Comic Rejection of Heroism. Double Provocation in Jurek Becker’s and Frank Beyer’s Film Jakob der Lügner (DDR/ČSSR, 1974)
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After he read his son’s internationally acclaimed first novel, Max Becker, Jurek Becker’s father, didn’t want to speak to him for a whole year. This piece of information, even if of a rather yellow-press quality, provides a hint on the subject of this article, which aims to address the provocative aspects of Jurek Becker’s and Frank Beyer’s 1974 film Jakob der Lügner, based on the same novel. As it will be discussed in more detail, the subtle provocation in Becker’s novel and film lies in the realms of the comic and laughter, on the one hand, and, on the other, the rejection of heroism, which in the 1960s and 70s were not the usual means of representing the Holocaust (and they are not today either), and which were possibly the cause of misunderstanding between the father and the son.

Let us first go back a few steps to the prehistory and cultural context of Jakob der Lügner. Jurek Becker – internationally less known as a screenplay writer than the author of a successful novel about Jakob the Liar – was born in Łódź, probably in 1937, and spent his early years of childhood in the ghetto of Łódź/Litzmannstadt together with his parents, until the deportation of Jurek and his mother to the concentration camp of Ravensbrück and later to Sachsenhausen. After the war Jurek was reunited with his father, who survived Auschwitz, and they settled down in East Berlin. His mother died soon after her camp release as a consequence of malnutrition and exhaustion. 

Becker stated several times that he had hardly any personal memories of the ghetto and camps and that his Jakob der Lügner, originally written as a film script, and later as a novel, was based on a ghetto story his father Max had told him. It was a story from Łódź/Litzmannstadt about a man who possessed a radio, although it was strictly forbidden, and spread the allies’ news among the ghetto inmates. The man was finally arrested and shot for possessing a radio. This story is possibly related to the events of June 7th, 1944, as we read in the ghetto chronicle which reports that on that date several people were arrested for possessing a radio.
 

Becker used this ghetto story as a central idea for his film screenplay, which he presented twice in the early 60s to the GDR public owned film organization DEFA, Deutsche Film AG.
 His film script was rejected on both occasions. In 1963, Polish cultural institutions decided to give up on the already agreed support for the filming, whereas the restriction in 1965 can be seen as a result of the change in the official cultural politics of the GDR after the 11th Plenum.
 The official evaluator of Becker’s screenplay felt the proposed film was “full of a humanistic spirit rather than indicating the specifics of socialist humanism” and suggested that Becker should develop the script in the light of social realist aesthetics and stress the “gesture towards forward-looking forces” (quoted in Gilman, 2000, pp. 300–301). 

To make a long story short, Becker rewrote the original film screenplay as a novel, first published in 1969. The international success of the novel possibly helped in finally obtaining the GDR approval for the film screening of Jakob der Lügner (1974), directed by Frank Beyer and adapted as a screenplay by Becker himself. Against the wish of the director, the film was premiered in April 1975 on the East Berlin television channel, opening a week of anti-imperialistic film series. In its filmic version Jakob der Lügner was well received by the audience and praised in both parts of divided Germany and abroad. It remained the only GDR film ever nominated for the American Academy Award for the Best Foreign Language Film.

The film plot of Jakob der Lügner follows in its central elements the plot of Becker’s novel. The main character Jakob Heym (played by Vlastimil Brodský), who once used to own a small potato pancake bakery, is an inmate of an unnamed Polish ghetto. It is 1944 and Jakob gets caught on the street half an hour before the curfew. Falsely accused of being on the street after the curfew he has to report to the commander in the headquarters, where he accidentally overhears radio news about Soviet offensives about 400 kilometres away from the ghetto. Returning safely from the headquarters, which was great luck and usually did not happen, Jakob tells the good news to Mischa the day after, in order to save him from a risky manoeuvre (Mischa wants to steal some potatoes from one of the guarded wagons). Since no one would believe him that he returned safely from the Nazi headquarters, and to make the story more convincing, Jakob adds a made-up piece of information to the good news about the Soviets, saying that he listened to the radio at his own place – thus, lying for the first time in the story: “I tell the truth. I have a radio!” Eventually, the news starts circulating around the ghetto – always with some newly made-up information. More importantly, together with the fictive radio news, hope starts spreading around, so Jakob turns out to be delivering not only lies, but also hope. In this way, the (fictive) existence of the radio becomes priority number one in the ghetto daily life.

Provocation One: The Holocaust and the Comic

Even though the filmic version of Jakob der Lügner was after its release very well received by the West and East German audience (this probably also had to do with the success of the novel), its comic elements were later often regarded as provocative aspects. This happened especially in the late 1990s, during the discussions around contemporary Holocaust comedies such as Roberto Benigni’s La vita è bella (1997), Radu Mihaileanu’s Train de vie (1998) and Peter Kassovitz’s Jakob the Liar (1999), where Jakob der Lügner was commonly looked upon as one of the forerunners of their genre. The main questions, following the accusation that the comic is basically oriented toward provoking unnecessary and morally irresponsible laughter, remain until today largely the same: How does one dare combine the comic and the Holocaust? Isn’t this the same as laughing at what happened? Or even laughing at the victims? 

And indeed, comedy and laughter – even if not necessarily intertwined – are traditionally seen as ‘lower’ forms of representation, not worthy of representing ‘big events’, as tragedy and/or epic allegedly are. About laughter and the comic – to suggest only few observations and thus reducing the complex theory of the comic and laughter to potentially negative aspects – Charles Baudelaire (1855) writes that it is of satanic heritage, Henri Bergson (2008, p. 7) argues that the comic demands “a momentary anaesthesia of the heart”, Sigmund Freud (2009) warns against its aggressive potential, and Theodor Adorno and Max Horkheimer (1947) write of the comic’s brutality.

It is probably not difficult to imagine why comic modes of representation irritate the so-called “Holocaust etiquette”, which American scholar Terrence Des Pres (1987, p. 217) wrote about in the late 1980s, as a set of not prescriptive but widely approved norms, which “influence how we conceive of, and write about, matters of the Holocaust”. Des Pres argues that the widely accepted Holocaust etiquette requires representing the Holocaust as a unique event, in a faithful manner, as seriously as possible, and critically points to the fact that these norms gained an almost sacred status which is rarely a subject of discussion or critique: “These fictions are not tyrannical; but, even so, they foster strong restrictions. […] Because they are fundamental and widely shared, we are convinced of their authority and accept them without question” (Ibid.). In the writings of an Israeli historian, Saul Friedlander, we trace similar arguments. It is the claim to truth that appears particularly imperative, suggesting that “there are limits to representation which should not be but can easily be transgressed. What the characteristics of such transgression are, however, is far more intractable than our definitions have so far been able to encompass.” (Friedlander, 1992, p. 3, emphasis in the original)

The comic reckons with the laughter of the audience, downgrades the authorities, and generally tends to cross various kinds of official borders. It is no wonder that its mechanisms and goals are not very amenable to the Holocaust etiquette, since there is a reasonable concern that the comic could threaten the collective memory of the Holocaust and destabilize the knowledge of its reference system. Yet, many of the survivors and Holocaust studies scholars have pointed to the fact that comic modes have an important potential to evoke a more active response from the audience than the more usual genres like realistic film drama or documentary do. “The value of the comic approach is that by setting things at a distance it permits us a tougher, more active response.” (Des Pres, 1987, p. 232) Des Pres, who was one of the first to write about the comic in the representations of the Holocaust
, diagnosed the limitedness of the prevailing Holocaust etiquette and discerned the prospects in the realm of comic laughter:

The tradition of high seriousness will not be abandoned, but at this point in time – a certain weariness having settled upon us – I want to consider the energies of laughter as a further resource. We know […] that a comic response to calamity is often more resilient, more effectively equal to terror and the sources of terror than a response that is solemn or tragic. (Des Pres, 1987, p. 220)

So how is one to represent the Holocaust? Friedlander (1992, p. 3) for example points to the fact that the generations after the Holocaust feel obliged to establish some kind of a ‘master-narrative’ about it, but without really being able to identify or define its components and borders. The dilemma is not whether some work of art leads to a denial of the Holocaust, writes Friedlander (1992, pp. 3–4), the “intractable criterion seems to be a kind of uneasiness,” even though “one cannot define exactly what is wrong with a certain representation of the events.” But even if it can, and should, be argued from case to case, one notices that when it comes to representing the Holocaust, the master-narrative relies on the claim for seriousness and veracity, obeying the rules of tragic realism, “the only mode/mood commonly held fit for fictions on reality that vastly surpassed fiction” (Viano, 1999, p. 54). 

Jurek Becker and Frank Beyer were already in the early 1970s – more than a decade before Des Pres’ diagnosis of the Holocaust etiquette – aware of their film’s potential to challenge the widely-held opinion on the ‘proper’ ways of representing the Holocaust. On the occasion of the film release Becker said “I can imagine why people in 1950 would have perceived this kind of film as insolent. […] Immediately after the war this kind of approach to the topic would have seemed blasphemous”, and he pointed to an important ethical dimension of his and Beyer’s aesthetics, i.e., the fact that Jakob der Lügner is not a didactic film, but requires the viewer’s knowledge of the Holocaust: “Our way of storytelling presupposes a high level of historical knowledge […] With this kind of story I can only turn to people who for the last 25 or 30 years have been bombarded by the information about this period of time.” (quoted in Frölich, 2003, p. 251, my translation)

Even though Beyer and Becker did extensive research in archives and went to historical locations before film shootings, their film never intended to make a claim to historical veracity – to which many Holocaust films often stick – and they consciously made this part of their film aesthetic in Jakob der Lügner. At the very start of the film, we read a disclaimer of sorts on historical reality. A short text is blended in: “The story of Jakob the Liar never happened”,
 but even here we are confronted with a short provocative moment, since the noun “liar” and the adverb “never” appear in the same context, and we do not know whose claim this is, and whether it is a reliable one. After a short scene where Jakob is shown in the narrow and deserted space of the ghetto, another text is blended in, relativising the first sentence almost ironically, saying: “Definitely not”,
 and then shortly after that another sentence claims: “But maybe it did happen after all”,
 thus establishing some kind of loose connection with history/reality. This sequence of three sentences blended in separately, with an image of Jakob walking through the narrow sepia coloured corridor between them, set the principal tone of the film, i.e., a juxtaposition of tragic and comic elements, both on the narrative and the formal level.

Becker himself described Jakob der Lügner as a comic tragedy, “komische Tragödie” – not as a tragicomedy, “Tragikomödie”. (Berliner Zeitung, 1974) With this claim he probably wanted to point out a difference between juxtaposing the comic and the tragic as two mutually negating spaces, a technique which results in “uncanny and unsettling, potentially sickening and always disorienting” feelings, as Maurizio Viano (1999, p. 56) writes discussing Benigni’s film La vita è bella, where he differentiates between tragicomedy as a filmic subgenre and the juxtaposition of the comic and tragic in film. Tragicomedy is, according to Viano, a “healthy, if occasionally disturbing mix aiming to make comedy serious by bestowing gravity on its lightness or obversely, to defuse the depression provoked by tragedy”, whereas the juxtaposition of the two is rather uncanny and disorienting (Ibid.). Writing about its genre affiliation, Hanno Loewy, on the other hand, argued that Jakob der Lügner is a “bitter parody of a tragedy, which is not a tragedy [in its classical sense], since death does not mean a catharsis, the guilt of the Liar is nothing in comparison to what happens to him, and certainly not a ‘destiny’” (2003, p. 52, my translation).
 No matter how we might describe it in terms of its genre, it is a fact that the comic in combination with the harsh reality of the ghetto in Jakob der Lügner was (and nowadays for some still is) an unexpected and subversive move in depicting the Holocaust, a move which deviated from and provoked the mainstream GDR aesthetics on the topic.

Provocation Two: Rejection of Heroism

Against the GDR preferred aesthetic principle of representing the Holocaust through the lens of an antifascist resistance, and against the wish of his father to write a heroic story as a memorial to the brave man who spread radio news in the ghetto of Łódź/Litzmannstadt, Becker decided to put a little man and his lie at the centre of the story: “What is comic is precisely the qualities ascribed to the little man in extremis who can only act to ameliorate the suffering all around him but cannot act to alter the randomness of the Shoah.” (Gilman, 2000, p. 301, emphasis in the original)

That this man is a Jew, i.e., that the Holocaust is depicted from the perspective of a Jewish victim, was unprecedented in GDR films. In the very beginning of the film, before the viewer knows anything about the setting and the plot, with the first appearance of Jakob, stepping out of his apartment and closing the door, the viewer identifies him as a man obliged to wear a Star of David on both the front and the back of his coat. In what follows, the whole plot of the film is based on the Jewish characters in the ghetto, and the Nazis are only sporadically depicted. It was the first time in the antifascist discourse of the GDR that Jewish victims had received their own voice (see Frölich, 2003, p. 255). Jakob der Lügner is in this sense an artistic reaction to the repressed aspects of the GDR engagement with history, it is a

[r]esponse to the double silencing and the innate seriousness in the GDR of the voices representing the Jewish component of Nazi atrocities. Jews were often listed in terms of their national identity (as Russians, or Poles, or Germans), and the specific Jewish (anti-Semitic) aspect of the Shoah was repressed in the GDR. (Gilman, 2000, p. 299)

Becker’s ‘hero’ is not a hero in the traditional sense – least of all a typical antifascist hero of DEFA films – but, more than anything, a liar. And lies put some moral or rather, immoral weight on their teller. The complexity of this moral dilemma lies in the fact that even though Jakob is a liar, what he does is in a way a heroic act, since his fictive radio news provides the ghetto with hope and literally saves lives – after all, once the radio becomes part of the everyday life in the ghetto, the suicide rate among the inmates drops to zero. Margrit Frölich describes this fundamental conflict of lie versus hope as a reversal of proportionality placed at the centre of the film’s story: 

In the light of the actual disaster around Jakob – i.e., the harsh living conditions in the ghetto and the subsequent deportation to death camps – the ‘tragic’ conflict of the ‘hero’ and the collisions he is involved in are utterly void. By turning this apparent Nothingness into an existential dilemma placed at the centre of the story, the tragic runs into the comic. (Frölich, 2003, pp. 252–253, my translation)

In the famous scene where Jakob stages a little radio show for Lina, an orphan he is taking care of and who as a ghetto child does not know what a real radio looks like, the viewer laughs or rather smiles at his little improvisation. Although they know the whole act is a lie, the viewers appreciate in these few moments what Jakob does to make the girl feel better (and also to comfort himself) and forget for a moment the harsh reality surrounding his fraud. The conflict, i.e., that Jakob is staging a factitious radio show to deceive Lina, becomes completely unimportant. 

In Sigmund Freud’s 1927 text Der Humor one reads that humour signifies the triumph of the ego, which in its humorous attitude is able to assert itself against the unkindness of real circumstances. The humorist can play the role of the supreme knowledgeable adult and treat others as children, showing through his/her humorous behaviour that here is no need to worry and be afraid. On the other hand, the humorist can also direct the humour at others and himself/herself to ward off possible suffering (Freud, 1927, p. 164). Therefore, quite unexpectedly Freud posits the humorous attitude in the super-ego, which “speaks […] kindly words of comfort to the intimidated ego” (Ibid.) – and this suits well the image of the relationship between Jakob and Lina, on the one hand and Jakob and the other ghetto inmates, on the other. Even though Jakob in some way rejects the reality and prefers an illusion instead (the big illusion of the Soviets progressing on the front and liberating the ghetto, or the small illusion of a radio playing jazz music), Freud argues that this kind of attitude is especially valuable: 

[T]he jest made by humour is not the essential thing. It has only the value of a preliminary. The main thing is the intention which humour carries out, whether it is acting in relation to the self or other people. It means: ‘Look! here is the world, which seems so dangerous! It is nothing but a game for children – just worth making a jest about!’(Ibid.)

The world around Jakob and the people in the ghetto cannot be changed much through his little escapades, but nevertheless they have the value of a comfort, even if only temporarily: “It is the possibility of engendering hope for the moment, without any promise of eventual resolution.” (Gilman, 2000, p. 297). That is the only heroism Jakob der Lügner can and wants to offer, unlike Jakob the Liar, the 1999 Hollywood adaptation of Becker’s novel, directed by Peter Kassovitz, which “remade Becker (and Beyer’s) texts for a post-Schindler’s List sensibility.” (Gilman, 2000, p. 305) 

Interestingly, Beyer’s film proves to be more subversive than Kassovitz’s in that it consciously rejects any heroism. Whereas in Jakob der Lügner there is no story on how Jakob has come to take care of Lina, in Jakob the Liar she manages to escape from one of the deportation trains and Jakob (played by Robin Williams) takes her into his custody. But more importantly, Kassovitz’s remake – unlike the original Becker screenplay/novel, and Beyer’s film – makes a martyr out of Jakob. In this filmic version he unwillingly becomes the leader of a resistance group, gets caught and is tortured by the Nazi authorities (depicted in a naturalistic manner), and at the end gets shot in front of the whole ghetto – with a smile on his face and not wanting to say that the existence of the radio was a lie.
 Therefore one does not do wrong to Kassovitz’s film if one claims that his version of the story of Jakob the Liar confirms the heroic myth and thus “softens the thought that surviving the Holocaust was indebted to pure chance and caprice, not one’s own effort and wisdom.” (Frölich, 2003, p. 263, my translation)

We may agree that none of the Holocaust representations can or even should stand for actual historical events. But we may also agree on the point that it would be rather problematic and unethical to leave out the reference system in the Holocaust films, so that the historical context of the events becomes completely unrecognizable. If that happened, we would just enjoy the comic moments of the film and have some fun in the cinema or in front of our TV. Becker and Beyer are aware of this and realized that making an aesthetic decision also means having to deal with ethical issues. Even if they decided to swim against the tide and film a non-heroic story of a Jewish ghetto in a comic mode – which resists its grim surrounding in its own way – they did not want to cancel the historical context out of the film’s narrative and aesthetic.

In a 1974 interview, when Becker was asked whether a comic approach to the story of the Jewish ghetto during the Holocaust period, was appropriate, he answered it was surely not the only adequate one, but one of many, since there is no part of human life that would forbid itself to comedy, and this had nothing to do with trivialization or impiety, “a comic situation came out of the individual approach to the history, not through the historic situation.” (Berliner Zeitung, 1974, my translation) And the viewer easily notices that not only the film narrative aspects, but the formal ones as well remind one constantly of the death-ridden history around the radio story.

Hunger, illnesses, lack of privacy in overcrowded rooms, narrow and deserted streets, the grey-brown tones of the visual image, and ascetic use of melancholic violin music emphasize the hard conditions of life in the ghetto. Thus it is only in Jakob’s memories and Lina’s fantasies that all colours of the spectrum can be seen. And fantasy is not powerful enough to prevent Lina from imagining herself as a princess with a Star of David on her clothes, since she has no memories of living in a world without it. 

What I have discussed so far confirms Sidra DeKoven Ezrahi’s (2001, p. 294) statement that Jakob der Lügner and similar films of the genre are not and actually should not function as “happy rewrites” of the historical events, since “[d]eath is waiting, just offstage, to claim its due.” Becker’s and Beyer’s film does not foreground the comic so radically as to have the power to fully remove the death-ridden reality of the Holocaust. The comic functions as an “alternative to history's implacable verdict” (ibid.), but with limited effort:

The comic is constructed as an act of revolt based on faith in a higher truth, in History-as-it-was-and-will-be. It is a protest against a set of generically rendered facts about the fate of Jews during World War II: what is essential to bring to this encounter is the inescapability of that fate, the inexorable logic of Nazism by which the survival of any single individual is, ipso facto, an aberration. […]Any consideration of the comic must therefore engage with what is essentially its counterhistorical pretense, its daring attempt at erasure in the foreground of what remains its historical backdrop. (ibid.) 

There is no happy ending in Jakob der Lügner. It is enough for the film to show partial images of the deportation order in short extreme close-up shots, where the key words “all Jews”, “3 o’clock”, “5 kilos luggage” count on establishing a connection with the viewer’s knowledge of the Holocaust. The music from the opening of the film is repeated at its end, and it seems to us that the tale in the middle was just comic relief, which cannot last long. We do not share Lina’s excitement, while she shouts in jubilation “We’re going away! We’re going away!”, thinking in her childish innocence that there is an adventurous journey ahead of her. With the train whistle we are at the latest awakened from the radio-tale of nearing liberation troops. And even if we do not actually see where the train with Jakob, Lina and others from the ghetto is heading to, we can imagine, or luckily we actually cannot imagine, but know where the train will be arriving. 
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Zusammenfassung

Der von Jurek Becker geschriebene und von Frank Beyer verfilmte Jakob der Lügner legte einige der wichtigsten Grundsteine für die späteren sogenannten Filmkomödien zum Holocaust und nahm somit eine wichtige Position innerhalb der Genretradition ein. Nicht zuletzt ist er auch heutzutage ein unausweichlicher Teil der Diskussionen um die Ethik und die Ästhetik des Genres. Der Roman Beckers, auf dem der Film basiert, war ein großer Erfolg in beiden Teilen des damals noch getrennten Deutschlands. Dies verhalf dem späteren Film dazu, internationale Popularität zu erlangen – er wurde als einziger Film in der DDR-Geschichte für den American Academy Award for The Best Foreign Language Film nominiert. Allerdings weist die Rezeptionsgeschichte neben Lob auch auf die Stimmen hin, die zumindest eine Verunsicherung wenn nicht eine Kritik an der mit Komik und Ironie geprägten Darstellungsweise des Filmes äußerten. Denn der Film beruhe auf einem Schwebezustand zwischen Tragik und Komik“ (F. Beyer), er sei abgründig humorvoll (M. Frölich), auch wenn er nicht als eine richtige Komödie bezeichnet werden könne, sondern als bittere Parodie einer Tragödie (H. Loewy), in der Komik ein Resultat des Zufalls sei (S. Gilman). Die Überblendung von Tragik und Komik und die bewusste Absage an Pathos, Heldentum und Realitätsprätention – ganz im Gegenteil zum Anspruch der ‚originellen‘ Geschichte aus dem Ghetto Łódź, wie sie Becker von seinem Vater erzählt wurde – erweist sich somit als mehrfache Provokation. Der Vortrag nimmt sich zur Aufgabe die Provokationsmomente des Filmes zu analysieren. 

�	 S.v. ‘Tagesbericht von Mittwoch, den 7. Juni 1944’. Chronik des Getto Lodz/Litzmannstadt – Das letzte Jahr. 2009–2011. Available at: <http://www.getto-chronik.de/de/tageschronik/tagesbericht-mittwoch-7-juni-1944> [Accessed: 30. January 2012].


�	 Working during the period 1946–1992, DEFA outlived the GDR. It produced numerous films: over 700 feature films, 750 animated and about 2250 documentaries and short films. On DEFA history see Allan and Sandford, 2010.


�	 The 11th plenum of the Socialist Unity Party of Germany (SED) in December 1965 – first planned as a meeting on economic issues in the GDR – turned to a discussion on cultural politics. As a long-term result of the Plenum several films, theatre plays and music groups were banned. On the 11th Plenum and its impact see Allan, 2010, pp. 11–14, and Brockmann, 2010, pp. 248–250.


�	 Des Pres’ argument is based on three selected works: Tadeusz Borowski’s This Way for the Gas, Ladies and Gentlemen (1948), Leslie Epstein’s King of the Jews (1979) and Art Spiegelman’s Maus (1986).





�	 “Ich kann mir vorstellen, daß 1950 Leute einen solchen Film als Unverschämtheit empfunden hätten. […] Unmittelbar nach dem Krieg wäre dem Betrachter eine solche Behandlung des Themas wie Blasphemie erschienen. […]Mit so einer Geschichte kann ich mich nur an Leute wenden, die fünfundzwanzig oder dreißig Jahre lang geradezu bombardiert worden sind mit Informationen über diese Zeit.”


�	 “Die Geschichte von Jakob dem Lügner hat sich niemals so zugetragen.”


�	 “Ganz bestimmt nicht.”


�	 “Vielleicht hat sie sich aber doch so zugetragen.”


�	 “[D]ie bittere Parodie einer Tragödie, die keine ist, weil der Tod keine Katharsis bedeutet, die Schuld des Lügners nichts ist gegenüber dem, was ihm geschieht, und schon gar kein ‘Schicksal’.”


�	 “Angesichts der eigentlichen Katastrophe, die Jakob widerfährt – die widrigen Lebensumstände im Getto und die darauf folgende Deportation in die Todeslager – ist der ‘tragische’ Konflikt des ‘Helden’, sind die Kollisionen, in die er gerät, ganz und gar nichtig. Indem aber dies scheinbar Nichtige als existenzielles Dilemma in den Mittelpunkt tritt, verkehrt sich die Tragik in Komik.” 


�	 For a more detailed comparative reading of Beyer’s and Kassovitz’s film see Gilman, 2000, pp. 305–308, and Frölich, 2003, pp. 258–267.


�	 “Er mildert den Gedanken, das Überleben des Holocaust verdanke sich dem reinen Zufall und der Willkür, nicht der eigenen Anstrengung und dem Verstand.”





8

