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Introduction

My dissertation explores how the collective memory of Germangiaims of World
War Il and the Third Reich is currently being constructed in thmdugh popular literature,
television and mainstream cinema. The MLA bibliography lists @y200 articles, monographs
and edited volumes on the subject of collective or cultural memory amdLOy@)0 entries on
memory. My dissertation contributes to this expanding and intrihgigaterdisciplinary
discourse of cultural memory studies by arguing (with Kanste20€6) that the dominant
research focus be changed from canonical literature to both popedsa and their reception as
these constitute the primary indicators of cultural memory. Mysediation furthermore
contributes to the interdisciplinary research on the Third Reichtten#iolocaust by analyzing
their representation in German cultural memory, particularihé memory of post-1990 united
Germany.

Canonical Holocaust discourse has recently been challengeaiins ¢hat many (non-
Jewish) Germarisalso constitute victims of the Third Reich and the Second World Wis.
highly charged and complex debate about Germans as victims, takehplace not only within
academia but also in the public sphere, includes a discussion tfiewi@ermans can be
ascribed the subject position of victim. Contemporary German meuntiscpurse primarily
focuses on the experience of German suffering as a conseaigheevar and the Third Reich.
It reflects a wider trend in Western culture in that the stilgjesition of victim is increasingly
claimed as the core determinant of group (Lockhurst 2003; Alexandey. Z@0recast Germans,

who have until recently been exclusively conceptualized a§adternation as victim is highly

1 In this dissertation, the term “German victimsfers to non-Jewish German victims. | am aware & th
problematic dichotomy between “German victims” did@wish victims.” After all, many Jewish victims vee
Germans, too.



problematic since the discursive position of victim is alreadypied by those people who were
persecuted and murdered by the Nazis.

The discourse as to whether ordinary Germans constitute victitie econd World
War and the Third Reich originated immediately after theadridle war and was highly popular
in Adenauer’'s West Germany of the 1950s. Between the 1960s of thetseam#ution and the
Wende the claim to collective German victimhood existed predominantlyright wing
movements, such as théertriebenenverbandeand in the personal narratives in families
(Welzer, Moller, Tschuggnall 2003). In other words, before 1990, the discalaseing
Germans to be victims constituted vernacular memory — expresfieel florm of communicative
memory in small groups like families or non-dominant organizationgl-fumnctioned as a form
of conservative-reactionary counter-memory, challenging theiafftollective memory. After
the Wende the Opferdebattancreasingly moved into the realm of official memory partidyla
because of Helmut Kohl's efforts to establish a whitewasheth&eipast as a source for the
national identity of the newly unified Germany. The victim delais (re-)ignited in 1997 when
W.G. Sebald’s_uftkrieg und Literaturdiscussed Germans as victims of Allied bombings and
shortly thereafter the debate expanded to also include German POWSs in Suwéyc&erman
Wehrmachtsoldiers on the Eastern front, the expulsion of ethnic Germans Paand and
Czechoslovakia, and German women as victims of rape by occupation soldiers.

Before 1990, there were hardly any publications about German wastiffexing, but
since then, the subject has been center stage in a flood of mamitagts, such as high and
popular literature, movies and television programs. The dissertation explooemtred aspect of
post-unification cultural memory, namely the transition fromdbkective subject position of a

Taternationto the claim of collective German victim status. | will azalyhis collective identity



transition via both the analysis of dominant cultural artifactwedsas their audience reception.
The analysis focuses on popular culture artifacts as memoryamith reflects the argument
of prominent German historian Wulf Kansteiner (2006) who advocatesultatal memory
studies should describe with more precision how such memory emerpesprocess of media
consumption.

Such large-scale imagined communities (Anderson 1991) as nationsucbrsstared
discourses about their past via cultural artifacts. Howeves, ot so-called high culture but
rather popular media, such as television, commercial cinema and pdperature, which
exercise the greatest influence on how the national past isnteened. | follow Kansteiner
(2006) in arguing that in order to explore German cultural memorgnab/ze not only popular
media but also their reception. He stresses that in the analysultural memory, the focus on
the discourses of elite groups, such as historical scholarshipcgobtilture and canonical
literature should be replaced by an analysis of the contributios madia make to cultural
memory construction. The majority of highbrow artifacts do not rehehgeneral public;
Kansteiner estimates 25% at most as an audience. Only ett&dipns of the past that become
part of the mainstream national media coverage and are thus @hbym wide audience have
a chance to influence historical consciousness. The artifathing the widest audience are
popular culture media. My analysis is therefore primarily basegopnular literature, television
and commercial cinenfa.

The first chapter contextualizes the dissertation in the isicrgig expansive discourse of

cultural memory. | will discuss the collective memory concepttaeddistinction of collective

2 Although my dissertation explores popular culturedi, it does not call into question the importaoteanonical
literature, literary scholarship of the canon/shagtorical scholarship. | do, however, argue thaemw we seek to
understand how imagined communities remember thasts, we need to focus on popular culture media an
furthermore, not limit the analysis to the mediareltteristics but extend it to their colloquialeption.



into communicative and cultural memory (Assmann 1995). While commivwscatemory

describes the construction of a shared discourse about the past thooiadimgeraction within

small groups like families (Halbwachs 1980, 1992; Welzer 2002), cuihemory, on the other
hand, is embodied in and disseminated through cultural artifacts, tékatlire, film, TV,

monuments, and memorials, and in large-scale imagined commuikiéiesations. My analysis
emphasizes cultural rather than either individual or communicativeonyesince | explore how
societies remember their past. After fine-tuning the methodmbipols for this project, | will
trace the discursive history of how the Third Reich, the Holocauastparticularly the claim to
collective German victimhood have been represented in the culturabmypeof both West
Germany and post-unification Germany in the second chapter.

The core of the dissertation (chapters three, four and five) expleresultural memory
of Germans as victims embodied in and disseminated through postionifipapular cultural
artifacts. Since German unification, when there no longer wereGgrman states, who could
each blame the other as the heir of National Socialism, thected German past had to be
renegotiated. And the claim that many Germans too were Naznsitook center stage in post-
unification discourse. The new discourse has been embraced aa @Bcman memory in vast
numbers of widely consumed cultural artifacts, including canonieahtiire but particularly in
popular literature, commercial cinema and a wealth of semi-docameahd documentary
television programs.

Chapter three examines how German women are depicted in the popular téerg&rge
Frau in Berlin, which is the diary of an anonymous woman who was raped by soldi¢ns of
Russian Army occupying Berlin in 1945. Originally published in 1958Viest Germany and

subsequently translated into English, it caused a heated debate Amengan and German



historians about the role of women in the Third Reich but did not r@agile audience and
quickly went out of print. However, when it was re-released in 20@3ext became a bestseller
in Germany. My analysis focuses on how the anonymous author mejgraseself as a victim in
the diary and how the official and vernacular reception of the merafiects and in turn
reinforces the current notion of collective German victimhood in theigoaphere. As the text
was recently adapted into a movie which premiered in November 208&nidethe analysis to
both the film itself and its reception.

In chapter fourd argue that not only ordinary Germans but even a perpetrator has bee
represented primarily as a victim. Bernhard Schlink’s begtgefiovelDer Vorleser(1995) —
which reached millions of German readers and became a bestsehe United States too after
it was featured on th®prah Winfrey Show exculpates a former concentration camp guard on
the dubious grounds that her illiteracy made her morally illgeiiat., unable to distinguish right
and wrong (Swales 2003). The analysis of the novel and its receptiopevextended to the
American film adaptation, which was released in German theaters in FeR00®.

Chapter five analyzes how Germans are depicted as victimseircore example of the
newly created and widely popular genre of the so-called T\wEMevie. After defining and
conceptualizing the new genre and its implications, | will analyme two-part mini series
Dresden which was broadcast in 2006 on the ZDF channel. It constitutes @ggariast TV
feature film about the Allied fire bombing of the city of Draesd@&he series focuses almost
exclusively on the figure of the ‘good German’ and turns bystandets victims.
ConcomitantlyDresdenconceals German crimes as the fate of the six million dedof other

Nazi victims and hence, obliterates the question of German guilt.



Chapters three, four and five also analyze the depiction of Jewasimwyiof the
Holocaust — or, in most cases, the lack thereof — in these popularecaitifacts. After all,
conceptualizing Germans as victims necessitates displacinigvidims from their discursive
position as the victim position is claimed by Germans. The dealyfiow the collective subject
position of ordinary, i.e., non-persecuted, Germans is re-conceptualaradbfrstanders and
perpetrators to victims in popular culture artifacts and theieptan is supplemented by
exploring the subject in teaching materials that are designeistuss these particular texts,
television series, and movies in German classes ofGy@nasiumand Realschud. The
classroom is an important place for students to learn about WorldI\&iad the Third Reich,
and teaching materials are essential tools for shaping tleetoa! memory of young Germans.
In Chapter four, | will also evaluate student-generated websi@sler to find out not only how
teachers are instructed to disciB=r Vorleserin the classroom but also the reception of the
novel among students.

In order to understand how these popular embodiments of the posttionficaltural
memory have influenced how Germans remember this part of theimalahistory, their
reception has to be explored (Kansteiner 2006). It is very difficidetermine the precise effect
of these media events on the consumer because as instancesabifeatlonscience they cannot
be grasped and analyzed directly. Nevertheless, reception mecmsd the effect of mass-
mediated representations of the past on individuals cannot be excludedoffeative memory
studies (Kansteiner 2006). Therefore, chapters three, four and filzearteow audiences
interpret the films, TV programs and texts since not only théiartaemselves but the rituals of
consumption they underwrite constitute the most important shared compoh@eple’s

historical consciousness. Each chapter, therefore, not only analyzesGeowans are



transformed into victims in the artifacts themselves but atsbespecially how these artifacts
have been consumed by audiences. The reception analysis will @ahevegrestion of how the
German public engages with the discursive transformation of Germméo victims. In other
words, do they consider the diary, the novel, the TV-Event movie atatitas feature film
historically accurate and authentic depictions of their collegiast (Fluck 2003)? As part of the
reception analysis, | examine newspaper and online reviews wipigdseat the official mode of
reception. In addition, | discuss how viewers and readers intehas# popular artifacts. There
is a variety of sources to consult in order to explore the audseremeptionLeserbriefesent to
the authors, and in the case of TV programs and films, to thetatseor studios; viewer
opinions and statistics, compiled as reports of phone calls to thetakddns about particular
programsieserbriefepublished in newspapers; and entries in Internet discussion forums.
However, analyzing the reception of these popular artifacts poestkodological
problems. When | was exploring how the literary, filmic and cinemapresentations had been
received by audiences, | encountered some major drawbacks, neitlspiapers nor publishing
houses nor TV stations nor film studios archive letters nor faia readers and viewers.
Newspapers do not kedgserbriefe only those few letters that have been published once in an
issue are — like regular articles — available online forea T& stations usually summarize the
calls and letters from viewers in a short report. While thesersaries give a broad idea of how
a TV production was received by the audience, they do not cual agiotes and note only the
gist of the most important comments. Publishers usually sendesdirbriefeto the authors.
However, in the case dine Frau in Berlin the author is not only anonymous but has also
passed away. Hence, | contacted the custodian of the manuscript,diamiaiek, who told me

that suchLeserbriefedo not exist: neither for the 1959 nor for the 2003 publication. In order to



look at letters that readers had written in responsPeo Vorleser,| visited the Deutsches
Literaturarchiv Marbach The Literaturarchiv manages Bernhard Schlink’s correspondence
concerning the novel. However, | was only granted access tottées lafter Bernhard Schlink
granted me this permission. Furthermore, | was not allowed to tgkecdes or to make copies
of the Leserbriefeunless | also had written authorization from those who had wtheetetters
due to copyright issues. It not only took a long time to receiveegonses but also many letter
writers had moved or even died; after &kr Vorleserhad been published in 1995, and the
letters had been written between ten and fifteen years After | was able to provide the
institute with some consent forms, they copied and sent me theiah&dera fee. After | had
finished writing the chapter, | had to send all quotes from thdssdethat | had used for my
analysis to Bernhard Schlink in order to get his final authorizatitmwever, in the end, he
refused to give me his consent because the reader responsestéthatidchot reflect his own
interpretation, and | was not able to use begerbriefeaboutDer Vorleserin this dissertation.

| extend this reflection on methodological problems in the respedhtiapters in order to
indicate the practical difficulties of exploring the audiena@psion of popular culture artifacts.
Instead of using letters sent to the authors, TV stations, negrspapproduction companies, |
had to focus almost solely on Internet resources, which turned batd rather abundant source
for viewer and reader reviews. | analyze discussion forums on mesfsites and on TV
channel websites, and the customer review sections on websiteselthbboks and DVDs.
Another useful source for viewer and reader opinions is the on-lmeneat section following
film reviews or newspaper articles. The Internet is suchamy eand anonymous tool that it
prompts users to share their opinions openly and honestly. The advantageydhednternet

for exploring audience reception is that users have the option tadeezarlier comments, which



can result in discussions. However, since Internet users have usenhamnebscure their real
identity, it is sometimes impossible to determine if the usdemale or male or to find out to
which generation he/she belongs. In the end, the Internet turned out tdvddpfid tool in
exploring how these artifacts have been consumed by audiences. lHosuese it constitutes a
relatively recent medium, there are no reader comments omiSshtiovel available from the
mid-1990s. Despite these methodological difficulties, it is Sicamt to analyze how audiences
interpret and perceive popular literary texts and filmic regméations and what role popular
media play in shaping the collective memory of their consuriiesreception analysis provides
access to the actualization of the memory artifacts’ poteantihihighlights how select audiences

consume mass media and how this in turn affects their view of the collectvaiGpast.
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1. Theories of Collective Memory

This chapter contextualizes my argument in collective memadiest which constitutes
the theoretical background for the dissertation. | provide a drigieaealogy of the collective
memory concept, following Jan Assmann’s (1995) distinction into commivgcand cultural
memory. Since | explore how societies remember their pashphasize cultural rather than

either individual or communicative memory.

Memory Studies

Academic memory studies began in the 1990s. In German memdigsstthe analysis
of the Holocaust and the Third Reich has been an integral ptnisaicademic discourse; both
the use of collective memory in the Third Reich and the Holocawst haen extensively
analyzed. Memory studies were part of the so-called culturaintacademic historiography and
literary studies, i.e., the re-conceptualization of the humanittescultural studies (Kansteiner
2006). Memory studies are necessarily interdisciplinary, brinmggther scholars from history,
archaeology, cultural studies, literary studies, art historygioeks studies, media studies,
education, psychology, and sociology (Erll 1). Astrid Erll (2005) dessgbéective memory as
an all-encompassing cultural, interdisciplinary, and international phenon (1). She also
refers to the social relevance of memory studies and claemshte subject of collective memory
is also omnipresent in the public sphere (2). For example, thesdisn about thlahnmal der
ermordeten Juden Europamecessitated a dialogue among politics, science, art and the publi
(Erll 2). Nicolas Pethes and Jens Ruchatz (2001) point out that #ractmbn of culture and
memory not only allows but even requires dialogue since no singieloieas able to work on

that discourse on its own. It needs the interaction among acadehds Which led to the
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interdisciplinary dialogue among the social sciences, the hupmaitd, to a lesser extent, even
the natural sciences. Memory studies also make academacateselevant outside the walls of
the Ivory Tower when they contribute to the public discussion abouttl\@emmemorate the
distant and recent pasin Germany, academics contributed most importantly to exploring the
collective German memory since 1945 and to coming to terms with the war and the Holocaus

Aleida Assmann (2002) agrees with Erll: memory studies Hhee advantage of
connecting different phenomena which have been perceived as dispatdatepw (40). She
states that the collective memory concept enabled scholarstdbligs correlations and
similarities among different fields. She writes: “Das Eh&dende ist hier [...] die Erkenntniss,
dass jene verschiedenen Bereiche in ihrer Heterogenités &emmeinsames verbindet, das erst
mit Hilfe des Ged&achtnisbegriffs entdeckt und thematisiert wekdan. Mit diesem Begriff
kénnen Analogien thematisiert und Zusammenhénge erforscht werden, die niohhespruch-
und denkreif waren” (40). Assmann, who contrasts memory and higavgranes Gedachtnis
and kalte Geschichtg41), respectively, notes that we need memory to bring the @die.t
Memory is seen here as the conservation of particularly traumatorical events to determine
cultural identity and the social formation of groups. History, on therdtand, is characterized
by facts and rationality.

However, the omnipresence of memory studies due to its currenityytsgatus in the
humanities also has negative effects: for example, the disciiglinather diverse and often
methodologically vague. One of memory studies’ major flaws issime scholars still do not
distinguish collective memory from individual memory, and hence ol memory is still

misleadingly conceptualized by applying analogies from individualds and psychoanalytical

% See Astrid Erll (2005), who writes that memonaisimportant issue in literature and art and a lyidéscussed
topic in newspapers, as well as a hot topic intigsli
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and psychological methods (Kansteiner 16). Many, if not most, rjtesaholars use the
individual mind and psychoanalyses to understand collective memory. Wétilendividual and
collective memory preserve the past, nevertheless these @neetw different paradigms. It is
essential for memory studies to distinguish individual and colleoteory as both function in
very different ways. In collective memory studies, reseanchlsl focus on social, political and
cultural factors and not on metaphorical uses of psychological or psychczalalgticepts, such
as when the concept of trauma is analogously extended to theicellestel to explore the
effects of catastrophes on communities. According to dominant trabemyf when an
individual is traumatized, s/he represses the traumatizing peetmlly or even entirely which
results in psychological stress symptoms. It is common kbléfa traumatized person can be
treated by ‘working through’ the problems, i.e., putting the traumatizing eveotaantls within
psychological treatment. However, it does not make sense tatredton the same way as an
individual. We can neither put a whole nation on the couch, nor does a nationesettherapy
since nations can repress past events without psychological conssjuéfiten we speak of
social forgetting, it is best to strictly focus on social, prditand cultural factors and not on
metaphorical uses of psychological models. The concepts of tranchaepression do not
capture the factors that contribute to the making and unmakinglettoed memory (Kansteiner
18). While individual memory construction is characterized both Imga@ous/intentional and
non-conscious/non-intentional processes, collective memory constructianybgocial group
occurs only consciously and intentionally (Kansteiner 18-19).

Kansteiner identifies another flaw: memory studies need to forwue on identifying

sources that allow us to describe how collective memory eméngdse process of media

* For more information on trauma theory Daniel Lh&cter (1996), Judith Herman (1992), Ruth Leys (30CGathy
Caruth (1995, 1996), and Dominick LaCapra (1998).
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consumption (11). He is critical of the fact that research onatiwe memory does not pay
attention to the problem of reception. Kansteiner states that thidepr can be addressed,
however, by adopting methods of media studies and emphasizes thatulersot only analyze
the memory artifacts — such as literature, film, televisiod, memorials — but analyze them as
media, i.e. how individuals use them and how the reception influencesvibes of the

collective past (12).

Individual Memory

Individual memories constitute the source of individual identity byemihtiating
individuals from others.Memories are often falsely assumed to be exact replicseqgbast.
Our brain is considered a storage case and memories ateréx material, like a drawer that
we can open at any time to take out our memories like old phptugraHowever,
autobiographical memories are not as reliable as we commonly ffiekbrain is no storage
closet where memories are placed and taken out when needed. dfedwmmot correspond to
snapshots or videorecordings of reality, and they are neither vakieafsr uninterpreted.
Furthermore, human memory retains the gist of the eventsdisg atcurately than the detalils.
Memories are not veridical copies of a past event but reconstrsiavhich are influenced not
only by the stored memory trace but also by the recall condifidrese is no particular location
in the brain where these memory traces or engrams ared8daather, memories are stored in
many diverse parts of the brain, hence distributed throughout the mintbrids are activations

of previously activated patterns of neural networks. They arbaneshapshots nor films which

® | discuss individual memory only very briefly hebecause my dissertation focuses on collective mgmo
provide a brief summary in order to underline thgartance of differentiating between individual asallective
memory. For further information on individual mempbDaniel L Schacter (1996), Anne Rothe (2002), biadald
Welzer (2002).

® See Daniel L. Schacter (1996), who states thatariemare not literal recordings of reality.
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can be replayed or looked at again (Rot@enstructing Memoryl02). They are not literal
copies of the event or even of the rememberer’s subjective erperof an event. Memories are
only approximations of the subjective experience. During recall, memoconstructed from
influences operating in the present as well as from informat®mave stored about the past.
Every recall changes the original memory trace or engrampnew memories are influenced by
old memories (WelzeDas kommunikative Gedachtr§). Social factors are a common source
for memory error. Strong social pressure can produce falseonesni.e., lead to the recall of
events that never occurrédelf-perceptions exercise a strong influence on memory and thus
constitute a potential source for memory error. It is posdilalevte both recall events that never
happened and that we are unable to recall events that did happeldition, our mind is very
poor at remembering sources, frequently exhibiting a phenomenonigegsychologists refer
to as source amnesia. We often remember a fact but do not know hcameeto know it and

therefore how reliable the source was.

Communicative Memory and Cultural Memory

Long-term consolidation of memories occurs in part because peopleatidnialk about
past experience. The sociologist Maurice Halbwachs (1980, 1992), whthavéirst to explore
social factors in the construction of individual memories for whiehintroduced the term

collective memor§ states inThe Collective Memorihat remembering is not only an individual,

" See the ‘lost in the mall study’ by Elisabeth lusftHer study shows that children or teenagersidoelinduced to
remember the experience of being lost in a malhaleugh it did not happen. As time passed, the onies were
embellished and became more vivid. The study isnsanzed in Schacter (1996, 109-110). Binjamin Wiliski's
Fragments(1995) shows that it is even possible to remendra’s entire childhood falsely. IRragments
Wilkomirski recalled his terrible experiences asa@aphan adrift in the Nazi death camps. Subseqyeittivas
discovered that the Holocaust ‘memoir’ was entifedtional. However, it is not clear if WilkomirsKabricated his
story intentionally or unintentionally.

8 Because of its focus on social interaction, soof®lars prefer the term ‘social memory’ to ‘colieet memory.
See for example Peter Burke (1989), or James Banared Chris Wickham (1992).
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psychological process but is also socially and culturally medifathe term ‘collective’ is not a
metaphorical expression; collective memories originate fromedhesmmunications about the
past. They are linked with the life worlds of individuals who paéte in the social life of a
group. Every individual is always part of multiple mnemonic commugjitand collective
memories exist on very different levels, like families, pratess political generations, ethnic
groups, religious groups, social classes, and nations. Halbwachss atgeall individual
memory is constructed in social interaction among group membeérghas emphasizes the role
of everyday communication and the interaction of individual and group meitderproposed
that groups share frameworks of reference and that group idenditiesture memory.
Halbwachs stressed that one can only produce memories when one corteaytiieaefore both
individual and group memory is constructed in and through everyday catiweramong group
members.

Halbwachs’ concept of collective memory, which mainly focusestle memory
construction within small groups, such as families, was lateam@ed communicative memory
by Jan Assmann (199%5}.Communicative memory functions in social frameworks; memories of
every individual are linked to and thus influenced by the memoriethef group members. The
construction of communicative memory always occurs within sociaftaation, especially in
direct, oral communication. It does not extend more than three generdtorgetting occurs
because of the dissolution of the group. To the individual, communicatineormeseems
unchanging and stable, but since it is created by oral comntioni¢a face-to-face interaction,

it is in fact unstable and changes constantly. In order to gebileir memories, groups create

° See also Bartlett (1997), and Vygotskii (1986).

19| discuss Halbwachs’ ideas and Assmann’s concégbmmunicative memory only very briefly because my
dissertation focuses on collective memories ofdasgmmunities. For further information, see Mautitadbwachs
(1992), Jan Assman (1995).
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artifacts (e.g., photos) referred to Asux de memoireby French historian Pierre Nora.
According to Nora, groups credieux de memoiren order to strengthen memory and to stop
forgetting, when the group-specifitilieux de memoires on the verge of disappearitg.

While memory artifacté contribute to the construction of communicative memory in
small groups, they are far more important for preserving theatsé memory of large groups,
so-called imagined communities (Anderson 1991), which Jan Assmans teftural memory.
While communicative memory describes the construction of a shasedudse about the past
through direct, face-to-face verbal communication and social iti@mawithin small groups
(Halbwachs 1980, 1992, Welzer 2002), cultural memory, on the other hand, is amboalel
disseminated through cultural artifacts, like literature, film, TV, monusp@emé¢morials, in large-
scale imagined communities like nations and religious denominationsr&uitemory refers to
how people in such large-scale communities with a shared higtarycultural identification
create a cultural identity and historical consciousness. Assmamhasines the role of
materiality, i.e., the role of memory artifacts play in ocile memory construction. It is
embodied in objectified culture, such as texts, rites, images, buildgngsmonuments, designed
to recall the imagined community’s past. These artifacts itotestthe officially sanctioned
heritage of a society and are intended for long-term use. Assméeremtiates between
potential and actual memory. Potential memories are embodied eseepations of the past
stored in archives, libraries and museums. These artifacts t@anbayet been utilized in the
construction of cultural memory, i.e., their potential has not (yeih laetualized. On the other
hand, the term actual memory designates artifacts whose poteaiabeen actualized by

audiences in the construction of cultural memories, such as aywesd memoir, a popular

" See Pierre Nora (1997) for a detailed conceptarhory artifacts.
2 The term ‘memory artifact’ was created by Anne liRo{2002). The term largely corresponds to Piemeals
(1997)lieux de memoire
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film, or a much visited memorial. Assmann stresses that desite concern with the past,
collective memories have a strong bias toward the present.

Wulf Kansteiner (2006) states that memories are most collegtiea they transcend the
time and space of their original occurrence. In this cdkey take on a powerful life of their
own, ‘unencumbered’ by actual individual memory and they become tiee dfaall collective
remembering as disembodied, omnipresent low-intensity memory*{2®ncern with low-
intensity cultural memory shifts the focus from the politics of memariften involving scandals
and intrigues over how to represent the past — e.g., in the so-cdbedgBaffair — to ritualized
representations of the past. Most groups settle temporarily widhgagreement on such cultural
memories and reproduce them again and again without change. Culamalries are often
constructed around events designated as turning points in history, launedim significance that
is imposed retroactively. Such turning points are often assumetiadsag a symbolic
significance, as markers of change, and hence they are mogetbkehnsform into political
myths. Cultural memory is passed onto and created anew by eaclgeneration through
continuous social practice. It is generated by memories of eubatswere personally
experienced only by a small but powerful minority, thus constitutanghife majority of group
members secondary memories, i.e., second-hand experiences via netifagts (Rothe,
“Collective Memory” 5). For example, today most Germans did notresqpze World War 1l
firsthand and thus only have secondary memories of the Holocaust and the Third Redahdbas

only on stories by family members who did experience the eviestisand but also, and even

13 Kansteiner mentions the following example, theural memory of the Holocaust in the U.S. Millioopeople
share a limited range of stories and images atheutiblocaust, although only few of them have angqeal link to
the actual events. For many, the stories and imdgesot constitute particularly intense experiendag they
nevertheless constitute part of the American caltomemory and identity.
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primarily, based on the reception of cultural artifacts, suclimavies, documentaries, public

debates and speeches, and commemorative ceremonies.

Postmemory

Marianne Hirsch introduced a related concept Hamily Frames (1997) and in
subsequent articles (e.g., 2001, 2008), which she termed ‘postmemorgfeitdo a kind of
second-generation cultural memory of the Holocaust. Holocaust stgvowertly or covertly
communicate their experiences to their children who then create pmverful secondary
memories of these events. Postmemory explains “the relationstapildfen of survivors of
cultural or collective trauma to the experiences of their parents, expesiehat they ‘remember’
only as the narratives and images with which they grew up, but thascapowerful, so
monumental, as to constitute memories in their own right” (“Survilimgges” 9). Postmemory
therefore is “defined through an identification with the victim @ness of trauma, modulated
by an unbridgeable distance that separates the participant tfrerone born after. [...]
Postmemory would thus be retrospective witnessing by adoption. tjussdion of adopting the
traumatic experiences — and thus also the memories — of othexperiences one might oneself
have had, and of inscribing them into one’s own life story” (“Sungvimages” 10). Though
Hirsch originally created the term to describe the experiehchildren of Holocaust survivors,
she states that it can also be extended to “other second gmmerstmories of cultural or
collective traumatic events and experiencdsaniily Frames22). Hirsch’s work focuses on
photography, and more specifically, family photographs. For her, photograptigedrigger by
which traumatic memory is transmitted across generationsi®eCe their enduring ‘umbilical’

connection to life [photographs] are precisely the medium conneah@hd second generation
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remembrance [...] They affirm the past’'s existence and, im tlaitwo-dimensionality, they
signal its unbridgeable distancé”gmily Frame23).

Hirsch’s postmemory concept, however, ignores important trends in yeshaties
researchFamily Frames(1997) and “Surviving Images: Holocaust Photography and the Work
of Postmemory” (2001 mention neither Maurice Halbwachs’ concept of collective memory
nor Jan Assmann’s seminal distinction of collective memory into aamgative memory and
cultural memory. Unaware of Assmann’s important distinction of thege categories, she
conflates them. The stories created in families of Holocaustivors between parents and
children constitute communicative memory rather than cultural mem@&sy a category,
postmemory seems to obscure rather than enhance the significanptaahadistinctions
developed in memory studies research. While it may be bendficiahve a distinct term to
describe the memories of adults whose parents experienced perseandi genocide, such
concept would constitute a subcategory of communicative memory, babtcaimply be

metaphorically expanded to conceptualizing the cultural memory of largeesramunities.

Memory Artifacts

Cultural memory is embodied in and disseminated through artif@cismuimemorative
discours&® tends to be determined by the master commemorative discouteeafficial sphere
of cultural memory which is created by the power elite of ansanity, who impose it on the
community from above and try to suppress alternative commemorasizeudses. The master

commemorative discourses tend to be normalizing, nationalistic, patirad represent the past

1 Only in her latest article “The Generation of Pasmory” (2008) she briefly discusses Jan Assmadistinction

of collective memory in cultural and communicatimeemory and Aleida Assmann’s notion of family memory
which corresponds to Jan Assmann’s communicatinenebrance.

15 Yael Zerubavel (1995) coined the term commemaoeatiarrative. Anne Rothe (2005) proposed that ilccte
called more generally a commemorative discourse.
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in general and idealistic terms and thus are always in dafgeranipulating the historical
record. The master commemorative discourse is often deterrbinedsmall set of political
myths and finds expression in dominant artifacts, such as leaig-gostly, ‘solid” monuments
and large-scale official, ritualized commemorative cerensii@onnerton 1989). They are
spectacles and celebrations of triumph and imposed on the communitgldove either directly
by the government or by organizations entitled to do $oThrough participation in
commemorative events, group members learn which aspects obrtiraunal past are valued
and in what form they should be remembered. The master commeeorarrative
continuously reminds communities of their distinct identity. When comonative events are
perceived as static, and difficult to change, they have becamefdargely ritualized tradition,
a tendency which is particularly strong in authoritarian s@esie Although cultural memory
appears to change little, it is constantly challenged by eoumémory, which questions the
dogmatic and timeless nature of official expressions and astmeplaces official memory and
its objectification in artifacts. It opposes the master commativer narrative and stands in
hostile and subversive relation to official memory (Zerubavel 199%) n&ster commemorative
narrative represents the political elite’s construction of the pdsch serves its special interests
and promotes its political agenda. Counter-memory challenges thesnbay. It is usually
created by small groups and therefore takes initially the fofncommunicative memory.
Counter-memory expresses an alternative commemorative disccudetends to originate in

the vernacular sphere of cultural memory and is embodied in domindfadtss Dominated

16 According to Nora (1992), “dominant sites are speles, celebrations of triumph. They are imposiagvell as
generally imposed from above by the governmenbaresofficial organization, and are typically colddasolemn,
like official ceremonies. One doesn't visit sucagals, one is summoned to them” (18-19).
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artifacts” are much smaller in scale, more flexible and involve only alsmaiber of people in
their creation and maintenance.

Memory media — like literature, TV, film, photography and art, tlaenes of streets,
schools and cities, monuments, memorial sites, buildings, and comatemoaituals — enable
groups to construct and transmit the past. They appear in threefdrassc 1) verbal (books,
newspapers) 2) spatial-imaginistic (monuments, museums, librprotsres, stamps, names of
streets, schools, universities, airports and even cities) and 3)mpatifog (ceremonies, rituals,
commemorative days) (Rothe, “Collective Memory” 8). Since commtimeamemory Is
predominately created and embodied in oral communication whereas Icuitenaory is
objectified in artifacts, the latter is far more stabldifActs are a necessity in large communities
to create collective memory because all communication ogndiectly through the media.
Cultural memory can therefore only be analyzed through memufgcts. They emerge in a
process of conflict and negotiation between the official and theawetar spher&® And while
memory artifacts are physically stable, sometimes thenimgahey were intended to signify
changes over time and even disappears. In order for the artdastizyt meaningful, each new
generation has to reinterpret them, i.e., re-translate them irdbaged memory narrative
according to its present needslt is only through this reinterpretation process, the constant
attribution of new meaning, that memory artifacts stay alie rmeaningful within a society’s
collective memory (Rothe, “Collective Memory” 13). As contemporemtural memory is
characterized by a vast amount of memory artifacts producedadsg media, popular culture

thus has much more influence on cultural memory construction than hightutiure

Y Nora (1992) refers to dominated sites as “pladesefuge, sanctuaries of instinctive devotion andsted
pilgrimages, where the living heart of memory digélats” (18-19).

'8 John Bodnar (1994) differentiates between theiaffand the vernacular sphere.

19 See Pierre Nora (1997), who stresses the memiifgctis ability to resurrect old meanings and gete new
ones along with new connections.
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(Kansteiner 2006). Since the majority of ‘highbrow’ artifacts doreath the general public as
an audience, they only function as memory media for an educated gniroHKiansteiner
estimates 25% of the population at most — rather than the ma@2@y. In contrast, popular
culture reaches the vast majority and hence has a gredignicd on collective memory
construction.

Historiography has even less influence on collective memory st€arer 2006).
Although it contributes to cultural memory construction by servirgg itnportant function of
rectifying errors, historiography nevertheless has to convpétepopular media, especially film,
TV, art, popular and even high literature for the attention of agdein the construction of
cultural memory? Pierre Nora (1997) similarly argues that historical evemésnselves and
their scholarly representation in historiography are less impbrtor cultural memory
construction than how the events are represented in widely consumed hhstbaography,
however, does not stand in sharp opposition to cultural memory. It alstidessan expression
of cultural memory because -cultural memory provides the framewaitkin which
historiography exists, and both paradigms are governed by spndeesses of intentional and
unintentional selection, interpretation and distortion which are so@ahgitioned (Kansteiner

2006).

% See the research by the study of a group of spsiathologists at thKulturwissenschaftlichen Institin Essen.
The research examines how stories of National 8sciaand the Holocaust are passed from one geoarabi
another, in this case through conversations that pdace among family members of three generatidhs. study
proposes a process &Fechselrahmungwhere the suffering of Germans during the Sec@okld War is
constructed by using elements borrowed from doctsndrat actually depict the Holocaust. (e.g., tpams on
cattle cars, the brutality of soldiers, piles ofpses, etc.) Furthermore, contemporary witnessesgragments from
movies or books and incorporate them into their difenstories. The first post-war generation mixis, example,
movies scenes with autobiographical descriptiors @nthe same time second and third generation ins&ges
from books and TV to fill in gaps in the storiegyhhave been told by their grandparents. This stbatsthe third
generation — and to a lesser extent the secondajemre— form their collective memories predomirattased on
mass media consumption, rather than instancegghbhow cultural memory, such as formal educatiorewen the
communicative memory of family lore. The study isbpished in Harald Welzer, Sabine Moeller, and Ham
Tschuggnall (2003).
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Wulf Kansteiner’s Critique of Memory Studies

Kansteiner (2006) articulates several misconceptions and problenesriorgnstudies in
The Pursuit of German Memofy He concludes that there is insufficient distinction between
collective and individual memory and claims that the conceptualizafiaollective memory
exclusively in terms of the psychological and emotional dynaofiesdividual remembering is
a grave error. A second misconception is the assumption that mamtidagts directly reflect
both the intentions of the memory makers and are consumed by asdexactly as intended.
Cultural memory studies have focused on the analysis of the ttifaemselves and thus
neglected examining both the production and the reception process. Howeliker the
memory makers’ intentions nor the physical characterisfitBe artifacts are reliable indicators
as to how audiences interpret the artifacts. It is misleadirmgsume that audiences constitute
homogeneous entities in which all members interpret an event sathe way (let alone in the
same way as critics and scholars) and thus form a cohesivarétiieg community. The larger a
medium’s actual and potential audience, i.e., the more collectiveauaatuhemory is, the less
likely it is that its reception will be unanimous because audgpeeploy the same media in
different ways and for differing reasons.

Problems result furthermore from an overextension of the analbgiesgen individual
and collective memories and in particular from confusing colleeted collective memory
(Kansteiner 17). Collected memdfyis a composite of individual memories with respect to
significant events of the group (e.g., individual memories of Halstsurvivors). They are thus
individual memories but not of events significant only to the individea). (meeting one’s

spouse) but of events important to group identity (e.g., the Holocaube &Weéndg Since

2 For further information on problems and misconitey® in memory studies, see Kansteiner (2006, )17
mention only the two problems relevant for my argam
22 For further information on collected versus cdilee memory, see Jeffrey Olick (1999).
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collected memories are stored in individual minds like all individuamories, they can be
studied with the methods of individual psychology. Collective memorietjeonther hand, are
constructed in large-scale communities through creation andnaoons re-interpreting of
memory artifacts, and hence function very differently from individual memories.

In order to rectify these misconceptions, Kansteiner suggedtsahlactive memory
studies sever itself methodologically from individual memory studigd focus on the analysis
of memory artifacts, their production and reception. He thereby proplogememory studies
should orient themselves methodologically on communication and medi@sstail should
describe with more precision how cultural memory emerges in ptloeess of media
consumption. He proposes that memory studies need to focus on thesapiapmpular media,
their production and their reception and emphasizes that it is @dsémtiexplore the
communication processes between memory makers and memory useemaay artifacts. He
furthermore stresses that a focus on elite groups and thewudiss, such as historical
scholarship, high culture and mainstream museums, should be replaeedaylysis of the
contribution mass media make to collective memory construction.

Kansteiner illustrates the importance of analyzing the rexmepf popular media based
on the complex stratification of the audiences who consume masa negdesentations. He
developed a model depicting this stratification as a memory pyrdest, there is a vertical
divide between conservative and liberal collective memories, wiptts she pyramid into
antagonistic but dialectically related halves. Second, ther@ligsaon along generational lines
between the cultural memory of three to four generations. Formeathe research by Welzer,
Moller and Tschuggnall (2003) i@pa war kein Nazdemonstrated that the third generation

tends to heroize their grandparents and to whitewash their past,ireyamilies in which
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grandparents talk openly about their involvement in Nazi crimes. Fontiney there are three
horizontal categories, which reflect the differences in cultor@ories of socio-economic and
professional group affiliations. Kansteiner notes that the veryl sopalayer of the pyramid is
constituted by the intellectual elite, such as scholars agftbtow journalists. While they may
seek to inform the general public, they predominantly communicate athentselves and at
best reach parts of the second tier of the pyramid, whicbnstituted by 15% to 25% of the
population and constitute the politically and culturally interested pubho take an active
interest in the cultural products of the elite. The largest groupverf 75% of the population
constitutes the general public about whose media consumption habits amdl cua#mory we
know comparatively little. However, what is known is that the geéngublic derives its
collective memory almost exclusively from the mass medie) s1 mainstream TV programs,
and yellow-press publications like tBdd Zeitung Kansteiner points out that the larger public is
virtually oblivious to highbrow cultural memory discourses. For elamthe Historians’
Debate, which was and still is an important milestone for Germeellectuals, was never
followed by the larger public. While intellectuals have diffiguiinagining how few of their
fellow citizens care about highbrow discourses, the general pbé$icno interest in and is
unaware of the serious memory debates that take place iedime at the top of the pyramid.
Cultural memory is furthermore divided into private and public disasurPrivate memories are
concerned with emotional rather than factual consistency and tare iaf contradiction with
official memory. For example, political turning points, like the endhefwar in 1945, are not
always perceived as turning points in individuals’ life stories (KansteR@321).

The interaction among the cultural memories of the three sooleenic sections of the

population, which are based on the media they consume, is complex. flehentimemory
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media, such as professional historiography, memory politics, TV prnsgrgpopular and
highbrow literature and films about the past, generate their own distincudiss, and they only
partially complement and influence each other. The majoritygifdiow memory artifacts not
only do not reflect the collective memory of the vast majorityh&f general public but the
artifacts also never even reach the general public as an audiendbey simply do not function
as memory artifacts for the vast majority of people. Only pn&ations of the past that become
part of the mainstream national print media, television progranmopular literature have a

chance to influence historical consciousness and collective memory.

Cultural Memory as Theoretical Framework

My dissertation reinforces Kansteiner’'s idea that it is natadled highbrow culture but
rather popular media, such as television, commercial cinema and pdperature, which
exercise the greatest influence on how the national pasenmennbered. | explore how
experiences of Germans at the end and in the aftermath of Worldl Afa depicted as victim
experiences in podtendeliterary and filmic representations in order to analyze theentr
German Opferdebattein its embodiment in popular literature, television and commercial
cinema?®

Literature and film occupy a special position as memoryaatsf because unlike any
other memory artifact, such as monuments or photographs, they consiiuiéaneously a
memory artifact and a memory narrative (Rothe, “Collectivenigly” 5). They thus constitute
instances of communicative memory because they convey a ficti@raory narrative to an

audience. At the same time, as memory artifacts, theystanices of cultural memory because

% | am disagreeing here with Astrid Erll (2005), whonsiders canonical literature as the core embeutirof
cultural memory reflecting a more traditional apgeb of literary rather than cultural and media &sidShe largely
effaces the role of popular literature.
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they are constructed by memory makers with the intention of fimimgevent in collective
memory. Because of their connection to communicative memory, literand, to a lesser
extent, film are well suited to embody vernacular memory ammbtentially function as counter-
memory (Rothe, “Collective Memory” 7). The advantage of liteetas a memory artifact over
both feature and documentary film lies in significantly lower cost for prasluetnd distribution.
And compared to historiography, literature plays a more importdatin shaping a nation’s
collective memory because it can be both an incentive focariflection, like historiography,
and it has, like film, the ability to evoke emotional engagememipathy, and identification
(Rothe, “Collective Memory” 153*

Television and commercial cineflaare nevertheless the most effective and least
acknowledged artifacts for shaping historical consciousness (K&@3sCinema and TV are the
primary sources on which most people base their sense of thanplatus supercede not only
historiography and highbrow but also popular literature in their mass appeas&eas Winfried
Fluck (2003) argues, “flm achieves the impression of an unmediatezttribss of
representation” (213). However, as feature films, both those madé/fand those (initially)
made for cinema audiences, often take liberties with histolacas for the sake of inventive
storytelling (Kaes 113-114), viewers may come to mistakefitttisnalized history as factually
veridical. Popular media largely seek to remain invisible asartedensure the largest audience
wanting to be entertained rather than educated and thus wantingpémdwbsbelief and critical
reflection. Therefore commercial cinema and TV movies hide tveir constructedness, which

makes the viewer believe that film action indexically mimidsat really happened. In other

4 In authoritarian societies, however, literatureaiso a means of inscribing official memory siniterature is
censored and controlled by the government.
% For more on film as a memory artifact see Winfiiédck (2003) and Anton Kaes (1990).
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words, audiences tend to forget that they are watching a coestngzlity and take the filmic
representations as real and authentic, even if fictional.

This dissertation furthermore reflects and reinforces Kamstsi notion that memory
research should describe with more precision how collective nyeemoerges in the process of
media consumption. After all, cultural artifacts only embody a pelenthich needs to be
actualized in the reception process if the artifacts are taidumas memory media (Rothe,
“Collective Memory” 5). In the following chapters, thereforajiscuss the artifacts themselves
and also analyze them as media, i.e., explore how their receptloaances the audience’s
conception of the collective past. My analysis of the collectieenory of Germans as victims of
the Third Reich and World War II therefore examines core @lltartifacts as forms of

representation and spheres of negotiation over the subject position of Germanmas vict
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2. Locating theOpferdebatte: The Intellectual History of German Collective Memory

This chapter outlines the collective memory of the Third Remchthe Holocaust in the
Federal Republic and post-unification Germany with a focus on theéi@ues whether and to
what extent Germans also constituted victims. The subject ehd&pevictimhood did not only
emerge after theNende but constitutes a development of some sixty years of German
Vergangeheitsbewaltigun@olsch 2003). As the debates since the immediate post-war period
provide the prerequisites for the current discussion, it is necedsargnalyze these
representations of German victimization in order to understand tod®yerdebatte This
chapter therefore explores how the question of German victimhooee ier public sphere and

how representations of this aspect of the Nazi past changed over time.

The War Generation and the Postwar Silence

The early postwar periédiwas characterized by the memory of German victimhood.

After the war, Germans were absorbed in their own postwamryniseought on by destroyed
cities, many millions of refugees, lack of food, and the overalbtahaonditions. While

funneling all their energy into surviving, on economic reconstructiontrendrimes perpetrated
in the Third Reich, let alone their own role in it, the Germanssseof shame or guilt were
absent. The German self-image of the war was reduced to rsbldigeriences, stories of
bombings, expulsion, occupation, and rape, creating a collective mem@grmfan victimhood,

rather than of perpetration. The Nuremberg trials reflected aindorced this self-image by

sentencing only the most prominent members of the political, ngjlitead economic leadership

% There are numerous ways of dividing the postwarsérom theKriegsendeuntil today in order to differentiate
among different phases. Wulf Kansteiner (2006 uftices five different periods. Ruth Wittlinger (8)0however,
argues that the most typical way is to distingtiske phases.
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of Nazi Germany, and hence implicitly exculpated all pegpets of lower ranks and
particularly followers and bystanders. Germans were reasstirat they themselves were
victims. During the first decade after the war, Germanselgrdid not acknowledge their
responsibility for Nazi crimes; rather they talked about tbein status as victims. However,
their self-image of ‘victim’ was not only prevalent in communi@tmemory of small memory
communities, such as the family; cultural memory was likewisemoting this concept.
Comparisons between German and Jewish suffering were by no theanlusive preserve of
the political right, and critical voices about Germans as victimese a distinct minority.
Between 1945 and 1960, there was a conservative tendency to repudisen Nad to
demonize Hitler and Nazi leaders, who were seen as the onlyrespmsible for the crimes.
There was a clear distinction between a small group of Ndei who were responsible for
Germany’s woes and the majority of good Germans who had beegeoketEghteen million
Germans considered themselveskasgsgeschadigtamong these were some fourteen million
expelled German citizens. Although the flight and expulsion of etl@®rmans from the
territories east of the Oder and Neisse rivers was cleaiged by chaos, death and loss, it was a
consequence of the aggressive and expansionist Nazi politics whiclsuypgrerted or at least
tolerated by the vast majority of Germans, a fact that evased from Germany’s collective
memory after the war. The loss of their home generated ectie# identity of victims among
the expellees and refugees. The annual meetings olLdhdsmannschaftenthe regional
organizations of expellees, became occasions to mourn thddsatin the German East, and
special monuments were constructed in memory of those who died theifight. In 1950, the
expellees, together with some former Nazis, founded their own pbltrganization, th&und

der Heimatvertriebenen und Entrechtet®HE). Their most important message was that the
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government must never give up its claims to former Germanotgestin Central and Eastern
Europe and must never accept the Oder-Neisse line as Poland’s western border.

Germans were collectively responsible for the Third Reichgcrithies and the war.
German wartime suffering pales in comparison to the suffanfligted by Nazi perpetrators and
in the name of all Germans on others. However, in the post-war periost, Germans
considered their own suffering on a par and were thus generatiogsh balance. Politicians of
the new Federal German Republic (FRG) brushed aside feelimgsliobr shame, and enacted
new legislative initiatives that provided monthly subsidies and fia&scipport for victims of
allied bombing and expulsion. In 1948, the Burden Equalizing [Bamdesversorgungsgesetz
was established and a few years later the Law to Aidriwecof War Lastenausgleichsgesgtz
which signified that German suffering was so immense that it even needed catopens

Politicians of the FRG were less than enthusiastic about punillainigoerpetrators and
compensating victims of Nazi crimes. They did not want to aliethetgormer Nazis among
their voters and strove to put their meager resources intddiglguine country. In 1949, Konrad
Adenauer, the firsdBundeskanzleafter the war, left little doubt that Germany must acknowledge
what Germans had suffered during the war. Although the Germarastatewledged that Jews
and others had endured extraordinary losses in the Third Reich, sdsnlaighest priority was
the new state of the Federal Republic of Germany. Economic recoveanwagortant point on
his agenda and Adenauer promised to help those Germans who had doffeesddue to the
war, particularly families of fallen soldiers, expellees and the 1.5 tdlidmyprisoners of war.

Theodor Heuss, the first president of the FRG and a more sal&kpblitician than
Adenauer, focused his energy on generating a new German identitiiefpetl design an

infrastructure of cultural memory that determined the Wesm@erpublic sphere for many
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years. In speeches, he addressed three important themes: tibagfala between Germans and
Jews, the suffering of the German people as a result of N&gi and the legacy of the
conservative resistance against Hitler. Heuss made his mosttant contribution to Germany’s
collective memory in 1949 in his speech before the Wiesbaden SdéaieGhristian-Jewish
Cooperation. While he argued that one must never forget the cronesitted against Jews in
the Third Reich, he rejected the notion of collective German. gieltargued that the assumption
of collective guilt represented the same type of simplificattian the Nazis had used when they
collectively demonized all Jews. He proposed the term “collestinaene,” which he considered
a more adequate designation for the burden of being German in teapesa. As he put it,
“the worst that Hitler has done to us ... is that he forced ughetshameful condition of having
to share the name ‘German’ with him and his henchmen” (gtd. in Kansteiner’ 207).

Officially, the West German state acknowledged that Jewds athers had suffered
extraordinary losses. An important milestone was the estaldighaf the Federal Law for the
Compensation of the Victims of National Socialist PersecuBamdesentschadigungsgeseie
1953. However, the past was remembered selectively and the aekigavant of German
crimes against humanity was complemented by claims thata@evictims had endured no less
than what the Nazis had inflicted on others. The collective Gesalf-definition as victims was
enabled by the projection of all responsibility for the crimet® ahe Nazi leadership and the
casting of Nazism as a natural rather than a man-made catastrophe.

Collective German victimhood and the clear distinction betweemviiéNazis and the
good Germans was reflected in and reinforced by literatondefilm in the immediate aftermath

of the war. Trimmerliteratur which was often written by war veterans like Heinrich Boéll and

27 Kansteiner (2006) points out that Heuss reveals had (in later speeches) how carefully consereattried to
orient citizens in the right moral direction withalienating their voters.
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Wolfgang Borchert, andrimmerfiimelike Wolfgang Staudte’dDie Mdrder sind unter uns
(1946) depicted the suffering of the German population during and laéevar and identified
the criminals of the Nazi regime in order to exonerate thes@sa®uring the 1950s, rubble films
gave way to so-calletieimatfilmelike Hans Wolff's Am Brunnen vor dem Tor@d952). The
sentimental movies simulated a perfect and harmonious world. Thegtedb@n intact and
idyllic Heimat a peaceful place Germans did not have anymore and liked to dfeAmother
dominant filmic genre of the 1950s was the German war movie, whitidex Paul May's
08/15 (1954), Alfred Weidenmann'®er Stern von Afrikg1957), and Bernhard Wicki'Bie
Bricke (1959). Few Germans questioned at that time that most soldetdoha anything but
their duty. Most veterans and their families openly rejedtedctaim thatWehrmachtsoldiers
had committed war crimes and favored a version of the pashich soldiers were not killers
but victims. The war movies supported this highly selective repeasantof the past and
distinguished neatly between evil Nazis and good Germans. Thelitevanterpart of the
Kriegsromanis characterized by similar historical revisionism with glo@al to represent German
soldiers as heroes and victims. The most famous example faetiis is Heinz G. Konsalik’s
Der Arzt von Stalingrag1956) which became an international bestseller and was adamted int
movie in 1958. The novel focused on the suffering and agony of Germaersofdia Russian
POW camp, narrating a version of the past in which German sold&nes courageous and

caring men with high moral principles rather than perpetrators.

The Second Generation: The Postwar Era Is Over

In the 1960s, West German discourse on the Third Reich was dominatétk by
Auschwitz and Eichmann (and other Nazi) trials. The dramatictrooum testimonies of

Holocaust victims left no room for repression, and the question abouihmme to terms with
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the Nazi past topped the political agenda. The West German Istghn to collect evidence
systematically that could be used in prosecuting Germererst who had carried out crimes in
the Third Reich. One of the key questions was who was to be cwtsideNazi. The new
concept included people who were involved in the Final Solution, had gcatber acts of
overt anti-Semitism and the so-call8dhreibtischtaterStill, the bystanders and followers were
not included in this definition. Although perpetrators were increbsppsecuted, strategies of
denial persisted and the victim claim remained present.

In 1963, Konrad Adenauer resigned from chancellorship, which markeehthef the
postwar years with its emphasis on economic reconstruction andGEasiany’s integration
into the Western powers. Political culture became more demoaratitberal and the end of the
postwar years opened a space in which a more criticalieaiom of National Socialism was
possible. The silence of the 1950s gave way to public commemoratiomsstorital research,
in which the Holocaust emerged as the defining moment of Germalmgtory. The
Verjahrungsdebattewhich marks an important step in Germany&rgangenheitsbewaltigung
further sensitized Germany to the Holocaust. Throughout the 1960s, tbialjdéicision about
the statute of limitations for murders committed in the ThirccR&as a very important subject
of public discussion. In 1965, parliament voted to extend the statutaeitztions for four years.
In 1969, they extended it by another decade. In 1979, after new discumstbdebates, it was
finally decided to abolish the statute of limitations for Nazi crimes.

Adenauer’s successors Ludwig Erhard and Kurt Georg Kiesinger nekictant to break
with the politics of their famous predecessor. They dutifully adstered the various
compensation and reconciliation provisions but saw no need for nestiveis. This era ended

in the early 1970s, which marked an important phase of transition ioffic&l politics of
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memory of the republic. The new chancellor Willy Brandt, a $d2eanocrat and a resistance
fighter in National Socialism, advocated a more open discussion @rbveedgment of
responsibility for crimes. He called for an adequate conframtatith the past, not only by those
who had experienced the Third Reich but also by those who were berntreftwar as he
stressed that no one is free from this history. On the one Hadrandt administration still
practiced the memory politics of the Adenauer era. On the btret, people like Brandt and
Gustav Heinemann were the first federal government officdatponsor exhibits and museums
about the Nazi era. They tried to shape the collective memohedgbdst-war generation, who
had not experienced the Third Reich, by stressing the importaneadfirig recent German
history. Brandt's most important contribution to the politics of menweag his famou&niefall

in 1970 at the monument to the Warsaw Ghetto uprising. Despite tlesirithe act received in
West German public discourse, internationally it was the onlyessid commemorative act by
a German politician at that time. Brandt's emotional, spontane@tisrgegnored the rhetoric of
sobriety he and all other German politicians had used in most of staééments about the
Holocaust. Brandt's spontaneous gesture changed existing ritualenodbrsn and marked the
beginning of a new era of Holocaust memory politics.

During Brandt's years in office, the student movement enragegdiiecal elite. The
extreme leftist rebellion against the political mainstrearost cogently embodied in the Baader-
Meinhof Group, were headed by German students of the 1960s, thegdimstation not
implicated in the crimes of the Nazi regime. They were qu@sg their parents’ generation’s
alleged clean state with respect to Nazi crimes. Their emprdtation of Nazism was an

influential factor in the reorientation of West Germany’s histdrculture in the 1960s. As a
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result, the political awareness that all Germans bore respdgdit the Nazi crimes came to
the fore.

In 1974, Helmut Schmidt subsequently took over the chancellorship. Althougiskka
Social Democrat, Schmidt had beenAsgehrmachtofficer and was rather holding on to old
political traditions. Nevertheless, he was the first chancedlassit Israel and to speak at the
memorial ceremony for the victims H&ristallnacht He initiated the government’s involvement
in Holocaust remembrance ceremonies which would become evenmpangant under Helmut
Kohl's chancellorship. The public dominance of the perpetrator thenoisyaparent in literary
representations. In 1963, Rolf Hochhuttider Stellvertreterwas the first media event that
focused on the responsibility of the bystander. Peter Weiss’ Eilawttlung (1965) and Rolf
Hochhuth’s playSoldaten (1967) were inspired by the testimonies of the Auschwitz and
Eichmann trials, focusing on German responsibility for the Holac#&lhough the dominant
discussion of this period was about the responsibility and guilGEnrman crimes, a more
conservative counter-memory existed which continued to keep the “Geamanctims” theme
alive. This period is thus characterized by the remembranbazfvictims as well as German
victims.

The 1970s and 1980s generated a new literary genre, the autobiogrepkeckteratur,
which functioned as the voice of the second generation, the childrenpetnagors, followers
and bystanders, who attempted to come to terms with their parefusal to acknowledge their
guilt and responsibility. These narratives represent confrontatiotisutenty with their fathers,
whom they not only accuse of falsely portraying themselvescamgi but of being perpetrators.
German film of this period strongly emphasized Germany apehmetrator nation which failed

to break with its past. New German Cinema, popular from the 196®3€s, was rooted in the



37

leftist uprisings of the 1960s and one of the most artistically pto@uperiods in post-war
German film-making. It marked the shift from the notion of Gersnas victims to Germans as
perpetrators. Directors such as Rainer Werner Fassbinder, Wande#s, Alexander Kluge,
Margarethe von Trotta and Helma Sanders-Brahms no longer codsiNe® crimes and
collective German responsibility a taboo. Nevertheless, @ewittimhood remained in public
discourse. According to Paul Cooke (“The Continually Suffering Natjidfdssbinder'®ie Ehe
der Maria Braun(1979) portrays the fate of a young woman who struggles to survpastwar
Germany. Helma Sanders-Brahmd2utschland bleiche Mutt€979) displays a feminist use of
the victim theme and solely blames German men for Nationabl&wmi In Margarethe von
Trotta’s Die bleierne Zeit(1981), the two female protagonists, members of the postwar
generation, are represented as victims of the past. Theiragjeneis paying the price for its
parents’ crimes, being forced to come to terms with a crime for whichatkayot responsible.

In the Federal Republic, the broadcasting of television progrnams resumed in
December 1952. Two years later, the ARD started broadcastintheandDF went on air in
1964. These two TV stations held the monopoly until 1983, when commerciaas/
introduced. West German TV widely disseminated the notidfeocjangenheitsbewaltiguragnd
significantly shaped the collective memory of the Holocaust srn@ny. According to
Kansteiner (2006), from 1963 to 1993, the ZDF produced over 1,200 documermtaries
Vergangenheitsbewaltiguriy But the programs avoided raising some of the most difficult
guestions about German guilt and postwar responsibilities. Kanstemes that the ZDF
contributed to the task of coming to terms with the past with tiypees of television programs.

First, there were philo-semitic documentaries that were wedigo counteract postwar anti-

% However, when commercial TV was introduced, theFZiushed these documentary programs to less popular
time-slots.
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Semitism and depicted centuries of Jewish-German culture duted only brief references to
the Holocaust. Second, imported feature films emerged that aeldréiss legacy of the
Holocaust in Eastern Europe via a focus on the fate of individuéseTprograms reinforced
the notion that Germany had likewise been an occupied nation. Third, psograra made
about the rescue of Jewish victims by Germans in order to provideéveasile models and
reinforce the figure of the ‘good German.” Only few ZDF prograiiscussed the issue of
Germans as perpetrators; this silence was even surpasskd bijehce about the role of the
bystander. Kansteiner distinguishes two phases of engagement aaibnNin West German
television, 1963 to 1971 and 1978 to 1986. In the first phase, programs were made and consumed
by the first generation that had experienced the Third Reich and&eébend World War
firsthand. These programs critiqued Nazism but, reflecting antbreing viewer preferences,
avoided self-critical representations of the Holocaust and the naftioollective German guilt,
and tried to strengthen the faith in the new German state farttidiburden of the war and
postwar years.

After 1977, Jews were primarily depicted as Holocaust survivors.oXppately sixty
percent of all ZDF programs that dealt with the Third Reich employedithirers’ perspective.
In 1979, the American TV seri¢$olocaustdrew millions of viewers. The representatives of the
West German political sphere were surprised by the sympathepular response to the
American series, and this response significantly contributed isaime year to the abolishment

of the statute of limitations for Nazi crimes.
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The Third Generation: The Kohl Era

By the 1980s, the majority of Germans no longer had personal membtige Nazi past
which marked a new era in West Germany’s collective memotleofhird Reich. The notion
of the Holocaust’s uniqueness was widely accepted and Germanyneraasingly cast as a
collective perpetrator nation. Germans were, if not collectivglyty, at least collectively
accountable for the National Socialist past. The investigatioraaf ttimes intensified and led
to the public acknowledgment of more victim groups,--particularly horuade, Sinti and
Roma, Jehovah’s Witnesses and so-called ‘asocials,’” --and toidastanalysis of why these
victims had been denied victim status earlier. Comparisons of &ewntims and victims of
Germans did not vanish from public discourse, but it was widely agineéthe Holocaust was
unique and that Germans were collectively responsible for the soofothe Third Reich,
regardless of their own suffering. This self-critical per§gecwhich in the 1950s was only held
by a minority, was by now widely accepted by politicians, higta, intellectuals, and
journalists. The emphasis on the Holocaust displaced the discuss@egrroan victims to the
discursive margins. The new approach to the German past waseckile¢he politics of public
commemoration, foreign relations with Germany’s East Europea@hlvais and Israel, history
education, and television programs, particularly in the wake of the d®a@cast oHolocaust
Never before have German politicians paid so much attention tephesentation of the past,
and it was in the 1980s that politicians began to employ the Holocaust as a political tool

By the 1980s, the memory of the Nazi past had become a core consbtuéfest
German politics and culture which had resulted in a criticaldastdustful stance among many
Germans towards national history as it was overshadowed by dloeatdst and other Nazi

atrocities. It seemed impossible to draw on German historysasirae of national identity and
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even pride. However, Helmut Kohl, who was elected chancellor in Qcl®8? and seventeen
years younger than Brandt, argued in a speech he gave in is/E@84 that because of “the
grace of late birth and the fortune of a special family*d¢@uld not be guilty” of Nazi crimes
(gtd. in Kansteiner 189). Furthermore, he exculpated not only the pogtwarations but also
the followers because he claimed that they had no other chaieeatollow National Socialist
ideology. He even argued that the Third Reich constituted space wopeasition was
impossible and thus reinterpreted the immoral into an amoral Sjpfaee to exculpate all
Germans from guilt and responsibility. Kohl’'s memory politics &ha more conservative
approach oergangenheitsbewaltiguras politicians and intellectuals began to speak publicly
of national pride.

Kohl acknowledged the Holocaust but pursued a memory politics of nortraalizand
historization with the goal of putting Germany morally on the s&wel as other Western
countries. On May 5, 1985, as part of a diplomatic visit to the ERmark the 40th anniversary
of the end of World War Il, the American president Ronald ReagarHairdut Kohl held a
commemorative ceremony at the military cemetery in Bitbwtgch contained the graves of
Wehrmachtand everlWaffen-SSoldiers. The visit gave rise to the so-called Bitburg Afhaid
what Kansteiner (2006) dubbed the West German memory wars whichnated in the
Historikerstreit and ended with the Jenninger debacle. Defending his highly contadversi
decision, Reagan announced that there was nothing wrong with vigigngemetery because
“those young men are victims of Nazism also, even though tleeg fighting in the German
uniform, drafted into service to carry out the hateful wishes oN#ms. They were victims, just
as surely as the victims in the concentration camps” (qtd. in LevkpvEg®iatingWehrmacht

and evenWaffen-SS$oldiers with Holocaust victims is not only historically outragdouisalso
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unethical and immoral. Honoring German war casualties in the ¢arftexritual of mourning
and reconciliation amounted to a wholesale relativizing of the Bazies as it transformed
perpetrators into victims. The fact that the Bitburg visit bectdraevorst PR failure in Reagan’s
and Kohl's careers indicates that such relativization did naatethe dominant stance toward
the Nazi past among a significant part of the German population.

Richard von Weizsacker, then president of the FRG, took a contraryopositiMay 8,
1985, only three days after Kohl's and Reagan’s visit to the Bittemgetery. The speech which
he delivered at thBundestaghas become one of the most important contributions to the politics
of West German collective memory. Speaking directly about blaxzies, Weizsacker stressed
the importance of a self-critical Holocaust remembrance ahde vwmphasizing that postwar
generations shared no political responsibility for the Namesi acknowledged the legacy of
this past. He significantly contributed to the discussion of dolledserman victimhood by
acknowledging the singularity and uniqueness of the Holocaust whamnghed that although
Germans had suffered during the war, the victims of genocide tookdemm. As such, he
created what Kansteiner termed a “hierarchy of victimhood” (257).

One year later, revisionist historians attempted to re-positiom&®s as victims of the
Second World War and pointed to the Allies’ bombardment of Germas eis well as the mass
rapes of German women in 1945 as evidence of collective Germanhactd. Michael Stirmer
favored a revival of national pride and of a positive national identidydsenounced the liberal
left and its obsession with guilt. Ernst Nolte called for theiNeeziod to be treated as an
ordinary historical event, so that the Holocaust could be normalizédelativized and seen in
the context of other historical atrocities. Although he was nayidg the magnitude of the

Holocaust, he did question its uniqueness by relativizing it througimparison with Stalinist
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crimes, stressing that it was one of many horrific eventaén2l’ century. In addition, Nolte
argued that because a number of high-ranking Soviet politicians @fedewish origin, the
Holocaust was a preemptive defense by Nazi Germany agamgiostasized plan of a Soviet
attack on Germany. In Nolte’s view, the Holocaust was not only emptve strike against a
hypostasized Soviet attack but also against a supposed Jewath Tiorgustify the latter claim,
Nolte cites a letter by Chaim Weizmann, the President ofMbdd Zionist Organization, from
1939, in which he declares that the Jews will fight on the Brittnis the Second World War.
Likewise in 1986, Andreas Hillgruber’s controversial babieierlei Untergangvas published.
Its two essays discussed the Holocaust and the defeat Wdahemachton the Eastern front
respectively, thus implicitly equating the two events. In th& ssay, the author furthermore
equated the expulsion of ethnic Germans from Eastern Europe andjtitefldews from Nazi
Germany. Frankfurt School philosopher and sociologist Jirgen Habegjeased the neo-
conservative historiography of Stirmer, Nolte and Hillgruber, irarticle entitled “Eine Art
Schadensabwicklung” in the July 11, 1986 issu®ief Zeit Habermas was outraged that the
conservative historians were trying to relativize the Names in order to sanitize the German
past. During theHistorikerstreit of 1986/7, which extended beyond academic discourse to
newspaper and magazine articles, the conservative historiadstdriestablish positions and
attempted to debate what had never been discussed in public before batyhlaglen topics of
right-wing discourse.

The German memory wars ended in 1988, when the president ButidestagPhilip
Jenninger gave a controversial speech on the occasion of commaegidragiallnacht His use
of Nazi terminology broke linguistic taboos, for example, he redetce “Hitler's obsessive

notion of the black-haired, hook-nosed Jew who violates the blond, curlgH@z@m@nan woman
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with his blood” (qtd. in Schlant 199). His rhetoric, particularly theeegive use of indirect
speech, made it difficult for his listeners to differentiateMeen Nazi ideas and his own which
generated the idea that Jenninger did not sufficiently distindumskelf from the Nazi ideas he
referred to. After much public and political pressure, he had tonrésdn office, only a day
after his controversial speech. The German memory wars dathel980s revealed that core
ideas that had been established in the postwar years wepestdlent after forty years, albeit
with variations. Despite Habermas’ laudatory efforts, it waisna of neo-conservative revival,
and conservative politicians were calling for the shedding of Gersdurden of collective
guilt.

Since by the 1980s virtually every German household owned a TV s&ipla nation
based their sense of the past largely on TV programs, partjculail the commercial stations
became common. Television had, and still has, an immense influensbaping popular
collective memory as it ‘sweetens’ the difficult task \6érgangenheitsbewaltigungith the
pleasures of mass entertainment. As they reached a largaesidl’V programs transformed the
way millions of viewers thought about the Nazi past to a much greatent than history
education, memory politics or public debates and thus became theefigasive artifact for
shaping historical consciousness and Germany’s collective memadnye West German
television largely avoided direct confrontation with the Nazi pagte 1970s, between 1981 and
1989, the ZDF aired over 260 primetime minutes of Holocaust programsae(Kansteiner
126). After the exceptional success of tHelocaustmini-series in 1979, the ZDF produced
many expensive Holocaust movies, includidig Geschwister Oppermar{h983),Regentropfen

(1983) andDie Bertinis(1988). It also aired American productions IRying for Time(1980),
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The Winds of Waf1986) and the 1986 French productAunnom de tous les miefi®r Those |
Loved.

The programs produced in the 1980s focused on the suffering of Holscawisbrs and
provided accurate and detailed historical information about the gendtiddarge numbers of
audiences of such TV programs indicated not only serious interestsoug aritical attitude
toward this subject and contradicted the assumptions of politicrehsgellectuals, both on the
left and on the right, who thought that the German population did not evastreminded of the
Nazi past. However, the ZDF programs did not explore the wfstine perpetrator or bystander,
although, or maybe because, for many years bystanders repcegenmajority of the audience,
and thus never confronted the viewers with their collective Gerasgonsibility for the crimes.
Although the television programs represented Holocaust victims deéqggted the Holocaust as
a “crime without perpetrators and bystanders” (Kansteiner 123). As the psom@ted German
audiences to identify with the Holocaust victims, they ignored thetiqunes collective German
responsibility for the crimes. Kansteiner even argued that thase“an uncanny resemblance
between the passive viewers who were surprisingly willingdtch the Holocaust unfold on the
screen and the actual bystanders who observed pogroms and deportigicGisivar stoicism”

(Kansteiner 123).

From the Wende to tHepferdebatte

While the notion that ordinary Germans were victims originatedediately after the
war and dominated Adenauer’s West Germany of the 1950s, the subjeceeniered main
stream public discourse and official memory in the 1990s. With atidic, long suppressed
guestions about nation and history were revived which gave rise to wedtrdebate of

collective German memory. Generating a shared memory abiomal Socialism became a
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significant matter of national politics and identity building afteification. Hence, in the 1990s,
the memory of the Nazi past pushed to the fore with strong fordeedurned to the heart of
German cultural memory. This development ignited a series ofedehatl events that re-shaped
the memory landscape and heralded a shift towards a wider acknowled@f German
suffering during World War 1l (Schmitz, “The Return” 3).

Given the intense television coverage of the subject, in the 1980safGeauftural
memory of the Third Reich focused on the Holocaust. However, whilgrttggams had brought
the Holocaust into German living rooms and incited consumers to eagathih the victims,
they had omitted the role of those who had committed and/or tolefaedtimes (Kansteiner
123). Only in the 1990s did discussions about the role of perpetrators,eidiawd bystanders
arise. Television programs, literary and scholarly publicationgedla major part in igniting
public debates. In 1992, Christopher Brownin@islinary Men: Reserve Battalion 101 and the
Final Solution in Polandgave rise to the first major post-unification debate about theeabl
soldiers as perpetrators. Browning concluded that Nazi killers m& evil monsters or fanatics
but ordinary men, who had not killed because of hatred but because ofnaketticauthority
and peer pressure.

The discussion of ordinary Germans as perpetrators was takep &gher with the
publication of Daniel GoldhagenHitler's Willing Executionersn 1996. Goldhagen argued that
Germans not only knew about, but actually supported the killing of the ded explained the
perpetrators’ willing complicity in the Holocaust by recouteethe German history of anti-
Semitism, especially in the nineteenth and early twentiethugest which had paved the way
for willingly accepting and supporting Hitler's plans for the FiGallution. The controversial

book ignited heated debates not only in academia but also in majopapass and even on
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television. In the wake of the Goldhagen debate, perpetrators becammay focus of
television programs, for instance, in Guido Knopp document&tidsrs Helfer and Hitlers
Krieger. However, Kansteiner notes that the TV programs only depictedahidéhdership but
disregarded the average perpetrator and the bystanders (Kansteiner 124).

The public debates on perpetrators and their motivation culminateae isa-called
Wehrmachtsausstellungvhich was shown throughout Germany between 1995 and 1998 and
depicted the involvement of the German army in the Holocaust. dihbiteon, whose official
title was Vernichtungskrieg. Verbrechen der Wehrmacht 1941-1%hbwed via written
documents and photographs that the German army had been actively involveddering
Jews, POWs, and civilians, a claim that had previously been t&heoexhibition undermined
the popular myth of the honorabehrmachtby documenting the horrendous crimes the
German army had committed. Browning, Goldhagen andWeérmachtexhibition and the
public debates they ignited exposed the crimes of ordinary Germhith, according to
Kansteiner, constitute “the most challenging legacy of the Holtcglig8) since it confronts
Germans with their historical legacy.

In 1998, Martin Walser criticized Germany’s commemorativeuceltin his acceptance
speech for thé&riedenspreis des Deutschen Buchhanddlalser criticized that Auschwitz was
being used as a&Joralkeule a constant reminder to promote a guilt complex among
contemporary Germans. He constructed all Germans as the vmtithss international anti-
German discourse. Furthermore, he was critical of thetliattHolocaust commemoration had
become an obligatory ritual in Germany and emphasized theisegmué of a personal stance
vis-a-vis the Holocaust. Walser's privileging a private form mEmory over public

commemorations exposes a discrepancy between official and pnatmry. While official
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collective memory highlights German guilt and responsibility faziNcrimes, most importantly
for the Holocaust, personal and communicative memory are dominatedriman hardship and
suffering. Ignatz Bubis (1998), the head of the Central Council of freW®rmany, accused
Walser of “geistige Brandstiftung” in tHe&rankfurter Allgemeine Zeitungnd severely criticized
him for publicly advocating and legitimizing the turning away of puld@&man discourse from
Auschwitz and warned against a growing nationalism among Germandntalte(n.pag.).

The public debates over ordinary Germans as perpetrators also eedetietecounter
claim of collective German victimhood by groups like Bwnd der Vertriebenera non-profit
organization representing the interests of Germans who had fleceoreb@elled from areas
which became part of Poland and Czechoslovakia after the Second War(Ksvisteiner 306).
In 2000, they put forward a proposal for the establishmenZeindrum gegen Vertreibungéan
Berlin which generated public controversy because the cengéit portray Germans as victims
without adequately acknowledging that flight, expulsion and resedtie at the end of World
War 1l were consequences of the aggressive and expansionist Nazi pdiithsnvere supported
or at least tolerated by the vast majority of Germans.hEurtore, the center could also be
perceived as competing with the Holocaust Memorial over caleecierman memory of the
Third Reich, especially since the latter is also situatdgentin. Victims of flight and expulsion
were also the subject of Giinther Grass’ 2002 controversial avilebsgangwhich depicts
the sinking of théwVilhelm Gustloffa ship carrying thousands of German refugees, after it was
torpedoed by a Soviet submarine. Grass argues that the deathseofcivibans served no
military purpose and warns of the dangers of repressed memorjuxtégposes the untold
experiences of German refugees with official memory wpietpetuates the notion of German

guilt. Im Krebsgangwas received by the German press as ‘lifting a taboo on padiskourse
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about German wartime suffering and as legitimizing a predebate” (Schmitz, “The Birth”
94). According to Kansteiner, Grass “either purposefully or inaerty called into question the
predominance of the Holocaust memories and directed attention towaeaariences of their
own and their parents’ generations which had been temporaglyated to a secondary position
within the infrastructure of German memory” (306).

Another trigger for the shift in memory discourse to German snffewas the
publication of W.G. Sebald's.uftkrieg und Literatur(1997) which represents Germans as
victims of Allied bombing raids. During the Second World War, 131 Geroiges and towns
were bombed by the Allies (Sebald 11). Six hundred thousand civilianartteseven and a half
million Germans were left homeless (Sebald 11). Sebald exartmeaguestion of how and to
what extent the atrocities suffered by German civiliarthényears from 1942 to 1945 have been
remembered and asks why the subject occupies so little spacFnma®y/’s cultural memory.
The debate over German bombing victims was reinforced in 2002 withutsiesation of Jorg
Friedrich’sDer Brand which narrates the bombing of Dresden and calls it a war crime. tdse sta
that the Allies knew what destruction their incendiary bombs walde and that they intended
to kill as many civilians as possible. Friedrich’'s book wascaéd for calling the allied pilots
Einsatzgrupperand for referring to the air raid shelterskagmatorien ‘Einsatzgruppenwas
the term used for the mobile killing squads on the Eastern front villed kast numbers of
Eastern European civilians, particularly Jews whKeematorien refers to the crematoria in
which the corpses of killed concentration camp prisoners were burnedlri€¢inls use of
language implies that he tried to equate Nazi victims, paatiguhe millions of Jews who were
murdered in concentration camps and by the mobile killing squads, andiGeivilian victims

in an attempt to balance the score.
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While the taboo of discussing German wartime suffering in th@sttaam media had
been brokemn 1997 with Sebald’d uftkrieg und Literatuy the debate reached the climax in
2002 when bothim Krebsgangand Der Brand were published. In the same year, social
psychologists Harald Welzer, Sabine Moller and Karoline TschuiggulalishedOpa war kein
Nazi which explored the communicative memory of the Third Reich irm@e families. The
generation that experienced the Third Reich and the Second WorldsAastorical withesses
still tends to vastly downplay its own involvement in the Nazi pcstrercture and the Holocaust
and to place its own status as victims at center stage. Antitlegéneration not only accepts
these lies, half-truths and trivializations but also mystified idealizes its grandparents. This
influential study thus revealed a significant discrepancy ketwefficial memory, which
emphasizes collective German quilt, and family memory, whicbctejGerman guilt and
stresses German victimhood

The notion of collective German victimhood challenged dominant Holocaustudss.
The highly charged and complex debate, which took place not only withinnaieakdet also in
the German public sphere, focused on three taboo subjects: thesdalgerape of German
women by the Soviet army, the bombing of German cities, andigihe dind expulsion of ethnic
Germans. Although Germans were present as victims in WestaBearollective memory in the
years immediately after the war, this issue had been puslisdasthe postwar generation and
from then on became a taboo in mainstream discourse until the late T9@@Bpferdebatte
arose over the status of German civilians who suffered and/or dithe @&nd of the Second
World War, how they should be adequately commemorated in collectireomeparticularly
with respect to the notion of collective German guilt and respoitgibor Nazi crimes. How

could Germans simultaneously be cast as followers and bystandeh® @me hand and as
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victims on the other? Could one legitimately mourn German vicwitisout claiming that this
constituted their primary or even their sole subject position? GCagdmourn them without
negating collective German responsibility for the crimes of National B2

According to Schmitz, the current representation of German suffeanstitutes a “form
of ‘belated’ or displaced collective empathy” of the third and fowgénerations with their
grandparents and great grandparents, which also indicates that &iesmtpter generations the
guestion of collective German guilt is no longer a central ig5tke Birth” 105-6). This
development marks both a total renunciation of the collective memargrajed by the
immediate postwar generation during the student movement andeamp@tio integrate the
disparate official-cultural and familial-communicative memorscdurses. However, the claim
to collective German victim status is highly problematic stheediscursive position of ‘victim’
is already occupied by those people who were persecuted and murderdd Nazis.
Conceptualizing Germans as victims seems to advocate displdengvictims from their
discursive position and replacing them with German victims, oreast|suggests that the
discursive position of ‘victim’ could be shared between both groups, andate éhe German

positions of perpetrator, follower, and bystander (Rothe, “The Competition”).

German Wartime Suffering in Literature, Film, and Television

At the turn of the twenty-first century, German literaturanfénd television reflected
and reinforced the re-emergence of German wartime suffaritigei public sphere. Texts like
Glnter Grassim Krebsgang(2002), Ulla Lachauer'©stpreul3ische Lebenslaufg998), Peter
Glotz’s Die VertreibungBohmen als Lehrsttii@2003), and Christoph Heinlsandnahm&2004)
which depict flight and expulsion, were widely acclaimed in angserman newspapers.

Likewise, autobiographical and fictional accounts about the bombingeraida cities like Gert
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Ledig’s Vergeltung (2001), Volker Hage’s edited volumélamburg 1943: Literarische
Zeugnisse zum Feuerstuf@003) and Hans Erich Nossak’s 196ér Untergang which was
reissued in 2003, received national recognition. Furthermore, Uwe Simmighly acclaimed
auto/biographical accoudtm Beispiel meines Brude(2003) depicts and critically reflects on
the author’s childhood memories of his older brother, who was a member \Waffen S&nd
died at the Eastern front while Willy Peter Resse’'s merivbir selber seltsam fremd. Die
Unmenschlichkeit des Krieges. Russland 1941-192@03) represents his own wartime
experiences. Last but certainly not least, the taboo subject of massteqgel ¢he public sphere.
While Anonyma’s diaryEine Frau in Berlin which was originally published in 1959 and
reissued in 2003, is most famous, Margaret Boveri’'s 1978 autobiografiuokiTage des
Uberlebenswas reissued in 2004. Prior to these two examples, rape had afsa lsebject in
Sybille Meyer's and Eva SchulzeWie wir das alles geschafft haben. Alleinstehende Frauen
berichten Uber ihr Leben nach 194891) and Susanne Zur NiedenAlltag im
Ausnahmezustand. Frauentagebiicher im zerstorten Deutschland 1943 b{4 9925
Commercial cinema likewise reflected the trend of represgr@@rmans as victims of
the Second World War and the Third Reich. Most famously, Bernd Eictsngé62 Der
Untergang which narrates the last twelve days of the Third Reich apdedominantly set in
Hitler’s bunker in Berlin, creates a clear dichotomy betwe@ninute number of leading Nazis,
particularly Hitler who is represented as a demonic madman, divchor German followers and
bystanders, who are solely depicted as victims in order to exeulpgatatter. The movie has not
only been seen by over 4.5 million Germans but was also internatimeay successful; for
example, it won the Academy Award for best foreign film in 206532008, the film adaptation

of Anonyma’s 2002 re-released bestselling digmge Frau in Berlinwas shown in cinemas
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throughout Germany. And a few months later, in February 2009, theatieptation of the
bestselleDer Vorleserwas released in German theaters and likewise internaticedbessful:
Kate Winslet received the 2009 “Best Actress” Academy Award for henimdhe film.

Television also picked up the subject of German wartime suffefiligile the
documentary genre claims indexicality of its representationsisandnsumed in the Rankean
sense of depicting the past “wie es eigentlich gewesernthdéwast majority of viewers, they
constitute representations and are thus inherently selectiveefct dominant discourses and
prevalent power structures. Documentaries about flight and expulseobptnbing of Dresden,
and the sinking of th&/ilhelm Gustloffare the most famous examples that represent Germans as
victims. Particularly, Guido Knopp’s dozens of melodramatic docuaniestbecame ubiquitous
on German public television. The programs have been dubbed docutainmebtairiment by
critics, because Knopp links historical facts with entertainmdmth makes his documentaries
highly popular with viewersDie grol3e Flucht for example, which depicts the flight and
expulsion of some 13 million ethnic Germans from Eastern Europeeatrtd of the Second
World War, had an audience of 15 million viewers. Although Knopp’s dontaries were
successful with the audience, historians maintain that Knopp’s work didefb@tt historical
scholarship. Kansteiner calls the documentaries “an ingenious epdimistorical pornography
and historical education” (176) and criticizes Knoppis grol3e Fluchtas “onesided mourning
about German suffering” (174). Schmitz accuses Knopp of using Holaoaaggery in order to
depict German suffering which results in enabling “contemporamnyn@ns to equate the fate of
their dead predecessors with that of Nazi victims, while fargethe context in which the latter

became victims, namely German perpetration” (“The Birth” 104).
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In the wake of Knopp’s successful docutainment, German televigoargted a new
genre, termedV-Event-Movian German pseudo-English. These cost-intensive historical mini-
series are widely consumed by German audiences. For instaacBatl two-part dramRie
Luftbriicke(2005) about a woman who has to survive as a single mother in postwaraBer
falls in love with an American soldier during the Berlin Atrhad a record-breaking audience of
8.97 million viewers. And the aforementioned two-part mini-sebeesden (2006), which
constitutes Germany'’s first TV feature film about the édlifire bombing of Dresden, broke
audience records for the ZDF with over 12 million view®g Flucht (ARD, 2007), which
depicts theexpulsion of ethnic Germans at the end of the war, RirdGustloff(ZDF, 2008),
which represents the sinking of the refugee $Milhelm Gustlofin the final months of the war,
likewise had record audiences. The German public television stations ARID&irthermore
broadcast German suffering in another newly created TV genreddhedrama, which
constitutes a mix of documentary and feature film but claimadexicality of representation
and adherence to the autobiographical pact. In 2006, the ZDF airedréleeptirt serie®ie
Kinder der Flucht another depiction of flight and expulsion. The most recent docudrama
Hungerwinter(ARD, 2009) extends the realm of German victimhood to the immeplstsvar
years and focuses on the winter of 1946/47 when the German poputatiggied to survive
freezing temperatures and starvation. The trend of depictimmabesuffering on television
continues into the present. Th¥-Event-Movie/om Glick nur ein Schatt¢@DF), which tells
the story of a woman and her children who had to flee from their oianzig and who try to
make a new life in the immediate postwar years, wrapped updlm December 2009. In early
2010, the ZDF will begin filming a three-part seridasere Miitter, unsere Vata@bout five

friends between 1941 and 1945. The ZDF published the following press reldaserg Mutter,
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unsere Vate): “Uns interessiert das Schicksal der Soldaten an der gemauso wie das der
Frauen, die hinter der Front oder daheim miterleben mussten, wieutide Logik des totalen
Kriegs alle Regeln menschlicher Zivilitat auRer Kraftegeshat. Und uns interessiert die Frage,

was in diesem Zusammenhang Schuld heif3t, kollektive ebenso wie individuelle.”
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3. Remembering German Women as Rape Victims in Anonymaksine Frau in Berlin

Eine Frau in Berlinis the diary of an anonymous woman .who was raped by soldiers of
the Russian Army occupying Berlin in 1945. While originally publishe 1959 in West
Germany, it did not reach a wide audience at the time and quigdy eut of print. However,
when it was re-released in 2003, the book became a bestsellernmai® and was recently
adapted into a movie which premiered in October 2008. By now, over thompkople have
seen the film, and it won the award for the best internatiorslrie at the Santa Barbara
International Film Festival. Contextualized in a brief surgéfeminist debates on both the role
of German women in the Third Reich and of sexual violence agamsiew in wartime, this
chapter analyses how the diary and the movie adaptation depict riGemamane suffering and
how audiences have interpreted the literary and filmic reprasams of German women as

victims of World War 1I.

Feminist Discourse on Women in the Third Reich

SinceEine Frau in Berlinrepresents the victimization of German women in the Second

World War, it is important to review the intellectual historyfeminist research on ordinary
German women within the Nazi system. Feminist research focusesifaalyion the question of
what role women played in National Socialism. This question tende tnadequately phrased

in terms of the dichotomy of whether they were victims or peret.aBetween the 1970s and
the mid-1980s, when feminist research was dominated by the womermant, feminists
largely argued that all women were victims of the Naziesystoecause its patriarchal structures
oppressed them (Herkommer 12). At that time, women fought for thbtsrand against sexual

oppression and sought to create a collective female identity. HEmaist debates about
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women’s roles in National Socialism emphasized solidarity anatirfgmales and attempted to
achieve this goal by casting all women as victims of patriarchal oppression.

In the mid 1980s this so call€@bferthesded to a controversy, thdistorikerinnenstreit
named in reference to the (male-dominatdbtorikerstreit among German feminist historians
(Herkommer 12). Thélistorikerinnenstreitdiscussed the question of whether women should be
seen as victims of the Nazi system or as perpetrators wivelg@nd voluntarily took part in
the system, including its annihilation apparatus. During the comypvthe traditional feminist
idea of women as eternal victims was finally given up, and @ermwomen were collectively
reconceptualized as perpetrators. Feminists who supportéétdrennentheseegarded not only
women who actively participated in the Nazi annihilation as pexjoes but also those who had
been followers and bystanders (Herkommer 56). Women played aicsighifole in the Nazi
system, since private and public spheres were not autonomous. TheR€&ihd encouraged
matrimony through marriage loans, dispensed family income suppkerfmnéach new child,
publicly honored families with many children, bestowedBEheenkreuz der deutschen Muttar
women with four or more children, and increased punishments for @nd@irls were taught to
embrace the role of mother and obedient wife, both in school and iBuhé deutscher
Madchen Nazi ideology advocated a larger, racially pure population, which wenitéince
Germany's military strength and provide settlers to colonize coedjuerritory in Eastern
Europe. The Third Reich’s aggressive population policy encouraged wonieaitas many
Aryan children as possible. Although in Nazi ideology women wereianfeo men, they were
by no means simply ‘child-bearing machines’ deprived of thgints. Especially during the war,
women took over several important duties at the home frohé need for labor prompted the

state to both encourage and coerce women into the workforce and evéreintditary itself.
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Contrary to the stereotype of men as active Nazi perpetiatdrsr'omen as passive followers or
bystanders, women were both potential and actual perpetrators ihitdeREich. Although the
National Socialist movement had almost no place in its highetaesh®r women, there were
women in the lower and middle levels in the National Socialist rappga This included
employment in euthanasia institutes and concentration camps. pnate sphere, too, women
were obedient followers and supporters of National Socialism aad astinformers, denounced
their fellow citizens, were caring wives of SS-officensd aupported the system by giving birth
to many children to increase the Aryan race.

Since the late 1980s, feminist research no longer casts the iGkrmfin women in the
Third Reich in the simplistic victim/perpetrator dichotomy buheyated a more differentiated
notion of women'’s roles in National Socialism (Herkommer 61). Theudson of the “ganz
normalen Frauen” (Bock 245) came to the fore which considered wendérérse roles as
bystanders, followers, and perpetrators in National Socialisnentimfst discourse at large, the
notion of women as a homogenous group with the same problems and expeaeddbeir
characterization only in terms of gender shifted to analyziegdiverse living conditions and
social roles which were determined by further social categolike ethnicity. Instead of
classifying women into victim and perpetrator, feminist researdlyzed the respective social
position and situation of women in which they became victims, perpetradr both and

emphasized the diversity of positions and situatfons.

2 For a projection of future feminist research seestina Herkommer (2005).
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Rape and War

The work of Susan Brownmiller and Catherine MacKinnon represents taio m
traditions of feminist theory concerning rape. McKinnon (1979) sthwsrape is located on a
continuum of male-dominated female sexuality which is charaeterizy various forms of
coercion because of women'’s socio-economic dependence on men. Bilew(8ir5), on the
other hand, argues that rape primarily constitutes an act of violgnoed at signifying
dominance and humiliation. Rape is thus not solely an act of physibahee but also an act of
signification because it constitutes a gendered expression of appreSmice it is an act of
sexual violence, it traditionally evolves from the difference ketwmale and female. Men are
capable of rape while women are not and while men can be rapeddtoodiag to Teresa de
Lauretis (1987), they are raped as “women in a social senseai@7inale-male rape degrades
the victim by imposing on him the status of the female.

Rape and sexual assault against women are all too common imevamid regularly
employed by soldiers as a weapon in wars in order to humiliate the enemyafmie German
soldiers raped women in World War | when they marched through uBelgind France.
American Gls raped in Vietnam as did soldiers during the waorimdr Yugoslavia. During
World War I, Wehrmachsoldiers and SS systematically committed rapes in occupied iesyntr
in fact rape constituted a significant part of the Nazi annihilation process.

Although rape in war is likewise enabled by gender difference amdtitutes an
expression of male dominance, it has further symbolic signifecaRape in wartime ought not
solely or even primarily to be regarded as “excesses of singoitdes run wild” (Card 37) but
rather as generating a message in the symbolic context of ibe aad the gender system.

Conquering a woman has the symbolic meaning of conquering a couheybady of the
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woman becomes a “ceremonial battlefield” (Brownmiller 31) amdis& message of victory to
the defeated side. It constitutes not only a physical and symdgi@ssion against individual
women but also an assault on an entire community. The rape of women tends to be considered by
soldiers as part of the loot they are entitled to and symbadizesstruction of the defeated
males’ property. Rape furthermore impacts the defeated comnheuoguse rape may lead to
pregnancy and hence the genetic information of the victimizpassed on while that of the
defeated men is not. Rape thus also violates women in their roheoteers of a future
generation. Moreover, since women tend to hold the family and commagéther, violating or
even killing them constitutes an attack on the stability of a contynuRiape furthermore
symbolically degrades the conquered men and renders them infaiampotent because they
are not able to fulfill their traditional role of protecting their wivestesss or daughters. As such,

women become a token of relations between men.

The Rape of German Women at the End of World War Two

Vast numbers of women victims were raped by Russian soldiers during thetdbsrof
World War 1. This sexual violence not only served the aforemerdieyenbolic purposes but
also constituted an outlet for rage and revenge. Many of the Red galaigrs lost their wives,
mothers, or daughters becaWehrmachsoldiers or the SS had raped and/or killed the women
of their enemies. However, Russian soldiers raped not only Germannwdrey did not
differentiate between political, religious, and ethnic backgrounds and thus alddP@sh girls,
Jewish and communist women who had been liberated from German comnmerdeshps or
came out of hiding to welcome the liberators.

Until recently, the rape of German women by Soviet soldierstiduted a taboo in

German discourse. Helke Sander's 1992 documerBafyeier und Befreitewas the first
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important exploration of this subject and revealed the vast extethieaofrime. By analyzing
statistics of pregnancies, abortions, and venereal diseasespitahoecords, Sander estimates
that between March and October 1945 1.9 million women were raped forther German
Reich, some 100,000 of them in Berlin. Thousands of these women werk diiér they had
been violated, and many others killed themselves out of the shanmrgbatr society had
instilled in them. In presenting these numbers, Sander broke a tabdmalty gave those a
voice who had kept silent for such a long time. However, although therdmtaryBefreier und
Befreitesucceeded in drawing attention to those German women who had beeatrdpEednd
of the Second World War and to rape during wartime generallyldbementary is problematic.
It revives the rhetoric of female victimization, which tHestorikerinnenstreitof the mid 1980s
had rejected. Sander generates a biased representation of menmed woher film. She
constructs a clichéd opposition between the genders. Soldiers agpeter@al rapists and
women as their eternal victims. The German women are prdsastaf they had existed
exclusively in a feminine non-political realm during the ThirddReAs such, they bear not only
the burden of rape but also pay for the crimes committed soleBebman men. Sander rejects
any consideration of what roles women played in the Third Reich. $atits even suggested
that Sander uses the rape of German women in order to balancerthesisic the Jewish victims
of the Holocaust (Koch 32).

However, not all scholars agree that the rape of German wontbe and of the war
constituted a taboo. Regina Muhlhauser (2008), for instance, takes idsaeettyacontribution
to this topic —she citeBefreier und BefreiteEine Frau in Berlin and the ZDF two-part mini-
seriesDie Flucht— claims to finally break the taboo. She argues that the raperafan women

by soldiers of the Red Army has been a topic on and off in Weshany since the end of the
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war, that it thus constituted common knowledge and that this knowledgals@msised in
political discussions. In her conference paper “Vergewaltigungedemtschen Opferdiskurs”
(2008), Muhlh&auser argues that it is not the rapes by soldiers &att Army that constituted a
taboo in Germany, but rather those by Wehrmachtand SSat the front, during their fight
against partisans, Wehrmachtsbordellerduring transports of prisoners, during occupation, or
before executions. She considers it wrong that these crimesrgedyIneglected in the research
literature. Furthermore, Muhlh&user regards the ubiquitous depictidRus$ian soldiers as
rapists of German women as ethically problematic not leastibedt can by employed by right
wing revisionists in arguments that the war against the ‘scissn Untermenschen” was right
and justified.

| agree with Mahlh&auser. Although it is important to draw attention to the rape wla@er
women in order to give those victims a voice and to draw attenticpé&in war in general, the
discourse becomes problematic when German women are solely degsctape victims and
their complex prior roles and subject positions of perpetrator, feloand bystander in the
Third Reich are disregarded. A widely held belief among manyirfists is that especially in
wartime, women are solely victims and martyrs, who are bratilimped, tortured, killed, and
left alone in a world dominated by patiarchal power. An ellyicasponsible and historically
viable discussion of the rape of German women at the end of the SearlttWéar must also
provide the specific historical context, i.e., it must be contexedliz the crimes committed by
many Germans, both men and women, particularly the Holocaust anthabe killings of

millions of Slavic people.
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Anonyma’s Diary

Eine Frau in Berlin: Tagebuch-Aufzeichnungen vom 20. April bis 22. Juni i$9dfe
diary of a woman. She depicts her personal experiences of ts@Roscupation of Berlin and
provides a vivid and detailed portrait of German life at the endefwar, for instance, the
feeling inside a bomb shelter, the breakdown of city life and sogiety, the behavior of the
occupying forces, and the enforced labor for food. The author is heghiyated and may have
been a journalist since she mentions that before the war sheakwated through numerous
countries, including Russia, where she learned to speak some rRuSsiae the rapes of
German women, including her own, constitute the core subject of the tiarauthor opted to
remain anonymous. Although Anonyma depicts herself and the other Ggsethn women as
victims of individual Russian soldiers, her diary meets the ehgd of honestly representing
these experiences without exculpating herself as bystander TrnittteReich, without assigning
collective blame, and thus does not take recourse to the notion thaifféreng inflicted on
Germans balances the score with the suffering Germanstedfliavhich would become
dominant among conservative historians in the Historians’ Debate.Frau in Berlingave the
brutalized women a voice to share their horrific experiences amdattention to the ubiquity of
sexual violence in wartime. The author not only represented rapedrfemale perspective in
order to express women'’s suffering and discrimination but also prothgetistorical context
for these crimes and accepted her share in collective Geresponsibility for the crimes
committed in the name and with the tolerance and even the support of virtuallyrafirGe

Anonyma seeks to describe what she experienced as analydicdliynbiased as possible
because she is aware that these experiences have hisigndatasice and that her diary thus

constitutes a historical record. She observes, for instance, thatértebt Geschichte aus erster
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Hand, Dinge von denen spéater zu singen und zu sagen sein wirdinerhNahe 16sen sie sich
in Birden und Angste auf. Geschichte ist sehr lastig” (26). Even sieris being treated as
exclusively a body and thus an object, she sees herself as petbof and a subject and comes
to independent judgments about her experiences. Anonyma reports not onlyhabawn
difficult and dangerous situation but also the stories of other wantemtific rapes. She also
reflects on the fine line between rape and prostitution, or asallseitc “Essen anschlafen”
(206). However, she not only sets out to engage in a quasi-prostitugtatednship with a high
ranking Russian officer to have access to food but also becausecshatelg assessed the
situation that he would protect her from further rapes. Despitexperiences, Anonyma does
not hate Russians collectively. Since she speaks some Russiag,adle i0 see the men not
only as brutal rapists but also as individuals. She is awaré&t@ratan men probably behaved
likewise and thus partially contextualizes the rapes of Gernoanmew, including her own, in the
history of World War I1.

German men only play a minor role in Anonyma’s account. They areeautmlprotect
the women and surrender them to the Russians in order to protectlttemmB®wever, in the
exceptional moral universe of Berlin in the spring 1945, “kein Mann verliert ssicka, weil er
eine Frau, sei es die eigene, sei es eine Nachbarsfrau, dem Qiegegibt. Im Gegenteil, man
wurde es ihm verdenken, wenn er die Herren durch Widerstand rgiZi¢). German men are
not only unable to protect ‘their’ women but also to face the cues®es of the mass rapes.
They did not want to know about these experiences, and husbands who did know even
abandoned their wives after they had been raped because to themtituteshsheir own
ultimate humiliation. Anonyma depicts the reaction of her boyfri@agaradigmatic. After he

returns from the front, she asks him to read her diary, which shaihatly written for him,
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because she wanted him to understand what had happened to her. Hoeeaseunable or
unwilling to understand and instead blames the raped women, callinggbleamlos” (274) and
complaining that “es ist entsetzlich mit euch umzugehen [denn]MédlBstabe sind euch
abhanden gekommen” (275). Anonyma perceptively interprets the defdet dhird Reich as
indicative of the irreparable decline of the male archetype it venerated.

Throughout the diary, Anonyma considers larger questions of societyaaditynwithin
the extraordinary circumstances of the war and the Third Reigha Bystander, she neither
opposed Nazism nor was she a faithful party member. Friends adviséd leave Germany
before the war, but she decided to stay. Although Anonyma feel®trest country and wants to
share the fate with her people, her national loyalty does not blind&deo the crimes
committed in the Third Reich. While she acidly notes how quicklyrnetghbors went from
praising Hitler to mocking him, she asks herself about her own dhatbe collective
responsibility: “War ich selber daflr? Dagegen? Ich war jedlenfattendrin und habe die Luft
eingeatmet, die uns umgab und die uns farbte, auch wenn wir es nidehiv@B3). Although
she only briefly touches on atrocities against civilians comdliietheWehrmachiand theSS
during the Second World War and on the Holocaust, Anonyma does acknowledg#lective
guilt resulting from these crimes, despite her own daily steufigl survival. On June 15, 1945
she writes: “Unser deutsches Unglick hat einen Beigeschmack kel Krankheit und
Wahnsinn, ist mit nichts Historischem vergleichbar. Soeben kam dRedtie wieder eine KZ-
Reportage. Das Gralilichste bei all dem ist die Ordnung und Spaisaktillionen Menschen
als Diunger, Matratzenfullung, Schmierseife, Filzmatte [...]” (273).

While Anonyma does not pity herself, refuses pity from others, aokthowledges

collective German guilt and responsibility, Kurt W. Marek, the editor ofdkeand friend of the
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author, writes in the epilogue that in 1947 she told him that “keins per ®ann das Erlittene
gleich einer Dornenkrone tragen. Ich wenigstens hatte dashiGefass mir da etwas geschah,
was eine Rechnung ausglich” (283). The statement not only impkesirtiplistic notion that
women largely pay the price for the crimes of men but alsetiieally and epistemologically
even more questionable idea of balancing the score, which would beconredbthiring the
Historian’s Debate. However, as the statement is not part afidhge itself but reported by the
editor in the afterword to the 1959 edition, i.e., some twelve yéarsitawas supposedly made,
it ought to be regarded with critical distance. Whatever Anonyiana have said in 1947, Marek
may well have misremembered it in sync with his own interpoetaf both the Third Reich and
the rape of German women in its aftermath. It is certaithlic&ly irresponsible to argue that the
mass rapes balanced the score and thus exculpated Germans fymésecommitted in the

Third Reich.

Official ReceptionEine Frau in Berlinn the Media

It was journalist and author Kurt Marek who persuaded Anonymaake her diary
public. The manuscript was first published in an English translatid®%4, and one year later,
it appeared in nine more languages. In 1959, the first Germanreditivhich was published
with the Swiss publishing company Helmut Kossodo -- promptly caaeedutrage in West
Germany, and the author was accused of besmirching the honor ofrtGeomeen. Rape and
sexual collaboration for survival were taboo subjects in the postwidpgEnce German men
resented being reminded of ‘their’ humiliation through the rape‘tidir women as a
consequence of the lost war. Anonyma decided against publishing heradain, but gave
permission to reissue it after her death. She died in 2001, and author Hans Magnus Enzensberge

the book’s editor, and the German publishing house Eichborn made the documkaitieavai
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again. When it was re-released in 20B#)e Frau in Berlinwas reviewed widely in German
newspaper feuilletons and quickly became a bestseller. Revieves agasistently positive,
calling it a book that provides an important perspective on taeftibrdinaryBerlinersduring
the siege and early occupation of the city by the Red Armyastpraised for its juxtaposition of
shocking directness and detached irony, its lack of self pity, Anaisysensitivity to language,
her qift for precise observation, and clear judgment. It was widehsidered not only an
important historical document but also one with significant literary merit.

Felicitas von Lovenberg describes the diary in #&Z as “ungeheuerlich” and
“einzigartig”, a book written in “einem bemerkenswert lakongsthunsentimentalen, geradezu
professionellen Ton” Eine Frau in Berliti 33). For her,Eine Frau in Berlinconstitutes “ein
aul3erordentliches historisches und literarisches Dokument” (33). do&sbnsbein calls the
book “ein menschlich berihrendes und literarisch gewichtiges Dokum#ig Erau als
Kriegsbeute” 182). And according to Erhard Schitz (2003), the diary daimstensity “vor
allem aus einer kalten Lakonie, einer bis zum Sarkasmus dat@mziSelbstbeobachtung. Sie
hat etwas vom Nuchternheitsgestus und Kaltepathos der an Hemingesghulten
Kriegsberichterstattung” (n.pag.). Reviews unanimously praise Ananfpr her meticulous
observations of exceptional historical situations, for her refleain complex ethical and moral
questions, and for maintaining her integrity and consciousness under soeptianal
circumstances. Several critics note that Anonyma finds it infes® develop undifferentiated
hatred for the soldiers of the Red Army. Elke Nicolini (2003), fotaimse, considers the diary
“ein ergreifendes wie erstaunliches Dokument [...] weil sich inkleme Spur von Hass findet.”
A reviewer in Damals: Das Magazin fur Geschichte und Kult(2004) similarly notes,

“bemerkenswert ist, dass die russischen Soldaten nicht perdsemrat werden, es bleibt trotz
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aller Erniedrigung die Kraft zur Differenzierung”’Hihe Frau in Berlii n.pag.). Katharina
Dobler (2003) likewise writes that the victimizers have personalities, samend the

idiosyncrasies of individuals. According to Débler, Anonyma diffdeges “unter den Mannern,
die als Sieger, als Feinde, als Racher durch Keller und Wohnungen:Zs&eeichnet sie als
Individuen, unterscheidet die verhinderten Romeos, die wirklichen Frauenhdiss@/ilden —

sogar Unterwirfige sind dabei; und sie schatzt die Gebildeténihmen ausgepragten
Umgangsformen” (n.pag.). The critics thus acknowledge that Ananyancomplishes
representing the rape of German women without either assignilegtoe blame and without
pitying herself.

However, a number of reviewers take Marek’s comment that Anorrgmsidered the
rapes as something “was eine Rechnung ausglich” as if it areneherent part of the diary
rather than an editor's remark reported some twelve years iaftesis (supposedly) made.
Angela Gutzeit (2003), for instance, writes “sie hat mit wackemstand die ersten gesicherten
Meldungen Uber das Geschehen in den Konzentrationslagern wie auch Ubefitdasdéf
Deutschen Wehrmacht in Osteuropa aufgenommen. Das alles fuha sieem in ihrer Lage
unglaublich bemerkenswerten Gedanken, namlich dem von der ausgleicti@ackehtigkeit”
(12). Similarly approving of this ethically irresponsible notion thab wrongs constitute
“ausgleichende Gerechtigkeit,” Rudiger Suchsland comments in his oalitide, “die
Deutschen hatten die Sowjetunion Uberfallen, hatten gemordet, gelvaatsgergewaltigt.
Eine Frau, Anfang Dreil3ig, halt es zumindest fir moglich, dastail@twas geschieht, ‘was eine

Rechnung ausglich™ €ine Frau in Berliri n.pag.). And Hanna Leitgeb (2003) even argues:
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Beim Lesen dieser Notizen wird einmal mehr deutlich, dass det HAes
Nationalsozialismus mit dem gangigen Opfer/Tater-Schentd hatztgiltig zu erfassen

ist. [...] Das Tagebuch erweitert vielmehr die Reihe der bekanntetig@texte um eine
Perspektive, in der es um die Deformierungen einer birgerlicheell&#aft unter
unvorstellbaren Belastungen geht. [...] Das Buch ist kein Zeugnis dks3ténds, kein
Zeugnis eines nationalsozialistischen Mitlaufers oder Tétees Opfers, sondern eines
anderen, ebenfalls deutschen Lebens zwischen alldem. Wir hab&agiblcher der
Anne Frank und die Viktor Klemperers [...] und nun haben wir auch diese
Aufzeichnungen einer anonymen Frau, die diesen Kanon um eine wichtigeeSumm

erganzt. (n.pag.)

Although Anonyma’s diary may well constitute a significant additio the literary
canon about the Third Reich, Leitgeb’s comment obscures the fa&rnbayma was indeed a
bystander to Nazi perpetration before she became a victim oétbage enacted by some of its
opponents. Furthermore, comparing Anonyma with Anne Frank and Viktor pekem
ahistorically merges German victims and victims who wereepated by the Nazis and comes
too close to the notion ascribed by Marek to Anonyma that the rapses of German women

balance a score and thus exculpate Germans from collective and/or individual gui

The Anonyma Controversy

In September 2003, a debate emerged about the authenticity of thartdiaipnonyma’s
identity after Jens Bisky's article “Wenn Jungen Weltgeschictpielen, haben Madchen
stumme Rollen” appeared in ti&iddeutsche Zeitun@003). He questions the authenticity of

the diary and argues that “das Buch [ist] als zeithistorisBloésiment wertlos” (16) because it
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is not clear to what extent Anonyma edited the original documeateb#ie initial publication.

Bisky stresses that the published diary is not the one she wrote in the $d94 oReferring to

a note in the 2003 edition that “der Text folgt, mit einigen r&kturen, der deutschen
Erstausgabe” (16). Bisky moreover points out that the first editmn 1959 is not identical to
the 2003 edition which reinforces his argument against the thidterical authenticity. He

furthermore argues that not only Anonyma but also Marek editedxhd_&st but certainly not

least, he argues that the diary could only be regarded as antauthstorical document if the
identity of its author were known only to uncover her identity himsd¢ntifying her as Marta
Hillers, according to Bisky, she was a German journalist aimte sshe wrote for some
insignificant journals during the Third Reich, not only a passivéabger but an active Nazi
follower. Hillers later married, moved to Switzerland, abandoned josmmaand disappeared
from the public sphere.

The article generated a vehement controversy over Anonyma’s tydearid the
authenticity of the diary. Enzensberger was furious about theaterebf Anonyma’s name and
Bisky’'s accusations, and in an interview wier Spiegel (2003) he calls Bisky an
“Enthdllungsjournalisten” and “Schnuffler,” and accuses him of “Schagkes” (“Verdeckte
Ermittlungen” 147). Rather than engaging in a rational debate logauthenticity of historical
documents, the right of witnesses to anonymity or Marta Hiljedsnalistic publications in the

Third Reich, Enzensberger’s response exacerbates Bisky’'s accusatorigrhet

Die Autorin wul3te sehr wohl, dass sie anonym bleiben wollte. Sidewsath weitere
Demiutigungen ersparen wie diejenigen, die ihr nun nach ihrenzdgeimutet werden.

Ihr damaliger Lebensgefahrte, dem sie den Text zu lesen gélbe wach der Lektire
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nichts mehr mit ihr zu tun haben, und nach der Erstverotffentlichungudds warf man
ihr vor, die Ehre der deutschen Frau beschmutzt zu haben. Deshalb weoldmes
Neuauflage zu Lebzeiten nicht zustimmen. Das war, wie sich, zeige kluge

Entscheidung. (“Verdeckte Ermittlungen” 147)

In another interview (“Profilneurose”) with thideue Zircher Zeitung?003) he adds:
“Offenbar fand der Verfasser des Artikels eine gewissai@&kfjlung darin, das Opfer einer
Vergewaltigung auszuspionieren und ihren Namen der Offentlichlestzoigeben. Ich finde das
ekelhaft. Die Autorin hatte gute Grinde fur ihren Wunsch, anonym zbebl&iFurthermore,
Enzensberger notes that the fact that the 2003 edition is not idéntibal 1959 text was clearly
stated in the note to the 2003 edition. Hannelore Marek, Kurt Marek’s wagiowcustodian of
the manuscript, indicated that the changes were not only minor éai$@been authorized by
Anonyma prior to her death. And although Bisky’s claim that thgiral notes taken during the
Berlin occupation were later revised is true, this was likeweeer obscured. In both the 1959
and the 2003 editions, the foreword explains that Anonyma wrote abouéxperiences
contemporaneously from April to June 1945, producing ultimately threeasep@atebooks. In
the summer of 1945, she converted the original notes into a coherentcnntidabei wurden
aus Stichworten Satze. Angedeutetes wurde verdeutlicht, Erineergesigt. Lose Kritzelzettel
fanden ihren Platz an gehoriger Stelle” (5).

In order to clarify the situation, the Eichborn publishing house hiretlkweivn author
Walter Kempowski to investigate the authenticity of the origimaddwritten manuscript, which

had been in Hannelore Marek’s possession since her husband’s death in 167 tloatly
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examining the original notes and typescript, Kempowski declaredi#tng authentic. Joachim

Guntner (Eine Frau in Berlir)) summarized Kempowski’s report as follows:

Die Durchsicht der Handschrift und des Typoskripts ergeben keinereldinlarauf, dass
Marek - oder irgendeine andere Person - an der Herstellung deskivpisusiitgewirkt

haben. [...] Die datierten handschriftlichen Aufzeichnungen ‘tragenMdligkkmale des
Authentischen’: zum Teil fluchtige, dann wieder ordentliche Schuféchselndes
Schreibgerat (mal Tinte, mal Blei-, mal Rotstift), vergitbtdPapier und ein
‘unverwechselbarer Tagebuchton.’ [...] Allerdings bringen ihn Unterschzedschen

den Handschriften und der Reinschrift auf Schreibmaschine zu deih hige nun sei

‘der Text aus dem gerade zu Ende gegangenen Erlebnis heraus erfullt’ worden.

When | contacted Hannelore Marek myself to ask if Anonyma ot Kiarek had
received and collectetleserbriefe she wrote the following with respect to the authenticity
guestion: “Allerdings hat Anonyma kurz vor ihrem Tode ihr Script unch alas Buch noch
einmal grindlich durchgesehen — die Eichborn-Ausgabe ist absolt{TNWGn fremder Feder
verandert, sondern nur von der Autorin selbst [...] in wenigen Passagen.”

Only a few critics sided with Bisky in the controversy. UrdMi@rz’s (2003) convoluted
rhetoric in herFrankfurter Rundschaarticle seems to suggest that the diary lost its historica

credibility:

Die Vorstellung [...] auf die Zeugnisse weiblicher Kriegsopfee, deugnisse an Frauen

verlbter Kriegsverbrechen, mithin auf die Zeugnisse der Erfahmwntgerer Mitter und
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GrofBmutter, werde ein Editionsniveau der B-Klasse angewandt, aufFdedierung
durch Emotionalisierung ersetzt wird (‘es ist so ein toller Jextliese Vorstellung ist
emporend. Es ware die Sache von Leserinnen, Historikerinnen und Publinisgénmem

solchen Buch die Anerkennung zu entziehen. (15)

While Marz seems to suggest nonsensically that the diargaisthentic because it

generated an emotionalized reception, Ina Hartwig (2003) comments in the same pape

Nach wie vor kann man sich dem Text der Anonyma auf vielen Weggerfd nahern.
Die radikalste Frage ware sicherlich die: Kann eine Frau Ubetisa kihl und zugleich
so einfihlsam Uber die Triebdurchbriiche der Soldaten, Uber die elfgegewaltigung
berichten? Eine andere Frage ist nach wie vor tabuisiert, und aucbutishten von
Kempowski I6st sie nicht: Wer war die Tagebuch-Schreiberiae?I2Redakteur Jens
Bisky hat viel Prigel dafur einstecken mussen, dass er diaetédetdr vor zwei Jahren
verstorbenen Verfasserin gelluftet hat. Die Aggression, die ihgegen schlagt, bleibt
ratselhaft. Man kdnnte vermuten, dass sie weniger mit verletazistadsregeln zu tun
hat, als vielmehr mit dem Ergebnis seiner Recherche. DemnaehdvedAnonyma eine
damals junge Frau namens Marta Hillers, die sich mit propagaetisgefarbtem
Journalismus durch die Nazizeit gemogelt hat. Die Wirklichkeit ktwetgger erhebend
sein als der Wunsch nach moralischer Integritat. Es ist dWs@sch, der das Denken

vernebelt. (17)
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It is precisely questions like Marta Hiller's role as ag@e bystander or active follower

in the Third Reich, how the knowledge of her past may affect teptien of her diary, and why

she reflected so little on the diary itself on her life inThed Reich that were disregarded in the

hyperbolic journalistic debate. Most critics emphatically tejg@¢hat Bisky revealed the identity

of the author and, rightly, argued that he had no evidence for dgga#tins of inauthenticity.

Felicitas von Lovenberg (2004), for instance, wrote:

Mehr als nur die Grenzen des guten Geschmacks waren jedochtyaittetiens Bisky
von der Siuddeutschen Zeitung das Werk ohne Belege als Falschustglitda
Angeblich, so insinuierte er, habe C. W. Ceram alias Kurt Marekdean Text
entscheidend mitgeschrieben. Hans Magnus Enzensberger, Herausgeber des\Beside
die Beschuldigung ebenso zurick wie Hannelore Marek, Witwe Mareis
Rechteinhaberin des Buchs. Dennoch war der Vorwurf in der Wel jetat. Walter
Kempowski, Herausgeber zahlreicher Tageblcher und Begrinder eigesere
Tagebuch-Archivs, hat die Authentizitat der Aufzeichnungen der ymaniberprift. In
seinem Gutachten, das an diesem Dienstag im Feuilleton der Ftanlk&ilgemeinen
dokumentiert wird, bestéatigt er nicht nur die Echtheit der Vorlage und de
‘unverwechselbaren Tagebuchton’, sondern weist auch darauf hin, dal3 der ixferlag
Vorwort tUber Herkunft und Schicksal der Aufzeichnungen bereits detailuskunft
gegeben habe. Was bleibt von der Affare? Genugtuung Uber die Refrabd der

Autorin und der schale Nachgeschmack einer Verleumdung. (“Walter Kemp®®&3ki”

% See, for example, Joachim Giintner's article “Vehdiggung ohne Beleg” from September 28, 2003N#Z
online http://www.nzz.ch/2003/10/01/fe/article940YZ.htn{accessed August 1, 2009); and Felicitas von
Lovenberg’s article “Eine Frau in Berlin” in theAZ from September 25, 2003.
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Renée Zucker even dubiously argues that the historical autherdicithe diary is

irrelevant because it is subjectively truthful:

Insofern wirde ichEine Frau in Berlin von wem auch immer sie unter welchen
Umstanden auch immer geschrieben wurde, immer wieder diggriwollen: als einen
Text, der mich erschittert und beeindruckt hat tber das hinaus, wasclerefdst — und
der mir die Erfahrung einer Generation sehr deutlich gezeigtdmatich in dieser
Klarheit vorher nicht gesehen habe. Die Auseinandersetzung utber Aadnyimhat
etwas mit dem Recht auf subjektive Erfahrung zu tun, mit Keretvie Wahrheit,

Verlasslichkeit und Lauterkeit. (“Erfahrung einer Generation” 14)

H.-J. von Leesen (2003) reports with ethically questionaBlehadenfreude

“Unbeschadet davon steht das Bilighe Frau in Berlinjetzt auf der Bestsellerliste” (n.pag.).

Vernacular Reception: Reader Reviews and Comments

In order to analyze how the average readers reacteishéorrau in Berlinand to explore
how their reception relates to the views expressed in newspepes & sought to analyze
reviews and comments by readers. However, | was unable to bbtarbriefe | both contacted
Eichborn, who published the Germany 2003 edition and Henry Holt and Company, the American
publisher of the 2005 English edition. The latter informed me thatdbewt keep such archival
material and Eichborn responded that they did not receivelLasgrbriefe | furthermore
contacted Hannelore Marek, who wrote that sueberbriefedo not exist, neither for the 1959

nor for the 2003 edition:



75

In all den Jahren seiner Vertffentlichung — die allererstea@efimit einbezogen — hat es
Uberhaupt keine Leser-Reaktionen in Form von Briefen gegeben. Gewlksdieses
Gebaren als ein Besonderes zu werten. Hinzu kommt, dass vor rund fiatizgn das
Leserpotential die direkt Betroffenen waren [...] indessen diedeutieserinnen bereits

deren Kinder und Enkelkinder sind.

It is unlikely thatEine Frau in Berlinshould not have received any reactions by readers.

The first edition in 1959 was very controversial and was accusedsofitching the honor of
German women. It seems likely that outraged readers would h#tenwetters to express their
anger. The 2003 edition was a bestseller and widely review&enman newspapers, and it is
highly unlikely that none of its vast numbers of readers wreserbriefe If it were indeed the
case, the reasons may be that the book was written by an anonyomas, who had also
already died in 2001, and hence could no longer be reached by ldti@rsver, this argument
does not pertain to the 1959 edition. Despite the anonymity of the author, readers coudsthhave s
their letters to the publisher with the request to forward tteethe author. It seems more likely
that the author did not retain the letters she received becausavéneyso hostile. However,
given the dominance of the computer today and the death of the agdu®rs may have opted

to sharing their opinions with other readers via internet. And indeecthsaa the internet for
reader reviews oEine Frau in Berlinwas successful. Hence, the analysis of the vernacular

recpetion is based solely on internet souftes

3 | analyzed the reader reviews posted on three itesbsl) the review section on Amazon.de :
http://www.amazon.de/Eine-Frau-Berlin-Tagebuchaiefzeungen-

April/dp/3442732166/ref=sr_1_1?ie=UTF8&s=books&ql®41468468&sr=8-1 (accessed August 1, 2009); 2) the
review section on buecher.de: http://www.buechéstamp/BerichteErinnerungen/Eine-Frau-in-
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Reader comments are likewise largely positive. Only ten oltheotdtal of about fifty
readers refer to the debate about the authenticity of the book. ¥MBileay not proportionally
reflect how many readers followed the discussions about the sleuthenticity and the author’s
identity in the newspapers, it seems to indicate that the debate onlyd@atheority among the
actual readers. Helgakdfz(2008), who summarizes the newspaper debate and condemns that
Anonyma’s identity was revealed, stresses that every rapen\stiould have the right to stay
incognito. She furthermore argues that “auf mich wirkt das Buoingg, es ist mit stilistischem
Geschick und schriftstellerischem Talent geschrieben. Fasmdieist der distanzierte,
manchmal kalt berechnende Ton. Allerdings glaube auch ich, dass dminAulre
Aufzeichnungen spéater Uberarbeitet und ausgeschmiuickt hat.” However, she seenartbatabs
her notion that the diary is authentic by recourse to its agstinetit which not only seems
illogical, after all fiction is also skillfully composed, bupgarently for the same reason she
considers the diary to have been edited subsequently. EinKunde (“Beesamil)ckwho
likewise believes that the text was edited later, similarbued that “Die schonste Wahrheit (in
einem Buch) nutzt nichts, wenn sie nicht lesenswert formusierLesenswerte Wahrheit liegt
hier ohne Zweifel vor.” Kristina (2007) who criticizes Bisky favealing Anonyma’s identity
and, echoing the emotionalized rhetoric of the newspaper debate, drgiube debate about the

diary’s authenticity did not diminish the book’s value:

Berlin/Anonyma/products_products/detail/prod_id/23858/vnode/1/Ifa/quicksearch-index-1-titel/ (acmEb
August 1, 2009); 3) the review section on ciao.dehttp://www.ciao.de/Kommentare-zu-
Testbericht__Eine_Frau_in_Berlin_Anonyma_284543%d¢ased August 1, 2009). However, all quotes deenta
from the Amazon.de reviews f&ine Frau in Berlin

32 Internet users get user names in order to stayiyanmous. These names sometimes ignore spelling and
upper/lower case rules and other regulations. s dissertation, | quote the original usernamegoasd on the
respective Internet forums.
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Da Anonymas mutmalllicher Name inzwischen unaufhaltsam durch dieeMedi
gegeistert ist, halte ich es fir scheinheilig, so zu tun alsleleWunsch der Autorin
gewahrt worden. Die skrupellosen, wihlmausartigen Recherchen sind meit
rickgangig zu machen. Auch wenn sich wohl einige Menschen aufrkaeseBuches zu

profilieren versucht haben, so andert es flr mich nichts an dessen Wert.

H.P. Roentgen (2004) considers the discussion about the book’s authenticily “vol
daneben” and argues that it is irrelevant whether the diaryedited later by Anonyma herself
or even by Marek because, edited or not, it depicts “ein ‘écBiks des Frihlings 1945.”
Reviews written by readers who experienced the end of thesame of them in Berlin, state
that Anonyma’s diary reads like an authentic account of that time.

Like the newpaper articles, the online reader reviews armelgnpositive and consider
the diary “einzigartig” (Christian Junghans 2008), “beeindruckend” (EinKunde
“Beeindruckend”), “wichtig” (ruessler 2008), and “ein schonungsl@segises Zeitzeugnis der
letzten Kriegstage” (H.P. Roentgen 2004). Readers praise Anamyamatt style and precise
descriptions. They consider the diary a realistic account ofiflifapril/May 1945 in Berlin,
which was dominated by hunger, despair, violence and fear. Reaedtsthermore impressed
by her objective and self-reflective account, which lacks semtiatity and self-pity and reflects
her differentiation among the perpetrators, whom she does not cowdéeatively. Most of the
readers are impressed that she is able to report objectivélfaetually about her perpetrators
and to provide honest characterizations of the soldiers of the Reyl Acrording to helladres
(2004), “was mich ganz besonders beeindruckt hat, ist ihre immervd@h@jektivitat bei der

Charakterisierung der ‘Eroberer’ [...] auch, wenn sie von diesemwzigen Ereignissen
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berichtet, bleibt Anonyma sachlich. Sie bemuht sich sogar irewolé¢allen noch um ein
gewisses Verstandnis [...].” EinKunde (“Ein Schicksal”) similanyites, “bemerkenswert ist,
daf3 die Autorin weder anklagt noch Rachegedanken schiirt - sie gaohildach und geradezu
abgeklart, was passiert ist [...] mir ware es kaum gelungem&ulich ohne Hass-und
Rachegefuhle zu berichten.” And according to TinaRostock (2007) Anoriye@et nicht,
schert nicht tber einen Kamm, sie hasst nicht. Sie schaffbesdteses Horrors, die Menschen
zu sehen hinter den barbarischen Akten.”

Readers agree th&ine Frau in Berlinis an important historical document of life at the
end of the war. Anonyma conveys to them the fear and claustrophobia anboi@b shelter
during a bombardment, the breakdown of city life and civil society, bileavior of the
victorious Soviet soldiers, and the enforced labor clearing out the ridvidteod. They consider
it a brilliantly vivid description of life in Berlin’s ruins. Blchegak’'s (2008) summarizing
comment is paradigmatic: “Ein tolles Buch, ein Zeitzeugnig® @8 kaum besser geschrieben
sein kann. Es ist berihrend und zu herzen gehend, es ist wahr und schornunty$tesarisch
ganz sicher ein Leckerbissen. Sie urteilt klar und nimmt keitt Bta den Mund, sie stempelt
aber auch die Russen nicht komplett ab, sie gibt dem Leser ein kimsp&efihls- und
Gedankenbild dieser Zeit.” ruessler (2008) similarly writes, ‘&leBuch ist wichtig. Jeder, der
sich mit den Geschehnissen von 1945 befalit, sollte es gelesen haben. Sthenmumpoffen
schildert die Autorin die letzten Kriegstage und die Zeit danade, sie die Berliner
Bevolkerung erlebt hat - vor allem die Frauen. Das Leid wird ohne Draenatigigeschildert.”

While reviewers welcome the fact that this subject finatlieeed the public sphere, like
Anonyma, they do not express collective hatred toward the Russidiers but consider the

mass rapes emblematic of the inhumanity of war. According toRtaéntgen (2004), “nicht nur
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die der Russen, auch die deutsche Wehrmacht, die Japaner und die ancherem #aben keine
weille Weste. Man kann nicht junge Manner jahrelang in Kommissséécken, durch die
Weltgeschichte scheuchen, Kopf und Kragen riskieren lassen,hsetajag in Mé&nnerbinden
halten und erwarten, dass sie sich anstandig und ritterlich gegeenFverhalten.” Andrea
(2003) similarly argues that “das Buch zeigt auch, wie aus Mensalie zu Friedenszeiten
wahrscheinlich liebevolle Ehemanner und Vater sind, durch diesehtliaren Kriege
Unmenschen werden, die ihre eigene Verzweiflung an Schwacherassams! The dominant
notion among readers is thus ethically commendable but episteméiogisastionable because
of ahistorical pacifism. EinKunde (“Eine Mahnung”) likewise wsitéhat “fir alle Generationen,
die das Gliuck hatten, ohne die schreckliche Erfahrungen eines Kregeuwachsen, sollte
dieses Buch zur Pflichtlektiire gehdren.” Readers considetat@ament that depicts the horrors
of war when social conventions collapse and moral standards vantble iiace of extreme
violence. As H.P. Roentgen (2004) notes, “der Krieg macht im allgemeius Menschen keine
bessere Menschen, sondern verroht.” And Heidiz (2008) writes, “mas @mfach wissen, wie
schrecklich diese Zeit war, um zu begreifen, dass dies nigewjgassieren darf.” Spanierin
(2008) also perceivdsine Frau in Berlinnot as a diary about the Second World War but about

war in general:

Es geht wirklich NICHT um die Nazis im Buch, sodern um Krieg ureldie normalen
Menschen wahrend des Krieges leben bzw. versuchen zu Uberleben, Fral@mdend
alte Menschen [...] sie sind allein, die M&nner im Krieg. Man mdassBuch lesen, denn
sie erzahlt was Krieg tatséachlich bedeutet, und zwar fir dimalerLeute. Das Buch ist

sehr hart aber so ist das Leben auch, im Krieg, und Verggwaden kommen immer im



80

Krieg vor. Deswegen hat die Erzahlung nicht unbedingt mit den Naziarz Das ist

immer so, was ist dann im Kosovo passiert oder im Burgerkrieg in Spanien? &g Gle

Furthermore, two reviews compared Anonyma to the diary of AnaekFAccording to
TomKatschi (2003), “wer Anne Frank gelesen hat, wird an diesem Biobhvorbeikommen.”
And EvilElvis (2007) writes, “dieses Buch sollte als Pandent auTagebicher der Anne Frank
in deutschen Schulen gelesen warden.” because, as ruessler (2068) ‘achliel3lich sollte die
deutsche Geschichte nicht nur einer einseitigen Betrachtung ageerzvarden.” As mentioned
above, merging the victim positions of Anne Frank and Anonyma isoabatand ethically
irresponsible as it can serve to relativize Nazi crimelsdbgncing the score in order to exculpate
Germans from collective and/or individual guilt.

However, it is most striking that, as in the newspaper reviews, none of thesrestbets
on Anonyma’s role in the Third Reich, to what extent this knowleagacted their reception,
or on the role of German women in the Third Reich generally. Readwsvsfollowed the
discussion in newspapers knew that Anonyma was a journalist namesd Milléars, who wrote
for minor Nazi journals and that both Hiller and Marek had connectiorthe Nazi party.
Although she was not a perpetrator, she was a follower. Howekiether or not readers knew
Anonyma’s identity, the question of her involvement in Nazi ideologypadtice arises in the
diary itself as the author reflects on it in her diary estrié only briefly. Anonyma also
mentions, although likewise only in passing, the death camps and tkekitiags of Jewish
victims, and the question of collective German guilt and responsibility.

The complex question of how the crimes committed by Germans arel itifbsted on

them can be historically and ethically adequately representeidhws essentially the core
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qguestion of thépferdebattewas ignored in both the vernacular and official memory generated
in reader and newspaper reviews. This indicates that in contemp@@eaman cultural memory
ordinary Germans, both bystanders and followers, are simpligtreationceptualized as victims
rather than as occupying a more complex subject position. Whilmapargue that readers and
journalists took collective German guilt and responsibility aslaevident, it seems more likely
that because they like and empathize with the author, even ideritifhev, they do not want to
complicate their initial empathic response to the diary byecglins on her past. After all,
Anonyma “schreibt aus der Sicht eines ganz normalen Menschen”ileK'Ein Schicksal”)

and is “eine Frau wie du und ich” (Lindenhof 2003).

Unlike the newspaper reviews which invoke Marek’s comment that Anongnsdered
the rapes to be balancing the score between German crimes andch#wiflicted on Germans,
reader reviews do not explicitly make such an unethically vedaig claim. However, both the
official and the vernacular reception Bine Frau in Berlinreflects and reinforces the tendency
that dominated both West German collective memory of the 1950s andrtkatOpferdebatte
of exculpating bystanders and followers from guilt by blaming @ngmall group of evil Nazis
who seduced the essentially decent German people. Both the |offitdathe vernacular
reception even seems to be less critical with respect tolhef ordinary Germans in the Third
Reich than Anonyma was herself. At least she reflected opdsty the Nazi crimes, and her
share in the collective guilt, if only briefly, while the redgeptessentially effaced these core
guestions in order to cast ordinary Germans primarily if not salglyictims in sync with the

dominant discourse of ti@pferdebatte
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The Film Adaptation dEine Frau in Berlin

Eine Frau in Berlinwas recently adapted into a movie, which premiered on October 23,
2008. It was directed by Max Farberbock, who also dire&tete & Jaguarwhich is likewise
set during the Third Reich and was nominated for the Golden GlobedAaaBest Foreign
Language Film. Its producer Gunther Rohrbach had previously producedssacessful
German films aPas Boot(1981), Aimée und Jagual999) andStalingrad (1993). The film
was produced by Constantin Film in cooperation with the ZDF. It woththe4d" Santa Barbara
International Film Festival in the Best International Featuagagory. With Nina Hoss
Farberbdck got a very successful and well-known actress for ddenge character. The other
characters are played by Fassbinder icon Irm Hermann, Juliane Kohteplayed Eva Braun in
Der Untergangand Aimée inAimée und JaguarAugust Diehl, and Ridiger Vogler. The Soviet
soldiers are played by Russian actors like the Russian tleateilm actor Yevgeni Sidikhin,
who plays Major Andrej Rybkin. For the first time, a major Gernmaotion picture focuses
solely on the rapes of German women during the occupation in 19dbjeststhat, like rape in
wartime more generally, had been taboo for a long thitewas depicted in German cinema and
TV only sporadically and marginally, for instance,Die Blechtrommel1979), Deutschland
bleiche Mutter(1980), and, most recently, in the ZDF two-part mini-selbes Flucht (2007).
Even Helke Sander'8efreier und Befreit§1992) generated some hostile reactions. Several
ARD networks did not want to support her project based on the explanati@iténaheWende
one should not emphasize tReindbild RusslandAnd at the premiere, the film was met with
hostility and some demonstrators even called to boyefiteier und Befreit€“Das Ende des

Verschweigens”).

3 See also Jasmila Zbdsi film Esmas Geheimnis — Grbavi¢@005), which represents an account of the mass
rapes during the war in Bosnia and Herzegowina.
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After the war, German women who had been raped during flight@rpation did not
talk about their experiences out of shame. In East Germany, ub#ies of the Red Army
constituted a taboo which was necessitated by the GDR’s mastemtives of
Marxism/Leninism and antifascism, both of which were based onidm@nd explicit
Sovietophilia. Hence, the GDR government eradicated these criomsatknowledged history.
West Germany did not want to harm the already fragileioelsttiip with East Germany during
the Cold War. Although it was neither actively preserved in famdommunicative nor in
cultural memory, the taboo subject was common knowledge. In the conseid@50s, which
were dominated by the economic miracle in West Germany, paiigorivate discourse about
the mass rapes was impossible. Especially the related stiigechany women had been forced
to prostitute themselves with occupation soldiers, predominantly waiterisans who essentially
paid the women with food, cigarettes and alcohol, in order to saveotheilife and the lives of
their families, earned them only contempt. These women wessl éatli-Huren Tommy-Braute
or Russen-LiebchemAnd when the German magazifern asked in a 1948 issue “Hat die
deutsche Frau versagt?,” the magazine received thousands of lattewhich the
Kriegsheimkehreresponded that “diese Frage muss tausendmal bejaht werden” aridetha
deutsche Mann hat dem Feind sechs Jahre widerstanden, die deutscharRiaf Minuten”
(gtd. in “Das Ende des Verschweigemspag.). When Anonyma’s diary was first published in
1959, reactions were similarly hostile and critics accused hdresiirching the honor of
German women. While the 1960s saw the liberal left move towardsothieal center, it was
also the time of extreme leftist rebellion against the ipalitmainstream, most cogently
embodied in the student movements and the Baader-Meinhof Group, who weieniqgesheir

parents’ generation’s alleged clean state with respect toddazes. As a result, the political
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awareness that all Germans bore responsibility for the Nazesrcame to the fore, and it was
impossible to discuss German women as victims. However, thecsm@s covertly present in
the Vertriebenenverbé&ndeand right wing discourse. Only in recent years, particunge the
Wende did the depiction of Germans as victims in books, films and T\érheanore and more
accepted and even popular, thus engenderingfiferdebatteover how German victimhood
ought to be represented in the context of the crimes inflicted by Germans in the diblvd R

Given the subject matter, adapting the diary into a movie waameasy project and the
result is a mixed one. In the following, | will first discuss the positivéoaties and then turn to a
critique of the movieAnonyma — Eine Frau in Berlipublically exonerates the raped women
and draws attention to the systematic use of rape in wanitmegniliate and degrade the enemy.
It reflected and reinforced public discussion of this subject. ttikediary, the film refrains from
simplistic victim/perpetrator dichotomies and seeks to contexeudtiz rapes in the history of
the Second World War. In fact, Farberbdck explicitly stated imemiiew with kinofenster.de,
“das Thema meines Films ist nicht das Leiden der Deutschenhahtbtavoid playing into the
revanchist discourse that constitutes the most extreme positiba @pferdebatteor as he put
it, “um sich nicht gleich mit der deutschen Opferperspektivedentifizieren” he had the first
draft of the script written from the Russian perspective @fstierte eine Kultur’ n.pag.). The
film reflects to a greater extent than the diary itselft tha German women are not only victims
but prior to their victimization had had various roles and subject positwithin the Nazi
system. Like the diary, the film portrays the Russian soldiers as individuals.

Ultimately, however, the film does not manage the balancing oéchistorically
contextualizing the mass rapes while also portraying them afichowividual experiences and

systematically employed crimes. Because in seeking contedtiati, the film fails to
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adequately depict the vast extent of the rapes and the taddhe@immensity of suffering they
generated among the women. While the film follows the diary pictleg the soldiers of the
Red Army not as indistinguishable brutal monsters but as individuasgdépiction seems too
politically correct. Not only does the film include precisely omgpresentative of every
stereotypical figure, such as, the naive farm boy, the brutakspotde educated major, but most
of the men are simply too nice to commit brutal mass rapes.&Rusgndliness and generosity
is also emphasized by the friendly relationship between GermadsRaissians, which
culminates in the&Siegesfeiemwhere Germans and Russians are singing, drinking, and laughing
together. Furthermore, the sole explanation for the violent and brutavibe of Russian
soldiers and officers emphasized throughout the movie is that tkeydaenge for what the
Wehrmachtand SSdid to their families. Anonyma’s neighbor, for instance, stdigenn die
Russen mit uns machen, was unsere bei denen angerichtet haben, danonGradg.” And
when Anonyma translates for a young Russian soldier, she Ibatriset had seen how German
soldiers had killed infants by smashing their heads againstl.aveakover, while Major Andrej
Rybkin was divorced in the diary, in the film his wife had been muddeyethe Nazis. The film
not only unethically justifies the rapes as a balancing of the sasrif two wrongs made a right,
but, reflecting the dominant patriarchal discourse, omits tl@smapes in wartime are always
perpetrated by men on women. In other words, the film reflectsitbéhical and nonsensical
notion that it is the women'’s task to exculpate the crimes cdedrly ‘their’ men by enduring
comparable brutalization. Although revenge constituted one reasdreforass rapes of German
women, it is neither the sole reason nor does it minimize thentexf either the crimes
committed by German or by Soviet soldiers. Armies regularly employaspeveapon in war in

order to humiliate the enemy and assault an entire community sednits widely accepted that
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women, who are thus transformed into objects, constitute part of ththé&yohave earned and
are entitled to. The politically correct representation of theéd@rmy and the reduction of the
reasons for their mass rapes to revenge not only distorts tbadaikreality but also generates
the unethical notion that such revenge constitutes justified payback egsentially evens the
score.

Although the film essentially suggests that the mass rap@snited by German and
Russian soldiers cancel each other out, thus exculpating both thernGamthéhe Russian male
perpetrators, it does not exonerate the ordinary German women frontdhective guilt as
Nazi followers. In fact, the film deviates from the dianythe representation of the women in
general and Anonyma in particular. Anonyma casts herselflgstander when she asks but
does not exactly answer “War ich selber daflir? Dagegen? Icjedenfalls mittendrin und habe
die Luft eingeatmet, die uns umgab und die uns farbte, auch weras wicht wollten” (183).
The film, however, represents her as an enthusiastic Nazi follevirer had a good life in the
Third Reich, for instance, early on in the film she is seenlaviah dinner party, a scene that
does not occur in the diary. And later, when the Major asks her SSeBaschistin?” Anonyma
does not answer. While women centainly actively and voluntarily ggzated in the Nazi
system, the depiction of Anonyma as a committed supporter ofethme not only deviates
significantly from the diary but appears to be the other sideeotoin with regard to the film’s
political correctness. The male perpetrators, both Russian amdaGeare almost exonerated
whereas the female Nazi followers and bystanders, who subsegbec#ine victims of mass
rapes, are not.

Another significant deviance from the diary is that the filmngforms Anonyma’s

relationship with Major Andrej Rybkin. In the diary, Anonyma decidés @ particularly brutal
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rape, to find herself a protector: “Ganz klar. Hier muf3 ein \Weitf der mir die Wolfe vom Leib
halt. Offizier so hoch es geht, Kommandant, General, was ichekriggnn.” (74) Although
Anonyma admits in the diary that she feels some kind of friendshithé Major since he is
educated, well mannered and not a brutal rapist, neverthelesslatienship between them is
not based on love but on the simple pragmatics of quasi-prostitutiameid, lsex for food, and
protection. However in the film the motivation of “Essen anschlaf2@6) and protection from
further rapes is transformed into a sentimental love storydasgtvAnonyma and her handsome
protector. The sentimental love story culminates in a romantiat nigring which the Major
whispers: “Ich will Sie umarmen ganzes Leben lang.” Of cguttse impossible love between
enemies does not have a future. And when Rybkin has to leave Berlily #hereafter and they
have to bid farewell, Anonyma clings to his hand and asks with tears in hef\Wyesollen wir
leben?” This love story is a culmination of kitsch and melodramadanabtes the diary to a
cheapGroschenromanThe movie even generates a jealous rival for the Major's mffech
female Russian soldier, but the rather plain girl does not starthrce against beautiful
Anonyma, who can not even be deterred in her affection when the riedteghs in a
melodramatic showdown: “Hauen Sie ab [...] Lassen Sie dieeFwvgn ihm [...] lhr habt seine
Frau gehangt.”

While the diary is factual, attempts to be as objective aslpessind is devoid of
sentimentality and victim pathos, the movie adaptation is melod@amaatl sentimental.
Although the film appears politically ubercorrect to prevent aogusations of revisionism,
which is a laudable intention, it only seems to generate politicalisect kitsch and it actually
supports dubious notions of ethics and morals. German women are notashlyas Nazi

followers but also their victimization is minimized. The film coypwethe message that the
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occupation of Berlin was not that traumatic, after all there stiéisroom for love. It fails to
convey the vast extent of the terror generated by the violeraxdesl by the victors in mass
rapes and large-scale looting. The horror and the fear the womer legiure over a long
period of time, the fact that young girls and old women were byutgled, the general sense of
lawlessness and violence are not adequately reflected. Last Heasiptthe quasi-prostitution
depicted in the diary is transformed into a love story as iebag sex for protection and food,
enforced on many German women after the war, is still consideseimmoral in the new
millennium as it was in the 1940s and 1950s.

The mass rapes of German women have to be contextualizedhistiwy of the Third
Reich in order to be represented responsibly, which includes refileatio the diverse roles
women did play in the Nazi system. But at the same time,dlle and brutality of the mass
rapes must be acknowledged. And it is deeply unethical to consider ridyges a just form of
punishment for German women that balances the score for theasrblazi followers and/or the
crimes committed by German soldiers. The film belittles dhmes committed by the Soviet
army on German women for fear of invoking Nazi stereotypes ofi&sssrelativizing the
crimes committed by th&vehrmachandSSand exculpating German women from the collective
guilt of bystanders and followers. It constitutes a falsifazabf history as it reflects none of the
actual brutalities, minimizes the extent of the mass rapes,egrbat significant numbers of
women died from the injuries, were killed after being raped omuitted suicide, and does not
critique the silence enforced onto the victims by the patriarbbgemony of 1950s West

Germany.
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The Official Reception in Newspaper Reviews

Unlike the diary which was largely praised by critics, tt fadaptation received more
criticism than praise. Nevertheless, virtually all critics welcorhedact that the movie broaches
the taboo issue of mass rape during wartime and raised awaoérieesvorldwide prevalence
of this crime. Christiane Peitz (2008) for instance, writes i loaline article,
“Vergewaltigungen gibt es noch in den Kriegen von heute, trotz Acldunch die Vereinten
Nationen. Daran wird dieser Film nichts &ndern. Aber er kannAdineng vermitteln: von der
Verwustung der Seelen, von dem, was Jahrzehnte verschwiegen wurdeehensgefihl, das
vorubergehend keine Vergangenheit kennt und keine Zukunft, sondern nur dieeAlgegder
Angst.” Critics furthermore considered the film a minor but neversisesignificant contribution
to Vergangenheitsbewaltigungnn Claire Richter (2008) writes in tiBraunschweiger Zeitung
that “als Teil der kollektiven Erinnerungskultur mag Anonyma einzRstein sein und ein
Beitrag, der Balsam auf die seelischen Wunden der Opfer Safit. aber immerhin. Ihnen wird
auf diesem Wege wenigstens ein bisschen Gerechtigkeit zuteil” (n.pag.).

Most reviews published in daily, weekly and monthly newspapers andeoatticled*
consider the movie too melodramatic and kitschy. Rudiger SuchslMeibftene Liebe”)
considers it “wahnsinnig langweilig und bieder” and “ganz und gar ddtilend Renée Zucker
(“Schweigen und gucken”) wrote in thaz that “wer das Buch schatzt, sollte sich den Film
sparen.” Negative reviews offer several points of criticisimrst Rhey criticize the movie setting
and music. Hadwiga Fertsch-Rdver (2008) critiques in her online wete “pseudo-
historisierende Kulisse” and Peter Korte (2008) notes inFt& am Sonntgg‘das Kulissen-

Berlin sieht nicht aus wie Berlin [...] selbst das in Kaliforngabaute Weltkriegsberlin ifhe

3] have analyzed approximately 100 reviews in wgiGerman print and online newspapers and magaginies
provides a representative overview, even if thgasmdoes not include all movie reviews published.
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Good Germarsah berlinerischer aus” (27). In addition, reviewers agreethiamusic is too
emotional and melodramatic, calling the soundtrack “Klimperkitg@tichsland “Verbotene
Liebe”) or “sentimentale Illustrationsmusik” (Lenssen 2008).

Secondly, critics admonish that the horror and violence of rapen@readequately
conveyed and that the deep psychological effects of rape on womertadepicted at all.

According to the review in Kulturnews.g&Anonyma — Eine Frau in Berlip

blendet der Film jede Art von expliziter Vergewaltigungsszentaeh aus. Das ist als
drehe man einen Film Uber die Bombenangriffe auf Hamburg und zeige keten.
Schon nach wenigen Filmminuten haben sich Anonyma und die anderen Frausen, die
Verlauf des Films nie néher und tiefgehender eingefihrt wurdénden Situation
arrangiert, und das Schanden der hilflosen Berlinerinnen endst \&ie einer sich
schliessenden Tuer, als sei dies alles ein keuscher Liabe&fite wohl unbeabsichtigte,
aber ungeheuerliche Verharmlosung der historisch  belegten und im
Nachkriegsdeutschland mit aggressivstem Willen verdangten Geschg..]Anonyma

Eine Fau in Berlinlasst kalt, erregt keinerlei Mitgefthl, bleibt stets nur daehfiche
Darstellung gesichtslosen Elends. Doch er sollte weh tun, unefragéin und

schokieren [...] Das ist, jenseits der unverzeihlichen Taten der Eroberer, ein Skandal

Thomas Linden (2008) similarly argued Kdlnische Rundschatdass die Frauen ihre
Situation putzmunter akzeptieren, wirkt auch zu unglaubwirdig.” And Mattbiell (2008)
writes inDer Freitagthat the film neglects “den Albtraum der Vergewaltigungezeigen, was

einer Verharmlosung gleich kommt: Das, was Qualitat und Erfadddehs ausgemacht hat, die
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Holle der Erfahrung, bleibt im Film im kunstgewerblichen Rahmen daus nichts fallen darf,
was 20.15 Uhr in der ARD jemanden verstdren kdnnte.” Reviewers #igtieonveying the
physical violence of rape and its severe psychological aféetsfis the crucial quality of the
book and that the movie does not transmit that. They critique thalntheffaces the ubiquity of
the mass rapes, the brutality with which they were enactedapleeof young girls and of Jewish
women, who had come out of hiding or survived concentration camps, and thentrgpf
suicides among the raped women.

For many critics, the failure of representing the nightmaramé goes hand in hand with
the characterization of German women and Russian soldiers wbititates the third
component of criticism. Reviewers argue that the politicallyembrfilm aims not to offend
anyone, a tendency that Joachim Kronsbein (“Tranen”) calls dnilitpaf choosing a moral
position: “Farberbdck will seinen Figuren offenbar nicht zu nahe trdbam Russen nicht und
den deutschen Frauen auch nicht. Scham? Political Correctnessdi®@dénfahigkeit, sich
moralisch zu positionieren? So entsteht ein quélend betulicher FilmDrangatik, ohne Kraft
und Wucht.” Martina Schirmann (2008) similarly argueBl@ue Ruhr Zeitunthat “Farberbdck
will das Schweigen brechen und von einem der grausigsten Kapitelvelten Weltkriegs
erzdhlen, aber dabei wirklich niemanden zu nahe treten. Der keiAthionymas Bett soll
zugleich auch ein menschliches Antlitz haben. Dieser Wille mta&mnonisierung ist seit einiger
Zeit Trend in der cineastischen Nachkriegsrezeption. Es istaanelFurcht vor dem Anecken,
eine Relativierung des Grauens, die in diesem Film als @&eglLiebe und Menschlichkeit
gefeiert wird” (n.pag.).

Although critics acknowledge that Farberbock tried to present the Reg Soldiers

devoid of Nazi and more generally anti-communist stereotypes, dtikgize that they are
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essentially cast as the ‘good guys’ rather than as perpetrat@ strongest point of criticism is
that the film constantly emphasizes that the Russian soldiersankyrevenge for the terrible
violence their own families had to suffer on the hands of German soldiEch unethically
justifys the rapes of the German women as a balancing ofssctee Schilderung eines
Wehrmachtsverbrechens wird als Motivation der kollektiven Vergeltangie Waagschale
geworfen,” Daniel Kothenschulte (2008) admonishes inAtankfurter RundschauAlthough
most reviewers grant that revenge might have been one reason fonadse rapes they
unanimously critique the supposed poetic justice of retribution as ane cannot be atoned by
committing another. Critics also pointed out that revenge could notdoastituted a motive for
the rapes of women in Ukraine and Russia, who had just been liberated from forced labor.
Reviewers also find fault with how German women are portrayedinonyma — Eine
Frau in Berlin particularly that they are depicted as loyal to the Nagnre. Although Germans
were collectively responsible for the war and the crimesthdtbeen commited in their name,
reviewers criticize that the film deviates from the diasyAnonyma did not describe herself as
an avid Nazi supporter. Rudiger Suchsland (“Verbotene Liebe”), fomicestavrites, “une fille
de Fuhrer’ wird die Anonyma von Franzosen genannt, vor dem Krieg, dahegam ein paar
deutsche Heldentaten, all das steht so zwar nicht im Buch, @mekivmmert's schon [...].”
Furthermore, critics point out that the atrocities of\Wehrmachtre emphasized throughout the
movie “damit schlie3lich niemand den Vorwurf erheben kann, Farberbockilsehan einer
deutschen Opfergeschichte, lasst der Regisseur seine Figurear imia wieder laut
aussprechen, dass die deutsche Wehrmacht in der Sowjetunion noch vigleirgeet hat als

die Rote Armee in Berlin,” Christina Nord (2008) observed irtdlze
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Even the predominantly laudatory reviews admonish the director feaatoieyfrom the
diary, particularly for fabricating a sentimental love storywasn Anonyma and the Russian
major. Andreas Kilb (“Kitsch und Vergewaltigung”) dubbs it “Liebelsmonzette” an “deutsch-
russisches Romeo und Julia in rauchenden Trimmern” and critiqué'sdhaten verbotenen
Kissen im Dammerlicht Gber die Brautwerbung [...] bis zum Abscimeiorgengrauen [...]
klappert er [Farberb6ck] alles ab, was den Konsalik-Verfiimurdgenfiinfziger Jahre lieb und
teuer war.” While critics unanimously stress that Anonyma‘arydiis a remarkable and
extraordinary document, they argue that the film at largepanicularly the transformation of
the quasi-prostitutional liason of exchanging sex pseudo-voluntarifgddrand protection from
rape into a love story does injustice and trivializes the subfesgtxual violence and coercion of
women, According to Claudia Lenssen (2008) the film script seegsdamvent the difficulty
of representing the sexual violence of the Red Army without vedatg either the violence of
the Wehrmachtor minimizing the role of women in the Nazi regime “indemdaas[Drehbuch]
Gefuhle zwischen der Protagonistin und einem russischen Major kortstrgieren
Unmaoglichkeit sie [Anonyma] im Buch beschreibt.”

The majority of the newspaper reviews are critical. Whilseéms that most of the
positive reviewers who commend the movie had not read the book andhwsraot able to
compare these two different modes of representation, some consddnaving done the diary
justice. Evelyn Finger (“Flieh”), for instance argued in thenemt Die Zeit “dass der Film den
Ton seiner Textvorlage trifft, ist vielleicht Farberbdcks grdl&stung.” Positive responses, like
those of Josef Lederle (2008) and Adrian Kreye (2008), characteezaovie as “ambitioniert”
and even a “Geniestreich” respectively. But Marius Zekri (2008h eamsiders it “verfiimte

Geschichte [...] einflihlsam erzahlt, hervorragend besetzt und ohne BEfekérei [...] lasst
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Regisseur Max Farberbock die Schrecken der NachkriegszeidewufLeinwand lebendig
werden” and regrets that “Filme dieser Art findet man im Kino leiderauiedelten.”

The positive reviews essentially praise all the points the imegahes criticize: the
movie setting and music, the depiction of rape and violence and tleseatation of the Russian
soldiers and the German women, and of course the love story betwegm#snand the Russian
major. Christiane Peitz (2008), for instance, praises preciselwrtificiality of the setting in
Tagesspiegel“Das Krude der Bilder, das im Trummerstaub diffuse Kulisséahdér mit
Mobiliar und Kriegsgerat vermillten Ruinenstadt — diese Unzulangiteimkeind wahrer als
jede behauptete Authentizitat. Wir kbnnen das nicht inszenieren, sagBitddir, es Uberfordert
uns. Wir zeigen nur, was sich gerade noch zeigen lasst. DerenFrawliebe, ihrer
Uberlebensenergie und Schlagfertigkeit, mit der sie der eigenen Wehrlosiglzsin.”

While most critics are appalled by the lack of terror in depiche violence, some argue
that the film did not depict the rapes out of respect. Accordin@hristian Horn (2008)
“immerhin kann man Regisseur Max Farberbdck nicht vorwerfen,atadie Vergewaltigungen
als Schauwert missbraucht, inszeniert er doch die missbrauéimgaien mit respektvoller
Distanz.” And while negative reviews calnonyma — Eine Frau in Berlirpolitically
ubercorrect, positive reviews appreciate the sensitive and careful handegnoén victimhood

in relation to crimes committed by Germans. According to Joachim Kurz (2008),

Max Farberbock [...] zeichnet ein weitgehend differenziertes B#d Ereignisse: Die
Frauen, die er zeigt, geraten ihm keineswegs nur zu Opfern, sandagr zu Menschen,
die sich ihrer eigenen Mitschuld an der Naziherrschaft bewusstoidumgekehrt sind

auch die russischen Soldaten keine Ungeheuer, sondern vor alleebeyetvion dem
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Wunsch nach Rache fiur das unermessliche Leid, dass deutsche¢ersaltbar die
Sowjetunion gebracht haben. [...] Auch Nina Hoss als Anonyma ist durckiaas
zwiespaltige Person: Bereits ihr einfihrender Off-Kommentst [kaum einen Zweifel

daran, dass diese Frau sehr wohl eine Nutzniel3erin des Nazi Regimes war.

Reviewers also commend the director for casting Russiansaaar for portraying the
Russian soldiers as individuals. As Margret Kohler (2008) writdsemonline review, “dem
Film gelingt eine Gratwanderung, er zeigt Brutalitdt und iBEsit der Russen (ca. 2.000
russische Komparsen waren am Set), zeichnet sie aber nichtsnunzailisierte Masse aus
Mordern und Schéandern, sondern als Menschen in ihrer Erbarmlichkeit uncspYialichkeit,
die sich fur das rachen, was ihnen die Deutschen angetan.’hddg Brandes (2008) similarly
argues that “Max Farberbock [...] schildert ausgiebig die von dearRadtten begangenen
Gréaueltaten (ohne jedoch bei den Vergewaltigungsszenen allzisclragi werden), lasst dabei
aber nie vergessen, wer den Krieg letztlich angezetteltDwatiber hinaus zeichnet er ein
differenziertes Bild von Siegern und Besiegten. Die Russen eeigicht blof3 als geflihllose
Berserker, sondern auch als durch ihre Kriegserfahrungen tiaiamat Manner.” However,
Kohler, Brandes and reviewers like them not only support dubious pop psyichbldichés,
such as that aggression constitutes an acting out one’s own trawmabkey also reflect a
dubious notion of ethics in considering revenge as a balancing of scates acceptable form
of poetic justice. They essentially consider the mass rapepyasshment of the women for
being Nazi followers and in lieu of punishment for tAeehrmachtand SSwho committed

comparable or worse crimes.
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Some of the laudatory reviews even consider the transformationeotaimplex but
nevertheless quasi-prostitutional liason between Anonyma and theaRRusajor one of the
film’s strengths. Thomas Engel (2008), for instance, notes on Programuikithat although the
love story does not correspond to the original diary it is one o$tloegest moments of the
movie and convincingly developed by the scriptwriter: “Im Mittelpuméherrscht das diffizile,
emotional komplizierte, glaubhaft herausgearbeitete Verhaltniscken der Anonyma und
Andrej das Geschehen. Nina Hoss und Evgeny Sidikhin stellen daszeighget dar.”
However, even the majority of the commendable reviews crititimeBve story and argues that
Farberbock should not have changed such an important detail. Joachin2B@8, (vho writes
that Farberbock “ein Handchen fur historische Stoffe hat” andegsrdie director’'s sensitive
portrayal of German women and Russian soldiers, argues: “Wasatlardings doch gewaltig
stort, ist die Betonung der Liebesgeschichte zwischen der awdnedburnalistin und ihrem
Beschitzer, auf die es in den Aufzeichnungen der ‘echten’ Anonymer lee Hinweis gibt. [...]
In einem Film, der sich um die Aufarbeitung eines Tabus von digsgweite bemuht, wirkt
das absolut fehl am Platz.”

While aside from acknowledging the fact that the movie drattention to the issue of
systematic mass rape during wartime the reviewers agra#lerelse, the vast majority reject
the sentimental and melodramatic love story which falsifieatheal relation between German
women and Russian occupation soldiers and belittles the seveniggp® and violence. The
greatest difference in opinion among reviewers is with regaittetdepiction of German women
and Russian soldiers. The majority of reviewers criticize thmctien of German women as
Nazi supporters and the too positive portrayal of the Russian soldieos if anything, were

only taking revenge for the equal if not worse crimes Germathesslhad committed because it
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diverged from the diary and trivialized the ubiquity and violence ofnthss rapes. A notable
minority of reviewers, however, argues that by not emphas@amnan women as victims and

by depicting the Russian soldiers as individuals the director avoids historscapresentation.

The Vernacular Reception in Viewer Responses

To analyze the vernacular reception of the film, | had to relyysoleinternet sources. |
did contact Constantin Film asking for letters by viewers but tefaisthat they did not receive
any responses. | also contacted various newspapers with theespmest but all responded that
they do not archive letters from readers. Hence, | analyzed aedm@sponses to online
newspaper articles as well as posted on internet blogs and mowmasfofhe advantage of
internet postings is that users can interact in virtual yeahd engage in cyber discussions. |
analyzed a total of 34 entries from four different websSitéhree entries consisted of only one
or two words in reaction to other entries, five were neutral resgdahat only indicated that the
respondent had seen the movie, two participants related their xyemiesnce of rape, nine
reviewers commented negatively and five positively on the film.

While viewers address the same points as the newspaper rewiewseflect less on the
film’s central love story between Anonyma and the major. Onlyviwaers mention it. Anna-

Lena (2009) writes on amazon.de:

% | used four different internet forums for this bysés: 1) reviews to the DVIAnonyma — Eine Frau in Berlian
amazon.de: http://www.amazon.de/Anonyma-Eine-BéMiima-Hoss/dp/BO0LISKFSA/ref=sr_1 2?ie=UTF8&s=
dvd &Qid=1241468468&sr=8-2 (accessed August 1, 20®) the forum on kino-zeit.de: http://www.kino-
zeit.def/filme/anonyma-eine-frau-in-berlin  (accessefligust 1, 2009); 3) the forum on filmstarts.de:
http://www.filmstarts.de/kritiken/74225-Anonyma-Eitrau-in-Berlin.html  (accessed August 1, 2009); 4)
comments on a film review on schnittberichte.comtp:Hwww.schnittberichte.com/news.php?1D=1043 &ssed
August 1, 2009).
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Natirlich kann man ein Buch nicht Eins zu Eins wiedergeben als &lder einfach mal
das ganze Buch umzuschreiben und zu behaupten, dass die Autorin Gefuhterfur i
Beschutzer entwickelt habe, finde ich unerhort. Auch diese eifergéchtissische
‘Soldatin’ fand ich sehr unpassend, sodass der Film fur mich pets@dhon fast in
einen Liebesfilm mutierte ... Frau wird bedrangt bzw. ist at dhd ein ‘Held’ kommt

und rettet sie und beide verlieben sich.

Viewers use similar adjectives as newspaper reviewers toiloeshe movie and calling
it “langweilig” (Heiner Sikorski 2008), “feige” (Omar 2008), and “Usagbowirdig” (Petra
Bonhoff 2008) and unanimously admonish that the ubiquity and the extrematyprotahe
mass rapes are unethically falsified. Brigitte Meisler (3@@&cribes the reality she experienced

as follows:

Ich bin Zeitzeugin. Ich bin Jahrgang 1929 und habe, wenn auch nichtlim, Berdoch
aber in Konigsberg diesen Schrecken mitgemacht. Der Regisseuedhent diese
Epoche [...] Kann sich der Regisseur oder auch diese farblose Hauglleianst
vorstellen, was es heit, wenn in jedem Keller ums Uberlebd@ngdt wird?
Unnaturliche Schreie von gequélten Menschen durch die Gewolbah#lsnn sich der
Regisseur vorstellen, was es fur eine Mutter bedeutet, wenfestgehalten wird und
zusehen muss, wie ihre 8-jahrige Tochter von 3 Soldaten missbraudfit Machher
fallen sie Gber diese Mutter her, die in den Momenten sedlisstorben ist. Glaubt der
Regisseur allen Ernstes, dass die Russen Parties mit urestgedden? Frauen wurden

stundenlang missbraucht bis sie nur noch bluteten. Ihre Unterleibdenvauch mit
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Gegenstanden zerstoért. Kinder wurde auch gegen die Wand geschlagerstiaiisdbe
getotet. Warum darf der Deutsche diese Trauer nicht zeigen.h@en die Holle
mitgemacht — es war kein Sauffest und die Soldaten verliebtemisiat. In dieser Zeit
gab es keine Liebe! Kann sich der Regisseur vorstellengsvhg die Kinder hiel3, wenn
ihre Mutter weggezerrt wurde? Die Kinder schrien! Dieser gafdm ist eine
einzigartige Verblodung! Uber die zivilen Opfer sprechen — ja,bitte darum! Aber
nicht in einer derartig primitiven und verhéhnenden Weise. EntmenscliterBigslen in
die Keller ein und keine gutmutigen Manner. Mein Gott, wie hier diaddeen belogen

werden.

Verena Toben (2008) similarly writes:

Ich habe das Buch gelesen und muss sagen, dass es in keinstemVdasem Film
umgesetzt wurde. Die Grauen, die den Madchen und Frauen angetan \Worderen

hier nicht zum Ausdruck. Hier gewinnt man mehr den Eindruck, dass dischess
Soldaten einfach nur gutmutige Manner sind, die den Frauen helfen mdch}en

diesem Film wird die Besetzung verherrlicht. Mein Gott, die Frdaehten, tanzten,
hatten zu Trinken und zu Essen [...] dieser Film ist eine Beleididiinjene Madchen
und Frauen, die bei den Massenvergewaltigungen starben, die Madch€&nauen, die
sich nachher das Leben nahmen, die Madchen und Frauen, die niemals sjanétiezn
durften, weil nach dem Krieg niemand dariber etwas héren wollte Dieker Film ist
fur Gutmenschen von Gutmenschen und eine derartige geschichtlichell&mgsist ja

schon kriminell [...] Dieser Film ist ein Hohn!
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Ulrich Janert (2008) argues that for most Germans the Soviet o@upagiant horror,
death and, fear at least for several months and that none of tBesented in the film which

belittles the serious subject of the mass rapes:

Nein, diesen Film hatte man nicht drehen sollen. Ich meinetdchit, dass das Thema
verschwiegen werden sollte. Meines Erachtens nach ist aberdwgeSchluss mit
kunstlerischer Freiheit ... Das Thema Massenvergewaltigungen nach. dgeltkrieg ist
so schwierig und bitterernst, dass es nicht als eine Art Sedemup Kino gehdrt. Das
wirklich sehr gute Buch ware ausreichend gewesen, zumal ichdeachznde des Films
das Gefuhl hatte [...] aber eigentlich war es ja doch nicht so sohlirDoch, es war
noch viel, viel schlimmer und weit ausserhalb jeder Vorstellunfiskats im Film
gezeigt wurde und das ist m.E. nach das Problem des Films. DAShkanwirklich

nicht gezeigt werden und damit verniedlicht der Film die Grauel des Krieges

Since the ubiquity and brutality of the crimes committedhgySoviet army are omitted
from the film, the soldiers who engaged in systematic mags rage, in violation to historical
reality, represented as “im Grunde gutmitige Sonnyboys [...Jieher Parties feierten, sangen
und tanzten.” as Heiner Sikorski (2008) wrote. Ulrich Gerlach (2G68lasly admonished that
“die Russen als gutmditige ‘Befreier’ zu zeigen, ist gelindeage Volksverdummung. Sie
hassten die Deutschen, die seinerzeit ihr Land Uberfallen habenn8terk&ein Pardon.” While
he grants that “natirlich kann man das ganze Ausmalf und ElendilmgbtH umsetzen,” in

fact, "grausige Szenen wirden auch mehr pervertierte Gema@tKino locken, die gerne sehen,
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wenn eine Frau vergewaltigt wird,” he argues that “man kann valesl einbinden — der
Zuschauer denkt in der Regel mit.” Viewers perceptively admaheshthe overtly politically
correct but in its falsification of past reality deeply unethitim reflects none of the actual
brutalities and minimizes the extent of the mass rapes.

The smaller number of positive reviews by viewers describentihee as “sehenswert”
(Frank Ernst 2008) and “perfekt inszeniert” (moechtegern 2008), and pha&ispoints that
negative responses criticize. For instance a user named BBSS @f@@/@ciates “dass die
eindringliche Darstellung dieses Themas auch ohne grafisekptizite Vergewaltigungsszenen
gelungen ist.” Viewers furthermore assess the differentiatpidtam of the Russian soldiers as

laudatory. hansalberts (2008) thus writes:

Die russischen Manner sind sehr differenziert in diesem Fibngestellt. Ein
melancholischer, korrekter Major mit Herz und Mut, ein Hallodri (@ognant,
verschiedene namenlose Mannschaften, die morodierend durch die Habhser kax
Farberbock versucht eine umfassende Wahrheit aufzuzeigel/udieler Russen, ihre
Erfahrung mit den Schrecken des Krieges durch die Deutschen (diegbnnen haben),
die Lebensfreude, aber auch die Brutalitatt und Geilheit, Gewvghkdtti auch

Unschuldige werden einfach abgeknallt.

Frank Ernst (2008), similarly writes, “gut wurde auch die Rote égrdargestellt. Von
schongeistigen, Puschkin rezitierenden Fihrungsoffizieren Uber gethande Machos bis zu
verrohten Kampfern jenseits des Urals,” although he admits thadattee “in der Realitat, im

Gegensatz zum Film sicher in der Uberzahl waren.”
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Some audience members considered the film as acknowledgingrthke teuffering of
the women adequately, e.g., BBSS (2008) writes, “was diese Frdrsgea mussten ist nicht in
Worte zu fassen. Der Film ist meines Erachtens ein wichti8eitrag um solche
‘Vorkommnisse’ nicht vergessen werden zu lassen. Schlimm, dase etwvas wohl immer
geben wird.” Frank Ernst (2008), who even appreciates the melaticdove story, summarizes

his positive reception of the film as follows:

Es ist nicht der Ubliche Betroffenheitsfilm der leidenden Deuts{Wwee z.B. Vilsmayers
Stalingrad [...]. Der Film lebt vor allem von der bizarren Situation, dassdigerende
Hauptdarstellerin Nina Hol3 [sic], zuerst nur Gberleben will, sich &mmpathie und so
eine Art Liebe zu lhren Feinden (in Person, des russischen ldodeurs) entwickelt.
Nebenhandlungen wie die Eifersucht der russischen Soldatin auf dagdtnsten und
das verstandlicher Weise totale Nichtverstehen der wenig Ubelgaidn Ehemanner
verwirkt der Film auf eindrucksvolle Weise [...] Alles in allenungde ein sehenswerter
Film tber ein 60 Jahre langes Tabuthema gedreht. Der Film sprictiteadthsvelches
dieser Krieg den beiden Voélkern gebracht hat in einer emoteunf@ltihlender Art an

und zeigt uns viel besser als z.Rer Untergangdie Auswirkung.

Most of the official and vernacular reviews uncritically praiieel diary for its honesty
and self-reflective approach that does not simplify the subjediititn German victimhood at
large and the mass rapes in particular via the good-versus-evidfpiotlodrama but criticized
the film adaptation for precisely that. While both official andnaeular reviews of the diary are

predominantly laudatory, film reviews by critics and regular e@enare largely critical. The
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most significant difference between the official and the veraagekeption of the film is that
the newspaper reviewers are more concerned with the film$etiest particularly the

melodramatic love story, whereas ordinary viewers scathe dherfor unethically belittling the
ubiquity and the violence of the mass rapes. It is difficult toveagther official and vernacular
reviewers came to the same conclusions independently or whethetfi¢lad iiviews influenced

the reception of the regular audiences.

Two newspapers — thBild am Sonntagand theWestdeutsche Allgemei&eitung —
called on contemporary witnesses to tell their own stories abeutdcupation period after the
war. TheBild am Sonntagrinted some of the letters in their November 2, 2008 edition. The
Westdeutsche Allgemeine Zeitdrmm October 22, 2008 likewise invited women to call or write
a letter about their own experience, asking readers “Reden Srkedakteurin Ute Schwarzwald
Uber lhre schlimme Erfahrung.” The letters and recorded phoneagaksprinted in the October
29 and November 1, 2008 editions. In both papers, letters and phone call summaries weere print
without comments apart from the note that both papers received agspgase which indicates

that the need to talk about these experiences is still very strong.
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Official and Vernacular Reception in the Context of@pferdebatte

Newspaper articles abo@honyma - Eine Frau in Berlialso refer to other contemporary
German films and note a new trend in German cinema. As Chrisktan (2008) from
filmstarts.de puts it, “in den vergangenen Jahren lUberzeugtea WikDer Untergang Sophie
Schollund Das Leben der Anderean den heimischen Kinokassen und stieRen zugleich auf
internationale Beachtung. Ganz klar: Filme mit geschichtlichemekgyrund dominieren das
deutsche Hochglanzkino klar.” While merging films about the ThirdiRand the GDR seems
guestionable, some critics notice furthermore that the subjectraidgecivilian victimhood is
particularly ubiquitous in both mainstream German cinema and teevisVhile reviewers
observe the omnipresensce of German victimhood in the media,ufafyiche bombing of
Dresden, flight and expulsion, and with the film adaptation of Anonymhaly also the mass
rapes, they do not analyze the trend in detail. Critics focus on the argument tkastrefor the
taboo was that Germans were afraid to turn bystanders, follamerseven perpetrators into
victims. Oliver Reinhard (2008), for instance, argues that “seigen Jahren scheint er
endgultig gebrochen, der Bann, der deutsche Opferschaft aus eturitund dem Kino tber
den Zweiten Weltkrieg weitgehend heraushielt und den Blick zuriickeicdschichte ebenso
weitgehend auf Tater und Taterschaft richtete. Sein Motiv vearkld verstandlich: Angst vor
Relativierung, vor einer Sicht auf die Deutschen als mehgteitlinschuldige Lammer.”
Reinhard stipulates that “die zahlreichen Biicher und Filme Uber auch deutschetie seit der
Jahrtausendwende erschienen” will not significiantly alter dtlective German “Urteil Gber das
Gewesene.” However, neither he nor other reviewers explain whytatheo of German
victimhood changed recently, how this transition in official Germ@mory interacts with

unification or how it will effect the future German understandinghef Third Reich. Christina
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Nord’s (2008) review in théaz is one of the few reviewers who provides a more detailed and

contextualized critique of the film, which is thus worth quoting here at length:

Filme wie Der Untergang Napola Das Wunder von Bermder, kurzlich erstDer
Baader Meinhof KompleX...] finden [...] [nicht nur] in der Geschichte einen
unerschopflichen Fundus an Geschichten, sie verschieben auch nachhaltg unse
Wahrnehmung von Geschichte. Diese Filme haben eines gemein: Sigfearlolurch

ihre Naivitat und ihre Konzeptlosigkeit. Wahrend sich die Regiss@las Neuen
Deutschen Films in den 70er-Jahren viele Gedanken machten, wie nman de
Nationalsozialismus Uberhaupt ins Bild setzen kann, ohne dessen visuelle
Selbstinszenierung, dessen Verfuhrungskiinste zu wiederholen, héalt spelB2ennis
GanselsNapola so viele rot leuchtende Hakenkreuzfahnen vor die Kamera, dass man
hinterher gern die Sehnerven entnazifizieren liel3e. Wenn es Uberbaetptas wie ein
Programm gibt, dann drickt es sich in der Fetischisierung von Auth@naus. ‘So ist

es gewesen’ lautet das Mantra [...] Das Ergebnis sind merkwUFdige. Im Fall von
Anonyma — Eine Frau in Berlifliel3t Vieles und Widerspriuchliches zusammen, ohne
dass sich ein koharenter Wurf daraus ergabe. [...] Verbluffend ishefe| mit wie
wenig Haltung, wie wenig &asthetischer Durchdringung, wie wenifleden sie
[producers like Bernd Eichinger and Gunther Rohrbach] durchkommen — undietie |

sie die von ihnen beanspruchte visuelle Deutungsmacht in den Medien undh an de
Kinokassen durchsetzen konnen. Offenbar kommen ihre Filme, indem sie die
widerspenstigen, schmerzhaften Stoffe in schlichten Erzahlfornsiikstellen, dem

Bedurfnis nach dem viel zitierten unverkrampften Umgang mit deisdeen Geschichte
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entgegen; offenbar hat gerade die Naivitat etwas Verfuhrerigtlegser Zeit, in der man

sich wieder gerne positiv und ohne Scham auf Deutschland bezieht.

Although most reviewers comment on tBpferdebatteonly in passing, they tend to
critique many of the recent German films about the Third Reictheir simplistic treatment of
the past. And while particularly in the film adaptation of Anoaisndiary and some of the
official reviews the notion of balancing the score WéehrmachtandSScrimes is present, none
of the films or their official and vernacular reviews revived 1880s West German notion that
the six million Germans, who died in bombing raids, during flight andulsion, as a
consequence of mass rapes, and as soldiers, balance the scdine withmillion victims of the
Holocaust. Even those reviews who welcome the depiction of Germartias in movies and
other media artifacts write that Germans were perpetrdaiswers and bystanders first and
that the acknowledgement of large-scale German victimhood, wadessary for a historically
and ethically responsible commemoration of the Third Reich, will mistimize collective
German guilt and responsibility for the crimes of Nationali&@stn. Sven Felix Kellerhoff

(“Hier nix Frau”), for instance, argues that

unabhangig von der Qualitat von Farberbocks Verfilmung und von allem Gtnedie
Authentizitat des Buches im Detail bleibt: Nach mehr athzag Jahren wird endlich die
Erfahrung massenhafter sexueller Gewalt am Ende von HKleeg im Bewusstsein

verankert. Das ist richtig. Denn nur wenn man die ganze GeschidhtedséeToten des

deutschen Expansions- und Rassenwahns ebenso wie die deutschen Opfer von
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Bombenkrieg, Flucht und Vertreibung sowie Besatzung, wird glaubwuEhgaerung

maoglich.

While theOpferdebattas only reflected on in passing in the reviews of regular vigwer
they do mention German civillians as victims of World War Il heit postings on the film
adaptation of Anonyma’sliary. Two reviewers Brigitte Meisler (2008) and Ulrich Gella
(2008) contextualize the notion of German followers and bystandeasghing that the idea of
collective German guilt neglects that the Third Reich constituted aatsitgt. Both Meisler and
Gerlach welcome that German civilian victims are acknowledgddm and TV but criticize
thatAnonyma — Eine Frau in Berliminimizes the extent and the brutality of the mass rapes and
even casts them as just punishment. It is precisely this kghoast objectionable argument of
the film that Ulrich Janert (2008) took even further. He argued“teat von den Deutschen
begonnene Krieg kostete 27 Millionen russischen Birgern das Lebenpb vishilionen
Kriegsgefangenen wurden 4 Millionen erschlagen, erschossen, vertemigand therefore
“besser war es gewesen, diesen Film nicht zu drehen.” In other,becEuséVehrmachiand
SSmurdered unimaginably vast numbers of Soviet citizens in the S&¥ond War, the fact
that Soviet soldiers also engaged in mass murder, rape and pill&ggman civilians ought to
be eliminated from the historical record because its scatés pacomparison. The reflections on
the film in the context of th®pferdebattdy a user named Georg (2008), posted to the website
of Germany’s most leftwing newspapez, while provocative, are the most differentiated and

ethically most responsible:
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Das eine Verbrechen entschuldigt nicht ein anderes. Besonders Altg®em
verstandlicherweise eine Scheu vor oOffentlichen Diskussionen Uber Sdleneen, die
von Rechtsradikalen missbraucht werden konnten. Grundsatzlich dés Opfer hat ein
Recht mit der erlittenen Tat in der Offentlichkeit erwahnt zuden. Dieses Thema war
jahrzehntelange tabuisiert worden, was die Schlagzeilen und gordsiten in den
Medien angeht. Nur relativ versteckt wurde hin und wieder am Ramget, dass da
doch irgendetwas geschah. Allenfalls die Vertriebenenverbande egerwi auf
unschuldige Frauen, die als Individuen nicht als Strafobjekte fur diemgmsa
Naziverbrechen herhalten sollten. Schuld, Unschuld und Strafe muss mufelen
jeweiligen Einzelfall, Tater und das Opfer bezogen werden. Hsndanals kollektiv

Menschen zugeschrieben werden.

Online Viewer Discussions of the Film

Newspaper articles that are published online can ignite stitggediscussions because
registered users can respond to both the articles themselves ath@tocomments. The two
discussions of the film | analyze comment not only on the mowa# lisit on the users’ debate
more generally as to how to deal with Germany’s past and abeytroblematic relationship
between Russians and Germans. Each of the discussions was igratgaubigular article. The
first, Sylvia Parton’s “Frauen als Beute — Verschwiegene c8shie,” published in the
Schweriner Volkszeitungn October 20, 2008 gives a rather unbiased summary of Anonyma’s
diary and the movié® The article is not primarily a book or film review but ratheovides

contexualizing information, for instance, that it is estimatedtthatmillion women were raped

% See article and comments: http://www.svz.de/mextkieg-vorpommern/artikeldetail/article/529/frauds-beute-
verschwiegene-schicksale.html (accessed Augusi9)2
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by Soviet soldiers and that the organization ‘medica mondialegesnaring a research study in
cooperation with psychiatrists from the university Greifswald thilt explore the long term
effects of these rapes. Parton refers to German guilt oqgssing (“Weil die eigene Schuld der
Deutschen es erschwerte, sich als Opfer zu sehen”) and sillutlgs to a Russian soldier who
tells how German soldiers raped and killed his family. It wastmetarticle itself but the first

comment by Heike Hritj (2008) that generated the controvercy. Hrig writes:

Soso - es gab also sowjetische Soldaten, die Verbrechengbegi— Frage: Wie
benahmen sich die Soldaten des Hitler-Regimes in Osteuropa?Wien und Unrecht
hat die deutsche Soldateska verbreitet? Wieviele Sinti- und Romoa+F; Polinnen,
russische Frauen usw wurden Opfer der Wehrmachtsoldaten, alsilsie Btadte und
Dorfer einfielen und sich der dortigen Frauen bemachtigten, um tkuwellsn Gellste zu
befriedigen. Das entschuldigt zwar nicht Ubergriffe von Angehirigr Roten Armee,
als sie Deutschland befreiten, aber bei geschichtlichen Betrgemusollte man nie
vergessen nach den Ursachen zu fragen. Und die sind doch wohl gindieutdass
Deutschland selbst dies ausgelost hat. Der Zweite Weltkrirg gindeutig von
Deutschland aus. Deutschland Uberfiel die anderen Staaten und verldertefengst
und Schrecken und ihre Methode war das Zuriicklassen verbrannter Erés, dgm
Ende entgegenging. Sie haben in Osteuropa, insbesondere in der Sowjetuni
unsagbares Leid zurliickgelassen - Dies darf man nicht vegessenltethaalin diesem
Zusammenhang anmerken und nicht die Angehérigen der Roten Armee, demka w

Befreiung zu verdanken haben, derartig einseitig diffarmieres). [8/enn die Uni

3" Internet users get user names in order to stayyanmous. These names sometimes ignore spelling and
upper/lower case rules and other regulations. s dissertation, | quote the original usernamegoasd on the
respective Internet forums.
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Greifswald Geschichtsaufarbeitung betreibt, so ist dies labKdlerdings darf diese
Geschichtsaufarbeitung nicht einseitig darauf hinauslaufen, hielieach so bése Rote
Armee zu diffarmieren [sic], sondern objektiv auch mal betrachtes,diese Soldaten
der Befreiungstruppen selber fir psychologische Ursachen héttehr fHandeln und
dann schauen woher diese kamen - dann landet man sehr schnelin beahien

Schuldigen und Verbrecher: Hitler-Deutschland!

Heike Hrig’'s comment, which takes up the film’s dubious notion that ngt didl the
Soviet soldiers solely act motivated by revenge but that thethisally acceptable because the
crimes German soldiers committed were worse, engendered alikmggsion with numerous
participants. Most of the discussants disagreed with her, 23 out o$@hses, several of them
vehemently. Heike Hrig however never responded to any of the smitidlost respondents
reject Hrig’'s claim that the raped women are essentiallgetdlamed for their victimization
because they were, Hrig presumes, Nazi supporters. Respondents atpeediwith Hrig,
nevertheless, emphasize that Germany is indeed responsible Yaarthad for the mass murder
of millions, and that many German soldiers commited war cramesthat it is important never
to forget this. They do not accept, however, that this should predmaptiscussion and
commemoration of German civilian victims and argue that oneecdoes not justify another
crime. The discussants reject the notion that the raped Germamwamée considered to have
received just punishment for their support of the Nazi regimetlzaitdthe mass rapes balance

score of atrocities. A respondent named A. BERNDT (2008), for instance, writes:
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In besagten Artikel geht es nicht um [...] Geschichtsfalschung, somter darum, mit
dem Mythos des heldenhaften, ehrenvollen, sowjetischen Befrese€ericht zu gehen.
Es ist unbestritten, dass die deutsche Wehrmacht und die andereneQilgaNS-Zeit
in den besetzten Gebieten grauenvolle Dinge veranstaltet haben — das wird ja aoch in de
Artikel mit der Bemerkung eines sowjetischen Soldaten zitiferdings sollte auch
gesagt werden durfen, dass sich eben die sowjetischen Bedreslr nicht gerade
heldenhaft gegeniiber den Befreiten (oder doch eher Besiegten?) wettadien. Sie
haben sich fur die Taten der Deutschen an ihrem Landsleuten geréachmadh dem
biblischen Motto ,Auge um Auge“. Auf der einen Seite verstandlich, dgew aber

immer noch abscheulich!

Some responses react emotionally. While Grosser (2008) wiklesse Einstellung.
Wenn ein Land ein Krieg anfangt, durfen dessen Kinder und Frauelranisht werden. Sie tun
mir leid""!"” (n.pag.), the reaction of K.P. (2008) dubiously argues$ thmigen passt es wohl
nicht das auch deutsche frauen opfer [sic] sind. die schuldkeuléhfdicich satt, verdammt!”
Several of the respondents note that Hrig's comment employs iR @iscourse of
Vergangenheitsbewaltigung/herein the Red Army prominently and solely functioned as heroes
who liberated Germany from Fascism. A commentator with the naser JAN NYPURLOVE

(2008) even hyposthesizes Hrigs entire GDR biography:

Hallo Frau Hrig, ich kenne Sie leider nicht. Schade, denn ich wiiedgethe einmal zu
einem Gespréach einladen, um zu erfahren, wie Sie zu so einer Mé&onmmgen. Aber

vielleicht hilft mir meine Menschenkenntnis: Sie wurden nie vergewagiigtfanden und
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finden die Zeit der DDR klasse, weil alle soooo solidarisch m&re glauben, die

Sowjets waren gute Freunde und haben die Menschen in der DDR vor den bosen

Kapitalisten beschutzt. Sie waren am 1. Mai immer dabei unchhetig geglaubt: Von
den Sowijets lernen heil3t siegen lernen. Sie mussen nicht husigdrganz gut versorgt.
Sie meckern Uber den Staat, die Politik, die Gesellschaft. h8@en (wenn Sie
Schwerinerin sind) Frau Gramkow [Angelika Gramkovmé Linke is the mayor of
Schwerin] gewahlt. Wenn Sie sich in diesen Beschreibungen \iretbsr, dann steht
fest: Sie bzw. lhre Meinung ist Geschichtsverfalschung!!!! WennBdischreibungen
nicht zutreffen, dann ist es um so wichtiger zu erfahren, weez®&iso einer Meinung

kommen.

Virtually all commentators agree that German collectivenory should include both
guilt and responsibility for the crimes committed by Germanslsat@erman civilian victims, a
notion many of them emphasized vehemently.

The second article that generated a sizable online discussgiakhard Fuhr's “Von
der Nazi-Anhangerin zum Opfer der Russen,” an interview with Nimgs about her playing the
part of Anonyma, which was publishedDie Welton October 17, 2008.1n the interview, Fuhr
asks Hoss if she sees Anonyma as an innocent victim, which Hgdsatrally rejects. She
argues not only that Anonyma is an ambivalent character buthavayh the movie script that
the Russian soldiers solely took revenge for what German soltiskrd’he responses to the
article expand on the interview and reflect on core questions @pferdebatte Can Germans

collectively and/or individually be regarded as victims althougbytwere perpetrators,

3 See article and comments: http://www.welt.de/kiiéticle2590855/Von-der-Nazi-Anhaengerin-zum-Ogler-
Russen.htm (accessed August 1, 2009).
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followers, and bystanders first? Were the mass rapes gyaghment for comparable, if not
worse, German crimes? Should Germans remember the Red Arrilyeeators or as brutal
rapists? Twelve users argue that German women should not be cemswerms and/or

strongly emphasized the role of Germans as perpetrators. Tetbleusers state contrarily that
German women should be regarded as victims, highlighting thatsrapaime regardless why it
was commited or who committed the crime. They furthermore ar@iesvery victim should be
acknowledged and that no crime can excuse another crime. Pidois (2Q08), for instance,

writes that the notion that German soldiers commited crimes, too, is unethical:

Interessant wie bei manchen das Gerechtigkeitsbewusstséanemegeht, wenn eine
Ideologie dahinter steckt. Beispiel: betrachtet man den Fedt 8ergewaltigung isoliert,
wird wohl jeder sagen, dass dies ein abscheuliches VerbrechertisictBet man die
Vergewaltigungen im Osten nach dem WK I, wird das ganzéwvield ‘die Nazis haben
ja auch 10 Mio. Russen umgebracht’ etc. Plétzlich ist das Verbré¢begewaltigung’
legitim. Tausende von Kindern und Frauen zu téten, wird wohl auch jeder al
abscheuliches Verbrechen gegen die Menschlichkeit bezeichnen. DmaBl@nung von
Dresden 1945 wird dann allerdings als notwendiges Ubel tituliers derjKrieg beendet
werden muss [...] Mein Punkt ist, dass Blickwinkel und Ideologie viele z
menschenverachtenden Relativierungen verleiten. Betrachtet ein \lenbreals
Verbrechen. So wie es ist. Isoliert, ohne Rechtfertigung und ohne werabendinfach
nur die Abscheulichkeit und versucht nicht irgendwelche Rechtfertigurfigee das

Verhalten der Tater zu finden, sondern das Leid der Opfer zu respektieren.
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A commentator with the username GS (2008) argues more polemically:

Es ist das Ubliche: Wenn mal die Deutschen als Opfer der &drén der Anderen
gezeigt werden (was selten genug vorkommt) muf3 sofort die volkspasidgodieule
geschwungen werden. Den Deutschen muf3 sofort klar gemacht weaftesie ja einem
»1atervolk” angehdren, dafd unsagliches Leid lUber die anderen \fgdkeacht hat. Die
anderen haben naturlich in ihrer berechtigten Wut immer nur Rgetiet. Ich frage
mich, wie lange man diese verlogene Schwarz-Weil3-Maleveh aufrecht erhalten
kann! Ein Verbrechen bleibt ein Verbrechen, auch wenn es von denrShkegangen
worden ist! Unsere Grol3mutter und Grol3véter, die zur damaligeng@eibt haben,
waren in ihrer Uberwdltigenden Mehrheit keine Verbrecher, genausaligignderen
nicht alle Lichtgestalten gewesen sind! Es ist infam und vearlogenn immer nur die
Deutschen als Verbrechervolk diskriminiert werden, wahrend dieremdis Sieger

sofort von jeder Schuld freigesprochen werden!

The opposing view is represented equally polemically. dozor (2008), for instaites; wr

Die Deutschen haben den Russen 20000000 Tote gebracht. In deinen Augsss war
wohl eine humanitare Aktion? Sind ja halt Barbaren, haben das Letanverdient,
mussten von ihrem Leid erlost werden, oder? Welche Erklarung h&st die 6000000
tote Juden, die Gaskammern und die Konzentrationslager? Die PISAe Spidpelt
eindeutig das geistige Niveau des Landes. In 50 Jahren wird iGe&ehichtsbichern

womaglich stehen, dass die Russen, '41Deutschland tberfallen haben.
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The discussion thus reflects the two antithetical notions that owléctive German
memory of the Third Reich today: Some commentators welcomé&#ranans civilian victims
are finally acknowledged and state that Soviet soldiers should nohdsdely celebrated as
liberators but also be held accountable for the crimes they caednditiring the occupation. It
needs to be stressed that those who argue for the signifiochmoduding German civilians as
victims in collective German memory neither deny the cricogsmitted in the Third Reich nor
argue that the German victims balance the score with tttengi of German crimes. The
contrary view rejects any claim of German victimhood by vehemently enzpigaghat Germans

were a perpetrator nation which makes claiming victim status impessib

The Film in the Classroom

How teachers incorporat&nonyma — Eine Frau in Berlimto the classroom influences
how students evaluate the notion of Germans as victims of WorldIWEre classroom is an
essential realm wherein young Germans participate irticgea national memory since it
provides formal education about the Third Reich which has an impact on how studentbeemem
the past. Therefore, | will conclude this analysis of Anonyma’'sydits film adaptation and
their respective official and vernacular reception with a disonssi teaching materials for the
diary and/or the movie. For young Germans, popular literature, ciaath&levision programs
constitute the most important source of historical information géweand about the Third
Reich in particular and thus both reflect and reinforce collectiean@n memory. The mass
media are conduits between the intellectual elite and the neginsinational public. They echo
the current zeitgeist and translate current intellectuatodises into widely consumed

entertainment commaodities (Kansteiner 2006). Therefore, it is tangothat formal education



116

enables students to be critical mass media consumers. Teawhtegals not only or even
primarily provide core insights into the construction of national menbegause they reflect
their author’s notion of a particular subject matter but also anctielipebecause they outline
how teachers should discuss a particular subject which has a albtevdist impact on how
students perceive the German past.

The teaching materials reflect that Anonyma’s diary #rel movie adaptation can be
used in various school subjects, such as, history, ethics, civics, anthizeand generate a
number of possible topics for discussion, including the analysiseaditty genre, gender roles
and power, rape in general and in wars, and of course the Second Warl and the
Opferdebatte The following analysis of teaching materials will concatgron the latter. All
available materials are freely available on the interneiceSithe first booklet, which was
published by Vera Conrad and created by Regine Wenger and ReHls&hj is provided at
www.anonyma.film.de, it primarily didacticizes the movie. Thet that several teachers refer to
these materials, which not only consist of didactic meta-discdursalso of worksheets ready
to be copied and used in class, on their own course websites, indicteéset materials are
indeed employed in current German classrooms. However, there ammmoents or critiques
available of how teachers employed the materials. The follovefigctions thus remain in the
realm of textual analysis of the potential for shaping collectnemory represented in the
materials but not on whether and how this potential is actualized in specifioolass

Conrad and Wenger’'s booklet starts with a short plot summary and ibEsmation
about the diary. It is followed by comments of producer Giinther Rohidratidirector Max
Farberbock. Rohrbach notes that the mass rapes of German women were a tabo@dspiar

Germany because of Germany’s status dsitarnationand “erst in letzter Zeit hat man, nicht
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ohne kritische Begleitgerausche, damit begonnen, in diesem oder feséaneine andere
Perspektive zuzulassen” (6). Rohrbach emphasizes that the filmmaapps the subject of
civillian German victims “auf komplexe und ungewohnliche Weise. rEéldt keine typische
Opfergeschichte. Er verschweigt nicht, wer in diesem Krieg digréifer, wer die Tater und
damit die Verursacher waren. Es ist kein Film tGber ‘arme deaitScauen’ und ‘bdse russische

Soldaten’ (7). Furthermore, he states that

wir haben uns auch bemuht, die russischen Soldaten als Menschen dearzuStel
waren zum grof3en Teil einfache Bauern, denen man dieses reigtsetidend als Beute
versprochen hat, als Ausgleich fur erlittenes Leid. Kein and€éodls hat auch nur
anndhernd so viele Opfer gebracht. Von den uber 50 Millionen ToterZwlegen

Weltkriegs waren mehr als die Halfte Blrger der Sowjetunion. (8)

Farberb6ck also comments on the representation of the Soviet soldiers:

Und dann die Russen. Die Bestien. Die meisten von ihnen wurden von ideeere
Fuhrung zerschunden, viele von ihnen ins Feuer geschickt. Viele waerzaeugte
Sowijets, andere Morder und Schander. Man schatzt die Toten auf sohgetSeite auf
ca. 26 Millionen. Mindestens die Halfte davon waren Zivilistene ARrauen, Kinder.
Wer bis Berlin kam, hatte Brand und Tod und unendlich viel Blut gesehenbl/er
Berlin kam, war zum AuRerten fahig. Alle? Ganz sicher nicht.eUndrteil Uber die
Brutalitat der Russen sitzt fest. Auch heute noch. Warum sschdaimit anlegen? Well

die Widerspriiche in der Roten Armee enorm waren und weil nicht hundertte
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Soldaten Schander und Morder waren. Um sie, die nicht dazu gehorten, hesser
verstehen, habe ich die erste Fassung des Drehbuches ausheus8iscspektive

geschrieben. (10)

In the introductory remarks, Rohrbach and Farberbdck thus explain howatteepted
to avoid putting too much emphasis on German victimhood and that it wagamtgor them to
highlight that Nazi Germany is responsible for the war andvéis¢ majority of crimes. While
they are right in emphasizing that it is important to take inbmant the historical circumstances
when talking about German civilian victims, the inclusion of theiwsieparticularly in the
opening section, not only reflects the traditional notion of the autlirsary interpretive
authority of his/her creation but also and especially reinfoatéer than questions the ethically
dubious message of the film of minimizing Russian crimes and comgjdaem a balancing of
the atrocity score. The introduction to the booklet is missing @atritontextualization of the
film in the discursive history of th®pferdebatte

After some contectualizing historical information on the occupation of Berlin in 1945, the
teaching handbook offers various primary sources to complement thestsco$ the film,
including an excerpt, entitled “Ein Tagebuch aus méannlicher russiSatigr” from Wladimir
Gelfand’sDeutschland-Tagebuch 1945-1946. Aufzeichnungen eines RotarrGstiand was a
Russian soldier who experienced the occupation in Berlin firsthand andéithe first diary by
a Russian soldier published in German. In the diary, which was petlia 2005, he writes that
during the occupation of Berlin he had many girlfriends but that henénaer raped a woman.
The information about Wladimir Gelfand and the excerpts from his bopktdea cultivated,

friendly and intellectual man, rather reminiscent of the filid&alized depiction of Anonyma’s
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protector. Gelfand does admit that Russian soldiers had rapgdugitlwomen and that he was
offered sexual favors in return for protection, which he did not acesepisaviolated his code of
honor as a soldier. While he tells honestly about the crimes whatlhden committed by his
comrades, like the film, Gelfand’s diary misrepresents thenexted extreme brutality of the
mass rapes. Critically thinking teachers may incite teeidents to question the relationship
between Gelfand and his many ‘girlfriends’ as probably at miniralsm involving barter of sex
for food, alcohol, and cigarettes, the latter of which functioned as a cuwéroyts on the black
market which enabled the women to survive and was thus far lagstargl than Gelfert may
like to think. However, such a critical perspective is not included in the teachiegatgtwhere
Gelfert’s diary rather seems to function to support the histaaimalracy of the representation of
Anonyma’s cultivated protector in the film.

The following section, entitled “Opferfeindliche Sprache,” sumpegr aspects of
Monika Gerstendorfer’'s bodRer verlorene Kampf um die Worter. Opferfeindliche Sprache bei
sexualisierter Gewalt. Ein Pladoyer fir eine angemessene Sprachfiih(@og7).
Gerstendorfer's book explains how uncritical use of speech tzeglsexual violence and,
hence, victimizes the victims a second time. She also mentionssm@ahat not only Russian
soldiers raped German women, but that sexual violence was a commumemnen in the
American, British and French occupation zones, too. The intended use sfdtien in class is
not immediately apparent. A teacher critical of the film mayploy the summary of
Gerstendorfer's book to critique the film as engaging in preciseigh re-victimizating
representations by trivializing the extent and brutality of rireess rapes. However, such an
interpretation requires significant independent thinking of the &aahd is probably not the

intended use of the booklets section, which may simply have been intemgedvide an
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opportunity of expanding class discussion to the subject of rape in genéra language use in
representing taboo subjects.

The next section is called “Uberlebensstrategien” and givesniafion on rape in
wartime in general and points out that sexual violence againsew@employed in every war.
It also mentions that the UN Security Council declared sexoé#nge as a waepon of war in
June 2008. However, the information provided about the systematic use ofapass wars is
insufficient and the booklet lacks accounts from contemporary witne$sbke rapes in former
Yugoslavia. Given its relative temporal and geographic proximitsermany, such accounts
would emphasize that sexual violence is still ubiquitous today aswl &ven close to home. A
significant point of criticism is that none of the supplementaading materials have been
didacticized and are unrelated to the following didactic sections.

Subsequently, the booklet provides some teaching ideas and gives saggestvhat
classes the material could be used. The authors suggest thaéntbe #mployed in grades ten
and up and list the following topics and school subjects 1) history:nthefethe War and the
Russian occupation; 2) German: discussion of a biographical [gi¢]3e Philosophy/Ethics:
violence, aggression and gender.

The first didactic suggestion is an exercise in preparation whwg which serves “den
Kinobesuch vor[zu]bereiten.” Students read the first 50 pages of Anonyma’s diack, deicts
life at the end of the war. This also serves the goal of “eimdrekannten Text als historische
Literaturquelle erfassen, Arbeitstechniken einiben wie z. B. Gedgakge zusammenfassen
oder wichtige Textstellen anflihren, das Tagebuch als sprachlicliggsl Erkennen und
bewerten, Inhalt historisch in die letzten Kriegstage des 2. Wagjds und die Befreiung Berlins

durch die sowjetische Armee einbetten” (19). Students are furbnerasked to prepare a
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presentation in which they describe how they imagine everydayinlifgpring 1945 which
incorporates pictures and music.

The next section provides an exercise that serves “den Kinobesudbergten” and
concentrates on filmic interpretation. Students are asked to loak e still images from the
film, to be chosen by the teacher, and analyze camera angtei@pective, mood and symbols.
Finally, students compare the movie scene and the corresponding sedtendiary. For the
following exercise, “Uberlebensstrategien in einer Extremson,” students are divided into
two gender-based groups who each create internet blogs, in waeighdiscuss what survival
strategies woman and men employ in extreme situations like Ter last teaching unit
“Taboos,” reflects on the fact that Anonyma published her diaryyenously since the rapes at
the end of the war constituted a taboo in Germany. This sectiondsxpayond the film to the
general subject of the social role of taboos. Students are askmpose and discuss one
existing taboo that should be broken and another one that should not be brokenth&hile
discussion goes significantly beyond the scope of film and diargai contribute to an
understanding of core ethical questions and the social role of discBlorsever, the discussion
is to be incited by the following excerpt from a provocative ussy with Ferdinand von
Schirach called “Hitler im Uberraschungsei,” originally pufdid by theBerliner Morgenpost

on Juli 28, 2008:

Die Profanisierung ist problematisch [...] In Unterhaltungssendubgspucken Kinder
ihre Eltern, und Buchhalter beschreiben ihre Geflihle, wahrend sie sidaufender
Kamera von einer Domina auspeitschen lassen. Die christlichkeKist auf die Frage

reduziert, wie sie zu dem Gebrauch von Kondomen steht und im Abendproggamm
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man sich vor dem Fettabsaugen an einer Schauspielerin grausen. Nulasilieritte
Reich und den Holocaust gibt es keine Witze. Es ist das letas¢hfte, das letzte Tabu,
das letzte Unantastbare in unserer Gesellschaft. Alle andénge @urden profan [...]
Diese letzte Grenze zu Uberschreiten war bisher frevelh&ftSDhne fur diesen Frevel
war der Ausschluss aus unserer Gesellschaft. (gféilmheft Anonyma — Eine Frau in

Berlin 23)

Not only does the booklet omit the fact that Ferdinand von Schiratte igrandson of
Baldur von Schirach, the Hitler Youth leader, which ought to be relewatite context of
discussing the collective German memory of the Third Reich, butlt® that there are no
Holocaust jokes is simply wrong. They do exist, if predominamilisiaeli culture. Humorous
representations of the Third Reich even exist in German culateenight talk show host Harald
Schmidt, for instance, is famous for his Hitler impersonationhEurtore, representations of the
Third Reich that employ humor do not necessarily transform the ctubj@ profanity: for
instance, Art Spiegelman’s two-volunMaus comic employs a traditionally humorous genre to
depict his father’'s camp experiences. And the last claim tleathird Reich and the Holocaust
have been excluded from German society is not only completely va®tige subject has been
overtly present, but it was clearly not excluded because its hum@mesentation constituted a
taboo. In short, the excerpt from von Schirach’s interview is misirddrand nonsensical and
would serve to distract from rather than generate a criticalskson about the social function of
taboos.

Overall, the booklet does not adequately situate the diary and thenftine historical

context. Before the class watches and discusses the movieetdassary to devote class time to
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review the history of the Third Reich and the Holocaust andhéble students to discuss film
and/or diary inits/their historical context. The booklet should furthermore providernmtion
about the crimes of th&/ehrmachtindSS and the notion that they were committed in the name
of all Germans and that therefore all Germans bore respatysidihe teaching material
moreover lacks sufficient information on tpferdebatteincluding other literary, televisual,
and cinematic depictions of Germans as victims, and about the codiptexsive history of
Vergangenheitsbewaltigun®nly if students know about the atrocities committed in the Third
Reich and the resulting difficulty of commemorating Germarliaivivictims would they be able
to be critical audiences of the diary and especially the film

The second set of teaching materials, which was created toyyhesxd German teacher
Tanja Seider, is likewise available on the internet, and #iesite www.kinofenster.de similarly
suggests to teach the film to students who are sixteen yealdeor Seider argues that the film
can be employed in various subjects, including German, politics, highrgs, Russian and
even music. Her teaching material includes didactic suggessonslhas concrete work sheets.
For the German classroom, she proposes two topics. The firstBildades Kriegsheimkehrers
in der Tratmmerliteratur und Filmen der Nachkriegszeit,” conteieslithe film in a discussion
about the psychological effects of war. It focuses on Germanvetarans who innitially
supported National Socialism and proudly fought for tRéinrer and country and who returned
as defeated, weak, and damaged wrecks. It illustrates ther ledrivar and what it does to
human beings. This topic, which is also thematized in both the diary and its filnateatapthen
Anonyma’s boyfriend Gerd returns from the front, emphasizes #hgssvf Germans as victims
since it underlines the suffering of German soldiers, partigut the Eastern front and as

prisoners of war in the Soviet Union. Although it is important to empéabke physical and
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psychological desctruction generated by war, it is also essémtemphasize thatvehrmacht
soldiers played a crucial part in the Nazi killing machine, @atmany started the war, and that
the subject position of soldiers is an inherently conflicted onehag &re simultaneously
perpetrators and victims. It is thus necessary, to evaluate theseatation of the
Kriegsheimkehrenn West German literature and film critically and point du¢ ne-sided
portrayal as victims as ethically problematic.

For the history classroom, Seider maps out three topics. The‘lNegtonalsozialismus/
Zweiter Weltkrieg: Die Darstellung der sowjetischen Bevdalkerin der nationalsozialistischen
Lebensraum-ldeologie” asks students to analyze historicad sd pictures and to compare
them to the depiction of Soviet soldiers in the film. The second to@ieschichtskultur: Die
Verbrechen der deutschen Wehrmacht in der Sowjetunion” provides eanisexin which
students work with historical photographs from Wehrmachtsausstellungnd discuss the
involvement of theWehrmachin Nazi crimes as well as the recent public debate thdoigixini
generated in Germany. Seider calls the third topic “Der egro8terlandische Krieg im
kollektiven Gedachtnis heutiger Russen” and asks students to intedRuissvans, e.g., fellow
students of Russian heritage and/or their family members abouviges of the Second World
Warr.

These complex discussion topics challenge students and engage them ialanatysis
of the historical context oAnonyma — Eine Frau in BerlinThe exercises expose the anti-
Russian propaganda of the Third Reich and can contribute to an explaviaitime filmmakers
sought so strongly to avoid depicting the Red Army in such stereotyiscussing the Russian
collective memory of the Second World War Il can make studewtseaof significant

differences in national memories and enable them to cntiealbluate the official German
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memory as well as the communicative memory passed on vigyfataries. The third exercise
generates the necessary balance to the subject of “Das BilKrkgsheimkehrers in der
Trimmerliteratur und Filmen der Nachkriegszeit,” which Seidggssted for German classes,
as the Wehrmacht exhibition demonstrated that Wehrmacht soldiezsastvely involved in
crimes against civilians on the Eastern front. Teaching studenfshird Reich, the Holocaust,
and theOpferdebatteis essential before watchignonyma — Eine Frau in Berlito prevent
students from perceiving the German characters solely assieind the Russian characters as
perpetrators. Seider suggests that the different aspects dfrtHeefdiscussed at the same time
in German and history classes. While this is easier if bothesare taught by the same teacher
and requires significant coordination between teachers othenthge, multi-disciplinary
approach would be beneficial as it generates discursive interactionebatogses.

In addition to the above topics which contextualize and expand on the Siider
created a detailed worksheet that for the analysis of itmeitself. She divides it into the

following six sections:

1. Ein Tagebuch verfilmen: tber subjektives Erzahlen im Film.

2. Figurengestaltung reflektieren.

3. Befreier oder Besatzer? Zur Darstellung der sowjetischier&n im kollektiven
Gedachtnis der Deutschen.

4. Filmasthetik untersuchen.

5. Vergewaltigungen als Mittel der Kriegsfihrung gegen ZiviiStmen im Licht
internationaler Rechtssprechung.

6. Die psychischen Auswirkungen von Extremsituationen reflektieren.
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While sections 1 and 4 analyze film techniques and sections 5 andubfbet of rape in
wartime generally, sections 2 and 3 focus on the collective myeaidhe occupation in 1945
and will thus be discussed in more detail here. Section 2 analyzethbadifferent groups of
figures, Russian soldiers, German women and German men, argsergptein the film with

regard to their war experiences. Students are asked to do the following:

Bilden Sie drei Expertengruppen zu 1. den deutschen Frauen, 2. den rusSisiclaten,

3. den deutschen Mannern. Teilen Sie innerhalb Ilhrer Expertengruppe die
Beobachtungsaufgaben fur folgende Figuren unter sich auf: 1. DeutselenFr
(Anonyma/ Barbel/ Witwe/ llse Hoch/ Flichtlingsmadchen); 2.d9/adie Soldaten (Der
Major Andrej/ Soldat mongolischer Herkunft/ Anatol/ Soldatin/ Sadadllgemein); 3.

Deutsche Manner (Gerd, Eckhart, Herr Hoch, junger desertierter Wehssadat).

Students are given the following tasks:

a) Beobachten Sie wéhrend des Films lhre Figur und deren Handbingsgmn.
Orientieren Sie sich dabei an folgenden Leitfragen: Was haKmikeg fir meine Figur
bedeutet? Wie erlebt sie das Kriegsende? Welches Leitehatfghren und wie geht sie
damit um? Welche Wiinsche, Hoffnungen und Angste hat sie fizukienft? Erstellen
Sie nach der Filmsichtung ein Kurzportrat Ihrer Figur in Feimes Steckbriefs in der

Kleingruppe in der Ich-Perspektive. Prasentieren Sie diesen in der Expapiaag
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b) Analysieren Sie die Beziehungen zwischen (A) den deutschen Fuagkrden

russischen Soldaten sowie (B) den deutschen Frauen und den deutschen Mannern.

Analyzing the plot from the different perspectives of their respectjugdigives students
an understanding of how the victors and the defeated, women and merrmcgrbthe end of
the war. Imagining themselves in their position helps students empathth them, see
similarities between all three groups, and realize that thanatisn between perpetrators and
victims is not necessarily a dichotomy but that perpetratoradéddsas bystanders and followers)
can become victims and, vice versa, victims can become perpetrdioe exercise thus
counteracts thinking in simplistic dichotomies.

Section 3, “Befreier oder Besatzer? Zur Darstellung der esmephen Alliierten im
kollektiven Gedachtnis der Deutschen” explores how the Russian o@upsatiepresented in

German collective memory. Students are asked to do the following researdtsproje

a) Schlie3en Sie sich einer von zwei Expertengrossgruppen an.

Gruppe 1: Fuhren Sie eine Umfrage im offentlichen Raum (Stral¥anstaltungen)
durch, in der Sie die Interviewpartner/innen zu ihrem Bild der seefgn Alliierten
befragen. Nehmen Sie die Antworten auf Tonband auf.

Gruppe 2: Besuchen Sie in Kleingruppen ein Archiv mit Berliner uhgen.
Recherchieren Sie, wie die sowjetischen Alliierten im Jahr 194§esdtellt wurden.
Finden Sie auch heraus, welche politische Ausrichtung die Zeituradgem, aus denen

Sie zitieren.
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b) Veranstalten Sie eine Pressekonferenz fiur lhre Nachbakkssder beide Gruppen

Ihre Ergebnisse in einer Prasentation vorstellen.

Section 3 thus explores how Germans perceived Russians in 1945 andeotvgies
influenced the perception and elaborates on how Germans remember #ienRcsupation
today. This exercise incites students to explore the discurslaions between the
representation of Russians in 1945 in Berlin newspapers and the contgmealteactive
memory of the occupation. Section 4, which focuses on film techniquescistevith the two
preceding sections as it emphasizes how the film portray$itée €ore groups of figures and
how these techniques influence our perception.

Seider’s teaching materials have been laudatorily reviewed at

www.lernenausdergeschichte.de (“Empfehlung Film”), which also provides trtke tbooklet:

Der Autorin gelingt es, den Film fir eine facherlbergreifenderbErang der
Thematiken ‘Sexuelle Gewalt nach der Befreiung Deutschlands 194%@beatzbar zu
machen wie flur eine filmanalytische Sicht auf die Rréeen der Bilder von ‘Russen’
und ‘Deutschen’. Dies ist nicht zuletzt deshalb von Bedeutung, daetiehBhte des
Filmes eine im Gedéachtnis der deutschen Gesellschaft prasesthichte aufnimmt —
die in Teilen rassistisch aufgeladene Perspektive auf dieschssi Besatzer/innen und
ihr Vorgehen in den befreiten deutschen Gebieten — welche langéadshistorisch
wenig erforscht worden ist. [...] Positiv hervorzuheben ist ebenfallss dahs
Unterrichtsvorschlage die russische Perspektive auf den ‘GroRerévidischen Krieg’

zu einem Auseinandersetzungspunkt machen. Dies durfte nicht nur diekBeespaller
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Lernenden erweitern, sondern auch ein interessanter Diskussionspurtkiulkléssen
mit in russischen Familien aufgewachsenen Jugendlichen sein. Istdéochssische
Diskussion um ‘Krieg" und ‘Besatzung’ deutlich anders konturiert als inieder
Bundesrepublik. Durch Einwanderung ist diese Erzahlung jedoch auch zwamdes

der deutschen Erinnerungslandschaft geworden.

Anonyma’s diary is an honest account that depicts the horror of wartimandpgeuches
on, if only in passing, German collective guilt and and respongilahid that of individual
Germans. However, the film adaptation fails in adequately pamtgathe magnitude and
brutality of the mass rapes, irresponsibly casts revenge aslthand ethically justifiable cause
for the rapes and general violence and thus exculpates the Rugsdthers from their
responsibility. Despite the fact that tiléehrmachtand SScommitted similar and worse crimes
and that the majority of German women were followers and byswntde deeply unethical to
consider the brutal mass rapes of some two million women gsyaosthment. The vast majority
of the official and vernacular reviewers of the film reffe@nd reinforces the notion that
Germans were perpetrators, followers, and bystanders firste Whinority even advocates that
therefore German civilian victims ought not to be commemoratedubedheir suffering pales
in comparison to that caused by atrocities committed by Gerrttasnajority seeks to find
ways to implement the commemoration of Germans, who became viotilmsmbings, flight
and expulsion, and mass rapes, into collective German memory. Whiléebothing manuals
refrain from onesidedly portraying Germans as victims byheslly contextualizing the film,
particularly the first lacks concrete didactic directions on hm¥each the historical context that

led to the Russian occupation and to the violence against German worntlkeoutVddequate
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knowledge of the atrocities committed by Germans, the representaft German civilian
victimhood may regenerate the 1950s West German notion that thellsir @erman victims
balance the score and thus relativize the Holocaust. Howeversiitikgig that none of the
official or vernacular commentators nor the authors of the tegchaterials revived this notion,
that comments from the extremist Right are absent and no oneyech@erman victimhood for

revisionist approaches to German history.
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4. Transforming Germans from Perpetrators into Victims in Bernhard Schlink’'s Der
Vorleser

Bernhard Schlink’s noveDer Vorleser which was published in Germany in 1995,
became a bestseller in 1999 after talk show hostess Oprah y\uigreissed it in the book club
section of her show. In 2008, the novel was adapted into a Hollywood madwid wwas
nominated for several major awards and Kate Winselt won the 2008=MgaAward for Best
Actress for her portrayal of the former woman concentratiorpaguard Hanna. Schlink’s novel
depicts the affair of fifteen-year-old high school student Michael ang-gixtyear old Hanna as
well as the long-term consequences for Michael of learning dadanha’s past, which only
becomes gradually apparent to both the first-person narrator Miekaelell as the reader.
Schlink, who was born in 1944, the same year as his narrator-protagodisteMBerg, is a
professor of law and practicing judge, and writer of detective nofdels.Vorleserreceived
national and international acclaim and won several awards, includingatiee Fallada Preis and
the WELT-Literaturpreis. It was translated into over forty-tareguages and was not only well
received in Germany but also in the United States. In faet, @infrey recommended iDer
Vorleserbecame the first German novel to ope New York Timdsestseller list. The immense
success ofDer Vorleser has brought Schlink international renown, particularly after the
American film adaptation which entered German theaters in &8b2009. The novel appeals to
a wide readership. According to Tilman Krause’s (1999) articRienWelt “das hat es seit den
Tagen der Gruppe 47 nicht mehr gegeben: einen deutschen Roman, den wailklgblesen
haben — Die literarischen Feinschmecker wie der kulturhungrigérFrighe official reception
in German newspaper reviews from the highbrewZ to the populistBildzeitung was

predominantly positive.Der Vorleser even found its way into German school curricula.
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Numerous interpretations and didactic manuals, which are likeangely uncritical of the text,
have been published since 1999 (Schmitz, “I could not” 55).

The noveltouches such significant discourses as the representation éfotbeaust,
ethics and conscience, guilt and shame, identity conflicts, melanciiotidhe subgenre of the
Bildungsroman However, in merging the significant and ubiquitous subject of the Hodbca
with a steamy love affair, Schlink sugar-coats the highbrow eubjef
Vergangenheitsbewaéltiguriyy employing the preeminent popular culture plot paradigm of sex
and-crime. Schlink thus presents a difficult and complex subjeatviray that makes it easily
digestable and does not expect critical thinking from the reddstead, the narrative’s
melodramatic plot appeals to the reader's sentiment. Alth@eghVorleserpretends to be a
highbrow novel about coming to terms with the Holocatstctually constitutes what Willi
Winkler (2002) dubbed “Holo Kitsch.” And while the representation of the Huwisicand its
aftereffects via the sex-and-crime paradigm of popular cuitirethically and aesthetically
inadequateDer Vorlesereven exculpates Hanna from her crimes on the grounds that her actual
illiteracy also made her morally illiterate and thus unable to distihgight and wrong.

This chapter thus expands the discussion of German victimhood froentgst and
followers by analyzing a text that casts even a perpetrata w@ctim. As in the preceding
chapter, | analyze the novel's official and vernacular receptionvelk as its recent film
adaptation and the latter’'s respective official and vernacelzgption because text and film
themselves only constitute the potential of transforming colle@Gms@nan memory of the Third

Reich. It is only via the reception analysis that one can see how this potagiattualized.
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Hanna's and Michael’s Victimhood in the Novel

The novel echoes the West German tradition of the auto-fictits@irbiicherfrom the
1970s and 1980s, which functioned as the voice of the second generation, then afildre
perpetrators, followers, and bystanders, who attempted to come t® watintheir parents’
refusal of guilt and responsibility. The texts were a refbectf the widespread social unrest and
tension between both generations. The authors, who were born durhmytty after the Second
World War, began to confront their fathers’ political choices and cdndudng National
Socialism. These narratives of the so caei@gskinderare accusatory confrontations with their
fathers, and to a lesser extent their mothHees. Vorleseris a “historization of and reflection on
this German generation conflict that has determined so much Gfetmean mind since the mid
1960s” (Schmitz, “I could not” 55). Althougber Vorleseralso explores the relationship
between theTatergenerationand the second generation, the twist in Schlink’s narrative is the
change from the relation between (adult) children and their fatbetise erotic relationship
between fifteen-year-old Michael and thirty-five-year-old Hanna.

Since it is important to know the plot Der Vorleserin order to understand how Schlink
portrays “Germany as victim” (Bartov 34) a short summary of the novelxfslhere. The events
are recounted by the protagonist, Michael Berg, in a first peramative approximately thirty
five years after the point in time when the first chapterrgedihis narrative perspective and the
fact that Schlink and his narrator-protagonist share such core biogiagéiails as the year of
their birth and the fact that both studied law as well asatiettiat Schlink refused to answer any
guestions about possible autobiographical aspects in the text has gramgig critics and
readers to consider Michael Schlink’s alter ego. The novel cerdishree parts. The first is set

in 1958 and focuses on the sexual initiation and relationship between Macdkladanna, who is
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twenty years his senior. She comes to Michael’s help one dayhehkacomes ill on the street
as he is coming down with jaundice. Later he visits Hanna to thardnldeis seduced into an
affair with her. Michael’'s reading aloud to Hanna from Germassics he has to read for school
becomes a significant part of their relationship. When Hanna suddesalgpaiars, Michael is
devastated by feelings of loss and guilt, because he mistalssuignas that he caused it by his
betrayal of not acknowledging her at a public pool when he was among friends.

In the second part, Michael is a law student who participatasseminar that observes a
Nazi war crimes trial where five women who had serveduasds at a concentration camp are
being tried. To his surprise, Michael recognizes one of the women as Hanfi@e™emen are
accused of having locked Jewish women in a church and not opened theveloafter it had
been bombed and caught fire. The question as to which of the guasdespansible for the
death of all but two of the Jewish women depends on the identity ofrilee @f a report on the
incident which constitutes the main piece of evidence in the Wiaén asked to give a writing
sample, Hanna confesses to having written the report. However, drasesl trial observations
and past experience with Hanna, Michael comes to the conclusion dhaa Ht illiterate, a
handicap she had tried to hide all her life, and that it was onlydidl #he uncovering of her
illiteracy that she had declined a promotion at a Siemen®rfa and rather become a
concentration camp guard. He also realizes that it was nafbiat to acknowledge her in front
of his friends that caused her to suddenly disappear but because she had been offesétbthe
as a street car driver for which she would have had to paré&cipaa training course which
would have exposed her illiteracy. In order to keep her secrahadaven falsely confesses to
the sole responsibility for the death of the Jewish women and is sentencedrpfisonment, a

plot element that seems rather improbable.
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In the last section, Michael is middle-aged, divorced and therfafhe child. Hanna is
still in prison. Michael begins to tape himself reading books arttiput prior contact with her
and without including any notes with the tapes, sends them to Hanremother rather
improbable plot development, Hanna teaches herself to read andvithithe help of the tapes.
After eighteen years in prison during which she was a model prissiveers paroled. As she has
had no contact with the outside world except for Michael's regalaest the prison warden
contacts Michael, asking him to help her re-enter life. He nié@t®a once prior to her release
and despite the fact that he is essentially physically seduby the old woman she has become,
he makes arrangements for her post-prison life. However, on thenmavhiher scheduled
release, Michael finds out that Hanna has killed herself, a ra@ggsst twist to prevent Michael
from finally having to confront Hanna and himself with her criméhough she was not
responsible for the deaths of the Jewish women for which she wasteohdhe had still been a
camp guard. In her suicide note, Hanna asks Michael to give hemgsawa the only living
survivor of the church fire. Michael visits the survivor in New York, shet refuses to take the
savings because she considers this gesture to be absolving Hdraregoiit and suggests that
he donate it to any charity provided it is not related to the Holadslishael chooses the Jewish
League against llliteracy. The survivor, however, does keeprthie which Hanna had kept her
money since she had a similar one, which was stolen in thp. canother ten years later,
Michael begins writing their story.

Der Vorleserengages the discourse about German victimhood with regard to both
protagonists. As its narrator, Michael exculpates Hanna from hdtr gfuiserving as a
concentration camp guard by portraying her as a victim of cstamoe and casts himself as a

victim of his helpless shame for having loved her (Long 30). Beggwith the latter, | analyze
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how Michael turns both Hanna and himself into victims. At the cafitére novel is the conflict
between Michael's postwar generation, who angrily reproved themients for being Nazi
followers or even perpetrators. In their zeal to expose partigulaeir fathers as deeply
implicated in Nazi crimes, they self-aggrandizingly appointed thieseheir parents’ judges.
Their sense of moral superiority allowed them to distance theessé&lom the collective and
individual guilt of their parents. They also accused their fatheds mothers of not having
admitted their guilt and that therefore the next generation, wdm® innocent with regard to
committing or tolerating Nazi crimes, had to bear this burdenhfmt Last but not least, the
postwar generation considered themselfes as suffering frorshdmae and guilt they felt for
loving their guilty parents. This self pity gave rise to a sefsactimhood among the postwar
German generation (McGlothlin 213). Through the insistence on their wifenisg, the second
generation generated an affiliation with the actual Nazi vtivhose suffering and victimhood
was thus unethically relativized. Ernestine Schlant considersttibidailure of the postwar
generation since they thus avoided a true confrontation with the§2as®A6 mentioned above,
in Der Vorleser,this generational conflict is not embedded in a family relatignd¥lichael’s
father was not a perpetrator; he was even dismissed from higaityiosition for planning a
lecture on Spinoza. In Schlink’'s novel, the familiar conflict is noty ardrfremdetby being
placed into the context of the erotic relationship between Hanna aiéll but also by being
displaced from it as Michael only learns of Hanna's past long after thegtioreship ended.
Michael explicitly expresses his victim status as a memb#re second generation when
he states that his suffering is paradigmatic for his génardWie sollte es ein Trost sein, daf3
mein Leiden an meiner Liebe zu Hanna in gewisser Weise théckSal meiner Generation, das

deutsche Schicksal war” (163). However, his suffering is everased by the fact that his love
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for Hanna is not by accident, by birth, but by his own choice whidkemhim feel unable to
condemn Hanna without condemning himself (Long 52). During the trial, imadinds out that
Hanna was a concentration camp guard, he has to undergo a proseiésjoéstioning that the
other students, he thinks, can avoid because unlike the love of a chalgpément, erotic love is
chosen. Michael thus feels guilty for his choice of loving a perpetrator (8&1&). However, it
is never quite clear why he feels guilty (Schlant 211) sinocernwhe fell in love with Hanna, he
did not know about her past. Therefore, Michael’s repeated profesdigngt remain nebulous
(Long 52). He presents himself as the ultimate suffering impce., someone who essentially
suffers for the guilt resulting from another’s crime. Like thetwas generation at large,
Michael’'s rather self-aggrandizing mea-culpas, which covestive to establish his victim
status, depends on Hanna'’s status as perpetrator (Donahue 66).

Michael’s status as a victim is reinforced by the fact figais structurally associated with
Jewish victims because during the trial, it is revealed that Hanna had renoovedand delicate
girls from hard labor and had them read to her in private, like Michda during their
relationship (Bartov 34). We never learn what Hanna’'s motivationfevasaking the girls read
to her. Furthermore, when Michael talks to the only survivor of thechhiire after Hanna's
death and, upon her question, admits to their relationship, the survivor carimastist diese
Frau brutal gewesen. Haben sie’s verkraftet, dass sie mitefimfz.” (202). The unnamed
survivor highlights their age difference and hence the unequal powsrnishap between Hanna
and Michael. Schlant indicates that “in a fantasy of reverdgutem, the victimization of the
successor generation by the perpetrators is validated by aadstoecictim” (216). Michael
himself had already espoused the dubious analogy between the exgenénmeErpetrators,

victims and spectators of the trial:
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Wie der KZ-Héftling, der Monat um Monat Uberlebt und sich gewdfat und das
Entsetzen der neu Ankommenden gleichmitig registriert. Mit dersdBmaubung
registriert, mit der er das Morden und Sterben selbst wahmilie Literatur der
Uberlebenden berichtet von dieser Betaubung, unter der die Funktionen lukss Le
reduziert, das Verhalten teilnahms- und rticksichtslos und Vergasungewbcennung
alltaglich wurden. Auch in den sparlichen AuRerungen der Tater begedie
Gaskammern und Verbrennungsoéfen als alltagliche Umwelt, die 3éitest auf wenige
Funktionen reduziert, in ihrer Rucksichts- und Teilnahmslosigkeit, ittten@@heit wie
betdubt oder betrunken. Die Angeklagten kamen mir vor, als seien sieanmoer und
fur immer in dieser Betaubung befangen, in ihr gewissermalRestevmrt. Schon
damals, als mich diese Gemeinsamkeit des Betédubtseins biggehafid auch, dal’ die
Betdubung sich nicht nur auf Tater und Opfer gelegt hatte, soademauf uns legte,
die wir als Richter oder Schoffen, Staatsanwalte oder Protokallaptiter damit zu tun

hatten. (98-99)

Relating the subject positions of victims and perpetrators in daatpscvia their sense
of numbness is ethically irresponsible as it not only infuses patpes with some of the
victim’'s suffering but thus also transforms the dichotomous positioms antontinuum of
numbness. Relating both victims and perpetrators to the postwar gamdnatconflating the
experiences of the former to the reception experiences ofneatives by the latter is likewise

nonsensical and ethically untenable.
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And while Michael's provocative question “was sollte und soll meieaeBation der
Nachlebenden eigentlich mit den Informationen ueber die Furchtbarkigteviernichtung der
Juden anfangen?” (99) could indicate an innovative critique of the functionoloicadist
representations in German culture, according to Schlant, in Schiioké it indicates Michael’s
unwillingness to honestly confront the Nazi past (215) and his inabolifgel compassion for
the Holocaust victims. Neither the testimony of the victimhgha trial nor his visit to the
unnamed concentration camp where Hanna served as guard evokestire lmompassion he
feels towards Hanna. When thinking about the student movement of the 196bagiMeven
reduces the Holocaust into an epiphenomenon of a timeless generational confc4).evhen
he argues that “manchmal denke ich, dass die Auseinandersetzung mit derseatigirstischen
Vergangenheit nicht der Grund, sondern der Ausdruck des Generationenkondliktder als
treibende Kraft der Studentenbewegung zu spuren war” (161). Whilea®Mithus casts himself
as an innocently suffering victim, he nevertheless illogicdbp @ortrays Hanna as a victim,
thus transforming the subject position of a camp guard from perpetrator into victim.

Nazis are often represented as criminally insane sadigispular culture depictions of
the Holocaust. By contrasDer Vorleser encourages the reader to empathize with Hanna.
Although her motivation for having young female prisoners read toshaever established,
Michael portrays Hanna's decision to decline the promotionSiamensand become a
concentration camp guard to avoid the uncovering of her illiteracyoa morally accountale
because her handicap rendered her morally illiterate, unable tbogdish right and wrong.
Furthermore, as the trial proceeds, she is unable to revietnaghéocuments which could have
significantly helped her defense and even confesses to sole rédpgrfer a crime in which

she only participated because she tries to hide her illitemt@tl cost, whether that means



140

becoming a camp guard or a life sentence. The novel not only gengratdubious notion that
Hanna's illiteracy is a mitigating factor in her crimegich are furthermore effaced from the
text, but even casts her as primarily a victim. Her inabitityead and write not only serves as a
guestionable exculpation for becoming a camp guard but also to €sthllainna as a victim of
the other guards who accept her false confession, which partly etesnén@m, without
contradiction. As such, her life sentence is unjust and Hanna's dunsobject position is
transformed from that of perpetrator to that of an innocent victichthe fact that Hanna is in
fact guilty of being a part of the Nazi kiling machine beconnearginal. Both Hanna’'s
motivations and crimes are absent from the text, as they wouldnprine reader’'s empathy for
her which the text encoded as the dominant mode of reception. Wéearniythat Hanna has a
brutal side because, evoking the Nazi sadist figure of pornographpg durbike tour with
Michael she gets upset and hits him in the face with a lea#ier And while the unnamed
survivor briefly alludes to Hanna'’s brutality, not only does this contralso pertain to Hanna'’s
relationship with Michael, i.e., it serves to establish a sirattanalogy between him and the
Holocaust victims. But unlike Jeffrey I. Roth’s (2004) interpretati@at the survivor is the only
credible source in the novel since she is an eyewitness who krava iathe camp, despite the
manipulative use of direct speech, we do not have unmediated &xtlesssurvivor’'s discourse
because like the entire novel it is filtered via Michael’s narration.

The ethically untenable transformation of Hanna from a perpefrdatom@ victim rests
solely on the rather unconvincing metaphorical extension of Hanna&yadly into moral
illiteracy or lack of moral intelligence (Swales 8). laikha is unable to spell out the basics of
moral language (Niven 383), she can be exculpated from her (iufrsphecrimes. The

interpretation of Hanna as not responsible for her crimes becabse mibral illiteracy, which is
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the dominant notion in the novel, has been questioned by a number of Igetasg; Swales
argued that Hanna is rather driven by the shame for heliipdbiread and write and Niven
similarly argues that Hanna was motivated by a fear ofmstiigation, neither of which could
exculpate her crimes. Schlant asks, “but if illiteracy is mat éxplanation and excuse for
Hanna's acts, then what function does it serve in the novel?” (218gnies precisely the
unethical function of exculpating Hanna and transforming her from@epator into a victim.
Misrepresenting Hanna as an innocent victim diverts the reaatézigtion from both her crimes
and the actual victims of the ‘Final Solution.’

Although literary scholars contradicted the notion that Hannatsrdlty exculpates her
from her crimes, the novel represents this as the dominant maderpfetation. It is reinforced
by the fact that when Hanna learns to read and write in prisomeatie the canonical German
writers and, subsequently, survivor memoirs, perpetrator accounts aemcéaholarly works on
the Holocaust which supposedly engenders an ethical transformation. ikivhige this plot
development reveals Schlink&ldungsbirgerstatus and belief in the simple solutions of pop
psychology, its probability is minimal and it remains unconvincingstiha Brazatis likewise
argued that “it is also difficult to find much evidence for tsame see as Hanna's ‘moral
transformation’ apart from a few flimsy references” (13ndAaccording to Niven, Hanna’s
initial motivation for learning to read and write in prison is overcgmof the “solipsism of
shame” (393), which is not a particularly ethical or altraistcentive. Conveniently for Michael
(and Schlink), Hanna kills herself and neither has to face theesrshe committed. Hanna's
motives for the suicide are never explicitly revealed. Althougin & life outside prison may
have been a conritibuting factor, the novel predominantly suggestsuitidesto be the

supposedly logical consequence of her belated moral awakening empdéydére German
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literary canon and canonical Holocaust texts. Particularly ¢nendr cannot be invoked as
generating moral enlightenment because many Nazis wetevaveéd in German and other
canonical literaturd® The interpretation that the suicide constitutes a form of penarfoettier
reinforced by her gesture of leaving the money to the sole sureivtite church fire. The
survivor refuses to accept the money but she keeps Hanna's tin. Althibisgis not the
absolution Hanna seems to have hoped for, “the text appears to endarsgsHyesture of the
so called atonement” and thus incites the reader to likewise forgive Hannas ¢cong 57).

Der Vorleseressentially omits the representation of the Holocaust. Aparttirerohurch
fire, when the guards did not open the doors, Hanna's crimes and théseathér guards as
well as the suffering of the victims remain nebulous and unrealhdfmore, the only two
survivors of the church fire are depicted in a rather negatilie Mjhile Hanna is characterized
as naive, natural, feminine, erotic and sympathetic, particularly the yosurgesor — who is the
key witness in the trial and who incriminates Hanna severely —aeppeold, factual,
unemotional and unsympathetic. While Holocaust survivors have certagiyskatimentalized,
particularly when represented in American popular culture and différom the stereotype of
the quasi-saintly survivor is legitimate, in Schlink’s novel timethically employed to engender
empathy for perpetrator-cum-victim Hanna rather than for the ldogiovictims and survivors.
Michael furthermore describes the survivors’s testimony “nicézipe” (109) therefore not in
the position to ascertain the guilt of the perpetrators (Bartovii32fichael’s representation of
the trial, they actually victimize Hanna, who if not quite inncoaemiot as guilty as she is
accused of. MoreoveDer Vorleserstrips the two survivors — who represent all Holocaust

victims — of their individuality as they remain nameless. Througtimihovel, Michael refers to

%9 Schlink presents the “untypical’as the “typicaanna, as the uneducated illiterate, is the exuet the rule.
Most Nazis were well educated with appreciationdaltur andKunst Particularly in Holocaust survivor memoirs,
the most highly educated camp guards are descaibéiae most brutal.
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them only asdie Mutter and die Tochter Schlant suggests that their namelessness and
facelessness are perhaps also emblematic of Michael’s relei¢taoanfront those who suffered,
particularly those who suffered under Hanna’s supervision (215). uffexisg of the Holocaust
victims thus remains distant and abstract; they evoke no emotioty an planna or Michael. As

the text represents the survivors in a negative light and igtteessuffering, it discourages that
the reader empathizes with the true victims.

Schlink stated in an interview that “wenn die, die monstrése Tatgangen haben,
immer Monster waren, ganz fremd, ganz anders, hatten wir nichtermait gemein und waren
rasch mit ihnen fertig”’KilmheftDer Vorleserl4). While critique of the simplistic demonization
of nazi perpetrators is legitimate and necessary, accotaibgng, overemphasizing our human
proximity to the perpetrators runs the risk of encouraging dwpir them in a way that
prevents critical judgement of their crimes (95@r Vorleser then, incites empathy with Hanna
and even transforms her from a perpetrator into a victim who, ingyhgopular psychology,
passes on their own trauma to others, particularly the postwarageneof Germans. As
Michael represents th&riegskinder and Hanna embodies the perpetrator generafian,
Vorlesernot only exculpates the Germans collectively but even transfibiens into victims. In
Schlink’s novel not the Holocaust victims but their murderers asshenstatus of victim, in
other words,Der Vorleserdisplaces Nazi victims from their discursive position and replace
them with “Germany as victim” (Bartov 34). Transforming bothpe#mrators and the postwar
German generation into victims downplays and belittles the sugfamnd victimhood of the real

victims. This is an unethical tendency since it entails historical revisionis
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The Official Reception in Newspaper Reviews

Der Vorleserhas attracted much attention among German and internationzs.dtitivas
a huge commercial and critical success and the many reai@nmostly favorable. Overall, in
the U.K. and the U.S. the novel was criticized more vigorously, whergasrmany the reviews
were largely laudatory. The reception of the novel in Germanyeadivided into two different
phases. Immediately after its publication in 1995, the novel receavedreviews. The second
phase was ignited outside of Germany in the U.K. in March 2002 reynyeAdler’s scathing
review. First published in th&mes Literary Supplement generated a more critical second
wave of reviews in Germany when it was published in German atéorslin theStddeutsche
Zeitung

In the 1990s, German reviews, which focused on the novel’s language artibmarra
strategies, the love story, the subject of guilt, and intergenerational txrdétebrated Schlink’s
novel enthusiastically. Rainer Moritz (1995) even concludéd/eltwoche “was fir ein Gliick,
dass dieses Buch geschrieben wurde” (n.pag..). Reviewers parjiquiade Schlink’s writing
style and language. Michael Stolleis (1995) emphasizes Schigikfihlsame und transparente
Sprache” (B) in thé&-AZ and Christoph Stoelzl (1999) writesie Weltthat the novel is written
with “Leichtigkeit und Eleganz.” Most reviews, however, stress the lisoh@nesty. Rainer

Moritz (1995), for instance, writes:

Der Vorleser ist ein Roman von bestechender Aufrichtigkeit. Bt fée bequemen
Ausflichte all derer hinfort, die einem ‘Aufarbeiten der Vergageaheit’ eilfertig das
Wort reden. Wenn Michael Berg einrdumt: ‘Ich bin damit nicht degeworden’, so

spricht er ungewollt aus, was andere, viele andere vertuschen. ‘Sbkdima
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‘Erinnerungsrbeit’ -- so lauten die modischen Betroffenheitsvokalie Absolution

vorgaukeln. (n.pag..)

Reviewers furthermore praise Schlink for portraying Hanna natsdsreotype but as an
ordinary person and not primarily as a perpetrator but as a vieatar Michalzik (1995) writes

in thetaz

Die Provokation des Buches liegt in dem positiven Blickwinkel, aus Hamma, ein
Mensch, den die Zeitungen damals als Monster bezeichnet hétten, diseschwird.
Dazu fuhrt der Analphabetismus. Er steht zwar nicht in direktenardoenhang mit
ihrem Verbrechen im Dritten Reich, aber er macht sie selbsinem Opfer und gibt zu
Spekulationen tber die Motivation Hannas Anlass. Ihr Leben war vom Veyspcigt,
ihre Behinderung zu verbergen, das macht sie zu einer angstlichbawussten,

Peinigungen der Umwelt hilflos ausgesetzen Person. (8)

While the reviews in the first phase were generally verytiges there were very few
critical voices. Most prominently, Sigrid Loffler condemned the navehe discussion among
critics on the television program da#erarische Quartett(ZDF) in December 1995 for its
ambiguous treatment of the illiteracy theme and arguesittifiictions as a mitigating factor

that exculpates Hanna from her crime:

Analphabetismus ist schon mal ein Thema, das hier auch alth&digang eingefuhrt

wird: Denn die Frau — es geht gar nicht so sehr um die Verbredieesje als KZ
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Aufseherin begangen hat — kann gar nicht mehr so Schuld sein, wsaléhes Unrecht
im Prozess passiert. Also eigentlich ist die ganze Steatelgs Romans eine
Relativierung von Schuld durch diesen Analphabetismus. Und das zweiteh-dilese

Liebesgeschichte. Zum dritten wird diese Person im drittéinimheGefangnis geradezu
zur Heroine, die namlich zu ihrer eigenen Lauterung diesem@afaufenthalt auf sich

nimmt.

Apart from Loffler's insightful comment, critics do not considée tdepiction of a
perpetrator as a victim via the moral illiteracy metaphor aedépresentation of the Holocaust
in the context of a sex-and-crime melodrama ethically dhagsally questionable. While most
reviewers do not explore how the novel represents the Holocausgwhthdt do, are rather
impressed by the writer's supposedly unique and new approach afgtorterms with the past.
And while most reviews do not even mention the fact that Schlink portrays a pergeteateay
that incites empathy in readers, the few that do reflect welcome thaDer Vorleserdepicts a
perpetrator as a human being and not as a stereotypical Nazis Imest striking that the
majority of reviews and interviews with Schlink did not focus on the Ir®gabject of coming
to terms with Germany’s past, but rather highlight the scanddwes story. However, even
while focusing on the relationship between Michael and Hanna, reviewstdeflect on the use
of the Holocaust in this story of sexual initiation but rather veonsthether the storyline is
autobiographical or discuss it as a form of child abuse. In the 1990sGdhman and
international reception dDer Vorleserwas thus overwhelmingly positive and reviews did not
critigue the novel as engaging in the mitigation of German fuiliransforming a perpetrator

into a victim.
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This changed in March 2002, when the BritiBimes Literary Supplemetieralded a
debate about the moral qualities of the novel, and from then on, cwideés became
predominantDer Vorleserwas originally published in England in 1997 and a commercial and
critical success. Mainstream reviews were positive throughoat Eminent Jewish philosopher
and literary critic George Steiner (1997) calls the novel irDihgerver'masterful,” writes that it
“is rapidly becoming a touchstone of moral literacy” and concludas“tha reviewer’'s sole
function is to say as loudly as he is able ‘Read this’ and ‘Read it agaipdgin). It was not until
the English translation of Schlink’s short story collectioabesfluchterappeared in 2002 that
critics started to re-evaluatBer Vorleser British novelist Frederic Raphael (2002) and
Lawrence Norfolk (2002) as well as London Germanist (and son of a Holocaust suienamy
Adler (2002) argued that the novel minimizes the German guilN&ai crimes. Norfolk’s and
Adler’'s reviews were printed in th8lddeutsche Zeitunghose literary critic Willi Winkler
supported the claims which ignited a feuilleton debate about the sowvebtment of the
Holocaust.

The critical reviews oDer Vorleseradmonish several aspects of the novel. First, they
object to the novel's conflation of the experiences of perpetratmtans, and even audiences
by a Gemeinsamkeit des Betaubtseidler (2002) writes that “die Kunst, Mitleid mit den
Mordern zu erzwingen: Diese selbstgerechte InstrumentalisietesdOpfers ist praktisch ein
Vorwurf an die Gefangenen, sich ihren Folterern unterworfen zu habienkdnplexen
Beziehungen zwischen unschuldigem Komplizentum und Bosartigkeit, diengeso sorgfaltig
prift, sind hier geléscht” (18). Furthermore, critics denounce the notiomoddl illiteracy and
accuse the novel of “Geschichtsfalschung.” Adler charactetimeplot as “logisch unmdglich,

historisch falsch und moralisch pervers” and condemns it as “Kulnwpgoaphie, die so tut, als
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habe sie neue moralische Einsichten zu bieten” (18). Adlerigweitof Schlink’s depiction of

Hanna is particularly scathing:

In der ersten Halfte des Buches, solange die ehemalige Waden deutschen
Klassikern lauscht, wird eine Verbindung zwischen ‘Kultur’ und ‘Baels suggeriert, in
Gestalt einer ungewollten Persiflage auf die ‘Dialektik Aefklarung’ von Horkheimer
und Adorno. Spater, im Gefangnis, hort sie moderne Literatur eieBtbh Kafka und
lernt selbst lesen, vor allem die Literatur der Lager, eingdiidie Primo Levi. Hier wird
der Leser eingeladen, an eine Lauterung der Frau zu glaubeMaBsenmadrderin wird
als virtuelle Heilige prasentiert, der Leser dazu angehaltie heilende Kraft der
Dichtung zu bestétigen. In Bernhard Schlinks dialektischer Katfieesscheint man
tatsachlich den Kuchen behalten zu durfen, wahrend man ihn verzehrtnuictalle

menschlichen Gebrechen’, sondern ‘jedes Verbrechen’ kann hier verséhnt werden. (18)

Willi Winkler (2002) reinforced the British intellectuals’ aqtie as he likewise accuses
Schlink of trivializing Nazism and the Holocaust and harshly rejpatticularly the portrayal of

Hanna as an innocent victim:

Auf seine wenig subtile Art variiert Schlink das Klischee vom farh@éndliebenden und
abends geigespielenden KZ-Kommandanten, indem er seine Hanna eamenigst
nachtraglich in das Reich der Dichter & Denker beruft. Die ehgmalageraufseherin
ist namlich Analphabetin, deshalb braucht sie den Vorleser. Wailiche lesen konnte

und die Entdeckung firchtete, hat Hanna, armes Ding, ihre LaufbahBidmaens
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aufgeben missen und bei der SS Unterschlupf gefunden, wo ihre Lesdscmicit
weiter auffiel. Man kennt sie doch, die brutale SS. Sowas nenntamabesten beim

Namen, und der hei3t Holo-Kitséh(16)

The harsh criticism was received with both agreement and wibgn Felicitas von
Lovenberg (“Nachlese”) defends the novel in B®&Z by nonsensically arguing that “Schlink
wurde zunachst gefeiert. Nun hat ihn doch noch eingeholt, was nichtt zldeth den Erfolg
seines Romans uberwunden schien: Das Diktum, daf3 nur auslandische Awoidrerralle
Aspekte der deutschen Vergangenheit verfigen dirfen” (n.pag..). Volage H‘Unter
Generalverdacht”) vehemently rejects the critique inSpiegelarticle and particularly attacked
Winkler accusations as “verdreht”, and “héhnisch.” He disagrees qoialls of criticism and
simply explains the criticism as motivated by jealousy ofstiecess: “Keine Frage, dass solche
Reaktionen [...] auch mit dem immensen Publikumserfolg zu tun haben: DhleBion Grass
und Schlink verkaufen sich bestens. Und literarischer Erfolg macheutsEnland skeptisch.”
Thomas Kleinfeld (2002) in turn, dismissed Haage’s accusationhehatiticism is an outcome
of jealousy and wrote in th&uddeutsche ZeitungZum anderen ist ‘Neid’, wenn es um
Bestseller geht, stets ein bequemes, nicht weiter begrindunigsgée Argument, in dem sich
der Kritiker der Kritiker zum Richter Uber deren Seelenzustand erheb#g(n).p

It is interesting to note that the scathing reviewshefriovel only emerged in 2002 when
the Opferdebattewvas in full bloom. The first phase of laudatory reviews emergedediately
after the novel’s publication in 1995 when German public discoursetillasceupied with the

new situation of the German unification and gferdebattewhich was largely (re)ignited by

0 Winkler is however mistaken with respect to thet flnat female camp guards like Hanna were memifetise
SS. The SS was, as Ruth Kliiger memorably putsaeiter leben“strikt ein Mannerverein” (146).
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W.G. Sebald’d uftkrieg und Literaturin 1997, had not been generated yet. By 2002, the new
sensibility for the ethical complexities involved in depicting iB&ns as victims contributed to
this wave of negative responses to Schlink’'s novel. However, the belatiedsm did not

minimize its commercial success which culminated in its film adaptatia@08.

The Vernacular Reception in Reader Responses

In order to analyze how readers interpret the novel, |lreadrbriefethat had been sent
to Bernhard Schlink. Schlink left his correspondence from 1995 to 1999 tDdbtsches
Literaturarchiv Marbachwhich permitted me to look at the material after 1 had writte
permission to do so from Schlink himself. However, | was not &tbwwo take notes while
reading the letters and was only allowed to select twenrdetvhich the archive would copy
for me after | had received written permission from the rasf@eauthor. Bernhard Schlink had
only allowed me to read tHeeserbriefeunder the condition that | would send him all quotes |
wanted to use and that only then would he decide whether to permitDigpite these
significant efforts of traveling to Marbach, spending three desding through the many letters,
and contacting twenty letter writers in writing to get thgermission to receive copies of the
letters from the.iteraturarchiv,and even analyzing them in a detailed subchapter, | wasbtet
to include any of the reader’'s comments from the letters. lartieBernhard Schlink refused to
give me his final consent and | was therefore not allowed torejtiwe from or paraphrase the
content of any letters and had to scrap the subchapter | hadyalvetten because it took him
several weeks to inform me of his decision. | even had to give hittenvconfirmation that |
will not mention the content of the letters in my dissertationtefAdll, he is a judge and law
professor.) Hence, | cannot even convey his reasons for refusingthiogization because this

necessitates referring to the content of the letters.
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The only information | can legally disclose is that he has vedea vast amount of
Leserbriefewhich were overwhelmingly positive. When | read Schlink’s correspasd&om
1995 to 1999 in théiteraturarchiv, | counted 151 letters from readers and only two of those
were negative respons&sHe received letters from men and women, from teenagers, from
people of his own postwar generation and from the so-ca3l&drgeneration Some school
classes wrote to him in order to share their class projedts ask questions about the novel.
Overall, the amazingly positive vernacular reception resembé&sgfticial rave reviews in the
media. Unfortunately, unlike in the case of Anonyma, | could not replae unavailable
Leserbriefewith postings to internet sites because in the mid-1990s, the intessetot yet a
common tool for voicing opinions and only a handful of early readerwsyigosted before the
public debate of 2002, are available on amazon.de and they only date back teut@&9more,
the Literaturachivonly contained letters sent to Schlink prior to the public debate geddra
the critical reviews in the&suddeutsch&eitung The next chapter therefore includes reader
comments made in internet forums after the public debate in trderalyze if the vernacular

reception remained positive or if readers likewise reviewed the novel mincellri

Reader Responses to the Feuilleton Debate

The Leserbriefeanalyzed here were sentDer Spiegeland theSuddeutsche Zeiturig
response to Volker Hage’'s (2003piegelarticle “Unter Generalverdacht,” which vehemently
defended the novel against the scathing critique published iBitha@eutsche Zeitufg Of the

seven Leserbriefe published in both papers, six of those were infuriated by the negative

*1 | only counted letters written in Germany and ereld letters from abroad. However, Schlink did nexéetters
from all over the world. There may be even mortetstsince | probably did not see all of Schlinkterespondence
on Der Vorleser ThelLiteraturarchiv Marbachhad only recently received the materials and, éetihey were very
unorganized.

*2 Theseleserbriefewere published iDer Spiegebn April 22, 2002 and iSiiddeutsche Zeituran May 16, 2002.
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comments and only one letter supported the criticism. The gerdebpposing the critique
defended the novel and its author vehemently. Inge Naujoks (2002) even coihpatteshe
Nazi book burnings, She writes Der Spiegel “Aber was sich die Dauer-Betroffenheits-
Funktionére jetzt zu den Blichern von Schlink, Grass, Forte und so weiter leistent,agr Lese-
und Denkdiktatur. Sind das die neuen Bucherverbrenner? Sie widern mich ag’.Jnlpanne
Bernard (2002) disagrees particularly with literary critvdli Winkler and writes in the same

paper:

Obwohl der erfolgreiche Roman noch immer nicht zu meiner Liebéktse zahlt,
muss ich Willi Winklers Kritik vehement widersprechen! ‘Holatd€Ch’ ist dort in keiner
Passage zu finden, kein Holocaust-Opfer kann der ehemaligen KZh&tfsdHanna
Schmitz die Absolution erteilen, selbst der Protagonist brawditzghnte, um seinen
Frieden mit Hanna zu machen; er schreibt als literarischedas Buch als Therapie fur
die Schaden, die sie ihm zufigte. Warum bildet Herr Winkler siah, e

Vergangenheitsbewaéltigung in der deutschen Literatur im Kaisticken zu durfen?

(n.pag..)

Likewise in Der Spiegel Beate Nowack (2002) not only rejects the critique of
exculpating perpetrators but either untenably conflates allmsct+ those persecuted and
murdered in the Third Reich, German civilian victims at the en@maf in the immediate
aftermath of the war, and possibly even self-stylized viclikesSchlink’s alter ego narrator — or

only considers the latter two groups as victims:
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Unzweifelhaft ist aber auch, dass nicht jeder Deutsche ein WaziWeder Grasdm
Krebsgang noch SchlinksDer Vorleser verleihen den Tatern einen Glorienschein,
sondern nur den Opfern eine Erinnerung. Kann es vielleicht seinwilageutschen
selbst die grof3ten Probleme haben, die Opfer aus den so genanatem dRgihen als

Opfer anzuerkennen? (n.pag..)

The only Leserbriefthat supported the critique was written by Heiner Lichtenstein
(2002), an editor at the German public-broadcasting TV and radiorsVDR and published in
the Stiddeutsch&eitung He argues that the portrayal of a Nazi concentration camp gsaan
illiterate is historically inaccurate since the majoritiyfemale (and male) guards were well

educated and intelligent people. He asks:

Wieso konnte eine Analphabetin KZ-Aufseherin werden? Hat Schlin&ctdish NS-
Prozesse als Beobachter erlebt? Hanna Schmitz, die ehematgghérin, ware kaum in
die SS aufgenommen worden. Im Dusseldorfer Majdanek-Prozess galaegsavitle
weibliche Angeklagte. Das waren keine einfaltigen FrauenHai@a eine gewesen sein
soll. Schlinks Schilderungen von NS-Prozessen haben fast nichts miatkgchlichen
Ablauf solcher Strafverfahren zu tun [...] Jeremy Adler hat mit seinenl Beeht: ‘Das
Buch ist ein betriblicher Kommentar zu unserer verkehrten Welt,diless Reiler von

einem deutschen Richter ausgebriitet wufdé40)

3 Like Winkler, Lichtenstein however reflects andnferces the apparently common but neverthelessakés
notion that female camp guards were SS members.
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All but one Leserbrief— which was written by a well informed journalist — rejectiesl
criticism, defended the novel and its author, and adhered to theinabrigpinion abouDer
Vorleser While the corpus of seven letters is far too small to dravwsigteacconclusions, it seems
that the enthusiasm and admiration for the book seems to be rootedidegphacular German

memory

The Novel in the Classroom

Der Vorleserhas become a canonical text in school curricula of severabfestates in
Germany. How school curricula suggest the novel be anaigzibeé classroom is an interesting
source for exploring what students are meant to learn about @®gsm@East and hence about
official German memory of the Third Reich. Of the currentlyrenthan twenty teaching
manuals, | analyzed eleven book-length studies that provide exgrimépretions of the novel
and didactic suggestions for classroom instructioBiven the wealth of material, this analysis
can only provide an overview, and rather than analyzing the individual bopksatsy, a
summary of the most striking findings follows. The analysis of ittagerial will concentrate
mainly on Hanna's status as perpetrator and/or victim and orefinesentation of Holocaust

victims.

“4 Amazon.de generates about twenty publicationstefpretations and/or instruction manualsBer Vorleserand
when searching for the keywords “Unterricht,” “Veskr,” “Schlink” on google.de, there are about QQQ.results.

| analyzed eleven teaching manuals: Breznay, Mé&tsholtzne. Vergangenheitsbewdltigung der NS-Sinde.
Interpretation am Beispiel Bernhard Schlinks Ronaer Vorleser Saarbriicken: VDM, 2009; Egbers, Michaela.
Interpretationshilfe Deutsch: Berhard Schlink Deorléser. Freising: Stark, 2009; Feuchert, Sascha and Lars
Hofmann. Lektireschlissel: Bernhard Schlink Der Vorlesstuttgart: Reclam, 2005; Greese, Bettina and Almu
Peeren-EckertEinfach Deutsch: Bernhard Schlink Der Vorles&aderborn: Schéningh, 2000; Heigenmoser,
Manfred.Erlauterungen und Dokumente: Bernhard Schlink Derlé&er. Stuttgart: Reclam, 2005; Kdster, Juliane.
Interpretationen: Bernhard Schlink Der VorleseMinchen: Oldenbourg, 2000; Mdckel, Magrd€nigs
Erlauterungen und Materialien: Berhard Schlink D¥orleser Hollfeld: Bange, 2007; Reisner, Hanns-Peter.
Lerntraining und Lekturehilfe: Bernhard Schlink D&forleser Stuttgart: Klett, 2001; Reisner, Hanns-Peter.
Lekturehilfe: Bernhard Schlink Der VorleseStuttgart: Klett, 2005; Schéafer, Dietmdrektire Durchblick:
Bernhard Schlink Der VorleseMinchen: Mentor, 2000; Urban, CerstiBlickpunkt. Text im Unterricht: Bernhard
Schlink Der VorleserHollfeld: Beyer, 2006.
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The teaching handbooks can be distinguished into those that primawihdgran
interpretation of the novel, which are used by both teachers and studadtthose which
furthermore include didactic suggestions and concrete teaching matehials,are used only by
teachers. Both types tend to focus on the plot structure, charatide, and narrative strategies.
Some materials also give information on the historical backgrounonhutery few discuss the
meaning ofKollektivschuldand what that means for thEitergenerationand the postwar
generation oKriegskinder Interpretations of the novel usually highlight three points. Theigirst
the relationship between Hanna and Michael, which is usually defisea love story. The
significant age difference of 20 years is played down. Oaly ¥ew mention that German law
considers sex with a minor a crime or discuss the relationshigrms of sexual abuse or the
social tradition of sexual initiation of boys by older female servants.

The second main theme of the interpretations is the notion of Nlidhael's guilt is
discussed from two different perspectives. Some books concentrate chiaelVB guilt as a
member of the second generation and how this generation comesnt \éth the past.
However, onlyEinfach Deutscldiscusseshe second generation and its “zweite Schuld” which
results from the self-imposed ignorance of not wanting to know abozit ddanes (Greese,
Peeren-Eckert 2000). Far more teaching manuals discuss Miclagksin regard to his
behavior towards other characters, particularly towards Hanna. ditgexe that he betrayed
Hanna by keeping to himself that she is illiterate sincedtbelosure of her secret would have
saved her from lifelong imprisonment. All interpretations define Hanna’'s@uite basis of her
role as a concentration camp guard. Merging such incomparable acts asl®lidéeision to not
disclose Hanna's illiteracy and Hanna’'s work as a concentratiop @uard via the notion of

guilt is both unethical and effaces more than it illuminates conceptually.
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This latter discussion is closely interwined with the third ntapic of interpretation,
Hanna's illiteracy. Almost all manuls explore illitera@thier independently from the novel, e.g.,
they give information about illiteracy in contemporary GermarheyTubiquitously but no less
guestionably consider it a disability and discuss what it meamgetad an illiterate, what kind
of strategies they employ to hide their handicap. In addition, therialat offer exercises in
which students imagine in roleplays and group work how illiteratesand feel. While this is
certainly an interesting topic, some of the manuals ignore theukibole of Hanna'’s illiteracy
in Der Vorleser As mentioned above, it serves to exculpate Hanna from her gudt as
concentration camp guard and to establish her as a victim of thisssdpdsability and as
someone who was morally illiterate and thus not responsible for her (unspecifigel.c

Furthermore, the teaching manuals reinforce rather thaguerithe dubious cliché of the
novel that becoming literate and reading canonical Germamtiiter as well as Holocaust
memoirs transforms Hanna into a morally better person whickh@ realizes her crimes, results
in her suicide. However, the exemplary interpretations refrain égoloring that Hanna'’s crime
was supposedly the result of her illiteracy which thus servesx¢alpate her. The manuals
simply reverberate in passing rather than critically anathigenovel’s untenable equasion of
moral awareness with literacy by citing the same passagkem Hanna den Mut gehabt hatte,
lesen und schreiben zu lernen, hatte sie den Schritt aus der UnmunzligRdiindigkeit getan,
einen aufklarerischen Schritt” (178). This passage declares Hanoanaindigwhen she
decided to become a camp guard and that she therefore cannot be pehdilbés for her
actions. It implies that people who are educated, likeBitdungsburgerfor whose insider
benefit the passage is phrased to evoke the opening passage of Essdy “Was ist

Aufklarung,” are mindig and therefore act morally and ethically responsible, which in the
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context of the Third Reich is a particularly untenable idea. Althdhg didactic books explain
the obvious, that in the novel literacy signifigl§indigkeitand that this relativizes of Hanna'’s
guilt, they do not explore, let alone critique, the ethical impbeetiof this notion. The comment

from Lekttre Durchblicks paradigmatic:

Wahrend der Haft entwickelt Hanna ein Schuldbewusstsein. Grundbedingumgstiaf
der Umstand, dass sie lesen und schreiben lernt und so an Hintergmmdtrdnen tber
den Holocaust gelangt. Dass sie sich umbringt, unmittelbar bev@ndassen werden

soll, scheint dabei konsequent. (53)

The didactic suggestions proposed by the teaching manuals shoviaa iginorance and
complete lack of critical distance as the exemplary inteapogts of the novellektire
Durchblick for instance, offers exercises with answer keys on 1. atylenarrative strategies; 2.
Leitmotive including the odyssey, the dream, fire and water, heat and quoltg & few manuals
discuss the meaning afkitmotivein the novel); and 3. the fight between Hanna and Michael
during the bike tour. All of these tasks not only ignore the core subjethe novel —
Vergangenheitsbewaltigurngy transforming both the narrator and even Hanna into a victim —
but they also only emphasize the first and second part of the whilelignoring the third and
most ambiguous part, which represents Hanna’'s transformation assvklichael’s meeting
with the survivor. And althougKonigs Erlauterungemloes offer an exercise discussing Hanna’s
illiteracy, it is decontenxtualized from the plot of the novel and thas its function to

exculpate Hanna: “Entwerfen Sie ein Bild der Analphabetin HaWviélen Sie eine der fur
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Hanna unter diesem Gesichtspunkt schwierigen Situationen aus undegesi@lsie in einem
Rollenspiel. Diskutieren Sie anschliessend in der Gruppe das Problem Anakrhabé(99).

In their final chapters, the teaching handbooks and interpretationdyuswchlide a
section about the novel's media reception. Some manuals summarigpapew articles and
guote the most important paragraphs while others print several revigivsir entirety. Books
published after 2002 offer both laudatory and critical reviewhkile Blickpunkt which was
published in 2006, provides longer excerpts from eight newspaper aaeasks students to
evaluate them with respect to their own interpretation thus providerg with the opportunity
to engage with literary criticisnBlickpunktprovided only positive reviewKlett Lekturehilfe
does not provide any prior information on the media reception of the novasksistudents in a
Prifungsaufgabeo read Lawrence Norfolk’s scathing critique tBer Vorleserdepicts Hanna
as a victim and evokes pity and empathy for a perpetrator. r@suaee then given the following
task “Stellen Sie den Aufbau und Argumentation des Textes darerS&ie sich vor dem
Hintergrund |hrer Kenntnis des Romans mit den zentralen Argumentsinander” (129).
While it is important for students to analyze the novel criicahd learn about the public
criticism of the novel, it is problematic that the manual had newemtioned the controvercy
before. Not only are students thus tested on something that hadoeewvediscussed before but
the exercise seems set up to incite students to disagrethithitique since few if any will be
intellectually capable to fundamentally change the interpoetatf the novel developed in the
classroom during an exam.

By contrast,Einfach Deutschand Juliane Kdster'mterpretationpresent more nuanced
interpretations and guides for teachers. When Koster discHsse®’s illiteracy, she explains

that the depiction of Hanna deviates from the stereotypical Biadiincites the reader to
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empathise with her but points out that “die NS-Verbrechen durch dienifgfung mit dem
Analphabetismus eine Entscharfung erfahren” (51). Koster alsguadithat, when Hanna
learns to read, she not only becomes an avid reader but reeatsifieabout the Holocaust and
undergoes a moral transformation which results in her suicide. rKdstesiders both as
unrealistic as she argues that illiterates who eventualynl how to read and write do not
become avid readers and that ex-concentration camp guards do not usdehganoral
transformations, for example, the former guard Hermine Braunsisonénued to deny that she
did anything wrong. Kdster explains furthermore that the portfydianna during the trial as a
scapegoat exculpates her and prompts the reader to feel pigmaathy with her: “Dartber
hinaus erweckt gerade der Umstand, dass Hannas Analphabetismus ndnt Geine
Bericksichtigung findet und sie gegeniber den anderen Angeklagtgrosste Schuld und das
harteste Urteil erhalt, bei den Rezipenten die Forderung, dapl#abetismus als entlasend zu
beriicksichtigen” (52). She mentions that some reviews criticimddmbination of Nazi crimes
and illiteracy because it “reduziert die Verantwortung deeiTénd relativiert die Schuld” (53).
Kdster thus provides a critical interpretation which, unlike most ddsahing manuals, reflects
some of the post-2002 critique of the novel, particularly the transflormatt a perpetrator into a
victim.

Like virtually all teaching manualginfach Deutschargely leaves out precisely this
ethically and historically untenable core aspect of the noveel@dy mentions in passing that
reviews criticized Hanna'’s illiteracy as exculpating hemf her crimes and, hence, accused
Schlink of relativizing the Holocaust. WorsEjnfach Deutscheven rejects this critique and
rather considers the portrayal of Hanna a positive aspect of the novel. Howgiker any of the

other teaching manuals and mode interpretatiBmach Deutsclincluded a discussion not only
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on collective guilt with regard to the perpetrator and postwarrggoe but also “was die
Schiilergeneration mit den Verbrechen der Generation ihrer Gross- Urgrosseltern zu
schaffen hat” because there is “ein Verméachtnis der Furchtberldes Dritten Reiches auch fur
die dritte und die folgenden Generationen” (75). It is important that the peretsaince of this
past is discussed in class and that teachers encourage stodemgmge in their own form of
Vergangenheitsbewaltigung is striking that only\Einfach Deutscliiscusses the meaning of the
Nazi crimes, particularly the Holocaust, for the new generatidtihiough they are not
accountable for the crimes, this past constitutes part of théamahidentity. As they have to
rely on mediatized representations of German collective menrrthe form of family
anecdotes, photos, exhibitions and museums as well as literaturénafat finformation about
the past, school has the important task to fulfill of pointing out to stadbat they do have a
responsibility in remembering this past and to enable them to bexatical consumers of the
ubiquitous representations of the Third Reich.

Not a single interpretation or teaching mannual explores the duttioics and aesthetics
of representing the Holocaust in a sex-and-crime story as -Kitdoh” (Winkler 2002), in
which the suffering of the Holocaust victims is largely e questions the negative portrayal
of the two unnamed Holocaust victims and how this reinforces théergietation of Hanna
from perpetrator into victim, or contextualizes the novel in @pderdebatte In combination
with the novel’'s immense commercial and critical success im@&®y and internationally, its
adoption into the school curriculum in several German states, thisiieslia very problematic
turn in German collective memory towards exculpating perpetraaacs relativizing the

Holocaust.

4> Only Koster (2000) critiques this in passing wistre writes that Schlink “die Gerechtigkeit fir @efer hintan
stellt” (54).



161

Student-Generated Websites

Since teaching manuals and model interpretations only represerd pawticular text is
intended to be discussed in class, in order to see how this poteasiactualized one needs to
analyze the student reception of the novel. To explore how studestsr&tDer Vorleser |
analyzed student generated websites which were created bet@88nand 2008. On these
websites students present class projects which include inteigmetaf the novel as well as
short video or audio clips. For the following analysis, | include faudesit-generated websit@s
and | am primarily looking at how students perceive Hannatheheas perpetrator and/or
victim, particularly with regard to her illiteracythe websites follow very clearly the same
structures and cover the same topics as the interpretations aan¢e materials discussed
above which indicates both that teachers use the handbooks and thateh@ietations remain
in their uncritical realm. Both teaching manuals and student vesbstimmarize the plot of the
different chapters, present schemata and diagrams explainatigniships between characters,
the setting and timespan of events, and cover the same topics oHguitia’s illiteracy, and the

relationship between Hanna and Michael. All four websites followt¢hehing manuals and

“® Research articles and teaching manuals stateéhttia early to mid 2000s there was a wave ofesitigenerated
websites orDer Vorleser however, most are expired by now. Hence, | caully find ten student websites. This
might either be an indication that fewer classasulis the novel or that students and teachergssdriterested in
posting their projects in the internet. Of the tegbsites | analyzed, six were not relevant sineg ttoncentrated on
issues not related with the topic, e.g., they preaevideo in which students re-enact scenes flmovel. In my
analysis of the student reception, | included tilWing websites:
http://www.christoph-schmidt.de/vorleser/contenppaction=home;
http://www.pestalozzi-gymnasium-unna.de/vorlesenlht
http://www.strittmatter-gymnasium.de/faecher/spedbeutsch/de_hahn.htm;
http://www.dreieichschule.de/deutsch/2008_09/dereger/index_n.asp.
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define the relationship between Michael and Hanna as a love ataryneither notes that
according to German law it does constitute sexual abuse.

Like the teaching manuals, the student-generated websites disansa’s illiteracy in
rather general terms independent of its function within the plodeBts collect data about
illiteracy in Germany today and examine what effectseificy has on one’s life instead of
looking at illiteracy in terms of Hanna's guilt. Students tendetaluate Hanna's lifetime
sentence as too hard and rather see her as not guilty ostalekes guilty. The Jacob-Grimm-
Schule in Kassel posted a project in which students were asked tthéakele of either the
defendant or the prosecutor at Hanna'’s trial and to write a clesatgment. Of five student
responses, three saw her as not guilty because, they argued, siodlomaisg orders and not
following them would have meant severe punishment, even death. One olvéseparticularly

striking:

Ich, Frau Schmitz Verteidiger, bin fest davon Uberzeugt, dass rivEndantin, Hanna
Schmitz, unschuldig ist. Meiner Meinung nach hatte Frau Schaitee andere Wahl
anders zu handeln, schlie3lich wurde es ihr befohlen. In der Situatterjdder von uns
auch alles getan was von uns verlangt ware. Und ich bin mir sddmes,niemand sein
eigenes Leben in Gefahr gebracht hatte um ein anderes Lebettenu nd wenn sie
sich dagegen gestellt hatte, was hatte es denn gebracht? AuBsrilllakeben gekostet
hatte. Zu den Verlusten eins mehr? Ich glaube das wirde keiner veanetinsvollen.

Was aber vielleicht etwas gebracht hatte ware, wenn alledsighgen gestellt hatten.

Doch das hat niemand getan und ein Einzelner hatte das ganze rggppen kdnnen.

*" Ursula Mahlendorf likewise noted in her short e of student generated websites that “all sawré¢tationship
of the woman and the boy as a ‘love’ story™ andtttsome did not notice, others down-played the difference
between the partners.” (458)
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Deshalb bin ich der Meinung, dass Frau Schmitz unschuldig ist. radmés anderes
getan aul3er ihr [sic] Job, und das tut doch jeder von uns heute auch nochvii\¢aen
Schuld geben kdnnen ist der Nationalsozialismus mit ein Systejndass vielen armen
und unschuldigen Menschen das Leben gekostet hat. Und niemand esetmehr |

rickgéangig machen kann [sic].

Apparently without realizing that he echoed the paradigmatic ndefdrom the
Nuremberg Trials, the student argues that Hanna was only foljoevders and that she did not
have a choice, despite the fact that she did chose to become a cadhpHgu#inks it was
impossible to act differently because that would have meant kohes life. It is highly
problematic to exculpate Nazi crimes with follwing orders amdblame an abstract entity,
National Socialism, rather than a perpetrator for the crirhs. interpretation evokes the
conservative tendency of the 1950 and 1960s when West Germans tendedltthpuilame on
Hitler and the Nazi leaders, who were seen as the only ornEmsdsle for the crimes. The final
clause even seems to suggest that as the punishment of thegperpeannot undo the lost
lives, it is therefore not necessary. This line of argument ignthre victims entirely and is
ethically untenable. It is important to note here that this schaméqgirdid not include any
discussion of the historical circumstances which indicates the tamper of discussing the
history of the Holocaust and other Nazi crimes when analy2argvorleser However, the fact
that two student responses consider Hanna as guilty and that onealsdrer a murderer who
knew exactly what she was doing and the other argues thatdljtés not an excuse for killing
people, indicates the vast diversity of student responses to the texitnand the same

interpretation of it by the teacher.
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The website of the Strittmater Gymnasium in Gransee miese project in which the
class was divided into two groups. Each group had to re-write Hanred,sbut this time all
participants knew that Hanna was illiterate. Each student wsagnad a part — defendant,
prosecutor, judge or journalist — and had to write a summary and evaloé the trial. The
result likewise indicates that students in the same classaae to significantly different
conclusions. While one group sentenced Hanna to ten years, the second group ordgcéete
to two years imprisonment. Both sentences seem lenient whiclttsetleat students feel
empathy and pity with the former concentration camp guard and teeeomsider her illiteracy
as a mitigating factor for her guilt as the novel dubiously proposes.

The Dreieichschule in Langen presented the results of a spndgect. Students posted a
video in which they reenact Hanna’s trial. In this trial, Hasri@fendant pleads ‘not guilty’ and
Michael appears as a surprise witness for the defense andhexplai Hanna is illiterate. Hanna
is sentenced to ten years in prison while her fellow camp gualdsreceived lesser sentences
in the novel, get twenty years. The students explain Hanna's kessence as follows: “Jeder
soll nach der Wahrheit verurteilt werden. Und wére es nicht arg gekommen, dass sie
Analphabetin ist, dann wirde sie jetzt im Gefangnis sitzen flaigtdass sie nicht getan hat.”
The students thus likewise accept the novel’s untenable clairdmaia’s illiteracy exculpates
her to some extent from her crimes.

The discussion of Hanna'’s guilt on the website of the PestaBamnasium in Unna is
the most dubious as it even begins with such a nonsensical questi®t Asdlphabetismus
schlimmer als Kriegsverbrechen?” And the class project concimtleshe statement that “Tater

sind auch Opfer,” which they leave without explanations or furtherussen. Since their
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interpretation consists in rather fragmented notes and quotestiietext, it is impossible to
know how they arrived at this ultimate relativizing conclusion.

All four school websites thus exculpate Hanna from her crimey Tdénd to feel pity and
empathy for her. Students minimize her guilt even to the extenbnsidering her innocent
because her illiteracy did not leave her a choice. The novel thusagenenoral indignation
among the students for the unjust
life imprisonment of Hanna for a crime for which she did not haverssfgnsibility rather than
for the crimes she committed. It is alarming that students dand#rstand that although Hanna
was not the author of the report, she worked at a concentration camp,im¢luded taking part
in selections, and by deciding not to open the doors during the churdls fiesponsible for the
death of the women whom she watched being burned alive. Like the narratoeeM the
students empathise with Hanna rather than her victims and even consider Hanna a vict

None of the projects reflect on the nonsensical metaphorical extesisHanna’s actual
into moral illiteracy and her impossible transformation into a ahbiterate’ when she learns to
read and write. Furthermore, the Holocaust victims and their swugfare entirely omitted. Only
two websites discuss the historical background but only in the etb&iren of facts, numbers,
and timelines. The suffering and even supposed victimhood of the perpstadoceided that of
the Holocaust and other Nazi victims in the student reception weads Ito partially or even
entirely exculpating a perpetrafrNone of the websites demonstrated empathy for the two
survivor figures in the novel which reflects their unsympathetrtrgpgal in the novel. Teachers
should criticize and compensate for this plot feature in the noveiiphasizing and discussing

the fate of the real victims, the historical background of conagotr camps and camp guards,

8 Juliane Koster (1999) notes that in her own exmee of teachindder Vorleserstudents exhibit a strong
tendency to empathize with Hanna at the expensenpfthizing with her victims.
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Nazi trials and the behavior and attitudes of the accused in aradgarly convey to students
who the perpetrators and who the victims were and that, indeed, @demf were ordinary
people. Likewise absent from the student websites are angti@fle on the question what the
subsequent generations should do with the knowledge of the Holocaust artdrhpacts their
national identity as Germans. None of the websites discussesréhguestion, namely, what the
collective memory of the Third Reich and the Holocaust meansdiay’s students. Only one
student from the Jakob-Grimm-Schule in Kassel asks: “Wie misseheute, besonders als
Nachkriegskinder, mit dieser Schuld umgehen?” However, this question is not discusse

The websites show creative and well-organized projects, ancevident that teachers
and students spent much time on the project and on putting the sadsetogiowever, the real
problems and issues that ariseéDiar Vorleserare left out. Although these are student-generated
websites, it is still the teacher who decides on what topig$ests have to concentrate and
guides them in particular directions. After looking at the varioebsies, it is evident that
teachers follow the published interpretations and teaching manoedstse structure, topics and
exercises are very similar. They rather rely on readgemmaterial than their own critical
judgement, which also seems to indicate that they lack thessaty knowledge and skills to

critique the novel.

The American Film Adaptation &fer Vorleser

Der Vorlesef® was adapted into a movie, which was written by David Hare ardtelit
by Stephen Daldry. Ralph Fiennes and Kate Winslet star alongthdtlyfoung German actor

David Kross. It was the last film for producers Anthony Minghelia Sydney Pollack, both of

9 Since this chapter analyzes the German recepfidheofiim, | will use the German film title rathéhan the
American titleThe Reader
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whom died before the film was released. Production began in GermmaBgptember 2007,
and the film opened in German theaters on February 26, 2009. Thevdidmominated for
several major awards, including four Academy Award and three G@dtEbe nominations, and
Winslet won an Academy Award for Best Actress, along witeis# other awards for her
performance.

The film adaptation follows the storyline of the novel closelgthBbook and movie are
divided into three parts. The first shows the relationship between Hahgoung Michael, the
second part concentrates on the trial, which Michael attenddaas student, and the last part
focuses on Hanna’'s imprisonment, her suicide and the aftermathy Balcireeds in depicting
the exceptional relationship between the boy and the much older warttaa first part due to
the great performances of David Kross — who plays young Miche#dward and insecure at
first, then growing more and more confident during his affair widimtd — and of Kate Winslet
— who finds the right balance between seductress and the plain amiveegloman who likes
order and cleanliness. While both actors shine in their respeotes Daldry delivers exatly
what you would expect from a typical Hollywood movie. The film higihis the sexual
component of the first section even more than the book. Wesley M20OS) criticizes in the
Boston Globethat it over-emphasizes Hanna's sexuality at the expensegemitting her
character: “The filmmakers are comfortable showing Hanselsial nudity when, really, we
need proof of her moral nakedness.” Like the novel, the film rédgeguestion of whether it is
appropriate to represent a Nazi perpetrator and the memory éfolbeaust according to the
dominant popular culture plot paradigm of sex-and-violence. The idea séxlal initiation by
a former concentration camp guard led German journalist Rudigdrsi@nd (“Der deutsche

Patient”) to dubb the film “Nazi-Porno.”
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Although the film remains true to the novel’'s main plot structtinere are some
variations. It does not depict the events in chronological order lest aiframe narrative in
which the adult Michael looks back to his past via flashbacks th&thswetween years and
decades and which are rather confusing for a viewer unfamiliarthe novel. As the film does
not employ voice-over narration, it excludes Michael’s reflectenms thoughts. The absence of
a first-person narrator could have the positive effect of providingextdaccess to Hanna,
particularly her thoughts and emotions because readers of the mevelasna solely through
Michael's eyes. However, while unlike in the novel, which is domithdty Michael, Hanna
takes center stage in the film, this change incites audieaces\pathize with her to an even
greater extent than the novel, which invites a division of emdathween Michael and Hanna.
Empathy with Hanna is further encouraged by adding a scene ¢h i listens to a childrens’
choir in a church, which moves her to tears, and another scene, in whistigigles learning to
read in prison with the help of Michael's tapes; her effort ang dnake it difficult not to root
for her. Although Kate Winslet portrays Hanna as an ambivalentefigurs very difficult to
associate this woman with a concentration camp guard. In fact,yCaidrHare indicate in the
Filmheft which can be found on the movie’s website at www.dervorleser-fijnide they
deliberately opted to portray Hanna as more likeable than she is portrayeaaveherherefore
they not only added scenes but also changed the dialogue betwd#oldbaust survivor and
Michael so that she does not mention that Hanna was brutatampmguard and replaced the
scene in which Hanna hits Michael with a belt with a slaphéenface, which lacks the sado-
masochistic connotations. In tkRdmheft the filmmakers argue that they portray Hanna in such
a positive light to represent her as a diverse individual and toeirtkié audience to ask

themselves how they would have acted in the same situation. Howesenakes it even more
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difficult to imagine her as the brutal camp guard. Daldry stateat “not everybody was a
monster. They were your mother, your father, the baker, the pridst tedcher. It's a debatable
issue, but it seems to me that if you portray the people dasunmn beings, then you are letting
the country off the hook’Hilmheft Der Vorlesefl4). As such, he not only conflates perpetrators,
followers and bystanders but also nonsensically argues that @hlyaswexculpating portrayal of
a perpetrator adequately conveys collective German guilt. TheHus incites the audience to
empathize with a Nazi perpetrator and exculpate her from Iree ¢o an even greater extent
than the novel.

Hanna is exculpated at the expense of the Holocaust victims, wiitseng is effaced
because while the audience hears about some of Hanna’'s crinhestirak scenes, like in the
novel, she is not depicted as committing them. Despite the ubiquitgshibfick scenes in the
film, Daldry and Hare decided against using flashbacks to ddpimha’s past as a concentration
camp guard. In an interview (“Readinbhe Readé€), Daldry explains this decision by
emphasizing thdDer Vorlesers not about the Holocaust itself but about German memory of the
event. This argument is rather questionable since Hanna is a foomezntration camp guard
who took part in the ‘Final Solution.” Omitting the Holocaust fromla fabout the subsequent
life of a camp guard is an ethically and historiographicalbpf@matic choice not least because
the decision to not portray Hanna’s crimes and hence the suffafritige victims invites the
audience to empathize with Hanna and not with her victims.

However, in the film Hanna does not read Holocaust literature sifeebecomes literate
while in prison and thus does not follow the novel's argument that shea wasral illiterate
while committing her crimes. As Hanna does not come to terttsher past in the film in this

unconvincing manner, it is difficult to interpret her suicide agther self-imposed penance.The
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film also departs from the novel because it does show the twosstgof the church fire as
likeable characters and as individuals who show emotions when thgiviaig their testimony
at the trial. And while the novel refers to the younger survivor asl{die Tochter,” in the film
she is given a name, llana Mather. However, when Michael vigits treer upscale New York
apartment, she is as reserved and unsympathetic as in the novel, tHeraxdded scene in which
she not only accepts Hanna’s tea tin but puts it next to the pmturer family, who perished
during the Holocaust, is contradictory to her behavior toward Michded clearly symbolic
gesture is ethically problematic because it suggests lbasurvivor forgave Hanna and may
even indicate that she accepts Hanna as a victim, too, which relativizes ticaus$bl

The very end of the film shows another departure from the novel bateusemer ends
with Michael getting back together with his estranged daughtiéa at Hanna's grave and
beginning to tell her the story, thus passing on his memories toettiegeneration. While the
appropriateness of a father telling his daughter not only thg stdris sexual initiation but an
exculpating portrayal of a camp guard is rather questionable aypdnaiaate the problematic
communicative memories about the German past generated irefarthi film rather dubiously
employs this closing scene as a positive gesture. Howevdre dignt does not depart from the
major plot line and characters of the novel, it is charactérizg similar problems, most
significantly the representation of the memory of the ThirdcliRe@ind the Holocaust via the
paradigm of sex-and-violence, which is even further exaggeratgt inlm version Likewise
untenable in both media is the depiction of a Nazi perpetratovigs$ira of circumstance who
only became a concentration camp guard in order to hide thas shteiate. Novel and film
evoke empathy for a perpetrator in the audience while therisigffef the Holocaust victims is

ignored. However, whereas the novel casts Hanna's illiteracypndtaphorical extension as a
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lack of moral intelligence, the movie refrains from suggesting Hetna’'s crimes can be
exculpated by this nonsensical excuse. While the decision not to inkladea’s dubious
transformation into a morally conscious person was probably an atiematke the movie less
controversial and the character of Hanna more believable, without it, thadyiterotif serves to
a lesser extent to exculpate Hanna. Although the film thus ekasane details from the plot of
the novel, it likewise relativizes and trivializes the Holocalmgtead of taking a firm stand and
trying to transpose the moral problems and ambiguities of the notelthe screen, the film
exculpates a perpetrator and supports the highly problematic itvanfidbm the collective
subject position of collective German guilt and responsibility for dhmes to the claim of

collective German victim status.

The Official Reception in Newspaper Reviews

The film adaptation of Schlink’s novel has been widely revieweddiit German and
international critics. The German reception of the film réflethe division of opinion also
evident in the book reviews. | examined 35 German reviews of whichrgdlylaefrained from
evaluative comments, another 11 reviews were predominantly laudatatythe remaining 14
reviews were primarily critical. Reviews are particulagtiticizing the extensive sexual content
in the first part of the film. According to Claudius Seidl’s (2009)ranteview in the FAZ, Der
Vorleserfangt als Sexfilm an — und als Porno geht er weiter.” Howeviigs also argue that
the core problem is not the explicit sex scenes but the facthihdilm evokes empathy in the
audience with a perpetrator. Rudiger Suchsland (“Der deutsche Batienexample, argues
that “Wir haben Mitleid mit ihr, der Mérderin. Nicht mit ihren OpfeDas ist der Grund, warum
hier von Nazi-Porno und Revisionismus geredet wird, und viele das obszon fidkfalsch

ist es nicht.” Joérg Hantzschel (2009) similarly writes in$lieldeutschthat the film “presst dem
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Zuschauer mit unendlichem darstellerischen und inszenatorischen mkufiwdleid fur die
Massenmdrderin ab, die sich in ihrer bundesdeutschen Zelle mihsanmsdaskédringt. Dann
aber lasst er ihn allein damit, wenn er beginnt, sich zu fragenywdiese Frau ihre Haftstrafe
nicht grindlich verdient haben soll. So verlasst man das Kino mit deem \@&gfiihl, emotional
missbraucht worden zu sein.” Michael André (2009) goes even furidesrgues that Hanna is
not only depicted as a victim but stylized to a heroine becausgashsentenced to a lifetime in

prison for something she did not do:

So geratDer Vorleser[...] auf einen abgrindigen Weg. Nicht die Opfer, nicht die
Nachgeborenen, sondern eine Téaterin steht im Mittelpunkt — und & yanpathien
immer auf ihrer Seite. In der geschickten EmotionalisierungZzdeshauers wird Hanna
in dem Augenblick zur Heldin, als sie die Verantwortung, die ihr von den Mitangeklag
untergeschoben wird, auf sich nimmt. Die schone, schiichterne, freundacima Mird

im Zeugenstand zum Opfer, das auf das Konto der grimmigen, veeméiraten

Aufseherinnen auf der Anklagebank geht.

Film critics also echo the critical notion of the book revieweth regard to the function
of Hanna’s illiteracy as the questionable means of exculpatingpdeause, as Elmar Krekeler
(2009) writes inDie Welt Hanna is “keine durchschnittliche Nazi-Mérderin, sie ist eingewi
Willen, eine aus Scham.” Michael André (2009) thus criticizessdss hier um eine Frau geht,
die sich mehr dafir schamt, dass sie nicht lesen und schreiberalsadass sie 300 Juden auf
dem Gewissen hat. Der Film tut sich schwer, solche Vorwirfentradten.” Hanna's later

effort to learn to read and write which prompts her eventuallpgage with canonical literature
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implies that she acquires moral literacy which enabled hesrtpehend the magnitude of her
crime. Dominik Rose (2009) considers this transformation implausiblass' die zu einem
langjahrigen Gefangnisaufenthalt verurteilte Hannah schlie3lisanldernt und durch die
tiefgehende Auseinandersetzung mit den Kanon-Werken der Weltiitetach so etwas wie
eine moralische Verantwortung fur ihre Taten entwickeln kann,nsweiterer unglaubwurdiger
Kniff der Geschichte.” Michael André (2009) furthermore points out th@nna’s illiteracy
implies that one’s level of education corresponds to one’s ethicalatiomg, a dictum which
was de facto contradictetd by Nazism: “In der Figur der Analgivabverden die Nazi-Grauel
mit mangelnder Bildung kurzgeschlossen. Dabei war es, Heinerr\illenernd, ‘Bildung, die
nach Auschwitz fuhrte’. Bildung, die das Streben nach Totalitdt utekt®a beinhaltete.”
Sonja Vogel (2009) contextualizes Hanna in bteer article in a trend of depicting female

perpetrators as abnormal:

Der Vorleserist nur ein Beispiel fir jingere filmische Auseinandersetzungé dem
Nationalsozialismus, in denen Taterinnen eine immer bedeutender $palen und
stets in eine unheilvolle Aura aus Verfuhrung und Verbrechen gebiill. Die
Taterinnen sind schon, kiihl und bestialisch, und nie fehlt der Verweis auf ihnre mangelnd
Zurechnungsfahigkeit [...] Weibliche Taterinnen aber werden nie als normal unémicht
handelnd wahrgenommen, sondern immer als krank, maf3los und exzessiv. dehWer
Taterrollen im Film mit Frauen besetzt, dient dies vor allem Ebeotisierung von
Taterschaft. In deYorleserVerfilmung ist es Hannas Analphabetismus, also eine Form
kultureller Unfahigkeit [...] Da Hanna der Schriftsprache nicht hgcist, so wird

suggeriert, sei auch ihr moralisches Bewusstsein geschadigst lBtso der soziale
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Mangel des Analphabetismus, der Hanna fir den Massenmord verfihrbahgéatac

Wie hatte sie es auch besser wissen kdnnen?

In addition to the manipulative incitement of empathy for a perpetrtite exculpating
function of Hanna’s illiteracy, the improbability of her transfi@tion into a moral being via
canonical literature, reviewers criticize the added gesthienwder gealterte Michael Berg [...]
Hannas letzten GruB einer KZ-Uberlebenden in New York [tUberdix]stellt die Teedose aus
der Erbschaft der Taterin ausgerechnet neben das Foto ihrer ermordetandten” (Kilb “Aus
dem Brunnen”). Many critics are concerned that the fascinatitih German victimhood
indicates a transformation in collective memory toward aelgsg of the crimes and a

relativization of the Holocaust. Thomas Assheuer (2009), for example, wrlDés Zeit

Tatsachlich geht es um etwas anderes — es geht darum, dierldirgnae Auschwitz neu
zu ‘rahmen’ und eine andere Geschichte, einen anderen Film Uberagdmsalzu legen.
Die Barbarei wird nicht verdréangt, sie wird sogar ausdrickletemt; aber sie wird neu
belichtet und mit einer anderen Klage Uberschrieben, der KlagedébeWerlust der
kulturellen Identitat. Diese Klage mag ihr eigenes Recht haben{obgird sie in dem
Augenblick, wo sie die moralische Schuld zum Verschwinden bringt undiseinuck
erzeugt, die Deutschen seien ebenso Opfer wie die Juden alethn&h abstofRender:
Wenn ihre Schuld angeblich darin besteht, reuige SS-Tater mehir in die

Gemeinschaft aufgenommen zu haben.



175

Sonja Vogel (2009) similarly argues that as the perpetratoeppmbar from German
national memory, Germans are increasingly cast as victib®e Taterinnen und Téater
verschwinden derweil mitsamt ihren Taten hinter einem SchutawuallSchuldunfahigkeit - zu
Ungunsten differenzierter Darstellungen von Taterinnen. Schuld iseinéach niemand mehr.
Und die Schoah wird so zu einer Katastrophe, die einem Unwettah gheich Uber die
Deutschen kam.” This notion reminds Vogel of the 1950s discourse whera@eadmitted
little of their responsibility for the Nazi crimes but all thmore talked about their own status as
victims: “So tritt im VVorlesermithilfe einer Frauenfigur die Frage nach der Schuldfahigieit
die Stelle der Schuldfrage. Dies erinnert fatal an die Schuldabtka@tegien der [west]deutschen
Nachkriegsgesellschaft — niemand konnte etwas gewusst haben, niemaad etveds
unterschrieben. Herrschte etwa kollektiver Analphabetismus?”

While the critical reviews scathe the film for its revisgintiransformation of a Nazi
perpetrator into a victim, positive reviews, which do not acknowledgertheism the novel
received in 2002, do not criticize that the film incites empé&bhy Nazi perpetrator rather than
her victims but absurdly argue that the perpetrator is not gettiagdeserved sympathy.
According to Sonja Vogel (2009), “die Kritik an der Vorlage scheingegsen. Stattdessen heil3t
es nun, der Film nehme nicht genug Anteil am Schicksal der KZevifarHanna Schmitz.
Patrick Bahners, Feuilletonchef dehAZz kritisierte, der erwachsene Michael Berg, Hannas
friherer Liebhaber, verweigere ‘seiner zu lebenslanger Hafirtedten ehemaligen Geliebten
die elementaren Akte der Mitmenschlichkeit.”” Vogel is refegrito Patrick Bahners’ (2009)
article, in which he claims that it is not Hanna Schmitz bughilel who is guilty because he
failed to reveal Hanna's illiteracy during the trial. Bahnenstes: “Michael Berg tragt sein

Leben lang an einer emotionalen Schuld: Er hat wahrend des Psozeésemationen
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zurtckgehalten, die seine ehemalige Geliebte entlasten hattert.rramt er in Kauf, dass sie
allein fur etwas bestraft wird, das sie nicht allein zu verartem hat.” Bahners completely
effaces Hanna’s guilt. He ignores not only that Hanna was @ galswrd who took part in the
‘Final Solution,” but also the Holocaust victims in his argument.

However, some laudatory reviews do refer to the criticism tienbvel had received,
but argue that the movie is more successful in telling the #tarythe novel. And many critics
credit this to Kate Winslet’'s performance. Andreas Kilb (“Alesm Brunnen”), for instance,
writes in theFAZ “Einige Kritiker haben Schlinks Roman vorgeworfen, er wecke téadis
fur eine Nazi-Téaterin. Das tut auch der Film. Aber Winsleafit es, dass sie uns dabei zugleich
immer unheimlicher wird. Das muss man einfach bewundern.” And Haeasg®&odek (2009),
who does not mention the criticism the novel had provoked, argide WeltthatDer Vorleser
“erweist sich [...] als Film mit eminent europdaischer Sengijlider in seinem Thema mehr
Schattierungen von Grau entdeckt, als sich jener Gut/Bése-Ort nanodgerdédd auch nur
vorzustellen vermag. Der Schlussel zu diesen Grautonen ist Katdetyidie verfuhrerisch sein
kann und abweisend, einsichtig und verschlossen, monstrés und banal.”

Except for Andreas Kilb, critics disagree with the notion thatfilm invites empathy for
and/or mitigates the crimes of a perpetrator. For instancalli Willler (2009) writes:
“Suggeriert der Film Mitleid mit einer Taterin? Nein, esd&inur den Gedanken zu, dass sie ein
Mensch ist, kein Unmensch — was weitaus bequemer ware.” The dauddm reviews
essentially echo the initial reviews of the novel, which applaudetinRdor portraying Hanna
as aMenschrather than atynmenschto use Miller's terms. Critics who praise this approach

usually argue that Nazi perpetrators were ordinary peopleHiskena. Volker Mazassek (2009)



177

thus argues thaDer Vorleserdoes not exculpate the perpetrators but rather provides clear

answers to the question of guilt:

Daldry zeichnet Hanna Schmitz nicht als Monster in schoner Hgbadern als
durchschnittliche Frau, die ohne grof3 nachzudenken und ohne moralische Bedenken ein
Radchen im Nazi-Getriebe wurde wie viele andere Deutsche &amit wird nichts
entschuldigt. Auf die Frage von Schuld und Sthne gibt der Film klaneokti®n und er
bleibt auf Distanz zu seiner weiblichen Hauptfigur, die ihre Gefiigliéggehend fir sich

behalt.

However, Mazassek does not explain how the film provides an unambigutesnent
of Hanna, whom he misleadingly not only casts as a follower r#ttaara perpetrator when he
terms her a “Radchen im Nazi-Getriebe [...] wie viele andeeaitsche auch” but also
dehumanizes and objectifies and thus implicitly conceptualizes anaxal rather than an
immoral entity. Thomas Klingenmaier (2009) even argues inStiagtgarter Zeitunghat the
movie manages to get the viewers to consider themselves as @igtergeecause it is easier to

identify with a perpetrator who is depicted as an ordinary person:

Die Tater waren eben nicht alle und durch und durch Bestien, sie Mamsthen, die
uns im Alltag nicht oder vielleicht sogar positiv aufgefallen wékénd wenn sie uns so
fremd nicht sind, wenn wir sie lieben konnen, dann héatten wir eveatwehil so handeln

kénnen wie sie. Bernhard Schlinks Roman und Stephen Daldrys Film erziviem,
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dass die Psyche der Tater noch immer nicht ganz und gar ergrunaet ddss es darum

kein Profil des Nichttaters gibt, das wir fur uns in Anspruch nehmen kénnen.

Jan Schulz-Ojala (2009) from thieagesspiegelikewise dismisses the accusation that
Der Vorlesercalls for empathy with a perpetrator and argues thatibt Hanna but Michael for

whom audiences are invited to feel sorry:

Manche Kritiker monieren angesichts der still ihr Urteil annefdea und sich im
Gefangnis tapfer mit Kassetten und Buchern selbst alphabetidesr Hanna, der Film
mobilisiere Mitleid mit einer SS-Mdrderin. Und nennen déorleser gar in einem
Atemzug mit jenen obszonen Taterversteherfilmen, die etwa dielippelte Biografie
von Stasi-Observanten zum Absolutionsgegenstand machen. Doch sie Ubeetshen d
den entscheidenden Unterschied: Nicht mit der Taterin HannaenatorleserMitleid,
sondern allenfalls mit dem Nachgeborenen — das Buch tbrigens viel méchdabs der

Film.”

While Schulz-Ojala thus covertly admonishes a film Idas Leben der Andergmwhich
seeks to convey the complexity ofSéasiinformant, he rejects the notion thiaer Vorleser
exculpates a Nazi perpetrator. This argument is not only hidtgriaad ethically dubious
because it essentially equates the Third Reich and East Germangoboé@duse it seems to cast
the crimes of &tasiinformant as worse than that of a Nazi camp guard (to whonalbelyf
ascribes membership in the SS). Furthermore, Hanna’s illitenadyts exonerating function in

novel and film are entirely omitted.
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Among the laudatory reviewers, Birgit Roschy (2009) is the onky to refer to Hanna's
effort to become literate and her reading of canonical liezabut she argues, without
supporting this thesis, that “doch als sie im Gefangnis dank der bbspen Literaturkassetten
von Michael lesen lernt, erfahrt sie durch ihr Bemiuhen um burgeridlisierende
‘Kulturarbeit’ keine Absolution.” She also approves of the fact thatfilm omits flashbacks to
Hanna’'s crimes and thus the visualization of the suffering ofvittims because supposedly
“Hannas Personlichkeit ruft eine unangenehmere Malaise hergordad Entsetzen Uber
nachgestellte Grauel der Lager.” Hanns-Georg Rodek (2009) sikeargues ifDie Weltthat
excluding flashbacks to Hanna'’s time as a camp guard is a p@speet of the film adaptation.

The film, he writes,

verzichtet auf eine Ruckblende in das Konzentrationslager, wo Hanmsufsisherin
gearbeitet hat. Der Schrecken dort wird nicht vorgefuhrt, nur erZZditist ein doppelt
konsequentes Vorgehen: Zum einen ist dies die Geschichte Michadisjralei eigene
KZ-Erinnerung haben kann, zum anderen handelt der Film nicht von dennQleale
Umgebrachten, sondern vom Leiden der Nachgeborenen — und zwardemhtler
Opfer-, sondern dem der Taterkinder. Das ist nicht zu verwechsetteniivir haben im
Krieg aber auch gelitten’-Attitiide, die durch Fernsehfilme Bie Flucht und Dresden

hierzulande Verbreitung gefunden hat.

Rodek thus nonsensically casts Michael as the descendant of &gterpe when his
father was at best a bystander — and argues, in line witNdtegliteratur, that the German

postwar generation constituted the victims of the Nazis, thusirdféhe actual Nazi victims. He
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also argues that excluding flashbacks is logical because Mibhaeho memories of Hanna’s
crimes. Rodek’s arument, however, is illogical, because Hannadmasnes of her crimes and
they could thus have been represented in flashbacks because, umlikevéh, the film is not
narrated from Michael's perspective. Rodek ignores the factifthddinna’s crimes had been
depicted via flashbacks rather than solely narrated at #iethe exculpatory representation of
Hanna would have been impossible. Rodek is right in arguind#raYorleserdiffers from the
TV movies that cast German followers and bystanders as vjdiomgeverDer Vorleserdiffers
not only because it incites sentimental pity for the postwaefaéon, rather than followers and
bystnaders, but also and especially because it goes sigtiifidarther in exculpating a
perpetrator and recasting her as a victim, a notion absent from Rodek’s argument.

Overall, laudatory reviews either efface the criticism btita novel and the film
adaptation received or they oppose it, however, they are largabfeuto support their dubious
theses with evidence from the film. Unlike the negative reviaglWwsy do not critique the
mitigating function of Hanna's illiteracy and of omitting theswal representation of her crimes
but praise the depiction of Hanna as an ordinary person because thisdlyppasmpts viewers
to ask themselves about their own potential roles in Nazism. Anduasertainly not least, they
reject the notion that the film seeks to transform Germansctigliéy into victims. Nevertheless,
the laudatory film reviews were not as uncritical as the boolewesvifrom 1995. Even if a critic
likes the movie in general, there were usually some detéis disagrees with. For instance,
positive reviews criticize the added scene in which the survivorHatsa’s tea tin next to the
picture of her murdered family because they consider this aswaeges forgiveness, which was
not granted in the novel. Furthermore, reviewers disagree with thee’'smdrame narrative,

which ends with Michael and his daughter standing at Hanna’s graties @rgue that this adds
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a meaning to the movie that is not apparent in the book because istsuggsure while the
novel leaves many questions unanswered which reviews consider one stfetigths of the
book. The more critical discussion of the film adaptation mayatetitee fact that film reviewers
are aware of the criticism the novel received in 2002 and of thasdisnis in newspapers and

other media about tHepferdebatteabout the depiction of Germans as victims.

The Vernacular Reception in Viewer Responses

In order to analyze how audiences reacte®¢o Vorleserand to explore whether and
how their opinion relates to the official reviews, | sought to alggmments by viewers.
However, since neither film production companies nor newspapers aretiess from viewers,
| had to rely on letters published in newspapers and on interneesppearticularly reviews or
comments posted in internetforums of movie websites and internet bBlugjsesponses from
viewers to the online versions of newspaper revidwAs the novel was wellknown because it
was a bestseller and taught in school classes, there wadcaiginihterest in the movie in
Germany. Of the 115 reviews written by viewers, which included buodhtesr comments and
longer discussions, eight responses were neutral, 37 were negatisevanty responses were
positive. These numbers indicate that the film was more positieegived by the audience than

by the newspaper critics and that the positive vernacular renegitithe fim echoes that of the

0 | analyzed 1) the review section on amadento the DVD ofDer Vorleser www.amazon.de/product-
reviews/B002D5LUPE/ref=cm_cr_dp_all_helpful?ie=UTBEBliid=&showViewpoints=1&colid=&sortBy=bySub
missionDateDescending (accessed December 1, 20D®)e discussion at www.filmstarts.de/kritiken/@85Der-
Vorleser/Gastkritiken.html (accessed December 09P03) the discussion atww.moviepilot.de/movies/der-
vorleser/comments (accessed December 1, 2009)het)discussion atwww.choices.de/forum.php?id=122859
(accessed December 1, 2009); 5) comments to HaosyGodek’s (2009) article “Der Vorleser Uberzetrgtz
Hochglanz-Kz” at www.welt.de/kultur/article31594 T8#r-Vorleser-ueberzeugt-trotz-Hochglanz-KZ.html
(accessed December 1, 2009); 6) comments to ToKisigbe's article “Bedeutsame Berihrungen® at
www.sueddeutsche.de/kultur/50/459689/text/ (acck$3ecember 1, 2009); and 7) one letterDtie Zeit from
March 9, 2009 bys. Labedzkiwho reacts to the article “Deutsches ReinemachgnTHomas Assheuer Die Zeit
from February 2, 2009.
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novel. Most viewers know both the film and the novel. In both negative anvpasasmments,
the film's extensive and explicit sex scenes are predominaritigized as overemphasized and
a viewer with the username empty2009) even callethe film a “Softporno.” The relationship
between Michael and Hanna is largely well perceived and positwements praise the
outstanding acting performances, particularly of Kate Winslet and naidyt the actors for the
movie’s success. In general, reviewers evaluate the film obatkie of categories like suspense
and action, actors’ performance, character development, and credibility.

For my argument, it is important to examine how viewers evalDateVorleserwith
regard to how Germans are depicted and how it treats the Geothectice memory of the
Third Reich and the Holocaust. Of the 115 reviews, only 35 mention the adisloand/or the
depiction of perpetrators and victims and/or related issues and hencelysysawfahe reception
will concentrate on these reviews. Of these, 20 commentatersheemovie as an adequate
depiction of the Holocaust. They reject the critisism hat Vorleserexculpates a perpetrator
and/or argue that the movie is not about the Holocaust. In contvabtetcomments support the
official criticism the novel and the movie have received and takesiwith the film’s treatment
of the Holocaust and its victims. The remaining three commentsferahfiatedly reject all
filmic representations of the Holocaust and the Third Reich, foannst a user named Adds
(2009) calls the constant coverage of thiderzeit “nervig” and another useKansimglick
(2008), considers movies like this “Nazischeisse.”

Reviews who argue that the treatment of the Holocaust is agegughasize — and thus
agree with director Stephen Daldry — tivsr Vorleseris not a Holocaust movie. Miss Sophie

(2009) even argues that “fir mich ist das kein Film Gber den Natamalismus, sondern ein

L Internet users get user names in order to stayiyamous. These names sometimes ignore spelling and
upper/lower case rules and other regulations. is dissertation, | quote the original usernamegoasd on the
respective Internet forums.
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Film Uber personliche Schuld” and phobie five (2009) likewise argoats it is essentially

irrelevant for the plot line that Hanna is a former concentration camp guard:

Das Drama besteht nicht darin, dass 300 Juden bei lebendigem Ldaksnme wurden.
Es besteht auch nicht darin, dass Hannah [sic] deshalb zur Hauptsahwiayeveil sie
zu stolz ist, ihren Analphabetismus einzugestehen [...]. Der Fightdsich um ein(!)
verhunztes Leben und zwar um das von Michael und dessen Problem sirdienidBt
Verbrechen, sondern die Art und Weise, wie sie pl6tzlich mit segigenen Leben in
Kontakt treten. Insofern besteht auch das Drama des Films én enrsie darin, dass der
Protagonist mit der schwer zu verkraftenden Tatsache klar kommes) dass seine
grol3e Liebe eine eiskalte Morderin ist. Die Tat an sich ibeidaher nebensachlich,
Hannah [sic] hatte genausogut ein anderes furchtbares Verbrechagdregaben, das
nichts mit Antisemitismus zu tun hat, und die Geschichte wirde raciuters
funktionieren. Insofern sollte man den Film nicht versuchen als HoleBaasta zu

verstehen.

While the movie does indeed not focus on the Holocaust or its victimspfaree two
main characters is a Nazi perpetrator, who played a vitalrp#ne ‘Final solution’ and hence
the Third Reich and the Holocaust play an important part in the movseprecisely because of
the ‘Holocaust aura’ that the novel and the film received so muehtian as it lays claim to
being a highbrow rather than a popular novel. If Hanna were simply dimaoy’ criminal, the
kitsch aesthetics would have been more immediately apparente Hbwe fact that Hanna is a

former concentration camp guard is the most important det8ieimVorleseras both film and



184

novel claim to tell a story with greater relevance than the donksexual innitiation of a minor
by a criminal. It is only because of Hanna's past that thienctan be made that novel and film
explore German collective memory of the Nazi past and the stugfithe postwar generation
to come to terms with it.

Vernacular reviews reject not only the idea that Vorleseris about the Holocaust but
also the notion that the film evokes sympathy for a Nazi perpetrator. Sharlih (2008%t&nce,
writes: “Ich sehe jedoch nicht, dal3 [sic] der Film Sympathien fir die Auisedreugt. Die
kann nur jeder in sich selbst erzeugen. Ich jedenfalls emfpand diese Symphatiematitht
jedoch Betroffenheit dartiber, was das fur normale Menschen waren, die solches lwetpzrh
begleiten konnten.Many viewers disagree with the criticism that Hanna was depictad as
victim. Biggi (2009) thus states: “Hanna ist und bleibt die Verbrecherin, da gilthés dran zu
deuten und das hat der Film auch gut ribergebracht. Sie verkorpert die meist gehortg,Meinun
dass sie nur ihre Pflicht getan hat und lehnt jede Verantwortung fir ihr Tun abriajdwty of
reviewers also reject the notion that Hanna receives a postmortem absolutexanigie,

kubrick_obscura (2009) argues that

und so fallt es natiirlich der KZ-Uberlebenden schwer Hanna eine Absolutionianerte
Stellvertretend ist eine Vergebung der gesamten deutschen Schuld niclehrr{og]i

Der Film entwirft die Aussage, dass manche Taten nicht vergeben werden kéloee
verspricht Linderung in dem Moment, in dem Michael seiner Tochter adéblerDas
Weitergeben des Erlebten an die nachste Generation ist die einzige Form der

‘Absolution’ die moglich ist.
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dAShEIKO (2009) similarly argues that the film does not excalpagrpetrators:
“Ansonsten Uberzeugt der Film als anspruchsvolles Kino fur mindige Bipgn kann
durchaus darlber diskutieren, was der Film uns sagen will. Eine vonefBegielztierte
Universalentschuldigung flr Nazitater ist die Geschichte defiNilCHT! Vielmehr mussen wir
uns (ALLE) damit abfinden, dass nicht alles schwarz oder weil3 ist.”

Most viewers welcome the tendency that the film portraysrpepmtor as an ordinary

woman and not according to stereotype. Sharlih (2009) thus notes:

Ich sehe gerade das feinsinnig nuancierte und beklemmende [sic] Fildegben darin,
dald [sic] diese Verbrecher Menschen waren wie ‘Du’ [sic] ehd keine Monster. Das
macht ja das Entsetzliche und Warnende erst deutlich, dal3 Menschauochli€efihle
wie Liebe erwecken und empfinden konnten, die vielleicht liebevollechBdden
erzahlende Vater waren, Massenmord meinten, wenn sie nach dem FruhstictkSagte
Papa geht jetzt mal arbeiten’. Das Buch wirft ein sehr notwesdigeht auf diese
Verbrechen und den nachkriegszeitlichen Umgang damit, INDEMiese Person [sic]
als Menschen zeichnet. Denn auch wir sind Menschen und waren womaogticsen

Situation nicht besser gewesen.

Moviegoers thus praise the film for emphasizing the life of ai [darpetrator because
they believe that by inciting empathy with Hanna viewers edghsider that they may have acted

similarly in her position. Ray (2009) thus similarly writes:
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Durch die zuerst ganz alltagliche Beziehung, die nattrlich voniBmgepragt ist, selbst
wenn die Beziehung ungleich verlauft und Hanna bestimmt, wahrend Mibhagk so
Ublich in diesem Alter verfallen ist, gelingt eine aul3ergewohnlstieund Weise der
Vergangenheitsbewaltigung und ebenso eine ambivalente Sicht durehiditheit, die
beide verbindet und eine menschliche Sicht auf die Taterin ermoddiaher empfinde
ich gerade den Kiritikpunkt, dass die Geschichte zu einer Identikatit schuldigen
Tatern der NS-Zeit zwingt, den grossen Verdienst des Films.T2¢er hat ein
menschliches Gesicht und kann nicht abgetrennt vom eigenen Ich als dies
unmenschliche ‘bdse Nazi’ Bestie gesehen werden, die man leickdrarteilen kann.
Gerade in der Mdgichkeit einer Indentifikation gelingt doch ebere adaquate
Aufarbeitung im Sinne vom Erkennen eigener ‘dunkler’ Anteile, ein Punkindeer
Vergangenheitsbewaltigung eher zu kurz kommt. Man beschrankt delVauwrteilen

und auf die Distanz.

The viewers who wrote laudatory reviews of the film thus lgrgetjue — mistakenly, |
believe — thatDer Vorleserasks the audience to accept rather than exculpate individual and

collective German responsibility for the crimes. Thus Stefan Christn2&@®) points out:

Der Vorleserist ein emotionaler Film, der uns zum Nachdenken zwingt: Uber den
Umgang der Nachkriegsgeneration mit der Schuld ihrer VateMintbr. Er richtet aber
auch das Brennglas der Geschichte auf die gemeinsame Schuld uachtbetein
Einzelschicksal. Wie ist es, wenn ein geliebter Mensch unerngtessbchuld auf sich

geladen hat? Aus diesem Dilemma zwischen personlicher und mehsclidisene gibt
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es zukunftsgewandt nur einen Ausweg: Dass sich Geschichte mecigriaolen darf und

der Film mahnt uns, dass wir alle Verantwortung daftr tragen.

While the positive reviews claim that the movie exhibits an ap@tptreatment of
German history, which critical reviewers disagree with, thigcatistance towards the Nazi past,
for which there cannot be any absolution, is shared by both laugatdrgritical reviewers and
could thus be taken as a core feature of vernacular German natemakynIn contrast to those
twenty comments that praise the film, twelve reviews czéiagt harshly. They emphasize that
the movie is indeed about the Holocaust and consider its incitemesmhdithy with Nazi
perpetrators inappropriate. Karls Carstens (2009) even argue®dha¥orleser engages in
“Holocaust Leugnung.” And lonesome.traveller (2009) argues that ‘wed nur eins;
Geschichte missbraucht, wenn nicht vergewaltigt, Kasse gemmachtaunem Hintergrund auf
Kosten der Opfer. Das ist einfach nur wiederlich!” Reviewsh®rmore critique not only that
the death and suffering of the Jewish victims is margindlizgt also that, as Enash (2009)
writes, “Lena Olin mimt in der letzten Szene noch eine hartpenaiche Judin, was sie ebenso
pflichtbewusst wie Uberflussig tut. Ziemlich die antisemitisel#sgur, die ich in den letzten 10
Jahren in einem Mainstream-Film gesehen habe.”

The main point of criticism is, however, that the film evokes empathyafperpetrator
because she is essentially transformed into a victim. lonesovedléra(2009) argues that the
film masks the horror of the Holocaust in order to trivialize Gerrguilt and responsibility:
“Mul [sic?] man eine so schnulzige Verfilmung abliefern dieu@naund Schuld absolut in den
Hintergrund drangt, gar ausklammert und durch aberkitschigen Schnulz vdllig

maskiert/verharmlost? [...] ich weil3 wirklich nicht warum mameekZ-Aufseherin so ‘Mitleid
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heischend’ auf die Leinwand bringen mulf3 [sic?] und so quasi fur ein&@neralamnestie’
sorgt, ob bewul3t oder unbewul3t.” The critique of Hanna'’s transformatioa intdim is linked

to a critique of the role her illiteracy plays in this exculpatory portrayai (2009) thus writes

Die Mangel an Schlinks Werk sind so eklatant, dass es auch damiEfit gelingt diese
auszublenden. Dem Roman muss nicht nur Geschichtsrevisionismus vorgeworfen
werden. Vollig unglaublich werden Vorlage und Film, wenn es um fdéehe
Argumentation der Geschehnisse und Entscheidungen geht. Da darfalighabetismus
herhalten, um menschenverachtendes Handeln im KZ zu rechtfertigetumm Glick
wird dem Zuschauer aber, nach entfallenen ewigen Traktaten Schinkder
Buchvorlage, noch ein unverschdmtes Happy End geboten - die Remomiadjs
Heiligsprechnung und Erlésung der weiblichen Hauptfigur. Hanna Schenrtz zum
Ende hin im Gefangnis lesen und dadurch wird sie von aller Schuldthefdekomplett

gelautert - Gratulation!

Jack O’Neill (2009) goes even further and argues that not only Harexaulpated but

even Germans at large:

Zu allerletzt ist da noch eine Sache, um die man in der Bewgericht drum herum
kommt. Ich meine die Einstellung des Filmes zur Vernichtung in den
Konzentrationslagern. Es ist mir klar, dass es in der Figur dandd&chmitz liegt,
welche Entscheidung sie trifft, doch sich wegen Analphabetismus mel@chamen

[sic?] als fur die Ermordung von hunderten Menschen, ist indiskutabeh &8 Ende ist
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die Hauptbotschaft des Filmes jene, die den Deutschen der Naaizei Absolution

erteilt, die etwas von der Endldsung gewusst haben.

According to galo (2009Der Vorleseruses a female perpetrator since viewers are more
likely to empathize with women as they are traditionally consdlevictims rather than

perpetrators:

Soll ich wirklich Mitleid fir sie haben, weil ihr EQo so gsosst, dass sie die ganze
Verantwortung nimmt, nur weil es zu peinlich ist zuzugeben, dassicht lesen und
schreiben kann? Sie hatte Glick, dass sie nicht direkt nach dem Krieg hingeniohtst
was sie sicherlich verdient hatte, und ist mit lebenslangérddagongekommen. Keine
Frage, wenn es sich irgendwann herausstellen wirde, dass Eichmanirckigerd Frau
war, muassten wir nicht lange warten bis zum ‘Die arme Eichmasie war nur ein

Mensch mit einer traumatischen Kindheit’ Film.

The critical reviews unanimously reject the film’'s tendeteycast German as victims.
According to Volker Weiss (2009), “hinter allem steckt, mihsapsgudoethische Reflexionen
verpackt, reines Selbstmitleid: die Deutschen als Opferleitht ist das generationsbedingt,
aber mir waren Schlinks Arbeiten immer unsympathisch und ihr Edokpekt. Alles zu
behabig, zu gefallig und letztendlich voll clever verpackter Ressents” Buster Keaton (2009)
similarly argues that the success of novel and film is dileet@mphasis of Germans as victims
and the fact that this claim is increasingly acceptabiiective German memory even to the

extent of casting a perpetrator as a victim:
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Mir jedenfalls ist es bis heute schleierhaft, warder [sic] Vorleser zu so einem
Welterfolg hat werden konnen, und ich vermute, dass es in erster dasieNazi-
Holocaust-Schuld-Thema ist, das fasziniert [...] Vielleichtestsogar gerade das Fade
und Flache, das dem brisanten Thema so viel Raum gibt, die leise uhdsdoc
ungeheuerliche Andeutung, dass man mit einer Nazi-TaterleitMhaben kdnnte. Noch
in den 80er Jahren ware der Autor deswegen womadglich zur Unpekdart aorden,
und ein bekannter Politiker wurde wegen weit weniger ketzerisgmwmdérn vielmehr

sehr viel tiefgriindigeren und konstruktiveren) AuRerungen deswegen zum Téadel ge

While the negative reviews, which tended to be more emotional thampasigve
comments, thus critique the fact that the film invites empuaiitly a Nazi perpetrator and uses
illiteracy to exculpate Hanna form her crimes, the laudatesyews praise that Hanna is
depicted as an ordinary person rather than a stereotype, which supposieéyaudiences to
ask themselves what they would have done in Hanna'’s situation. hedesd, while the positive
reviews argued that the movie’s topic was not the Holocaust itael rather German
Vergangenheitsbewaéltigunthey did not engage in historical revisionism but accepted ceobecti
German guilt and even Hanna'’s guilt as a given and rejectedtomléserman victimhood. A
comment from G. Labedzki's letter (2008) Die Zeit which reacts to Thomas Assheuer’'s
(2009) article “Deutsches Reinemachen” in the same paper, in Whstieuer had argued that
Der Vorleserseeks to dispose of the burden of the Auschwitz guilt and implie@Gdratans do
not want to deal with their responsibility for the past, may weflect the dominant collective

German memory of the Third Reich and the Holocaust:
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Traumata zu verdrdngen und den personlichen Vorteil zu suchen isthir@msein
Grof3teil des deutschen Volkes, alle Eliten eingeschlossen, tatemdle®nd des
Nationalsozialismus, mit den wohlbekannten Folgen. Die Kritik, dem Riolle nun
einen Schlussstrich unter Auschwitz ziehen, mag berechtigt seiickbmhtigt aber
nicht die Wirklichkeit, wonach die meisten Deutschen sehr wohl tbened, sich

weiterhin mit dem Trauma Auschwitz auseinanderzusetzen. (n.pag..)

The Film in the Classroom

The problemati®Begleitbiicherr Erlauterungendeveloped for teaching the novel could
also be used for didactic suggestions in teaching the film. Giventikat are so many
exemplary interpretations and teaching materials on the nodethat the film adaptation only
premierd in Germany in 2009, only one booklet on how to use the film is blas been
developed. The official movie website www.dervorleser-film.de previdee Filmheft —
Materialien fur den Unterrichtwvhich teachers can download. However, the website does not
provide a forum for teachers to discuss how they used the material in theiocias.

TheFilmheftintroduces the movie with a rather long plot summary, which lievweld by
the first “Arbeitsanregung,” a group work activity, in which studemisipare the beginning and
end of the film with the novel. Students are only asked to make @f ltitferences but not to
examine what the differences mean for the plot of the film anddihel. The second part of this
task focusses on the film’s ending, in which Michael is about tdieldaughter about Hanna.
Students have to create a dialogue between Michael and his danghitech they discuss why
he has been silent so long about his relationship with Hanna and daticga his daughter

might react to it. While it is questionable whether it is appederior a father to relate his own
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sexual initiation to his daughter, this exercise also focuses chaklis relationship to his
daughter rather than the one more prevalent to the plot betwebadlland Hanna and thus has
only limited value for understanding the core ethical problemsenfitm, especially before
students are introduced to critical interpretations of the exonerating pbdfdj@nna.

The following exercise, entitled “Vor dem Kinobesuch,” asks studente®ok at the
movie poster, some film stills, and the trailer and to discuss épectations about the film
plot, and is designed to introduce students to the film. However, ettpgesscing is again
nonsensical because it presumes that students have neither re&dmthefts own plot
summary, and also not read the novel because otherwise they ady &miliar with the plot.
Given the novel’s bestseller status and the fact that it wgétan the schools of several federal
states, this activity, which is appropriate for other films, méikiés sense for the adaptation of a
bestselling novel.

The next chapter, entitled “Hintergrundinformation,” gives some infoomaabout the
novel, how the idea for the film evolved, and how the movie was maddolioiwed by the task
that students should imagine that they are the film director avelto cast actors for the roles of
Hanna and Michael. As students not only have to characterizedHegtwes in order to find the
best fitting cast but also to compare their own charactesimbf Hanna and Michael with both
those of the movie and the novel, and explore what the differencesfonehe development of
the story, it can incite a critical discussion of the two mairacters. However, it requires that
students are familiar with both the film and the novel and thus coctsatie fact that for the
preceeding tasks students should not know the novel. Presuming teacleerSgheed out
themselves how to integrate the reading of the novel and the vieWihg film, as there are no

suggestions for this in thBilmheft the exercise engages students to explore how the two
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characters are presented differently by the different mediwekker, this task may also remain
on the surface of formal differences between novel and film anch alpeis not explore the

ethical complexities of transforming a perpetrator into ami¢hat are at the heart of the novel
and the film adaptation.

Chapter “Filmisches Erzahlen und Gestaltungsmittel” focuses ofilrtiie structure and
narrative strategies and students are asked to compare thkaséoof the novel and examine
how these changes affected the meaning and message of the bmparison ot the novel.
However, the answers can already be found in the preceding seutloos not only list the
differences between the novel and the film but also the intentidheoflirecotor for these
changes. Hence, if students have read the sections, they do notohewad to their own
conclusions.

The Chapter “Zwiespaltige Charaktere” describes Michael, Havirchael's professor
and the Holocaust survivor whom Michael visits in New York. When disogiskianna’s
character, thé&ilmheft points out that the film accentuates Hanna’s positive featusess raore
than the novel because director Stephen Daldry’s intention was to €zgktize human side of
the perpetrators. Hanna'’s victims, the survivor llana Mather,isvballed only “die Tochter” in
the novel, is described by tl@lmheft as Hanna’'s antagonist who denies her absolution when
she does not accept Hanna’'s money. Fimheftignores the fact that whereas Hanna is cast as
a character who invites empathy, the survivor is presented in éiveeght and hence the
argument that the survivor has the important role of transmittingnibr@l message that the
movie does not support any kind of reconciliation between victims amepators seems rather

unconvincing:
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Mit llana Mather jedoch bietet der Film eine klare moralis¢tasition durch das
unmissverstandliche und radikale Urteil aus der Perspektive einesadst-Opfers, das
die erlebten Schrecken nicht verzeihen und vergeben kann. Dass dggdéilForm von
Versohnung vermeidet, war bei seiner Entstehung stets grof3es Ani#ge an der

Produktion Beteiligten. (17)

The next chapter, which is entitled “Thematische Ankniipfungspunkte —b&itiamg der
nationalsozialistischen Vergangenheit,” analyzes Michael ipr@sentative, who is caught in
the dilemma of the second generation between “verstehen und Vendreithe first section on
“Kollektivschuld — Generationenkonflikt — Liebe.” The second section, “Indivedinald —
Hanna als Taterin” emphasizes that, unlike the novel, the fii@ime from transforming Hanna
into a ‘moral literate.” While she learns how to read and whitayever, she does not come to
terms with her past by reading camp literature but ra#reains in a “moralischem Vakuum”
(20). The third section, “Analphabetismus — Hanna als Opfer,” expltsasa’s illiteracy and
underlines that it supposedly does not exculpate Hanna from her gukrtNeless, Hanna is
described as a victim and by referring to her as “ein Opfer selbst” (21) essentially cast as a
victim like the Holocaust victims, who were also victims of Harnlrtee fourth section, “Michael
als schweigender Mitwisser,” discusses Michael’s guilt. [Blse chapter, “Buch, Drehbuch und
Film vergleichen — Erzahlperspektive, Erzahlsituation und Erzahlstiukssentially reiterates
the formal comparison from the earlier chapters.

Following sections “Kollektivschuld — Generationenkonflikt — Liebe,” “Aptabetismus
— Hanna als Opfer,” and “Michael als schweigender Mitwissespectively, thé&ilmheft offers

a section of “Impulsfragen fur eine Diskussion.” The first setdistussion questions asks
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students if it is possible to have a relationship with someone who iti@ah@ serious crime. The
second set of questions encourages students to discuss if it is ptsdiéea normal life if
those who you love were involved in terrible crimes. The last sga@dtions invites students to
debate whether one is responsible for the actions of loved ones andnittietieel is guilty for
keeping quiet during the trial and for loving Hanna. Despite thethattsections two and three
focus on Hanna as perpetrator and victim, all questions conceatrdi#ichael’s experience,
thus effacing the core ethical problems of transforming a patpetnto a victim and inciting
empathy with a camp guard in audiences. Fibaheft also lacks contextualization of film and
novel in theOpferdebatteabout the problem of defining Germans as victims as this context is not
even mentioned in passing. However, students should know about theseitsotearder to be
able to critically approacber Vorleserand the depiction of Germans as victims, in general.
Furthermore, students should be given more background information oroblenpatic role of
the postwar generation in théaterliteratur in which they, like Michael in the novel, cast
themselves as victims at the expense of the actual victinos ake largely erased from the
generational conflict. Exercises, discussion questions, and patiidihla chapters provided by
the Filmheft do not encourage critical interpretations of the movie as it éscas relating the
intentions of the moviemakers. While tR@mheft does provide some insights into how the
movie was made and what intentions the filmmakers had, as a @dwmabook it is not

sufficient.
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Der Vorleserand German Collective Memory

Both film and the novel were very well received by critiosl aeaders/viewers. Literary
critics raved about the novel immediately after its publicatin©995 and it was not until 2002
that the novel was criticized for its treatment of the Holocandtfor casting a Nazi perpetrator
as a victim and inciting empathy with her rather than hermgin audiences. Many readers,
however, remained true to their enthusiasm about the novel. Even egiive reviews were
published in thestiddeutsche Zeitunthey abided by their original positive opinions abDet
Vorleserand defended the book against any criticism. The film version, whishreleased in
Germany in 2009, received mixed reviews from movie critics ahowagh it is apparent that the
enthusiasm foDer Vorleserwas decreasing, positive viewer responses far outweighedlcritic
ones.

Teaching material for the noves widely available in both book form and online.
However, teaching manuals often ignore the important ethiagssand neglect discussing the
novel in terms of coming to terms with the history of the ThiedcR and the Holocaust. The
same tendency can be seen in student-generated websites whieleinkat students tend to
perceive Hanna as a victim and at the same time lose cfighe suffering of the Holocaust
victims. The same deficiencies of effacing the core problaimbke heart of the novel and the
film, i.e., the transformation of a camp guard into a victim andrtigation of the audience to
empathize with her rather than her victims, also dominatEilmeft

However, althoughDer Vorleserwas widely praised in newspaper articles, teaching
materials, student-generated websites, and viewer/reader respoissstsiking that revanchistic

and/or revisionist comments that Germans were primarily if otlys victims rather than
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perpetrators, followers, and bystanders in the Third Reich and hgeckores of any collective
German responsibility for the crimes of National Socialism are absent.

Although particularly responses from viewers and readers welctimeedpportunity to
discuss a German perpetrator and many were uncritical of ttinansformation of Hanna into
a victim and the negative portrayal of the two Holocaust surviaudiences did not try to
minimize and relativize German guilt and responsibility but toals i given and advocated the
significance of remembering the Holocaust. However, the readmfeseaders and/or viewers
and also many literary and film critics to accept and evea about such an ambigious story, in
which a Nazi perpetrator is exculpated from her guilt and foamed into a victim, the
Holocaust is misused to impose an aura of significance and rasiigctonto a kitsch-
sentimental tale of sex-and-violence, and where the sufferitftgedflolocaust victims is largely
ignored, is alarming. It suggests that there is a tendency to empatthizeevsupposed suffering
of a perpetrator than with her victims in both vernacular and official Germamrpem

Schlink’s treatment of the Holocaust is revisionist in its apdlogehitewashing of the
past by transforming a perpetrator into a victim and its negatrtrayal of Holocaust survivors.
The departure from condemning Nazi perpetrators to stressirghuman side and empathizing
with them is untenable as it minimizes their crimes and dotesi a step towards exculpating

them, a notion that clearly entails historical misrepresentation.



198

5. Depicting Germans as Bombing Victims in Roland Suso Richter3resden

Television has become the dominant medium for depicting GermanisgffRecent TV
programs have represented flight and expulsion, the bombing of German cities, andshgp$ar
of life after the war in both documentary and fictional formatee following chapter analyzes
the made-for-TV movidresden(2006), which narrates the Allied fire bombing of the city of
Dresden, and its official and vernacular reception. After concieghgathe newly created genre
of the so-called’V-EventMovie, | will analyze the two-part film with regard to its dejoct of
German wartime suffering and how film reviewers and audiemtegpret the representation of
Germans as victims of the Allied fire bombings. This chapter adesl with a discussion of the
didactic potential of thé&ilmheft which is designed to help teachers incorpoBxesdeninto

classroom discussions about the Second World War.

teamWorx and V-Event Movies

Recent German history has been widely disseminated via évestedl genre termetv-
Event Moviesin Anglified German. This newly created genre was pioneerete&@y\Worx
production company, which was founded in 1998 and is headed by producer Nicandofm
teamWorx has become one of the most important television makeostengorary Germany,
and, according to their press release (“teamWorx Televisitr€y, are “europaweit Marktfuhrer
im Bereich Event-ProduktionenTV-Event Moviedocus almost exclusively on tQQ:entury
German history, and particularly on the Third Reich, the GDR, anst Werman terrorism.
Among the best-known productions a&auffenberg2004), a teamWorx TV-production for the
ARD, which portrays the 1944 plot to assassinate Hitler. The twapai-seriesDie Sturmflut

(RTL, 2006) narrates the flooding of the city of Hamburg in 198@gadischu(ARD, 2008)
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depicts the hijacking of the Lufthansa plane. And in 2008, in the wakeeafdproaching p40)
anniversary of unification, the ZDF screenBds Wunder von Berlirwhich is set in East
Germany in the fall of 1989. In 2010, Satl will air the two-part prodncio West — Freiheit

um jeden Preiswhich tells the story of two young East German men who attenflatet to West
Germany in 1984TV-Event Moviesire often screened to coincide with historical anniversaries
or current debates and trends in term¥@fgangenheitsbewaltigunglence, it is not surprising
that teamWorx made use of the debate about Germans as vicomSjrice 2005, the company
around Nico Hofmann produced four made-for-TV movi&se ( Luftbriicke Satl, 2005;
Dresden ZDF, 2006;Die Flucht ARD, 2007;Die Gustloff ZDF, 2008; and/om Gliick nur ein
SchattenZDF, 2010) portraying German sufferring during World War 1.

TV-Event Moviesare fictional stories contextualized in historical events, itleey
dramatize historical incidents in order to meet the audiencessed® consume history as
entertainment. teamWorx prides itself to focus on Germany'sntepast which prompted
journalist Marcel Rosenbach (2005) to write Der Spiegelthat they engage in “filmische
Vergangenheitsbewaltigung” (152). This new genre is very ssittegith large audiences not
only because it presents history and current debates and concemseasyato digest and
entertaining format but also because it follows the genenatds of Hollywood movies. As
the name ‘teamWorx’' indicates, the company emulates Steven b&gisl company
DreamWorks. As Jan Mojito — whose companies EOS Entertainment aad-ia regularly
support teamWorx’s projects — puts it, “we will be the DreamWofkgurope” (qtd. in Meza
2006). Melodrama, a regurlaly employed narrative convention in Hollywirad, fis the most
dominant genre in teamWorxBV-Event MoviesHofmann sees the melodrama as a means to

make history accessible for a wide audience, including the yourg@ragions: “Wo bisher
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didaktisch, schuldbeladene Verkrampfheit herrschte, ist nun Emotioredédbt. Geschichte
[wird] so fur ein breites und auch fur ein junges Publikum greifbarer” (qtd. in Wormald 4)

By following Hollywood paradigms,TV-Event Movies achieve “cinematic value”
(Ebbrecht, “Docudramatizing History” 50)hich means that they are not significantly different
from a movie shown in a cinema. Furthermore, like their Hollywoodmaldel, teamWorx uses
high-tech special effects, visual effects and/or audio sffextits productions to enhance the
impression of realism and historical authenticity and to intemiséyemotional experience of the
audience or, as Lothar Mikos (2003) puts it, they increase “thaiaengsual and auditory
impression of reality” (241). Since these special effeatboethose in cutting-edge action
movies, theTV-EventMoviesalso appeal to the coveted younger viewers. However, as Ebbrecht
critiques, while digital effects raise the films’ “evetaracter,” they do not improve the value of
the film’s historical information (“History, Public Memory” 230)lhe TV-Event Movies
cinematic value makes them not only popular with a German audiene¢soudttractive for the
international market. Many of these TV productions have been simb@mationally -Dresden
for example, was sold to 95 countries — and have won awards at both nationaternational
film festivals™

Another important reason that the films are so commergaltgessful is their so-called
event character. Well-known actors, who are sometimes castenas of these films make them
attractive for an audience. Next to high profile advertisingpzagms and aggressive promotion,
teamWorx also creates a media event around the broadcast (Elblisttty, Public Memory”
230). TV-Event Moviesre accompanied by other television genres, such as documeataties

historical reports that explain the historical background in morel,ddiscussion groups (often

2 See the teamWorx website for a list of awardspizes:
www.teamworx.de/jart/prj3/teamworx/main.jart?rel@€dentent-id=1175124158761&reserve-mode=active
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comprised of historians), shows that depict the making of the moviepramdéractive
websites. By using high-profile advertising campaigns and tuaimgde-for-TV movie into a
media event, teamWorx creates a hype around their products iaed &ircreate must-see TV,
i.e., “Programme, uber die Deutschland mehrere Tage spricht” ididormald 2). Due to their
ability to reach such a large audience, which turns TV-Events lmgtoty for millions” (Butzek
22), they constitute “a kind of popular history lesson for the audiencd&brégnt,
“Docudramatizing History” 50) and thus play a crucial role in constructirigattde memory.
However,TV-EventMoviesare a double-edged sword. The immense popularity with the
audience, the awards and prices, and the international successnspeak favor and is proof
that teamWorx ably manages to satisfy a desire among consurmagrgenerated in the first
place. According to Andrew Wormald (2009), “on the one hand it may appear that teaard/or
using mass entertainment features [...] to illuminate Germaorig@stand bring these large
topics to as wide an audience as possible, forging a syntiesieen art and ratings, between
populist cinema an¥ergangenheitsbewaltiguh@2). On the other hand, Wormald notes that
teamWorx simply generates media products that sell and thattbaally exploit particularly
the Nazi past for maximal profit. He concludes that these tewpoints cannot ever truly be
resolved because “rather both and neither are correct” and that moéhproduction company
employs “entertainment strategies to get funded and to ensude awdience and yet attempt[s]
to deal with serious history, for the purposes of illumination dedyangenheitsbewaltiguihg
(5). However, | will argue in the discussion Bfesdenthat in teamWorx’s productions the
negative aspects prevail. While the films make history addesand interesting for a large
audience, including the younger generations, it is the very useomfewtions of mass

entertainment that makes it possible to reach such a high numbewefs and the emphasis on
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populist entertainment generates a distorted view of history. Theycoadye the illusion of
depicting history in an objective and authentic way. Like filngjgresentations in generdly-
EventMovies can make history come alive but they take liberties with histiofacts for the
sake of inventive storytelling (Kaes 113-114) and are always inthenaterpretations rather
than accounts of ‘as it had really happened, in Ranke’s famousepHhré® all historical
narratives, films are selective in what they depict and whatpnesent the fictional characters
and the historical events in a certain way, and incite ceresntions in the audience. The
audience is not aware of these processes and the danger is weat vill take this popular
culture interpretation of the past as an objective account bed#esegalist media generally,
popular culture products seek to remain invisible as media. In otheswefevision and film
hide their own constructedness to make the viewer believe that tletedepvents mimic what
really happened, or as Winfried Fluck (2003) puts it, filmic regregions simulate “an
unmediated directness of representation” (214). Thus, many viewagst ftirat they are
watching a constructed reality and take the filmic representationghesntc.

Ebbrecht (“Docudramatizing History”) argues thia¥-Eventsoffer only a stereotyped
version of history that avoids active engagement with the audiecdags not require viewers
think critically about the past, especially about its moral amtigguand contradictions. David.
F. Crew (2007) calls this type of television “history light,” whasajor features are to be
“gripping and emotional” (129)TV-Event Movieemploy historical events and adjust them to
the entertainment needs of the audience, i.e., they use famili@sg@articularly melodrama,
which are easy to follow and allow viewers to engage in stromgtienal responses to their
collective past. Triggering the spectator’'s personal memorieleotiépicted events and their

emotions entails that viewers are apt to remember the fittsboaes much better and longer
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than the facts that were presented to them in course ofetthegation, in museums, memorial
sites or in newspapers.

In the case ol V-EventMoviesfocusing on German suffering during World War 11, it is
particularly important to pay attention to how these popular medespiet Germany’s past.
While it is laudatory that German television attempts to egplecent national history generally
and particularly such controversial topics as German civiliaesoff during World War I, it is
crucial to analyze how Germans are represented. However, thislifgoery slope. It is hard to
find the right balance between emphasizing German crime andaguitillions of Nazi victims
and depicting the suffering of the German civilian population during dvérar 1. | will
demonstrate with respect Bresdenthat TV-Event Movie$ocusing on German suffering do not
accomplish this balance as they overemphasize German victimhoau.aA3V-EventMovies
those focusing on the suffering of German civilians at the erdeofvar, filmmakers embed a
fictional personal story in the historical events and thus fuigl audiences’ desire to merge
personal memories with official memory (Ebbrecht “Docudramagiilistory”). As they hide
the fact that filmic representations only simulate the pasthkamnching that they bring history to
life, viewers take the filmic representationsTaf-Event Movieargely at face value. This reality
effect is intensified because many of the films incorporate archivadeand the distinctions to
the fictional scenes are often intentionally difficult to make. dtesden for example,
incorporates black and white photographs and newsreel footage withaiy demarcating it
from the fictional plot line. All of these historical refereacae employed to establish a false
claim of authenticity and to giv®resdendocumentary quality. HowevenV-EventMovies
focusing on German suffering show a falsified, trivialized petaf the Nazi followers and

bystanders by depicting them predominantly as bombing victims wihdglecting to
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contextualize their victim status within the context of therdtReich. In other words, they
obscure previous individual or collective guilt and the collective stafu&ermans as the
perpetrator nation, and mention the Holocaust and other mass killingshnqrssing, if at all.
The specific context of the Third Reich is thus dehistoricizedhwhbpresented as melodrama.
However, not only is Holocaust suffering largely omitted but Holdcemages are misused to
depict German suffering. Ebbrecht notes that “these emblemadiges lose their ambiguous
status, become icons of a new historical narrative and evoke aroeahaesponse from the
audience” (“History, Public Memory” 230). This use of images lede$ the suffering and
victimization of German civilians with that of Holocaust victinmso a dubiously ahistorical
brotherhood of victimhood while at the same time effacing the udnject positions of

Germans, which constitutes a revisionist interpretation of the Nazi past.

The Bombing of Dresden as a Televisual Event

Director Roland Suso Richter’'s recent ZDF two-part minies&resden one of a
number of major television projects produced by Nico Hofmann’s team\@@mpany with the
support of the television mogul Jan Mojto, was broadcasted on Maadd 5, 2006. ThaV-
EventMovie, which had cost over 10 million Euro, the most ever spent onrag@delevision
production at that time, had an audience of 12.7 million viewers ofirstsnight, which
constitutes 32.6% of the viewing public — and 11.3 million viewers on d@snseenight. The
melodrama is set in the last months of the war. It tellsttrg sf Anna Mauth, who is working
as a nurse in a hospital headed by her father in Dresden. Sieddie her planned wedding to a
young doctor, she meets the English bomber pilot Robert Newmane \pleose was shot down
and who is hiding in the hospital’s basement. Anna discovers him and si¢ézitielp Robert

and, of course, the unlikely couple falls in love. The story of thecdiffand dangerous romance
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between the German nurse and the British bomber pilot is the ptellRiesden’s destruction
and constitutes the plot of the first part. In the second part, ewentmly reach a climax after
Anna’s father and fiance discover her affair with the Britidbtpthe couple is also caught off
guard by the fatal bombing attack on Dresden that leavestyhie cuins and has to fight for its
survival in the inferno that befalls the city.

The use of the genre of melodrama is omnipreseldteésden The mini-series represents
a social conflict through a love story. As Andrew Wormald (2006) pants the focus on
relationships and family and the role of women as the dominant findicative of the genre
of the melodrama. Furthermore, he indicates that the devicelmfeatriangle, such as that
between Anna, Alexander and Robert, and the extensive use of coincatehahance, like
when Anna and Robert are reunited during the chaos of the bombingamegbharacteristics of
melodramas. However, theDF Jahrbuch2006 characterized it predominantly as an anti-war
movie and only secondarily as a melodrama when describing inh d&rdikriegsfilm mit
melodramatischem Kern.” In its quest to appear as historiealtyrate as possible, archival
footage is interspersed into the fictional narrativeDoésden The hybridization of newsreel
footage and dramatic reconstructions creates the illusion of hatauthenticity. Paul Cooke
(“Dresderi) points out that the use of documentary footage manipulatesvidveer into
believing that even the fictional scenes portray non-fictioraitye Not only does a scene using
archival black and white footage of the destroyed city from 194&edeethe fictional scene of
Anna and Robert reunited amidst the ruins but the latter scenevwsde shot in black and
white, creating the illusion that this sequence was likewisentitken documentary footage. As
another device to increase the pseudo-authenticity of the depicteds,effieminakers used

special pyrotechnic, visual, and audio effects for the reenactrhéme bombing of Dresden and
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the following inferno and computer-generated images to recreanesthat were not possible to
produce in a studio.

The broadcasting oDresdenon March 5 and 6, 2006 was preceded by extensive
promotion and advertizing campaigns. In addition, the two-part seassflanked by several
programs that had the function of drawing attention to the histdapad, i.e., the bombing of
Dresden. One night before the broadcast of the film, the ZDF showexjgam on the making
of it, which highlighted the high end special effects. Guido Knopp’sgarb-documemtariper
Feuersturm(ZDF) was screened February 28 and March 7, 2006. Furthermore, shortly before t
broadcast oDresden the actors discussed the film on the ZDF Talkslowannes B. Kerner
Dresdenhas won several awards, including theiter 2007and theDeutschen Fernsehpreis
and was sold to international TV stations, including the British ChafhinEor Hans Janke
(“Dresden sold to UK"), vice president of programming at the ZIDE,fact thatDresdenhas
found its way onto British television, was especially importanhe‘Tact thatDresdenhas got
onto British television has symbolic importance. After all, ittaiety couldn’t be taken for
granted that a German television film confronting this histosaattime disaster, which seeks
neither to erase Germany’s blame nor justify the inferno, woukhben there or here. In fact
Dresdenis contributing to critical and self-critical reflection on dustory in both countries.
That is a special mark of distinction and the culmination of thea@sdinary success of an
extraordinary film. ZDF has every reason to be proud.” Ginther van E206@) from the film
editorial department at the ZDF likewise points out that the fakers wanted to produce a
balanced story and that therefore both British and German histoearedsas advisers. He
notes, Dresdensetzt ein Zeichen fir die deutschen Opfer, aber lasst nia Zineifel daran,

wer letztendlich die Schuld fur diesen Angriff hatte: Der von darnid\mit aller Brutalitat in die
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Welt hinausgetragene Krieg kehrte mit den britischen Lancasi#fel8 lediglich in die

deutsche Heimat zuriick.”

Germans as Victims iDresden

The following analysis explores whether the filmmakers really accomgliiedifficult
task of depicting German suffering while at the same timghasizing that Germans were first
followers, bystanders and perpetrators and thus without revertiagrégisionist perspective.
The discussion will focus on hol@resdenconstructs victims and perpetrators, i.e., if the film
can avoid painting German civilians largely as victims and thesBrgoldiers primarily as
perpetrators, and on the depiction of Jewish victims and the Holocaust.

The film opens with a sequence of archival black-and-white re@lviotage of Dresden
before the bombing which is juxtaposed to the voice-over of Hitleladeg total war and
excited Germans cheering him on which is followed by Arthurrislathe commander of the
RAF, words: “There are a lot of people who say that bombamgrever win a war. Well, my
answer to that is that it has never been tried yet. Gsrrhafh will make a most interesting
initial experiment.” It is established that Nazi Germatayted the war, and that the bombing of
German cities could be a necessary means to end it. Howevag’' damment that Dresden is
an “interesting experiment” dehumanizes the inhabitants of Dregdfitionally, the black-
and-white images of Dresden, which are accompanied by melanchobc, do not show
Germans as supporting the war with their hands raised to the s#tlée but ordinary civilian
life. Cooke sees this beginning sequence as establishing Gewsamgtims of “both a
megalomaniacal leader, and, perhaps more fundamentally, of a wodldvemgeful allied
campaign” (Dresderi 284). This impression is further reinforced by the next scehehais set

in a German hospital. The main characters Anna and her fiaegamler operate without being
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able to use any anesthesia on a German soldier who was sewvetgigled by a bullet and
screams in pain. After the archival footage of beautiful Dresden and agseininhabitants, who
are cast as innocent bystanders who will soon become victim$éirghéctional image thus
depicts another German victim, a suffering soldier.

The film juxtaposes the plot line around the melodramatic lovegieain Dresden with
the contemporaneous scenes in the British military camp tlthufeo the bombing of Dresden.
On the surface, these scenes give the impression of a balaemdhtaas they explain the
military reasons for attacking the city. On the one hand, the audearoes that it was a difficult
decision to bomb Dresden. Pilots and high ranking officers even quektioes Crew (2007)
notes, even Arthur Harris, who was colloquially known as “Bomber” Blaand “Butcher”
Harris, is not portrayed as a man who liked destruction for its @ka. Harris explains the
military necessity as follows: “The last German troops hia¥eWarsaw. The Russians are
breaking through everywhere in the East [...] The Germans vabilme everything to stop
them on the Oder. The 6th SS Panzer Army which caused us such {fiealtiels in the
Ardennes is being moved into central Germany. Stalin expects lpur. hEPWe must disrupt the
supplies to the German Eastern Front.” And when the bomber pilot§onéle¢ briefing for the
upcoming mission they hear a similar explanation: “[Dresden] ihefhighest value for the
German defense against the Russian advance under Marshall Kortge. denter, there is a
Gestapo headquarters, a munitions factory, as well as a poisamoges The city is full of
German troops who are to be thrown onto the Eastern front.”

However, during the scenes in the British camp, the audience aigs teat this was the
official explanation and that the decision was also based on pobticdegies. At the pilot

briefing, the officer further explains that this mission ipartant in order to show the Russians
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that the British Ally is still part of the game: “It seerthat the Russians do not have a high
opinion of the Royal Air Force’s work. It is about showing them wB@atber Command is
capable of. Good luck lads. And bomb the city till it burns.” The @sgion that destroying the
city of Dresden serves not only the purpose of military tagsidsirther strengthened by the
following dialogues. Saundby, the second-in-command, dares to qudstictrategy to win a
war by air strikes and counters Harris’ explanation as folloWkere are people who say
Germany is slowly being over-bombed. We are in danger of inheatiogmpletely destroyed
country.” Harris in turn invokes the notion of revenge when he arguethth@ermans brought
that on themselves and responds: “The Germans wrote the rules [..sp@her the war ends,
the fewer people will die.” In a later scene, Saundby is apprdamhen officer who likewise
guestions the bombing and asks: “Do you know Dresden? | was there onBefaie the war,
as a student. And it is the most beautiful city I've ever sgenl don’'t understand why we ...”
Saundby’s face shows silent understanding and agreement and his resypbiesethat the goal
is at least as much political as military: “Churchill preed Stalin back in August 1942 that he
would destroy every building in every German city.” When the pieps away, the audience
sees how Saundby gazes at a newspaper caricature that showats!lCinat Stalin. While Stalin
hits a Swastika with a hammer, Churchill, who is holding a bomb underim, only stands by
and passively looks on. The words underneath the caricature read: “Iet hoh do the job
alone.” The conversations among the British military men inditteie the decision to bomb
Dresden was thus also based on political power struggles betweekligse in particular
between Churchill and Stalin.

That Churchill’s plan to “destroy every building” was meant litgdaecomes clear when

the bomber pilots get ready for departure. After studying ltgbt finstructions, William — the
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pilot who is Robert’s friend — detects that he is not going to bonploitant military targets but
Dresden’s old city. However, another pilot reminds him that he igrtbe position to question
this decision: “Dresden is a city near the front, William. &e not politicians. We are airmen
and we are carrying out our orders.” The fact that Willianeatsj this decision is further
emphasized when he and his co-pilot, Donavan, fly towards Dresden. Whemdd rants about
the Nazis: “The pigs down there. Grill Nazi pigs,” Williaell$ him to shut his mouth. Even
when the co-pilot explains his hate and anger with the death sfistées: “My sister burnt to
death in Coventry. I'm not shedding any tears for those bastards dove;’ télliam just
replies: “Get the hell back to your position.” While Donovan’s stanckcates that German
bombers had attacked British cities first, William remindgshag it does not matter where the
bombs fall, they kill civilians, including women and children. Crew (200F)ies that the scenes
in which some British pilots question the bombing of Dresden but ud#lynailfill their orders
preempt the accusation that the RAF takes on the role of thetgor and because this “may
perhaps make it easier for Germans to believe that these ngeod like their own ‘good men,’
were victims of their leaders” (123). The film thus seemsettect the 1950s West German
notion that ordinary people were predominantly victims and that delyeladership constitute
perpetrators, only dod3resdenexpand this notion from Germans to the British to exculpate the
bomber pilots and solely blame Churchill and, to a lesser extenisHEne discussions in the
British military camp whether the bombings would really helpwio the war evoke the
impression that they were not based on justifiable militarga®s but on political power
struggles between Stalin and Churchill, The destruction of Dresléhus established as

militarily unnecessary and the German civilians killed during dir raid are cast as innocent
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victims. Nevertheless, the perpetrators are not the bomber, pillotsare represented as ‘good
men,’ but the British political and military leadership.

The filmmakers sought to create a balanced view of the ebectaise “allen gemeinsam
war klar, dasPresdeneine enorme politische Verantwortung als Thema in sich t(&dthheft
Dresdenb). This necessitates that Germans are not solely depictedtiass. While at the film’s
beginning, we hear a cheering crowd when Hilter declare$ w#a and subsequently see
newsreel footage of German air raids on foreign cities amesstthe discussions at the British
military camp the most important statement of collectiventa guilt and responsibility is
generated in a dialogue between Anna and Robert during a pagietvate her engagement to

Alexander:

Anna: “Was ist das eigentlich fur ein Gefiihl Bomben auf Frauen und Kinder zen®erf
Robert: “Frag eure Luftwaffe. Schon vergessen, wer den Krieg begonnen hat?”
Anna: “lhr seid kaum besser als die Nazis.”

Robert: “Meinst du die hier, die du hier eingeladen hast?”

Anna: “Das war nicht ich.”

Robert: “Den Satz solltest du dir merken fur die Zeit danach.”

Robert points out that not only the abstract entity of “die Nazis” is resperisitthe war
but also those who were not directly involved, i.e., the followers gsthbders. While this

conversation is the historically most adequate account, it is therefdrence to collective

German responsibility.
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Although another scene indicates Nazi crimes, particularly thleddust, it dubiously
merges Jewish and German victimhood. Anna’s best friend Mariarigechto Simon Goldberg,
whose marriage is the only reason that he has not been depettedNevertheless, he lives in
constant fear of being deported and his only wish is that the Rag Arrives in Dresden and
prevents the killing of the few remaining Jews. Information aldeeitconcentration camps and
the mass killings is kept vague and core details — that Jevesraiended up and taken to the
camps where they were either instantly killed in the gas chanolbérad to work under inhuman
circumstances — and the extent and brutality of the crime are neagioned. Furthermore,
Simon Goldberg is a questionable choice for representing fatkk &éves in the Third Reich
since his story depicts the exception of survival to the rule o$ masder. As Crew (2007) put
it, “Dresdenavoids disquieting questions about the great majority who were redfd@r25).
Moreover, while the subplot about Simon Goldberg draws attention to the fate ofvihduleng
the Third Reich, it suggests that his wife Maria suffers ashhras her husband and that she
rather than he is the hero as she suffers altruisticalbydtect him. Although she does not have
to fear being deported herself, her life is much harder thanhof other Germans since the
Goldbergs receive fewer foot stamps, German society segrdgatdsecause of her Jewish
husband, and since Simon is not allowed to use a bombing shelter andstsigsiavith him out
of solidarity, both of them are in danger of being killed during the raMdsile Simon’s life
during the last period of the war is in itself an exceptiorabse most Jews had been killed at
this point, Maria’s altruistic and voluntary suffering makestherultimate victim and hero. As
such, not only is Jewish suffering linked with German sufferinghe only reference to the

Holocaust but the dedication, solidarity, and love that Maria disptaylselr husband as well as
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Anna’s courageous support for the couple focuses on the ‘good Germdues’ trein on the
Jewish victims.

There are three other scenes in which Germans are dhs psSmary victims of Nazi
crimes. When Anna rides the tram, she sees a forced laborer, whoedashanged on a
lamppost, and is wearing a sign that says: “Ich habe mit dm#schen Frau Rassenschande
getrieben.” Next to him, stands the German woman who is accusedig bize affair with him.
Her hair has been shorn and she stands in the freezing cold onlyddreasshirt and is publicly
humiliated. The murder of the forced laborer is thus merged withutfieriag of the German
women. In a later scene, a woman is accused of hiding her husblamdjeserted from the
Wehrmacht Anna tries to save the women from being shot, which prompts thediers to
put both women against the wall to be shot. While Anne is rescudte dasgt minute by
Alexander, the deserter’s wife is killed by the soldiersamother incident, which happens
shortly after the city has been bombed, two soldiers arrestraa@eman holding a baby in his
arms who retrieved a pan out of the rubble of a house. The soldietth¢akaby and shoot the
man on the spot because of looting. These incidents shovbtéadlenlinks the depiction of
Nazi terror predominantly with the suffering of German civilians.

It is furthermore striking that although the film shows ah@it representation of a
Gauleiterand some stereotypical goose-steppiighrmachtsoldiers, there are no ‘real’ Nazis
among the main characters. The film’s main protagonist, Annathviaepresents the image of
‘the good German.’ She was not only a child and adolescent duringpfrtbst Third Reich and
is thus exculpated as too young to bear responsibility for the £methe filmmakers also
chose a female character as their main protagonist, a tendbaoyd with otheV-Event

Movies like Die Flucht or Vom Glick nur ein Schatte®ecause of the clichéd opposition
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between genders, women are generally understood as victims tiaimemperpetrators and
ascribed attributes of innocence and helplessness. Anna is not asiastibollower of the
Nazi ideology. She is not interested in politics but is dedicatedrtinherently altruistic and
nurturing work as a nurse. She is described as a person with a good heart who has hiidmoral
humanitarian values, and a strong sense of justice. When AnnaRofust in the hospital’s
basement, she knows that helping the wounded British pilot is treasenasBs a priest for
advice: “Was soll man tun, wenn jemand einen um Hilfe bittet.” The priest, wdrdhielps Anna
and Robert figure out a flight plan, is, like Anna, a ‘good Germida.’answers with a quote
from the Bible which says that we are only expected to héknwt is within our power. The
priest’'s response suggests that in the Third Reich it is sopeeiimpossible to help. However,
Anna is not satisfied with his answer and responds: “Aber wiarsoil damit weiter leben, wenn
man nicht hilft?” Anna is described as a person who has deeply @btadtic values and who
is always ready to help others, regardless what consequencésmghiatr her, as evidenced in
saving Robert’s life, her support of the deserter's wife, angirgelher friend Maria by
providing her and Simon with food. Cooke sees in Anna “Germany’s enigghtelemocratic
future” (“Dresdeni 291) and Ebbrecht describes her as “untainted by Nazism” (iisPublic
Memory” 228) and even argues that Anna could be seen as “an antagamnst ahe Nazi
regime” (“History, Public Memory” 228) because of her relatiopsto the British pilot.
However, her opposition is not politically motivated but rather based on sgipa@historical
ideals of altruism. Anna is cast as naive, innocent and good atanéastmply too good to be
believable. As the above-cited dialogue indicates, at first,sshppalled that Robert is a bomber
pilot and accuses him of not being any better than the Nazig, batwever, she understands

that Germans are largely responsible for their own suffeivigen Dresden is being bombed,
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her former fiance Alexander points at the burning sky and telisaA'das ist er,” meaning
Robert and his fellow pilots who are bombing the city, but Anna responds “nein, das sind wir.”

Anna is thus a sympathetic character who is largely exculfpededany responsibility
by her age and gender yet takes it on voluntarily by claimingsuhaswir,” who are responsible
for Dresden’s destruction. She functions as the idealized embodim#re ofdinary Germany
and thus incites audiences to believe that they would have acted HikKEhkefact that Anna is
portrayed by actress Felicitas Woll, who is well-known farring in the ARD TV serieBerlin,
Berlin, where she represents a “symbol of a new modern German youthe¢BhbiHistory,
Public Memory” 229), according to Ebbrecht this connotation is trenesf¢o Dresdenwhich
makes Anna Mauth a “representative of a new, innocent, forwardalpogeneration in
Germany” (“History, Public Memory” 229). Not only is the main cter not cast as a
convinced Nazi but the other characterdiesdenare also neither true Nazis nor really bad
characters. Anna’s mother is portrayed as not interestedititpaind as a shallow woman who
is most concerned about her social status. Anna’s sister Eva @edieps a typical follower,
who is, however, mitigated by her young age. While she is a B@bNeleand has an affair with
the Gauleitefs assistant, she is depicted as a typical teenager whooss imterested in
entertainment and flirting. There is one incident when she tme&bedenounce a waitress for
gossiping about the approaching Red Army, but later she admithéatosild never have done
that and that she just wanted her to shut her up so that she coultlibep&sice and enjoy her
cake.

Anna’s father comes closest to the ‘bad guy’ of the melodtarhae is not a convinced
Nazi. With the help of th&auleiter'sassistant, he hides morphine which was intended for the

hospital and sells it on the black market. As there is no morphinttethe hospital, soldiers
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have to suffer extreme pain as the staff has to operate wiahesthesia. Carl Mauth knows that
to continue his illegal business, he needs the support of somé&lkmal However, as his ironic
remarks indicate, he is not a convinced Nazis himself. Furtherrherbas known for a long
time that Germany will lose the war. He sells the morphmerder to start a new life in
Switzerland. Although he locks Anna in her room and intends to report Rolike Gestapo, he
seems primarily motivated by wanting to protect Anna and while he is uegth@taelfish, he is
not a convinced Nazi. Nevertheless, the melodramatic convention denhandbket villain is
punished in the end and thus when he tries to escape the firestorvaddlis hit by a wall
and before he dies in agony apologizes to Anna and tells here‘BGahen Weg.” Crew (2007)
argues that “a German who deprives good German soldiers of the matpyreo desperately
need deserves a horrible death” (122). While Cooke interprets #me s liberating Anna
“from the legacy of her parents’ generationD(ésderi 291) and one may even argue that as he
repents his sins, Anna’s father is dubiously absolved of his guilt in the end.

Although Anna’s fiancé Alexander becomes her father's accompticeelling the
morphine, he is appalled by the shady business. Alexander comesa froor background and
had to work very hard to become a doctor and feels indebted to @athMince he not only
supported him in his career and saved him from being sent to the front but was evenanliing t
Alexander marry his daughter. Alexander embodies the subject posdfotise follower.
Although he becomes guilty of helping Anna’s father in the illegé of the morphine, he does
everything he can to save the wounded soldiers in the hospitalidpgets Carl Mauth’s path
and even helps Anna and Robert to reunite. Together, they survive thengoohlihe city,

during which he assists a woman to give birth. After the firestbexdoes not flee the destroyed
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city like everybody else who survived but stays and helps those whwwareled and trapped in
the ruins. Cooke Presderi) argues that Alexander is redeemed in the end by helping others.

Not only is there no ‘true’ Nazi among the main characters \rt among the minor
characters there are hardly any Nazis. The only ‘real'i Mazhe cliche representation of
Saxony’sGauleiterwho praises the miracle weapons with which the Germanstiliilivin the
war. While he is imbued with an aura of danger and power, heasdabicted as a ridiculous
figure. When Anna’s mother asks how fighrer is doing, theGauleiterbrags that he just talked
to him on the phone and then starts talking abouEtigsieg in which only he still seems to
believe. And when he asks the priest, the same in whom Anna had confidetdahdlps Anna
and Robert to plan their escape, for a biblical confirmation offitred victory, the priest
responds: “Ube an ihnen Vergeltung, Herr, nach dem Werk ihrer HamdeedJregnete Feuer
und Schwefel vom Himmel und brachte alle um.” Not realizing theyirtheGauleiteragrees
dim-wittedly. Later, when he encounters Robert, who is wearingren@euniform, he thinks
the British pilot is a wounded German soldier who is mute.Géaaleiteris the only ‘real’ Nazi
and his role is only a very small one. Aside from him, theresanee menacing soldiers who
shoot the man who was supposedly looting and others who Kkill the dsseifer All other
characters, are either opponents (the priest, Maria and to emteet Anna), bystanders
(Alexander, Anna’s mother), or followers (Eva, Carl Mauth). Howerena’'s father does not
believe in Nazism but adjusts to the situation because it guesastecess, social status, and
material gain. In the end, he even sabotages the war, whicts rhakeguilty of high treason,
when he sells the morphine on the black market.

The absence of any ‘real’ Nazis is indicative of the depiatibGermans in the film.

Dresdenignores that the vast majority of Germans supported Naziswely and passively and
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had been enthusiastic about the war. The movie furthermore omitadeitGermans had either
approved of or looked the other way during the deportations of the Jewhanaany had
looted the goods of their Jewish neighbors. Denunciations of hidden Jewsthnde who had
helped them, was a rule and not an exceptitnresden however, creates a clear dichotomy
between a minute number of leading Nazis and ordinary Germansanehsolely depicted as
opponents, bystanders or followers and subsequently as bombing victimsririooedeulpate
them from individual and collective guilt and responsibilithe film essentially enacts the
conservative myth that an evil Hitler and a handful of henchmen sedudddreed the innocent
and decent German people into a dictatorship.

The absence of any ‘real’ Nazis is in line with the focuslepicting Germans as victims
of the Second World War and the Third ReiDnesdenrepresents German civilians not only as
victims of Allied bombings but also of Nazism. Germans arenaized for being married to
Jews, for having relationships with forced laborers and killed for sggptoting and hiding
their deserter husbands. In the first part of the mini-serieunieermore see how large refugee
treks arrive in Dresden, who are fleeing the approaching Rety.AWomen and children are
dressed in rags, are suffering from the cold weather aral inathing to eat and nowhere to go.
In the hospital scenes, the audience sees the horrors of war.l\bexemeded German soldiers
scream in pain and die terrible deaths. Of course, German sgfterdiminates in the bombing of
the city. The inferno itself takes up some thirty-five minkscreen time and an additional ten
minutes depict the aftermath and destruction of the city. Whepilthte drop the bombs on the
city, a firestorm blasts through the city that burns everytihinghe ground. We see people
cowering in bomb shelters who burn to death, in other cellars theycatdffrom the lack of

oxygen. We see also a woman begging a soldier to shoot themaatt ety will slowly die in
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agony. With tears in his eyes the young man shoots the gragople and then himself. Outside
the air raid cellars people burn alive. Houses are bombed to ruingshearidestorm reaches
temperatures of 1000 degrees, which burns human beings to ashesdss@be audience sees
a woman with a burning baby carriage and a man whose wooden legscéite. The wonders
of digital technology allowed the filmmakers to portray thelés fate of Dresden’s citizen as a
high end special effects spectacle. Special pyrotechnic £ffeste used to depict the burning
city as realistically as possible. Special digital eHetieightened the sound’s real time
experience. Even though the television-watching experience issnioteamse as in a cinema,
these special effects provoke a physical response in the audighimecht puts it as follows:
“These effects have in the first instance an emotional funatierwhelming the audience and
involving them in the film’s story. In addition, they create the spion of realism and
historical authenticity” (“History, Public Memory” 230). As tlfian appeals to the emotions, it
does not “require viewers to do much thinking about the past, espeabmlyt its moral
ambiguities and contradictions” (Crew 129).

The day after the bombing, shows the great extent of destructiordebress razed to
the ground and does not exist anymore. No building is standing; everiigsnn ruins. The few
surviving Germans are under shock and in despair. Anna and Robert stantb riéxet
Frauenkirche which withstood the bombing but collapsed two days later on February 15, 1945.
Robert climbs to the top of the church tower and stands at the sanvehgpethe had stood with
Anna only a few days earlier. Following his gaze, the audieneeasaarchival image of
Dresden’s beautiful old city then and they now see archival foatiatee destroyed city and get
a sense of the vast scale of destruction. The audience Am@as voice-over, telling us the

sentimental end of the love story: Robert went back to Englanddsito return a few months
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later for the birth of their daughter only to crash with his plaver the North Sea and his body
was never found. Anna’s and Robert's daughter becomes a symbohéw beginning and a
“promise of reconciliation between German victims and British ée€n{Crew 131). In the
final scene, the audience sees archival footage of the destFogeénkirche after it had
collapsed and images of Dresden of October 30, 2005, the date wheontstmeaztion had been
completed. A crowd stands in front of the church. Inside, president KOhd¢r gives a speech
which ends with the following words in several languages: “Ergel mit Euch.” Cooke states
that the Frauenkircheturns into “an international symbol of pacifism’Dfesderi 292). In
addition, he notes th&resders final scene echoes Steven Spielbef§thindler’s List(1993)
when some of the Jews he had rescued gather at his grave accorbyahiedctors who had
portrayed them. IiDresdenwe see the city’s citizens gather in front of the church kebcate
the dedication of thErauenkirche According to Cooke, “th€rauenkircheacts as the symbolic
heart of a nation that is now a beacon of pacifism, not because®ghas accepted its guilt for
unleashing the war but because it, along with its Jewish r#tizeuffered the consequences,
consequences that actually allow the nation to empathize witbriteef enemies and victims,
highlighted in the moment during the service when one hears Kéhtatllitspeak the language
of these other groups” Dresderi 293).

While seeing the images of the reconstructed church, Anna’s vearestates: “Es ist
schwer zu begreifen, was damals im Februar 1945 passiert istjeflee der tberlebt hat, hatte
die Verpflichtung etwas Neues zu schaffen. Wer immer nur zurtieks$, sieht immer nur
seinen Schatten.” Since her words are the last, they functionfinal anessage of the film.
However, Anna’s request to let bygones be bygones is ethicalltianadse because it not only

asks to leave the bombing of Dresden behind but covertly also includesaGerimes.
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According to Crew (2007)Dresdenretreats into the “safety of non-judgment” (131) and
“questions of guilt and responsibility are submerged in a ‘naturedrizisf destruction,” as W.
G. Sebald has put it, which presents the war as a disastehitdr mo ordinary person appears to
have been responsible but from which everyone eventually suffered” (131-132).

The new genre of V-Event Moviegurrently constitutes the most effective medium for
shaping historical consciousness because they are widely consumedesgel mstorically
dramatic situations with the clichés of melodrama and thus ttegygw important role in the
contemporary discourse on German victimhobdesdendid not succeed in showing both
German suffering and German responsibility for Nazi crimethodigh there are some attempts
made to present a balanced view, the film does not represent tlextconta historically
responsible manner. While the film succeeds in showing the horreraroh general and states
that Nazi Germany initiated firebombing of foreign citiesjoes not show the foreign but only
the German victimsresdenis void of any ‘true’ Nazis, collective and individual Germantgui
and responsibility are largely ignored and the extent of theesroommitted in the Third Reich
generally and of the Holocaust in particular is minimiZzecesdendisplaces Nazi victims from
their discursive position as victims and replaces them with Gekieams, or at least suggests
that the discursive position of ‘victim’ could be shared between botlpgrénd as the images
of Dresden’s firestorm will stay with the audience and overshadow compete with the
pictures of Jewish sufferindresdenincites a distorted view of history that highlights German
suffering, which constitutes a gesture towards balancing an ac@suiit“Dresden Auschwitz

abgegolten hatte,” as Theodor Adorno put it already in 1947.
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The Official Reception in Newspaper Reviews

The official reception of the film was predominantly positive. bé twenty-two
newspaper reviews | analyzed, thirteen were laudatory, si evéical and three neutral. Rave
reviews were published in a variety of newspapers ranging fierpdpulistBildzeitungto more
conservative newspapers likAZ and Stddeutsch&eitung and even to the left wirigz For
instance, Christian Buss (2006), describessdenin thetaz as “ein komplexes, bewegendes,
ungeschontes Kriegsmelodram.” and in an interview with Biidzeitung former German
chancellor Helmut Kohl states in tiBld-Zeitung“Dresdenist ein ganz grol3er Film, einer der
besten der deutschen Nachkriegsgeschichte” (Vetterick 5).

Laudatory reviews stress that the difficult task of findihg right balance between
depicting German suffering and at the same time German gulltr@sponsibility has been
accomplished. Hannah Pilarczyk (2006) describessdenin hertaz article as the ‘litmus test’
that established that it is possible to make a historicaBpomsible movie about German
suffering: “Mit der Verfilmung der Dresdner Bombennacht vom 13rik@bl945 hat sich das
ZDF ein Projekt ausgesucht, dessen Fallhéhe unermesslich ist fes@léh ist die Nagelprobe
fir das ZDF und die Produktionsfirma teamworx, ob man einen so kontrowandesensiblen
Stoff fiktionalisieren kann, ohne ihn der politischen Instrumentalisgipreis zu geben.” She
concludes that “diese Probe ist gelungen” precisely becausénthiadks revisionist tendencies
since “fur Opferdiskurse bieten sich aber keine Ansatzpunkte.’cPylarreflects the general
tendency of the reviews which largely agree that there thiéani German victimhood is
represented without revisionist overtones. Michael Hanfeld (2006) wilikesvise in thetaz,
that “Buch und Regie haben etliche Sicherungen (vielleicht sogar &) eimgebaut, von

kleinen Randszenen bis zu dem durchgéangigen Motiv des Simon Goldsteieyamohistische
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Gedanken gar nicht erst aufkommen zu lassen. Hier gibt es Aeifnechnung” (33). And
according to Joachim Kéappner’s (2006) review in$lieldeutsche Zeitunthat es der Spielfilm
Dresdengeschafft, deutsche Schuldd deutsche Qualen darzustellen [...] Wer sich aber, wie
die grol3e Mehrzahl der Deutschen heute, der historischen Schuldkarafitauch das deutsche
Leid aus jener Zeit angemessen wuirdigen — dasDnesden mit den Zuspitzungen eines
Spielfilms, geschafft.” Reviewers agree that insteadtehgiting to balance any scores, the film
highlights the notion of reconciliation, Hanfeld (2006), for instanceibates toDresdena
“volkerverstandigende Botschaft” and argues that it takes up an astiarece (33). Marianne
Kolarik (2006) hyposthesizes in th&@lner Stadtanzeigethat it is precisely the symbiosis of
fiction and historical facts that delivers the anti-war mességber erst die Verquickung der
emotionalen Ebene mit den historischen Fakten, die von Fachberatern ined e
Historikerkommission unter Leitung von Rolf-Dieter Muller redmgert worden sind, macht
den Film zu einem so nachdricklichen wie gegenwartigen Film gegen den Krieag.{.
Reviewers unanimously argue tHatesdengenerates a historically accurate picture of
German society during National Socialism in which reflects"teghaltensvielfalt innerhalb der
deutschen Bevdlkerung” (n.pag.), as Viola Bolduan (2006) puts it iM#&ie-Taunus-Kurier
Hannah Pylarczyk (2006) likewise notes that the film includes Egisemble, das von der
herrischen BDM-Schwester bis zum widerstandischen Pfarrealfas Leben in einer Stadt im
sechsten Kriegsjahr abbildet.” Volker Corsten (2006) furthermoreeargnWelt am Sonntag
that Dresdenis a film, “der packt, der erschittert, der die ganze Grausamikd Harte des
Krieges zeigt, aber weder die Briten zu Aggressoren noch ditséreen zu unschuldigen Opfern
eines Krieges macht.” Marianne Kolarik (2006) similarly esitthat “ebenso nachvollziehbar

wie die existenzielle Verzweiflung der Menschen, die sich in Keller und Batkichtet haben
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und dort zu ersticken drohen, werden die strategischen Uberlegunggltiidgen, die sich im
Januar 1945 entschlossen haben, mit einer Luftoffensive den Kriedyisellsgie moglich zu
beenden, um weiteres Blutvergie3en zu verhindern” (n.pag.). Another pae a$ laudatory
reviews is the notion that the film responsibly represents theigued whether the bombing of
Dresden was strategically necessary for ending the waordiog to an anonymous reviewer

(“Dresderi) at kino.de,

bei aller gebotenen Vorsicht, jede Form von Revanchismus zu vermeiaiht, Dresden
dennoch nie einen Hehl daraus, wie unnétig die Bombardierung DresdensNaatie
des 13. Februar 1945 war. Selbst unter den britischen BefehlshabernSjabnesn, die
davon abrieten, die wegen ihrer architektonischen Schonheit weltweiiespp,
militarisch aber vollig unbedeutende Stadt dem Erdboden gleichzumaldoenyVinston

Churchill bestand darauf, gegentber den Sowjets ein Zeichen der Starke zu setzen.

In an interview withDie Welt historian Hans Mommsen (Kellerhof “Der Historiker”),
who had served as an adviser Boesden similarly argued that Arthus Harris’ decision to bomb

Dresden is still very controversial today:

Bekanntlich ist die grundséatzliche Bewertung der von Arthur Harrishdesetzten
Luftoffensive, soweit sie bewul3t die Zivilbevolkerung traf, bis heti#ig [...]. Es
mehren sich die Stimmen, die zwar die psychologischen Motive bdéschen
Luftwaffenfihrung und Churchills angesichts der Rucksichtslosigtert deutschen

Fuhrung und der Bedrohung mit neuen Waffen berlcksichtigen, aber doch die
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Zuspitzung der auf Bevolkerungsverluste gerichteten Flachenbombautdenfigr
strategisch und moralisch fragwirdig halten. Nicht im Sinne eiiegwartsgerichteten
Aufrechnung, aber einer Mahnung, Konsequenzen aus den Erfahrungen von 1944/45 zu

ziehen und Exzesse der Luftkriegsfihrung kinftig zu unterbinden.

Mommsen furthermore argues that

Dresdenvermeidet jeden Ansatz einer Aufrechnung, stellt vielmehr desatken der
Ablehnung des Krieges als Mittel der Politik in den Vordergrund. dt stark
komprimierten Wiedergabe der Meinungsverschiedenheiten im britis&wnber
Command Uber die ZweckmaRigkeit des Flachenbombardements und derudgrstor
Dresdens spricht der Film den Aspekt der RechtméaRigkeit des Vorgalneinslirekt an.
Die gleichzeitige Schilderung der Durchhaltepropaganda des Nig&ggber auch des

Terrors, den die Gestapo ausuibt, schafft ein Gleichgewicht (n.pag.).

The laudatory reviews thus largely focus on the content of ibthme rather than its
aesthetics and praise the supposedly well-balanced and histcaimalinate representation of the
diverse subject positions of Germans as perpetrators, followstaniers and victims. Negative
reviews, which are in the minority as only six of the twentg-t@view articles are critical, on
the other hand particularly criticize the kitsch-sentimengskteetics of the film. Roger Boyes
(2006) calls the film “Verséhnungskitsch” (n.pag.)Dre Welt{ Evelyn Finger describes it as an
“Antikriegsschmonzette” (“Der englische Pilot” 50) e Zeit Joachim Guintner (2006) terms it

“Bomben-Kitsch” and warns that “vor dem Kitsch gibt es kein Entkemiimn Neue Zurcher
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Zeitung Peter von Becker (2006) complains ier Tagesspiegekthat the ZDF throws
“Schmalzbomben auf Dresden” (8) and Kerstin Decker (2006) det&etsKenhausserien-
Dramatik” in Dresdenand argues in hedraz article that the film constitutes “eine Verh6hnung
des Leids” [...] weil er die emotionale Intelligenz, die Bilder wiel Handlung einer Vorabend-
Krankenhausserie hat.” She admonishes that Kitsch ist Kitsch, mich&t, schon richtig, aber
manchmal ist er ein Verbrechen” (27).

However, even among the critical responses only Evelyn Finger sot&ce
“revanchistische Dynamik” (“Der englische Pilot” 50) imesdenand argues that the film does
not succeed in portraying German suffering in a historicallpaesible manner but rather
falsifies history despite its overt political correctness armish Decker (2006) states that

particularly the film's ending shows a tendency to balance the score:

Vor dem Hintergrund des drastisch ausgemalten Feuersturmssseria Schuld des
deutschen Normalburgers — eine faschistische Partei gewahlti@eoaust geduldet
und die Nazidiktatur mitgetragen zu haben. Wenn in Dresden die Menathéebende
Fackeln durch die Stral3en rasen, wenn eine Mutter ihren brennendennsigelehinter

sich herzieht, wenn einem Mann beide Beine weggefetzt werden, dsoheiat alles
zuvor begangene Unrecht mit einem Schlag abgebif3t [...] Wer vorkher War, ist

pl6tzlich Opfer. Wer sich vorher mitschuldig fihlte an Hitleogdtem Krieg,’ ist nun ins

Recht gesetzt durch Churchills ‘moral bombing.’ (27)

She furthermore argues thatesdennot only exculpates Germans from their guilt but

even dubiously depicts them as heroes:
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Denn die Deutschen benehmen sich jetzt enorm heldenhaft. Annabtéedolidarisiert
sich mit seinem Nebenbuhler. Ein weinender Soldat gibt Sterbesage\Wunsch den
Gnadenschuss. Und am Morgen nach dem Brand teilt ein abgezehrtesdumiggztes
Stlckchen Brot mit einem einsam auf den Trimmern hockenden M#dSbesieht
Selbstglorifizierung im grof3en Fernsehstil aus [...] Ihr Gangldukdllenfeuer hat sie

moralisch erhoht. (27)

Contrary to Finger's and Decker’'s perceptive critique, the renmifdr negative
reviews criticize the film not for either its falsification of histanyits kitsch aesthetics but rather
for its political correctness. Roger Boyes (2006), for instaogesidersDresden“Propaganda
der Versbhnung und der political correctness” (n.pag.) and arguethé¢hpteoccupation with
counteracting a German “Opferkult” conveys the message thatetma@ population deserved

to suffer:

Warum hat Deutschland nicht den Mut, seine Geschichte auf seiise Weerzahlen?
Warum muf3 [sic] man Dresden durch britiscimeldeutsche Augen sehen? Offenbar
hatten die Filmemacher so viel Angst vor einem untersteligierkult, dal3 sie den Plot
wie eine Gans stopften: korrupte Arzte, exekutierte Desertearfalgte Juden, finstere
Gestapo-Agenten auf der Suche nach Spionen. All das, um der Weltjen: Zeht her!
Wir sind keine Rechtsradikalen! Absurder Ruckschlul3 aus dieser Faem d

Geschichtserzahlung wurde, daf3 die Deutschen verdient haben, Opfer zu sein. (n.pag.)
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He furthermore considers Robert rather than Anna to be the maagpnigt and (tragic)
hero of the film and rejects this notion as historically irresgd@stDie Filmemacher haben aus
einem britischen Bomberpiloten einen romantischen Helden gemachtexakt Verkehrung
der historischen Wahrheit. Und die ist, immer noch schwer fuldBdgr zu akzeptieren:
Churchill hat einen furchtbaren Krieg gegen die deutschen StadterdngedEs gibt keinen
Platz fur britisches Heldentum in der Dresden-Geschichte” (n.pag.).

And, explicitly rejecting Evelyn Finger’s critique, Peter voacRBer (2006) argues in the

Tagesspiegel

Eine Wochenzeitung hat Dresden bereits ‘revanchistische Dynamik’ erkannt. Vor dem
Hintergrund des drastisch ausgemalten Feuersturms verblasseutiehe Schuld. Und
immer so weiter. Aber das ist Unsinn. Das ist der Diskurs von vorgestern, alfkjedien

tber fremde Schuld im Verdacht stand, das UbermaR, das UnmaR der eigeneereglativi
zu wollen. Dass die Idee, so systematisch Krieg gegen gut breraitgahenenstadte mit
maoglichst engen Gassen zu fuhren, nicht mal von Hitler stammt, ancletd. Schon die
Rede von ‘Schuld’ fuhrt in die Irre. Es geht nicht mehr um die Zurechwandschuld,

es geht um geschichtliche Erfahrung. Das ware die ChancesgewGeschichtliche
Erfahrung ist unteilbar und war dennoch so lange nicht mitteilbass & in diesem
Land langst das Bewusstsein voraussetzen durfen, dass der unvoestellba

Zivilisationsbruch des letzten Jahrhunderts deutsch gewesen ist — und nur deutsch. (8)

Von Becker furthermore argues that
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man merkt dem Film jederzeit an, dass hier gro3te Vorsichtlgeviat: Man wollte
politisch korrekt sein und blo3 nicht suggerieren, dass die vielen mebnth
Bombentoten von Dresden, fast alle Zivilisten, irgendwie gegen diemén Opfer des
deutschen Naziterrors ‘aufgerechnet’ werden kdnnten. Nichts dagegem. &gerein
filmisch, rein erzahlerisch nur nicht immer so absichtsvoll wird damit selbst die

Opfer der NS-Herrschaft noch als Alibi der Filmemacher instrumeietahgtrden. (8)

Arnulf Baring (2006), who experienced the bombing of Dresden as a twehresld,

similarly argues irDie Welt

Der Film will es allen recht machen. Er ist ein &nglsdicKompromif3, der den heutigen
Stand politischer Korrektheit nie aus den Augen verliert. Niemahdhsn nachsagen
kbnnen, er sei in eine falsche Richtung (was ist das eigehthate, bei diesem Thema?)
abgebogen. Also verhebt und verrenkt er sich am Stoff, scheitegemgm rundum

bemuhten, aber kenntnisarmen guten Willen.

Like Boyes, Baring considers Robert the main character diltheand rejects this plot

device:

Es war eine ganz absonderliche Idee, einen englischen Piloten, obendreimen
deutschen Mutter, zur zentralen Person dieses Films zu machen.hatbedoch der
Untergang Dresdens unbedingt am Beispiel, im Schicksal deutBcinger, Dresdner

Bewohner verdeutlicht werden miissen. Wollte man hier etwa denthasrfisindlichen,
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verbrecherischen Vernichtungswillen der Royal Air Force dibd.ieines Bomberpiloten

zu einer jungen Deutschen entgegensetzen. Aber ist das nicht blasphemisch?

He furthermore criticizes that the German merDmesdenpale in comparison to the

British hero which he explains via the notion of German self-hatred:

Es fallt Gberhaupt auf, dal3 die mannlichen deutschen Hauptfigurehcham¢hr oder
weniger problematisch sind. Kein einziger ist so schon und edel wi&rmgander.
Glaubt man wirklich, es habe damals keine grof3artigen, selbstlbgéshereiten,
vorbildlichen Manner unter den Deutschen gegeben? Haben hier deutsches
Minderwertigkeitsgefuihl, deutscher Selbsthal3, hat der Hald [sicfliauVater wieder

einmal die Feder gefiuhrt?

Joachim Guntner (“Bomben-Kitsch”) likewise criticizes the fdnpolitical correctness
because “peinlich besorgt vermeidet er die Vorwirfe des Reisanas und der Aufrechnung,”
he furthermore criticizes that “was Dresden vor seinem datey gewesen war, kulturell und
sozial, bringt der Film kaum je zu fasslicher Anschauung.”

Although the critical reviews unanimously reject the film’ss&it aesthetic, only two of
them also criticize the depiction of German suffering at tipeese of largely effacing collective
German support of the Third Reich and the consequent transformationlaWefsl and
bystanders into victims. The other four reviewers criticizefithefor the contrary notion of its
overt political correctness and admonish tBatesden over-emphasizes the importance of

German guilt which to them trivializes the suffering of the bombinggims. Most striking is that
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the film did not generate controversy despite the fact that# the first television movie to
depict German wartime suffering and that its overt politicatectness hides covert revanchistic
ideas, which seems to indicate that the notion of German civiliambicod is becoming widely

accepted in official memory.

The Vernacular Reception in Viewer Responses

For the analysis of how audiences consimesdenand how this in turn affects German
cultural memory | could not rely on letters that viewers hadtsetite ZDF since the TV station
does not archive any letters. However, they summarize atdedind call-in comments in short
reports before they discard the originals and the ZDF provided rhetiveitsummary of viewer
responses. As the document demonstrates, the TV-station recesigdifecant amount of
viewer feedback: four hundred calls and seven hundred letters of whiclhumdred-fifty
commented critically on the film and four hundred-sixty positiv§lshe summary does not
specify how the remaining three hundred-ninety viewers rea¢iesever, these numbers have
to be taken with some reservation since the data was interpseEdFoemployees who may be
biased to read the feedback favorably. As the report could showeal bidsrpretation of the
data and because the summaries of viewer comments do not providenveplates, | decided
to not use the ZDF report for my analysis but rather analyzeddn-line discussion forum at
www.zdf.de. Like the feedback to the TV channel, the forum exhibitedtaanaount of viewer

responses in many different threads.
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Positive reviews respond enthusiastically particularly to the $towy. Schnérkelchén
(2006) writes: “Dieser Film hat nicht im Geringsten enttausdndern emotional sehr bewegt —
auf der einen Seite diese total romantische Liebesgeschichteuliddraanderen Seite all das
Beklemmende und Schreckliche dieser diusteren Zeit.” Viewerstingapositively praise

Dresdenparticularly for activating their emotions. Jule@suhl (2006) thus states:

Der Film hat mich total mitgenommen. Ich habe lange geweint und wikig

aufgelost. Ich fand ihn sehr, sehr gut. Ich werde ihn in meine Hetebesten Filme
einfugen. Es ist so schlimm, was damals passiert ist. Ich habenmatt allzuviel vom
zweiten Weltkrieg erfahren. Alle, die das miterleben musstenntir sehr, sehr Leid

[sic].

Laudatory reviews furthermore note tlixtesdendid succeed in depicting the historical
events and in conveying the horrors of the bombings and of war in general. Bor{2Q9@2
explains: “Positiv fand ich aber, dass zum ersten mal in eineetfi®pitechnisch gezeigt wurde
was die Frauen und Kinder in den Bombennachten durchstehen mussten. Ba den
Generation gehore die dieses nicht mehr erlebt hat, konnte ich einerstiiem mir [sic] nur
schwer vorstellen.” elli-nida (2006) similarly notes: “Wie nsach im Krieg fuhlt fand ich hier
namlich sehr gut gezeigt (u.a. die Hoffnungslosigkeit der Mensichelen Kellern). Und das
sollte doch wohl auch ein Ziel des Films sein.” Reviewers look falprapon the movie’s
ability to make people think and talk about the historical events.rigume (2006) points out

that Dresden encouraged his/her children to learn more about thengoofbDresden, and

3 Internet users get user names in order to stayiyanmous. These names sometimes ignore spelling and
upper/lower case rules and other regulations. s dissertation, | quote the original usernamegoasd on the
respective Internet forums.
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AIfLE (2006) argues that the film represents “ein Thema, wigte bewegt(e) und zu
zahlreichen Disputen uber den Film anregen wird. [...] eins hat ithar Fewirkt: Man denkt
dariiber nach und zieht fir sich eigene Schlisse und Empfindungeist Dash der eigentliche
Zweck des Films, die Menschen zum Nachdenken anzuregen.”

While positive reviewers particularly praised the emotionglaot the melodramatic love
story had on them, it also received the most vehement critigysanitical viewers who argue
that a melodramatic love story is not an appropriate mode for ohgpstich a serious subject as
it trivializes the experience of the bombing victims. Larib@006) writes: “Mir geht es nicht
darum, dass ein Film Uber ein solches Ereignis alle Opfer afda&fnahme zeigt, aber eine
kitschige Liebesgeschichte als Weichspuler fur die werbesiate Zielgruppe ist glatter Hohn
gegeniber den Opfern.” mmp (2006) similarly argues that “eineazlygg Romanze mit einem
ernsten Thema, wie der Bombardierung Dresdens zu vermischent leonemVerh6hnung der
Opfer gleich.” And boudicca (2006) writes: “Eigentlich sollte diads und ihre Zerstérung im
Mittelpunkt stehen. Aber das ZDF hat es vorgezogen, aus der KatasDogguens eine — noch
dazu unrealistische — Liebesgeschichte zu machen. Schade!”

The most striking feature of the on-line discussion was that uthikdargely laudatory
newspaper reviews, the critical responses significantly outnumbdivpoeviews. Viewers
particularly criticized that historic details are not acairétte simple and lowbrow storyline, the
many implausible situations like the numerous chance encounters theilbhgmbing, and the
kitschy love story. According to a viewer with the username P-J@K&6), “bei einem Film mit
diesem Titel zu diesem Thema erwartet man etwas Andétégle man hier mit der
Bombadierung begonnen und das Leben danach ausfihrlicher geschildert avérdem

eigentlichen Thema sehr viel ndher gekommen.” And Orbitator (200&)izzdt “Dresden soll
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ja das Fernsehereignis des Jahres sein!” but instead iteisF&nsehschrott des Jahres.” S/he
continues: “Ilch habe keine Ahnung. ob man beim ZDF allen ernstds hisiter diesem
Machwerk steht, oder ob sie sich das zweite Auge auch noch zegehaben. Kurz
zusammengefasst: Hahnebiichene [sic] Rahmenhandlung; kitschige Disdge[sic] Menge
Logikfehler und falsche Fakten. [...] Das Drehbuch scheint von einem hti2&@ [sic] zu
stammen.’Dresdencaused quite a stir and evoked the need among the audience to thgiress
views. Several discussants note that this is the first traethey have ever registered for an
internet forum but thaDresdenignited the need to voice their opinion. UnionerBerlin (2006)
writes: “Mich hat diese Uble Klamotte — im Auftrag eines oéfiékchtlichen Senders (!!!) auch
erstmalig veranlasst, mich in einem solchen Forum anzumeldeh'efbéarmlicher, peinlicher,
schwulstiger, realitatsferner, widerlich-su3licher, penetramellywood-Abklatsch auf C-
Niveau. Es ist eine Schande!” It was particularly striking ttrétical comments not only far
outweighed positive ones but also that they displayed a high levedgaitive emotions like
anger and disappointment in their extensive use of derogatory aelecliofutante (2006) calls
the mini-series “grottenschlecht” and Dannnicht (2006) even descrilaass“dkelhaft.” Many
viewers were also irritated by the vast amount of money speriteofilmh. According to kfog
(2006), “es war zu befirchten, doch einen derartigen Schmarrn hatte Ithfimiamdglich
gehalten. Fur wie beschrankt halten die Verantwortlichen im d@FZuschauer eigentlich?
Regiefreiheit hin oder her — 10 Millionen Euro Gebuhrengelder aufssinekandalése Art zu
versenken, tut schon weh.”

However, a significant number of viewers did not criticize theckitaesthetics or the
exculpatory transformation of Germans from followers and bystarid& victims but on the

contrary considered the portrayal of Germans as far too negatore21@6 (2006) thus observes:
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“Und natarlich wie immer. Bdse Nazis hinter jeder Stal3eneckgsiph (2006) comments on
the scene in which a man is shot by German soldiers for lootingru wird der Mann
erschossen? Was fur eine Frage, so sind die Deutschen, sie nédeh,e2s mufl3 wohl an ihren

Genen liegen."Tolstoi (2006) writes about the same scene:

Die Macher wollten einfach dem Eindruck entgegenwirken, die Deutschen wirden durch
diesen Film zu sehr in der Opferrolle und die Englander zu sehr als Tater riberrkomme
Meines Erachtens hat man dabei sogar Gberzogen [...] Ich bin ja schon froh, dass man in
Deutschland tberhaupt mal damit anfangt auch Filme zu drehen, die Deutsche im
Zweiten Weltkrieg als Opfer darstellen. Und wenn dabei Deutsche wie &r dies
‘Topfszene’ dargestellt werden, so zeigt das nur, dass wir in diesem

Emanzipationsprozel3 noch nicht sehr weit gekommen sind.

Schokakola (2006) particularly rejects that contemporary Germans arentiynsta
ascribed collective guilt and advocates a revanchist normalization oftn@l€erman memory

in which the crimes against German civilians balance the score:

Wie lange will man uns Deutschen durch solche Filme eigentlich noch einreden, was
deutsche Menschen fur furchtbare Verbrecher sind? [...] Verbrechen sinddarf bei
Seiten geschehen, kein Volk ist besser oder schlechter als das andereaaalecnge
Deutschen soll, so scheint es, immer wieder ein Schuldbewul3tsein eingeimpft werde
[...] Ich hatte gehofft, dal [si€dresdenaus der Sicht der Opfer gedreht wird, aber das

war wieder mal ein Trugschlul3 [sic] [...] Es stellt sich mir in Anbetrdases Films
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wirklich die Frage, wie lange man uns Deutschen soetwas [sic] noch vorsetzen kann,
ohne, dal’ sich im Volk endlich einmal Widerstand regt!? — Deutschlands bedeutende
Geschichte umfasst mehr als 12 Jahre Nationalsozialismus und den [sic] damit
verbundenen Folgen. Schon allein aus diesem Grunde sollte sich kein Deutscher, schon
gar nicht Angehdrige der Nachkriegsgeneration, durch Machwerke wie jetiwi

Dresdenein falsches Schuldbewul3tsein einreden lassen.

Poral (2006) follows Schokakola’s stance and attempts to exculpatema@s by
emphasizing the achievements of German culture and by questionirginthgarity of the
Holocaust. In doing so, s/he inadvertently echoes the position of thaidhst Debate of the

mid 1980s:

Deutsche Menschen haben der Menschheit einfach zuviel gegeben uagllkealiVerten

auf allen Gebieten, als dal3 man es auf vermeintliche oder histbdgeschehene
Verbrechen reduzieren kann. Verbrechen, die im lbrigen nicht singotir sindern
durchaus und leider, auch von anderen Nationen an den jeweiligen Opferndmegang
wurden. Wer bei Wikipedia ‘Volkermord’ eingibt, der wird eine langste von
scheul3lichen Verbrechen ermitteln konnen, die lange vor und auch nachrdemn D
Reich und ohne ein einziges Zutun von Deutschen an anderen Vélkern begardgm wu
[...] Dies ist zwar tragisch, zeigt aber auch eindrucksvoll, daf3 der ‘siegutikermord’

eben so singular nicht ist!
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A similar revisionist tendency can be detected in threads gisgushe bombing of
Dresden. Several users refer to the bombing as “Massenmordfiin@i®l 2006) or
“Volkermord” (Schamil 2006). User moertx (2006), for instance, claims thdtdnigfandmother
was killed by low-level strafing and is angry that thesacat are dismissed as historically
inaccuratd® “Was die Tiefflieger an den Elbwiesen bzw. iiber dem GroRereGaribelangt.
Hier kotzt mich es absolut an, dass irgendwelche wissenschattlisitersuchungen behaupten,
es héatte sie nicht gegeben.” Yvee4 (2006) likewise asks: “Wiesdewedie Tiefflieger am
nachsten morgen weggelassen?” And BorussenGustav (2006) argues “dasscmarbachen
wie Tieffliegerangriffe nicht verlaugnen darf und einen Fstuem nicht runterspielen soll.”
moertx (2006) calls the bombing “Massenmord” and wants to bring tieopgestice who are
responsible for it: “Ich bin froh, dass es diesen Film gibt, denmigbes nicht vergessen, was
unsere Grol3eltern damals erleben mussten. Leider wurde es bis/éesdtiemt, auch hier die
Verantwortlichen zur Rechenschaft zu ziehen. Denn MORD VERJANRE!" Konsul68
(2006) similarly identifies the British as the perpetratorsangdes that they should be punished
for bombing German cities: “Dresden ist und bleibt ein (ungesihntesgysterbrechen. Bisher
wurden ausschlie3lich Deutsche fir die ihrigen Kriegsverbrechemathedden englischen
Kriegsverbrechern wurden stattdessen Denkmaler aufgestellt.”

While a significant number of users in the on-line discussion fadwance revanchist
views, there are also users who oppose comments that trivialzectiaes. Laribum (2006),

for instance, responds to Schokakola directly:

** Eyewitnesses — who had experienced the bombiryesden firsthand — have claimed that the attacklages
deliberately machine-gunned people who had flea ¢l areas along the Elbe river banks. Howevestphans
agree that in fact the infamous low level attackd mever taken place and dismiss them as legerelgdBder
1998, Schnatz 2000, Taylor 2004).
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Und obwohl gerade bei mir eine spezielle Beziehung zum AngrifDaesden existiert,

weil es nun mal meine Heimatstadt ist, so méchte ich den Beitrag von Schokakola auf da
scharfste verurteilen. Diese Revanchismus- Gedanken sind dies leas den Opfern

(auf beiden Seiten) gerecht wird [...] Aber dennoch ging der Kroeg Deutschen Reich

aus. Und genau wie in Dresden die Zivilbevolkerung das Opfer sgawar sie es in
Coventry, London und Warschau usw auch. Wenn man auch um diese Toten trduert un
anerkennt, dass Deutsche den Krieg begonnen haben, hat das nichtalstiterh
Schuldbewul3tsein’ zu tun, sondern mit Verantwortung sowohl gegenuber der

Vergangenheit als auch der Zukuntft.

viofemme (2006) takes up a similar position and criticizes thetreawd of emphasizing

Germans as victims in the media representations of the Third Reich:

Natirlich waren auch Deutsche unter den Opfern des Krieges und nicht allehBrutsc
waren Tater. Man kann allerdings seit einigen Jahren einen erschreckeaad@mT

Bezug auf die mediale Verwertung des Nationalsozialismus und des II. Mgstkr
beobachten. Der Focus verschiebt sich immer mehr zu einer Betrachtungdieaise
Deutschen in ihrer Opferrolle zeigt. Angefangen mit Berichten tGberulodtFois hin zur
Bombardierung deutscher Stadte. Der traurige H6hepunkt war der VerglemstheD-
Holocaust der NPD im sachsischen Landtag [...] Ich bin Deutsche und wiinsche mir, dass
wir ewig dieses ‘Schuldbewusstsein’ wach halten; als Mahnung und auch aus

Verantwortung.



239

The many discussion threads, including “Historisch bedenkliche @neett“Dresden,”
and “Dresden ... so war es nicht, es war schlimmer ... aus eigefarung,” indicate that
Dresdenignited significant debates among viewers, including discussibosat the historical
accuracy of low level strafing, the exact number of bombingmsgtor whether Dresden really
was a military important target. Several users even claah it was not Nazi Germany but
Poland who started the war, which generated vast numbers of combstiggs. Furthermore,
viewers discuss whether Germans should be considered as viotineven if the bombing of
Dresden could be regarded as a form of genocide. While ignitdtebB)M mini-series, many of
the discussions significantly expand beyond the plot. Most threadsctresfbme revanchist
stances — as thread titles like “Dresden ein Kriegsverbrecligiefflieger, unsachliche Kritik
und einiges mehr,” or “Der Sieger und seine Helfershelferegmm Geschichte” indicate — and
a significant number of comments represent a distorted andddlsiirsion of history. Neither
the reception ofEine Frau in Berlinnor of Der Vorleserhas even remotely reflected such
revanchist tendencies. Although | will not discuss the debates ith aethey are do not discuss
Dresden it is important to highlight that the movie generated many cwatsies which in turn
indicates that there is a strong need to discuss the subjectrimlaGeictimhood and that

collective German memory of this aspect of the past is highly diverse.

The Film in the Classroom

Since besides the media of popular culture the classroom is anamtpsité for students
to learn about World War Il and the Third Reich teaching masec@hstitute an influential tool
for shaping the collective memory of young Germans and | willfdreragain conclude the
chapter with their analysis. The only didactic material culyenailable isDresden — Der Film:

Filmheft zur P&adagogischen Vor- und Nachbearbeifumghich is available online at
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www.mkfs.de/fileadmin/PDF/Veranstaltungen/Filmtalk/Filmheft_Dresdgpdf. Following a
short plot summary and information about the filmmakers, producer Noémathn and writer
Stefan Kolditz discuss their work and emphasize bhvasdenis an anti-war film. As Hofmann
writes, “Unser Film ist ein Film geworden gegen den Krieggefiie grol3ere Mitmenschlichkeit
— verbunden mit dem tiefen Wunsch nach Frieden” (5). This is followeshlkpterview with
actress Felicitas Woll, who portrays Anna and a very briefagetiDresden historisch,” which
provides historical information about the bombing and its aftermathFilindeft reinforces the
core ideas of the film, i.e., that Germans were largely innoceting and only a small minority
were perpetrators, and it creates a historical continuum inhvalicprior guilt and crime are
obliterated by the firebombing. Instead of including information on tetyl of World War I
and the role of ordinary Germans in the Third Reich, Hofmann and Kdliajhlight that they
createdDresdenas an essentially ahistorical antiwar film by primadégpicting the horror of the
actual bombing night and only little of the historical context. Inihe&erview, Felicitas Woll
likewise highlights the subject position of Germans as victimexpjaining that she has a close
personal connection to the events in Dresden because her grandmudhegreat-aunt
experienced the bombing. She states that shooting the film made hestamdievhat horror her
family and other Germans like them had to go through.

The next chapter, entitled “Zeitzeugenbericht,” provides a short naristiGerman eye-
witnesses, who had experienced the bombing firsthand. However, the afomussies almost
exclusively on the supposédeffliegerattacks. According to the witness Egon Kunze, those who
had survived the bombing night and had fled to the river banks of thevEleecruelly attacked
by machine gun fire from low flying planes and hunted like aninbgBritish pilots. The

witness refers to these attacks as “Menschenjagd” and desholbethe planes not only shot at
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women and children but also at Red Cross tents. The decision to ingisidestorically false
testimony in thé=ilmheftdespite the fact that the movie itself had not depicteffliegerattacks
and that they have been discounted by historians (e.g., Bergander 1888&8zS2000, Taylor
2004) as false, is highly questionable, especially as there rdimation in the that the attacks
constitute a distorted collective memory and are not historie@fified. Not addressing that
historians assess these low-level strafing memories asumae but instead including a
supposed eye-witness account of them constitutes a disturbing falsificatiotoof. his

The longest essay, entitled “Neues uber den Luftangriff auf Dnek@i45,” summarizes
the eye-witness testimony of bomber pilot and medical officeHBry O’Flanagan. The article
not only argues that Dresden was not a military significaigietabut also points out that the
British Bomber Command knew that the city was packed with civiliaotsonly with occupants
of the city but also with refugees who had fled the approachingradsont and that as such it
constituted a war crime against civilians. This article dessrthe bombing of Dresden not as a
decision that was made on the justifiable reason to destroy impartitary institutions but to
deliberately Kkill civilians, mostly women and children and that O’Flannagdmdported that the
bomber pilots were sent on their mission with the words “das# slee Air Force eingetreten
seien, um Deutsche zu t6ten und genau das wirden sie heute Nacht tuit{ict)jgh the
account and analysis are historically accurate, they lackxtoateation in that Nazi Germany
had initiated the bombing of cities like Rotterdam, London and Coventry.

The actual teaching suggestions only take up a small part Bilthieeft namely three of
its twenty-two pages are dedicated to exercises for thesrolam. The poorly didacticized
exercises do not provide any instructions or guidelines for teadhdr only offer sample

discussion questions, which are divided into five sections. The dicsiba, “Der Film selbst,”
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asks students to discuss the plot and the main characters (ezghléEden Film nach.
Beschreibe, was den Film noch ausmacht neben der filmischen ErZghlungeschreibe die

einzelnen Charaktere und ihre Handlungsmotivation!”) and encouragastththink about the
film’'s ‘message’ (e.g. “Welche Stimmung vermittelt delin Hat er eine ‘Botschaft’ und wenn
ja, wie vermittelt er sie?”). In other words, the section doegnoburage critical reflection but
simply a reiteration of the dominant mode of interpretation encoded into the film.

The second section, “Realitat und Fiktion” is supposedly designed to sagplthe
difference between fact and fiction. While it is very import@néxplain to students that while
the bombing of Dresden constitutes a historical eu2rgsdenis a feature film with a fictional
plot. However, this section fails in doing so. Students have to answstians like “Wirkt der
Film glaubhaft? Warum/ Warum nicht?” and “Sind die Reaktionen deguré&n
nachvollziehbar?” Instead of asking students to identify and chtieslluate the technically
innovative if ethically questionable use of documentary footage @atare film, students only
have to identify movie scenes which come across as implausibléhends misleadingly
conflated with fictionality in questions like “Welche Szenen wirkealistisch und warum? Gibt
es Szenen die unrealistisch/ zu fiktional sind? Welche? Warum?”

The third section, entitled “Tendenz oder Haltung des Films,” posegsiansedike
“Ergreift der Film Partei und wenn ja, fir wen? Woran erkennh miae Parteinahme oder
wurde sie erkennen? and “Welche Emotionen weckt der Film beaddgr? Wie/ mit welchen
Mitteln erreicht er das?” As in both previous sections, studeatthas again not encouraged to
think critically about the questionable transformation of bystanderd followers into
perpetrators or its kitsch aesthetics but rather to reiténatelominant interpretation encoded

into the film.
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The fourth section, “Zur Historie,” focuses on the historicatsfaxf the bombing and
poses the following questions: “Was wissen wir von der BombardierurgdBns? Warum
wurde Dresden ausgewahlt als Angriffsziel? Was waren di¢egischen Ziele des Angriffs?
Wer waren die Beteiligten des Bombenangriffs? Warum waremdswirkungen des Angriffs
so verheerend? Hatte der Angriff Auswirkungen auf das Kriegsénde? questions require
only short answers, all of which answers can be found in the shoedprgachapter “Dresden
historisch” and are thus rather mechanical. They also do not inclustenparison of the
historical record and the interpretation generated in theréefibon. It is particularly striking that
the questions only focus on the bombing itself and the historical cahtgxtreceded this event
is omitted. The~ilmheft basically takes the events of the attack on Dresden out ofstoeit¢al
continuum and treats the bombing as an isolated and thus ahistorictl Ievaher words, the
bombing of Dresden de-contextualizes and de-historicizes the bombirgh wésults in
historical misrepresentation.

The last section, entitled “Zur Vermittlung von Geschichte isifi@dm,” poses questions
like these: “Gelingt es Autor und Regisseur Uber die spannendeurgriihaus Geschichte zu
vermitteln bzw. historisches Interesse zu wecken, das uber das AhsBhauen des Films
hinausreicht? Regt der Film dazu an, sich ein reflektiertes ufetatriertes Urteil zu bilden?
[...] Welche Botschaft kann, soll und will ein Antikriegsfilm wigresdenvermitteln?” and
“Welche Vor- und welche Nachteile haben die Alternativenohsther Spielfilme oder
Dokumentarfilme bei der Vermittlung von Geschichte mittels FIW&sS ist ein Historienfilm?
Wodurch wird er definiert?” [...] Was macht einen guten Historienfaus und wann ist ein
solcher negativ zu bewerten?” While it is significant to convestudents that feature films are

fictional even if they depict historical events, that both documeiatagyhistorical feature films
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always convey particular interpretations of these events only ebtie questions incite such
reflections. Others even covertly provide the ‘correct’ ansvegrinStance, termin@resdenan
Antikriegsfilmalready conveys that its message is to portray the horrerarofurthermore, the
Filmheftdoes not provide the relevant information or even bibliographitaiereces that would
enable students to discuss these questions. There is no informatioralgnegrthe differences
between the filmic genres of the documentary and historical é&abor nor where students and
teachers could find this and/or historiographic information in orderi¢h ‘&n reflektiertes und
differenziertes Urteil zu bilden” (17).

Only in the last pages does tRg@mheft briefly introduce the Kurt Vonnegut's famous
novel Slaughterhouse Fivenvhich has been translated into GermarSeaklachthof 5 oder der
Kinderkreuzzugand narrates the bombing of Dresden from the perspective of anicAmer
prisoner of war. The booklet closes with a reference to the acoymgabook to the film
Dresdenand the DVD.

Overall, the discussion questions do not incite students to criteadlipate the film but
rather to reiterate the dominant reception intended by the filnmsiakbe questions are largely
superficial and there are also no suggestions or guidelines fteatiger on how to incorporate
either the preceding material or the questions into the classroadtneN@e question section nor
the preceding information contextualize the bombing of Dresden ihighery of the Second
World War and National Socialism. That Nazi Germany statted war, that the Grman
population had supported thetalen Krieg that Germans had committed war crimes and
initiated a genocide against the Jews and other races they donfeadr’ is not mentioned at
all. Significantly, theFilmheftcompletely ignores the Holocaust, despite the fact that ibéars

incorporated into the film, if in a strained politically corregy, via the character of Simon
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Goldberg. Instead, the historically inaccurate eye-witnessuataf the supposediefflieger
attacks, which had been excluded from the film, was given room frilthbeft so that ordinary
Germans could be established as victims who were attackdek [British military without any
justification. All events that preceded the bombing and the suff¢hisigGermans had brought
on others is effaced. In a move that significantly exceeddiltheitself in its revisionism,
Germans are not present as perpetrators or even as bystanddollowers but solely presented
as the victims of a terrible war for which they were nepomsible in thé&ilmheft It cannot be
presumed that students know the context of World War Il and the Holoaadsit is thus
important to contextualize the discussion about the film precisetauseDresdenfocuses
predominantly on the suffering of German civilians and the vividatiepi of the firestorm via
special effects targets the emotions and the audience cannbuhelppathize with the German
victims. While the bombing of German cities during World Waantl the suffering these events
caused for civilians is an important topic in German history thatild not be ignored, it needs
to be contextualized in the historical circumstances. Lookindneatbbmbing as an isolated,
ahistorical incident irresponsibly casts Germans predominantiywrexent victims and the
British bomber command as perpetrators. The material providdeeBjyimheftclearly goes in a

revanchist direction and hence misrepresents the history of World War Il.

Transforming German National Identity from Bystanders into Victims

The official reception of the TV mini-series in newspapercksi was predominantly
favorable and it was striking th&resdendid not give rise to a public controversy. Until
recently,attempts to address German wartime suffering have generally provoked heated
debates and great controversy, for instance in the public debate over creating a

commemorative Vertriebenenzentrum in Berlin, and it was argued that the stressing of
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German victimhood exculpates them from their previsous subject positions in National
Socialism. With the exception of two reviewers, neither thecalinor the laudatory reviews
perceived the revanchist impulse in the film. On the contraryT¥h&vent Moviewas even
criticized for trivializing the suffering of the German bombingtims by the melodramatic plot.
However, in the extensive vernacular reception the critical vdicesnated. Among the critical
reviewers, however, those that critique the film for its rekestic overtones of exculpating
German collectively are in the minority, and the majority arghat Germans have been
portrayed too negatively for fear of violating political corrests Dresden thus evoked
significantly more overtly revanchist comments than the recepfitime book and film versions
of eitherEine Frau in Berlinor Der Vorleser The treatment of German wartime suffering in
Dresdenand its accompanyingilmheft which was created as part of the promotional materials
for the TV Event Movig is highly questionable. Theninimally didacticized teaching
materials do not exhibit an adequate and nuanced view of the bombing of German cities
because it largely de-contextualizes it from the Second Wd@ddand casts it as an ahistorical
event and only requires students to reiterate the dominant mode of interpretatiornl emoote
film rather than to think critically about the complex question of German victimhood.
Dresdenportrays Germans predominantly as victims and obscures the laktmidext
of the bombing of German cities, namely the Second World war aradrtfeties committed not
only by theEinsatzgruppeibut also by th&/ehrmachtnot to mention the industrial-scale mass-
killings in concentration and extermination camps, and the fire bomlgiogducted by the
Luftwaffe on cities like London, Coventry and Rotterdadresdenalso suppresses the prior
subject position of the bombing victims as bystanders, followers, suppaated even

perpetrators of Nazi ideology and criminal practice. Suchtartisl representation of history is



247

particularly problematic inDresden because it is intersected by documentary footage and
therefore gives the impression of strictly and objectively addeto the historical facts and
because television is the most widely consumed medium and thus igadieasit influence on

shaping collective memory.
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Conclusion

My dissertation explored the collective memory of Germans etsm& of the Third
Reich and World War 1l and analyzed select cultural a&tsfas forms of representation and
spheres of negotiation over German wartime suffering. Thasysis included both the study of
the literary texts and films themselves and their receptiéter All, textual features only indicate
a potential for the (re)construction of collective memory, howetes, potential needs to be
actualized in the reception process (Kansteiner 2006). | thus mecmultural artifacts primarily
as constituents and embodiments of collective memory rather thaestwetic entities. Since
popular cultural media reach the widest audience (Kansteiner 2008%3etl bmy analysis on
popular literature, television and commercial cinema and discussedhbe® post-unification
cultural artifacts contribute to the memory discourse on Germaicams of World War II. The
dissertation focused on how these artifacts construct victims ammebtpators and how they
contribute to thé®pferdebatte

The selected examples of literary, televisual, and cinemgiesentations depict three
different situations in which Germans were transformed intowgcof World War 11.Eine Frau
in Berlin focuses on women who had been raped by Russian occupation soldierdimalthe
stages of the waDresdendiscusses Germans as victims of Allied fire bombings of Germa
cities. While these two situations depict primarily Germaloveérs and bystanders as victims,
Der Vorleserturns even a perpetrator into a victim.

By focusing on German wartime suffering, these texts, theiradaptations, and the TV
mini-series contribute to th®pferdebatte However, they approach the issue of German
victimhood in different waysDer Vorleserand Dresdennot only highlight Germans as victims

but they also obscure individual and collective German guilt and rabpity$or the Holocaust
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and other Nazi crimesDresdendepicts the suffering of the German bombing victims but
neglects to contextualize the event in the history of the Secondl Wit and the Third Reich

and thus suppresses the bombing victims’ prior subject positions asrgemngetystanders and
followers to Nazi atrocitiesDer Vorleser even takes it a step further and transforms
concentration camp guard, the ultimate embodiment of a Nazi pegpetrb a victim and the

sympathetic depiction invites the audience to empathize with heg, té®, the suffering of the
Holocaust victims remains distant and abstract, and the depictedigexttapolated from the
historical context. Both the German novel and its American fitaptation minimize the

Holocaust in order to enact the transition of Germany B&t@rnationto the subject position of
collective German victimhood.

Eine Frau in Berlinlikewise contributes to the debate about German civilian vidbums
the diary and its film adaptation not only provide an account of thes magees of German
women by Soviet soldiers in occupied Berlin but also contextudiiesetexperiences in the
history of the Third Reich and the Second World War. Even if onlyssipg, the diary and the
film emphasize the fact that Germans had not only supported tHautvallso National Socialism
and women had played important and diverse roles that ranged fromddland bystanders to
perpetrators. However, the film fails in portraying the magnitute extreme brutality of the
mass rapes and casts revenge as the sole cause which exdhpafasssian soldiers to a
significant extent from their crime. Although German soldiers ragted similar and worse
crimes, it is deeply unethical to cast the rapes as a balancinges.sco

Not only did | analyze how these cultural artifacts werec(megtructing Germans as
victims but | also explored how audiences consume them to understanthdgetential of

transforming collective German memory is actualized in #eeption process. The analysis
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examined official memory via newspaper reviews as weteashing materials and vernacular
memory via responses from viewers and readers to explore hovethm&apublic engages with
the discursive transformation of Germans into victims.

Official responses to the cultural artifacts are numerous andsdias they have been
reviewed in a wide array of newspaper and web articles. Newspapeebneviews oDresden
were largely laudatory and did not detect the revanchist impuigege mini-series but, on the
contrary, even argued that the suffering of the bombing victias wwvialized and Germans
represented too negatively. Likewise, bdder Vorleserand its film adaptation received
predominantly laudatory official reviews. The novel was a siganit critical and commercial
success, and it was only in 2002 that it began to be criticized pastitg a Nazi perpetrator as a
victim. However, this criticism was not reflected in the m&omf movie reviews. For
Anonyma’sEine Frau in Berlin,reviews were consistently positive until journalist Jens Bisky
ignited a debate about the diary’s authenticity. Reviews genemtiyidered the mass rapes to
balance the score between German crimes and German syffefingh is an unethically
relativizing claim. The likewise mostly positive official pesises to the film, on the other hand,
comment on the fact that the movie draws attention to the issystefratic mass rape during
wartime while at the same time reinforcing the notion thexh@ans were perpetrators, followers
and bystanders first.

The teaching materials that are designed to discuss plogséar culture artifacts in the
GymnasiunmandRealschu display a highly problematic treatment of this part of German history
and thus support the claim, both overtly and covertly, that many&eraiso constitute victims
of the Third Reich and the Second World War. The teaching materitid film adaptation of

Eine Frau in Berlindoes not succeed in contextualizing the suffering of German waombe
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history of World War 1l. While one online teaching guide, developeddmja Seider, at least
tries to find a balance between focusing on the violent rapeewh& women at the end of the
war and avoiding to depict them solely as innocent victimsFiineheft out rightly ignores the
historical circumstances that have led to the occupation and to tlmcgohgainst German
women. The didactic materials f@rer Vorlesershow similar shortcomings. Although there is
ample teaching material available, both online and in book formhénovel, as well as the
Filmheft for the movie adaptation, none of the examined teaching guides dstissevel or
the film in the context of coming to terms with the historyhef Holocaust and the Third Reich.
They refrain from criticizing Hanna’s transformation from apggrator into a victim and how
this reinterpretation of a German perpetrator in the novel anddnctions in theDpferdebatte
The same alarming tendency can be seen in student generatatesvelisch indicate that
students tend to perceive Hanna predominantly if not solely asira actl at the same time lose
sight of the suffering of the Holocaust victims. Th#mheft created forDresdenis equally
problematic. The teaching guide’s treatment of German wasduffering is highly questionable
since it refrains from contextualizing the firebombing within doatext of World War 1l and
thus not only ignores previous history that has led to the bombing lout@lective German
responsibility for Nazi crimes. All teaching guides exhibgignificant shift from understanding
Germans as perpetrators, followers and bystanders to remeglieam predominantly as
victims which constitutes a highly problematic turn in how teachers and studenistaucted to
discuss this core part of German history. This is particuladgodicerting with regard tDer
Vorleser since the novel is an integral part of the German school cummcinl several federal

states.
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As is apparent from the numerous vernacular responses to the populer adifacts,
there is a definite need to discuss German civilian war vidinasa significant interest in these
representations of German victimhood. This interest in this topkesntnese media products
commercially successful, which generates a high probabildyy rttore similar films and texts
will be created, and it means that these artifacts have ismmtifinfluence on how the Third
Reich is remembered in Germany. Irrespective of whether thagwed the texts and/or films
positively or critically, viewers and readers welcome the oppdytuaifinally discuss German
wartime suffering publicly since the subject had been taboo inaffdéerman discourse until
the mid-1990s and had only been present on the discursive margins afinghrganizations
like theVertriebenenverbandand in the communicative memory of family stories in the peivat
sphere (Welzer, Moller, Tschuggnall 2002). Communicative memoryrafedea different
picture of the past than Germany'’s official cultural memad&khile official collective memory
highlights German guilt and responsibility for Nazi crimes, comgatiie memory was
dominated by German victimhood.

However, the need to discuss German wartime suffering does notihaexessarily
entail a revisionist perspective and, in fact, most comments by viewersaets do not seek to
apologetically whitewash the past or to balance the score befieeesh and German victims.
Particularly the vernacular responses Eme Frau in Berlin stress that Germans were
perpetrators, followers and bystanders first before many alsorigevictims. They praise that
Anonyma was able to depict the suffering of the women while adkdging, if only briefly,
the Nazi crimes and the bystander status of Germans likelthevghile most vernacular
responses to the film adaptationEifie Frau in Berlinreinforce the notion that Germans were

perpetrators, followers and bystanders first, and some reviewvers advocated that German
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civilian suffering should not be commemorated at all because at pal comparison to the
suffering caused by Germans, reader comments to the book shavdemdg to exculpate
followers and bystanders and to blame only a small number of higmgahazis, a notion
which is in sync with the dominant discourse of @ferdebatte The mitigating tendencies are
taken even further iDer Vorleser which nevertheless, or maybe rather therefore, received
almost solely positive feedback from viewers and readers, who eéhar oblivious to or
embrace its revisionist agenda, despite the fact that the aogets film adaptation depict even

a concentration camp guard as a victim. Audiences welcomed, swaeatather naively, that
Der Vorleserfocuses on a perpetrator rather than on a victim and that Hateygicsed in a way
that invites empathy and not as a stereotypical camp guard.

Probably owing to its genre as a made-for-TV mobiesdenmost likely had by far the
widest audience. This and the fact that unlike the other texts lamgl ifihad its own internet
discussion forum generated by far the most viewer responsesergieviticized the mini-series
harshly and argued that focusing on the kitschy love story tmgththe horrific bombing of the
city and the suffering of those who experienced it. Compared to Amrydiary and Schlink’s
novel as well as their film adaptatiomesdenalso received the most responses with revisionist
content. Barring further research, the reason whyTtdvent Movieevoked more comments
that employ an ahistorical rhetoric of victimization and tddesAllied bombardment as evidence
of collective German victimhood can only be subject to speculationleWwha gender-specific
rape of German women was experienced only by a smaller nuohli&e population and
constituted a taboo because of the sexual nature of the victimizdt®riire bombings of
German cities was the most overtly visible form of Germaresgnff as many cities had been

reduced to rubble and important monuments serve as reminders of tlrectoes
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bombardments. The ruins of the Dreséfeauenkircheserved as a war memorial until the 1990s.
Reconstruction of its exterior took thirteen years and in October 20©5building was
reconsecrated in a widely publicized ceremony. The rebuilt claatshas a landmark symbol of
reconciliation between the former war enemies. Similarly, rthies of theKaiser-Wilhelm-
Gedachtniskirchen Berlin, which was badly damaged in a bombing raid in 1943, have been
serving as a memorial of World War Il until today. In addition,dlmevar on German cities has
been the object of many debates, not only in academia but alsovindgrepublic sphere and in
the private sphere, the communicative memories of the war iniéanfdcus generally on
German suffering, and many stories about the bombings have beed pas#n to the next
generations. And like flight and expulsion, the firebombing of Germi@@sas a dominant
subject in right- wing organizations who not only falsify thetdris facts but also hype and
exploit the historical event for their own ends. Until today, thisiqdar situation of German
suffering constitutes an important part of collective memory lwhauld be an explanation why
Dresdennot only received such a large feedback but also caused heateds deizhtevoked

extreme and often very emotional reactions that reflect the whole polgmetrsm.

The immense commercial and critical success of popular cultufegces like Schlink’s
Der Vorleser Anonyma’sEine Frau in Berlin their film adaptations and the made-for-TV
movie Dresdenindicates that popular cultural media play an important role ipisgaerman
collective memory and influencing historical consciousness. | tagidie with Jeffrey I. Roth
(2004) who argues that we do not derive history from fictional repismm. In his article
“Reading and Misreadinhe Readet Roth states that “we do not derive history from novels.

The fear that fiction will displace document and archive is exatg®’ (57). If he only included
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historians, who indeed learn about the past from documents and archives,uinspecified
notion of ‘we,” he would be right. However, audiences beyond academigenaral and
historians in particular, do precisely learn about history from tipeilpo media like television,
commercial cinema and popular literature as they are widahgwmed and thus have the
greatest influence on how a national past is remembered. ldighimemory artifacts like
professional historiography reach only a small percentage ofi¢heral public (Kansteiner
2006). As | have sought to demonstrate, popular media reach the widest aadeheace have
the greatest influence on shaping a society’s collective memagrek with Wulf Kansteiner
(2006) and Anton Kaes (1990), who argue that film and television have bebemaost
effective artifacts for shaping collective memory and histbr@onsciousness, but would extend
the argument to also include popular literature. Popular culture raeglitar more influential
than historiography, public debates, museums, memorial sites do@ education. Among
the media of popular culture, television is by far the most inflag€ithe German population’s
historical consciousness. Whé&nne Frau in Berlinwas re-released in 2003, the publishing
house Eichborn sold approximately 140.000 copies in Germany. The féaturdnonyma —
Eine Frau in Berlinreached a mere 40.000 viewers in Germany. And while the Hollywinod f
adaption of Schlink'sDer Vorleserwas seen by 2.2 million German viewers and Oliver
Hirschbiegel’'sDer Untergang which is one of the most succesful German films produced for
the cinema, even attracted 4.6 million German viewers, TV producgjensrate far greater
audiencesDresdenreached between 11.3 and 12.7 million viewers and other made-for-TV
movies about German wartime suffering likewise reached muweztagraudiences not only than
popular literature but also than commercial cinee Gustloff (ZDF, 2008) reached 8.45

million viewers,Die Luftbricke(Satl, 2005) 8.4 Millionen, and the ARD two-part seies
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Flucht (2007) even attracted 13 million spectators. And whbile Kinder der Flucht(ZDF,
2006) andDer Hungerwinter(ARD, 2009) show loweEinschaltquotenwith 3.5 million and
4.13 million viewers respectively, they still surpass most fedilms produced for the cinema.
As these numbers show, television has by far the greatest impashaping Germany’s
collective memory and therefore is an undeservedly neglected madi@arman studies. As
Kansteiner (2006) convincingly argued, anyone seeking to explore Gewotlactive memory

ought to analyze television and its large-scale reception.

| choose to conclude my dissertation by discussing briefly fourddpat struck me as
particularly important when | was working on this project. And whigse concluding thoughts, |
point to a number of different areas for future research in reégatee discursive interaction of
the Opferdebatteand popular culture:

1. German Wartime Suffering and the German School Curriculachirepmaterial is
such an important tool for shaping the collective memory of younm&wes. In order to find out
how teachers incorporate civilian German victimhood into the histtlye Second World War
and the Third Reich, research should explore if and how the schomutarfor the various
federal states include literary texts, cinema and televiprograms that depict Germans as
victims of World War Il, e.g.Der Vorleseris part of many German school curricula. The
analysis should include a) official curricular and didactic malerand commentaries for
teachers and/or students b) teaching material and/or studeratidan be found in the internet,
c) student generated websites, d) syllabi and lesson plans. lioddicould be illuminating to

interview teachers and/or students about their classroom experiences and/onve dhssroom
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interaction because, as Kansteiner (2006) argued with regardn® dihd literary texts, the
artifacts only signify a potential that needs to be actualized in the reception.

2. The Depiction of Germans as Victims in made-for-TV Moviesrn@n civilian
victimhood is a dominant subject in contemporary TV productions, as théefevision genres
of the TV-EventMovie and the so-calleBokudramaabout flight and expulsion, the bombing of
German cities and the sinking of the refugee ship “Wilhelm Gfistlamong many others,
indicate. As mentioned above, television reaches the widest audwhas) makes TV
programs the most important medium for generating Germargllscive memory of the
Second World War and the Third Reich. Therefore it is important tgznbow they represent
German wartime suffering.

3. Guido Knopp’s Documentaries: German journalist, historian and head @DiRe
History Department Guido Knopp has made several dozen highly (me@ttaand
sentimental ‘pop documentarieshce the mid 1990s, many of which represent German wartime
suffering. No other type of historical programming has evenecemotely close to the many
million consumers of Knopp’s popular documentaries, which have consequesdlya
significant influence on shaping many German collective memory.

4. Beyond theéDpferdebatte Transforming Germans into Heroes: A new addition to the
discourse about German victimhood is the depiction of Germans and evearigig Nazis in
the figure of ‘the good German’ by juxtaposing them to a minute nuofoiat-character evil
Nazis. For exampleDer Untergang(2002), which narrates the last twelve days of the Third
Reich, is the first major movie to represent Germans, includigig-tainking Nazis, as heroes.
The figure of the good-at-heart and humane SS officer and dadtenl§ who is depicted as a

(tragic) hero, is contrasted with larger-than-life villainge | Hitler and Goebbels. Guido
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Knopp’s Hitler's Krieger (1998) andStalingrad(2003) likewise glorify the German military in
their depiction of heroically fighting ordinary soldiers as martyhen they were sacrificed by
cowardly, incompetent and evil Nazi leaders and heroic armyaenveno not only tried to save
their men in battle and sought to convince Hitler of the futdftjurther fighting, some of whom
even attempted to assassinate Fa@rer. Consequently, the popular documentaries efface the
crimes of the German military particularly on the Easteomtf where theWehrmachtwas
actively involved in crimes against the civilian population, and hebtite@ate the question of

German quilt.
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Abstract

THE CULTURAL MEMORY OF GERMAN VICTIMHOOD IN POST-1990 POPULA R
GERMAN LITERATURE AND TELEVISION

by
ANJA PAULINE EBERT
August 2010
Advisor: Dr. Anne Rothe
Major: Modern Languages

Degree:Doctor of Philosophy

My dissertation analyzes the representation of Germans ass/t the Third Reich and
the Second World War in post-1990 German memory. After unification, tieetenger were
two states that could each blame the other as the heir aldbocialism and this past had to
be renegotiated. The claim that many Germans had been vimtitame central as evidenced by
the vast number of popular literature, commercial cinema and televisigraprs of this subject.
| argue with Wulf Kansteiner (2006) that to understand collectivenong we should explore
mass media representations. As the majority of highbrow dastiida not reach the general
public, only interpretations of the past that become part of the tremns media influence
historical consciousness. My discussion therefore analyzes both pljeuédure and television
as well as their official and vernacular reception.

After contextualizing the dissertation in the increasingly expardiscourse of cultural
memory, and briefly tracing the discursive history of West@er cultural memory since 1945,

the core of the dissertation explores the cultural memory oh@&wes as victims embodied in and
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disseminated through post-unification popular cultural artifacexplore the representation of
German women as rape victims in Anonymiaise Frau in Berlin(2003), its 2008 German film
adaptation and its reception. Secondly, | analyze Bernhard Schlingtseli@g novelDer
Vorleser(1995) and its 2009 American film, which exculpate a former condemtreamp guard

on the dubious grounds that her illiteracy made her morally dterThe textual and film
analysis are likewise extended to the analysis of the recepti the last chapter, | analyze the
made-for-TV movieDresden(2006), which constitutes Germany'’s first feature film about the
British fire bombing of Dresden, and its reception.

The dissertation examines how each artifact transforms Gerifnams bystanders,
followers and even perpetrators into victims. Since the aifdeemselves only contain the
potential to shape historical consciousness, which needs to be actualthe reception process,
| primarily explore how these media products are interpreted ispegyer reviews and teaching
materials (official reception) as well as in online postinfseaders and viewers (vernacular

reception).
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