
films offer nuanced portrayals of how some riotatentionally used violence in an
unethical manner to cause physical, material agdhmdogical damage. The films
contain many scenes of direct violence in whichdlege apparent perpetrators and
victims. Murder, loot, arson and rape are soméefihstances of direct violence in
these films. Many characters give testimonies ablmitiolence they experienced or
witnessed in these films. The different facetsiofence, like violation, subjugation,
and humiliation, are depicted in all six films. Tilen Parzaniacontains multiple
references to the Godhra train burning incidentlmch manykarsevaksvere

killed. The film presents this incident as a calsphysical violation. Cyrus, as he
was returning home from the movie theatre, witngéssany incidents of murder
and looting. He was shocked when he saw the riatégspting to molest a woman.
Shernaz and Dilshad, while hiding behind the bustes the rioters murdering men
and molesting women. Allan was shocked to witneesuse of bombs and other
weapons to destroy the houses and shops of mewigpscific communities. The
bomb exploding inside the house of Parzan shockéldesinmates. The rioters
attempting to stab Shernaz with a sword is anatistance of direct violence.
Shrnaz felt violated and humiliated when the rieotesked her to make a fire temple
using the fire around her. She felt subjugatedhasibters targeted her, her children

and her faith. The rioters' devaluing her faithmsinstance of humiliatiodriraaq
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begins with a visual of trucks carrying dead bodtea graveyard. The camera
zooms in on these dead bodies to reveal that tleeg mutilated. The scene
effectively conveys the extent of the violation. Wha’s house was looted and
destroyed by the rioters. The visuals of Muniradihaj the charred currency notes
illustrate the material losses of the victims. Tihm Jogi shows how the infliction of
physical, economic, and psychological injury onidogl other Sikhs resulted in the
creation of an environment in which the victimd fehered and distraught. For
instance, fellow passengers physically and vertia@hassed Jogi on the bus. That
they branded him a terrorist emotionally hurt ham¢ such acts of microaggression
dampened his spirit. Another instance of directenoe inJogiis the act of the
rioters burning to death Mr Bhatt inside his shbipe rioters weaponised fire to Kill,
to destroy and to tamper with evidence. Anothee cdglirect violence idogiis a
scene in which the rioters attacked a car and sélaze with the Sikh passengers
locked inside. Amu saw the rioters killing her fatlirom close quarter$he Widow
Colony: India's Unsettled Settlemgmesents a list of the Sikhs who were murdered
by the rioters. The widows confessed that the afehildren on the days of the riot
still haunted them. Rather than showing violenselit the film focuses on the
consequences of violence. The detailed testimafidgeese widows convey the
modalities and consequences of direct violencédrfilm Even the Crows: A
Divided Gujarat Nishrin’s father, Imran’s two uncles, Sakil ange®d Dawud, and
a friend, Muhammed Aswet, were murdered on 28 FalgrR002. These women

became widows and orphans as a consequence df\dolence.

These films contain many instances of structuralevice. Structural
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violence not only creates an atmosphere that esaiéence but also ensures that
many perpetrators are never held accountable & ¢bmplicity. InParzanig
different scenes show some police officers asgjstie rioters in identifying
followers of a different faith. The police officasking the auto-driver about Parzan's
religion is a case in point. Another instance afigural violence in the film is seen
in the scene in which Asif makes repeated phorie t@athe police station seeking
help and protection when their colony was attadikethe armed mob. However, his
pleas for help were ignored by the officer in cleallan’s observation that the
rioters used official documents like electoral $dth select their targets exposes the
misuse of power and is a pointer to structuralenck. InFiraaq, Munira observes
that she receives differential treatment from spolece officers if she reveals her
religious identity. Denying some individuals thergaprivileges and protection is an
instance of structural violence. Mr Tejpal Arordpeal politician using official
government documents to identify Sikh househoklanother instance of structural
violence. The apathy of the police officer is rdeday the scene idogiin which

the police officer continued to eat his sumptuoesiheven after receiving the report
about the outbreak of violence in the area undejunisdiction. INnAmuy one Sikh
woman testified that some police officers and buceats assisted the rioters
(01:03:26-28). Her words also bear witness to siratviolence. The filmnThe
Widow Colony: India's Unsettled Settlemepens with a question regarding the
misuse of data in the electoral roll by the riotditse film alludes to the complicity
of some officers whose inaction increased the Bitgmof violence. One widow
stated that some police officers asked them toistiyors and offered them

protection, but when the riots erupted, they asdithe rioters instead. H.S. Phoolka,
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an advocate fighting for the victims, argued thatgption in the system is partly
responsible for the delay in the delivery of justilmEven the Crows: A Divided
Gujarat, Father Cedric Prakash, a Catholic priest whopeaisof a people's
tribunal, asserted that the riots lasted for aemdéd period mainly because of the
complicity of some officers. These films problersatihe failure of the law
enforcement agencies to offer safety and protet¢tidhe victims when violence
breaks out. In these films, violence arising fronepabled by institutions and
structures of power manifests as unequal treatmeanginalisation, and

discrimination.

The references to cultural violence in these fiireslimited. InParzaia one
rioter asks Shernaz to build a fire temple usirefite, betraying his disregard for
the cultural and religious practices of the Papsnmunity. Such an attitude that
normalises and rationalises violence along commiimes is an instance of cultural
violence. The film also includes a scene in whiuh ioters choose their targets
after verifying their cultural identities. The rest perceived that the cultural
differences legitimised their acts of violence. Mana Muslim woman in the film
Firaaq, wore abindi on her forehead to conceal her religious and rallidentity.
Such episodes in which individuals are forced toceal their real identities for fear
of facing targeted violence and discrimination @s® instances of cultural violence.
Sameer Arshad Shaikh used his wife’s surname, Diesascape persecution. He
feared that he would face discrimination if he aded his religious identity. ldogi,
many Sikhs were forced to erase markers of thefr,fauch as thekeshand their

turbans, to escape persecutionAinuy when Kabir went to a bookstore to buy a
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book on the anti-Sikh riots, he did not find evesirggle book on the topic. The
refusal of the mainstream society to acknowledgedotument the pain and
suffering of affected communities is another iltagbn of cultural violence.
Cultural violence is seen in the belief systemmahy individuals irFiraaq, who
blamed the victims for the outbreak of violencee ™esecration of the holy places
and holy scriptures by some rioters, as showrh@ Widow Colony: India's
Unsettled Settlemeris also a case of cultural violence. In thegedil cultural
violence rationalises, normalises and legitimisa$ lolirect and structural violence.
These films, through their evocative portrayalsiofimisation and suffering,
problematise and reject the ideas and policiesstngport cultural violence. They
pose an ethical, epistemological, and aesthetiberigge to the ideologies and
worldviews that support violence. It is also torfmeed that these films do not

aestheticise and sensationalise violence.

These films have attempted to foreground the rbteeperpetrator in the
acts of violence. In these films, the perpetragmgage in acts that violate the
fundamental human rights of the victims and demyrtttheir right to lead their lives
with honour and dignity. The perpetrators in thiglees may be classified into
different types based on their attitude and th@e m perpetuating violence. Some
of the perpetrators, like ChaganFimaaqg and some unnamed perpetrators e
Widow Colony: India's Unsettled SettlemantiEven the Crows: A Divided
Gujarat, occupy the subject position of the floating subj@ttese people opt for
violence under the pressure of the circumstandss pfessure generated by the

somewhat unfavourable circumstances makes thenvéeiaently. The
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hypersubjects are those perpetrators whose vibkdmviour is triggered by the
circumstances. However, unlike the floating subjdas subject turns to religion or
other ideological systems to justify their involvemt in violence. Many unnamed
rioters inParzaniaandFiraaqg are hypersubjects because they became perpetrators
assuming their deeds were justified and legitim&tene characters in these films,
like Kishan Kumar ilmmuy may be categorised as non-subjects because, deen af
committing acts of violence, they refuse to ackremlgle their role in the violence,
and they claim that they had only limited agencg aere only carrying out orders
given to them. Kishan Kumar, lsimy was guilty of murdering Sikhs and burning
down Sikh establishments. However, later, he jigstihis actions by stating that he
was only following the order#Afnu01:11:43-46). Some of the police officers in
these films, who failed to carry out their dutielsem the riots broke out, later came
up with the alibi that they were only acting as ther orders given to them. Many
characters like Tejpal Arora fogi and Sanjay and his friend Hraaq may be
termed anti-subjects because they engaged in fcislence to derive pleasure
from the pain and suffering of others. Similarly,the widows point out, many
perpetrators refuse even to acknowledge their coitypin the riot and continue to
lead normal lives. These unnamed perpetrators tsayba categorised as anti-

subjects.

What makes violence during a riot different frorhetinstances is the
participation of a large number of ordinary indivads without a criminal track
record in the acts of violence. Unlike some lea@érs plan and execute the riot

with ulterior motives, many of the foot soldiersavbngage in acts of violence on
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the ground are not necessarily hardened crimiftace, they go back to their
everyday lives once the riots end. These filmsoatliy engage with the intentions
and roles of these perpetrators as well. The m®euch perpetrators in these
films can be analysed using the theoretical pristh® “banality of evil developed
by the famous philosopher Hannah Arendt in her €ickmann in Jerusalem: A
Report on the Banality of EW252). The basic premise of Arendt's argument is that
in instances of large-scale and massive violenaealhperpetrators are necessarily
hardened criminals. During outbreaks of massivéenice, even otherwise ordinary
individuals could be coerced into becoming agehtsalence. These individuals
are not necessarily monsters because they mayametihternalised hatred. Some
low-level officers and police constables may hasssied the mob only because
they were directed to do so by their superiors. Wagrpetrators were ordinary men
or low-level officers in films likeAmuy Firaag, Parzanig andJogi. For instance,
Chagan irParzanialater confessed to Chottu that he was carryingadgrs from
the local leaders. His making amends by giving @melst testimony before the
commission also supports the assumption that hetia hardcore criminal. Bogi,
many police officers assisted the rioters only liseasuch orders were issued by
some political leaders. The film does not preskesé¢ police officers as
embodiments of evil, devoid of humanity. The tramnsfation of Lali, a police
officer, towards the end of the fildogi supports this assumption. Amuy Kishan
Kumar confessed that he was simply carrying ou¢ia.cdHe and the other rioters
were given kerosene and were directed to burn dberhouses of Sikhs in their
locality. His argument that he was merely followmrglers suggests that he joined

the rioters without having an ideological agendanprioters in these feature and
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documentary films are unnamed; some have hidden their identities by covering their
faces. The films' engagement with their intentienigmited. However, the paradigm
of the banality of evil cannot be applied to pchiileaders like Arora idogi, who
had clear political agendas and ideological jusdiions for their actions. Similarly,
perpetrators like Sanjeev and his friend, who ntetba woman to satisfy their
carnal desires and took sadistic pleasure in #aions, cannot be theorised within
the framework of the banality of evil. The theatatiframe can only be applied to
analyse the role of those perpetrators who becgmets of violence as a result of

their being part of particular political and soc#luctures of power.

The thesis also looked at the representation oligamed subjects in these
films. Implicated subjects are those individualsovélne neither victims nor
perpetrators, yet benefit from violence and oppoesisecause of their being
implicated in particular social and political sttuies. Members of the family of
Anuradha Desai ikFiraag may be considered implicated subjects. Since dneyot
affected by systemic injustices, they refuse tmaekedge them. The neighbours of
Shernaz irParzania,who refused to reach out and help her family wiherriots
broke out, do not commit acts of direct violenaet, lyenefit from the social and
political circumstances that prevailed during aftdrahe violence. Sheela’s
husband is also an implicated subject becauseuseadandirect harm through his
inaction. Aarti’s father-in-law did not care abahé impact of the riots on the
victims because the victims belonged to some atbermunity. Such individuals

may be described as implicated subjects.
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The study found that these films examine violemoenfintersectional
perspectives. These films explore the relationbetgveen the victims’ overlapping
social identities and the degree of their victimima Those with social and
economic capital, like Allan and Sameer, could doomesurvive after the
restoration of normalcy. On the other hand, those were socially and
economically disadvantaged had to face much hasttwet-term and long-term
consequences of communal riots, as illustratedhéysuffering of the widows in the
Widow Colony even decades after the riotPBrzanig Shernaz and Cyrus were
able to return to their house after the riot beedhsy were members of the middle
class. Their Parsi religious identity and middlass status created a unique
experience of othering. In the case of Nikhat,re&gious, class and gender
identities compounded her loss. Allan, owing toidentity as a white man, received
slightly better treatment. Children suffer morertlzaults because of their limited
agency when riots break out. The suffering of Motesid Parzan illustrates this
point. The widows in the filnThe Widow Colony: India's Unsettled Settlentemte
not been able to return home even decades afteiotHeecause they were socially
and politically disadvantaged. These women facet@mic difficulties because the
earning member of the household had been killediritientity as widows
adversely affected their social positioning. Thesenen also did not have
significant political clout. These social, politicand economic aspects intersected,
resulting in the creation of unique experiencesusfering. Their religious and
gender identities compounded their already preaaremndition. Compared to these

widows, Nishrin Hussain and Imran Dawoodswven the Crows: A Divided Gujarat
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occupy a better social and economic position. Hethey are able to settle down

after the riot and continue their fight for justice

These films offer nuanced perspectives on struktoit@rsectionalityAmu
Jogi, Firaaq, Parzania andThe Widow Colony: India's Unsettled Settlernsmd
Even the Crows: A Divided Gujardlustrate how the structures of power in a
society treat different groups unequallyHParzania,the attempts of the police to
present a false narrative before the commissiaastitite how those in power
perpetually rationalise and legitimise acts of @male. Victims like Cyrus and
Shernaz felt left out by law enforcement agena@ex;e the officers refused to
register their complaints and address their griegaifriraaq illustrates how the
complicity and incompetence of some police officsersely affected the victims.
In AmuandJogi,there are many references to the role played byauarats like Mr
Sehgal, who let the riot go unchecked under thatctv Many survivors iiThe
Widow Colony: India's Unsettled Settlemshére stories about economic
exploitation. They had to work under inhuman caondg and were paid poorly

since the wealthy and privileged exploited theggarrious condition.

These films engage with political intersectionalywell. These films
explore how the overlapping identities of the swovs limited their political power
and agency. They also illustrate how political itasions create, perpetuate or
legitimise violence of different kinds. For instanthe filmJogilooks at how
political leaders like Tejpal Arora violated thietums’ right to life and right to
property. INnAmu,one unnamed politician attempted to manipulatevitiEms in the

refugee camp. During the riots, he ignored thegleahelp, but later, he visited the
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relief camp to distribute blankets to the widowke widows in the Widow Colony
have not yet been relocated, partly because df lilreted political agency. They
stated that political parties remembered them eretle of elections. However, after
the elections, these victims’ demands were ignbsethe leaders of these parties.
Similarly, the fight for justice undertaken by Nig Hussain and Imran Dawood
has not reached its logical conclusion due to tlaek of political power. These
films portray how overlapping factors such as claslggion and gender limit the

political agency of the affected individuals andgps.

Representational intersectionality deals with hbe/éxperiences of
individuals are “represented in the cultural imagyi (“Mapping the Margins”
1280). These films validate the experiences ohtheginalised and the less
privileged, such as the widows and the orphansepsesenting their struggles and
challenges. The representational strategies, sutieanclusion of detailed
testimonies inrhe Widow Colony: India's Unsettled SettlenmsrdEven the Crows:
A Divided Gujaratand the incorporation of multiple perspective§iraaqg and
Parzania,adopted in these films may be viewed as ethicahwintions in cultural
representation. Films likdogi andAmuvalidate the experiences of the victims by
recording the memories of the individuals and comitres who were at the
receiving end of violence. That these films adopirelusive approach and
challenge stereotypes also deserves special memtiese films pose an ethical and
aesthetic challenge to the intersecting forms afgmalisation and oppression at the

level of culture.

These films have tried to look at communal riotd #re ensuing violence
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from diachronic and synchronic perspectives. Mampese films try to link the
violence in the present with the instances of vio&ein the past and, by doing so,
attempt to nuance deliberations of violence. Softheoscenes in these films try to
locate the root of violence in the painful memowé®artition. The memories of the
violence that erupted after the Partition were pdskown to the generations,
resulting in the formation of intergenerationaltrea.Parzaniacontains a scene in
which a teacher explains to students that afteitPar, thousands of Hindu families
were forced to flee from those areas which becaaniegh Pakistan to avoid
persecution. The traumatic memory of forced dignaent reemerges in moments
of communal conflicts. Ifriraag, one police officer asked Sameer to go to Pakistan
when he told him his surname was not Desai butkBhdihe filmAmuends with a
reference to the eruption of the riot in Gujarad,dny doing so, establishes a parallel
between different instances of violence in the ¢guin Jogi, there are multiple
references to the suffering of the Sikh communttgirty the days of Partition. As
the Sikhs were attacked by the rioters, Jogi tieeiihd out why even some friends
turned out to be enemies. He could identify sintijan the pattern of violence in
1947 and 1984: “One day, out of the blue, somedrsedo you turns into your
enemy. The same happened in 19469 01:23:00-04). Violence in the present
reawakens the memories of the violence in the pésts like ParzaniaandFiraaq
demonstrate how some vested interest groups wérdatyeaponise the memories
of past violence and polarise society along commlimes. The internalised fear of
a violent other also resulted in the creation odimosphere that fuelled the

outbreak of communal violence.
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These films have also portrayed the social and@oanfactors that created
distrust and enmity along communal lines. Someviddals used the cover of the
riot to destroy the business establishments ofrsifidne attack on the shops owned
by Sameer irriraaq is a case in poinjogi andParzaniaalso feature many
instances of targeted attacks on business estatdidis by members of other
communities. Personal vendetta prompted some dieasan these films to join the
riot mob. Lali Katiyal hated Jogi because he heihd responsible for the death of
his sister Kamaljeet Kaur. He used the riot asetepit to settle the score with Jogi
and the members of his community. Some leadersnsisdo mobilise people
under certain political parties. The films show hswwme political leaders used
violence as a cover to hide their failure to adslfg®ssing concerns such as food,
housing and jobs. Tejpal AroraJdogi, a local politician who coordinated the riot, is
a case in point. l/Amu a politician plays a dual role. Initially, he bestrates the

riot, and later, he goes to the refugee camp toiloite blankets to the inmates.

Another factor that these films focus on is théufa of institutions such as
the police and the bureaucracy to protect the sightll individuals, which are
enshrined in the Indian Constitution.marzania,the police ignored Asif's repeated
pleas for help. Munira felt that the police offiaid not even try to stop and arrest
the rioters. There are similar scenedmy Firaaq andJogi as well. There are
references to the complicity of some bureaucratsnmu Kabir’s father, Mr Sehgal,
a high-level bureaucrat, was complicit in the betause he refused to fulfil his
constitutional responsibilities. These films havelppematised the functioning of an

“Institutional riot system” that fuelled communablence (Brass 369Amu Firaaq,
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Jogi, Parzanig The Widow Colony: India's Unsettled SettlenreemdEven the
Crows: A Divided Gujaratlearly illustrate how the nexus of antisociainedats,
political leaders, communal outfits, and some buceats plan and execute riots.
Politicians like Tejpal Arora and police officerkd Lali ran a base camp to assist
the rioters inJogi. This nexus deliberately and maliciously subvettedlaw and
order system. liParzania,those who were associated with the riot systemceaer
the victims to give false testimonies before themguossion of enquiry. The
subversion of justice by this riot system is resplole for the ongoing suffering of
the widows inThe Widow Colony: India's Unsettled Settlermserd Nishrin Hussain
and Imran irEven the Crows: A Divided Gujatakhe institutional riot system
ensures that the guilty are not punished, and ¢heedty of justice is delayed. The
way the local politicians manipulate the massesduhe riots, as depicted in the
films Jogi andAmu supports Steven |. Wilkinson’s argument thatjmyriots,
some politicians polarise the people for politigalns (2). These films commit an

ethical act by laying bare the modalities of th&titational riot system.

The directors have used various techniques to septevziolence on screen.
In ParzaniaandFiraag, instances of gruesome violence, such as rapeniye
reported and not visually represented. This tearmf implying violence shifts the
focus to the consequences of violence. It alsectflthe ethical choices of the
filmmakers. Cyrus saw a man attempting to molegbman, but rape and sexual
violation are not shown on screen Hmaaq, Aarti's husband's friend claims that he
had raped many women during the riots, but visobitape are not included in the

film. The technique of indirectly or symbolicallgpresenting gruesome violence
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limits the possibility of spectators getting vicarsly traumatised. These films seek
to highlight the emotional toll of violence on d@ifent stakeholders. These films
focus primarily on the short-term and long-termsEguences of violence at the
individual and collective levels. Different editistyles are used in many of these
films to capture the intensity of violend&raaq uses jump cuts and quick cuts to
convey the shock associated with violence. Thentigcle of parallel editing is used
in scenes, such as the ond’mrzaniathat juxtaposes Shernaz’s attempts to flee
from the mob and Cyrus’s attempt to reach his homsthe film, Cyrus’ vision of
vultures swooping down and the visuals of riotérasing their victims are
interspersed. Parallel editing style is used ia fitiene to present a nuanced
perspective on violence. The use of close-up dbatenvey the victims' reactions to
violence is also a technique used in these filrhg Jhock and trauma on the face of
young Amu as she witnessed her father being draggeg is conveyed through
extreme close-up shots of her faceJagi, the director has used close-up shots to
convey the trauma of a Sikh mother as she shavetahghter's hair. IAmuy Jogi
andParzanig rapid cuts are used to show the intensity oferiok and wide shots
are used to present a broader view of violence.diileetors have used shaky
camera angles iogi andFiraaq to amplify the tension during the riot. Ambient
sounds, such as the police siren, suggest violentegi. The evocative use of
silence to suggest violencedongiandThe Widow Colony: India's Unsettled
deserves special mention. The excellent performahaetors like Naseeruddin
Shah as Khan Saheb and Cyrus Pithawala, Deeptil Maverti, Sarika as Shernaz
Pithawala, Konkona Sen Sharma as Kaju and Ali Alzzdar as Jogi makes the

representation of violence and trauma in thesesfibery realistic.
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Many techniques used to represent violence oniseneieature films and
documentary films are similar, yet the treatmentiofence in documentary films is
slightly different. One technique used to convey élxtent and intensity of violence
in both documentaries is the incorporation of mws with victims, perpetrators,
and bystanders. They have also included detailtuhtenies of the victims, such as
the widows and the orphans, to convey the impactadénce. The films have used
voice-over narration to present the social andipalibackground. Both these
documentaries have incorporated many photograpthsam@hival footage to convey
the intensity of violence. The films have usediitiies and texts on screen to

provide statistical information and factual details

The study found that these films offer a polyphgrecspective on violence
by recording the views of victims, perpetratorg] agstanders. These films have
also portrayed different forms of violence, sucldimsct, structural, and cultural
violence. The directors of these films have na&dtio glorify, sensationalise, or

legitimise acts of violence in these films.

This study used a relational approach and a pasi@ltrauma framework
to study the representations of individual andemtiVe trauma in select feature and
documentary films. Postcolonial trauma studies jpied the theoretical background
to study the expressions and articulations of dass, grief, and sorrow in the
postcolonial context. Adopting the relational agio in this study on trauma
facilitated the exploration of the linkages and mections across boundaries,
disciplines and varying conceptualisations. Thislgtfound that many characters in

these films show visible symptoms of trauma. Thadiwis of trauma may find it
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difficult to manage their emotions, and may suffem mental states like negative
thoughts, suicidal impulses and uncontrolled aii@ererican Psychiatric
AssociationDSM-5272). Trauma may also alter the victims’ memoraes] the
victims may suffer from flashbacks in which theg &rced to relive their troubling
experiences over and over again. Amu suffered ftagimbacks in which she saw
her mother standing on the other side of the railtsacks, but then her vision was
blocked by a moving train. Her inability to mandg painful memories is a
symptom of her psychological trauma. Aarti suffefieain haunting flashbacks. The
memory of violence on the day of the riot, suchh&sinhuman treatment meted out
to her neighbours by the rioters, continued to haen Because of trauma, the self-
perception of the victims may undergo tremendoasghs, and they may be
flooded with negative emotions such as fear, shamdehelplessness. Sameer and
Munira were flooded with fear, sorrow, helplessresd anger, which testify to their
traumatic condition. Sameer felt helpless and wasakllustrated by the scene in
which he gave compensation to a motorcyclist wimemnad into his car. Munira felt
distraught, as illustrated by her tears and thekoéxpression on her face

immediately after returning to her house, which wasially destroyed.

The trigger of trauma varied in the cases of irdinal instances. Some, like
Aarti in Firaaq and Shernaz iRarzanig are traumatised because of sudden
exposure to violence and hence suffer from PTS Aas traumatised because
she held herself responsible for the death of bagghtoours. She was haunted by
feelings of guilt and shame. She had intrusive gihtgiand was haunted by the

visuals of her hapless neighbour knocking on her,dequesting help. She
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persistently heard the knocking sound during restibacks and opened the doors
occasionally. She suffered from intense distresisfalt detached from others,
including her husband. She also suffered from dettructive behaviour, such as
burning her hand with boiling oil. Shernaz had negaemotions and was not able
to manage them. She had intrusive thoughts aboulifé&ndefore and after the riot.
Her intense stress and sorrow are other indicabbher traumatic condition. Many
of the victims inJogiwere unable to articulate their pain. This sileand numbness
convey the intensity of their trauma. It is to lm#ed that “silence is the voice of
trauma” (Ritter 176). Heer, Jogi’s sister, was mnatised on account of witnessing
the death of her husband. She suffered from digBonj which is a symptom of
trauma. She was unable to integrate the painaunatogenic experiences. The
Sikhs who took refuge in a nearby gurudwara tos&@m violence were unable
to speak, and this speechless fright is anothepgym of trauma. In the filnrAmu
Kaju is seen shivering in her sleep because shstreage, disturbing dreams.
Frequent nightmares and the inability to sleepvapesymptoms of Amu’s
psychological trauma. Keya observed that Amu hasleeeloped bonds with
anyone. Her inability to form lasting relationships symptom of her trauma.
Another symptom of trauma is that it can be triggeover and over again. A trauma
trigger refers to a stimulus that may trigger mae®about past traumatic events
(Bryce et al. 2882). One widow in the colony tdie director that his questions had
triggered her trauma. She also confirmed that nodinlye widows have not visited
their former places of residence for fear that suefsit may trigger their traumatic
memories. Amu’s traumatic memory was triggered wstemvisited the slum and

the nearby railway station. Nishrin loves her statefears visiting Gujarat because
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she assumes that such a visit may trigger her @maamemories. Hence, she avoids
places and things that are connected to the trigigeer trauma. Similarly, many
widows have not visited their destroyed houseddar that it might revive their
painful memories. Such avoidance is a symptom pélpslogical trauma (Sheynin
et al. 285). Suffering from survivor's guilt is dher symptom of trauma. Survivor's
guilt often leads to “emotional distress and negaself-appraisal” (Murray et al.
28). One unnamed widow is still haunted by the faat she was unable to save the
life of a child on the day of the riot. Another wia carries survivor's guilt because
of her inability to save her husband's life. Mafyhe widows suffer from such
negative self-appraisal, and they are traumatigad Many of the victims of

trauma have flashbulb memories. Imran has a vivedory of the riot, and the

memory of fire and smoke still haunts him.

The event-based model of trauma is inadequatedilysathe representations
of trauma in these films because a single catdsicaggvent is not always the trigger
of the trauma of many characters. Long-lasting agpees of seclusion and
marginalisation can also trigger trauma, as marth@ttories in these films
illustrate. Laura S. Brown has developed the conckmsidious trauma to refer to
“the traumatogenic effects of oppression that atenecessarily overtly violent or
threatening to bodily well-being at the given moméut that does violence to the
soul and spirit” (“Not Outside the Range” 107). $adilms have vividly illustrated
how experiences of everyday violence could be am@tl trigger of trauma. The
case of Sameer Desai, who, on account of his rheglttionship with a Hindu

family, was not physically targeted, yet constaqgasure to microaggressions like
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the disparaging comments made by others about ¢éneb@rs of his community
emotionally drained him. The fact that others Held accountable for crimes
committed by some odd individuals solely becauskdienged to the same religion
as the alleged perpetrators made him feel othereédlisturbed, ultimately leaving
him traumatised. It was because of his traumahteatarted risk-taking behaviours,
such as revealing his real religious identity t® policeman, who was biased against
the members of his religion. His frustration wasoalisible in his emotional
outbursts. In traditional Indian villages, widow® aot considered to be equals. The
constant exposure to a hostile climate and unfaattent in the colony intensified
the trauma of these widows and their children. Maurg shaken by the differential
treatment when she reveals her religious iderityguising her identity to escape
from discrimination was a traumatic experiencetfer. These characters suffer from
increased levels of anxiety and stress due todhstant exposure to insidious

trauma.

Many characters in these films developed Complest-Paaumatic Stress
Disorder because of their constant exposure tortsalndividuals, like the widows
in the Widows Colony, are traumatised by long-tesposure to physically,
emotionally and morally disturbing and troublingtets and situations, and hence
suffer from Complex PTSD (HermahsaumaZ2). These widows found it
challenging to control their sorrow and have avdidisiting their villages for fear
that it might trigger their traumatic memories. Ad@nce is a symptom of trauma.
Many widows in the colony had terrible hallucinasoand nightmares. Munira also

suffered from CPTSD. She developed negative pamepabout her husband and
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her friend, and the development of such negativegmtions is another indication of
trauma. She distrusted her friend and neighboothldyShe also showed withdrawal
symptoms, and the frequency of her interactionk tr husband came down
owing to her traumatisation. She suffered fromifgg of guilt, which is also a
direct consequence of trauma. She finds it chalhgntp maintain her interpersonal
relationships. She also suffers from dissociation f@els detached from her
surroundings. Sameer experienced microaggressioasapunt of his religious
identity. Such continued exposure to othering aadgmalisation made him suffer
from C PTSD. His risk-taking behaviour and increblsvel of stress reveal his

trauma.

Recent developments in the field of trauma stuldéese expanded the
boundaries of Trauma Studies. Many scholars likeMé&r and McGlothlin argue
that not just victims but perpetrators of violemtgo may suffer from trauma. One
reason why perpetration leads to psychologicalidisinces is that “the human
mind, contrary to certain political ideologiesnist well suited for killing” (MacNair
170). Many symptoms of PTSD may be seen in perpesras well. Chagan, in the
film Parzanig suffered from perpetration-induced traumaticsgreédis initial
response to escape from his trauma was the ddmabm@l and ethical
responsibility. He also attempted to rationaliseihvolvement in rioting with the
claim that if he had refused to join the mob, e alould have become a target. His
anxiety and panic are indications of his traumaifarly, Kishan Kumar, a rioter in
Amu,also suffers from Perpetration-Induced Traumatiess. Unable and unwilling

to acknowledge his role in the violence, he soughige in liquor to evade his
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moral responsibilities. He tried to rationalise addions by arguing that not just he
but many others in the position of privilege welsanvolved in violence, and
holding him alone responsible for what transpiradrd the riot was meaningless.
Avoidance, another symptom of his perpetrator traumanifests as his deliberate
evasion of moral responsibility. It is to be notkdt these films’ engagement with
perpetrator trauma and perpetration-induced traigratiess is limited. The concept
of perpetrator trauma and its varied narrativeesentations in literature and cinema

in the Indian context require further studies.

Both feature films and documentary films have ipooated testimonies of
victims to depict trauma. The first-hand accoum®ig by the victims in the form of
detailed testimonies validate the instances oevioé shown in the films. These
films acknowledge the agency of the victims by mpawating their views and
perceptionsParzaniacontains detailed testimonies of many victims. doyg the
end of the film, there is a scene in which theimstare given a chance to make
detailed testimonies before the commission of ayg8hernaz testified that she had
seen thousands of armed men roaming the streetgolslhthe commission that one
police officer, Mr Shankar, who was her husbandé&nt, refused to help them and
assisted the rioters instead. She also testifigtie violence had destroyed their
personal and public lives. A doctor came forward testified before the
commission that on the day of the riot, he had sleemrmed mob blocking
vehicles, including ambulances, carrying the imgjui@ nearby hospitals. Another
woman testified that she had seen her daughteg baped and trucks carrying

hundreds of dead bodies. These testimonies reveahtensity of trauma. The
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widows in the Widow Colony testify about their srfhg. Nishrin and Imran narrate
their stories of loss through detailed oral testimes. By incorporating these

testimonies, these films ethically bear witnesthotrauma of these victims.

All four feature films and the two documentary firfook at trauma from an
intersectional lens. They offer a detailed criti@ablysis of the different ways in
which the interweaving of the different forms aggds of social stratifications
along markers of identity, such as caste, religgamder and class, result in the
creation of distinct experiences of trauma andveno Social or cultural capital,
mobility, connections, and access to support systégal institutions, and
healthcare facilities vary from individual to indiwal, belonging to the same
victimised community. As a result, different indivials may cope with their trauma
differently. Individuals with access to supportteyss may heal faster, and the
suffering of others may go unacknowledged and uresded. One's positionality
within the power hierarchy often influences the @aipof violence and trauma on
individuals. Munira experienced trauma differerftlyn her husband because the
intersection of sexism and communalism made heergxpce particular and
different ways. A better support system was in @lme Anuradha's husband,
Sameer, due to his class identity. Children likensla suffer the most and are the
most vulnerable section in the absence of a preyaport system in placEiraaq
features characters from diverse social, politiaat religious backgrounds, offering
a detailed look at the differences in the expeesraf individuals exposed to
violence triggered by the same riot. Cyrus and fdehad better support systems,

which expedited their recovery from trauma. Mangaewis in the colony had
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limited social and political influence. They conieto be traumatised because their
social, political and cultural identities gave theémited opportunities to recover
from trauma. Adopting the intersectional approaelpéd the researcher identify

different patterns and responses to trauma that synchronically.

This study also closely analysed how these filntkesbed the complex
relationship between memory and trauma. Amu’'s teaimensified because she has
not been able to recollect her memories of hedblibd days in India. As she
gradually regains her memory through her detaitdéeraction with her foster
mother, she reclaims her identity, which, in tdacilitates her healing. The widows
in the colony keep their memories of their relatikdled by the rioters alive by
organising memorial services in the gurudwara. fmaad Nishrin struggle to
manage their memory of the traumatic loss of thesliof their beloved ones during
the riot. Memories of trauma may be transmitteds€igenerations, which may
result in the creation of intergenerational andsgenerational trauma. Films like
Parzanig JogiandThe Widow Colony: India's Unsettled Settlenwmitain many
references to Partition trauma. They explore, almaefly, how the transmission of
the memory of violence during the Partition maydléathe formation of
intergenerational and transgenerational trauma.mémory of shared and culturally
transmitted trauma linked to the Partition violeont&ictims like Jogi and the
widows is reawakened as a result of their victitnagaduring the riots. Violent
episodes in the present rekindle the memoriesaahtatic experiences from
Partition. Films likeFiraaq andParzaniasuggest that the transgenerational

transmission of stories about the Partition is ofihe root causes of the historical
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trauma of many communitieBarzaniabegins with a description of the suffering of
the different communities who have been displaced @esult of Partition. In

Firaaq, a police officer asked Sameer to go to Pakistamxments like this

illustrate how memory of past traumatic events skagititudes, behaviours and
actions in the present. In the absence of strudtanel well-organised initiatives like
the Truth and Reconciliation Commission in Southds, the transmission of
trauma fosters the creation of an ecosystem tladiles the eruption, rationalisation

and legitimisation of violence along communal liiBsicaille 313).

The plotlines of films likeParzaniaandAmuillustrate the multidirectionality
of memory. By the term multidirectional, Rothbergans that memory is “subject
to ongoing negotiation, crossferencing, and borrowing; as productive and not
private” (Multidirectional Memoryl1). He argues that historical memories are
“subject to ongoing negotiation, croggerencing, and borrowing; as productive and
not privative” Multidirectional Memory3). He asserts that multidirectional memory
and its varied dynamics would aid the formatiorirgw forms of solidarity and
new visions of justice”Nlultidirectional Memory5). Though each of these films
addresses one particular riot and its consequeti@salso contain references to
other instances of violence. For instance, the Almy a film on the Anti-Sikh riots,
ends with a reference to the riots in Gujarathengame film, there are also
references to the trauma of the Americans afteGéember 11 terrorist attacks.
Jogicontains direct and indirect references to theeviok on the day of the
Partition. Jogi talks about the similarity betwela patterns of violence in the

present and in 1947: “One day, out of the blue,esmm close to you turns into your
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enemy. The same happened in 19469[ 01:23:00-04). Jogi argues that his
community would come out of the trauma of the pméss they had come out of the
trauma of the Partition violence. He claims Sikhesl&ke phoenixes, and they “will
rise from the ashesJ¢gi00:50:36—-38). These films reject the zero-sum logic
memory and illustrate how different memories caextst. The documentary film
The Widow Colony: India's Unsettled Settlendmaivs a parallel between the
victims of the Anti-Sikh Riots in 1984 and the GajaRiots in 2002. H.S. Phoolka
points out that the pattern of suffering of thetims of both riots is similar. In the
case of the victims of the riot in 1984, the datwef justice has been delayed. He
argues that the same pattern is being repeatée icaise of the victims of the 2002
riots in the state of Gujarat. These films contaultiple instances of cross-
referencing. These films support the assumptiontiséorical memory is relational
and multidirectional. These films emerge as cultooatainers in which memories
about discrete historical events engage in criacal creative deliberations. These

films provide the spectators with an avenue fossroultural witnessing.

Different narratives on trauma from postcolonialdlities foreground the
embeddedness of trauma in social structures. $tgfsGargues that postcolonial
trauma studies should “take account of the spestf@al and historical contexts in
which trauma narratives are produced and receasmdipe open and attentive to the
diverse strategies of representation and resisthiate¢hese contexts invite or
necessitate”Rostcolonial Witnessing). In the context of postcolonial localities
like India, the impact of trauma on groups is aeasf significant concern. In

addition to individual trauma, these films haveoadsldressed collective trauma.
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These films focus on collective experiences of entering violence and trauma. In
these films, individual experiences are not isalatnd the individual stories are
presented as a part of the larger story aboutdaherwnity and the natioldmuand
Jogiillustrate how the communal riot impaired the @iéag sense of community.
Members of the Sikh community felt othered as altex the differential treatment
accorded to them. The refusal of the conductor ¢véake money from the Sikh
passengers on the bus is a case in poiiirdag, members of the Muslim
community feel threatened and suffer from anxietg gear. The scene in the film in
which some youths try to get a gun to ensure gty betrays their insecurity.
Their feeling of shared depression is another sgmpif collective trauma. The
widows in the Widow Colony organise collective mmiang rituals and memorial
services in the gurudwaras. Many members of trectffl communities, like Jogi,
Munira and Sameer, developed a feeling after thtetliat their communities had
been treated unjustly and that their rights andeshad been trampled, and this
feeling affected their group consciousness, altdreast memoryscape, and changed
their worldview. Sameer rediscovered his religiaentity and started embracing it
even though he was not a practising Muslim befoeeriot. Munira, like many other
victims, started distrusting the administrative hiaery, which she felt was
complicit in the violence. In all six films, collgee trauma resulted in a breakdown
of social trust. It also led to further divisiondapolarisation within the society. In
Parzanig Asif wanted to arrange better accommodation @oyhe members of his
community. He considered his Parsi neighbour astiher, despite their shared
experiences of loss and pain. These films haveaatl the complex ways in which

the community's identity was affected and altergddilective trauma. These films
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have also represented the different ways in whatlective trauma results in the
formation of new solidarities and new forms of itiees, as in the cases of Shernaz
and Sameer. The films also represent the strugdliee affected community in
coping with its trauma. After exposure to traun@nmunities in these films
attempted to reevaluate their priorities and cameetv understandings. These films
acknowledge the capacity of the affected groupsadke informed decisions even

after their encounter with trauma.

Trauma may engender centripetal and centrifugaldecies. These films
depict the “two opposed but ultimately complementarces: a centrifugal impulse
towards isolation, loneliness, the individual and the focus on open wounds; and a
centripetal movement towards healing, connectio& community and its chorus of
voices” (Martinez-Falquina 846). One negative cquaseace of trauma on
communities is that it may reopen fault lines whicight have pre-existed the
traumatic event, leading to division and polar@matiSuch a disintegration caused by
trauma best illustrates the centrifugal pole afitna (EriksonNew Species of
Trouble236). Collective trauma may create polarisatiovistbn and enmity. These
films offer a novel perspective on how collectiveuma ruptured the social fabric
and created an atmosphere of hatred and distnustraaq, characters like Sameer
and Munira felt isolated and lonely on accounthaf way they were treated by the
rioters. Jogi's friend and neighbour Shankar tuagainst him when the riot broke
out. Violence reopened the old wounds and led tiném division and polarisation.
The title of the film Firaag, means separation and is, hence, a pointer to the

centrifugal dimension of trauma. Characters liketirend Mohsin felt isolated and
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alienated after the riot. Such experiences alastithte the centrifugal impulse
towards loneliness. Erikson points out that trawaraalso bring people together
and aid the creation of a community by evoking ast feeling among the victims.
(Erikson, “Notes on Trauma” 186). These developmemty be referred to as the
centripetal pole of trauma. The development ofaeth sense of solidarity among
the victims after the traumatic event bears testiyrto the power of trauma in
“creating communities” (Luckhurst 213). The widoinghe Widows Colony came
from different backgrounds, yet their shared trauneated a feeling of community.
Similarly, women in the refugee camp in the fitarzaniastood by each other
because their shared experiences engenderedragfe€bolidarity among the
victims. InJogi, members of the Sikh community are brought togetiagéng to

their shared experiences of marginalisation antinvisation. The sorrow
engendered a new feeling of community among thhsSSikhile they were being
transported from Delhi to Punjab in a truck. Thiglges attempt to foreground the
centripetal pole that entails “affirmation and sefipowerment despite their
condition, and it is centred on recognising poatinatic growth and resilience”

(Martinez-Falquina 846).

These films go beyond exploring the emotional asythological aspects of
trauma and foreground collective, material andiapahgles of trauma. These films
look at the different ways in which trauma affects just isolated individuals but
entire groups and communities as well. The suffeahindividuals like Amu, Jogi,
Shernaz, Cyrus, Munira and Imran is not isolated,tae communal and social

dimensions of their suffering are highlighted iegb films. The films' focus is on
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the suffering of the entire communities, and thepidt how the social and
communal fabric was ruptured by instances of viodeThese films depict how
trauma triggered by the riot caused “psychic disampin whole families, clans, and
communities” (Grahan 128). Postcolonial discoufeess on the relation between
trauma and space. Spatial relocations and recaatigns may be a cause or a
consequence of trauma. The filrhe Widow Colony: India's Unsettled Settlement
offers a detailed exploration of the spatial dimen®f trauma. Similarly, Nishrin
wants to return to her home state, and her spat@tation makes her feel lonely
and distraught. In the case of Amu, her relocatiiothe United States is linked to
the riot. Her father was murdered, her mother camachisuicide, and she was taken
to a new country by her foster mother. Nevertheliggsfaint memories of the
childhood spaces that she inhabited shaped hetitideShe somehow carried the
memories associated with those spaces within hkeerithe riot started, Jogi
planned to shift the Sikhs to a safer location maarjab. The community carried the
memories of dislocation caused by Partition, amd¢hold memories were revived
by the new experiences of similar relocation uraenpulsion. Traumatic events
“involve the loss of not just language but alsadlamowes, shops and stocks;
breadwinners lost their able-bodiedness and aldigarn their own living” and
hence also have a material angle (Grahan 128)h&dle films also focus on the
material losses of the victims. Munira’s house d@stroyed, Sameer’s shop was
looted and attacked, and many Sikh business haumgksstablishments were burnt

down. The expression on Munira’s face as she veamistg helplessly, holding
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charred currency notes in her hands, betrays bemsae trauma caused by material
losses. The widows lost their houses and ended agolony. The material losses
traumatised them and their childrenJbgi, there is a scene that shows the burning
down of a car with the driver and passengers inJidegeting the car is significant
because many Sikhs were employed as taxi driveldeini in the 1980s. The
economic losses, coupled with social marginalisatied to the formation of
individual and collective trauma. Similarly, theters destroyed the shop owned by
Sameer with the intention of disturbing his soeaiatl economic status. This material
loss emotionally drains and traumatises Sameerfilbhe offer a nuanced and
layered analysis of trauma by engaging not judt W linguistic, emotional and
psychological aspects but with its collective, gdatnd material aspects as well.
The narratives of trauma in all these films haviel pdtention to the underlying
historical context, and the specificity of eachecastaken into consideration. These
films examine violence and trauma from social, i, and cultural vantage

points.

Postcolonial trauma models acknowledge the rokgwdls and religious
ceremonies in helping individuals and communitiggecwith their trauma. The role
of religion and spiritual practices in expeditimg trecovery process is explored in
detail by postcolonial trauma scholars such asevjssho has argued that “openness
to non-Western belief systems and their rituals @rémonies in the engagement
with trauma is needed in order to achieve the remgimajor objectives of the

long-standing thesis of decolonising trauma the@tiyecolonizing Trauma
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Theory” 250). In these films, spirituality givesetliictims a paradigm within which
the trauma suffered by the individual can be madaljgerently. Dilshad, Parzan's
sister, felt relieved after offering prayers to Gdte story of Khan Saheb kiraaq
deserves special mention in this regard. It washistuality that made him strong
enough to retain his faith in humanity despitedhgy of violence that he had
witnessed all around him. Religion may give thdimica new orientation and a
renewed sense of purpose in life. The widows cometirtheir lives even after losing
their husbands because their religious beliefs eveped and equipped them to
confront the challenges that they faced. ReligaftiBations also ensure the support
of a community in managing their losses and giiegése films demonstrate that
rituals and practices like prayers and ceremormriegmpowering and can

potentially expedite recovery.

Conversely, certain religious practices and dogmag also delay the
healing process. Some victims may not be able néraot reality because their
spiritual orientation may delude them. The cas€yis is a case in point. He
evaded his responsibility and used his faith-relgectices to evade reality. He
gave his daughter false hope that Parzan wouldr#duhe family once his fasting
ended. Shernaz rightly observed that such irresplensehaviour further added to
Dilsahd's suffering. It is also to be noted thathiea cases of some individuals,
encounters with trauma may result in their losimgrtfaith in religion, and they
may start looking for alternative faith systemdaAls story best illustrates how

some characters lose faith in religion due to teegounter with trauma. These films
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illustrate the complex role played by religion aitdals. In some cases, they might

aid recovery; in others, they might delay it.

Postcolonial Trauma models do not define traumelgdin terms of
weakness, victimisation, and melancholia” (VissBecolonizing Trauma Theory”
255). They conceive of recovery, resilience, aragn as potential responses to
trauma. Many characters in these films, like AnagiJShernaz and Allan, are
traumatised, but their post-traumatic life is nagented solely in terms of fragility
and weakness. Many characters in these filmsAlikken and Amu, attempt to work
through their trauma, and it helps them articulager positions and process their
memories. These films explore and highlight thertee of healing, recuperation and
resistance. Allan iParzaniaheals himself by learning about Gandhi’s ideaai-n
violence. Gandhian philosophy gave him a new wagooiceptualising his trauma.
Cyrus, in the same film, seeks refuge in his gmtiguru. His spiritual teacher gave
him a new spiritual orientation, which helped hiramage his trauma. Aarti in
Firaaqtries to reach out to the victims, and her attertpsstablish a connection
with Mohsin expedite her healing. Jogi’s willingsds sacrifice his life for others in
the community facilitated his healingiraag, Parzanig Jogi, The Widow Colony:
India's Unsettled SettlemeanhdEven the Crows: A Divided Gujaramphasis that
recovery from trauma at the individual and coltegetievels requires social and
political interventions as well. They assert thatemic interventions are required to

heal the community, which in turn would heal thdiwdual members.
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New research in the field of trauma has found tinaépme instances, trauma
may result in positive psychological changes. Sord&iduals may develop
strength and resilience as a result of undergangre psychological distress.
Richard Tedeschi and Lawrence coined the term fpasinatic growth to refer to
these changes in the attitudes and behaviouredutvivors of trauma. Post-
traumatic growth is related to resilience, but widiials experiencing post-traumatic
growth not only regain their pre-traumatic mentate but also experience positive
changes in their outlook and worldview. Not alltints of trauma may experience
post-traumatic growth, and in the case of someisony, symptoms of PTSD and
PTG may coexist. In these films, many characté&esAiarti, Cyrus, and Shernaz
develop personal strength and emerge emotionatinger after encountering
trauma. Aarti was a conventional housewife at thgirming of the film. However,
she reoriented her priorities and emerged stromgaliustrated by her bold decision
to look after a Muslim boy, Mohsin. Allan developathew philosophy of life after
learning about and internalising Gandhian ideals; he developed empathy towards
other victims and attempted to make meaningful gkarin their lives. That he
wrote a book to share his altered vision alsotilaies his post-traumatic growth.
The widows in the Widow Colony were very resiliefieir resilience gave them
the energy to look for jobs. They also developesitpe@ attitudes toward life, and
their perception of themselves and others undera@uisitive transformation. Their
interpersonal relationship with other widows alewveloped, and this is a significant

indication of post-traumatic growth. They developleeir empathy and formed more
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profound and long-lasting bonds. Their life goaid @riorities underwent radical
changes, and they became willing to explore newmae® of life again. They started
to appreciate their life more meaningfully andaagsult, showed more gratitude.
They underwent a spiritual transformation, whicbuteed in a reappreciation of
their faith. However, in the case of some charadike Cyrus, Imran and Nishrin in

these films, healing remains incomplete.

These films attempt to make visible “the creatind golitical” rather than
the “pathological and negative” by exploring themoésommunal amity and
harmony (CrapsRostcolonial Witnessing27). Films likeJogi andParzaniabegin
with scenes that illustrate the harmony in soquetgr to the eruption of violence.
Jogi's family was planning the birthday celebratdmis nephew, and the members
of the family were in a jovial mood. Intercommumealiations, such as the friendship
between Jogi and Shankar, existed?#&mzanig before the riot, members of
different religions lived peacefully in the samdarty. Shernaz, Sheela and Nikhat
had a deep emotional bond. The film then explooss the relations were strained
as the situation became tense. However, the fillggesst that many ordinary human
beings stood for each other even during the rigiieela wanted to help Shernaz.
Jyothi offered emotional and financial support tarNta. She prepared food for her
because Munira's house had been destroyed. Jo#fiad@em Ansari stood together
to save the members of the Sikh community. Kaleesef gave them food and
shelter in a nearby mosque and arranged transjoorfacilities. He risked his life

to help the Sikh families. Similarly, Rawinder, alipe officer who was Jogi's
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childhood friend, did his best to save Jogi andchimmunity. He even ignored the
orders given to him by local leaders and was abkate hundreds of lives. The
coexistence of intercommunal ties, even duringithts, facilitated the restoration

of communal harmony after the riots. The restoratibnormalcy was partial in

many cases, yet the plotline of these films suggstt a return to normalcy is
possible. IlParzanig Nikhat and Shernaz were reunited, and their diséip

thrived even after episodes of violence. Chottereii help and assistance during
and after the riots. Chagan assisted the rioteterutompulsion, yet after the riot,

he came forward to testify about violence befoeedbmmission. Jayaram's message
that Gandhi's message of peace and non-violenckl\wewantually thrive is echoed
throughout the filmParzania Kaju, also known as Amu, was adopted by Keya Roy
after her Sikh father was killed by the rioterswands the end of the filnfiraaq

Khan Saheb decides to restartlmsthakagain. Music and songs here symbolise the

return of harmony and amity.

Films like Jogi, ParzaniaandFiraaq illustrate the role of “local networks of
civic engagement” between different communitiesasing communal tension
(Varshney 9). The connection of individuals acromsmmunities facilitated the
restoration of peace. The intercommunal allian&s/éen Jogi, Rawinder, and
Kaleem Ansari limited the damage caused by the Simhilarly, Kaju's mother's ties
with Keya Roy ensured a brighter future for Kajumtarly, in Amu,when the
rioters came searching for Sikhs, fellow passenigetfse train compartment saved

them. InFiraag, Khan Saheb restarted his music classes, and membether
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faiths attended them because of a strong civic orétim his neighbourhood. Acts
like this became possible because, even befonedh¢here was a civic network, as
illustrated by members of different faiths attergdihe music lessons together at the
house of Khan Saheb. The widows in the colony dtttat they were saved because
many members of other religions risked their litesave them. They mentioned the
name of Kanshi, a tea seller who attempted to sau®y lives. There are also
references to a generous man, Muhammad Ali, wheredffood and shelter to
Sikhs. Many Indians stood together even during giwfepolarisation and division.
Some of them, like Prakash Jan, lost their livedendittempting to save the lives of
others. A widow in the colony stated that she aitthold any religion, or all the
followers of a particular religion, responsible toe riot. This observation is also a
pointer to amity and harmony in society. Her vidattriots are planned by a few is
also supported by other inmates in the colony. &liégms on communal violence
also become records of communal amity, empathycantpassion. They
acknowledge and celebrate communal harmony in tsoare posit that violence is

not the norm but an exception.

Looked at from the vantage point of postcolonialitna studies, the
treatment of violence, trauma and healing in tHses offers novel insights. This
study reveals that the select films have placedsthee of communal violence and
the ensuing trauma against historical and socialests, and the historical
specificity of each event is emphasised. This sestgblishes that these films do not

conceive of trauma in terms of weakness and stasis; instead, they foreground the
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possibility of healing, reconciliation and growfrhat they deal with the trauma of
the people situated in the non-West is highly digaint. These films succeed in
articulating and visually representing the traurhbapless men, women, and
children in different parts of India. By doing sbey address the gaps in canonical
trauma studies that have failed to address thenamasuffered by people outside the
West. These films do not blindly adhere to the moidé aesthetics of fragmentation
and explore indigenous ways of articulating traufiitee films discussed in this
thesis move away from the classical trauma aestf@tnulations based on
narrative impossibility and develop alternativenfiotations based on narrative
possibility. Though postcolonial critics resist fr@scriptive notion that only those
texts sticking to the modernist aesthetics of fragtation can record trauma, they
acknowledge that the narrative style based on maadity and fragmentation is one
among the many suitable styles to represent tralihvet objection was only to the
attempts to grade different styles and techniqodbat certain styles are celebrated,

and others are devalued.

The techniques used by these feature films to t&piema are varied. The
films Firaaq andAmuuse the technique of non-linear narration. Thputied style
of narration mirrors the disjointed state of thenmoey of the victims of trauma.
Trauma is a memory recorded differently in the human brain; hence, traumatic
memory is managed and recalled differently. In ¢h®g films, the directors
employ the technique of flashbacks to representafpect of traumatic memory.

The films record how traumatic memories often id&aunto the present, resulting in
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the triggering of the symptoms of trauma. AartFiraaq suffered from flashbacks
and hallucinations and felt that somebody was kimgckn her door. Cyrus in
Parzaniahallucinated that his son was standing insideptiliee station, but to his
dismay, he realised that it was some other boyl&\iiting at the movie theatre,
Cyrus saw images of Parzan projected on the sckeefelt that Parzan's life was
gradually unfolding before his eyes. This episofleaiucination reveals the
intensity of Cyrus' trauma. All these films usesdeup shots to depict the complex
emotional state of the trauma subjects. For ingtaimd®arzania the director used
close-up shots of the hands and faces of Sherrfaghbght the mixed emotions on
her face when she received a phone call from theepstation informing her that
her son had been found. Songs and poems that grewacative are also used to
suggest trauma idog andEven the Crows: A Divided Gujarathe use of a highly
suggestive and evocative background score and sacgkdo represent trauma is to
be noted. Music and songs can record sorrow, drédhlessness, and disorientation
associated with trauma. The use of melancholic cnassong sequences to record
the sorrow and grief of the characterdagi andAmualso deserves mention. The
tonal variations and inflexions in voice are alffeaively used in these films. The
voices of the widows broke as they recounted tteres. Another technique used
in these films to record the disorientation causgttauma is the incorporation of
shaky and blurry visuals. The scene at the railstagion on the day of the riot in
Amuis a case in point. The use of archival footagp@t@graphs, and images from

newspapers and magazinegiven the Crows: A Divided GujarahdThe Widow
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Colony: India’'s Unsettled Settlementtétl the complex story of trauma also
deserves mention. The use of silence in these farhghly suggestive. The Sikhs
who took refuge in the gurudwara were unable tcugte their pain. The silence
inside the truck and in this gurudwara suggestsniemsity of collective trauma.
The films have also used the technique of incotpayascenes of flashbacks. The
traumatic memory is often recollected many timeshyvictims. InParzanig
Shernaz had a flashback about Parzan as she wasipgefood in the kitchen.
These flashbacks are presented in black and whiteeifilm. Another scene in
which a flashback is used is when Cyrus sees thgesiof his son projected on the
screen at the movie theatre. These films also iffseaht editing styles to record
trauma. The director used tight framing to conveyu’s loneliness. Tight framing
also indicates her isolation. A wide shot is usethe film to suggest Moshin's
vulnerability. Deep focus shots are used to sughesintensity of the emotional
turmoil in JogiandAmu The use of colour tone and lighting in these dilishighly
suggestive. Shades and low-key lighting suggestriea Past events are presented in
black and white ifEven the Crows: A Divided GujarahdThe Widow Colony:
India's Unsettled Settlememistinct colour tones in these films suggest the

differences between the present and the past.

Certain techniques documentary films use to rettamna are similar to
those of feature films. However, documentaries hbsee certain genre-specific
features, which make them a powerful platform tararding violence and trauma.

Archival footage is put to powerful usekven the Crows: A Divided Gujarahd
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The Widow Colony: India's Unsettled Settlem&he films have incorporated many
direct interviews with the victims, and the incorgibon of the testimonies of the
victims makes these narratives convincing. Thecttirs have also incorporated
interviews with bystanders, perpetrators and esdesin different fields to make
these films a dialogic platform for divergent vievipts to coexist and interact. The
directors used off-screen narration to providehiséorical background of the story.
The use of silence and music in these films islizighggestive. Compared with
feature films, the use of diegetic music in docutagnfilms is comparatively

higher. These documentary films have avoided raerets and have not attempted
to recreate a historical incident. They have inocajed actual archival footage.
They have not incorporated animated sequenceske thair narratives more
visually appealing. These two choices of not inocoaging scenes of animation and
reenactments align with the ethical position okth&lms while dealing with
individual and collective trauma. These films offlatailed commentary on the
underlying context and incorporate multiple voieasl viewpoints. Hence, they do
not thin down the thick narratives. Documentargnélhave an important social role
to play. The voice that they adopt is, hence, wagpificant. These two documentary
films have distinct social voices, effectively ceying their social, political, and

ethical positions.

E. Kaplan and Ban Wang have identified four difféngositions for
spectators of trauma cinema. In the first casegitema comforts the spectator (9).

Some other films may vicariously traumatise thectger (9). The third type
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positions the spectator as a voyeur (10). Thosesfthat are ethically and
aesthetically significant position the spectatoa agitness (10). All six films
analysed in this study position the spectatorwagraess. These films have the
potential to make the spectator bear witness tawartatic event. They
empathetically unsettle the spectator while engutiat the spectator does not
appropriate another’s trauma. They provide thetsparts a new perspective on

violence, trauma and survival.

The relational framework used in this study faatkd the incorporation of
broader and culture-specific trauma registers.résearch was conducted with the
conviction that “the way forward in trauma reseacto conceptualise trauma not
by theorising hierarchical structures which woulivilege some conceptual
approaches and delegitimise others, but by envigadghuma as a complicated
network of concepts and approaches, all centraaghartrauma” (Visser,
“Entanglements of Trauma” 3). The adoption of atiehal approach made the
incorporation of ideas from different disciplinegsdetheoretical formulations
possible. It also facilitated a more nuanced apgraa analysing the representation
of trauma in select films. Though the basic pressithis thesis are based on
postcolonial trauma studies, the researcher hasattismpted to incorporate some
ideas developed by earlier theorists when and whecessary. For instance, the
postcolonial supposition that trauma is curable thiatl narrative is cathartic in no
way contradicts the argument put forward by eaddolars like Caruth that some

aspects of trauma may defy easy understandingeTtes do not limit their
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exploration to “notions of absence, holes, defemases of meaning, unknowing
and dissociation” that may prevent “any possibildy healing for individuals or
entire nations” and assume added significancepiosécolonial context (Mengel and
Borzaga xiii). These films do acknowledge that tnauhas a profound and long-
lasting impact. However, they do not negate thesibdgy of resilience and healing.
Exploration of the possibility of growth and rendwaes not mean that past trauma
and its continuing legacy must be negated. Thencthat trauma can be narrated
and expressed does not mean that representatitrasinfa are always precise.
Classical Trauma theorists postulated that theatiger of trauma may lead to greater
indeterminacy. These films posit that traumaticezignces are claimable and
representable. They do not attempt to universttiseoncept of trauma. Instead,
they look for the specificity of each experienchee films do not lead to greater
indeterminacy and scepticism. Instead, they opepaggibilities of new ways of
engaging with the legacy of trauma so that the wisware healed, communities are
brought together, social cohesion is restored thagossibility of reconciliation and

growth is acknowledged.

This thesis contributes to the growing body of sarship in the field of
postcolonial trauma studies by examining the traicevents in India and by
foregrounding the traumatic experiences of indiaidwithin a postcolonial
context. Even within a postcolonial location, thare stratifications based on social,
political, and economic factors. The experiencetho$e individuals at the margins

often go unacknowledged and remain underdocumelntekdis scenario, this thesis
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that used the framework of intersectionality towoent the diverse traumatic
experiences of men, women, and children with lichgecial, economic, and
cultural capital has immense ethical, aesthetid,emstemological significance.
This study establishes that these films foregratsedoossibility of resilience and
post-traumatic growth. Another finding is that thé#ms explore the possibility of
healing and reconciliation at individual and caliee levels. The study found that
these films focus primarily on victims' accountsicerning grief, loss and suffering
and offer only limited perspectives on the traumffesed by the perpetrators. By
closely examining areas such as perpetrator travmpicated subjects,
multidirectional memory, and post-traumatic growimich have received limited
scholarly attention in the Indian context, thisdstimakes a valuable contribution to

the emerging field of trauma studies in India.

The acknowledgement of the pain, suffering andf gsgerienced by the
victims through artistic and cultural representat® an ethical act since “the
recognition of everyone’s grief and loss is they@ulid foundation from which
social change can begin” (Granek 67). It is to beed that “those whose lives are
not regarded as potentially grievable, and henteatbe, are made to bear the
burden of starvation, underemployment, legal diserdhisement, and differential
exposure to violence and death” (Butler 25). Gniguior the subaltern is a just
intervention because it rejects a reductive fram&vaccording to which some lives
are grievable and others are not (Butler 30). $tugly establishes that these films

perform an ethical act by making lives grievabld &stering reconciliation.
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This study demonstrates that the select twensg-gientury Indian films
offer an in-depth, critical analysis of communadlence, trauma, and post-traumatic
growth. The select films bear witness to the trawmadividuals and groups by
documenting their pain, suffering, and grief. More these films make significant
contributions to the efforts aimed at resoluti@ganciliation and healing by
acknowledging and celebrating communal amity archbay in society. In this age
in which instances of violence are reported inadldht parts of India, the role of

cinema in fostering messages of peace and harneongins all the more relevant.
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Chapter VI

Recommendations

The representation of trauma in literary, cinematid cultural narratives
produced in India has received limited scholartgraion. The paradigm of
postcolonial trauma studies should be applied noexamine different
representations of violence and trauma in textdyored in postcolonial localities in
general and India in particular. Attempts must lz@lento develop a more nuanced
framework of trauma studies that takes into accttumpolitical, cultural and social
specificity of the Indian context. The artistic egpsions of trauma by groups such
as refugees and migrant groups with limited pdlltisocial and cultural capital

require further study.

The thesis explored the complex relation betweemang and trauma, but
since the key focus of this study was on the disdeof violence and trauma, topics
such as intergenerational memory and transgeneahtioemory have received only
limited attention. These topics deserve a full-teranalysis. Violence of high
magnitude may trigger both intercommunal and icvamunal violence. Though
the researcher has looked at trauma from an irtgos@l vantage point, further
studies must be conducted on the complex role gdlayecaste and class in the

making of not just victims but also perpetrators.

The Partition of India in 1947 resulted in numermstances of gruesome
violence, and the memory of the same is passed dovass generations. New
novels and films that look at the various dimensiof Partition continue to be

produced. Studies must be conducted on literarycaramatic texts that deal with
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intergenerational and transgenerational transnmisgligartition trauma. More
attempts must be made to study the artistic reptagens of the complex

relationship between cultural memory and collectra@ma in the Indian context.

India has witnessed numerous instances of politseaitarian and communal
violence since its independence. Some of thesdents have not yet become a part
of the public imagination because the affected gsdack adequate social,
economic and cultural capital. Of late, a numbeartistic texts from different
regions in India have looked at these events frivarge vantage points. Further
exploration of these texts is required to discdkierrepresentational strategies they

use to narrate stories of trauma.

A number of films dealing with sensitive issues;isas historical violence,
find it challenging to obtain censorship certifiesit without which public screenings
of films would be regulated. Studies must be cotetliabout censorship politics
and the directors' different strategies to getcirgification. The incorporation of the
methodologies of trauma studies and censorshipestuebuld open up humerous

areas for critical investigation.

Numerous Indian films have explored the role offiegoetrators in violence.
However, there are very few studies on the polit®acial, and psychological
factors that influence the making of a perpetraidistic and cultural texts
produced in India have paid only limited attentiorthe trauma of the perpetrators.
More studies may be conducted about the represamtdtthe perpetrator and the
act of perpetration in various texts, with a spiefcieus on the trauma suffered by

some perpetrators after committing heinous crimes.
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Instances of collective violence, like riots, engendifferent subject
positions, such as victims, perpetrators, and bgstiss. Some bystanders may be
called implicated subjects because they are tleetdand indirect beneficiaries of an
unjust system. More studies must be conducted dhewghort-term and long-term
consequences of violence on implicated subjects.tfduma suffered by implicated

subjects needs further critical examination.

India, a country with a rich spiritual heritageshraany communities that use
rituals and ceremonies to cope with trauma. Faitbften empowering, and
spirituality makes individuals and communities maesilient. The cathartic role of
religion, spirituality, and rituals as represenitedifferent trauma narratives

produced in India warrants further studies.

Numerous short films on violence have been prodacedcirculated in the
last few decades. Because of the easy accesmtaditing technology, the number
of short films on violence has increased exponéynti@roups with limited access to
the technologies of making and circulating visualratives use short films as an
avenue for cultural and political expression. Msiadies are required to identify,

group and analyse short films on communal violeaw trauma.

Digital Space and social media have opened up rvewues for cultural
expression. New forms of visual storytelling usingtagram reels and YouTube
shorts have unique ethics and aesthetics. Studisslm conducted about the
representations of trauma in various social meitkg.sSCyberspace is a platform on
which different forms of epistemic and cultural leioce are planned and executed.

Targeted attacks and cyberbullying within the \aftspace may traumatise
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individuals and communities. Studies must be cotetbiabout cultural
representations of different forms of trauma triggleby multiple discourses in the

digital space.

Collective violence may affect almost all individsian a community, but its
impact may vary in accordance with many factorshsas the victims' gender, class,
caste and geographical location. The compoundirtifigirent forms of
disadvantages creates unique experiences of oppressl suffering. Further
exploration is required on the various represematof the intersectional dynamics

of violence in the context of India in differenkts.

The impact of collective violence on children nisysevere and long-
lasting. The trauma of widows may be chronic anegsebecause of their
precarious condition. More studies must be conduab®mut the cultural

representations of the trauma of children and wilow

A significant consequence of political and communalence is the large-
scale displacement of victims and communities. Saated exiles and imposed
migration may cause trauma. Further studies angnetjon the various
representations of trauma caused by such geoged@md cultural dislocations

triggered by riots or other forms of targeted viae.

Cinema has the potential to traumatise the speoctatariously. Cinema can
position the spectator in different subject posisian tune with the director's
political, ethical, and epistemological choicesefortrayal of trauma in a number

of films is such that it may vicariously traumattbe viewers. Further scholarly



Jouhar 309

attention needs to be paid to the impact of tracimama on the viewers, with a

particular focus on the formation of vicarious treau

A number of filmmakers approach cinema with thee s of generating
money, and hence, they ignore ethical concerns whem dealing with historical
incidents. Studies must be conducted to explorepaniolematise how the market
forces thin down thick histories of violence arama. More research work must be

carried out to explore and expose the attemptsrisationalise historical trauma.

Art and culture can also be used as tools for ggapda. Cerian groups with
vested interests sometimes attempt to approphatenemory of trauma to further
their agenda. More studies should be conductedtabeulifferent ways in which

various forms of art and cinema are sometimes tsaeaponise trauma.

Numerous films in genres such as comedy and hoomtain subplots
related to communal and political riots. Furthese@rch needs to be carried out
about the different narrative and representaticatesgies used by different genres to

address issues related to violence and trauma.

The emergence of OTT platforms has popularisedgewes of films, such
as web series. The flexibility of the genre progidtewith a broader canvas to delve
deep into the complex layers of the history of @rale and traumatisation. Further
research is required on how web series approatiralimemory and collective

trauma.

Cyberspace, social media and OTT platforms haveiged a platform for

local memories to travel across spaces and regtdbal audience. Such wide
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circulation of traumatic memories opens up spacesrbss-cultural witnessing.
Studies must be conducted to discover the differays in which the travel of
trauma narratives across cultures facilitates tssipility of cross-cultural
witnessing. The manner in which various texts ergaigh the interconnections of
various traumatic histories and the related conoéptultidirectional memory

merits further scholarly attention.

To conclude, the cinematic representation of viodeand trauma in the
Indian context is an area that has immense resgatehtial. More studies on these
topics using an interdisciplinary framework maydmen the horizons of the

emerging paradigm of trauma studies in the postial@ontext.
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