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A party of four Africans enter the crypt (15:58) comprised of two women and two men.
The women pause at the top of the steps to converse, while Theo descends from the
other entrance and resumes his mobile recording, circling the cabinet. The quartet then
mingle and continue to talk (in French) but only stay briefly before leaving. At 19:26 1
enter the crypt again, carrying a Pentax while a cock crows. Standing behind the DV
camera, | pause to take a photo, my shadowy reflection seen in the cabinet glass. The
cock crows thrice at 19:59. Echoes of New Testament prophecy (denial and betrayal)
uncannily ricochet in this incongruous site of worship and butchery.” In between the
rooster’s call my flash photography fleetingly bleaches the video recorder’s grainy
texture through over-exposure. I return to remove the camera and the image fades-to-
black with the supered inter-title: “Nameless victims ... except for one”.

Fading-in from black, my colleague Dr Martin Mhando records Felly as he explains that
the casket (previously unseen by my static camera) below the glass display case
contains the body of a women, still clutching her infant child, who was brutalised, raped
and murdered in perhaps one of the most abjectly abhorrent manners imaginable. Felly's
testimony falters, stuttering as he reaches for appropriate words in English to describe
the indescribable. But he perseveres and his witness prevails.

Exhale Clip 4: Nameless Victims- Felly

CLICK HERE TO LAUNCH VIDEO FILE ( MP4 —size 11.2 MB
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After another fade-out a new series of three overlapping titles read:

Outside the church
a mass grave

with over 38,000 victims

Alongside Felly, I return to the underworld, clambering down the brick steps and into
the massive tomb, setting up the camera to record this chamber of death, exhaling
heavily (23:33). Row upon row of skulls are laid out across metal grills. To the left and
right, unseen by the DV camera, chamber after chamber holds thousands of remains and
countless wooden caskets, each containing a dozen or so genocide victims. Theo
follows Felly closer into the crypt, as Felly breathes out forcefully. Despite numerous
visits, the scene retains its visceral impact for him. Off camera, and situated on another
level below, I ask Felly to describe this site.

He is visibly both perplexed and incredulous at what he encounters. Hands on hips he
recounts that more bodies are being exhumed each day (the sacks seen in Exhale’s
opening seconds). He stops and stares into the camera and beyond, grimacing,
seemingly incapable of cognitively processing what he has just related, and sighs
despondently. Felly and Theo leave the tomb. But the static set-up is drenched in the
ambient noise of the surrounding neighbourhood and the visible dance of shadows and
light across the inanimate skulls. As the camera’s unflinching gaze objectively records
the static evidence of atrocity, the disembodied, joyful sounds of children at play in the
late afternoon twilight incongruously reverberates across the high gain wash of the DV
image.

Exhale Clip 5: Outside crypt.
CLICK HERE TO LAUNCH VIDEO FILE ( MP4 —size 21 MB)
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Another sequence at the Kigali Memorial Centre (KMC) depicts the pathetic “Wall of
names” and its visibly meagre roll call of identified victims. A super title on black reads:
“a drop in the ocean of dead”. The few hundreds of names are shown against a simple
wall, surrounded by tropical plants and terracotta pots. A warm breeze brushes against
swaying bougainvillea while the distant sounds of traffic and street life compete with a
multitude of bird life. From off-camera left the crunch of quartz gravel underfoot
becomes louder. Entering the frame (30:16) an Asian tourist approaches the wall,
already looking into his viewfinder as he strides. He composes his shot and promptly
turns back again, his steps trailing off in the distance as the cackle of birdsong once
more dominates the audio.

Fade to black again with a final overlap of text:

Beneath the ground
at this place
in this time

lay more than a quarter million dead

In wide-shot, with maximum depth-of-field, the frame captures the gravel and concrete
pathway that sits atop the massive KMC crypts, currently holding the remains of over
300,000 Rwandans from the 1994 genocide. It is a place of verdant tranquillity and
simple beauty. A lengthy pergola covered with climbing plants is visible in the
background. From this low angle the remaining black wall, unadorned with names, is
hard to discern from the row of foliage at left and right. A bush fly meanders in from
left of frame and the occasional butterfly flutters past. The sun peeks out from behind
clouds, bathing the garden in dappled light, re-energising the squarking birdlife. In the
far distance, a solitary human form emerges from off-camera walking, perhaps
unwittingly, above the legions of dead as the screen once more returns to black.
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Exhale 6: KMC ground.

CLICK HERE TO LAUNCH VIDEO FILE ( MP4 — size 7.5 MB)

“As representational objects”, Janet Walker reminds us, trauma films “are by definition
a generation removed from the catastrophes they depict, and their audiences may be a
generation removed from the original sufferers. But in and through this remove, trauma
films and videos model a new and empathic historiography after the demands of a world
where audiovisual culture is extensive and people at odds live in close proximity to one
another.” (193) Exhale, is one such attempt at empathic historiography.
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Notes

! Marguerite Duras, Hiroshima mon amour, (trans. Richard Seaver), Grove Press, NY
1982.

* Duras describes this post-coital conversation as “allegorical [...] In short, an operatic
exchange” [original emphasis] (Duras, 9)

3 See Arthur Asiimwe, “Hotel Rwanda hero in bitter controversy,” Reuters, 4 April 2007,
reuters.com/article/worldNews/idUSL0420968620070404 (accessed 4 July 2008),
and William Church, “Rwanda: Hate Speech and Paul Rusesabagina,” American
Chronical, 31 January 2007, americanchronicle.com/articles/19908 (accessed 9
May 2008).

* Clips from Ndahayo’s films are available on YouTube: Scars of My Days,
youtube.com/watch?v=IVw1{fCXl7¢ek; Growing Roses on a Bed of Skeletons
youtube.com/watch?v=SBfESUHS5e88; and a teaser/trailer for Dirty Wine
(Uganda/Rwanda, 2008), youtube.com/watch?v=QE_ 14yQlslg.

For more information about the films, see Ndahayo’s web site at
ndahayofilms.wordpress.com/.

: Cathy Caruth, Unclaimed Experience: Trauma, Narrative, and History, Baltimore,
Johns Hopkins University Press, 1996, p. 58.

% «“Seraphim”, coincidentally, is the name of an angelic being, associated with light and
purity.

7 The crowing cock engenders recollection of scriptural denial (the Testaments of
Mathew, Luke and John), where Peter's disavowal of Christ is foretold resignedly
as prophecy. The crowing also alludes to some Rwandan priests who turned their
backs on fleeing Tutsis and moderate Hutus, or worse, those who deliberately
betrayed the refugees from the genocidal onslaught by participated in the atrocities.
(See New York Times 14 Dec, 2006). Throughout Exhale, the crowing of a cockerel
can be heard on several occasions, significantly as ‘wild’ but non-diegetic sound
from inside the Nymata Church and its backyard crypt.
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