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ABSTRACT 
Mahesh Dattani's Final Solutions dramatizes the entrenched difficulties in Hindu-Muslim 
relations in India, contextualizing them within a continuum of historical traumas and 
disputed cultural memory. This study contends that Dattani’s dramatic techniques—
choral staging, fragmented narrative, and intergenerational dialogues—simultaneously 
expose and subvert cycles of communal prejudice. Utilizing trauma theory (Cathy Caruth, 
Dominick LaCapra) and cultural memory studies (Aleida Assmann, Marianne Hirsch), this 
study analyzes how the play portrays the endurance of communal memory as a 
manifestation of intergenerational trauma, whilst fostering a place for tentative 
reconciliation. The study demonstrates through meticulous analysis that Final Solutions 
transcends a mere dramatic portrayal of riots; it serves as an intervention in the politics 
of memory, seeking to redefine the ethical dimensions of inter-community interaction. 
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1. INTRODUCTION 
As a playwright who questions the socioeconomic divides of modern India with sensitivity and structural 

inventiveness, Mahesh Dattani has a unique place in the canon of modern Indian English drama. Final Solutions (1993), 
which was initially performed in the unstable time after the Babri Masjid was destroyed and riots broke out, is one of his 
most powerful works on communal politics. The play takes place mostly in the house of a Hindu family. It shows how 
prejudice, fear, and memory affect how Hindus and Muslims interact with each other, with each other throughout 
generations, and even in the supposedly protected domestic realm. The main idea is that a Hindu family is hiding two 
Muslim teens that are running away from a mob. This is where old grudges, personal resentments, and the country's long 
history of Partition and riots come together. The central theme of Final Solutions is not the riot as a public spectacle or 
the overtly political discourse surrounding it, but rather the ways in which violence is remembered, retold, and passed 
down through generations. In this case, the home serves as a contested area for protection, suspicion, and negotiation, 
blurring the line between political history and personal remembrance. The play’s fragmented temporal structure—
oscillating between the contemporary crisis and Hardika’s recollections from the past—reflects the disjointed 
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characteristics of trauma narratives as posited by Cathy Caruth, who characterizes trauma as an unclaimed experience 
that defies resolution and reemerges subsequently. She writes:  

What the parable of the wound and the voice thus tells us, and what is at the heart of Freud’s writing on trauma, 
both in what it says and in the stories it unwittingly tells, is that trauma seems to be much more than a pathology, or the 
simple illness of a wounded psyche: it is always the story of a wound that cries out, that addresses us in the attempt to 
tell us of a reality or truth that is not otherwise available. This truth, in its delayed appearance and its belated address, 
cannot be linked only to what is known, but also to what remains unknown in our very actions and our language. (4) 

The text serves as a rich resource for trauma theory, memory studies, and performance analysis. Cultural memory 
elucidates the processes by which historical tales are preserved, mediated, and disseminated, hence influencing 
communal identities over generations ‘working on problems’. Dominick LaCapra explains: 

In memory as an aspect of working through the past, one is both back and here at the same time, and one is able to 
distinguish between (not dichotomize) the two. In other words, one remembers – perhaps to some extent, still 
compulsively relieving or being possessed by – what happened then without losing sense of existing and acting now. This 
duality (or double inscription) of being essential for memory as a component of working over and through problems. 
(90)  

Dattani’s dramaturgy uses the Mob chorus to show how many different voices are heard in India’s communal 
discourse. This makes the fear of public violence in private life clear. The play functions on two interconnected levels: 
firstly, as a narrative of intergenerational trauma, wherein prejudice, fear, and resentment are transmitted alongside 
familial narratives; and secondly, as a performative experiment in reconciliation, with theatre serving as a symbolic 
space for the negotiation of trust. It presents the act of remembering both as a political imperative and a locus of 
vulnerability, framing performance as a conduit for delicate yet essential discourse. 

 
2. THEATRE OF MEMORY 

The Partition of India in 1947 casts a long shadow over Final Solutions, affecting both the play’s themes and the 
characters’ mental states. The repercussions of partition were not just a political events; it was a break that forced 
millions to leave their homes, caused bloodshed amongst communities that had never happened before, and left a legacy 
of broken relationships between Hindus and Muslims. Commenting on partition of India, Liah Greenfeld states: 

It is also significant that as a major factor in shaping individual and group identities in India, dividing Indians’ 
political commitments, and pitting Muslim Indians against the huge majority of others, Islam emerged only when 
absorbed into national consciousness. (118)   

  In Dattani’s dramaturgy, this heritage is refracted through Hardika’s memories, where her childhood suffering 
during Partition serves as a silent yet powerful influence on her contemporary opinions towards the Muslim youngsters, 
Bobby and Javed. The Partition of India in 1947, which caused one of the greatest forced migrations in history and the 
deaths of an estimated one to two million people, is an important part of the story of Final Solutions. The Partition not 
only changed the political map, but it also caused a mental break that made Hindu-Muslim tensions a part of the country’s 
social fabric paving ways to a national trauma. Bhaskar Sarkar further underlines that “partition, as the underside of 
independence, remains a fastering wound in the collective psyche of South Asia…Partition emerged as a national trauma” 
(1-2) The 1969 Gujarat riots, the 1984 anti-Sikh pogroms, and the 1992–93 Bombay riots are just a few examples of 
violence that have brought these conflicts back to life again and over again in postcolonial India. In postcolonial theory, 
such occurrences are frequently interpreted within the framework of subaltern studies, which highlight the exclusion of 
marginalized voices specifically, ordinary Hindus and Muslims whose lives are disrupted by violence from official 
narratives. Dattani’s drama reintegrates these subaltern perspectives into the national narrative by emphasizing 
quotidian domestic dialogues over elevated political discourse about communalism. In fact, the concept of religion is a 
kind of imposition on certain section of the society. Its ideologies are socio-culturally constructed by the community 
leaders. Communalism, in the words of Ram Ahuja as follows: 

Communalism is an ideology, which states that society is divided into religious communities, whose interests differ 
and are, at times, even opposed to each other. The antagonism practiced by the people of one community against the 
people of other community and religion can be termed ‘communalism’. (20)     

Final Solutions illustrates present through repetition and unresolved emotions of the older generation in the drama, 
like Hardika who is an example for the haunting of  historical memories of Partition that make her mistrust Muslims now. 
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This corresponds with Marianne Hirsch’s notion of post memory, wherein the pain of one generation is conveyed to the 
subsequent generation through narratives, attitudes, and cultural practices, despite the lack of direct experience (107). 
Dattani’s dramatic style, especially how he uses the choir, also has theoretical effects. The chorus, which is made up of 
both Hindu and Muslim voices, acts as a changing collective conscience that is both accusing and compassionate. This 
shows the characters’ underlying prejudices and dramatizes how communal identities can change. In this way, the stage 
becomes a place where different stories of being a victim and being guilty are told and fought over in real time. 

Hardika’s memories are not told in a straight line with facts, instead, they are told in emotionally charged pieces. 
These memories do not remain isolated to Hardika’s inner awareness; they circulate within the family, quietly shaping 
the biases of her son, Ramnik, and daughter-in-law, Aruna. Visiting the past and present through Daksha’s reading of her 
diary forty years ago, Dattani opens the play: Hardika. After forty years… I opened my diary again. A young girl’s childish 
scribble. An old woman’s shaky scrawl. Yes, things have not changed that much. (167) In this way, the play is like what 
Aleida Assmann calls the “theatre of cultural memory,” which is a place where stories that have been passed down are 
acted out, challenged, reread, and commented: “Cultural memory contains a number of cultural messages that are 
addressed to posterity and intended for continuous repetition and re-use. To this active memory belong, among other 
things, works of art, which are destined to be repeatedly reread, appreciated, staged, performed, and commented” (99). 
In the play, communal violence is not just about mob violence; it is also about the hidden anger that comes out in 
language, everyday gestures, and how people negotiate space in their own homes. The Mob chorus, a group of people 
who identify as both Hindu and Muslim, serves as both a historical echo and a current menace. The chorus embodies the 
continuum between past and current violence, destabilizing the audience’s chronological orientation and compelling 
them to confront the cyclical nature of communal struggle. Dattani’s theater goes beyond just being a documentary-style 
political play by portraying community remembrance. Instead of recreating riots with realistic accuracy, he focuses on 
how memory works as a contested and changing process. The household set, with its porous boundaries between private 
and public space, serves as a metaphor for the Indian nation—seemingly stable yet susceptible to incursion. Final 
Solutions forces people to perceive communal violence not as separate historical events by bringing together the time 
and space between pain of the Partition-era and modern rioting.  

In Final Solutions, one of Dattani’s most interesting ways of writing is how he treats memory as a performance. The 
play moves back and forth between the present and the past a lot. It doesn’t use flashbacks; instead, it shows recalled 
moments happening in the same area as the “present” action. This breaking down of time boundaries is like how 
traumatic memories work: they don't stay in neat files; instead, they come back as intense, intrusive experiences. 
Hardika's memories of her childhood, when she was called Daksha, are a key part of the story. The spectator sees her 
first friendship with Zarine, a Muslim girl, and how it slowly falls apart because of social pressures and the violence that 
broke out during Partition. These scenarios are staged next to modern occurrences, which suggests that the emotional 
effects of Partition still affect how people interact today. Dattani’s use of both past and present on stage supports always 
in conversation with the present.  

The chorus is very important for putting on a show of common remembrance. Dattani splits it into two groups: the 
Hindu chorus and the Muslim chorus. Each group talks about their typical worries and complaints. Their alternating 
monologues and chants generate a sound that is similar to the public discourse of communalism. The recurrence of 
statements, for instance, Muslim Chorus 1, 2: 

They haunt us down! 
They’re afraid of us! 
They beat us up! 
We are few! 
But we are strong! 
They beat us up! 
They’re afraid of us! 
They hunt us down! 
They want to throw us out! (179) 
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This clearly drives home the point that how prejudices are passed down through generations. Dattani attempts to 
portray the problems of both the religions and leads it further for counter discourse. The following Hindu Chorus reflects 
their sense of anxiety for their security: 

Our future is threatened. There is so much that is fading away. We cannot be complacent about our glorious past 
seeing us safely through. Our voices grow hoarse. Our bellowing pales in comparison to the whisper of a pseudo 
secularist who is in league with the people who brought shame to our land! Half-hearted, half-baked, with o knowledge 
of his land’s greatness. He is still a threat. (212)    

In Final Solutions, functional memory frequently appears as selective recall, retaining just those instances that 
validate group victimhood. Dattani’s staging importantly does not try to give one “truth” about the past. Instead, the 
many points of view, each one only partially true and full of emotion, make the audience play an active role as translators.  

 
3. TRAUMA ACROSS GENERATIONS 

One of the most interesting themes in the play is how prejudice is passed down from one generation to the next. 
Hardika’s distrust of Muslims, which she got from her experiences during the Partition, is something that her son Ramnik 
inherits without thinking about it. Ramnik publicly denounces communalism, however his commercial practices, 
exploiting the misfortunes of a Muslim family for profit, expose the underlying structural bias that contradicts liberal 
values. From a trauma theory perspective, this dynamic illustrates the transmission of unresolved historical traumas to 
descendants, not by direct recollection but through emotional atmospheres and implicit attitudes. The younger 
characters in Final Solutions – Smita, Bobby, and Javed, must negotiate identities influenced equally by inherited 
narratives and personal experiences. For example, Smita’s unease with her mother Aruna’s strict religious beliefs is 
similar to how she feels about inherited prejudices. But she is still hesitant to address her family openly, which shows 
how hard it is to break free from deeply rooted cultural codes. Javed’s involvement in violent reprisal on the Muslim side 
is partially because his community remembers being victims and being humiliated. His subsequent confession to Smita 
about his actions suggests the potential to disrupt the cycle of violence, but solely via acts of vulnerability that contest 
masculine standards of honor. LaCapra’s differentiation between “acting out” and “working through” trauma is essential 
in this context. The majority of characters in the play are ensnared in a cycle of acting out, reiterating historical grievances 
without assimilating them into a harmonized narrative. When they get close to smoothing things out, like when Ramnik 
admits that his family took advantage of Muslims, it’s a shaky and tense moment that shows how fragile reconciliation is 
in places where group identities are used for political gain. Final Solutions is not without hope, even though it shows 
prejudice and mistrust in a very honest way. The play shows a number of ways that reconciliation could happen, even if 
it does not happen completely. 

First, conversation becomes a key instrument. The lengthy exchanges between Smita and Bobby, and subsequently 
between Ramnik and Javed, enable characters to express personal narratives that confound singular conceptions of 
community identification. This promotion of dialogue as a means of humanization and emancipation Second, confession 
is a performative act that shakes up established roles. Javed’s acknowledgment of his violent history, presented not as 
self-justification but as a request for empathy, compels his listeners to confront the human toll of communal retribution. 
Ramnik’s disclosure regarding his family’s inequitable acquisition of Muslim property reveals the economic foundations 
of communal hostility. Third, when actors protect one other from an outside crowd, it generates what Jill Dolan calls a 
“utopian performative” moment, when the audience sees the possibility of unity beyond identification borders (5). These 
moments are short-lived and do not change the basic facts of communalism, but they do help people think about several 
possible futures. But Dattani doesn’t want to give us a clear finale. The chorus does not stop singing; instead, its voices 
keep going, reminding us that reconciliation is a process that is always going on and is still being fought over. This refusal 
of closure embodies a fundamental principle from reconciliation studies: the endeavor to reconcile historical rifts is 
perpetually ongoing and requires continuous renewal. 

 
4. FINAL THOUGHTS 

Final Solutions is a work that comprehends both the allure and the perils of remembering. By dramatizing how 
histories of violence are interwoven in family tales, Dattani demonstrates the deep foundations of communal prejudice. 
Simultaneously, his employment of theatrical space as a venue for discussion and confession presents a vision, albeit 
tenuous of reconciliation rooted in individual vulnerability and reciprocal acknowledgment. Through the lenses of 
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trauma theory and cultural memory studies, the play transcends a mere portrayal of a communal riot; it serves as 
contemplation on the mechanisms of societal remembrance and the duality of memories as both divisive forces and 
catalysts for transformation. Presenting the tangled interactions between the past and the present, victimization and 
guilt, fear and empathy, ultimate solutions makes its audience realize that the “final” answer is not to forget or erase, but 
to do the hard, continual work of remembering in a different way. The words of Bobby give a new direction when he 
places the statue of Krishna on his palm ignoring Aruna’s prejudices. It compels everyone to ponder over the prjudices:  

Bobby. See Javed! He does not humiliate you. He does not cringe from my touch. He welcomes the warmth of my 
hand. He feels me. And He welcomes it! I hold Him who is sacred to them, but I do not commit sacrilege. (To Aruna). You 
can bathe Him day and night, you can splash holy waters on Him but you cannot remove my touch from His form. You 
cannot remove my smell with sandal paste and attars and fragrant flowers because it belongs to a human being who 
believes, and tolerates, and respects what other human beings believe. That is the strongest fragrance in the world! (224-
25)   

It is Lord Krishna who accepts the touch of the Hindu and a non-Hindu with equal equanimity. Thus, Dattani attempts 
to suggest that forgiveness and reconciliation. Dipak Giri aptly says that “Through mutuality of love and respect among 
Javed, Smita and Bobby, Dattani suggests ‘forgetting’ as the solution of kinds of anger and resentment.” (215)  

Final Solutions is not only a dramatic story about a riot in a community; it is a deep look at how histories of violence 
affect the private areas of home, language, and daily life. Dattani builds a dramatic bridge between the past and the 
present by mixing memories from the Partition era with the current dilemma of harboring Muslim youngsters. He wants 
the audience to understand both as part of a single, unresolved continuum. The drama denies the audience the comfort 
of a clear ending, making reconciliation uncertain, temporary, and weak—traits that reflect how communities recover in 
real life. Utilizing trauma theory, cultural memory studies, and post memory, we see that Final Solutions not only depicts 
the act of remembrance but also the contention regarding the narration, interpretation, and transmission of such 
memories. The intergenerational dynamic—where Hardika’s Partition sorrow influences Ramnik’s political guilt and 
Aruna’s home conservatism, demonstrates that prejudice is not an inherent attitude but rather a consequence of 
prolonged cultural transmission. Dattani implicates the audience in the circulation of these memories by using the 
performative symbolism of the Mob chorus, making them co-witnesses and possibly even co-participants in their change. 
By doing this, the play shows once again that theater can be a political place for critical thought, where the past is not 
forgotten or glorified, but always questioned. In the end, Final Solutions says that even while the wounds of communal 
violence may never go away completely, putting them on display and facing their complexity in public is still an important 
step toward building a more compassionate and diverse future.  
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