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Memoryscapes: Witnessing the Crisis of Internal Refugees Through Visual 
Practice !

The internally displaced have no voice, they attract few television 
crews, they are easy to ignore. They are the poorest of the poor, 

the most vulnerable….They are people with no home, no 
livelihood and no papers.  

Dennis McNamara (2005, p.3) !
In our post cold war era, a major global crisis that has not drawn much 

attention is the forced displacement of people from their homes within a country 

due to internal ethnic/racial strife, armed conflict, and/or civil war. The systematic 

violation of human rights that often includes state sponsored persecution, attack, 

and strategic neglect by their own governments makes the situation more 

desperate for this group of people also known as internal refugees or internally 

displaced persons (IDP). Refugees who flee to another country for similar 

reasons are provided support by the UNHCR (United Nations High 

Commissioner for Refugees), however, refugees in their own country are 

overlooked and receive no help or support. Today, there are approximately 25 

million people who are internal refugees (McNamara, 2005; UNHCR Report, 

2006) and the number is growing each day with the war in Iraq and other civil 

wars across the globe. We learn a bit about these refugees through images in 

the media, artworks created by internal refugees themselves, and contemporary 

artists. Increasingly, art educators advocate a social issues based art education 

practice that addresses the role of visual images in shaping our understanding of 

the world and the ways it can force a dialogue about the serious issues of our 

times (Darts, 2006; Desai and Chalmers, 2007; Freedman, 2003; Garber & 

Constantino, 2007; Tavin & Hausman, 2004). The racial/ethnic and cultural 
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violence faced by internal refugees is a current human rights issue that needs to 

be included in the field of art education, especially in a time when human rights 

abuses are normalized. 

 In this essay we explore the question: what does it means to be a refugee 

in one’s own country and how do people renegotiate their identities as citizens of 

a country when their rights are stripped? What roles do material and symbolic 

culture (artifacts and photographs that invoke memories of life before 

displacements) play in recreating a sense of home and recovering a loss of 

identity? These questions are explored through visual practice-based research 

conducted in Gujarat, India in 2007 that combines oral histories and photographs 

to create a narrative of memory that gives voice to the Muslims who became 

internal refugees in 2002, during the worst Hindu-Muslim riots. 

On February 27, 2002 the rioting in Gujarat was added to the long list of 

religious riots in India. Although the Gujarat carnage is not the first occurrence of 

state involvement in attacks against the Muslim community in India, it is, however 

an extreme example of a state sponsored “pogrom” against a minority 

community.  The VHP (Vishwa Hindu Parishad or World Hindu Council) 1

systematically collected names and locations of Muslim businesses, students, 

  The term “pogrom” or ethnic cleansing refers to the Holocaust, however a 1

report of a meeting called “Violence, History and the State: Gujarat 2002” at 
King’s College Cambridge on August 6th 2002 written by Ananya J. Kabir detailed 
the discussions by the participants on why this situation was different from the 
other communal riots in India. Given the concomitant implications of the state at 
every level in the Gujarat violence against the Muslims the speakers at the 
meeting thought Pogrom or ethnic cleansing would better describe the Gujarat 
carnage rather than communal riots which indicate a spontaneous surge of 
violence between two communities of equal strength. 
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and government employees who were to be violently rooted out. Eyewitnesses 

reported that the mob leaders spoke constantly on mobile phones indicating that 

they were operating as a network. Some carried computer-generated lists of 

Muslim homes to be destroyed. The police collaborated with the rioters by 

shooting at the victims who came to them for help; helping the rioters gain 

access into Muslim neighborhoods or simply turning a blind eye while the 

Muslims were being raped, burnt, and murdered by the rioters (Prashanth 2002; 

Tribunal, 2002). The repercussions of the riots lingered long after the physical 

violence died down. The Muslims who tried to rehabilitate themselves were 

socially and economically boycotted in their towns. They were not given jobs, 

they were not given any compensation that would allow them to reopen their 

businesses and Muslim students were not allowed to go back to schools. Many 

Muslims whose ration cards (an essential identity card that every Indian citizen 

must have) had been displaced in the riots were refused replacements by the 

government.  

Although the situation in the state of Gujarat in India is a result of a 

particular history and socio-political context, the local experiences of the  

Gujarat riot victims are relevant and meaningful in the larger context of how 

internal refugees are treated all over the world (Fischer, 1995). The crisis in Dafur 

(Sudan), Tamils in Sri Lanka, the Palestinian-Israeli conflict, Tibetians in China, 

and closer to home, Hurricane Katrina that largely affected African-Americans in 

New Orleans (U.S.) are examples where people are displaced within their own 

countries for different reasons. In fact, Hurricane Katrina displaced over 1.3 
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million people in the U.S. and, as often noted, is the largest internal displacement 

in U.S. history. The similarity to the Muslims in India lies in the state’s reluctance 

to provide marginalized groups in these situations help that they are entitled to as 

citizens of their countries. Today, the use of state sanctioned racism/ethnic 

persecution has shifted the way we understand forced migration. Racial/ethnic 

violence against the “other” is not new, however the connection between racial/

ethnic violence, capitalism, and patriarchy is being re-articulated in particular 

ways in different countries. We learn about these different forms of racial/ethnic 

violence through visual images in the media and contemporary art practices (for 

example Alfredo Jaar’s work on Rwanda). This new global condition, where 

people are refugees in their own countries, requires us in art education to bear 

witness to their injustices, which can no longer be ignored in our curricula and 

discourses on culture.  

In what follows, we first discuss the methodological issues of what it 

means to be a secondary witness to people’s memories of trauma, memories of 

place, and memories of a life that has been irrevocably changed. The stories of 

the riot victims as told to Munira during her time in the field provide an inter-

subjective space where their memories are shared, acknowledged, and 

remembered. Candida – Smith (2002) asserts that “one person’s memory is 

another person’s archive” ( p.3). Thus, through the exploration of the memories of 

the survivors that lead to the creation of artworks, this visual research takes the 

shape of an informal, living archive making their past and present lives visible 

and legible. We conclude with the relevance of doing this kind of visual research 
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in art education and its potential role of being a witness to the crisis of internal 

refugees.  

What does it mean to be a witness? 

The role of memory in the rebuilding of identity has been eloquently 

analyzed and described by Nadia Seremetakis (2002). She differentiates 

between the official public memory and personal memory to delineate how 

devalued, abandoned and obliterated histories, experiences, and practices can 

be recovered through artifacts, places, sounds, aroma, and sights. The 

government of Gujarat has tried to privatize and suppress the riot victims’ 

memories by the early closure of the refugee camps, the harassment and threats 

of Muslim witnesses fighting legal battles, and the complete denial of the state’s 

involvement in inciting and perpetuating the violence. By doing so, they took 

control over what is to be remembered and how it is to be remembered. To 

counter the monopolization of memory by the state, we adopted Seremetakis’ 

approach of transforming private memory into public history through oral history 

narratives that were accompanied by photographs and artworks inspired by the 

interviews regarding objects of memory. 

Seremetakis (2002) explains how spaces and objects of memory reflect 

an intimate part of people’s existence; they have the capacity to trigger deep 

emotions and narratives. In the context of a displaced person, memories help 

affirm who they are by helping them to recall who they were. In the process of 

rehabilitation, where relief and other organizations have to deal with numerous 

displaced people, their individual identity and distinctive life histories are often 
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neutralized. Their stories amalgamate to project a collective definition of refugee , 

note Daniel and Krudsen (1995) who state that a “refugee’s self – identity is 

anchored more to who she or he was than what she or he has become” (p.5). 

Thus memories play an exceedingly important role in recovering meaning and 

reconstructing identity that has been violently torn apart by forces that are not in 

the control of the individual.  

 In the essay “Remembering Obligation: Pedagogy and the Witnessing of 

Testimony of Historical Trauma”, Simon and Eppert (1997) argue, “bearing 

witness to historical trauma demands acknowledgement, remembrance, and 

some indication that the provision of the testimony has been of consequence” (p.

4). They insist that with witnessing comes the responsibility of creating 

awareness of the traumatic stories by transferring and translating them beyond 

temporal and spatial borders. They claim that “central to witnessing is either the 

re-presentation to others of what one has heard or seen, or the enactment of 

one's relationship with others so as to make evident that one's practice has been 

informed by the living memory of prior testimony” (p.4). As a belated witnesses of 

the 2002 pogrom in Gujarat, we think it is essential to lay out the memories of 

people who experienced the conflict in order to provide a space to validate who 

they were before being labeled simply as “victims” of the riots, and help them 

reclaim the physical, social and psychological spaces that were lost to them in 

the riots.  

 Goya’s print series “Disasters of War,” the Holocaust photographs, 

“Sobibor” by Dirk Reinartz, and “Untitled” from the series “War Story” by Mikael 
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Levin reveal that witnessing extends beyond merely seeing (Baer 2002; 

Rochester 2004). For instance, witnessing in Goya’s work takes on multiple 

levels. Goya himself witnessed the disasters of war through the act of creation. 

He created the frightening and poignant print series on the Peninsular War 

between France and Spain. The works interlace reality, memory and imagination 

in a tense sociological, psychological, and physical space. Goya’s rendition of the 

prints evoke extreme violence, pain and harsh realities of war and prod us to 

think about the implications of being witness to such brutality (Coffield and 

Drechsel 2004; Rochester 2004). 

 Whitehead (2003) examines the subject position of a secondary witness. 

She asserts that as a belated witness, in order to experience a place along with 

the memories it entails, it is important to understand that “what we see is always 

and inevitably a question of how we see and from where we see” (p.2). Munira as 

a belated witness documented the sites of violence through oral history 

interviews she conducted with the victims and photographs of places and objects 

of memory. Being an Indian Muslim herself, she not only gained access to the 

homes and saw the lives of the Muslims that had been irrevocably changed, but 

could “see” their trauma and know the fear in her body. Due to Dipti’s location 

and postionality as part of the Hindu majority in India the victims perceive her as 

the oppressor.   The stories she would “see” as secondary witness would be very 

different.  Given the victims’ complete lack of trust of Hindus, Dipti, would have 

found it hard to gain access to their homes and lives and would require living and 

working in their community in order for trust to develop.  
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 Memory has a constructed quality. Minow describes how recollections are 

always constructed by combining bits of information, selected and arranged in 

the light of prior narratives, current expectations, needs and beliefs (Biggar 

2003). We explore the complex cross-stitching of memory with identity and 

memory with space in conflict, which requires our mode of witnessing to follow a 

similar process of construction. In what follows we use narratives, analysis, 

theory and visuals (photographs and photomontage) in an attempt to translate 

the traumatic memory of the pogrom.  

The Objects and Places of Memories: Three Stories 

Reshma’s Story: When Munira asked Reshma if she managed to retrieve 

any of her belongings from the riots, she eagerly showed her two white platters 

with red floral designs. 

My husband got them specially for me from Ajmer, there are two of 
them, I do not use them anymore, they are kept high up on the 
shelf so the children can not reach the plates. I tell my children that 
it is a reminder of how we used to live earlier. I am going to pass 
them down to my children but I have told them that they can never 
use the plates. (Reshma interviewed by Munira, January 16, 2007) !

Reshma’s platters have become a shrine for her. They have a special place, high 

up on the shelf and nobody is allowed to touch them. Seremetakis (2002) 

explains how spaces and objects of memory reflect an intimate part of people’s 

existence; they have the capacity to trigger deep emotions and stories. In the 

context of a displaced person, memories help affirm who they are by helping 

them to recall who they were. As Reshma looks at her platters she says, “I 

remember that life often, now it is difficult.” The platters are her doorway into her 

earlier life, a life of wealth, good health, and respect. Reshma showed pictures of 
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her house before the riots to Munira and pointed out the Ajmeri platters on her 

kitchen shelf as well as the shiny new steel cupboard they had purchased 

proclaiming, “what you see is nothing, I had much more” (Reshma interviewed by 

Munira January 16, 2007). Then she pulled out a photograph of the aftermath of 

the riots: her house in shambles and the cupboard all burnt and fallen down. She 

showed Munira a photograph of herself prior to the riots too and asked her to tell 

the difference between her now and then. When Munira did not answer, she said 

she was much fairer and plumper then, now she has become dark and thin.  

According to Reshma, her husband has become much thinner too. She revealed 

that he had two heart attacks after they moved to the relief committee housing 

because of the tension. Presently, Reshma lives in a two-room house 

neighboring the garbage disposal grounds (kachrapeti) for Ahmedabad city. Her 

new accommodation is provided by the Islamic committee relief housing project 

in Citizen Nagar. Reshma laments that 

we used to be home owners but these houses are not built in our 
names and there so many problems with electricity. Also it is so far 
away from the old work places. People travel from here all the way 
to their old jobs, their daily wages are Rupees 50, they spend 
Rupees 30 in travel and are only left with Rupees 20, when you add 
food, medicines and household utilities to that it becomes very 
difficult to survive. (Reshma interviewed by Munira January 16, 
2007) !

The garbage dumps loom over the housing project and form the backdrop of her 

new life. The garbage disposal grounds have become the playground for their 

children; the adults gather there in their leisure time to have idle conversations. 

During the monsoon season the garbage dump permeates into their lives in a 

more sinister way -- muck, snakes and various insects flood their homes causing 
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health problems and making it very difficult for them to leave home to go to 

school or work. Reshma jokes that “they couldn’t kill us with the bullets but they 

will kill us with the garbage” (Reshma interviewed by Munira January 16, 2007 

2007). She shudders and recalls how one monsoon they were sleeping and she 

awoke suddenly in the night to find a snake near her son’s feet. Sheldrake (2001) 

describes how human places can be also be read as landscapes of exclusion 

where one of the ways power is expressed is through “relegating of weaker 

groups to less desirable environments”(p.56). Living in the relief committee 

housing project where all the inhabitants’ identities have been reduced to 

displaced victims of the riots, the platters in Reshma’s new home take on a more 

poignant meaning. Reshma does not perceive herself to be from a weaker group, 

she proudly claims to be a Syeddi (a higher and respected caste amongst 

Muslims). In the course of our conversation she constantly reminds me of how 

well off they were before the riots. The platter has attained an elevated status in 

her new home. It is no longer a mere utensil on her kitchen shelf. It has become 

a metaphor for a respected and prosperous life; the platter is a symbol of her 

identity, not the two-room house in front of the garbage dumps. Sheldrake (2001) 

points out the importance of metaphors, stating, “Metaphors are not mere options 

or embellishments to our normal ways of thinking and speaking. Metaphors 

define our perceptions of reality” (p.45). For Reshma, the platters occupy a 

sacred place in her mind, they define who she was and she holds on to that 

memory to define who she is today. Reshma and several others like her were 

displaced from their original homes because of the riots. They did not 
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!  

Munira Bootwala, 2007, Untitled Photomontage, (Reshma’s platter interspersed 
with images of garbage dump and the new standardized living quarters). !
choose their new homes or their new way of life. The platter allows Reshma the 

choice of retreating back to her former self, to the days when she was “fairer and 
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plumper,” denoting the common Indian cultural signifiers of beauty and 

prosperity. Daniel and Krudsen (1995) state that a “refugee’s self identity is 

anchored more to who she or he was than what she or he has become” (p.5). 

Thus, memories play an exceedingly important role in recovering meaning and 

reconstructing identity that has been violently torn apart by forces that are not in 

the control of the individuals. 

Alhoo bhai’s Story: For Alhoo bhai (brother), the memories of former 

relationships and brotherhood ties lay in the damaged photographs of his son’s 

wedding that he found floating in a barrel of water at the site of his destroyed 

home. He said: 

I returned home ten days after the violence to assess the damage 
and gather my belongings. I asked for police protection to get to my 
place but they refused. People were throwing stones and calling us 
names but we persevered. Everything was destroyed. They took 
everything, they broke everything. The place was desolate, all 
destroyed. (Alhoo bhai interviewed by Muira January 11, 2007)  !

All that was left was a metal frame of one of his beds and wet, damaged 

photographs delineating a former life. Alhoo bhai proudly stated, “ I had two flour 

mills, a beautiful house, in fact I had just finished building an extra room for 

guests” (Alhoo bhai interviewed by Muira January 11, 2007). He reminisced 

about his Hindu friends and said there were more Hindu guests than Muslim 

guests at the wedding. “Now there is all this poison between the two 

communities, it wasn’t like that earlier. In fact for the wedding I had a Hindu 

kitchen, there were three kinds of sweets, lentils, and only vegetarian 

dishes” (Alhoo bhai interviewed by Munira January 11, 2007). His daughter-in-law 

Farzana revealed that their Hindu friends turned them away during the riots.  
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!
!
Aloo bhai’s  son’s wedding picture. Photo taken by Munira Bootwala 

!  

They said, ”we do not want to get into trouble because of you” (Farzana 

interviewed by Munira January 11, 2007).  Munira asked Alhoo bhai how he feels 

when he looks at the photographs and he tells her that it is impossible to live if 

you keep thinking about it. Most of the photographs they managed to save are 

blurred, very few are recognizable. The decayed photographs ironically 

symbolize the reality of his relationship with his Hindu friends. Munira inquired if 

he still talks to his Hindu friends and he replied “after what has happened, they 
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are too ashamed to look at me, they look down when I meet them on the 

streets” (Alhoo bhai interviewed by Munira January 11, 2007). Memory is invoked 

to heal, to blame, and to legitimate (Antze and Lambek, 1996). Alhoo bhai 

reveals 

the betrayal and hurt he experienced through the stories the photographs 

divulge. The photographs also play a role in indicting the Hindu friends presently. 

They failed to respond with the same respect and love he showed them at the 

wedding. He can claim to walk with his head held high despite his material loss 

while they are forever condemned to a life of shame.  

Reshma and Alhoo bhai were the fortunate few who managed to find 

some remnants of their past lives. Most of the affected people Munira met told 

her that nothing was left of their old homes -- everything they owned was 

destroyed. “They broke down everything, the walls, the lights, nothing was left, 

not even a nail.” All physical traces of the life they knew before the riots were 

wiped out. All that was left were ruins.  

Mrs. Bhatiya’s Story: Fakhruddin bhai Bhatiya’s wife took Munira on a 

virtual tour of her house through a few photographs of the ruins her husband had 

taken three months after the riots.  

 My old house was very big. There were four rooms, a kitchen 
and outside there was a lawn. We lost each and everything.  My 
garden used to be here on the right; we had a lot of trees. I am 
very interested in gardening; I used to spend a lot of time there. 
This was my son’s bedroom, it was totally destroyed, the plaster 
is peeling and the bricks are exposed. He used to study here, his 
study table used to be in this corner, the poor boy had to study 
right. Look at the kitchen, you can see the burnt wires. They 
removed the window grill too. Everything was ruined. You can 
see it is all black; they burnt it to that extent. The fans are all 
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twisted. My front door used to be here and my bedroom was 
here. You could see the garden from there. The electric meter is 
all burnt. (Mrs. Bhatiya interviewed by Munira January 15, 2007).  !

 Mrs. Bhatiya reconstructed her house out of the nothingness present in her 

photographs. Through her descriptions of what was there and how it was violated 

Munira got glimpses of her life before the riots. She said “we lived there for 

nineteen years, there are no words to describe how we felt when we saw what 

happened to our house” “(Mrs. Bhatiya interviewed by Munira January 15, 2007).   

The memory of the place she used to call home was not simply about where the 

rooms in her house were located but about how relaxed she felt in her garden, it 

was about how hard her son used to study, it was about the pain she went 

through on seeing the house she had cared for burnt, looted, raped. Sheldrake 

(2001) draws attention to the critical connection between place, memory and 

human identity. Place is intimately tied to human narrative, he states ““place” is 

any space that has the capacity to be remembered and to evoke what is most 

precious” (p.43) .  

Gulburg Society, (Ahmedabad, Gujarat), where Mrs. Bhatiya lived before 

the riots is now a desolate and abandoned site. It has been five years since the 

riots and none of the residents have come back. The charred walls and broken 

windows are the only remnants of the residents’ lives before the riots mapped out 

a different space, different stories, and unwanted memories for them to inhabit.  
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Gulburg society 2007 

!!!!

!  !
Munira Bootwala, 2007, Gulburg Photomontage. 
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!
Concluding Story: Art Education as Witness 

Reshma, Mrs. Bhatiya, and Alhoo bhai are the lens through which we 

have excavated memories of trauma, memories of one’s former self and home 

and grappled with the impact and consequences of the 2002 pogrom in Gujarat. 

The traumatic memories experienced by the Muslims in Gujarat are not exhumed 

from a distant inaccessible past. In fact they are relatively fresh. Five years have 

gone by since the violence, and most of the people are still reeling under the 

repercussions of the pogrom. Hence, this interaction between them, the primary 

witnesses and us, the secondary witnesses reveals a sense of immediacy and 

urgency. Similarly, as of 2006, 60 percent of New Orleans residents cannot return 

home (numbers higher in the predominantly African-American ninth ward) due to 

the slow funding for building houses, lack of health and welfare infrastructures, 

and reluctance of federal authorities to open public housing. This lack of 

government support has lead to Katrina being called a “racist disaster” (Loyd, 

2007). As authors in the South End Collective have argued, the Katrina 

displacement has to be understood within the “ongoing event of racial slavery” (p.

125) and the crisis of the racial state. This displacement is not only a reminder of 

the deep racial and social class divide in our nation but also its relationship “to 

global articulations of white supremacy and capitalism” (Loyd, 2007, p.176).  

The belated witnessing in Gujarat is not done in isolation.  The survivors 

“voice” in the narratives based on oral history interviews and visual art works 

assume enormous contextual importance in providing an intimate understanding 

of their pain and loss.  Art educators have encouraged the use of oral history and 
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material culture in art education as a way of stimulating empathy, bearing witness 

to people’s culture and lives, and learning about diverse cultures contextually (La 

Porte, 2000, Desai, 2001; Bolin & Blandy, 2003).  

Given the ways race and ethnicity are re-tooled under global capitalism 

the role of art education to bear witness is ever more urgent in order to create 

counter narratives. Our students need to be given opportunities in art classes to 

bear witness to the injustices people face routinely in their communities. This 

could be done through the use of oral history interviews with people in their 

communities that could inform their own art practice or by viewing and discussing 

contemporary artworks. These art works as counter-narratives become a living 

archive of a community. Olivia Gude’s (2000) project with 8th grade students in 

Chicago bears witness to racism in their lives and in popular culture.  

Collaborating with the social studies teacher, students interviewed people in their 

community about race and racism. They juxtaposed these narratives culled from 

the interviews with images from the Lion King to create powerful banners as a 

counter-narrative that shapes who we are. 

Sheldrake (2001) writes that narrative is essential to our identity. He 

asserts that “We need stories to live by to make sense of otherwise unrelated life 

events and also to find a sense of dignity. It is only by enabling alternative stories 

to be heard that an elitist “history” is pried open, offering access to the 

oppressed, to the people normally excluded from the history of public places” (p.

55). The government of Gujarat has tried to privatize and suppress the riot 

victims’ memories by the complete denial of the state’s involvement in inciting 
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and perpetuating the violence. After the pogrom, the chief minister took out an 

election campaign tour called the “gaurav yatra” (proud journey), proclaiming the 

greatness of Gujarat and denying the world’s accusations of violence and 

brutality by the government in the riots. By doing so they have taken control over 

what is to be remembered and how it is to be remembered. Similarly, the Bush 

government quickly worked to erase the memory of a divided nation through 

constant barrage of media images that showed the work being done in New 

Orleans by FEMA and other state agencies. Images of benevolence mark the 

erasure of racism and poverty, leading us to forget that there are many Katrina 

victims from the ninth ward who still cannot return home, as the ninth ward is still 

a disaster zone.  

Increasingly governments have come to understand the political and 

ideological dimension of visual images and deploy them strategically through the 

media. It is time, then, for us in art education to reclaim the image and create 

counter-memories through visual research in various sites in our community and 

across the globe in order to create a living archive of stories of internal refugees 

and those who face racial/ethnic violence in our communities, nation, and world. 

The artworks created by artists on the Darfur crisis (Annie Bisset) and in 

particular the artworks created by children in Darfur that were collected by human 

rights researchers  Dr. Annie Sparrow and Olivier Bercault are examples of a 

living archive that is clearly educational (see: http://www.hrw.org/photos/2005/

darfur/drawings/). The Chilean Arpilleras is another example of a living archive 

that we have used in an art education class to draw attention to the ways 
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artworks bear witness to human rights abuses and therefore become educational 

and are used as a tool for social change (Desai, 2004: Keifer-Boyd,1998, 2007) . 

We learnt about the daily lives of working class people in Chile during Pinochet 

regime through the patch work images called Chilean Arpilleras made by working 

class women and smuggled out of the country during the junta regime as a way 

of informing the world about the human right abuses occurring within Chile at that 

time.  

 Constructing a living archive of counter-narratives based on peoples lived 

experiences is crucial as globalization has re-tooled racism requiring new forms 

of theorization. The living archive then becomes the foundation for not only 

understanding the phenomena of internal refugees, but also for the development 

of alternative curricula in schools, which are the stories we tell in classrooms.  An 

excellent example of an alternative curriculum on internal refugees developed for 

high school and college students, based on the movie made by Spike Lee called 

Teaching the Levees: A Curriculum of Civic Engagement, addresses the Katrina 

crisis as racialized and class based and engages students in thinking critically 

about this crisis.  

Through the narratives, analysis and the visuals, this kind of project on the 

internal refugees in Gujarat creates a living archive that validates the survivors’ 

experiences, preserves the legacy of their personal memories and provides a 

space where they can put the injustices done to them on trial. It is our intention 

that this narrative provides the inspiration to put art education on trial and in 
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doing so force us to shape alternative stories for our classrooms with the people 

who have no voice, no rights, and no support from their governments. 
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