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NEW PERSPECTIVES ONNTERNATIONAL
TRAUMA CULTURE:
AN INTRODUCTION

MICK BRODERICK ANDANTONIO TRAVERSO

During the past one hundred years or so the depiabf traumatic
historical events and experiences has been a estitreme in the work
of artists and media professionals, including thimséterature, theatre,
visual art, architecture, cinema, and televisiomoag other forms of
cultural expression and social communication. Thstaned attention
given to disaster by writers, directors, artistshitects and journalists
has at the same time attracted the interest a¢<dihd academics and, as
a result, a substantial mass of theories, ideaglahdtes on the topic has
accumulated across diverse disciplines. Howevee, #malysis and
discussion have tended to focus on representafidtumpean and US
historical catastrophes and relatively scarce caiitinterest has been
committed to media and artistic depictions of thirdrld disasters, in
spite of the fact that the latter often flood glbbantemporary media and
art.

The essays collected in this book follow a conterapocritical trend in
the field of trauma studies that seeks to redrégs Euro-American
imbalance by reflecting on artistic and media reprgations of traumatic
histories and experiences from countries aroundvitrdd. Focusing on a
diversity of art and media forms—including memasjditerature, visual
and installation art, music, video, film, and joalism—they apply
dominant theories of trauma, yet also explore tenér’'s limitations
while bearing in mind other possible methodologigserefore, the
essays imMrauma, Media, Art: New Perspectiva® purposely preoccupied
with the ways in whicltonceptf trauma are used to analyse artistic and
media depictions of traumatic events and expergné@ne of the
outcomes of this theoretical concern is the proroisa critical trauma
studies, a field that reinvigorates itself in th&" Zentury through its
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constant reassessment of the relationship betwesaryt representation,
and ongoing histories of global violence and sirifgr

Thus, the fifteen essays that follow have beennged thematically in
order to reflect not only the vast disciplinary gpings through which the
research and debates regarding trauma’s representathe arts and the
media is currently undertaken but also the divergistemological and
methodological approaches informing the field taday

Memorials, Trauma and the Nation

Public memorials are sites of collective remembeansually devoted to
experiences of great human suffering, loss andifie@cr Their use as
mediums of public memory, whether spontaneous stititionalised, is
widespread. In fact, it is not hard nowadays tal fin most towns and
cities gardens, commemorative structures, and spawemorialising
traumatic events in the community’s local histosych as battles,
atrocities or natural disasters. Yet memorials aedther formally
homogenous nor simple, passive receptacles offtitutbcords of history.
Rather they come in all sizes and shapes: from ments and ruins to
evocative parks and landscapes in which the regéwercapacity of
nature has concealed all visible signs of the pEisé critical study of
memorials continues to occupy the attention of EsBoworking across
the boundaries of trauma studies, memory studiesork, and visual
culture studies. Following work in the 1990s on meals that
commemorate experiences from the twentieth cerduvyd world wars—
principally, James Young (1993), Raphael Samued4)@&nd Jay Winter
(1995)—new and diverse scholarship has emergedtkipast decade, such
as Chris Pearson’s incisive discussion (2008) efftinction of the natural
landscape both in war and the memorialisation of th@umas, and the
highly influential study by Maria Tumarkin of sitesarked by violence
and tragedy, which she calls “traumascag2605).

As Winter argues in relation to war memorials, whihese have often
been discussed as expressions of architecturakoalvart forms, as well
as in terms of the politically charged debates eamag their historical
meanings, they are also important in facilitatimgl @ncouraging “rituals,
rhetoric, and ceremonies of bereavement” (1993: TByis, the first two
essays of this collection focus precisely on thasde multilayered, and
polyvalent nature of memorials. In the first ess&gllective Suffering
and Cyber-memorialisation in Post-genocide Rwandaorgia Dona
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explores the aesthetic response to collective gnffén virtual reality, and
its relation to performative politics in post-geitee Rwanda. Indeed, the
use of interactive digital technologies such asitiernet, as the loci for
the construction of public memorials, is becoming @creasingly
common occurrence. As Dona’s essay attests, thgalimemorialisation
of Rwanda’s genocide is in this sense no longeexaeption’ Officially
more than a million Rwandans (the vast majorityntdieed as Tutsi) were
killed during one hundred days of sustained slaerghas the West and the
rest of the world, forewarned of the approachindchery, withdrew
international peacekeepers and denied genocideeasring. More than
fifteen years on, Rwandan society grapples witluitdlmg the nation and
narrating its own history to both citizens and thetside world via
traditional static memorials in situ and new siesessible onlin&.

Dona’s rich analysis provides a critique of trauimat “essentialises socio-
political suffering in contexts of violence”, whereis “appropriated to
promote national agendas in transnational spacé®ie virtual
memorialisation online at the ‘Kigali Genocide Memat site, according
to Dona, clearly illustrates a dialogical tensiatween “corporeal and a-
corporeal representations of collective trauma”isTRwandan site also
exhibits both apolitical and political strategiew frepresenting societal
suffering as well as national and transnationalndge. For Dona,
conventional memorialisation relies on the “phykigaof buildings,
corpses, and bones to express embodied traumédme gfaist”. Yet these
constructions serve to “deny the existence of iateand contestable
spaces”. Virtual memorialisation in Rwanda, shedss“denies the socio-
political suffering of the nation as a whole”. lhig way “reductionist
appropriations of trauma representations” serveéde-politicise socio-
political suffering and to silence alternative @sted traumatic memories”,
especially when aligned with “western humanitasasentiments with the
politics of nation-building” that avoid capturinghe suffering of the social
fabric of society”.

! Other important examples of virtual versions ofigeide memorials include the
website of Villa Grimaldi, an ex-torture house adrigral Pinochet’s regime, now a
peace park and memorial in Chile, www.villagrimattli and the website of the
Armenian Genocide Institute, which includes an Aniaa Genocide Memorial

virtual tour, www.genocide-museum.am/eng/index.(dipo see Torchin 2007).

2 For informed accounts of the historical, social aolitical antecedents of the
Rwandan genocide, see Dallaire 2003 and Melverd ;200 the role of media in

the context of the genocide and after see Thomp86i and Broderick 2009.
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Jennifer Harris’ essay ‘Memorials and Trauma: Rnaja1834’ suggests
that memorials frequently reflect traumatic expeecis by insisting on
the historic, lived quality of the events while adoxically attempting to
reflect the events in a manner which “transcendisigsd. Memorials are,

she suggests, “rich sites of semiotic contradittiddarris examines
aspects of the memorial experience at Pinjarra @stéfn Australia, the
site of a contested “event” which occurred in Oetoli834 between
British colonisers and the Indigenous Binjareb peopor the British it

was the place at which south-western Aboriginaktasce to colonisation
was overcome in what has been referred to mosh @ftea “battle”, a
word which many still insist is the correct destidp. For the

descendants of the 1834 Binjareb, and their supmmrit is a place
known through oral history as a “massacre” sitavirich a number of
people estimated between 15 and 80, mostly womgitdren and the
old, died in an ambush by white settlers, an etreattdeeply marking yet
not destroying their society has carried intergatienal trauma.

Like Don4, Harris recongnises the “performative lijypaf memorials”,
implicit in their narratives, but often suppressbee to a contradictory
insistence that historical events are “beyond debatccordingly, Harris
asserts that memorials must be reconceptualisedlasal resources that
could “open up the act of narrativising trauma’das highly effective
spaces for confronting traumatic history. Harris ogwses a
reconceptualisation of the role of memorials, oheming from places
of assumed harmonious memory that are fixed inghdscape. Instead,
she proposes that memorials be seen as “process thiit could activate
debate with the intention of easing trauma. Ment®rfased actively”,
she proposes, could result in apologies for histoevents, re-
narrativisation and some social control of trauma.

The Holocaust, Trauma and the Arts

Contemporary scholarship on the artistic engagem#ht the Holocaust
is vast® One of the most traumatic event of the past cgnttsrimpact and
legacy remain ubiquitous. Yet, while the field oflblcaust studies appears
well established, new research, interpretation argight is not only
abundant and ongoing but is reinvigorated by a ostical impetus that

3 Only in terms of Holocaust cinema sources theidisjenerous. Key examples
include: Hirsch 2004, Hornstein & Jacobowitz 2003ce 2003, Walker 2003,
Zelizer 1998 and 2001, and Insdorf 1989.
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seeks to revise the theoretical and methodolofficaldations of the study
of this key event of the twentieth century. Thetnewo essays illustrate
these fresh energies. Magdalena Zolkos’ contribufidhe Weight of the

Other: Jean Laplanche and Cultural Trauma Studegilores the
thematics of trauma in Imre Kertész’'s boeateless which narrates the
incarceration in (and survival of) a Nazi externtioa camp by a Jewish-
Hungarian schoolboy, Gyuri Kéves. Zolkos studiesretaphoric relation
that Fateless delineates between trauma, spectrality and a caritynu
“haunted” by past violence. Her close readind-afelessis divided into

four segments: on communal violence towards trawsubjects and
community as being-with the other; on the continait the catastrophic;
on the strangeness of the other’'s love; and oningreis-withessing.
Drawing on the alternative theory of trauma foundttie works of Jean
Laplanche, Zolkos offers a psychoanalytic readifg-ateless,arguing

that the novel makes a contribution into two debatelevant to
contemporary trauma studies. Firstly, the authointpoout that this
narrative work concerns “the extraneous and subgcivorkings of

trauma, and the distinction and relation betweenpiychic experience of
trauma and a catastrophic event, which is extetbaand affects the
psychic”. Secondly, and most importantly, Zolkogplexes the novel's
enacting of “the individual-collective and intragsyc-intersubjective
working of trauma™

In a deeply personal reflection, Stephen Goddaedistribution, ‘Video
Testimony: The Generation and Transmission of Tedum@ppraises his
mother’s experience of the Second World War whenvehs traumatically
displaced and separated from her famioddard recounts how in 1997,
more than five decades after the events, his motheated on video her
individualised testimony (“once again, separatednfher family”) as part
of the Shoah Foundation Visual History series. Godd essay
scrutinises the methodologies of this video testijni relation to two
important and related questions, which are relet@m@nyone conducting
research in the field. The author asks provocativ§iW]as my mother
traumatized or re-traumatized by the process ofigitag her testimony?”
and “by narrating and recording her video testimatigl she, unwittingly,
‘transmit’ her traumas, and those of her generatiomy generation?” The
significance of such unsettling questions for Halagt and trauma studies

% For a robust use of Laplanche’s theory of traumthée context of film analysis,
see Radstone 2011.

® For another insightful discussion into the usevideo testimony in Holocaust
remembrance and research, see Brown 2011.
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today is great, as they emphasise the way in wimetv Holocaust
scholarship appears to be redefining the long dedeparameters of this
field of study.

History, Trauma and the Arts: Experimental Visual Arts,
Literature and Opera

Representing the social and subjective aftermatinanoimatic experiences
has been a key concern to artists from across ltiee gand the growing
scholarship on the topic demonstrates its impogtinEhe intersection
between theoretical insights and the critical irsputo apprehend and
convey trauma to audiences remains a profound lestahl and
praxiological challenge. In ‘Dancing Out of Traum@tom Charcot's
Hysteria to Haitian Voudoun’, Dirk de Bruyn refeoers the “classic and
foundation work” of American avant-garde cinema &sitlates Maya
Deren’s 1943 experimental short filvieshes of the Afternoaas having
lasting relevance due to the filmmaker's use ofcgclical, repetitive
narrative structure” that would pre-date Lev Mamtig “new media
concerns with database and narrative fusion”. Adicgr to de Bruyn,
Deren’s process of editing was a conscious strafi@ggxamining “issues
of amnesia and dissociation”. Expanding E. Ann ldajd analysis of
Meshes of the Afternopde Bruyn suggests that Deren’s “self-theorised
strategies of horizontal and vertical editing oplea film up to multiple
readings not only in terms of the film's contentutbalso around
contestations of authorship and critical debatetcasvhether the film
should be interpreted through psychoanalysis amcealism or through
Deren’s stated preference for psychopathology amagist poetry.” The
author traces Deren’s anthropological work on Haiti Voodoun,
contrasting sharply with Charcot’s (and later Ftsudlinical containment
and framing of hysteria in the late 1800s. As ardfial phenomena”, both
the ‘disciplined’ Haitian Voudoun dances of posgassind the dominant
western pathology of hysteria would have led Deemproclaim that it
was the “cultural context” in which hysteria ocadr that made it
“aberrant or dysfunctional in western culture”.

In a similar vein, Lee-Von Kim'sRethinking Visual Representations of
Trauma in the Work of Kara Walker' investigates tlegresentation of
historical trauma in relation to the work of anatlw®ntroversial avant-

% Two often cited sources on trauma and contempatianal arts are Bennet 2005
and Guerin & Hallas 2007.
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garde visual artist, in this case the silhouettéetgux of African-American
artist Kara Walker. In her essay Kim explores ttayn which Walker’s
artistry grapples with the representation of tlaitna wrought by slavery
in order to consider how the work “engenders newswaf theorising
trauma in visual productions”. Walker’s black papiiouettes, the author
maintains, can be read as a series of incisionsctwhring to mind the
notion of physical wounding”. Kim proposes that W&ls Slavery!
Slavery!constitutes a rich and productive space for theudsion of visual
representations of trauma, since trauma is “dowdngoded in the text,
both in its form and subject matter”. Walker’'s siliettes not only engage
with the historical traumas wrought by slavery, their very production
would also “[enact] a kind of physical trauma”.

Just as the history of slavery informs contemporanty practice, Sarah
Leggott finds a “tremendous upsurge of interesttha remembrance of
Spain’s twentieth-century traumatic history, intmadar the years of the
Spanish Civil War (1936-1939), the Franco dictaigr41939-1975) and
the transition to democracy in the immediate poaREo period. In
‘Representing Spain’s 30Century Trauma in Fiction: Memories of War
and Dictatorship in Contemporary Novels by Womerggott considers
the lingering social and political debates overwhioest to deal with the
country’s recent repressive past”. As contemporgal battles and
political contestations around the legacies of thiion’s traumatic
twentieth-century history intensify, the phenomeiheas been increasingly
reflected in contemporary cultural production, iarfrular, narrative
fiction. Drawing on the literary works of Dulce Gl and Rosa Regas,
Leggott examines these novelists’ presentatiorttef tomplex relationship
between remembering and forgetting in a societyhich the articulation
of the past has been forbidden”. By examining theent novels by
Spanish women writers who “open up for debate ingr questions
about the on-going process of remembrance in Spausiety and the
impact of past wounds on the present”, Leggott .eataks the extent to
which “traces of traumatic experience might be nmegflly represented
in fiction”.

Additionally, in ‘Trauma, Memory and Forgetting FPost-War Cyprus:
The Case oManoli...I Anna Papaeti discusses the representation of the
legacies of historical trauma in an artform seldginen critical attention

" For further examples in the growing literaturetbe work of Kara Walker, see
Fryd 2011 and Shaw 2006.
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in the field: opera. Papaeti identifies a “distinbange in opera” regarding
its subject matter and aesthetics for over a cgntith “earlier notions of
redemption increasingly replaced with issues [adpsl trauma and
anxiety”. It is from this new operatic traditionathpost-1945 political
opera emerged, “depicting the silences, horrors teauimas of war and
political instability”. The author views the horeoof World War Il as “an
historical caesura that impose new problems omstarind composers”.
Vassos Argyridis's chamber opefdanoli...!, commissioned by and
performed at Pfalztheater Kaiserslautern in 199ald with traumatic
events in recent Cypriot history, and “specificalljth the absence of
catharsis and justice after the Greek coup d'état ted to the Turkish
Invasion”. Based on a play and the libretto by GeoNeophytou, the
opera tells the story of a Cypriot mother who wasege-witness to her
son’s murder during the Greek coup in Cyprus in4l%apaeti's essay
explores the manner in which the opbtanoli...! recounts the trauma and
anxiety of contemporary Greek-Cypriot society ifatien to the events of
July 1974. By focusing on the opera’s receptiontha Greek-Cypriot
press, she examines the “mechanisms of memoryagdtfing” in post-
1974 Cyprus in the context of a “tenuously restorational unity”.

Journalism, Trauma and Mental Health

As Alan Thompson'’s collectiomhe Media and Rwand@007) attests, the
implications of reporting trauma, and its transtiaissto journalists and
readers alike, warrants investigation. Sue Josepb&y ‘Narrating the
Silence of Trauma’ foregrounds how silence is adultous by-product of
traumatic crime”. She relates that when the subjetisuch crime finally
decide to speak, “the interview process itself d¢sn a traumatising
experience”. Furthermore, Joseph argues, the ussua material by
journalists, particularly in the format of extendealratives, is integral to
that traumatic experience. Contextualising theseatiges within the

genre of literary journalism, Joseph explores tti@ce of professional
practice when dealing with the traumatic memoryntérviewed subjects.
Her essay draws from interviews relating to traucnatxperiences,
particularly sexual assault kept undisclosed feery long time (including

racist pack rape, war time rape, and child sexbak@), which form part
of her creative, non-fiction manuscript, entiti8deaking Secretdoseph

argues for a greater academic discussion of empé&bya tool of

journalism”, rather than empathy being regardedrimgt as “anathema to
the industry”. Instead, she suggests that “empatingt and should be
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taught and embraced within journalism educatiorédrtipularly within
long-form literary journalism.

Traumatic silence of a different nature informs D¥hterhouse-Watson'’s
contribution to this collection: ‘Silencing or Vdhting Traumatic
Testimony: Footballers’ Narrative Immunity Againgtllegations of
Sexual Assault’. The essay explores several setssexiual assault
allegations made against professional footballeréustralia throughout
2004. According to Waterhouse-Watson, these puilegations sparked
an “intense media debate around the culture ofdhgues and the nature
of relations between elite footballers and wométér analysis examines
the role of narrative and grammar in different coentators’ engagements
with the complainants’ traumatic testimony. By caripg “different
narrative constructions of the same events”, Watesh-Watson
demonstrates that even when commentators engafjeavabmplainant’s
account, the techniques used to narrate it canecvokural narratives that
“blame the complainant and discount her testimory”.this way, the
author maintains, narrative and grammar are usedlitic commentary to
perform ade factoadjudication of the cases, “deflecting blame afvayn
footballers” and providing them with a “narrativenmunity” against
complaints of sexual assault.

Just as issues of empathy and ethics increasiegiiage media professions,
Katrina Clifford’s “confessional” reflection on heswn research into

discursive representations of fatal mental healtlsisc interventions

demonstrates the limitations of traditional trauttmeory, which, according

to the author, has “conventionally insisted on alet@f spectatorship that
remains passive”. In ‘Mental Health Trauma Narmdivand Misplaced

Assumptions: Towards an Ethics of Self-care amdign{anities-based)

Trauma Researchers’, Clifford draws from a key catgdy involving the

fatal shooting by police of a mentally ill man, atite graphic media
coverage that ensued. She demonstrates how a shagadiation of

meaning “extends beyond research participants lwitd experience of

trauma to (humanities-based) trauma researcherssdiees” who are

typically exposed to a ‘vicarious trauma’ from sedary source

documents including “often distressing media matsrihat can shape and
complicate such trauma narratives”. Clifford’s essehallenges the

“strongly paternalistic ethical frameworks of a plsg-medico tradition”,

which she asserts has largely failed to acknowlettigeimportance of

maintaining an obligation to self among trauma aesleers, in addition to
the ethical responsibility required towards theseaarch participants.
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Refugees, Trauma, Gender and Racism

As with the observations of Joseph, Waterhouse-tviaasid Clifford, the

reportage of mass human suffering and traumaticeaydd due to
voluntary or enforced migration away from naturaadters and human
atrocity (war, genocide, ethnic cleansing) is thébject of Pauline
Diamond and Sallyanne Duncan’s ‘Professional ankickt Issues in

Reporting the Traumatic Testimony of Women Asylureel&rs’. In

particular, this essay examines “the professionahsiclerations and
dilemmas” of reporting the personal testimony ofwem asylum-seekers.
According to Diamond and Duncan, “women asylum-segloften have
different reasons for seeking refuge than men”hsas “gender-based
persecution, which is not recognised in the UN @mion on Refugees”.
Sourced from interviews conducted with both womsylwem-seekers and
journalists in Scotland, Diamond and Duncan expltssues of truth,

trust, empathy, exploitation and intrusion in thedation of others’

experiences of trauma, torture and atrocity”, whiéeonstructing these
intimate stories as representations of catastropraats.

Similarly, Anne Harris's essay ‘Too Dark, Too Tallpo Something: New
Racism in Australian Schools’ considers the resiratisation of young
Sudanese-Australian women in Australian schools“biah subtle and

overt racism”, insufficient school support, and @ating home and school
demands on these former refugees. Harris’ expegievorking with this

cohort suggests that “arts-based educational toa#t be best suited to
assist former refugee students”, and that critipeagogy offers a
theoretical framework for more successfully assgstintegration with

input from the students themselves, through filmd aother arts

methodologies.

Trauma, Cinema and the Mass Media

The concepts of ‘empty empathy’ and ‘vicarious tnallappear latent in
much conventional western mass mediation of hurnéfering. Lindsay

Hallam’s essay “Genre Cinema as Trauma Cinema: #44dt Trauma
and the Rise of ‘Torture Porn’ in Recent Horrornk&l' seeks to
comprehend how trauma theory can be usefully apptiea maligned
film genre in order to ‘work through’ the colleativsense of “culpability
in the use of violence and torture as a form ddli@ion and revenge” by
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the US military? For Hallam, one of the most shocking revelatioastp
9/11 was the awareness that outside of their owmnldre Americans
“were hated”. For decades US audiences had bougbt the myth

“continually perpetuated by Hollywood” that “the Asmican way”’ was
held internationally as “a beacon of truth andigest The impact of 9/11
changed that, Hallam suggests, adding that it is tmewfound

vulnerability and insecurity, and the trauma rasglt from this

realisation” that is expressed in these recentuterporn’ horror films.

Despite this fear and vulnerability being maskedayeneer of self-
conscious “ignorance and arrogance”, Hallam conwitts “the long held

notion that horror can have a cathartic effect’vidg grown up “in a
nation that is traumatised and in a state of comsksar”, the author
proposes, young audiences in the US are usingréoporn as a form of
release by ‘acting out’ traunfa.

Problems with identification and empathy also infoGlen Donnar’s
final contribution to this volume: ‘Levinas and tRace: Helping News
Consumers Witness, Recognise and Recover Trauntangic Adopting

a Levinasian philosophical approdtho ‘the face’ Donnar reminds us
that we often ignore the mediated suffering andrtra of (distant) others
and effortlessly “accept their effacement”. Accogly, one way for
news consumers “to bear witness and establish ial smmnection with
(often anonymous) victims” is through a considenatf images of terror
and trauma, rather than refusing to look. For ththar, “witnessing is
essential if we are to 'recover' victims as indinl$”. Following Levinas,
Donnar suggests that in the “encounter with thee®thunique and
irreducible—'the face’ discloses itsetlh me It exceeds and transcends
both deathand mediation.” In addition, for Donnar empathy and
transmission are unavoidable: “the Other's regafdn® provokes
recognition, commands my respect and elicits mgaasibility”. Donnar
concludes that in mass media representation “tlaeehent of victims in
death or mediation cannot be reversed”, but in oe@sponse and
recognition “it can be exceeded, transcended arah, thultimately,
recovered”.

8 See Lowenstein 2005 for a broad discussion ofetigagement with historical
trauma in horror films from countries around thehg.

® In relation to the problem of acting-out and workithrough in trauma cinema,
see Walker 2005, Collins 2011, and Traverso 2011.

10 For an encompassing anthology of discussions pptications of philosophical
theories of trauma, see Sharpe et al 2007.
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Film Program and Art Exhibition

Trauma, Media, Art: New Perspectivesncludes with two appendices.
The first presents thimterrogating Traumaconference’s Film Program,
held at the Film and Television Institute in FremhanWestern Australia,
in December 2008. This program, curated by thisuma's editors,
included film and video productions from Argentirfjstralia, Canada,
Chile, Japan, Northern Ireland, Sri Lanka, Rwarttia, UK and USA.
The second appendix lists the conference’s Art l&bh, also curated
by the editors, which was held at the Kidogo Artude in Fremantle
simultaneously. The exhibition featured multimediatallation works,
sculpture, experimental video, painting, sketched ahotography by
artists from Australia, Ireland, Germany, and tH&AU
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MEMORIALS, TRAUMA AND THE NATION



COLLECTIVE SUFFERING
AND CYBER-MEMORIALISATION
IN POST-GENOCIDERWANDA

GIORGIA DONA

Introduction

The year 2009 marks the L @nniversary of the Rwandan genocide, an
event which has entered our collective imaginatisna marker of 20
century violence, and one that has profoundly sthadperanda’s recent
socio-political landscape. Following the shootimymth of the plane that
carried Rwandan President Habyarimana on Agtil894, Hutu militias,
soldiers and civilians initiated a systematic slaeg of approximately one
million Tutsi and moderate Hutus over three and &f tmonths of
widespread violence. In July 1994, the Rwandani®atrArmy (RPA),
composed mostly of Tutsi refugees living in the tEas African region,
gained control of the capital and ended the kilinghe RPA advance led
to the mass exodus of two million Hutus into neigtifg states.

If visible violence ended in July 1994, physicatlamotional scars are the
ongoing signs of the ‘traumatic’ historic raptuhe tcountry endured. The
legacy of the genocide shaped the political agesfd@construction and
national unity of the post-genocide Rwandan Govemmand it is
embedded in various initiatives like justice, assise, reconciliation, and
international relations.

The memory of the genocide is kept alive througis af memorialisation
that include the preservation of memorial sites yewtly commemorations.
Across the country, there is awareness that traame memory are
connected; for instance, the ‘commemoration prognamof the 1%'
anniversary of the genocide includes trainings msy¢ho-social trauma’
for understanding and managing ‘the psychologicalirha phenomena
that are frequent in our community so that they meynhelpful within the
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national mourning period’ (GAERG Commemoration Raog - Rwandan
15" Commemoration of Tutsis Genocide.htm).

Caruth (1995, 1996) writes that trauma is expresg@dcessed and
integrated in the act of remembering. There isratote aspect to memory
whereby collective memories can act as a respamsgatima (Brown
2004), constructed in transmissible form throughpkrformative practice
of memorialisation. In the Rwandan context, the gictemembering has
the potential to help survivors to deal with theumnatic events of the past
through an acknowledgement of their experiences taedoffering of
public support (IRDP 2006).

Corporeal forms of memory embody an active procdseemembering
(Kuhn 2000) and recycling of meaning (Nora 198%viRiting the past
through memorialisation fulfils helpful functionsifothe active process of
remembering may lead to the resurgence, reoccur@nie-elaboration of
past traumas. In Rwanda, the National Commissioffrigint Genocide
against Tutsi, aware of the link between memowdilis and re-
traumatisation and in preparation for thd Bhniversary commemorations
of the genocide, set up a unit within the Commisstself to address the
ongoing psychological side effects that memoritiisamay trigger.

Private and public memorialisation fulfils diffeteroles. Nora (1989)
writes that a monument constructed in marble octetkin public places
performs different memorial functions than a pesabject. By acting as
material matter, as lieux de mémoire (Nora 1988s¢ public projects of
shared memory mark bonds, connect individuals, @lade them within
ideological and political spheres. State leadegsilegly deploy lieux de
mémoire and memorialisation of traumatic eventprtumote identities or
ideologies, and to prescribe action. Through thmlheg of the violent
past and the affect affirmation of grief, fear amdjer associated with loss,
mourning may be directed to instrumental ends ithelide nationalism,
political transition, modernization, revolution,pitalism, institutionalised
justice, human rights, and national projects (Saummdnd Aghaie 2005).

Memorialisation becomes an activity through whichmgthical truth is
conveyed to construct a new identity (Gillis 1994).key aspect of this
reconstruction is what is not done. Memorialisai®about not forgetting
and yet by choosing what to tell, stories and trasiare either forgotten or
become unspeakable. In rethinking ‘After Auschiyitdandel (2001)
writes that the unspeakable can be what is padnofigenda or what
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cannot be physically spoken or pronounced, likeirdimite word or a
scream. The unspeakable is echoed in taboosurchipns against certain
speech acts by the community, and in these instatie® unspeakable
takes the form of trauma, not merely for the indidal survivors but for a
collective post-Holocaust culture, which is peregito be traumatized by
the presence of the Holocaust in its past.

The remembered, the forgotten and the unspeakaideist. Trauma
politics and aesthetics go hand in hand. Memostiis of a traumatic
past is subjected to political manipulations beeaih®& choice of specific
representations of suffering leads to the exclusiboounter-narratives of
forgotten or unspeakable traumas. Memorial sited ather types of
corporeal memory play pivotal roles in the aestsetf trauma and its
appropriation for political purposes. Memorialsviile us to remember,
but they are far from neutral and universal; they iafluenced by their
locations, constructed from various subjects’ pose, and embody the
ideals of those who erect them (Ngwarsungu 20083)p In other words,
they inhabit a performative model of politics (Chathkarty 2002).

In this essay | want to explore the aesthetic nespado collective suffering
in virtual reality, and its relation to performagivnodels of politics. | will
use the ‘Kigali Genocide Memorial’ virtual site a&s case study of
memorialisation, and | will compare its narrativehareal’ memorialisation
in the country where | conducted fieldwork in 2008rough this analysis
| want to expose the dialogical tension betweempaeaal and a-corporeal
representations of collective trauma; a—politiaad @olitical strategies for
representing societal suffering; and national amshsnational agendas.
The essay offers a critique of trauma to captuogospolitical suffering; it
warns against the dangers of its appropriatiorp@itical purposes; and it
advocates a move ‘beyond trauma’ towards a reipishtion and re-
contextualisation of collective suffering.

Memorialisation in Rwanda

Memory and trauma coexist both temporally and sfigtin Rwanda.
Immediately after the genocide, the newly establisiGovernment of
National Unity announced the suppression of Eastea public holiday to
be replaced by a week of ‘mourning'—the week of Heof April—the
day the killings began. No music is allowed in paldpaces; marriages,
naming ceremonies and other festivities are halgedt offices remain
closed during the week of mourning. April is theofficial month of
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mourning, during which the trauma of the one huddtays is re-counted
by survivors in public ceremonies that keep the ommwnalive. Bodies
continue to be exhumed and transferred to commsitak, officials

preside commemorations in the capital and replitagen at ‘cellule’ level

(the second smallest administrative unit of locavegnment), and public
testimonies are heard across the country.

Internationally, the genocide is commemorated byaRdans living

abroad and by Friends of Rwanda. The United Nat®acurity Council

responded to the call to internationalise natiomsmorialisation by
declaring April the 7 an international genocide day. In preparatiorttier

2009 commemorations, Rwandan diplomatic corps adtwes world were
recalled to Kigali to attend a meeting with the iNlahl Commission to
Fight Genocide against Tutsi in March. The aim led meeting was to
discuss the role that the diplomatic corps can playmaking the

commemoration of the 1994 Rwandan genocide annatenal one, and
for commemorations to be carried out internationall representative of
the National Commission reported that commemoratiat been held at
national level but “this time around it should bend at international one”
(Rwandan Television news, 13f March 2009).

These initiatives map national memorialisation oil@ international
arena, and diplomatic relations are played oututjinomemorialisation.
The international community is invited to partidipato the Rwandan
nation-building project in which the memory of tlgenocide plays a
central role, by participating in collective mourgj validating survivors’
stories, and acknowledging that it did not inteevém stop the genocide.

If annual commemorations of the genocide are thien meaminders of the
traumatic past, its legacy is embedded in the fomidgtural and political

life of the country through other lieux de mémoiiacluding public

executions of those accused of involvement in thenogide, the
establishment of gacaca courts to promote justia® r@conciliation at
grass-root level, and the release of detainees fingons. These public
acts are ongoing reminders of the genocide thggdritraumatic memories.

The flourishing of various types of literature ohetsubject and the
undertaking of cinematic and arts projects testiffhe continuing resonance
of the genocide internationally. The wish to conmgmed and remember is
visible in the increasing number of artistic andecnatic projects like
Hotel Rwanda, novels like A Sunday by the Pool lily@GBuntenance, and
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documentaries like the Gacaca trilogy by Ghion.sTlhst one comprises
the documentary My Neighbour My Enemy, in which tiewer is shown
how gacaca, grass-level justice, is performed &ndripact on the life of
survivors. The viewer hears survivors making camstaferences to the
embodied pains of their “hearts” through metaphitke the “broken
heart” or the “empty heart” that poignantly conwbgir past and present
sense of loss, emptiness, and suffering.

Localities where massacres took place were coroeiéo sites of
memory to show the extent to which cruel suffenvegs inflicted (Caplan
2007). Upon entering these sites, estimated t@peoaimately 200 across
Rwanda, the visitor is exposed to the stark viewbafre bones’. The
remains of the dead and their possessions areyreatinged on benches,
shelves and boxes. Bones and skulls are exposggeim air; there are no
glass cabinets to protect them from the passintip@, and no strings to
delimit the space that separates the viewer froendgmad. Their physical
proximity makes them almost touchable, were itfoota sense of respect
and awe. Stains of blood can still be seen on tte’s tablecloth at
Nyamata Memorial site and the writings of the clgld who died during
the genocide can be seen in their exercise bodkd pip in a cask at
Ntarama Memorial site.

In 2004, on the occasion of the™@nniversary of the genocide, a new
purpose-built Kigali Genocide Memorial centre (KGM)as officially
inaugurated in the capital Kigali. The undertakim@ partnership between
the Rwandan Government and Aegis, a UK Non-goventahe
organisation, highlighting the relationship betweemtional and
international memorialisation agendas. The indiala for the Kigali
Genocide Memorial are artistic responses to suffernade by national
and international artists. The Rwandan sculptuurént Hategekimana
created three pieces to represent the pre, dunidgast-genocide periods
while the artist Ardyn Halter, the son of a survied the Auschwitz camp,
made the Windows of Hope. Part-cemetery, part-nmseund part-
education centre, the Kigali Genocide Memorialifsilzarious functions,
ranging from the recording of history to mourninige t victims and
educating the young.

Inside the building there are three main exhibiiorthe Rwandan
genocide, a children’s memorial, and an exhibitmm the history of
genocidal violence around the world. The Rwandanogide exhibition
introduces the viewer to a brief history of Rwaradal the causes of the
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genocide. Path to Genocide is followed by The 1@y<dGenocide with
pictures of the massacres and their victims, andclodes with The
Aftermath, a brief description of life in the yedodowing the genocide.

The internationalisation of memory can be seem@rmodern features of
the memorial centre and the choice of its exhiffitee KGM is one of few
memorials to include other genocides across thddworremind us that
genocide is not a brutal tribal affair but a criegainst humanity, adopting
the language of the human rights discourse. A stgpe of Africa as a
place of natural violence and tribal bloodshedeglaced by a view of
genocide as historical norm and colonial legacy.

The children’s memorial is personal to create goapwith the dead

child. It shows pictures of children, and underhesdch picture there is a
caption that describes the child’'s behaviours, rtheibbies, favourite

people, and how they were killed. Suffering is\e&yed in personal and
affective modes that echo western preoccupatiorchitdren as innocent
victims.

A virtual site called ‘Kigali Genocide Memorial’ imgs together preserved
and purpose built memorial sites in cyberspace.vitttigal site transcends
the physicality of memorial sites to generate it performative
narrative of suffering, one that | argue is compatary yet distinct from
‘real’ memorialisation. If memorialisation represerihe embodiment of
memory, what happens when this is performed imaigelied cyberspaces?

Memorialisation in cyber space:
Embodied and virtual memories

As social activity, memory is the product of ongpiimteractions among
recollections of the mediated past. It generatasatiges about specific
times, places, persons, and events that are ladbraffective meanings.
Memory websites fulfil the social functions of commorative sites:
memory is socially and culturally shaped—but défaty from conventional
memorial sites, these are “alive” through the pubsi of ongoing
contributions and additions (Douglas 2006). Virtnamorial sites offer
support to those who bereave their lost ones: patdnvolvement in the
creation and development of web memorials engayagyf and friends in
active mourning and memorialisation while the dorabf support group
websites offers spaces for informal bereavementfandroup support to
take place (Roberts 2004).
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In Rwanda, memory narratives fulfil various funciso Remembering the
genocide is a way to pay collective tribute to tleeeased, and an action
that makes survivors feel supported by society #mat strengthens
“individual and group therapy” (IRDP 2006, p. 14%reserving the
memory of the genocide has educational functionsaliee it teaches
future generations of Rwandans and non-Rwandanige¢ksens of the past
and acts as a warning sign that genocide shoulgemafnever again”.
Memory helps to bring facts to light, and can be Itasis for cohabitation
(IRDP 2006).

Cyber-memorialisation transfers the narrative af tfenocide from the
space of nation-state into the transitory spaceglobal and diasporic
dwellings. In the context of Rwanda, cyber-memd@é&ilon contributes to
internationalise memorialisation, to promote thealRdan nation-building
project transnationally, and to target the diaspaaind international
community for financial contributions.

In the following section, | describe my ‘virtual'isit to the Kigali

Genocide Memorial site, as | explore the aesthetiasemory and trauma
and their relation to performative models of pofti The virtual Kigali

Genocide Memorial reproduces memorialisation inecgpace, opening
possibilities for ongoing revisiting of the pastdaffor transnational
participation in the national project of memoriatisn. Upon entering the
virtual Kigali Genocide Memorial (KGM) the visitor is confronted with
the possibility of exploring a number of sites: Rwa, the genocide,
survivors’ testimonies, documentation, and fundngis The clicking of

one heading opens possibilities for further exglora Under the
Genocide heading, the visitor can explore its Iyjst@r she can view
memorial sites across the country, or the Kigaln@xde museum.

The site on Memorials contains pictures and captmfiphysical buildings
scattered across the country, reproduced in aatdised manner. Each of
the sites shows a picture of the preserved memdoiaherly a church or
school. The similarity in the aesthetic represémtatminimises the
existence of local history, local dynamics, andal®paces where life pre-
and post- genocide unfolds. The physicality ofblé@dings is altered not
only by the virtual modality of representation lalso by the absence of
landscapes in which these buildings are situa@ttough another click it

L www.kigaligenocidememorial.org.



