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Digest of Thesiss 

. HOLOCAUST DRAMA• A STUDY OF SELEC1I'ED PLAYS 

by David J, Forman 

The basic~ underlying premise for this thesis is 
set forth in the introduction. It is that the holocaust 
drama provides us with insights into that modern tragedy 
that saw six million of our people brutally murdered, 
Through the insights of the plays, we are able to gain a 
better understanding of what happened and why it happened. 

The first chapter explores two plays by Arthur 
Miller. After the Fall ~nd Incident !:.! V~chx_, Through 
radically d!fferentTe'chniques, Miller .explores in both 
plays the quest of individuals to find meaning in a 
life that is filled with decay. Miller asserts that one 
can find meaning. It comes from choice. One chooses to 
piece together his disintegrating life and imperfect 
world· One should choose life as opposed to simply giving 
away to the desolation of what he knows to be the result 
of experience. 

The second chapter deals with the abuses that have 
been hurled upon the victims of the holocaust. In The 
C9nd~mned of A!!~n~. Th~ M!n !n ~ Glass ~h· and !hi 
;tnve~tlgat'f.O:n, one can see strands of universa-lism. The 
playwrrughts, Sartre. Shaw, and Weiss respectively. attempt 
to ·teach a lesson to us about the kind of society we live 
in. They use the holocaus·t as that example in hi.story 
when society reached its abyss. '!'hey want to wa·rn us that 
Nazi' Germany could happen to any of us, that we are all 
capable of being the extermi.nator. The distressing point 
here is that the playwrights hold the Jew up as an ex
ample of how we can all become like Nazis. I have tried 
to point out the fallacy in this argument - that the Jew 
in the holocaust cannot serve as a universal figure of 
guilt and responsibility because of all that he suffered, 
psychologically and physically, at the hand of the Nazis. 

Chapter three analyzes the plays of Max Frisch, 
Andorra and ~heP- !~ ~ Was Over. Frisch shows a genu
ine sensitivity to the survivors of the holocaust. His 
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plays are pyschologically bent, giving us insights into 
the minds and thoughts of certain imaginary characters 
of the holocaust. 

Chapter four investigates three plays which have in 
them scenes from the holocaust that touch the souls of 
our being. In Ih£, ~. by Mi'llard Lampell. I present 
those individual scenes that tell us much of the fear 
under Which Jews carried on their daily life behind the 
wall of the Warsaw ghetto. In ~ ~!ar~ Qf Anne rran~• 
I viewed it as an audience might view it, shOWing how 
it might react in a sentimental fashion to Anne•s life 
wihout an appreciation of what this tragic chronicle 
was really all about - that of a young girl making a life 
for herself in the midst of death. The broadway script 
allowed for ~nne to lose i tsrl!lattd:ai.U.ar .. "Jew:i:!sh content, 
watlilr:-ing it own to a lame .universal claim of the purity 
of innocence. I only briefly examine Lillian Hellman!s 
W~ Qn ~ ~hi~e· using it as the only example of a 
play that was wr1 tten duri.ng the time of the Nazi reign of 
terror. The play does not match the times. 

In chapter five I have concentrated on two themes 
in Rolf Hochhuth's extraordinary work, The Denutl• I have 
discussed the relationship of the Pope tothe murder of 
the Jews and of God to the murder of the Jews, applying 
to each relationship questions pertaining to guilt and 
responsibility. In this final chapter, I have indicated 
that we all share a responsibility for the slaughter of 
the Jews, but there are those institutions and individuals 
that~hold a greater responsibility. If one is to under
stand the universal applicability of the holocaust, he 
must first hold accountable those intimately involved in 
the event. and then determine the degree of responsibility 
others had. 

The Epilogue concludes the examination of the 
holocaust drama and serves as a brief summary • 

• 
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INTRODUCTION 

"from the story of Caln and Abel to the slaughter 

of the innocents, the violence of the human race has been 

transmitted to myth antll art. It is one of the ways by 

which mankind comes, to terms with its evils, setting 

them apart to study and profit by. Rut it is doubtful 

if the crimes of the concentration camps can ever be 

s1.iccessful.ly transmitted to myth and poetry • .,l 

The su~reme tragic event of modern times is the 

mur(ler of six million European Jews. The murder of the 

six million cannot be wlrl.olly acootmted for either in terms 

of passio~s. or of madness, or of moral failure~ or of 

overwhelming ahd irresistible social forces. Some thirty 

years af'tier the event, there is as much controversy as' 

ever. What happened? How did it happen? How could it 

have been allowed? Who is responsible? This is an event 

of such magnitude that its wound can never be healed. The 

beat we can·do with the event is to keep it im mind (for 

its dimensi.ons almost make it impossible to cdmprehend), 

and remember it~ The capacity to assume the burden of 

me~9'rY is not always practical, Sometimes remembering 

alle\ria.tes the guilts sometimes .it makes it worse. But the 
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moral fUnction of remembering is ·something that cuts 

across the different worlds of knowledge, .action, and art. 

A tragedy such as the holocaust does not easily lend 

itself to artistic treatment, but remains tied to a 

consciousness of historic factors. Dramatists no longer 

write tragedi~s. What we do have instead are works of art 

which reflect or attempt to resolve the great historical 

tragedies of our time. 2 'rhe challenge for the eplc drama ... 

tist, then, is to present history in such a way that we 

look at it freshly and comprehend its meaning f6r us. This 

task is particularly difficult when there exists already 

such widely diversed public attitudes about the event in 

question. Few times in history has any single event 

elicited such intensity of feeling as the wanton slaughter 

of six million Jews by the Nazis. Because to assess the 

magnitude of this event staggers the imagination, to write 

of it with the sensitivity it requires burdens the play~ 

wright with a more awesome responsibility. 

The dramatist must be an historian throughout his 

work. He must also be a theologian, deallng with the 

question. uwhere is God?" He must be a psychologist 

dealing with all facets of guilt that permeate the psyche, 

of those who were either intimately involved irm the event 

?J peripherally so, making distinctions between the vic

timizer, the victim. and the on-looker. He must be a 
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social-scientist, a political scientist, dealing with 

the problems involving responsibility, criminality, com

plicity. He must be a philosopher, a mystic, a re

ligionist. but most difficult of all. being all of these, 

he must above all be the artist, sensitive to his own 

needs, to the needs of his aud..ience, and t.o the needs of 

those he is writing about. 

·AtnC)ng the theatrical forms which have been devised 

te d~al with the holocaust are the political trial, per

sonal accounts • psychoanalytic therapy and :fao·tual docu .. 

mentary.3 How the playwrights deal with the events of 

the holoca\ilst and what theatrical, and/or art, form he 

chooses to make use of, these are the foci of my work· 

Does the playwright deal with sweeping historical occurrences 

or does he focus on the human tragedy of a particular 

person or family caught in the hell of the event? Does 

the playw~ight universalize the holocaust, sharing with us 

some applicable lessons, or does he treat it as an event 

that defies comparison em any comprehensible scale? How 

much of the play is "drama 91 and how much is "factual••, 

that is, to what extent does the author deal in abstractions 

to make his point? Most important, does the playwright•s 

view of his subject matter fit the historical event he is 

writing about? 'I'o what extemt does he place a commodity on 

the historicity of his work? 
// 
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While the artist may claim that it is his responsi

bility to depict the event with the maximum amount of 

artistic latitude. this writer is of the opinion, particular~ 

ly as a Jew, that the artist who writes of the holocaust 

has a greater responsibility than serving his own art• he 

must above all serve truth· Dealing with the holocaust~ 

there are some objective criteria that one can utilize to 

reflect truth. The playwright must never lose sight of 

the fact that it was the Jews who were murde~ed at the hand 

of the Na~thh While one may univei>salize this fact, it 

must never bece>me vague. How everyone in the world re ... 

acted to the holocaust is still debatable, but the basic fact 

of ·German over Jew ls ind.isputa.ble. Unless one assumes 

this most basic of facts. then any treatment of the holo

caust will necessarily be of limited worth. 

The question remains, how successful can the playwright 

interpret the holocaust? Does he have the ~ight to in

terpret it at all? Perhaps it is best to just let the 

holocaust speak tor itself• In one of the selected plays, 

lb~ ~~~l• the story of the Warsaw ghetto, is spoken of in 

these termss 

It!1~ nightmares are vi vi d. upon the stages the mere 
sight .. throug~ the smoke of gunfire -· of the wall 

:~::~sf~~;u~::·t,~~tr:~:!rP~~:~ i~: ~!Jli~~Jimands 
Because the holocaust it11el:f' is such powerful drama. the 

challenge to and the responsibility of the playwright are 
.. 

that much greater. 



AFTER THE FALL AND INCIDENT AT VICHY 

AFTER 'l'HE FALL 

After an absence from the New York stage of eight 

years, Arthur Miller con·tri buted to the theatre i:n 1964 

After .The Fall and Incident !! y~chy~ The plays, similar 

in theme, ·were radically different in technique. In 

Irwidetl! A1 Y..ichy, lVIiller•s apprQaQh was one of convention ... 

al ·realism. After The f ... a.l_!, which appeared a number ·, 

olf,anonths earlier, was the most introspective play Miller 

had writtena assuming the form of art interior dialogue, 

a process in self-discovery without the help of an 

analyst. 

~f.:t~x: 'f.l;\Et f.a++ "is a trial; the trial of a man by 

his own consoienee, his own values, his own needs. The 

'Listener• (an unseen character addressed by Quentin, 

the prcrtagonist), who to some will be the psychoanalyst, 

to others God, is Quentin himself turned at the edge of 

( i the abyss to look at his experience, his nature. and his 

time. ,.l 

At!!r. ~~ .E!.ll is a play that depicts the struggle 

of one individual to find meaning in a life that has been 

for him a road riddled with failure$ The chief symptom . 
• 
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of this individual's, of Quentin's, malaise is the loss 

of faith in self and in others. Having held the naive 

belief that ~underneath we are all friends", Quentin 

2 

was severely shaken by the disloyalties among his friends 

and associates. His own affairs proved to be failures. 

He questions himself continually as to whether he has 

lived in good faith. A way in which he questions him

self is through the use of the holocaust. the supreme 

tragic result of men not acting in good faith. The event 

of t.he holocaust indicates to Quentin the kind of disin

tegration that he himself is undergoing. However, that 

Quentin should test his:'';gg0'd faith in light of the holo

caust, or more specifically, through the experiences of 

the concentration camps, is an element in the play that 

at once seems out of place, or seems to be a cheap usage 

of an extreme historical experience by which one can test 

his own sensitivity to the experiences arouftd him. But 

the use ot the holocaust is very present for Miller, not 
' . 

only to justify Quentin's failures but to serve as a moral 

critique for a. society which is inundated with violence. 

There on a rather bare stage. rising above three levels, 

and dominating the stage is "the blasted stone tower of 

a German concentration camp. Its wide lookout windows 

are like eyes which a·t the moment seem blind and dark; 

bent reinforcing rods stick out like broken tenta.cles ... 2 
• 
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While ~;f:!ett The Fall is auto-biographical in nature, 

telling much of Miller's personal life, J.VIiller speaks of 

another theme which at firs·t seem$ fa:r removed from the 

biographical details that one enc~unters in the reading of 

the play. He is concerned with violence in 1964 and its 

heritage in World War- II· ''Primarily." Miller writes, 

"the play is a way of looking at ·tna.n and his human nature 

as the only scrurce of the ''v.io1enee Which has come closer 

and closer to destroying the race • .,J By a fur·ther extension• 

Miller posits Quentin as a representative man who has 

lived with violence (the suicides of his friend Lou and 

his wife .Maggie) and been surrounded by viol$nce (the 

holocau$t and raoe genoeide)a and is therefore someone we 

oa.n learn from. 

While Miller may claim that he is seeking through 

the use cf the holocaust to universalize the experi~tJnce 

at the ccnoentration camp he visited, there is llttle 

evidence t~at he ~ucceeds at this. Instead. ahy use of 

the holocaust has only specific re:ferences to Quentin's 

~wn life and the pt;~ople in it• At different points in 

the play the h~loeauat is employed t~ explain Quentin's 

relationship with his wife Maggie, his current fiance 

Holga. and his mother. While Miller may attempt to 

explain the irrationalitie'S in a society at large, this 

ij a~tempt proves more nebulous than his att$mpt to explain 
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those irrationalitie$ inhis own family disharmony through 

the use of the Nazi experience. 

The first time· that the watch tower of the coneentra ... 

tion camp is lit is with the entrance of·Holga his fiance8 

who represents to Quentin modern Germany and the past (she 

was related to somi$. high officials in t'he Nazi regime), 

Miller has Helga d.eseribe the camp in some detail· 

HOLOA1 The door to the left leads into the chamber 
where their teeth were extracted. for golds 
the drain in the floor carried. off the blood. 
At .times instead o£ shcHi)4ing they were 
strangled to death • • • 

This description is in the context of the death of Quentin•s 

mother. If Quentin oa.nn..ot gri:eve :for the viotims of the 

holCllcauat, hew can he be expected to grieve for his mother 

who recently died? When Quentin speaks of his mother's 

death he states. 

QUENTINs ••• It's like my mother•s funeral. I 
still near l:ler voice in the streets s(ll)me ... 
times • loud and. real, . calling me. And yet 
she •s tU''lderground. The whale cemetery ... 
I saw it like a field o:f' buried mirrors in 
which the lively merely saw themselves. I 
don't seem to know how to grieve her.5 

This scene is juxtaposed to Holga•s and Quentin•s visit to 

the concentration camp. 

HOLG.Aa 

QUENTIN a 

Oh no, I feel people ought to see it (the camp), 
that's all and you seemed so interested. 

Yes, but I'm an American. I can afford t(() 
be interested " • • (glancing at the tower) 
I guess I thought I • d. be indignant • or angry. 
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But it's like6swallowing a lump of earth$ 
It•s strange. 

Quentin's indifferent attitude to the camp accents 

the guilt he feels for the same indifferent attitlllde he 

has toward his mother's death. Specifically at this early 

point in the play, hi$ indifference sets the stage for 

Quentin's guil't with regard to all his relationships. For 

some reas~n. Quentin feels guilty that he should have 

survived. Quentin's guilt :for his mother•$ death is stated 

clearly. Standing amidst the concentration camp he statesn 

QUENTINa That people • • • what? Wish to die for 
t~e dead. Nl!)•no. I can understand itr sur
vival can be hard to bear. But I ~ I 
don't think that I feel that way ·~ ·• • Al ... 
though I do think o:f my mother now~ and · 
sh.~ •s dead. Yes! And maybe the dead. do 
bother her ~ • · • Why can't I mourn her • • • 
But what the hell does this have to do with 
the concentration camp?1 

Further, Miller US$S the Nazis by which to measure 

Quentin's mothel:"•s guilt in her harsh treatmfltnt of his 

father, and uses the German people to fu~asure hit~J own 

complioit;y in his motl)er•s mistreatment of his father. 

While Quentin has ambivalent feelings about hls mother, 

"I love that nu.t", he always attributes some sense of 

criminal aetivi ty to her .. ,.So many thoughts .cr.f my mother 

degenerate into somt crime."8 

While Quentin's hatred for his mother has real elements 

in it and is not offset by the rather embarrassing state-
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ment, "I love that nut''• i.t is difficult to share Quentin's 

powerful conviction about his mother's crime. that her 

guilt is attributable to·a crime equal in kind to the Nazi's 

murder of the Jews, and that his taeit support of his 

mother is a sign of German complicity. Here Miller seems 

to be indulging in too much rationalization, that too much 

of his experience is translated quickly into intellectual 

formulations without sufficient inspection of the effective 

content of that experience. 9 For Qtumtin to feel that every 

personal failtlre is equal to the holocaust is a b\li.t ex .. 
treme. If his mother died, if Maggie committed. suicide, 

if Lou broke his friendship, Quentin is to blame. Yet all 

these incid.ents a:re placed. in the context of the holocaust 

as spoken by Holga ... ••Quentin dear ... no one they d.idn • t 

kill oan be innocent again."10 To indict himself might 

very well be accurate. but to do so in the name of the holo

caust is stretching the point. While Quentin may be saying 

one. thing about his own li:fe, and. lack of innocence in it, 

he is, by using the holocaust, saying something quite 

different about that event. That is that the survivor of 

the holocaust, like Quentin•s surviving his own personal 

holocaust, are guilty. This type of thinking is not only 

an over~rationalization, but also an attempt to level 

part of the blame :f'or the holocaust upon the Jews, making 

those who lived through it guilty. While it may have been 

. I 
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better for Quentin to die (he threatened. to commit suicide 

when his mother went to Atlantic City and left him behind 

and at the end. of the war), is it correct to think that all 

Jews sh:ould hajte<;diE~tl !nothe ho.locauet? Is it fair to 

compare Quentin's real guilt in his relationship to his 

mother or Maggie to an btposed guilt upon the Jew who had 

little to do with the destruction of his people? 

Yet turther, Quentin fails to promote a cenvincing 

case for his own incrimination in the slaughter of the Jews 

during the war. He does try to th.rottle Maggie, and thus 

could be termed murderous in a figurative sense when he 

se.lfishly disregards the feelings of others in regard to 

his own well ... being. But cancommon self-interest be equated 

with genooid.e? If everyone possesses the urge to kill, is 

everyone guilty for actual murders? Because Miller speaks 

about guilt in the human condition in terms ef 11 equal" 

guilt, he makes no distine:tions between insults to the body 

and to pride, between killing in self-defense and in malice. 

Are not there distinctions in these?? To what degree does 

a sense of complicity justify emotional passivity?11 

Quentin does not accumulate enough.data to answer these 

! questions. 10Hie fleeting, disconnected memories of tCJWers, 

i 
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congressional hearings, and suicidal ex-socialists hardly 

demonstrate how the will to survive operates in p,)blic 

life ... 12 
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Hannah Arendt has argued that the Jews were partly 

accomplices in their own slaughter by failing to resist. 

Similarly, Maggie is shown to cooperate with the people 

who are exploiting her in a way which will help cause 

her destruction. But this too seems to be an inadequate 

link between the two parts of the play. 

If there is any realistic link to the concentration 

camp it is seen only in Quentin's relationship with his 

present fiance, who has had some real contact with the 

camps. Holga is brought forth, in part. to link Quentin's 

family, h1s marriages, and his friends• fate with the 

Nazi horror, which was perhaps the most total manifesta ... 

tion of man•s inhumanity in history. Quentin's relation

ship with Holga becomes cemented only after the visit to 

the concentration camp. From her own experience, unlike 

other women in Quentin•s life, she is too realistic to 

have complete confidence in anyone's good faith. As she 

sees it, no one who survived can be innocent. And it is 

here that Quentin feels his guilt moat intensely. 

(The tower blazes into life, and he walks with eyes 
upon it) 

QUENTIN a This is not some aberration of human nature 
to me. I can easily see the perfectly nor
mal contractors and their cigars, the car
penters, plumbers, sitting at their ease 
over lunch pailsr I can see them laying 

, I 
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the pipes to run the blood out of this 
mansion» good fathers, devoted. sons. 
grateful that someone else will die. not 
they, and hew can one understand that. 
if ene is innocent ••• ? 

(Maggie•s difficult breathing is heard. He turns in 
pain from it, comes to a halt on one side of the 
sheets~and pillow lying at the floor at Louise•s 
ftH~t) l..,~ 

;Here Miller clearly states his cau3e for the guilt that 

Quentin feels for his f$1lures with Maggie and his first 

wife Louise. and the realization cf that guilt by Molga's 

intrcdtic·tion to the concentration camp. Quentin is the 

carpenter. the plumber. Indeed., just prior to this 

passage; he goes further in identifying himself with the 

accomplices of the Nazis when speaking of hie own relation

ship wi t.h. his friend Leu. and how he failed to come to his 

aid:. trlestroying the only true ;t•riendship he had eYEU" had .• 

QUENTIN • • • • it was dreadful beoatule I was not h hl 
his friend either. and. he knew it. r•a. have 
stuck it out to the end but I h$.ted the 
danger in it f.or myself If and he saw through 
my .faith!ulnessr and .he was not telling me 
what a friend I wase ·he was praying I would 
be ... "please be my friend, Quentin•" is 
what he was saying to me, "I am drowning, 
throw me a rope I" .. Because I wanted out14to 
be a good American ;,gain. kosher again• · 

With splendid irony in this line, Miller has Quentin 

fail• H$ doesn't throw Lou the rope. but instead he opts 

to be a good American, i.e. German. 

Although not identified as a Jew, Quentin obviously 

sufte~:e guilt. or it is brought out in him through Holgae 

i ' 



By such wide extensions as the use of the holocaust, 

Miller attempts to go bey.ond the partictJ.lar events s-ur ... 

rounding Quentin's life in order to universalize the story 

of Quenti:rh But references tc Neg:t"ces, Communist'~'conventions 

in Czecho·slovakia~ and Lee Harvey Oswald all tail becaust& 

Miller the dramatist has tied Quentin down to s0 many 

sensational etents·':in Miller•s oW·n life. Human nature 

being what it ise it would seem that an audience might be 

inelined.: to put aside the high intentions implied in the 

title of the play which have tQ do with t"e fall of man 

after the eollapse of Eden.15 

The play ends. as it began, on a two and a half page 

monologue, Quentin, in effect, s~mrnarizes the theme of 

the play in the guise ot his final insights. He owns 

that he had tried to kill Maggie, and he accepts ... in a 

manner that might suggest a climax • the reSpQnsibility 

h.e shares for thlill.t d61led. Within the stretching shadow of 

the Nazi towe~. however, Quentin insists again his g~ilt 

im not an isolated thing. and that his relief at being 

alive is a feeling shared by the,:survivors of the holocaust. 

A good thing would seem to have emerged from Quentin•s ex-
.. 

pet"ienee • 1 t set.nns • :f'I!Jr now there is knowledge on his 

part of good and evil.16 This knowledge is revealed in 

his closing speech that fittingly is recited with an eye 
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to the play's title· 

QUENTINa To know, even happily, that we are unblessed.; 
:not in some garden of wax fruit and painted 
trees. that lie·in Eden, but after the fall, 
after mamy deaths. Is knowing all? And the 
wish to kill is never killed, but with a gift 
of courage one may look into its face when 
it aipeare. and with a stroke of love ••• 
fo:rg ve itw again and again • • • forever? 
• • • No, it's not certainty ••• But it 
does seem feasible • • , not to be afraid. 
Pe:rhaps it's all one has. 1•11 tell (Holga) 
that •• ,1? 

Then striding upward toward· Holgt, and leaving b.ehind him 

the figures tro11t hif!J buried life, Quentin hopefully em

braces a new life as "darkness takGs them all·"18 

INCIDENT A~ VICHY 

Incid.e!J.l. A! V~Qh;!, written a few months after ~~t~r. 

!J:t! F.!.!!• takes up some of the same themes. What A:t:t~.t 

The fall said at the end is that man still has choioee It 

is necessary to make oh~ices. In an interview, 'Miller 

said, "What it•s (At!e£ :the I!ll.)saylng is that choice ia 

still there, necessary and -implicit and that disaster is 

there and. that you c.h.bose to hope beoause you are alive and. 

dcm tt ccmmi t suicide, whtd~ impliem a oertabt illusionism 

and. so :forth but the only hope there is nevertheless. !!\"" 

sl.~en:t, a1· V~chl'. was written as t companion piece. Even 



when one doesn•t know what one has done, finally the 

respcnsibili ty fC>r it can rest only with oneself. ,,19 

Centering on a Nazi round~up cf Jews in occupied 

France, all the action of the play takes place outside an 

investigative room where thos.e who have been rounded up 

will be called in on~ by one to determine -f they are 

Jewish or not. Through the course of the dialogue that 

takes plaae in the detention room, the play ventilates 

th.e questions of the extent to which passive victims 

were accomplices in their own deaths and the degree of 

guilt i~ the survivors. both Jewish and non-JewitJh• While 

in ~ft!r %h! Fall Miller chooses to explore this theme 

through his own autobiographical history. here we see 

Miller -turn to an actual historical occurrence• Yet while 

he is using history in a pointed. way in Inc~~f!n1 A! Yi~~. 
these historical references, like th.e biographical and 

literary references of At:~!t Th~ ;Jral!, augment the au

thenticity and objeotivity of his treatment without re

stricting him to a political or topical scope, giving him 

a chance to universalize the experienc$ of the Nazi period. 

Miller is not primarily interested in the reactions of 

specific Jews to Anti-semitism in France during World 

War II. just as in his soeio-documentary Focus and ~~ 

Xht ~and :£h! Cru9!ble, he does more than retell stories 

of persecution of the Jews in New York City, the guilt of 

I 
. I 
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the weak man, and witches in Sale me 20 •'Historical :facta 

establish a suitable context for the demonstration of a 

point that would have.been made as well, the auth~r be

lieves. with evidence drawn ft'om Harlem or Vietnam. ti2l 

Secause of his attempt to universalize his theme~ 

Miller is not very successful in making one :feel guilt 

for the evils of· the world. The reason for this :f'ailure 

is that he is presenting an essentially melodramatic view 

of history that disregards history itse1r.2:2 

The exploitation of the theme that Jews were ac

complices in their own slaughter is. taken out of its 

physical and psychological setting, a most hideous state ... 

ment. It is here that Miller can shake hands with Peter 

Weiss who claims in hie play !h!, Investigflt~oll that it the 

tide were turned. the Jews would have d.one as the Germans 

did, and even if they would not have done so, both the 

guards and the victims at Auschwitz were equally guilty 

because they were serving the same systemi It would seem 

that this type of reasoning would not -make an audience 

feel guilty for the evils of the world. but rather would 

absolve them of any· guilt· with regard. to a spec i:fio event 

in h\i.tmail' his.tory • the murder of ·the Jews, · .. ·'by· levelling the 

blame on the Jews themselves. This re'sult is particularly 

evident in The ~~v~stigatign and Incident !1 y~ch~, as it 

was also present in bfte;: !!!! .fill, for both playwrights 

uae very real and very particular incidents by which to 

: i 
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make an universal statement about the nature of man and 

his inadequacies in copir1g with justice and violence. But 

because of Miller•s and Weiss• dedication to the particulars, 

as we will see, they lose the possibility of universalizing, 

and what is worse, they limit the possibility of making an 

audience feel anything for the particular hi~torical event 

they were using as a tool. As a result, !h!, Inye!!Jtig~:!;,A,Q.n. 

Aft![ The ?~~l· and particularly Incident !! Y.ic~~~ be-

cause it does not include the gross details of the camps 

(as does !h! Jnves:tigati~n) but rather covers the events 

in a small town prior to deportation, have the effect of 

making the'iaudience feel·dead certain that it does not have 

any responsibility for the Final Solution, any more than 

the good "radic-libs" (Miller and Weiss) who wrote them 

can be anything but mystically deluded to shoulder the 

guilt for the evils of the world. 23 

How :frustrating that the immeasurable suffering of' 

the victims must subMit to the limits and the possibilities 

of art (as c.c.mceived by Often self-conscious and self

righteous playwrights) or be forgotten. "Unless art 

kee.ps their memory. the tears and the trembling of all 

the children who walked to the terrible school of the gas 

chambers will be no part of ou:r.· lives •• ~ The words that 

Wi·ll:~·'oonsole thetn have not yet been spoken ... 24 Miller, 

like Weiss, has spoken the words, but the question re

mains - who has he consoled? 



15 

While the play uses many characters. the focus of 

the play cer1ters on the harsh • realistic Jew, Leduc and 

the former nobleman. von Berg. who has been mistaken for a 

possible Jew in the initial :round. ... up. Included also in the 

group that is awaiting an apparent serious sentence un

known to them are an assortment of cardboard. characters 

that serve as ster$otypical examples of victims or the Nazi 

reign of terror. There is Bayard, the electrician, who 

says, .. You begin wishing you'd eornmited a crime, you know, 

something definite."25 There is the self-confident busi· 

nessman who feels that it could never happen to me • "It'w 

perfec_tly clear that they•re maklng a routine identity 

check •• ,26 And so o:ru thet"e is Lebeau, the painttr 9 and 

Manceau, "the actor, who, although they are not sure of 

what precisely will happen. feel the inquiry will not 

take long and they will be freed tor·they have done nothing. 

There is the professor, the expert in discerning Jewsud;n much 

the same absurd wa~ as the Jew detector in Max Frisch's 

A,nd;!U~r!• 

The d.ialogue among the people who are waiting runs 

the gamut of philCllsophical disco-urses. There is the dia

logue that in the face of ha:td facts, the people, Jews 

in particular, refuse to believe that anything serious is 

happenbig. 



BAYARD• • • • I warn you. don't believe anything 
they tell you .. I heard they're working the 
Jews to death in Polish camps. 

MONCEAUa I happen to have a oousint they sent him to 
Auschwitz; that's in Poland. you know$ I 
have several letters :from him saying he's . 
fine. They've e'Van taught him brioklaying.2? 

There is the universal discussion ~f evil being tied to 

all people. 

MONCEAUs 

LEDUCs 

MONCEAU• 

I beg your pardon~ '.rhe Russians condemn 
the middle ola.ss t the English have condemned 
the Ind.iani\1, Africans, and anybody else they 
could lay their hands on, the French, the 
Italiens $ , • every nation has condemned 
somebody because of race, including the Ameri
cans and what they do to the Negroes. The 
vast majority o:f mankind is condemned be ... 
cause of its·:race. What de you adviee all 
these pe~ple ... suicid.e? 

What do yo~ advise? 

I ge om the assumption that if I obey the law. 
· wi.tl'F<f!ignity;,I will live in peace. I may not 

like the law, but evid.ently the ma~ority does, 
or they would overthrew it• And I m speaking 
n~w of the French majority, who outnumber the 
Germane~ in this town fifty to one. These 
French· poli<'H'J • don • t forget, are not German. 
And if by some miracle you d.id knock o'Qt that 
guard you would final yoli.trself in a city where 
not one person in a thousand would help you. 
And 1 t • s got :nothing to do with being Jewit!lh 
~r not Jewish. It is what the world ie, se 
why don • t y(!)u stop,!) ins11.ll ti:ng others with ro ... 
man tie ch.a.ll~nges. 4 8 

In the play there. is talk of Ge~., indifference to hu. ... 

man l!.na:t:fering. guilt . and respcnsi bili ty. But all the dis ... 

ctulJaicm ,. i.tb.at•·;elitc~dtP Leduc. and Von Berg, the principal 

characters. is so restricted that the play at times becomes 
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nothing more than statio and mere melodrama. At no time, 

with regard to the seoondary characters. dGes Miller pene

trate below the argumentfll.tive surface. N~ne o:r the speakers 

suppcrt their position with the psychological data that 

give $ubsta.nce to other workG by Miller or to a p·lay like 

Sartre • s The Y.$;~tqJ;'11• :,r~e Y1ct0J;:S · ih1folvee. a limila.r si tua

tiGn .... civilians awa.iting·interrogation and prob$.ble exe ... 

cuti'n in Nazi-dominated. Franee ... but intamicies br«l)Ught up 

dtrring a f:rantic. self-evaluation supply an experi.m&ntal 

baeia·ter Sartre•s philoeophi~al stand, in much the Si\me way 

as did Sartre •ss gom~eronep. !l Al;tjon&h In ~1J2~~~t!nl U !iOh:'£., 

'Miller • unlike Sartre, does not specify the pers~nal i-mpetus 

berhi:nd the claims and. c&unteu, ..... olaims. His characters are 

merely vehicles tor his theatrical a,ssertion that the blind. 

frozen in their respective postures. refuse to admit their 

"implication in the· evils .they oppose ... 2~ It is here • irt 

the setting of one detentiGn room. that ·Miller seems to 

show eaoh awaiting perse)n jeaol.usly defending his accustomed 

identity • denying .the wor.th. of ·his brother, and proving that 

"the Jews have their. J·ews. ••3.0 

Miller has stated that ·what haunts him most is not only 

the murder o:f the Jews. but also the oryot the wounded. the 

screams of the tortured in Vietrulm•3l Ye·t, it~is strange 

that Miller, like Weiss and Sartre (9ond~tnne~. It ~~l1:qna) e 

ohooses to imply that the Jew is a guilty party in th~ holo· 
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caust. Miller seems, perhaps unwittingly, to indict the 

Jew in ~rder to rnake his .point (a la We iss) ·that we all 

share the guilt for society's evils• 

But Miller seems to·rub this last point in. His hero 

turns out tB be a gentile, not 0nly a gentile • but one 

related to a Nazi official. Von Berg, this hero, coming 

into the detention room. sides with justice, with his pride 

being on the hurrrane side. the right side. And Leduc, the 

Jew. dieoovers "his own complicity with the forces he 

despiset!:s-"32 Von Berg is even more unbelievabltt as an hero 

than Hochhuth*s Father Riccardo because it is difficult to 

imagine that Von Berg would pe.rtcurm such an heroic deed. 

Prior to Vott Berg's final dialogue with Leduc, he eould 

only feel that the reauums the Nazis were d(!)ing what they 

were doing was because of 'bad. manners. 

VON BER<h Well. don •t you think Nazism ~ •• whatever 
else it may be ~ · • • is an outburst of vul
garity'? 

BAYARD• I'm. afraid it's a lot more than that my friend 
• • • Yott make it all sound like they have bad 
table manners, that's ~11· 

VON BERGs They certainly de. yes~ N~thing angers them 
more than a sign of any , • • refinement. It 
is decadent. you see. 

BAYARD• What kind of statement is that? You mean you 
left Austria because o:f their table manners? 

VON BERG a Table manners • yes a and:':their··a.;d..o~ation of· 
dreadful art; and grocery elerks in uniform 
telling the orchestra what music it may not 
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play • ·Vulgarity can be e.nough to send a 
man cmt o:fhis country, yes, I think eos 

BAYARD• In ether WGrds. if they had good taste in art. 
and elegant table manners, and let the orchestra 
play what~:~ter 1 t liked., they'd be alright 
with you • .:'-' 

The play reaches its climax in the verbal confrontation 

between Leduc and Von Berg$ It is not subtlety that Miller 

has. in the context or the play, portrayed Leduc as a rather 

impudent hot-head. and Von Berg:as well-meaning, though 

naive, sytnpathetic and so:f't ... spoken individual. It is in 

this :final dialogue that Miller attempts to handle once and 

for all the qutstio:ns of guilt, survival. complieity, and. 

responsibility. 

VON :BERG (With great difficulty,· not looking at Leduc) • 
I would like to be able to part with your 
friendship. ls that possible? 

LEDUC• Prince, in my profession one gets the habit of 
looking at ~neself quite impersonally. It is not 
you I am angry with. In one part of my mind it 
is not even the Nazi• ,I am only angry that I 
should. have been born be fore the d.ay when man 
accepted his own nature • that he is not l"easonable, 
that he is full ofr'murder, that hi$ id.&als are 
only the little ta:l( he pays for the right to 
hate and kill with a clear oonsoi•nce. I am 
only angry that knowing this, I still deluded 
myself· That there was not ·time to truly make 
part of myself what I know. and to teach others 
the truth. 

VON BERG (Angered, above his anxiety)a 
There are ideals of another kind. There are 
people who :find.it easier to die than stain 
one finger with this murder. They exist. I 
swearit to.yott• People for whom everything 
is not permitted, foolish people and. inef .... 
fectual. but they do exist and will not dis-
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honer their tradition. Desperately (itali~ 
cized)t l a$k your friendship. 

LEDUCa I owe you the truth, Princes you w~n•t beli.eve 
it now, but I wish you would think ab~ut it and 
what it means. I have neve~ analyzed a gentile 
wh~G did not have. somewhere hidden in his mindp 
a ~islike if not a hatred for the Jews. 

VON BERG'' (Clapping his ears shut. springing up) a 
That is impossible, it is not t~ue of me! 

LEDUC' (Standing, coming to him. a wild pity in his 
voice) a 
Until you know it is true of you you will de$troy 
whatever truth can come of this atrocityo Part 
@f the knowing who we are is knowing we are not 
someone else. And Jew is only the name we give 
to that stranger. that agony we cannot feel~ 
that death we look at like a cold abstraction. 
Each man has his Jewa it is the otherQ And the 
Jews have their Jews. And. now& above all, you 
must see that you have yours ... the man whose 
death leaves you reliev-ad·that you flt"e not him~ 
desy.>ite your deeency. And that is why there is 
nothing and will be nothing - until you face 
your own complicity with this ••• your own 
humanity. 

VON BERG• I deny that. I deny that absolutely. I 
never in my life said a. word against your 
people. Is that your implication? That I 
have something to do with this monstrous
ness! I have put a pistol to my head! To 
my head! 

LEDUC• Prit'l.ot. you asked me if l knew your cousin, 
Baron Kessler. Baron Kessler is a Naz1.s H.e 
helped to remove all the Jewish doctors from 
the medical schoQl• You were aware of that, 
we:ren•t you? You must have heard that at some 
time or another. didntt y@u? 

VON BERGe Yes. I heard it• I • $ G had forgotten ite 
You see~ he was , e • 

LEDUCs ••• Your cousin. I understand. And in any 
case. it is only a small part of Baron Kessler 
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to youe I do understand it• When you say 
his name it is with love*· and I •m ~:.n.are he must 
be a man ot some kindness, with whom you can 
see eye to eye in many things. But whert I 
hear that name I see a. kni'f'e• You see now why 
I say there is nothing, and will be nothing, 
when even you cannot tri\ily put yourself in my 
place? Even you! And that is why your thoughts 
of suicide de not move me• It's not your guilt 
I want, it•s your responsibility - that might 
have helped. Yes, if y(!)u had understood that 
Baron Keasler was in part, in some part, in 
some small and fruitful part ... d.doing your will. 
You might have done something then, wi·th your 
standing. and your marne. and your dece.ncy, 
aside from shooting yourself! 

VON BERGs What can ever save us? 

(The door opens. The professor comes out) 

PROFESSOR• Next. Come! 

(The professor enters the examining room • • • 
The door opens and Von Berg walks out. In 
his hand is a white. pass. '!'he door shuts 
behind him. He is looking at the pass as 
he goes by Leduc, and suddenly turns. walks 
ba.ok, and thrusts the pass .into Leduo•s 
hand) 

VON BERG~ (In a ~rJtxoatlgely angered whisper)• 
Take it! .·Go • • • Number nine Rue Charlot. 
Go. 

LEDUCo What will happen to you? 

VON BERG (Angrily waving him away)• 
Go, go! 

LEDUCs I wasn't asking you to do this! You d.on•t owe 
me this! 

VON BERGs Go!'4 

At this point, Leduc uses the pass to escape, and. Von Berg is 

lett be.hind. The professor knows that Von Berg gave away 

tM 
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his pass. The play ends with the professor staring be

wilderedly at v:cm',Berg as a new group of men are brought 

into the detention room. 

So the play ends with Von Berg making a commitment, 

serving as thtt eaole affirmative sacrifice for good., as does 

Father Riccardo in !ttl! R,~]2Uj:!• If· Von Berg oould. act in good 

faith, then there is hope, ae there was hope with Quentin. 

Yet, em the other hand • there is Leduo, the Jew, who serves 

notice on complicity. and.who will obviously feel guilty 

because he will have survived. 

Out of this play is supposed. to come some sort of 

universal message • that in the face of Harlem and Vietnam, 

and oh yes, Nazi Germany, there are .those among us who pre ... 

fer evil t® g~od, knowing it to be evil, and yet who appear 

to be as other men.35 Such a person by no slight coinoi• 

dence happens to be Leduc Wh(l) let someone else die in his 

place and whe will be forever g~ilty for he was one Jew who 

survived. While guilt and. survival may at times go hand 

and hand, by using Leduc as his final human proof of his 

thesis, Miller tails to make his point. If, for Miller, 

Leduc is everyman, and if everyman is guilty. then no one 

is finally guilty for the six million except perhaps Jews 

like Leduc. Leduc is the only character in the play that 

has some hold on the "truth"$ Yet it:is Von Berg who seizes 

it and acts out the "truth"• For Millere this should be 
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frightening. Given his thesis. instead of universalizing 

his theme. he merely managed to let the Germans off the hooke 

And if the Germans are not guilty, who is? Robert 

.Brustein.!.,:noted e:ritie, writes .. 

Only one cha:racrter has an option on the Truth, which the 
others will eventually take up with a cry of Eureka! 
• • • I_t is apparently Mr· Miller's fate to stumble 
t:apon Pressing Questions long after m~re subtle minds 
have exhausted theb." poss-ibilities, and then pass them 
off as Pro;found. Revelation ... but all he adds are the 
capital letters. The theme ••• is nothing but 
half-underetoo4 Hannah Arendt ••• (who) showed how 
all Europe was implicated in the :rate of the J-ews. but 
she llardly exculpated the Germans • • , Miller somehow 
manages to get the Ge.rmans off the hook, If GJverybcdy 
is guilty, then nobody is guilty, and the erx:termiru11.ti~n 
of six million can be attributed te the unive~sality 
cf human evil. another 'Slrgcatre~:~_,ecu:n"ltly discovered. by 
the author.36 
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II• THE MAN IN THE GLASS BOOTH, THE INVESTIGATION, 

THE CONDEMNED OF ALTONA 

INTRODUCTION 

"Certain Jews claim the play is pro ... Qerman, anti ... 

semitic. Well, they are stupid Jews. There are stupid Jews, 

you ltn(llw. th~ugh one isn•t allowed to say it because they've 

been so insulted. It is ~:nly the stupid. Jews who get so 

emotional about the German thing in it, I think that I am 

the most pro Jewish writer alive be~ause I have said through 

Goldman. listen you are such great p'ople that it is up to 

you to set the example, and I am prepared to insult you if 

necessary. I have done everything I can to examine the 

differences between the jailer and the jailed. I am telling 

you tn the ccnoentre.tion camps you have to behave like Nazis 

to your ()W'n pe~ple~~ The Jews have this special vuln.erabilityt 

I was so moved by the irony of observing the way the Israelis 

behaved. with Eichmann and. the way the Jewish community of 

Johannesburg collaborates in Apartheid. I think that Goldman 

was worried about what it was in him that enabled him to 

• • • Were not the survivors sometimes the worse?•1 

••1 see Ausohwi tz as a scientific instrument that could 

have been used by anyone, for that matter given a different 
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d.ea.l the Jews could have been on the side of the Nazis. They 

too could have been the exterminators • • • Before the play 

opened in New Yerk, I had great trepidation because of what 

I said about South Vietnam wher-e· a Nazi ... style genocide is 

takine;. place in the context of corporate profit."2 Israel 

is threatening the p~ace. ctertain Israeli leaders. have 

fascist tendencies. and as a ree~lt the war in Vietnam has 

e u:fte red • ) 

It is with these atti-tudes that Robert Shaw, .. British 
' 

actor, di.rector and playwright, and Peter Wei$$. a.uthor of 

the controversial Mat•!:~:. !!!., W£, t-e'lpect~:v~ly;:wZ.:ittt their 

plays. ~be M.an ln·. ~h~. ~!.!!.· B9Pif.~ anc;i 1h!, !DVftstfm;tlsn• 

And i.t is precisely becaus$ of these atti tu:clt)s that one can ., 

tmderstand the themes that both playwrights dwel.l .. upon, as 

d.oes Sartre in The Con.demned .Q! Altona, - that the 'holocaust 

has an universal message. Man if.' capable of evil. This is 

proven llY the actions of the Jews in the holocaust. for not 

only were they col.laboratcrs in their· own destruetion,,,j) 

but '!given a. different deal they could have been the exter .... 

rninators"4', ... ,,. • ~ • people of Israel, if he had chosen you• 

you also·,would have followed where he led ••• 5 
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which appeared em Br-oadw~y on September 26, 1968, cHmtains 

three different elementsa There is Goldman the Jew who has 

survived the concentrati~n camps and now lives as a success

ful businessman in New York ca ty. Goldman is portrayed. as 

a coarse • loud, crude, rich and. re'liol ting inf.U.vidual. Sha:w, 

by no coincidence, paints him with effective detail as a 

depraved and amoral man. The play~s second component tells 

of I$ra$li agents tracking down a Nazi fugitive named Dorff. 

whc Goldman for the moment turns out·to be. Dttrff (Goldman) 

is then whisked cd':f' to Israel, placed in a glase booth 

(references to Eichmann are purely intentional)t and spews 

out his philosophy on the Na~i sol.utic:m for the Jewish race. 

The final component shews Goldman-D~rff to be a Jew whG 

helped the Nazis carry out c~imes against the Jews. Here~ 

like l'.h.!. llJ~estiga:~~~l.h the universal mesaage of the play 

is presented. By the time Dorff's true identity is re ... 

vealedt Shaw has had him say all that is rtecHuisary ... '0If he 

(Hitl.er) had chosen you. you also would hav$ followed where 

he led$ 0'6 The Jew Goldman is a perfect e~ample in that he 

collaborated with the Nazis. So universal guilt is seen 

through. the Jew. 'l'he good. that ca.n be learned from the war 

atrocities ean never cornpE.H'\sate fot' them, but not to try to 

learn can cnly enlarge the calamity. !h~ ~ In 1~ Ql!!! 
~ emphasizes that our world, increasingly. is divided 

bewt$en the jailer and the jailed ..., and that sometimes the 
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two merge.? "At bottom 0 beneath the shifts and the spins 

of the play, one seems to detect a banal calculus of moral 

platitudes about the relation between oppt-essor and victim, 

between those who lust to kill and, those whoe excited by the 

smell Of that lust as it engulfs them. lust to -be killed. 

But too many people have dropped to a lethal co·mplacency 

by falling back on such chic analytical cwncei ts ... s It is 

these coneei ts that see ~~e· Man In Ih! Q}Jl!.! ~g~th, move from 

Nazi exhortation to Jewish confession. thereby placing the 

play in the we .. a:re•all ... guilty camp alongside Weiss• and. 

Miller's plays. This school of thought, howeve~ well""in

tentioned. uses the "bromides of popular psychology or 

(in Weiss • case) economics not tel explain but to explain away 

what the Germa.n.s did to the Jews. ft,9 What we have here is a 

play, like Miller's. that lets everyone off the hook, by 

taking the play out of its historical context and levelling 

the blame for the holocaust on the Jews. 

However, Shaw wants to go further, for as if to prove his 

point, he picks en the Jews living in South Africa. as living 

proof that they are capable of the same atrocities as the 

Nazis were. 

GOLDMAN• You South African Jewish? 

YOUNG MANs Yes • 

GOLDMANs You live in Johannesburg? 

YOUNG MANa Yes. 
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GOLDMANs Doing well? 

YOUNG MANa Yes<t I arn doing very well· 

GOLDMAN• No further questions, 

JUDGEs Continue. 
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YOUNG MANs Adolf Dorff is a murderer. On May 17th, 
1942, he shot my mother and father before 
my_ .. eyes·· That is all I have to say.lO 

Here we have the supreme profanity. Tzelniker, the young 

JYUlLn~doing well in Johannesberg. is the same type o:f person 

as Dorff who killed the youth's parents before his eyes. 

What is so blasphemous is that we have one Jew who col

labot'ated with the Nazis be 1ng used as evid.enoe for. a uni ... 

versal statement of world-wide complicity in the hol.ocaust. 

Shaw insists on this point by showing how vile the Germans 

and Hitler were, In Dorff's speeches at the end of the play, 

one senses a prose-love poem, or ode to the Fuehrer. "People 

of the world~ let me speak of my Fuehrer with love ~ •• 

(with ecstacy) Heil Hitler, Sieg Heil. Sieg Heil. Sieg Heil•"ll 

What we have here, as the play reveals at its conclusion, 

is a Jew praising Hitler ... showing that if a Jew could do 

this. then perhaps the Jew may have deserved his fate be ... 

cause of his obvious partlcipation in the evil around him. 

This last point is in harmony with Weiss who claims that be

cause the Jews did not rebel against an unjust socio ... politi ... 

cal order, they were contributors to their own de.ath. 12 
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Implicit throughout the play, and particularly in the 

court scene, is GO·ldma.n •s desire to be a kind of Christ

surrogate who wants to be martyred so that people might feel 

some fitting atonement has been made for the monstrous wrongs 

done to the Jews. Yet when the play closes and Dorff's real 

identity is once again disclosed, all.we have left is a man 

sitting in a glass booth who will soon be forgotten. Shaw•s 

conception of martyrdom or atonement makes it seem less a 

matter of conscience than an attention-getting device on a 

grandiose scale• Some crimes ... and the murder of the Jews 

is certainly one • dwarf atonement. 13 

While Shaw may be making a major statement about 

South Africa or Vietnam in his play, there are too many 

elements in it that merely narrow the play to an ugly 

treatment of Jews. While Goldman at the outset of the r;lay 

is the gross Jew Shaw paints, other Jews are crud.e ly pre

setlted in the most blatant stereotypes possible. 

GOLDMAN• Hey.- there •s a guy in Carolina upset. God-
dam Jewish father gotta boy actin' Jesus Christ 
in the school nativity. But won't give up the 
part. Says it•s a great role. I got an idea 
from that. There are all kinds of sick 
semitics in these shtetls, Charlie. They got 
these cardiac Jews, that's Jewish in the heart 
Jews, they got the revolvin' door Jews. that's 
in-at-Rosh~Hashanah-out-at-Yom-Kippur Jews, 
they got these !~uth African-keep-quiet-about~ 
Apartheid Jews$ 

Then later on the witness stand as Dorff, he tells the court 
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how the Jews collaborated. with the Nazis~ · 

GOtDMANa ••• What I don't get~ Your Honor, is why 
the prosecutor does not demand the exposure 
of all the German 2i\lthorities who permitted 
me to get em with my German work~ and. all 
thtHse Jews who helped. me?1.5 · 

And, ~The pr~secutor drives a volkswagon."16 What makes 

these last statements of his testimony so abhcrre:nt is the 

revelation that Dorff is a Jew after all. 

There is another problem with The.M~~ In ~h~ ~la~!. ~ooth 
that is most vi tal.. It is applicable to ~ Inv~.~j;iga~i.~U 

as well· Both plays are written in a dual historical 

context. They are primarily based en the holocaust itself, 

but also are concerned with later court proceedings connected 

to the holocaust. But neither play allows for cross-examina

tion, Dorff'·Goldman gives his speeches without interruption. 

In The 1VY.~Pt1atl9.r:t there is testimony, but little dialogue. 

The holooatu~t is an historical event • .and to abuse history 

and to exploit a particular historical event is a shameful 

aot. But perhaps for us to enjoy a play theatrically about 

an historical experience that may be too enormous and for

bid.ding :for effective treatm(int. then the author must avoid 

the facts of history3 The problem cf presenting an historical 

drama or documentary drama is more challenging for Weiss than 

Shaw (net so mu.ch for Sartre in !h!, Q.~nd~~! Q! ~.1:!PP!), for 

by Weiss• own admission his play is based on "facts, facts, 

ttnd more faets until they become unbeara:ble. Ninety ... nine 

d. 
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percent of the play is fact." 1 '7 But !b.! ~ 1.n ~be, G;La~! 

~9~~~~ out of its historical context, the questions it 

~aiaes about German guilt, Jewish passivity and co~plicity. 

the paranoic personality of the areh killer, along with the 

reo! tal of atrooi ties, offer no fresh illuminaticrm .• 18 ''The 

personages in The Ma~ In 1~! Glass ~P~.!h are figureheads 

mnd not full ... bodied eharacterss its theatrical d.illy-dallt"ing 

with history • psychology, and mental ooneepts becu.nne dis ... 

tasteful, and not to say, shameful-•19 

"Shaw's chief ambition is to constrmot a hip moral drama, 

one informed by our contemporary awareness cf how the oppressor 

and the victim may be united. how the sufferer may be a secret. 

powerless Nazi. dreaming of his torturer's jaokboots~~~20 What 

the play does is leave the Jew holding the key to his own 

death, not to his survival, and the theat~e· ... goer "leaves 

feeling that this gravest of events in the political order 

hasn•t been newly imagined but exploited, and rather ineptly 

at that ... 21 

THE INVESTIGATION 

Perhaps no play abcut the hbloeaust, with the exception 

at ~ll,. P~lU~t:ll:• has cau.1ed suoh a strong reaction as Peter 
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Weiss • The 1.V.Y~§t.i_g!-.'1!llr!• presented to New York audiences 

in October of 1966~ The reason for this reaction was not 

due to anything the playwright necessarily did, but what he 

failed to do •. His exact account of the testimony of what 

happened at Auschwutz, while graphically repot'.ted, is not 

the reason for the strong reaction. nor is the fact that it 

was the fir$t play of its kind presented to German audiences 

the reason. Weiss • presentation is not like his ~~a!:at ·$!!,·,. 

§.!!.4.! which brought the audienoe into a close participation 

with the actors. The reason for the reaction to T)le loye,!!fl!· 

gat!.~!l is what Weiss failed to mention. Here we have a play 

based on. "fact, fact. and more facts until it beoomell!l un ... 

bearable."22 But what are missing from the play are these 

essential fates ... 1) that Jews were killed during the holo"" 

caust and 2) that this was done because of the theory of the 

Master Race. Bottl of these f.acts, vital to a simple und.er• 

stantU.ng of the slaughte!'" of the Jews • are totally omitted 

:from Weissa d.rama. and intentionally in a :futile attempt to 

universalize his theme. "The play is not to be taken as a 

li.mi ted portrayal o:t• Na~i inhumanity to Jews (how could. 1 t 

be. there is no menticm o:f' Jews) • The Nazis did kill six 

million Jews. yes. but they killed millions of others. The 

word Jew in faot is never used in the play. The closest I 

come to it is in mentioning a victim named Sarah. I do not 
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identify myself anymore with Jews than I do with the people 

of Vietnam, or ,the Blacks of South Africa. I id.entify my ... 

self with the oppressed .. of the world , • • !):le ffiyestigaUon 

is about the extreme abuse of power, that alienates people 

from their own actions. It happened to the German people

but that is not important. I see Auschwitz as a scientific 

instrument that could have been used by anyone to exterminate 

anyone ... 23 To prove his point. what could be more universal 

than to use the victims of the holocaust as the proof of 

this view? "For that matter. given a different deal the Jews 

could have been on the side of the Nazis, they too could 

have been the ext~rminatora•"24 

Weiss has a real problem, for a play so based on facts 

should not misread history$ While Weiss may be artistically 

serving his view of history. a problem remains in that there 

is absolutely no shred of evidence that, had the roles been 

reversed, the Jews would have done likwise. Admittedly Weiss 

tries to !.mply,'Fthat any understanding of Jew should under

stand it to mean a strictly ••human" character.. But the Jews 

were so singled out in the holocaust that it is virtually 

impossible to think of them as representatives of human 

beings responding to the human condition. Weiss points out 

that Jews have done likewise by showing, under testimony, 

that Jews in fact did carry out the killings against their 
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COUNSEL FOR TKE DEFENSEs And didn't these prisoners also 
d.o the ki.lling? 

9TH WITNESSt In the beginning they had to. 

COUNSEL FOR THE DEFENSEa So the prisoners were killed by 
their own pe opl~ ?2 5 

The circumstances under which the Jew killed. is not analogous 

to the ciroumstancea under which the Nazi killed .• 

PROSECUTING ATTORNEYt We protest these tacti.cs by which 
the defense seeks to blame prisoners 
for actions carried out under the 
threat of death.2o 

Here Weiss is suiting his own needs and not history's. "When

ever we hear that a theatrical evening is documentary in 

nature, we make quick, ·natural, but not necessarily valid 

assumpt~.ons. We assume that the function of a documentary is 

to convey information and that when we go to such an exhibit 

we go to acquire information."27 But for Weise we cannot 

assume this, nor can we assume that historical truth is his 

goal eithert "Of course. I selected my facts to suit a pur ... 

pose • it is Capitalism.. The whole Western way of life is on 

troial."28 It is because ot his political leanings that Weiss 

( . shows us no accusers or accused, crimirulls or victims. Given 

his "humanistic socialism .. , the victims were accomplices to 

tne revolting crimes because they had not, at an earlier 

stage. revolted against the society which produced the men 



capable of committing them. 29 And so by Weiss • own admissic:m, 

~h~. ,J;nve.~'!:Jgatioo is used. to ereate a "new world order for 

the salvation of all mankind. and indeed turns the key to it. 

socialistic humanism or humanistic $Ooialsm. But it is hard 

not to suspect that it is essentially just tor himself 

because he ha&l re~ected.'Or;,·lbeep rejected by so many wor+ds ... ;o 

While Weiss never mentions Jews in his play, he does 

mention Poles and Russians• What nas happened is that Weiss. 

by his own admitted d.esigno has said that Russians and Poles 

were innooral'\tly killed, but the iuunentioned killed, the Jews. 

were not in~~i for they were collaborators. Now one can 

understand. that this was done to emphasize the unive:rsali ty 

of the crime. But it is shocking to the theatre~goer that at 

least three references are made to Russians and Poles killed 

at Auschwitz. Evidently one may mentio~ members of the 

Comntu.nist block and remain universal, but may not similarily 

mention Jews. Others may have suffered at Auschwitz. but it 

was ·the Jewish people primarily that $ndured the terrible 

agony or the death of one-third of its men, women, and 

Children in the camps. 

The .frightening thing about Auschwitz may or may not be 

what Weiss piotu:res and implies in !h.!. ~nvestis~:t;,i<;m. What is 

certainly frightening is what is being made of it today ... 

this above all the legitimate symbol of European Jewry's 



fate under Hitler, and something horribly beyond a symbol. 

But the \~.ind.tiate·ct-;tisti tor (given Weiss • play), should 

someone ask. would probably react, "Oh, were Jews killed 

here too?"31 

It is because of this reaction that 1'1:!.! 1,nv~.f9tig~~!..2.ll 

ult.imately fails to make its point. The omission of the 

word Jew and of the Nazi racist doctrines indicates that 

Weiss is using a tragic historical incident to suit his own 

needs, and in the process he has not only prostituted the 

event, but also has not made his point. For a man who feels 

so deeply with the oppressed of the world, it is surprising 

that he cannot feel deeply for that partii.cular historical 

event he chooses to show his sensitivity. Weiss• tragedy 

thus becomes a tragic event in itself• 

By the end of the performance it is possible to wonder 

if this playwright who has moved from the Marquis de Sade•s 

world of fantasy to Himmler's world of achievement for his 

inspiration is grappling with the problem of wickedness, or 

hardening our sensibilities and habituating the idea of 

brutality.32 Theophilua Lewis has writtew. "Auschwitz has 

become synonomous with horror, but Weiss restri.cts our 

horror to an intellectual rather than emotional level. His 

aims seem to be to make the audience think about the atrocities 

instead of :feeling their impaot."33 What this may point out 

is that Weiss is more of a documentari.st than a dramatist, 
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yet any attempt by him to make the audience feel for the 

victims is by-passed. Walter Kerr who essentially finds 

Weiss' work to be compelling and understands the play to be 

extremely p·Gwe-rtl\1 says, "When Weiss does attempt andramatic 

vignette, as in the episode called 'The End of Lili Toffler•, 

he gets his narrative all back to front, failing to make 

usl.'·see an actual girl named Lili Toffler and leaving us, even 

here, with only the statistical ho~ror of her having had to 

endure an unexecuted order, 'Fire•, so many times that she 

finally begged to be killed. He does embody lis visionsa he 

does not fit them with clothes."34 

But now it is important to understand how Weiss can e

quate prisoner and guard and in so doing present his universal 

theme. There is an internal inconsistency in his view of 

the basic differences between victim and victimizer at Ausch-

witz. The defense counsel tries to argue that since the 

machine allowed for prisoners to do the killing, then there 

is iess distinction bewteen the guards and the prisoners, 
~! 

than between both of them and the people outsi.de the camp. 

In the name of fair play. though, Weiss brings testimony of 

the survivors to refute the claim by the defense counsel. 

2ND WITNESSa I had orders to perform autopsies. The 
purpose of this work was purely scientific. 
I had nothing to do with the killings.JS 

------------------------------------------------ - ~ 
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But Weiss soon confuses this testimony in the Scene "The Song 

of the Fire Ovens." He confuses the distinction between 

guard and prisoner, without any foundation in reality. and 

states that all those at Auschwitz were bound together by a 

dedication to the same system. 

7TH WITNESS •· I only want to point out if I may how many 
spectators lined the way when we were 
driven from our homes and loaded into 
freight cars. The accused in these pro ... 
ceedings were only the last in a long 
line. 

ACCUSED# 1• Your Honor. I was against the whole thtng. 
I myself was persecuted by the system.J 

So Weiss at the play's end has reduced his whole indictment 

to the ancient one of man's inhumanity to man and to the futile 

one of everybody's guilty. 

Weiss can make so profound a misjudgment because he has 

left out of his entire vision of Auschwitz the factor of the 

Nazi ind.eGlogy of racism. It was racism that Hitler used to 

justify all his crimes. And so we have the astonishing fact 

of a play about Auschwitz in which neither racism nor Nazism 

is mentioned. 

Equally astonishing, as aforementioned. is Weiss' ommission 

o:f the word Jew. It is general knowledge that the majority 

of those killed were Jews, just as it is general knowledge 

that the maJ.n thrust of the Nazi extermination camps was di

rected at the Jewish people as a whole. Yet Weiss mentions 

that Russians were killed at Auschwitz4 
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?TH WITNESSs ••• Three million Russian prisoners of 
war shot to death as well as the ten 
million civilians of the occupied coun-
tries who perished.)? · 

How can a play that insists on facts leave out such a fact, 

no matter what purpose the l'laywright is trying to serve? 

While Weiss may be quoted. as saying that he omitted the word 

Jew because "I do not identify myself anymore with the Jews 

than I do with the people of Vi.etnam or the Blacks of South 

Africa" (Of course, many European Jews did not idea~ify them

selves as Jews. but that mattered little) ,Jq.ould he write a 

play about Vietnam and not mention the Vietnamese, or about 

South Africa and not mention the Black South Africans? 

Oliver Clausen writes. "The scene is the Polish state 

Auschwitz museum and as such is principallya shrine to 

Poland•s own heroic resistance to the Nazis or Fascists and 

Communist parliaments."39 Countless Poles were indeed killed 

t~ere, but the guides do not mention that the· particular 
./ 

extermination camp has a significance all its own in Jewish 

history. Likewise the official guidebook reads, "Auschwitz 

symbolizes German terror and human suffering but primarily 

Polish and Russian suffering ... 40 (This curiously is ex

actly as Weiss phrases it in hie play). The fact that some 

Jews happen to be among the victims i.e cmly mentioned in 

passing, mo~e specifically in reference to the killing o! a 

Shipment of eigh·ty Jewish women.41 Well, the Jews are not 



forgotten after all, except for a few million. 

And so Peter.Weiss becomes a guide to the museum. Weiss 

wrote that "he couldn't write about Auschwitz unless he first 

visited it. I must also. go to North Vietnam to write my 

next play • .,42 But Weise is perha:pa the only mart who could 

go to Auschwitz and not see Jews there. 

If Weiss thinks that his omission of the Jews from 

Auschwitz is part of his humanistic socialism~ he better take 

a closer look a.t it. To say that "given a di:ffernt deal 

the Jews •• · .• could have been the exterminators"43 is 

dangerous nonsense • T.he historic experience of the Jews 

negatesthis possibility that they could have ~mposed or 

could impose a. "Final So!kution" on an other people.l.f-4•45 

1b! ~p,veat~g~~i9.n ultimately fails to achieve what Weiss 

wants it to because of his misuse of facts. Facts are not 

history. And sc Weiss can use them to suit his own needs. 

"To go .to the theatre for sheer fact is to eliminate the 

n&ed f~r an author. An editor is impersonal a he keep.s 

himself out of his material. An author above all things is 

personal, the world that is offered us tonight is a world 

:siphoned through his eyesight and born direotly o~t of 

hi.s (Weiss •) head. He had made his world • or at least this 

view of the worldJ and we dare not pretend that he isn•t 
. ! ; 

,there or that we haven•t met him• "Hie do not go to meet the 
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facts, we go to meet the mind."46 But facts m~ have a 

correlation with truth, and misuse of the facts may in

evitably turn truth into something expedient. This seems 

to be what Weiss ends up with, "fact, fact, and more facts 

unitl they become unbearabl,;~47 and a distortion of the 

truth of the Nazi horror based on the facts he cbose t tof)omit. 

Indeed the most tragic result of Weiss• interpretation 

is noticed by critic R.J. Schroeder, arld this tragic result 

is not necessarily related to Weiss. 

And the next series of performances of !h! Investigation 
might better take place in a non-Broadway environment -
in the "Playbill"handed out at the current Broadway 
production, detailed diagrams of the Auschwitz death 
factories are surro~ with deodorant and aphrodisiac
cosmetic ads, and this juxtoposition says more than I, 
for one, can bear to have said.48 

THE CONDEMNED OF ALTONA 

Ih! Condemned Of Altona completed by Jean-Paul Sartre 

in 1960 is a complex play which, in Sartre's own words, "ex

plores the state of man in its entirety and presents to the • 

modern man a portrait of himself, his problems, his hopes 

and struggles ••• if the theatre is to address the masses, 

it must speak in terms of their most general preoccupations, 

dispelling their anxieties in the form of myths which any

one can understand and feel deeply ... 49 It is with an eye 
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to this statement that Sartre writes The Condemned Of - -
A_~ as the play:- takes place in a town outside Hamburg 

in a Germany that after the throes of a brutally destructive 

war has arisen to new heights of prosperity. 

The protagonist of the play is a wealthy shipbuilder. 

Von Gerlach, who lives with his family in his estate in 

Altona. Once a proud man, all he has left is his estate 

that was unt~uched by either the Americans or the Germans. 

He had sold some property at one time that was later used 

to establish a concentration camp. The power that Von Ger

lach wields over his children is unyield.ing, but this:~~mat ... 

tars little as he contracts cancer. 

The other characters in the play include his son 

Werner, who was once a lawyer but then took ov~r the shiP• 

building business at the behest of his father. Werner's 

wife, Johanna, subservient to her husband and tather-in~law. 

is forced to give up a once promising acting career. On 

Von Gerlach • s deathbed. both Werne.rr·afld/:Johanna promise to 

stay with the mansion only to :t'ind the mysteries it con .. 

tains. There is Franz. Von Gerlacn.•s other son, who has 

_holed upstairs because of conflicts he has had with his 

father. And finally there is Leni, the daughter, who is the 

only one that Franz will allow to come to visit him, and who 

harbors incestuous thoughts of her brother. 
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Franz is very much like his father on the surface. He 

is obdurate and brooding. At one time Franz tried to hide 

a Polish rabbi, only to witness before his eyes the murder 

of the rabbi as ordered by his father. In reaction to this, 

Franz enlisted in the army, distinquishing himself in the 

war effort. It is in Franz. that the reader understands the 

sense of guilt that Sartre is trying to establish. Franz 

is obsessed with guilt. At one time he ordered the mut"der 

of Russian partisans. He is referred to as "Hitler's 

wife," powerless and too weak to revolt against his :father 

and the society in which he lives.50 (This theme is again 

identical to the theme pursued by Miller, Weiss and Shaw). 

And so we find Franz living upstairs as a fugi.tive from his 

own guilt. He refuses to come out, believing some thirteen 

years later that Germany is still the mountain of destruc

tion he thought it to be. His sister, Leni, :feeds his de ... 

lusions • for only ·thus can Franz • s personal guilt be drowned 

in the collective one'' ... he must believe that Germany was 

devastatingly punished for her crimes. If he were to find. 

out that Germany was again prosperous. his solitude would 

be in vain and the rationalization for his past behavior 

would be ultimately d.estroyed.. Franz wished the death of 

Germany and secluded himself in order to exclude himself 

from bearing witness to Germany's rebirth, which would erase 

I 

I 

_...l 
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any pretense he might have had for the justification of 

his own intimate involvement in the crimes of his country. 

In the course of Von Gerlach's writing out his will, 

he forces F'ranz finally to come down from his exclusion. 

The father and son then go for a ride. Their car crashes, 

and both are killed. Leni then takes up residence in the 

room so as to transform it into a room of conscience for the 

world as the play closes with Franz•s voice rising from a 

tape recordera 

• • , Cen·turies o.f the future • here is· my c~n~tnl1ry. 
solitary and deformed • the accused ••• The century 
might have been a good -one had not man been watched 
from time immemorial by the cruel enemy who had sworn 
to destroy him, that hairllss. evil. flesh-eating 
beast - man·himself •• • 5 . . 

It ie also w~th this last speech that Sartre says what 

he must about the nature of people who do precisely what they 

condemn others for doing. Franz is a guilty. father. .Franz, 

the name chosen to parallel F'rance, suggests the guilt that 

F'rance should have felt at the time e Indeed, France should 

feel guilt for her role in Algeria according to Sartre, even 

as there should be guilt for what is occurring in South Africa,"' 

Vietnam and Russia .• 52 An eye ... for-a.n-eye is not acceptable 

for Sartre • 

• • • One and one make one - there•s our mystery. The 
beast was hiding, and suddenly we surprised his look deep 
in the eyes of our neighbors. So we struck~ Legitimate 
self-defense. I surprised the beast. I struck, a man 

I 
I 

-------------------------~ 



fell, and in his dying eyes I saw the beast still living -
myself• One and one make one - what a misunderstanding! 
Where does it come from, this rancid, dead taste in my 
mouth? From man? From the beast? From myself? It is 
a taste of the century •• $53. 

Finally, though, Sartre would have us answer for our 

misdeeds • 

. . . r. Franz Von Gerlach, here in this room. have 
taken the century upon my shoulders and have said t' .,I 
will answ~r for it. This day and forever. •• What do 
you say?54 

.T.h! Condemned Qi g~of!! is an act of judgment al.:lout the 

society we live in as seen in the quotes from the closing 

llnes of the play. All of Sartre•s characters in this play, 

like those in Sartre • s 111.!. Yic!9r.!.• are defendants who must 

answer for their actions, unlike those principal characters 

in Weiss• and Shaw's works· Not all turns out well· Death 

is meted out to the father and son, and a daughter is im

prisoned for life • and another son and his wife are forced to 

live a life devoid of any meaning. Because Sartre•s treatment 

is one of an abstract presentation of his theme, unlike 

Shaw•s and Weiss~ themes which deal with actual events of 

histo;vy, he was able to write a play that made the stage 

become a "place of moral inquisition, at once a courtroom and 

a priaon."55 
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CONCLUSION 

One can start out with a perfectly logical formula 

and misapply it so that it becomes a ridioulous pie·ce of 

mischievbussnonsense. 

~9<.?-'tl), and Peter Weiss • The ;tr..Y!~tiga:!;.l.Qn have as their 

themes that ~!.things equal to the same thing are equal to 

each other." Granted that the Germans and the Jews are,:: 

both members of the human race, but· are they interchange

able as in the plays • ·or does one hear a d.issenting volce 
I • 

from the German sector? Do the authors intenca, to say that 

tb~ victim is as guilty as the criminal? Is the potential

ity of doing evil equivalent to actually perpetrating that 

evil? Translating a supposition into a crime as do Weiss 

and Shaw is nonsense. Judging a man capable of applying the 

breaks of conscience as the equal of the uninhibited criminal 

is a violation of the basic law of justice. 

Robert Shaw is quoted as saying, "sooner or later the 

Germans would have to be :f'orgiven."56 But must this for ... 

givene$S be engineered by a projection of the guilt onto the 

victim?. Must the innocent absorfi the guilt fJJrH.sometlatiie 

$ootal•'.H::~«!Jmme;.nt about universal guilt and responsibility by 

an act of introjection in order that the real guilty ones be 



absolved? What about some simple expiation such as West 

Germany herself has undertaken in the way of reparations 

to the robbed, the killed, the injured, and. the traumatized?. 

Must self-righteous men out-Nazi those genuinely repentant 

Nazis? Must Weiss and Shaw be the ones to add that additional 

measure of insult to the injuries so recent in Jewish history? · 

Perhaps each of us had murder in his heart as Weiss, Miller 

and Shaw implyr "the wish t·o kill is never killed. f,57 Per-

haps they have looked that deeply into their own hearts. 

In that case one would tiat mind if they placed themselves or 

Everyman on trial, or more specifically, in a glass booth 

as the alter-egos of Dorff-Eichmann instead of the eternal 

scapegoat, Goldman the Jew. 
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III. ANDORRA AND WHEN THE WAR WAS OVER 

ANDORRA 

"The fixed ideas entertained by our friends, parents, 

and teachers • • • weigh em many of us like oracles • ·• • 

and one cannot get rid of an o:raele until. one proves its 

accuracy ... 1 This is the fate o:f' Andri, the protagonist of 

Max Frisch's Andorra (written in 1961). who in the course --
c:£' his time spent in the fictive state, Andorra, becomes a 

Jew simply by living up to the reputation afforded him by 

others. once they have i.t in their mind that he is a Jew. 

"The Andorra of the play has n?thing to do with the 

actual small' state of this name. nor does it stand for 

another actual'small s$t.te; Andorra is the name of a model."2 

It is in this model state that Andri finds himself trying to 

assimilate into the Andorran way of life without rea$on for 

doubting that he is a Jew. But the harder he tties to aso 

simllate, the more difficult it is to succeed. Indeed Andri 

has gone so :far o'Y'erboard in his attempt to assimilate that 

he becomes self-conscious. Andri was forced into this role 

by the people in the play, and so we are to an extent that 

person our fellow takes us for$ We are the authors of our 

fellowman is what Frisch is saying. Once the stereoptyping 
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has set in, it is virtually impossible to crack the mold 

set for us. Therefore, at the root of the play Andort! 

stands not so much the image of Andri as such. but the image 

of Andri, the Jew, formed by a group about him •. 

we see the play operating on two levels. First Andri 

tends to believe what the people say about him. 

ANDRls Is it true what they say? Do you think they're 
right? 

BARBLIN• Don't start that again• 

ANDRia Perhaps they•re right• Perhaps they•re right• 

BARBLINa You•ve made me all rumpled. 

ANDRia They say my kind has no feelings. 

BARBLINa Who says that? 

ANDRia Lots of people • • • Everybody ••• They say 'Y 
kind are lecherous. but heartless, you :know ... 

Second, Andri is ecnvinced that he was people say he is. 

ANDRia Ever since I have been able to hear, people have 
told me·I•m different, and I watched to see if 
what they said was true. And it is ·true Father 
(a Priest). I am different$ People told me my 
kind have a certain way of moving, and I looked 
at myself in the mirror almost every evenirH?:• 
They were right• I do have a oertain.way of 
moving. I can't help it• And I watched to see 
whether it was true that I am always thinking 
of money - and they were right again. I am 
always thinking of money. It's true. And I have 
nc backJlone. I • ve tried,, it • s no use. I have no 
backbone, only fear. And people told me that my 
kind are cowards• I watched out for this too. 
Many of them are cowards, but I know when 1 8 m 
being a coward· IId.idn't want to admit what they 
told me, but it's true. They kicked me with 
their boots, and it•s true what they say. I 
don't feel as they do. And I have no country. 

--------------------------------~ .. 
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You told me .• Father, one must accep·t that, and 
I have accepted it• Now it is up to you, ·Father, 
to accept your Jew. 

PRIESTs Do you want to be a Jew'? 

ANDRia I am a Jew, For a long time
4

I didn't know what 
it meant. Now I know ••• 

. The play deals with Andri, a young boy. who is repu~ed 

to be a Jew. The action in the play revolves exclusively 

around Andri. Any statements Frisch wishes to make ab.out lthe 

holocaust and. people • s responsibility in it are mt:uie~<thr.tntghiAnd.ri 

and the people's reactions to him. Upon the alleged statement 

that Andri is a Jew, all characteristics that are generally 

ascribed to Jews are ascribed to Andri ... f:ot:rextnrpl.e<!i·'t~se.l:f""~ 

righteousness, thinking he is better than everyone else~ 

DOCTORs I have nothing against these people, but I feel 
uncomfortable the moment I set eyes on them. · 
However you behave is wrong. What did I say,1 
They can•t leave well enough alones they're 
always asking us to prove ourselves by our at- . 
ti tude to them. As though we had. nothing else 
to do! No one likes to have a guilty conscience, 
but that•s what they bank on. They want us to 
do them an injustice. That's all they're waiting 
for • • • 5 · 

their cleverness, lack of athletic ability, their intellects 
.. 

PRIESTs • It • You've said yourself's now can other people 
love us if we don•t love ourselves? Our Lord 
saida Love they neighbor as thyself, He said 
as "thyself"· We must accept ourselves. and 
that is what you don't do Andri. Why do you 
ask to be like others? You~!·re cleverer than they, 
believe me. you•re more alert. Why don't you 
admit that? There is'a. spark in you. Why do 
you want to play football like all these bone
heads, and rush about the field shouting? Simply 

I 

I 
I 

I ________________________________ _. .. 
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in order to be an Andorran? They donet like 
you, I know. And I know why. There's a spark 
in you. You think· Why shouldn't there be 
some among God's creatures who have more in~ 
telligence than feeling? I tell you that is 
exactly what I admire about you people. Why 
do you look at me like that? There is a 
spark in all of you. Think of Einstein! And 
all the rest of t~em, whatever their names are. 
Think of Spinoza! · 

After these verbal assaults upon his person, it is lttle 

wonder that Andri sees hims~lf as a Jew when he says 11 "I am 

a Jew. For a long time I didn't know what it meant. Now 

I know."'? It is only after this statement that the truth 

is revealed that Abdri is not a Jew. But now it is too late, 

for even that knowledge is irrelevant because he is still 

treated as such,· even by his ha&f..,.sister and part-lover 

Barb lin• 

ANDRI• Barblin. now I am frightened again ... - -

BARBLINs Brother! 

ANDRia If they know I am in the house and they can't 
find me, they•ll set fire to the house, that's 
well known, and wait down below until the Jew 
jumps out the window. 

BARBLINa Andri - you aren•t a Jew. 

ANDRis Then why do you want to hide me?8 

It is in this short dialogue that Frisch is also making 

a statement about the responsibility of people toward. those 

who are the victims of the holocaust$ If Barblin won't pro

tect Andri, then one could readily expect Andri to reach 

this accurate conclusion ~ 
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ANDRia Look at the old teacher, the way he is going 
down hill, and he was once a young man, he says, 
with great ideals~ Look at Barblin. And all of 
them, all of them, not only me. Look at the 
soldiers. Damned. Look at yourself. You al
ready know now. Father. what you will do when 
they take me away, a Jew, in front of your 
kind ayes, and that•s why they stare at me so, 
your kind, kind eyes. You will pray. For me 
and for yourself. Your prayers won't even help 
you; you will betray me in spite of them. Grace 
is an everlasting sham; the sun will shine green 
in the trees when they take me away.9 

Yet with all these statements about what a Jew is as seen 

through the eyes of the townspeople, and how Andri reacts and 

how he sees others reacting, the truth for Frisch is tnore than 

the revealed knowledge that Andri is not a Jew. 'The truth 

is that a young boy was killed because of the Andorrans' 

delusions. Abdri actually had everything :l.n common with them. 

And<2,rra operates on many levels• ·There is little 

question that Frisch is writing in an historical context. 

Frisch ls very much aware of this, and shows a sensiti.vity 

to the victims of the holocaust that is not displayed by 

Weiss or Shaw. Frisch writes with respect to another of his 

plays, !h!n 1.~~ war!!!~. written in .1949. twelve years 

be fore A.n.dot:ra. -

In spite of the general claim, there remains a basic 
questions when the author of an hfstoric~l play is 
forced to encounter those who have actually lived 
through it all ••• and who, even among themselves, 
cannot agree to actually how things happened. Basically 
it is always the same question• v-~what~:·zdght has the 
poet to write as he does? He justifies himself by saying 
that he is a poet. But what if he is no poet, or if he 
he is a bad poet? Then the characters he has created will 
have ample cause for turning against him.l.O 
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This historical context in which the play is set is only 

used to show the imminent changes in attitude of the An

dorran.ff. toward Andri~ At the outset of the play the people 

are .in sympathy with Andri, but as soon as the invasion from 

another people becomes imminent, the people lose their 

·sympathy and become intolerant of him. Some of the towns., 

!JfH>ple try to remain dignified in the midst of the invasion, 

notably the Doctor and the Innkeeptn'", but it ii<=J·jthe~cwho 

become the most intolerant. uThis is a calculated effort 

on the part of the playwright. who W$l.nted them to appear 

harmless and. well·intentionedm in order to m$ke their about 

face more dramatiro, thereby shocking the audience out of' 

their complacency~" 11 - Frisch intentionally uses the u.p ... _ 

standing and intelligent men in the communlty, the Doctor0 

the Innkeeper. the Priest, further to illustrate thi.s point. 

Frisch shows that when a society is threatened from 

without, they use a scapegoat$ In the ease of Germany he 

states this in an obvious historical setting, And.ri him ... 

self is 'aware of thle historical phenomenon. 

ANDRia • • • It isn 8 t superstition& oh no, there are 
people like that. people with ,a curse on them ~ 
I'm like that. It doesn$t matter what I do, 
the others only have to look at me and sudden ... 
ly x•m what they say I am. Thatts what evil 
is. Everyone has it in him, nobody wants it, 
so where is it to go? Into the air? It is 
in the air, but it doesn$t stay there longt 
it has to enter lnto a human being. so that12 one day they can seize it timd kill it •• t 

.....,....! ... ·d. 
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Once the historical setting is well established, Frisch 

deals with the psychological ramifications of living at such 

a time$ Indeed, it is out of this historical setting that 

Frisch stresses the psychological dilemma of one thinking he 

is what others believe him to be· In the first part of the 
' ' 

·play Andri does his best to be like everyone else. As soon 

as he sees that this doeet.not work. he turns to hate his tor ... 

mentors. In facing the challenge of belng someone different. 

Andri, on false grounds. rises morally above his fellow An

dorrans and is, of course, immediately accused of putting on 

airs. Andri•s changed attitude. t.hough no fault o:f his own. 

furnishes the Andorrans with an excuse for being hostile to 

him. F'risch is careful to pol.nt out that this is a result of 

the ·extreme psychological pressure that is placed on Andri. 

The psychological dilemma goes further as it focuses on 

Andri~s growing awareness of the tension. a result of the 

type of treatment he receives at the hands of the townspeople 

Which causes him to act as one who is persecuted. 

ANDRia r.:·kn0w ... I shouldn't keep thinking of myself all 
the time. But I can•t help it, Father. I can't 
h~lp wondering all the· time whether. what people . 
say about me is truea that I'm not like them, not 
gay, not jolly, just not like them. And you 
think there is something restless about me~ Fa.ther. 
You •ve just said so. I can q,ui te understand that 
nobody likes !~· 1 don't like myself when I think 
about myself· J 

The ultimate crime committed here is that Andri is made to hate 

himself• 
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Because the attributes assigned to Andx·i are psycholo ... 

gioally cast(f the Andorrans also manage to delude themselves. 

even to the point that they see Andri as physically different, 

.th~ugh he is physically like them. Again thi~ is all seen in 

the context cf the coming invasicm, for at the threat of it 

the Dootcn:· and the Innkeepere ;~ympathetic figures at the out ... 

· aet of the play. beacme the exemplars of this ~elusiolrh Once 

the delusion sets in and the seapeg(Q)at appears. there is no 

telling where it will lead to. ••As pre ... figu:c-ed in the prose 

sketch. cne after the Cllther traits reputed to be typically 

Jewish are fcisted up~n Frisch's prctagcni.sts greed, cowardice. 

laok of :reeling, intellectualism. and excessive professbmal 

ambition. Heise in additie)ln- acoused of·'being tactless and 

c'l'l/e;rsetxsi ti ve • traits which are· the l"tHml ts • rather thi!Ul tha 

ctM.ase, of his be in.g pus ned into the t"ole. ·" 14 The Andorrans 

generally )resent hie touchiness, which compels them tc 

"prove" themselves in relation to him as the Doctor phrases it• 

In reality, the flaws whioh And:ri is saddled with sit better 

on those who, wittingly or not, hunt him d\OJWll'H the Innkeeper 

too cowardly to confess that it was he who threw the stone 

·that kill~d·Andri's mother~ the soldier who betrays his Father~ 

land, and the cabine17maker who is obsessed with money. •&The 

.Andorransp" the Innkeeper tells Andri's father, "are aggreable 

People a but when mcney is at stake , ... they are like Jews." ':l!) 

• 

. ~. J 
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Certainly this latter view seems to be more accurate 

and aensttive· ;than those views expressed by Shaw and Weiss. 

While they can only universalize the guilt and abstract it 

from what are basically h.i.storical dramas, leaving no one 

guilty and the Jew to blame for what happened, here we have 

in ~-~g!f~! an abstract theatre-form, universal in nature, 

but one that levels the blame for what happened. to the Jews 

directly upon those who were most immed.iately inv~lved 8 thus 

to·a great degree absolving the victims. 

The labelling of Andri as a Jew and the psychological 

sidelights cf it grow more absurd as the play goes ott when the 

Jew :tnspe()tor, reminiscent of Miller's Professor in I;rtq,i,C!!.r.A.! 

A! '(,ic)i~. comes to detect a Jew even !\~ (the inspector) ~s is 

blindfolded. What is the psychological mechariism that brings 

this to pass? Andri supplies the answer himself· 

ANDRis People told me my kind have a certain way of 
moving, and 1 looked at myself in the mirror 
almost wvery evening. Theywere·right. l do 16 have a certain way of moving. I oan•t help it~ 

And so the psychological part of the drama operates throughout 

with the realit~ of an historical e\l'ent, the invasi.on. ..In 

the opening scene we are given to understand that the country 

is threatened by an invasion, which is discussed in terms of 

an inevitable natural phenomenonJ •A humid evening. I think 

there •s a thunderstorm in the air, • says an unid.entified 

Jemand. 'And yet I see no cloud in the sky$ But one senses 
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it. too. Such a dry a~d lazy silenc~. I think there's a 

thunderstorm in the air. a sev~ storm at that. It would be 

good. :t'or the country. • In Scene Ten the storm is (lVer. An ... 

dorra hae surrend.ered to the Blacks. who have used the 

assasinati.o.n o:f Andri •s real mother as an excuse for their· 

invasion• Now the latent Anti-semitism has acquired a status 

of an official program of extermination~ and Andri is killed 

not on account of the murder. which he is falsely alleged to 

have committed, but simply because he is a Jew.u1'7 

There is little attempt in the play to universalize the 

guilt of the Andorrans, although for Frisch it is always pre ... 

sent that this so~t of thing could happen to any community. 

What distinquiehes Andq:cr:~ from 1'.ll.!. !Y!!n !!1· ~e Gla!!, .!~ 

and The !,nV!E!t~.s;a:~.io~ is that in Andorra .B"r~s.oh forces the 

Andorrans to answer for their actions. It is the extermi~ 

· nator who must account for his actions alone • not in rela.-

. tion to how Andri might have acted had the roles and situation 

been reversed. Weiss holds that the Jew knew what was golng 

en and, because he did not~revolt against the society in which 

he lived. has himself to blame. Frisch does no such t;ttingf 

One could easily object that, if Andri were aware of the prac~ 

tical consequances, he sho~ld have left immediately. But it 

only much l.ater, after he has saved sufficient money to es

tablish himself abroad, that he wishes to do so. Was his 
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timing wrong, or should we interpret Andri&s soliloquy -

ANDRia • - • It isn't superstition• oh no. there are 
people like that, people with a curse on them ... 
t•m like that. It doesn't matter what I do, the 
others only have to look at me and suddenl.y I 
am what they say I am. That's what evil is. 
Everybody:·has it in him. nobody wants it, so 
where is it to go? Into the air? It is in the 
air. but it doeflm't stay the·re long, it has to 
enter into a human being, so that one day they can 
seize it and kill it ••• 18 

· ... as being out of character in the sense that Agnes, the pro

tagonist of Frisch's ~b.!n !fi! !ar [!! Q!!t, voices opinions 

that are not her own? "It certainly would not do to apply the 

yardstick of verisimilitude to a play which seeks to transcend 

· ordinat"y rea_lity by reflecting it in a concentrating mirror~ .. 19 

And:ri, the young boy of early naivete· could hardly be expected 

to rise so speedi.ly to the heroic level of tragic insight as 

he does at the end of the1play. 

ANDRia ••• I don°t want to have a father and mother for 
their death to come.over me with anguish and despair, 
or my death over them. And no sister and no swee·t ... 
heart. Soon everything will be· torn to pieces. 
Then neither our promises nor our fidelity will 
help• I want it to happen soon. r•m old. My 
trust has broken up, one piece after the other, 
like teeth. I used to be happy, the sun shone 
green on the trees. I threw my name into the air 
like a cap that belonged to no one but me, and. 
down fell a stone that killed me. I have been 
wrong. all thetime. though not in the way they 
thought. I wanted to be right and rejoice, My 
enemies were right, even if they were unjust. No 
matter how much I understand, I still can!t feel 
that I am right. I don•t need enemie$ anymore, 
the truth is enough. I take fright the moment I 
begin to hope. Hopefulness has never suited me. 
I take fright when I laugh, and I can't weep. My 
affli6::tionr~ raises me above everyone t and there ... 

. I 
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fore I must fall• My eyes are big with melan· 
choly, my blood knows every·thing, and I wish I;a0 were dead. But I have a horror in dying , • ~ · 

And so it seems it is Frisch who bests understands the hol.o ... 

caust, and. the unique meani,ng it has:·for Jews. H~ is most 

sensitive to the victims• needs, and realizes that i:f' any 

justice is to be done to a. treatment of the holocaust, then 

those other than the victims must be indicted. This indict

ment should be specific enough so that one might know who is 

immediately responsible for this human tragedy. and general 

enough so that one might also understand the degree o:f guilt 

he should feel• 

WHEN THE WAR WAS OVER 

When !b.!. War ~ Q!!.t (1949~ a true-life play). while 

written before Andorra, serves as a summary for some of 

Frisch's points made in ~dorra and serves to place Frisch in 

contradistinction to Mes.srs. Miller, Shaw and We iss. 

By writing~~~~!!! Q!!£, Frisch sought to dis~ 

.courage two views regarding the German, collective or indivi

dual, guilt than current among his Swiss compatriotss "first 

the convenient retreat into the realm of German classical 

literature, 'where the affinity to the German mind is con

ceived of as harmless,• and• secondly, the blind compassion 

__________________________________ _. ... 



60 

'which offers no less dubious a solution by resolutely for

getting, and thus betraying~ the victims of yesterday.~ 

F'risch disagreed. with Churchill, who, in 1949·. had proposed 

to let the past take care of. itself· He wanted to deal with 

the present without losing 1 ta immediate e.ntecedents out of 

sight.. As the heroine. (of ~!:\E:U'! ~ lli W!! 9.;.'t!,t,l. Agnes~ 

states in the third. act (subsequently removed) of the play, 

'It is impossible to live in the same house with a criminal 

withcmt turn~.ng against him• It is impossible or we share 

the guilt•'"21 This is very much the theme of !b.!n 1'1!.! Yl.!.t 

Yl.!J! Qy,.!I, which centers around the protagonist • Agne.s, whose 

husband. Horst, comes home after two years in the German 

army. They closet themselves in the basement of t~eir house 

whose upstairs ia occupied by some Russian army officers. 

• 

In both of Frisch•s plays there is a melodramatic love 

relationship, by which he explores the problems of guilt in 

relationship to the holocaust. This is done with a bit more 

finesse and understanding than is done by Miller in ~t 

Xh! E!L~!· In Andorra, a relationship develops between Andri 

and Barblins Frisch uses white~washing as a symbol for 

?overir1g one •s guilt, pairtting over one's compl.ici t acts. 

The act of white-w-ashing is cast in the opening and. closing 

scenes of the play. In the play all the Andorrans are shown 

decorating the fronts of their houses, but at the end of the 
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play it is Barblin who is seen doing the white-washing. It 

is she, Artdri's lover and half-sister,·who has significantly 

betrayed Andrl• 

The relationship between Horst and Agnes in ~ Til!. 

·!!r Was PY~A is one between immediate guilt and innocent 

complicity. In the context of ~he play it is difficult to 

decide whether Horst actuallY killed Jews. When Agnes in·· 

quires as to whether or not he has, he is strangely silent • 

. AGNESt • f • I find it strange~ too~ that you tell me 
nothing. For two years you disappearedw and not 
a word of wha~2you did or where you were~· Not: 
since warsaw. 

In making Agnes an innocent sinner, Frisch has loaded the 

question; for in order to remain impartial and fair he should 

have stressed the mutual betrayal· Agnes, after. all, is 

just as guilty as her husband and he is fully entit~ed 'to the 

reproach, latent in the words " • , .and not a word of what 

you did •• $"23 Violation ot tho m~ral code is pitted 

against a violation of basic human rights, and we cannot 

possibly acquiesce, with Frisch, in one-sided expiation. 

Frisch vainly seeks to convince his audience that a second 

Antigone, his heroi~e Agnes, appeals to a higher law, a di~, 

. vine law, than that earthly law . under which her husband, Horst. 

stands acoused. 24 

Yet Frisch is not quite making a case for one-sided ex .. 

piation. Frisch hints that Horst has not killed any Jews, but 

____________________________ .......... 
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· his part in the system holds him more .guilty than Agnes who 

is innocently guilty, but nevertheless guilty, Frisch es ... 

tabliehes a line of guilt beginning with the n1urderers ·them ... 

selves·and extending to those who tacitly complied. (Not in* 

eluded in this line however are the vict1ms :fe»r the psycho

logical :reasons depicted. by Frisch in !r.ll!!.t!!). No conjec-

ture whatsoever could place the Jews in this ·line~ for to do 

so would be :for Frisch to add to the cruelty already in .. 

flicted upon the victims of the holocaust. F'risch is con ... 

tinually aware of his treatment of J·ewse Jehuda Karp§ 

the Jew in !b.!,n TJ'}~ !/.!!. 't!!.!,. Q;ve;r • serves as the Russian'. 

Colonel 8 s orderlY• Frisch goes out of his .way not to. stereo~ 

type him• Because Fri.sch essentially paints Jehuda as one ... 

dimens!.onal. the audience cannot fit him into any mold that 

would harbor a prejudicial view or foolish stereotype of this 

At the end of the )>lay, Horst admits to playing a part 

in the d.estruction of the Warsaw ghetto (not meaning that he 

actually killed Jews)~ The reason that Horst remained silent 

about it is that, knowing Agnes was having an affair with the 

Russian Colonel, he hoped the liaison between Agnes and the 

Colonel would somehow save his neckQ But the play ends 

with Horst standing naked before himself, Agnes, and the audi ... 

ence to face his own criminality~ Frisch wants the audience to 

know that 'there are those tor whom no absolution is possible 
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considering their active part in the death ·of' the Jews. And 

as Horst stands alone at the close of the play, F't .. isch places 

Agnes beside him to show further to the audience that there is 

little consolation for those whe» tacitly~ or even lnnooe:rttly, 

stood by while six million Jews were killed. 
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IV" WA~CH ON '!'HE RHINE • THE WALLe AND THE DIARY OF ANNE FRANK 

WATCH ON THE Rli!NE 

By Lillian Hellman•s own admi8$ion, her play, !!!£h 
I 

Qn. l'Jlt Ji~· presented in 1941. is net the clear expose 

of that.da:rk period. of the Nazis that she hoped lt to bee 

~Even now. of cou:rse, I know many ideas she»u.ld have come 

clearer. many speeches cleaner 0 many things should have be.en 

said with more depth and understandi:ng."1 Lillian l{ellman 

did not have the advantage of hi:ndsight as she wrote the play 

wi thib> the midst of the Naz.i t"e ign of terror. Her krwwledge 

of ·how extensive the bruatality was was limited. Her only 

confrontation with Fas~ism was when she visited Spain ' few 

yeatsearlier. She felt that people in America were too 

dimly aware of the dangers ©f Nazism and decid.ed to wri ta 

abt)ut it~ "I am a writer. I am also a Jew.. I want to be 

quite sure that I continue to be a writer. and that if I 

want to say that greed is. bad or persecu·.ticn is worse~ I can 

do so without being branded by the malice of people making a 

living by that malice•"z 

In ~~~sh Qn The a~. Lillian Hellman barely makes a 

statement at all about the greed,of'individuals, and barely 

touches on the evils of persecution. The pl~y takes place 
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in a suburban home outslde Washingtc:m@ D.C. The action con

centrates em Kurt Muller~ a German, who is trying to f.igure 

a way to get his friends out of Germany, ('!'he play takes 

place in the late spring of 19l.j.O)~ The vieas, proper in·"' 

· formati10n for securing their release can be received from 

Teclt;. the Count de :Srancovis, a depraved man who is out 

sol~ly for money and who has little concern for the victims 

of the hcl@cau.sta Kurt's family and friends are present at 

most of the conversa:tions between the Count and. Kurte The 

Count is painted as an ugly individual, He is referred to as 
u3 • • ... arid 

this is substantiated by the faot that he sells lives as well 

as allowing hi.msellf tO> be bought off for s~ving them· ... " @ • ~ 

Whatever ycu are. and however you became it. the picture of 

a man selling the lives oi' other men ••• ~~4 'l'he climrA% of 

the play is :reached when a deal seems consummated between 

Kurt a.nd Teet (the Count) that will enable Kurt to :rescue 

his gcod friend Max. Yet the .truth is rev~alad that the 

Count cannot possibly provide :for Herr Ktu .. t to get back i,nto 

Germanys and Ktut."t• being aware of this. understands that the 

Count d.e Br.anccvi.s is about to take his money. At that moment 

Kurt rises and kills the Count~ (This rather b1and account 

of what happened is tempered by the dramatic blandness of this 

Olimat::l.d.:1 scene). 
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The play ends with Kurt hav:i.ng to go back to Germany, 

leaving his children and the remai.nder of the household to 

wrestle with what happened· 

If '.Mts• Hellman is attempting to say anything~ it is 

that the Count's death represents the triumph of good over 

evil.• This is quite unlike the other holocaust plays where 

.the force of evil is so unrelenting. What finally happens 

to Herr Kurt and his children is left untold and unimplied • 

. watch On The Rhine did not win much acclaim because it is s.o 
~ -= -- ~,__....._ 

very superficial and uninformed. Its worth might be that :i.t 

was produced in 1941· However, because the play is devoid of 

any shocking content that would have been comparable to what 

was actually happening in Nazi Germany at that 'time@ the play 

only served to gloss over the reality of i.ts present history • s 

awful chronicle of death and destruction. 

AND THE DIARY OF ANNE FRANK 

!h!. Yf.!ll• written by Millard Lampell in 1960 8 more than 

any other hbl.pcaust play requires the reader to see it$ It is 

. difficult to judge this play in the context of pure literature 

apart from what it might have been on the stage. There seems 

to be a rare unanimity among drama critics that !h! ~aJl~ was 

not transferred from John Hersey's novel to the stage with 



• 

67 

the same impact and characterization. 

The Wall, the story of the Jews in the Warsaw ghetto, 

never achieves as a play the same power of fe~nng as the 

novel.. One source of trouble is that .TI1!, ~ is an adapta

tion, something planted in an alien, resisting soil· With 

·!h.~ ~J.ll. the spatial element is an essential one which the 

stage oftentimes cannot convey. "The Wall in the theatre --
proves to na :tt·lfblt' personal in appeal nor panoramic in effects 

it is too diffused to have impact as a story. too restricted 

for vast horror as a scene • A P.iar;y; .Qi ~ ~. (1,95.5'·) .. by re

maiidng the chronicle of a girl and confining its tragedy to 

a garret, could expand a family•s fate into that of an entire 

race. But in the stage version of lh~ Wall, the mass and 

weight of John Hers~;t~s novel are lost, whi.le a steady dra ... 

matic undertow is laoking."5 Admittedly though, it is dif ... 

ficult to discerr1 how effective or ineffective the play 

would be on the stage if one did not see it. Since I have 

only read the play, the defectsr,!!)f the script suggest that 

the play is indeed lacking. 

The play. ~ ~' rather than adding some of the 

theatrical virtues to its contents and raising the necessary 

questions for its shocking content,6 seems to be restricted 

and obstructed. The gruesome chronicle of·the Jews of Warsaw, 

ghettoized by the imposing wall built around them by the 
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Nazis. then robbed of homes, health, dignity and freedom 

until in immeasurable numbers they were carted off in cattle 

cars to crematoria, explodes its horrors over and over 

again• "Its nightmares are vivid upon the stage; the mere 

sight .. through the smoke of gunfire ... of the wall speaks 

volumes. n7 Yet the play seems to do nothir1g more than to 

plop this down on the stage. Perhaps this is necessary, for 

if it were played with more powerful indentification and more 

emotional intensity, the pain could easily become un·· 

bearable. 

~~ !!Jl~ emerges as an ensemble spectacle featuring a 

series of vignettes, and it is here tha·t the play achieves a 

worth that is not characteristic of the other plays con .. 

sfudered. In the vignettes. !h! !!!! distinguishes itself 

by depicting the most vivid and real, touching and sensitive 

scenes of Jews who lived under the brutality of the Nazis. 

What power The Wall commands comes from the tale and not the 

telling, from the scattered incidents, rather than the sus

tained whole. 8 Like ~ :Q.!!r.I Qf A..r.me f.!:f.!rl:1t:.• it is the iso .. 

lated scenes showing the interplay between Jewish characters 

that make the play a moving experience. 

!b~ ~ is most effective when it portrays these scenes 

of human feeling against the backdrop of its historical 

setting. In the context of the Warsaw ghetto's daily deporta

tion of Jews, starvation~ disease, and ultimate destruction, 
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a myriad of reactions to these results of Nazism are pre

sented, though admittedly not explored. Questions are 

raised, although not answered. It is here that we must be ... 

gin an examinati~~>n of the play, by isolating some of the 

scenes, taking them at face value • touching scenes that some@ 

how evoke more than me1;e scenes that freeze the blood. 

There is the scene of the rabbi 0 Reb Ma1.ur. doing a 

ritual chasidic dance at the wed.ding of his daughter Rutka 

to Mordecai• Behind: the wedding scene is "The sound of the 

German Patrol clomping by~ 91 9 The wild rejoicing is the midst 

of the German Patrol is short ... lived with the entrance of 

Stefan, the rabbi's son, who tells ~~. Berson, a major char.aeter 

in the play. the details af the latest deportation. 

• 

STEPANc There's a new order. jus.t posted. A weekly 
quota of Jews to be ·shipped off and. resettled in 
the East• Put to worlt in factorles near the 
Russian front • e 0 They've had us out far the 
last three hours, rounding them up, dragging 
them d.own to the train station. Like dog 
catchers rounding up stray dogs. Pulllng Jews 
aut of chimneys, closets, garbage pails. This 
house is orv·!. the" list• They're coming here. 

RACHl!!Ls When? 

STEFANa Now. Tonight! Now! 10 

This short scene shows that in the ghetto all joy was fleet~ 

ing. That night Jews were departed from a home that had cele-

brated a wedding. 

In this same scene we see the Jews having to do certain 

things that they would never have thought of doing. The rabbi8 
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the symbol of tradition and strength •. is forced to bend the 

Law because of the existing conditions ~f the Jews in the 

ghetto wallse He allows that a·t the party they can eat horse 

meat. 

REB MAZURt By the strict letter of the law, it is for· 
bidden to eat a horse. But when I began to 
reason, I reasoned like this. What is the 
basis for the Law? The ha.sis of the Law is 
common sense. If we are hungry, what makes 
better sense than we should eat? ••• Also~ 
the sixth commandment says, thou shalt not 
kill• If we allow ourselves to die of 
starvation, we are violating the law!& There
fore, according to God•s will, we should eat 
a horse.l 1 

Millard Lampell at no>; time amplifies the content of this 

wedding scene and what types ot emotions it evoked in the 

people~ Lam}>ell merely reports the scene as a fact of dail.y 

occurrence;"ln .the Warsaw ghetto, and it S.s up to the viewer 

or the reader to understand the deeper meaning of this tragic 

scene. 

It is important to note at this time some of the at

tiudes toward the play. particularly attitudes'of Catholic. 

reviewers • and to offer an opinion about them. '11he wedding 

scene and other ·scenes that will be subsequently described show 

that "the Jews in the Warsaw ghetto continued in their habitu ... 

al way of living • loving or hating each other, competing 

for employment papers, getting n1arriedl, having babies. and 

hoping that tomorrow would be better than today. If there is 

a message in the play. it is that no hardship or danger can 
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crush the ·t'·.~,: resilience .of the human spirit$" 12 This is 

sr)oken like a true Christian. To this type of understanding 

of the play • .i.t matters little that the wedding scene ends 

with a deportation to the crematoria, or that a baby is killed 

by its· parents so that they might escape~ Indeed, thi a 

atti tud.e, while on a less personal and grander scale in !h!. 

!!1!8 is clearly expressed with reagard to !h! Ri!:ri. .Qf Ann! 
, 

f.~· evThe story is a tribute to the ultimate value of the 

human spirit •• •"13 There is one critic who feels that 

Anne is better for her ex:periencEh 8"1'he:re is a girl of genu ... 

· ine precocity of mlnd and heart; or of' irridescent feeling. 

humor. ga.llar1t:ry, love. Under the daily tutelage of her wiel'e 

f'ather~ Anne has learned a great deal. Books have virtfltally 

had to substitute for her l.ife ~ ar1d she is better fer it w even 

the 'better for her imprisonment+ .,14 This last statement im ... 

plies that had. Anne been afforded a life tree fr>om persecution, 

a lif·e that would have allowed her to walk in the sunlight, 

she n\ight not have 'been better for her freedome Therefore, 

if we have no guarantee that she will be better in. freedom., 

then we might as well imprison her and all her other hapless 

brothers. The adage, "better dead than Red~" could be better 

suited to say "better dead (as this is what finally happened 

to Anne for being the better for her imprisonment) than a 

:free Jew." 

These critics may not be consciously overlooking the 
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horrors of the holocaust. Rather they may have wanted to 

underscore the human strength and vitality that appeared 

in the victims. This approach is .certainly a •sentimental•' 

one. and in this sense is more Christian than Jewish. As a 

·result what these critics seem to be saying, and virtually all 

of ~hem arrive at this attitude as the plays• real messages. 
-

is that "see. one can do whateverLhe wants to Jews. they stlll 

come out living normal lives and smiling. Things couldn't 

have been that bad a:rter all· •• Of' otm.rse this att1 tude a b ... 

solves people of their guilt in the holocaust. making their 

responsibility fer it limited, allowing them to be relieved 

for not feeling that muoh when the horror of the Nazi bru .... 

tality is told to them because they like to stress the g~od 

that comes out of such evil· ·ret this attitude to The ·Wall --
and to ~b~ p~ Q! Ann! Frank • it is not the attitude of 

the plays t.hemselves .. which tends to absolve people .of their 

guilt is as demeaning, though in a different way, as Weiss$ 

absolution by his insistence that had the roles been reversed 

the Jews "could have been the exterminators~ .. l5 When ,!h.!. 

!ll..'!r.X Qf f\.l!n!. t'.r..!n~ atld ~ In."£!!lj;,!gaj;iou were presented to 

qermarl audiences there seemed to be a certain amount of · 

expiation for the Germans. Weiss• universality allowed.for 

a certain amount o:f expiation as d!d the manner in which Weiss 

chose to present his subject matter which freed the audience 
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from an emotional involvement with the material and the 

characters• "All that happens on the stage is questioning 

and answering. Nothing is ac~ed out. People stand or sit• 

They rarely even gesture. They only talk, and explain 

and rationalize, and try to justify their camp-time 

beahvior • .-16,17 

Interpreting ~ !!!! as saying "no hardship or danger 

can crush the resili.e:nce of the human spirit"18 (though it 

can crush the human body) allows for a play like 1~ £l!£~ gf 

Anl)j_ ~2~~nk to receive such a warm reception a~.~ng German audi ... 

Emces. 1~me magazine reported the :P·1i.Y~s opening in Germa.nya 

In all seven theatres, once the curtain rQse, a dead 
silence blanketed the audience. In each case what hap~ 
pened on stage was merely a play within a plays the true 
drama took place in the orchestras • balconie.s.. and box ... 
es. After a couple of hours the curtains came down 
with the voice of the dead girl saying,. "In spite o:f 
everything, I still.believe that people are really good 
at heart," and her father, whohad been bitter, slowly 
closing her diary and. saying. "She puts me to shame." 
At that moment, with the curtain down, an•.:extraord.inary 
thing happened& The audieno~. which had sat through the 
performance in what a:ppeared ¢0 be a shocked. silence$ 
sat on in silence without applauding. The elegant Dus
seldorf audience filled out quietly 9 many moist .. eyed and 
with smeared face powder and rouge" u ~ s .• Actors'~ coacti 
Paula Strasberg, mother of Susan Strasberg. who created 
the role of Anne Frank on Broadway, described what hap
pened in Be:r.lint ~After the curtain f~ll there was a 
deep, dark silence. Not a sound. It seemed to me the 
people weren~t even breathing$ Jlt lasted minutes but 
seemed interminable. Then a thousand human beings arose 
and left the theatre. And still there was not a sound~ 
I .felt 1 had to walk outside to breathe. I met friends, 
and we asked each other. 'Have you wver had

9
thie kind of 

experience before?' None of us ever had."l , · 

It is difficult to understand precisely the reason for. 
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thie,··ld.nd; of r~Hlction on the part of the German audiences. when 

on~,r~Oef!.fil:'ti\'exactl:y:.i~ncw.,{how.:·t}1et,pla~y.:,wat!f·tral1.s'la·t.ed;:.;tnr::oe.rme.n. 

Using the English text, I can only venture the admitte.dly sub .. 

jective opinion that the reason German audiences were so moved 

was the youthful naivete o:f Anne who abnor~ma'illyl· felt and be

lieved that "people are rea],ly good heart ... 20 Notwithstanding 

this touching scene at the Dusseldorf theatre. there has not 

been a single outcry against what has happened to the Anne . 

. Frank flouse in Amsterdam. against the fact that it presently 

serves as headquarters fo~ those who embrace the ideology of 

the Arab liberatio.n movements which includes the destruction 

of Israel and three million more Jews.21 Too often, !h! Diatl 

Q! Ann~ ~X~n!. (primarily due to its transference into a play) 

is seen in the absence of Anne's impending death and this :i.s what 

would allow for German audiences to be so emotionally moved 

by her chronicle be·oause .they see a girl who asserts life al .. 

though she must die. The absence of the information of or 

actuality of death and murder (graphically described) allows 

for that Catholic reviwer to remark that normal life took place 

for the Jews of the.Wa.rsaw ghetto• 

rrhe Jews in the Warsaw ghetto continued in their habitual 
way of living ... loving or hating each other, competing for 
employmen·t papers, getting married. having ba.bie~~ and 
hoping that tomorrow would be better than today. 

But secular reviewers also get into the act. They write of 

lm.n! .Er~!ll£• "She was a normal girl with all the waywardness and 

caprice to which adolescents are $ntitled. But the record of 
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her spiritual life is what .has humbled readers of her. diary. ••23 

And, "Anne Frank was certainly killed but she was never de ... 

feai;ed n2l+ (Save for her House now) • 

None of the events that surround The Wall or that take -·-
place in Anne's life should be considered in a vacuum$ One must 

view the lives of those who lived behind the wall of the Warsaw 

1 · ghetto and of Anne's life in the light of what was to happen to 
I 

them. They may not have known at the time what would happen 

to them, but we now certainly know the gruesome details of what 

happened. If we are to make any sense out of the slaughter of 

the innocents, then we must understand this point, as must the 

playwright and the critic. To view·''the events of the holocaust 

apart from what was takng place in history allows for such a 
• 

statement as this which was written with regard t.o !h!_ fll.!!X 

Q.t ~nne f.r~ :-

The presents she manages to scrape together at Chanukkah, 
her love affair with the only boy available& her gradual 
maturing toward consideration of' others, these are the 
actions of the play. The fact of her eventual death at 
Bersen-Belseo seems accidental, and has no real effect on 
the action.z-" 

The fact of Anne•s eventual death, the fact of the eventual. 

death of all the Jews in the Warsaw ghetto ·• these facts have 

~verything to do with the action. While one cannot fault Anne 

for her seemingly normal Cot1cerns because of the personal nature 

Of a thirteen year old•s ~ioordings of events in an hidden 

attic, one can fault an audience or critic for failing to rea

lize that her innocence should not be reason to assume our in-
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nocence, We can never r£~ally know, bu't unless those people 

who left the German theatres in utter silence were honestly 

responding to the searing comments that such a play as Am1!, 

Frank makes about man's inhumanity to man, then Annets final --statement, .. I still. believe that people:"are·· relll.ycgood:,.at 

hea.rt.u26 will not redeem her naivete and her lofty thoughts. 

!b.£. ~!1, not so personally annotated as ~- !?1!!X Of 

arn~ Er!Dk, could have been more self-exploratory when pre~ 

senting such scenes as the wedding scene, but it chooses to 

. p1resent the scenes as .facts. of ghetto life • and asks the au

dience to supply the tragic elements in them. What Til~ Qian 

Q! Anu~ E~n~ and ~ ~~l~ have in common is that both plays 

failed to tra.nsle.te to the stage those recorded facts (whi.ch 

have their own kind of unalterable truth and reality) into 

another kind of truth - dramatic. poetic.
2
7 Neither joy nor 

terror nor malice nor largeness of spirit are in Anne F'rank' s 

diary as seen on the stage~ just as no power of feeling is 

transferred from Hersey's novel to the play Ihe !.a.&-1· What 

we have instead is only their stagey counterfieta, fragile 

shells of emoti.on• 28 In }lj.arx~ "when the tears finally come. 

as they finally do, it is for the nnort~S!, fact of that young 

life snuffed out at Bergen-Belsen concentration camp - not 

for the imaginative truth of it. which is the only kind of 

truth we can be concerned wlth in drama."
2

9 
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A major controversy Gurrounded the production·of 

ADn! F~!P~· Meyer Levin, noted American-Israeli writert 

origlna.lly had the rights to make a play of the !!!.l!rl':• But 

under pressure from Otto ~~rank, Anne's father, J.,evin re

linquished the rights to 1n:·oducer Kermit Bloomgarden 

and Lillian Hellman, under whose supervision Frances Good ... 

rich and Albert Hackett dramatized the :Q.!.B:IT• Levin 

was greatly disturbed because of what had been done to the 

12l!r~· Most of the particularism of Anne•s feelings were 

omitted. Scenes of Jewish content were almost wh~lly left 

out. The Broadway play minimized the Jewish content of 

the ~and. Anne's awareness of what was happening out-

side the attic. 

Zionist a 
--~ 

Indeed, producer Bloomgarden virtually admitted this 
in reply to Levin •s charge (in QJmgre.€J.~ Ill.-Yt!.t!~)l~) where 
he took a line that could be paraphrased as~ ''the less 
Jewish the more universal•" which reverberated strangely 
with echoes of the opposition Levin encountered two de
cades earli.er from .both the Left and the publishing 
world. In the Hellman ... in:fluenced playt for example 9 

Anne Frank•s touching Jewish affirmations are missing~ 
including the one where she wonders why God is doing 
this to the Jews and writes perhaps it is through the 
suffering of the Jews that humanity will yet come to 
learn the good~ Also significantly missing is any re ... 
ference to Zionism, which occurs ort the first page in 
the book and is discussed thereafter among Anne's 
closest friends and her silster Margot - all of whom 
wanted to go to Palemtine~JO 

lVftss Alge:ne Ballif w:ri tes in her, article "Metamorphosis into 

American Adolescent" which appeared in Qpmm~P,j;~~.tl in 1955s 



The Anne Frank on Broadway cannot command our serious
nes·a:-:foraUArme • s true seriousness ... her honesty, in
telllgence,'lind inner strength - has been left out of 
the scrip·t • ..1 

When Levin's version of the ~~ary finally did appear 

in Israel it was generally considered "to be more faithful 

to the doomed girl's diary and to d:ramati.ze ideas of deeper 

Jewish aigni:t'icance omitted from the Broadway production~ .. ;z. 

Max Frisch. wrote about h.nd<>It!• ••the author of an his .. 

torical play is forced to encounter those who have actually 

lived through it all • •• But what :i:f he is •• ~ a bad 

poet? Then· .. tbe.·o.ha:cacters he has created will have ample 

cause for turning against him•"33 While some people will 

find 1'h~. ~ and l'Jl!_ D,ia;r;v: .Qf &w.!! fl:.!ll!£ an experience of 

genuine intensi.ty and truth, one cannot but think of the real 

people behind that ,g_:hetto wall, of the real Anne Frank .. "of 

that sof·t, eager face, and the fine eyes luminous with a 

response to life ... and of how she might have penciled 

furiously in that diary which is a permanent record of her 

spirita 'Oh, no, they have gotten it all wrong. It wasn@t 

that way at all•'"J4 

As aforementioned, it is the isolated scenes that make 

the plays worth while • I have refrained from discussing+~'h0'se 

scenes of specific import in Ann! fra~! because little new 

can be said about her diary and the events clescri bed there in. 

I only wanted to mention the con'troversy that swirled about 
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the playa There are two views ~ 1) that the play's in

dividual scenes are moving and 2) that· the play left out 

the seriousness of Anne's feelings in favor ro~ some sort 

of "sentimental'• approach to the content contained in her 

diary. I chose to treat the play as it had i'ts :•(:ff.f·e·c:ts 

on audiences, trying to ·show that we must understand her 

d.iary in light of the times out of which it came~ And so 

we can leave tmne . .E!:fll!S and retulm to !h,! 1:[!1-1, in order to'' 

look at some of the touching scenes included in it in the 

context of the times in whlch they took place. 

One of the most touching scenes in 11'!! !!!ll closes Act 

'l}W!Q'lH".m Stefan, the rabbi •s son~ i~ charged by ·the Germ.anS'<'dvti'th 

the task of rounding up Jews for deportation. There is 

little in the play to suggest what he feels about ·this 

task other than he had no choice in the matter ·(There is 

one stage d.i:rection preceding an announcement by Stefan tha·t 

he has to. take some Jews on a cer·tain nlght .., .. On the edge 

of hysteria") .35 Stefan is now eharge.d/with bringing in 

four Jews for the train. Should he not do it himself then 

!1§. will tl{) go to the train• This scene is reminiscent of 
the scene in Elie Wieselms novel~! when Rabbi Eliahou•s 

son, in a similar situation, leaves his father, or :rather 

sacrifices him, so as not to jeopardize his own chances for 

survival. After Rabbi Eliahou inquires as to where his son is, 

he leaves not finding an answer$ Immediately after he leaves, 
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.Wiesel writes o 

He (Rabbi Eliahou) had already passed through the door 
when I sud.denly remembered seeing hts son running by my 
sidl!h I had :forgotten that, and I didn't tell Rabbi 
Eliahou! Then I remembered some. thing else a his son 
had seen him losing ground, limping, staggering back 
to the rear of the column. He had seen him. And he 
had continued to run out in front, letting the dist~nce 
between them grow greaters A terrible thought loomed 
up i.n my mindr he had wanted to get rid of his father! 
He had felt that his father was growing weak, he be
lieved that the end was near and had sought this se ... 
paration in order to get rid of the burden, to free him ... 
self from an encumbr~nce which oould lessen his own 
chances of survival.36 

In ~he Wall Stefan. Reb Mazur~s son, enters. ---
STEFAN• Father • • • I want to talk to you. 

REB MAZURs What is it? • • , What 8 s wrong? What is it? 
What•s the matter? 

STEFAN• Papa, the Germans have given us a new order. 
Each policeman has to bring four people to the 
trai.n station every day. Or else he has to go 
himself • • • l was wondering whether you would 
;,.:,,.::. go with me to the train station. Father 
••• they're bound to get you one of these ~a7ys. You can save me by going a few days E:t.a.rlier • ..J 

Upon the father's exit, Stefan then abducts his friend$s wife, 

Symka, for deportation. The argument that his father will 

have to go soon anyway and therefore will be only giving up 

a few days of his life is an objec~ lessont like the one 

Wiesel presents, for those wlio would choose the logical path 

over the honorable one. 

The very next scene shows the departure at the train 

station of Reb Mazur and the parting emotions between a son 

and a father who is being betrayed by his son~ The tragic 

I 

----------------------------------~ 
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parting takes place under 'the ever watchful eyes of the 

Germans~ eyes$ 

GERMAN OFF'ICER 1 Rabbi? 

REB MAZUR• Yes. 

GERWlAN OI•'FICER. 1 Left" 

RUTKA (The cry escaping her)a No! 

MORDECAI• Sir; that's my wire•s father (referring to 
Rutka). I'm on th~ labor battalion, they 
said that the immediate families would not 
have to ... 

GERMAN OFFICER• You wish to accompany him? 

RUTKA1 No! Pleasel 
theml 

You have no right! Stefan. tell 

REB MAZURa Go children. Go home. 

RUTKA1 Papa • • • 

REB MAZUR• Try, to send me an extra shirt to the train 
station~ (He looks at the anguished Stefan, 
who will not face him. Crosses left to join 
the others. The Beggar Child steps forward.) 

GERMAN OFFICERa Left• 

(Stefan picks up the Beggar Child, carrying her 
to ·the left to join the others. The Beggar 
C.hild steps forward) 

GERMAN SERGEANTs All finished here. 

GERMAN OFFICERs Next building. 

(Rutka crosses left. reaching for Reb Mazur. 
Stefan blocks her. Mordecai crosses to take 
Rutka• leading her into the house. Stefan herds 
off the group chosen for resettlement • e .)3ti 

This is the most poignant scene in 1~~ ~t ae it shows 

the depths to which a man was forced to sink under the terror 

I 
I 

# b 
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of the Nazis. The play. as throughout, makes no statement 

about )his incident, but only reports it as a fact of the 

holocaust. The tragedy is that often enough the holocaust 

did pit child against parent•· We have in th.i&: scene a child 

sacrif~cing his parent~ In the closing scene of the play we 

have :a p'~£:fl!e:t~:t :.s:aer:lf:!solng 'her chil-d.. As the play ends, and 

the ghetto is in flames. there is a chance for some of the 

principal characters to escape ~.ven though the Germans are 

(Sound of dogs baying • • • baby begins to cry) 

MORDECAI• Do somethtng. Get hlm quiet. Do something! 

(The baby cries) 

KATZ• Get him quiet! They'll hear. They'll hear! 
Get him quiet! 

(Rutka hunches over the baby. pressing it fiercely 
to her breast. It,•s'·ory;·:.d:.s abr"uptly.~.cut :.oth.::<~ .. , • ) 
-' . "I' ! .. .L ~·· :' ~ . , ;" ··? ; 

•\ ... •. ;. 

RACHEL• Dolek - • ft He •·s (Dolek) baiting the'm (the 
Germans). He's leading them away. The Germans 
are rushing around trying to find him. 

MORDECAI• (To Rutka) Thank God you got him quiet. How 
d~d you manage? (Rutka's face is a n~mb 
mask• She hugs the baby, rocking it. Look
ing at the baby) What have you doria? What 
have you done? 

RUTKAa (A sob) Sweet, sweet, sweet ••• 

MORDECAI• (Grabbing her murderously) What have you done 
to him? 

RUTKAa Mordecai, Mordecal, Mordecai •• ,39 

That the two people in the play who commit murder as 
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a result of the circumstances they find themselves in happen 

to be the rabbi's children further accents the brutality 

under whi.ch the Jews lived. Here we have a rabbi, like Wiese 1 ~ s 

Rabbi Eliahou, who is the symbol of God's holiness and supreme 

morality - and i. t is !!.!.!! children who are forced to profat1e 

all that is holy• 

There are other scenes in 1,..4!_ ~ worth noting. As in 

/}!,l~Q..rra, we find in ~.rqe !!.ll some psychological effects that 

persecution has upon 'the individual. Just as Andri began to 

believe he actually possessed those traits that his persecud 

tors ascribed to him, so too we have in The Wall a similar __......., .. ...---. 

acceptance of these traits on the part of the Jews in the 

Warsaw ghetto. 

NmNKESa Berson. what do you feel? Pride? Shame? You 
· carry a. mark, li.ke they spit on you. Are you 
the same man? 

BERSONa Yes. 

MENKES: No!40 

With the exception of The pe;n1lt:!{ and Nelly Sach' s poem·· 

play Eli, none of the playwrights deal with the theological 

aspect of the holocaust, an aspect that haunts such a prose·

poet of the holocaust like Elie Wiesel· What if any part did 

God play in the destruction of the Jews? The Y!!.!! briefly 

alludes to this theological dilemma, but only in the most su

perficii:il way. When it is announced that the Germans have 

------------------------~~ 
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forbidden the Jews to gather for prayer~ Reb Mazur tells 

his friends to have faith· But when he says this he is met 

wi·th derisic.m$ 

SHPUN'l'a You hear? Have f.aith. Say two hundred prayers 
a day. A prayer when he eats an apple, a pray~ 
er when he buttons his pants. Have faith. 
Hoo-ha. 

REB MAZUR• I will lift up mine eyes to the hills, from 
whence cometh my help. 

SHPUNTs Sure• Wait for God•s help. And while r•m 
waiting, I can jump out a window.41 

In a later scenes 

BERSONa • • • Have you seen Fishel Shpunt? 

REB MAZUR» Not'lately. Maybe the Germans took him 
away. Wait, God will punish them. 

BERSON a God? IJf
2 

there a God? What is He P a pract:i.cal 
joker? . 

It is interesting to note that all discussion about God 

is restricted to the dialogue that includes the rabbi. But an 

understanding of God ·~:·pa:ttioipa:ti.oiL·.:tn··:the holocaust is suc.h 

a difficult task that few playwrights have dealt with it. We 

will see in the next chapter how difficult it is, as God's 

role in the holocaust is ocmtinually called into question in 

The~~· 

What ~ ~~~1 lacks is a strong attitude toward its 

shocki-ng content~ By. merely describing what happens. it 

glosses over many crucial questions inherent in the play. Were 

the Warsaw Jews too docile? Is there support :f'or Hannah Arendt$s 
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charge that they let themselves be l.ed like lambs to 

sl_a.ughter? Were the Jews too eager to prolong their cap

tivity to gain life at any cost? Can any group of indivi-. 

duals be reduced to such levels as Stefan and Rutma: being 

fed an exact amount of terror? Would it have been better 

:for the Warsaw Jews to take up their resistance earlier? 

Did God, if' he had anything to do with wh~t happened, in ... 

flict these cruel ties upon His crea:ture.s for some grand 

desi,gn? Do those who survived the holocaust, and those who 

were unaffect~~d by it have a daily responsibility not to let 

- this happen again? And finally. what degree of guilt and/or 

responsibility do I share in this most tragic of human tra ... 

gedies? 

~ Qn !h!t B.hi.!l..!• !ill! Yi!ll.• and ~ p iarl Q! ~~ 

E,ran!£ do not provide us with answer~s:·. or challenge us with 

much vigor. They do, however. show us important tragic 

elements of the holocaust that should move us deeply enough 

. to feel for the victims and not follow on the road that 

lVIessrs. Weiss, Shaw, et. al. lead ... a road that abuses the 

victims in order to serve some obscure, self-seeking social 

comment about the type of society we live in. 

--------------------------~._ 
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V. THE DEPUTY 

HISTORY AS DRAMA 

Rolf Hochhuth' s play ~ ~J2~.:tU• which stormed onto 

the stage in 1964. has been called the most controversial 

play of this generation• The play deals with the failure 

of Pope Pius XII to make an unequivocal statement con~ 

damning the massacre of Europear1 Jews. Hochhuth • s highly 

d()cumented play shows that :facts about the Pope's silence 

cannot be in dispute, 1 despite the counterclaims. mostly by 

Catholics, that extend all th~ way to Pope Paul VI4
2 

The 

Pope possessed all the necessary information pertinent to 

the deporation of the Jews not only immediatt!f.lyvoutaide,,·the 

Vatican, but all over Germany and Poland. Hannah Arendt, 

authoress of ~ichll1!DD. !n !I~.r~.l!m· says that 
11

the play 

might as well be called the most factual literary work of 

this generation as •the ruost oontroversial~'"3 !h.!. pe m~l:'£ 

is a play, a bookJ a documentary, a news story, and, above 

a.ll. a factual and philosophical statement• J+ 

Once one decides precisely what type of art form, if 

________________ ............ .. 
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any kind at all, ~ Deput:)!: is, then he can proceed to dis ... 

cuss those themes in the work that give the play its power. 

!h.! !Jep~~X deals with an event in history, the murder of 

six million Jews, an event that is itself drama. t~agic drama 

·.of the highest order. The value of Hochhuth' s work is that 

it can force us back into history, helping us to view his$ 

tory as drama. !ill! R!P~Y· then. in a traditional sense, 

can be classified as a·~.modernr"tr.ag,dy. It ifi1 worth noting 

tope de Vega.•s comment that "tragedy has as its argument 

.. history ... 5 Hoohhuth has achieved an authentic and artistic 

tragedy by the "sheer disposition of' his facts and the elo

quence and the crushing logic of history."6 Hochhuth himself 

wrcrte • "I believe that in a. play historical events can be 

marshalled toward a dramatic climax •. and different points of 

view can be made to clash more sharply. and forcefully& than 

in a work of fiction ... ?· 

What is signii'icant, however, about Hochhuth •s tragedy 

is that it cuts through all categories ~ art. history, 

philosophy, reltgicm, politics .. in an attempt to explain the 

spiritual collapse of an i.nati tuti.on, a civilization, indeed 

God. through the Vicar of Christ, ••xt it J is. ~.a!'Jything at: all 

lt is an act of frustration in the face of categories and 

complexity, an,·attempt to give defb'lition:'and loca·tion to an 

overwhelming diffuse and imprecise moral anguish8"8 In this 

serme the play is much llke the trial of Adolf Eichmann. 



88 

In Hannah Arendt's work on Eichmann she was able to de

.velop much in the character of Eichmann. She showed him 

to be what essentially he served to be - the local, identi· 

fia.ble, graspable source of' horror, "the foul consciousness 

·which could explain all unconsciousness, the bounded agency 

which could account for unbounded crime."9 It is a moon 

shot from Eichmann to Pope Pius XII. but one that Hochhuth 

undoubtedly wants us to launch• Just as Eichmann served 

for the Israelis8 as Hannah Arendt points out, as the 

.principle.upon which all ·indignation, shame and humiliation 

was hurled, so does Pope Pius XII, for Hochhuth, serve as an 

indictment against the past. Hochhuth's Eichmann is Pope 

Pius XII • the negatlon o:f life come ·\·.to life, whose silence 

was as instrumental in the human tragedy that struck down 

six million Jews as Eichmann•s active participation in that 

destruction. As Eichmannwas held accountable in the dr,IJ!a 

that unfolded behind his glass booth for the sins of all, so 

too is Pius held accountable and responsible for the silence 

of everyone everywhere, 

With an eye toward the drama that unveiled itself at 

·Eichmann 8 s trial, a real event in history, Hochhuth finds 

drama in the person of Pope Pius XII, and as such Pius serves 

for him as both a thematic center and an organizing princi

ple for his play. Eichmann also was at center stage in that 
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glass booth standing on trial in a dual role ~ as the indi~ 

.vidual whose personal guilt was immeasurable and as the 

personification for the whole history of Anti·semitism which 

reached its dramatic climax in the death of six million 

Jews, The trial. as is Hochhuth's play, was a real-live 

drama that tries somehow to m!!lke CH>mprehensible the incom

prehensible. As Eichmann sat in his glass booth, a great 

collective dirge was enacted that included the facts of an 

historical agony. The function of the trial was to let the 

trial stand as the tragic dramatic force by which to explain 

the greatest tragedy of our age. 

The trial is pre-eminently a theatrical form~;:~afidl 1 t~ is 

interesting to note that such cHmtr~versial·,_:plays about the 

holocaust as !h~ Inv~s~1g!!!~n and ~~. M!n In ~ G~ ~ 
have as their form the trlal- Hochhuth, who must have been 

aware of this fact of theatre, moves from the Eichmann trial 

as drama to place Pope Pius XII on trial. !!!! P..~nut~~ like the 

trial, is an attempt to deal dramatically with a. tragedy of 

history. Hochhuth follows the classical forms of drama by 

showing a contest between a protagonist, Riccardo, and an 

antagonist • Pius a and through them arriving at a ''verdict., 

on the action. 10 .1ill!. :Q!.mt.E£. takes history, the people in it, 

and presents itself on the stage as drama, drama that is so 

powerful that we are ourselves become participants with those 
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dramatic figures and dramatic events which comprise the 

tragedy of our times. the murder of the six million• The 

drama unfolds as we are shown not only what happened, but 

how it happened, why it happened, and who was responsible· 

GUILT AND· RESPONSIBILITY 

(The unemotional voice of an announcer on tape reads•) 

Although the Pope is said to have been importuned from 
various quarters, he has not allowed himself to be 
carried away into making any demonstrative statements 
against the deportation of the Jews ~ • • 
And so the gas chambers conti.nued -to work for a full 
year more. In the summer o:f 1944 the so ... ca.lled daily 
quota of exterminations reached its maximum. on Nov
ember 26, 1944 Himmler ordered the crematoria to be 
blown up• Two months later the last pria£~ers in 
Auschwitz were freed by Russian soldiers. 

With this announcement the curtain falls c;on ~~]]Q.!:nt?--~:>!· 

Why didn't the Pope speak out? Further, why did the Pope 

even seem to defend the Germans and Hitler? Who bears the 

responsibility, the guilt .... the Pope, the Church, i.nstitu ... 

tions • God? Unlike the other holocaust plays • Ttte. Qenut:t. 

examines these questions through specif~.c individuals in 

history. and through, more specifically. the person of 

Pope Pius XII. the Vicar of Christ~ 

The play is about choices. Hochhuth demonstrates that 

an individual can choose the right pathe Hochhuth uses the 

----------------------------~~ 
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Pope, a non ... combatant of vast world influence~ as h:ls 

crucial example of a man choosing. For reasons of state, 

neutrality, protection of authority and fear of Communism, 

The Pope chooses to take a stand that will permi.t the mur

der of the Jews to proceed unhindered. The Pope remarks to 

Count Fontana, Riccardo's (the play•s protagonist) father, 

" ••• Whoever wants to help~ must not provoke Hitler • • • 

The Pope tells the Count in the presence of Ricc~rdo~ 

POPEs Hitler, alone, dear Count, is now defendlng 
Europe • And he will fight until he dies be· .. 
cause no tn:prdon awaits the murderer. Never ... 
theless, the West should grant him

3
pardon as 

long as he is useful in the East.l 

Through all of this, Hochhuth demonstrates that the Pope 

can, by speaking out, do something, indeed that the Pope 

can save millions of Jews from death. Hochhuth writes, 

"Perhaps never before in history have so many human beings 

paid with their lives for the passivity of a single states

man."14 Yet while Jews were being deported before. the Pope 3 s 

eyes, the Pope refused to utter anything more than the most 

general. Christmas messages " ••• one·single plea for 

brotherly 1ove. 15 - to which Count Fontana replied. 

FON'I'ANAs Your Holiness • I too wli!os ·sadly disarJpointed 
that it remains without effect. However, in 
that message Your Holiness did not, unfor
tunately, mention the Jews expressis verbis 
• • • anything addressed to Hitler • , • re ... 
quires1words so blunt as not to be misunder
stood. 6 

The Pope by his own admission knew wha.t was going on, arous-
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ing Riccardo to respond~ "Then Jour Holiness has already 

known .. for weeks - what the SS here intended to do to the 

Jews'?"17 In Germany some of the hierarphy of the Church 

spoke out, yet Pius chose to remain silent. It is this si

lence • a willful aet, a Cl\·Gt'eHl, that troubles Hochhuth, parw· 

ticularly when the Pope himself knew that i.f he were to 

speak out, he would save Jews. Hochhuth argues in his 

"Sidelights on H~story" (attached to the wri~t~n text of 

the play) and through his characters that a protest by the 

Pope would have been effective. He advances for evidence 

the fact that in August. 1941, Hitler, faced by the proo 

tests of Catholic and Protestant Clerg~. halted the mass 

murder of the German mentally sick, undertaken when the war 

began. 18 But when Count Fontana pleads with the Pope to 

issue a proclamation. all the Pope can do is defend his 

diplomatic stance ... '' • • • Certainly the terror against the 

Jews is loathesome, but we must not allow it to insense us so 

that we forget the duties that devolve upon the Germans for the 

immediate future t • ~n19 And so the guilt and the responsi

bility for much of what happened rests squarely on the shoulders 

of Pius. who not only knew what was going on, but who also 

knew that one word from him would have helped as evidenced 

by the words from the German Clergy. For Father Riccardo, 

the real spokesman of Christ .-
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(ABBOTs Do you suggest a priest take it upon himself 
to speak in the Pope's name? 

RICOAHDOJ Yes, when the Pope f~rgets to speak out in 
the name of Christ.) O 

- a Pope who knows of the deportation of Jews and that his 

word could help prevent it. such "a Vicar of Christ who has 

· ' that under his ~yes and who still keeps silent for reasons 

of state, who reflects a single. day, who hesitates for a 

single hour to raise his voice in grief to pronounce a 

solemn maledic:tion .... such a Pope is a crimina1."21 

The play is so designed that the qu~stion of guilt and 

. ·responsibility is carried to the Pope himself. But Hoohhuth 

is careful to point out that the Pope is a head of an in

stitution who sees himself as having a duty to guarantee 

the survival of that institution. All of the Pope•s cal

culations, including that Bolshevism·is a worse menace than 

Nazism, are based on duty as he interprets duty in God•s 

name ... "The Lord had made his decision for our salvation."22 

Pope Pius XII's morality is not that of an individual but of 

a:rcorporate body with branches in many nations and many 

heavens.. But what is so horrifying is that one man can 

assume so much corporate guilt. Yet the Pope's hideous 

inactions show that he does indeed merit this corporate 

guilt. The Pope's spokesman, the Cardinal. says of his 

Holiness a 

CARDINALs • • • The Chief would lose a great deal of 



prestige if he endangere2~his position for 
the Jews. Riccardo ••• ~ The Chief, you 
know, would be risking a great deal if he 
took up cudgels for Jews. Minorities are 
always unpopular. in every country. The 
Jews have lcmge11 provoked the Germans • you 
know. They overdrew on the credit they'd 
been given··~;over in Ger~~ny. Pogroms do not 
fall from heaven • • • 

It is with these extraordinary comments that !111 penu.tt 

s~rves as a symbol for the sins of all during Hitler's 

mass murder. It is powerful drama to use the Pope as the 

central figure for collective guilt and responsibility_ for 

he is a big enough :figure to command individual blame, and a 

broad enough figure to suggest universal blame~ 

It has been suggested that the German people may be 

pleased W.i th the play because impugrd.ng the Pope for his 

silence exonerates them :for theirs. The intention .of the play 

was to show that the buck cannot be passed, but rather is 

handed in the line of reponsibility right up to God who 

in His silence also refuses to accept it. But the audiences 

seem to be reacting in a way that is reminiscnet of their 

reation to plays like Shaw's In~ M!n I~ !h! Glass Booth, 

Weiss' 1,Jie In'!!!§j;j.,.g!~~.QD.• and !b,! Diar~ .Qf A.!:m.!, E.r!!I.!~ Whereas 

those plays allowed the audience to feel comfortable because 

they have been told in the plays one way or another that they 

are free from blame, .11:!! !:)enut~ by no stretch of interpreta

tion allows thist 

One would be remiss were he not to mention the reaction 

of the audience to the problem of guilt and responsibility. 
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Half the public shouts angry defenses of the Church and the 

Pope, and the other half luxuriates in a "confession" of 

corporate "sin•" safe in the knowledge that no one can be 

punished for that. "A sort of merchandising of guilt is 

going on• Some people are buying and others are trying 

to sell·"25 Instead of seeing Hochhuth's point, playgoers 

"prefer to hurl accusations at one another • • • But let 

.them not imagine they are in that way helping mankind to 

avoid ·the repetition of the evils they deplore. "
26 

There is 

no need here to hash over the great controversy that !h! 
~ has stirred throuhgout the world • the riots. slander, 

and general u~liness of many of tbe protests ·speak for 

·themselVEH:l. "Suffice it to say that the customary condi

tions following the publication of an unpleasant truth have 

prevailed, and humanity has managed to disgrace itself once 

again• •• 27 By passing the buck • we miss the point of !,he. 

~· Pope Pius XII 1 admittedly, is a symbol. He symbol ... 

izes the truth that the. "way for evil to triumph is for good 

men to keep silent•.. To aom .. u3e him, we must remember, is to 

accuse ourselves~ Pius was not only God's Deputy, ·he is our 

repres~ntative • the represenatative of our inhumanity.28 

Arthur c. Cochrane summarizes in an article in Christ~ - •• 1'111 .... 

!~t}i ~~ !Dd Q.r~!.~• 
lf the symbol of the "deputy" is not applied to the 
whole Christian church as the vicar of Christ. as the 
ambassador for .. Christ to whom the message of reconcili.a ... 

______________________________ .... 
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tion has been entrusted, and if the guilt imputed 
to Pius XII is no·t recognized and confessed as the 
guilt of Christendom toward the Jews - not only in 
Germany during 1933~45 but in every age and in every 
country since 72 A·D· ... the ~ ~~R~.tx will be seen 
and heard in va:i.n• 'rhen it can only give rise to 
bitter accusations and counter-accusations & self ... 
righteous protestations of innocence and mutual re .. 
crimination• 

No Church, especially in our age • car\ expect to be ta
lten seriously as the "representative" of God on earth 
unless she acknowledges her solidarity with the sin of 
·the world and puts her hope in the forgiveness of her 
sins. And how can the Church ever hope to be recon
ciled with Israel without confessing her transgressions 
against God's chosen people.29 

GOD'S RESPONSIBILITY 

One of thtl dllemmas raised in Ih!t £!~~ and only;.·· 
·:_ ;.~ _ .. _~~ ;;. , · ·?~tJ ·1 r~ t ··>_< 
barely ~ilud.ed to in ·the other holocaust plays, is the 

questionc What was God's part in the whole thing? If God 

speaks the truth and acts justly. then certainly someone 

other than Pius should serve a.s His agent• Indeed. when 

Pius uses God to explain evil, then someone else !!l!!ll 

appoint himself deputy. There is little question that Pius 

and "the high ranki.ng Churchmen do use God to justify their 

action on the side of evil· 

GERSTEIN• Your Eminence~ that could not be. God would 
not be God if He made use of Hitler • ~ • 

CARDINALs Oh yes. oh yes, most certainly, my friend! Was 
not even Cain.,~.. who killed his brother the instru-
men·t of God ?Jv 

--------------------------------------·· 
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· This last rrtatement is made;· to justify the Pope's action 

for signing the concordat with Hitler and further justifies 

. the Pope •s role as mediator so as to make sure t.he concordat 

stands ... 

POPE1 ••• Do not you see that disaster looms for 
Christian Europe·unless God makes Us 8 the Holy 
See, the mediator? The hour is dark· To be 
sure We know they will not touch the Vatl.carl• 
Hitler has only recently renewed his guarantee 0 •• 31 

It is Riccardo who sees himself as the spokesman of God be-

cause of Pius• refusal to accept the respons:tbility. Riccardo 

does not want to be held a~countable for what is hai>pening• 

RICCARDOa • • • You must see that the silence of the 
Pope in ~avor of the. murderers imposes a 
guilt upon the Church for which we must 
atone. And since the Pope, although only 
a man, can actually represent God on earth, 
I • • • a poor Priest • • $ if need be can 
also represent the Pope ... there w~ere the 
Pope ought to be standi-ng toda.y0J 

It is then Riccardo who takes on the task of expl.ai.n ... 

ing God•s action in the holocaust. A dialogue is set up 

between Riccardo ,a;:hci the most sinister of characters i.n the 

play. the Doctor, evil incarnate, who presided over the 

, bodily destruction of the Jews and who took great delight 

in detailing what happened to the Jews at Auschwitz• 

DOCTORs I cremate life. That is modern humanitarian ... 
ism • • • Nine thousand in one day. Pretty 
little vermin, like that child you were hold~ 
ing. All the same. in an hour they're uncon~ 
scious or dead. (Calmly) At any rate ready 
for the furnace. Young children often go in· 
to the furnaces still alive, though un
conscious. An interesting phenomenon. In-
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fants, es~ecially. A remarkable facta the 
gas doesr1 t al,ways kill them$ 33 

Then the Doctor challenges Riccardos 

DOCTORs Since July of '42, for fifteenth months, 
weekdays and sabbaths~ Itve been sending 
people to God. Do you think he's made the 
slightest acknowledgement? He has not even 
directed a bolt of lightning against me o f $ 

(He laughs like a torturer) Historya dust 
and altars, misery and rape, and all glory 
a mockery of its vict.i.ms. The truth is, 
Auschwitz refutes creatort creatlon, and 
the creature. Life as an idea is dead.J4 

Riccardo supplies no sufficient response to the Doctor. 

The best he can offer is a lame answer: 

RICCARDO& I have nothing more to say if you make God 
resp<msible for 'the crimes of His Church. God 
does not stand above history. He .shares the 
fate of the natural or~er. In Him all man•s 
anguish is contained.JJ 

To which the Doctor replies~ "Oh yes, I also learned that 

drivel once."36 

The question remains then, if God is indeed not above 

history but intimately involved in it, how can He allow such 

wanton cruelty to be inflicted upon Mis creatures? . This 

question is never satisfyingly answered. It is Hochhuth's 

intention not to answer it either, for he wants the Church 

and her. constituents to do the answering. Hochhuth admitse 

"I had said inexcusable things about God • G , this question 

about God is more essential than the silence of death of 

the so-called confessional peace which my play has been 

accused of endangering ••• Christiems live much too 
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comfortably today • • 

There is another reason why Hochhuth can supply no 

answer for God's silence. In his climatic Fifth Act. 

''Auschwitz, or Where Are You, God?", Hochhuth 's dialogue 

about God takes place between the two men least likely to 

hold an honest discussion about God. The Doctor is so 

·sinister a character. painted so black. that it is totally 

tmrealistic that he would be able to raise the challenging 

questions about God, and thus serve as a conscience for God 

and a mirror for our belief in Him. Also Riccardo has 

been painted by Hochhuth as too predictable a charact~r$ 

Just as the Doctor serves as a narrow. and unreal agent 
.. 

of opposition to Riccardo, so is Riccardo the same narrow 

agent of opposi.tion to the Pope and the Church. Riccardo 

serves as an emblem of revulsion from moral failure and 

an unchanging container for the corrective act which sees 

its climax when he takes the Jewish star·~:upon himself and 

goes to his death with the res·t of the Jews at Auschwitz. 

Dramatically. Riccardo does not grow in his partt As soon 

as he learns the facts about the Jews, he swings into pre .... 

dictable motion, approaching every so often "a pseudo ... 

Dostoevskian confrontation with the anguish of faith be~ 

sieged by social horror but sinking continually back into 

mere functicmalism, a rod: of lndignation with which to beat 

Pius and a weight t.o throw onto the scales. ~~38 

______________________________________________ _._. 
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When Riccardo finally tries to atone for the sins of 1 

the Church and o:f his people by volunteering his lifet it 

is predictable in the context of' the play. While Riccardo 

is based on an actual person~ Father Maximilian Kolbe, 

Riccardo$s death, while true to Kolbe 8 s fate, serves only 

to give an added dramatic flair ·to the play,* a flair which 

is not necessary. Indeed, after all that Hochhuth·has 

said throughout the play$ it is disturbing that the hero& 

th~ martyr. should be this Priest - above the true mar

tyrs. Yet the power of Hochhuth's history does not finally 

allow Riccardo's death to serve as any sort of expiation 

for our sins• Quite the contrary, Riccardo's death ac

centuates our guilt and sense of shame. No Christ ... J.ike 

act can atone for the murder of the six million. That would 

be too simple • Precisely beCI:.\UI:1e the murder of the Jews 

defies such a Chr.ist·lilte sacrifice, Hochhuth leaves God's 

responsibility in the holocaust unanswered$ Hochhuth will 

not allow God to use Riccardo as a. means to either exonerate 

God himself, His Pope, His Church, or His people. Hochhuth 

wri.tes, "But the question about God i.s timelEHJS, as the 

atrocities are timeless ."39 

________________________________________ .... 
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A F'INAL STATEMENT 

The main point of !h!, pen~tl is not an entirely re•m 

criminatory one. It is for certainan attack em the Germans 

and the Pope, on the Church hierarchy and on God. but it is 

also a statemc:n-1t that absolute honor and decency ... though 

they may entail martyrdom ... are possible and even manda

tory• Because Hochhuth shows us persons who h.ave chosen 

the right path. the decent and honorable one, he has a 

right to charge with unforgettable forgiveness the others 

who refused to choose. who refused to speak out.40 

The power of 1h!. P~nut~ derives from Hochhuth•s 

ability to show the full weight of the mass suffering and 

death caused by the Nazis, aided by a silent Church and 

Pope. and yet keep alive a sense of lndividual. choice and 

responsibility. Both as a whole, and in individual scenes, 

!11!. :&t~· in a very real sense. is a traditional. 

'trescue-drama~ ,.L~1 
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EPILOGUI~ 

It is painful to relive a history so filled with 

horror. The holocaust is such high drama in itself, a 

tra.gedy of such magni tud.e, that to see the events and the 

people who participated ln this human tragedy unfold on 

the stage pricks the very core of our beirtg• 

Within each play considered here~ there is some 

element that can serve us as a reminder of an event we 

cannot afford to put from our minds. While some plays 

use the holocaust in a distorted fashion to explain guilt 

in our world, they still serve us in some way as a means 

to understand what happened~ It is regrettable if those 

IJlays do not succeed above merely sera tchbtg our con

science. Yet their attempt to ~eal with the event of the 

murder of six mi.llion Jews is notable. However, those 

plays which boldly lay claim -to honest answers for the 

holocaust, these are the plays that can powerfully command 

us never to allow such evll to enter our world again. 

We must understand the holocaust in such a way as 

to know who i.s to blame. Once we have done this, we can 

move to universal or general claims about the involvements 
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of others$ 'rhe failure to focus on individual blame is 

most clearly represented ln Weiss' !b.~ InvestigatiQf'!.• 

Intellectually, he (Weiss) appears to embrace the 
fallacy of universal guilt. The words Jew and 
German are never uttered in !h.! Investig~tis>rt,• 
Ironically, this depersonalization is not unrelated· 
to the dehumanization that made the whole merciless 
horror possible. As the victims the Jews merit the 
epitaph of being named. As. the pert>etratopg of the 
crime, the Germans deserve to be indicted. 

The best example in a play which, by indicting specific 

individuals. makes the most authentic universal statement 

about the holocaust is contained in !illt Qepy~X,· 

On October 28t 1943, Herr von Weizacker, Hitler's 
ambassador to the Holy Seet writes to the foreign 
office in Berlina • • ~ the Pope ~ •• has not 
allowed himself to be carried away into making any 
dembnstrative statements against the deportation of 
the Jews •• • On November 26, 1944~ Himmler ordered 
the crematoria to be blown up • • • 

But whatever strengths or weaknesses these dramas 

possess, they have in them the possibility of acting out 

for us the entire bitter story that must never be forgotten 

if humanity and sanity are to enter into our world once 

more, 

____________________________________________ ..... 
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