VERGANGENHEITSBEWALTIGUNG: NEW GERMAN CINEMA

- outside Germany cinema has played a significant part in addressing the Holocaust '
(see the Philip French article for an overview), most recently and most spectacularly in

Spielberg’s Schindler’s List (1994) and Polanski’s The Pianist (2092) . .
- in the Federal Republic, however, this was not the case until relatively late in the period:

I " Antecedents — The T riimmerfilm (Rubble Film) 1945-49

“Licensed producers ... should be men who instinctively think or respond to ideas along the lines
of Allied policy in Germany, i.e. freedom and dignity of the individual, civic courage, the general
democratic principle of the right and responsibility of the individual to think and act for himself in
terms of the common good, anti-militaristic, anti-Prussianism, the responsibility of the citizen for
the policies and actions of his government ... etc.”

((Iriternidl memo, Iniformation Coritrol Division in US zone, 24.11.1 945)

Die Morder sind unter uns (dir. Wolfgang Staudte, 1946)
Zwischen gestern und morgen (Harald Braun, 1947)

Ehe im Schatten-(Kurt Maetzig, 1947)

Film ohne Titel (Rudolf Jugert, 1947)

In jenen Tagen (Helmut Krautner, 1947)

The key features of these films were:

- the preoccupation with the ‘Schuldfrage’

- the effort to write a different kind -of history-of the German past from that
available in the Third Reich cinema

- formal innovation

- the crisis of male narrativity: the representation of German women as best
equipped to rewrite German history and/or provide the basis for new beginnings

II Catalysts

(i)  Hitler: Eine Karriere (Joachim Fest, 1977)
- a documentary which sought to capture the fascination that Hitler aroused in the

German people and which drew on the Nazis’ own images

(ii) Holocaust (1978), a four-part American television drama series lasting 8 hours
- watched in America by 120 million and sold to 50 countries
- screened in West-Germany in January 1979 to-an-audience-of 20-million
- became a media event
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FILMOGRAPHY

New German Cinema & History

1977

1978

1979

1980

1981

1984

1990

1997

1999

2004

Hitler - ein Film aus

‘Deutschland (Syberberg)

Deutschland im Herbst
(Brustellin et al)

Die Patriotin (Kluge)

Die Ehe der Maria Braun
(Fassbinder)

Deutschland, bleiche Mutter
(Sanders-Brahms)

Hunger:jahre (Briickner)
Lili Mar/leen (Fassbinder)

Lola (Fassbinder)

Heimat (Reitz)

Das schreckliche Mdadchen
(Verhoeven)

Comedian Harmonists
(Vilsmaier)

Aimee und Jaguar
(Farberbock)

Der Untergang
(Hirschbiegel)

SIGNIFICANT EVENTS

1971

1977

1978

1985

1986

1993

1996

Chancellor Willy Brandt
(SPD) falls to his knees and
genuflects at memorial to
Warsaw ghetto, in public
gesture of atonement for
Nazi crimes

Kidnap and murder of
Daimler-Benz director, .
business leader and ex-Nazi
Hanns-Martin Schleyer by
Rote Armee Fraktion
Mysterious suicide of 3
prominent RAF members in
Stammheim high-security
prison (Baader, Ensslin Raspe)
Turning point in history of
APOQ/terrorist anti-fascism

. TV screening of US
series Holocaust: audience
estimated @ 120 million

President Reagan pays
controversial visit to military
cemetery at Bitburg, which
contains graves of Waffen-
S5 |
Historikerstreit (see lecture,
week 4)

Schindler’s List (Spielberg)

Goldhagen, Hitler's Willing

Executioners (see lecture, Week 4)
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\nema nas played a magor part in ensuring that every
generation confronts the horror of the Holocaust.

Steven Spielberg’s Schindler’s Last’, this week nominated
s @E?Q e for 12 Acadeniy Awards, a the latest addition ty 4 genre
which numbers almost 200 mouvies, writes Philip French, -

ITLER’S concentration
camps and the likely fate of
the Jews under N azism were
not unknown in the late
Thirties nor wholly ignored
by the cinema. In 1938 Pro-
fessor  Mamlock, a movie
about German anti-Semitism and the inevita-

- ble movement towards the Final Solution, was

made by a group of Jewish refugees living in
Moscow, Csmon:amﬁ? their Communist
sympathies led to the film being ignored or
banned in the West. In Britain the film-mak-
ing Boulting brothers planned a movie about
Pastor Martin Nieméller, a Protestant cleric
arrested by the Gestapo in 1938 and sent to
Sachsenhausen and eventually Dachau for his
outspoken anti-Nazism and support for the
Jews. However, the project was blocked by the
British Board of Film Censors, and it was not
until war broke out that they were able to
make their picture, Pastor Hall, finally released
in 1940. ’

In Leslie Howard’s Pimpernel Smirh (1941),
a British Liberal rescues scientists and
intellectuals from Hitler’s grasp just before
the outbreak of war. It was seeing this movie
at the British Embassy’s cinema in Stockholm
that inspired the Swedish diplomat Raoul
Wallenberg to undertake his heroic mission to
save Hungarian Jews from deportation. Mean-
while, in a then neutral America, Charlie
Chaplin made Tre Great Dictaztor (1940),
identifying himself through his tramp persona
with the persecuted Jews in Germany.”

After the occupation of continental Europe
and America’s entry into the war the cine-
matic emphasis shifted to upbeat stories of
resistance and joint national endeavour. Jews

vnsn_.nmuw appeared as representative fior

Iscuss the morale-boosting

American type for Lieutenant Jacobs.’

In 1945 the Alljes pushed into Germany

and the extermination camps were liberated,
exposing their emaciated survivors, piles
of corpses and dreadful apparatus of destruc-
tion. Film-makers were there in the vanguard
of discovery, among them Major George
Stevens, head of an American combat camera
unit. Having previously specialised in light
comedy, Stevens thereafter devoted himself to
movies that probed the human condition, The
Diary of Anne Frank, (1959) among them.

In early May 1945, just days before the war |

ended, the first newsreel films from Belsen
and Buchenwald were shown in British cine-
mas. The impact was immediate. Newsreels
were not subject to censorship, nothing like
these images had been seen before, and here
they were among the cartoons and main fea-
ture at neighbourhood cinemas, Their impact,
as the historian Martin Gilbert says in his
Inagisterial study The Holocaust (1986), was
‘so great. .. that the word “Belsen” was to
become synonymous with :EEB»EQ:.,

In 1945, shortly after the final victory over
Japan, newsreels provided evidence of another
holocaust, the bombing of- Hiroshima and
Nagasaki. The Holocaust (the dysphemism
chosen by Jewish historians to replace
the Nazis’ ghastly euphemism, The Fina
Solution) and the Nuclear Holocaust — the
one in the past, the other in the future — were
to hang over the next half-century like a mush-
room cloud. The phrase ‘thinking the un-
thinkable’ entered the language, and both

Hitchcock was g.ocmrﬁ, o.<ma to
in 1945 by his media-mogul friend

Britain

Sidney Bemnstein to compile '3 full-length
documentary from the camp footage. Consid-
ered too horrific to be shown in cinemas, the
result was deposited in the Imperial War Mu-
seum. The euphoria of victory was brief,
people’s energies were absorbed by the
demands of peace: the Nazi hierarchy went-on
trial at Nuremberg in 1946; the Cold War
began at about the same time; and the struggle
to create the state of Israel began in 1948,
casting the Jews as dynamic opponents of a
prevaricating Britain, Orson Welles’s Te
Stranger (1946) launched an endless cycle of
thrillers about Nazj war criminals (Welles’s
villain gives himself away by saying that Kar]
Marx 'was a Jew, not a German), and Holly-

" wood embarked on a series of movies attack- .
Em anti-Semitism. Ben Hecht, Hollywood’s

highest-paid screenwriter and leading Zionist,
was blacklisted for several years following an
anti-British outburst in the late Forties,

In 1949 the surprise success of William
Wellman’s downbeat Bartleground brought the

of a century. These mamnstream pictures
touched only occasionally on the Holocaust,
as when, for instance, Montgomery Clift’s
unit liberates a death camp in Richard
Brooks’s The Young Lions (1958).

But in 1955 the French documentarist.

Alain Resnais made Night and Fog (1955), an
eloquent meditation on Auschwitz, interweay-
ing black-and-white newsreel material with
colour film of the camp as it was in 1955, The

vor. This benchmark movie set the standards
for everything that was to follow, though it
didn’t reach Britajn until five years later and
was then given an X-certificate, By that time,
Resnais had established his name as a feature-
film director with an equally haunting movie,
also about guilt, responsibility, memory and
the erosions of time, dealing with the other
holocaust, Hiroshima Mon Amour (195 9).

In the late Fifties there was a renewed inter-
est in the Holocaust and this was stimulated
by the abduction by Israeli agents of the fugi-
tive SS officer Adolf Eichmann in Ar gentina i

0A olla... . =

SHICy Kramer movie Judgment at 2%&3@3%
(1961) - a reworking of a 1959 television play
now notorious for itg sponsors, the American

i

Gas Association, bleeping out references to

gas ovens — Erwin Leiser’s aoncannBQ Mein

Kampf was widely distributed and Hannah

Arendt’s New Yorker report on the Eichmann

trial introduced us to the concept of ‘the
anality of evil’,

“The finest work from this period is Passer-

er, an oblique, suggestive black and
hite wide-screen film about the relationiship
etween two women, one a German guard,

e other a Jewish prisoner in Auschwitz, Its
director, Andrzej Munk, a Jew from Cracow,
was killed in a 1961 motor accident whijle
making the film, and friends assembled the
tantalising picture released in 1963. The frag-
mentary, unfinished quality of this picture
invites us to complete it in our minds,

In 1969 the success of Luchino Visconti’s
The Damned confirmed a dubijous interna-
tional taste for glossy, psychological dramag
about the Third Reich, tafes in which Sieg
Heil! meets Krafft-Ebing, and was followed by
numerous films exploiting the voyeuristic sen-
sationalism of Nazi chic. Two years later,
Marcel Ophuls’s four-hour documentary, T,
Sorrow and The Piry, looked at the experienc
0 sPa¥ar-3d o &

~oHied Irom French television for decade,
Demanding complex arguments and unvar-
nished truths, Ophuls’s movie indicated an
dlternative to Visconti’s: thege two streams
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have since flowed alongside each other, and at
times intermingled.

This particular period of interest in the
Third Reich (called in Germany at that time
the Hitlerwelle) produced such outstanding
French films as Louis Malle’s Lacombe Liicien
(1974) and Joseph Losey’s Mr Klein (1976) as
well as documentaries such as Laurence Jar-
vis’s Who Shall Live and Who Shall Die? (1981)
about America’s equivocal response to Jewish
refugees before the Second World War. There
were also voyeuristic, exploitative, near-por-
nographic movies, such as Liliana Cavani’s
The Night Porter (1974), in which a former SS
guard (Dirk Bogarde) and his wartime victim
(Charlotte Rampling) meet in 1957 Vienna to
re-enact the sado-masochistic games they
played in Dachau. One movie from the time,
The Day the Clown Cried, has fortunately
remained sealed in the vaults. Written and
directed by Jerry Lewis (né Joseph Levitch), it
stars Lewis himself as a German clown forced
to be a Pied Piper in an extermination camp,
leading Jewish children to the gas chambers.

The most widely shown movie of this
period, the 1978 television mini-series Holo-
caust, raised the question about whether the
American mass media (as opposed to Euro-
pean art-house movies) could properly handle
the subject. This sincere, at times powerful,
film tried to pack too much into its contrived
saga of interlocking German families. Its im-

pact, however, was immense, both in America
and in West Germany, where it introduced the
term ‘Holocaust’ into popular usage and be-
came a text for schoolroom study. -

In 1983, when she published her valuable
book Indelible Shadows: Film and the Holocaust,
the American scholar Annette Insdorf was
able to examine 125 feature films, television
movies and full-length documentaries on the
subject. In the revised edition six years later
she had to consider a further 45 substandal
pictures — more than the combined total of
Westerns and musicals made in the Eighties.

The major films made since her first edition
are Louis Malle’s autobiographical Au Revoir
les Enfants (1987), in which Malle recalls his
friendship with a Jewish boy being hidden
from the Gestapo by the priests in his Catholic
boarding school in 1944, Marcel Ophuls’s
Hotel Terminus: Klaus Barbie, His Life and.
Times (1988) and, supremely, Claude
Lanzmann’s Shoah (1985). Lanzmann’s nine-
and-a-half hour documentary, among the
greatest films ever made, relies entirely on
interviews with Jewish survivors, Germans,
guilty bystanders, observers and historians,
and on visits to the camps as they are today.

It is this complex historical heritage that
Steven Spielberg’s Schindler’s List enters, and I
will review it next week. Spielberg, and his
screenwriter Steven Zaillian, an Armenian
gentile, have paid special attention to Nigh:

and Fog and Shoah. Two decisions were cru-
cial to its integrity: to shoot in black and white,
and to eschew the use of existing documentary
footage. In sticking to Thomas Keneally’s
non-fiction novel (published here in 1982 as
Schindler’s Ark) they tell a singular story that
illuminates a corner of the experience without
claiming to explain the historical catastrophe.

But why do it at all? Should actors play
Holocaust victims, should Auschwitz be
rebuilt in a studio? Turning down a request to
write a television mini-series on the subject,
the American playwright Paddy Chayefsky
said, “The word critics used on Holocaust was
“trivialise”, and, in a sense, that was an unfair
criticism, even though accurate. Trivialisation
is television.” The 1986 winner of the Nobel
Peace prize and concentration camp survivor,
Elie Wiesel, shares these doubts, but wrote an
introduction to the second edition of Annette
Insdorf’s Indelible Shadows, praising her criti-
cal discriminations and stating:

Certain productions dazzle with their au-
thenticity; others shock with their vulgarity.
Night and Fog on the one side, Holocaust on
the other. Up against Hollywood super-
productions, can poetic memory hold its
‘'own? Me I prefer it. I prefer restraint to
excess, the murmur of documentary to the

.+ script edited by tear-jerk specialists.

Stanley N.wcm.BmDP doyen of A.merican

An eloquent mediation on Auschwitz’: a
scene from Alain Resnais’s Night and
Fog’ (above) and from Steven Spielberg’s
Schindler’s List’ (lef})

movie critics, has high praise for Schindler’s
List in his column in the magazine New Repub-
lic. He posed, and tentatively answered the
question ‘Is there a need for another film
about the Holocaust? Especially after Shoah?
Presumably, there are at least some people
who have never seen a Holocaust film and’
may see this one because it’s by Spielberg and
will have mainstream promotion. Let’s hope
there are many such.’

The real answer to his question is that for a
good many people Shoak is too demanding.
One wonders how many Channel 4 viewers, to
whom it was shown without intrusive com-
mercials, lasted the movie’s nine hour course.

The Holocaust was a complex series of
events that must never be forgotten. But the
way it is remembered and understood is also
important, in this respect, Spielberg’s movie
has a valuable role to play.

‘Schindler’s List’ opens in London on Friday and
goes on general release on 4 March



