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PREFACE

What ever the controversies that arose over the novie,
Schindler's List is generally characterized as a powerful
significant filmand a noving cul tural phenonenon. A June 1994
letter to the editor from a German wonman captures this

perspective. "It is years since | have seen a film of such
i nportance...Since the release of the filmin Germany in early
March until the beginning of May, i.e., in tw nonths, four
mllion, mainly schoolchildren and young people - often whole
school classes - have seen it...hundreds of schoolchildren sit
still, deeply nmoved. AlIl reports nention that, 'you could hear
a pin drop.'"?!

Movi e- goers wer e filling t he t heatres to wat ch
Schindler's List, leaving the theatre with deep sorrow at the

depths to which humanity could sink and perhaps even sone
resolve Never Again to allow humans to be used as fodder for
the genoci dal intentions of a small group of hunmans.
Meanwhi | e, preparations were underway to kill every Tutsi man,
woman and child in Rwanda,? Information had been forwarded to
the UN about the plans.® UN peacekeepers were present in
Rwanda with a mandate to protect civilians. Yet, when on 6
April 1994, the genocidal plan began to be executed, the UN
forces withdrew. \When this orgy of violence becane w dely
recogni zed for what it was, the international community took
an inordinate anobunt of time to deploy equi pnent and troops to
attempt to mtigate the disaster. By the time they arrived

the mass nmurder had alnost been conpleted. In ten weeks,
begi nning when Gernmans were still filling the theatres to
wat ch Schindler's List, approximtely 800,000* people had been
massacred in a lowtech nmurder machine in Rwanda at al nost
twice the rate at which the Nazis killed Jews.?

The juxtaposition of such a powerful film on the
Hol ocaust filling theatres throughout the world at the sane
time as the world denonstrated its inpotence when plans were
underway to destroy the Tutsi of Rwanda cannot be ignored.
Further, the Hol ocaust in Europe occurred during a war behind
Nazi |ines, while the genocide in Rwanda bagan with a UN force
in Kigali with a mandate to protect civilians.® Finally, the
United States, the country in which the novie, Schindler's
List, was created and and where it played to such |arge
audi ences and to generally very positive reviews, perforned a
critical role in supporting the wthdrawal of the peacekeepers
and delaying their deploynment back to Rwanda in the largely
failed effort to mtigate the disaster

How could such a powerful film about one genocide be so
impotent in notivating the nations of the world just as
anot her genoci de was underway?’ We have analyzed the reasons
for the inpotence in dealing wth the Tutsi genoci de
el sewhere.® This book is concerned with the paradox: a film



at one level so powerful, was ineffective in notivating people
to act when anot her genoci de was underway.

Heret of ore, the conbination of power and inpotence has
not been a source of controversy concerning a novie that has
generated a great deal of other critical debate. Those debates
have been about its truth value and distortions of history,
its reliance on Hollywod manipulative techniques - the
aesthetic dinensions of the film- and, when dealing with the
instrumental effects of the novie on the noral outlook of the
audi ence, the issue was over which |essons the novie taught?
and not its inpotence in effecting action. Dealing with the
truth value of the film its artistic devices, and its
di dactic function, however, provides a route to understanding
the power of the filmto arouse our enotions and its inpotence
in nmotivating our actions.

To what extent is the film a distortion and to what

degree does it honestly represent what occurred? "The
presentation of the victims...is stylized. The perforners -
| argely good-looking ones at that - hide in spotlighted
latrines or, worst of all, confort one another with balletic

grace in the gas chanber."'® The debate over the accuracy of
the historical representation is also supplenented by one
about interpretation based on selection and focus. The
filnmmaker was found to Dbe, "at fault in representing
hi storical outconmes mainly as a consequence of the actions of
extraordi nary people: the extraordinary Hitler nurdered the
Jews, the extraordinary Schindler saved them..a theory of
history that, in both cases, attenpts to absolve non-Jews
generally of the taint of conplicity."

This controversy over the films historical "truth" has
been conplenmented by an argunent over its aesthetics. The
novie has been accused of "Holocaust porn,” utilizing
Hol | ywood norns to win a nmss appeal, "By relying on the
traditional entertainnment-industry formula of sex, violence,
and sentinent."' The aesthetic devices used to reach a mass
audi ence have been criticized by many nenbers of the cultura
elite.

This takes us into a third issue - the noral debate. How
are the noral heroes and victinms pictured? What is the nature
of the noral depravity conveyed by the film s portrayal of the

Hol ocaust ? What nmoral outlook is conveyed by such a
portrayal? What 1is the noral inmpact of the film on its
audi ence? Are the villains portrayed as aliens, "nmechanical

robots of violence,” while the hero is, at the same tinme, an
anti-hero, so that the film avoids noral sermonizing?® O is
the novie a clear noral tale with a nessage so that the film
can itself be assessed as having either a redeemng or an
unredeem ng noral purpose?



This book is about Falsification, Horror and Evil, or, in
nore positive termnology, Truth, Beauty and Goodness, the
basic staples of phi | osophi cal di scour se. In abstract
| anguage, t he phi | osophi cal cat egori es di vi de into
Epi st enpl ogy, Aesthetics and Ethics. Though this is a book on
phi |l osophy and not just an analysis of one film the
di scussion does not begin with the abstract argunents of
phi | osophers, but rather first with a novel and then with a
Hol | ywood novie on the sanme topic, both with mass appeal. A
very concrete, readily accessible particular book and novie
are used to conmunicate very significant philosophical issues
which are critical to enagaging human action in history.

Thi s monograph has three themes which are dealt with in
each of its parts - artistic truth and historical truth, the
role of artistic devices in conveying "truth", and the
norality of these efforts. In Part |, all three thenes are
dealt with in order in analyzing Thomas Keneally's novel upon
which the film was based. In Part Il, the analysis exan nes
both the Schindler story and the representation of the
Hol ocaust in the novie to assess the nmpdes in which the
"truth"” of both presentations was conveyed. Part IIll attenpts
to explain how Steven Spielberg's Oscar Award winning film
used the story of Oskar Schindler to conmunicate the horror of
the Hol ocaust in such a powerful way w thout assaulting the
viewer's sensibilities. Part |1V deals with the third thene,
nmorality: the norality of any historical distortions; the
norality of enploying certain film techniques to comrunicate
the nmessage of the film and the noral inpact of the novie
itself. The noral issues energe nost clearly in explicating
Spielberg's interpretation of why Schindler rescued the Jews.

The issues are summari zed in the foll owi ng questions:

1. What is the truth - factual t he Hol ocaust

- general re

- larger Oskar Schindl er?
2. What artistic devices were used to nake the film a powerful
dramati c vehi cl e? G ven any di stortions, wer e t hey
necessitated by dramatic license in order to make the film

interesting, where the need for drama overcanme any requirenent
for accuracy? O, rather, was it the case that a specific
dramatic format dictated the distortions even though a nore
accurate depiction could have been told equally dramatically?

3. Was the choice of artistic techniques and deformations of
the truth dictated by an underlying ideol ogy and norality?*

4. Finally, what is the effect of that 1ideology on the
viewer's actions in this world? Does a novie even have a noral
responsibility with respect to action?

The three thenmes culmnating in a discussion of the power



and inmpotence of film in notivating human action are
interlinked by an analysis of the underlying nmagic of both the
novel and the film Rather than a strict reverence for the
hi stori cal truth both claim to portray, beneath the
verisimlitude there are conjurer's tricks. Behind the
apparent accuracy there is to be found distortion and
di straction. The magic of Hollywood is focused on the malice
of the Hol ocaust and the virtue of one man's efforts to save a
smal | group from becom ng the victinms of nmass nurder. However,
the magic is not confined to Hollywod. Although the central
message of moral theory is usually based on the view that each
i ndi vidual rnust accept responsibility for his or her own
actions, is that message subverted when the virtuous rescuer
is a mgician who works his wonders through charm and
chut zpah, deceits and determ nation, skills which run counter
to the ordinary norms encouraged in creating a responsible
citizen and nmenber of the comunity?

The wuse of magic characterizes both the saviour and
novi e- maker. This volume argues that the novie works because
of the wuse of a particular set of tricks, novie naker's
devices that allow the viewer to see the Hol ocaust and view a
horror that would, w thout such tricks, otherwi se nmake us ill.
Spi el berg uses the deceits and tricks of a conjurer to convey
a story about another trickster who rescued Jews from the
ashes of history. How can this use of trickery to bring about
a rescue as well as to portray that rescue and the horrors of
t he Hol ocaust itself be norally justified?

More significantly, how could Schindler's List be at once
such a powerful filmand so inmpotent? This volune analyzes two
standard issues dealt with concerning any historical film -
the degree to which the story of the Hol ocaust told through
the tale of Schindler's rescue effort deviates from historical
truth, and the degree to which magic artifice is used so
successfully in conveying those stories in a powerful manner -
the aesthetic characteristics of the film However, this book
argues that the way the history is distorted and the way the
aesthetic devices are enployed, particularly the plot, |ead us
away from responsibility rather than towards it. The film
practices nmagic to induce inmpotence rather than align our
i ndi vi dual powers to produce collective responsibility.



ENDNOTES

The quotes in the Preface are all taken fromletters to the editor in the p

"k Revi ew of Books, XLI:11, June 9, 1994, pp. 60-1. The first quote is tak
ma letter witten by Marion Donhoff. Recall that 1944 was bei ng comenor at
Germany as 'the year of the resistance'. The prem ere of the novie in Gerne
)k place in Frankfurt on 1 March 1994 and by the fifth week of showing F
sen to first place in the charts where it remained for another six weeks. "
> fifteenth week of show ng, when it was still eighth in the German charts,
1 been seen by 5,719 mllion people”" in Germany. (Wlliam J. Nven, "1
>eption of Spielberg's Schindler's List in the German nmedia," European Studie
/ (1995), 165.) As a result, a German translation of Thomas Keneally's bc
50 became a bestseller, selling a mllion paperbacks alone and 90,000 he
)i es, whereas previous sales since 1982 had only totalled 5,000 in spite
/iung been serialized at the tinme by Stern. Film critics in Germany we
lerally ecstatic about the novie, praising its cinematography and |ack
itimentality, but overwhelmngly valuing the novie for its therapeutic effe
1i nst collective amesia and the rise of neo-Nazism (N ven, 169)

| was about to begin the final draft of this book in Decenber 1994 wher
ceived a call from John Eriksson of the Anmerican International Devel opne
ancy asking if | would consider undertaking an evaluation study for the OE
intries and international agencies on the availability of any early warni
jnals and the responses to them in dealing with the Rwandese crisis.
epted. Consequently alnost all my waking hours in the first eleven nonths
)5 were consunmed by the genocide in Rwanda, assessing what was known about t
ans beforehand, and what actions were taken by outsiders to prevent or mtige

The final report of nyself and nmy Norwegian coll eague, Astri Suhrke, "1
10cide in Rwanda: Early Warning and Conflict Managenent," was submtted at t
yinning of Decenmber. Only then was | able to return to this manuscript. 1
yny of the juxtaposition of the showing of the filmand its winning of all t
adeny awards as another genocide proceeded virtually uninpeded could not
10r ed.

On 11 January 1994, a cable had been sent by General Ronmeo Dallaire, For
mmander of the UNAM R peacekeeping contingent in Rwanda, carrying the nesse
a high level informant that a plot had been devel oped listing every Tutsi ne
man, and child in Kigali, the capital of Rwanda. The plan was to exterm ng
>m Based on previous small scale massacres, the plotters had calculated tf
JOO could be killed every 20 mnutes largely relying on the use of nmachetes.

Cf. Gerard Prunier, The Rwanda Crisis: History of a Genocide, New Yor
unbia University Press, 1995, p. 261-5; Prunier (p. 261) clainms, "that t
ly killing rate was at |east five tinmes that of the Nazi death canps." But
take the 6,000,000 to have been killed systematically from Decenmber of 1¢
vards, then the 6,000,000 were killed over approximtely 120 weeks at a rate
000 per week, whereas the Tutsi were systematically slaughtered at a rate
000 per week. Lowtech nurder was alnost twice as efficient as the factori
death created by the Nazis. In both cases, the preparatory period for t
10ci de, when many were also killed, is excluded fromthe cal cul ati on.

In discussing the slaughter of the Tutsi in Rwanda in juxtaposition with t
wry of the Hol ocaust, and in pointing out that the rate of nurder was alnt
ce that of the rate of nurder of Jews, there is no intention to take anythi
1y from the uniqueness of the Holocaust. O course, there were exterr



nnlarities between the two events. Winen and children were killed in t

ocaust as well to elimnate the future possibility of avengers. (Heinri
mier, 4 COctober 1943, speech in Posen to SS officers) But the differenc
‘ween the two genocides are even greater. It is not sinply that the killing

> Tutsi was a lowtech operation while the Nazi system of mass nurder v
jani zed along factory lines, but the motives of the perpetrators of the t
mes were not congruent, even though they overlapped. Though the H.
‘rem sts who organized the genocide did so to create a purely Hutu nation ¢
provi de | ebensraum in one of the densest popul ated countries in the world, t
'si were once the real overlords of the Hutu and were believed to pose a re
"eat to Hutu rule; Jews never held a simlar position in relation to Germar
‘ther, the killing of the Jews was intended to remain a secret "carried to t
ave" (Hinmmer, op. cit.; cf. Saul Friedlander, Menory, History, and t
ermi nation of the Jews of Europe, Bloom ngton: Indiana University Press, 19¢
5>-6); the mass nmurder of the Tutsi was carried out in the open. Finally, t
i exterm nation of Jews was put into effect to elimnate all human beings v
e considered non-human and not just because they were considered eneme
1is is stated dogmatically because of the preposterous clains of the Gerr
storian, Ernst Nolte, that Hitler acted preenptively against Jews in |ight

iim Wei zmann's 1939 claimthat all Jews would fight on the side of England. (
stween Myth and Revisionisn? The Third Reich in the Perspective of the 1980s
Aspects of the Third Reich, ed. H W Koch, London: Micmllan, 1985. For
‘initive refutation of Nolte cf. Charles S. Mier, The Unmasterable Pas

story, Holocaust, and German National Identity, Canbridge, Mass.: Harve
versity Press, 1988.)

In referring to the UN failure in Rwanda, | do not nmean to ignhore ottl
10cides or the UN failure in Bosnia during the nineties. (Cf. Bernard Osser ¢
rick de Saint-Exupéry, "The UNs Failure: An Interview wth Tadel
rowi eki ," New York Review of Books, XLII:14, 21 Septenber 1995, 38-9.) It

st that Rwanda was such an easy genocide to stop, and its forewarnings &
Irrence coincided with the showing of the novie in theatres around the worl

Bosnia, the "ethnic cleansing” of Mislinms, including mass nurder and raf
‘gely at the hands of the Serbs, occurred primarily in 1992. Further, thot
are were mass nurders, the bulk of the three-quarter of a mllion Mislins we

‘ely driven from their honmes. Finally, in 1992, the primary responsibility f
> Bal kans rested in the hands of Europe as Jacques Poos had announced on behe
the EC in 1991, not on the USA (Cf. Timpthy Garton Ash, "Bosnia in (
ure," New York Review of Books, XLII: 20, Decenber 21, 1995, 27-31.) At t
e of the Rwandese genocide, it was the reluctance of the USA that was critic
t he del ayed response to the Rwandese genocide. Further, when the US final
1 bonb the Serbs to the bargaining table in August and Septenber of 1995
1 not to stop the mass nurder, even though nen of mlitary age were |ed off
killed in the so-called UN safe area of Srebrenica and wonen and children we
>luded in the mass killings in the other so-called safe area of Tuzla in 19¢€
was to end the war and force the parties to sign a peace agreenent. (Cf. Roc
1en, "Tamng the Bullies of Bosnia," The New York Tines Magazine, 17 Decent
)5, 78.)



The novie is not being isolated for its inpotence. However, as the nx
verful cultural event in recent nenmory dealing with genocide in general and t
ocaust in particular, the film highlights the abyss between the nmenory of t
ocaust and its |lack of evident inpact on action. At the sanme tinme, novies pl
nore semnal role in developing nenory, and the norality inplicit in tF

wry system than historiography. "In the contenporary process of elaborati
hi stori cal consciousness, historiography my well be playing a secondary rc
film and tel evision, popular literature, state commenorations, nonunents, &
seuns. " (Friedlander 1993, 47) Further, "the interpreted versions of t
ocaust in its texts now lead us to our actions in the world in light of t
ocaust." (Janmes E. Young, Witing and Rewiting the Holocaust: Narrative ¢
> Consequences of Interpretation. Bloomngton: |Indiana University Pres

>face, p. 3.) There have even been a nunmber of suggestions that the nov
ually had the opposite effect, stinmulating anti-Semtic reaction. Just aft
> film opened in Libeck, Germany, the first attack on a synagogue in Gernr
1ce the Nazi period took place when one of the few synagogues that surviv
stal |l nacht (protected because of the danger to the St. Annen-Miseum next doc
5 set on fire.

Howard Adel man and Astri Suhrke, Genocide in Rwanda: Early Wrning ¢
iflict Managenent, Copenhagen: DANI DA, 1996.

The nmorality conveyed by the filmand the noral outl ook of the fil nmaker we
"ely discussed; the focus was largely on the role of the film in serving
‘ticular nmoral didactic function - a lesson to Hol ocaust deniers or neo- Nazi

alternatively, in a mnority German critical view, as part of a canpaign
rarrass and even financially blackmil Germany, magnifying Nazi crines
itrast to those of other countries, particularly the communists. However, sc
tics (Sigrid Loffler in the Wochenpost - 24 March 1994, p. 22) did ask whetfl
> filmserved as a ritual of absolution, particularly for Gernans.

. John Gross, "Hollywod and the Hol ocaust,” New York Review of Books, XLI
-ebruary 1994, p. 15.
Op. cit.
Moni ca Strauss.
Mari on DOnhof f.
. This book challenges the conventional view that historical deformations ¢
stated by dramatic needs (cf. the various essays by historians in Mark

‘nes, ed., Past Inperfect: History According to the Myvies, New York: Her
t, 1995; they virtually all presunme that the distortions that they found we
sctated by artistic priorities.); instead, a specific norality dictates usi

> form of drama which defornms history in a particular way. It isn't the arti
the filmmker that |eads to the deformations, but his noral outlook &
20l ogy.
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Chapter 1

Desire

"It is a mark of our respect for those who lead us into
darkness that we bring him back for burial, pay their debts
and console their | oved ones with lies." p. 624
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St even Spi el berg*, one of the nost brilliant and certainly
most successful? fantasists of the twentieth century, once
said, "You have probably seen the nobst successful filnms |
shall ever make, but | don't think you have seen the best of
what | can do as a filmmaker."® Schindler's List was

Spielberg's attenpt to show the best he could produce and
direct as a filmmker. The novie won seven Oscar Awards.

The nmovie's central character is Oskar Schindler who has
been honoured in Yad Vashem in Jerusalem as a Righteous
Gentile. He was the central character in Thomas Keneally's
1982 Booker Prize winning novel* on which the film was based.

Both the book and the novie tell the story of Oskar
Schindler's rescue of Jews. But it is the '"list' in the title
rat her than Schindler that | want to discuss first before |

delve into the problem of portraying the Holocaust or Oskar
Schi ndl er.

A major theme of both the novie and the novel is the
passion for making lists. The Nazis drew up lists of the Jews
registering in Krakow. They had lists of all the Jews
relocated into the Jewi sh ghetto. Lists were drawn of the Jews
to be transferred to Plaszéw concentration canp. Lists were
made of Jews to be shipped to Auschwitz. And then, of course,
there was the Schindler list: those Jews who worked in his
enanel ware factory; those Jews relocated to the |abour canp
attached to his factory; and, finally and ultimtely, the
Schindler list of Jews transferred by Schindler to Brinnlitz
and saved fromthe Nazi nurder machine.

To list is also to categorize - rescued or rescuer, good
or bad, artistic or exploitive, true or false. The Jews
rescued by Oskar Schindler have thenselves been |isted and
categorized within the sub-group of survivors, and, wthin
that sub-group, wll be known in history under Schindler's
banner as Schindler Jews or Schindlerjiuden, not only in Yad
Vashem not only in the novel which the literati wll read
but in the hearts and mnds of a mass audience through
Spielberg's film

To list, both as the record of particular humans who
actually lived and the clustering of those particulars within
general categories, <conveys reality. There is <clearly no
di sclainmer that any resenblance of the characters to persons
living or dead is purely accidental. The book and the novie
del i berately set out to record and classify people who |ived
and were saved, and people who died. The novie was intended to
depict reality rather than a fantasy world. Spielberg decided
to tell the truth and make a docunent, not just a novie, about
t he Hol ocaust.® For Spiel berg, the challenge was, "how to make
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t he uni magi nable factual, and how to create not so nuch a
motion picture but a docunent of those intolerable tines."’
What better way than to start with nanmes, |lists of particular
persons, those who died in and the few who were saved fromthe
Hol ocaust .

The film is also about Ilisting in two other, very
different senses. Both are aesthetic. One is visual - putting
a border around a nunmber of objects either for safety purposes
or confinenment.® When Schindler lists (registers) his Jews and
thus enables them to be listed (categorized) as survivors
rather than victims, he also lists (in this third sense) the
sanctuary in which they are protected; Schindler draws a

border around those Jews and saves their lives from the
charnel house of Auschwitz. On the other hand, Anpbn Goeth, the
SS Kommandant of Plaszow, |ists the Jewi sh ghetto and carries

out the order to confine the Jews to a few bl ocks.

The ot her aesthetic sense of "to list" is auditory. Oskar
Schindler not only registers the nanmes of the Jews whom he
wll save, henceforth leading to their categorization as
Schi ndl er Jews, he not only draws a protective barrier around
them but he does so because he hears (lists) their desire to

live. Schindler's List refers to Schindler listening to the
plight of the Jews. Keneally wote his novel because he first
heard or ‘'listed to the story of Leopold (Poldek)

Pfefferberg, a Schindler Jew in Los Angeles, and then based
his novel on the stories told by a nunmber of other Schindler
Jews and sonme docunents they provided. Spielberg made a film
about the Hol ocaust using the Oskar Schindler tale because he
"heard' the ghosts of his forefathers.

VWile  Oskar Schi ndl er lists in this fourth and
alternative aesthetic sense, Anon Goeth asks the Gestapo
i nvestigators not to pay attention (or |ist) to what GOskar did
when he kissed the young Jewish girl on his birthday, echoing

the plea in Christopher Marlowe's Jew of Mlta, "G aue
Gouernors, list not to his exclanmes."® Amon, in turn, did not
listen to the pleas of his Jewi sh victins.

Listing in the sense of listening is not only a noral
requi renment and essential to the aesthetic nmagic of the novie,
but it is also critical for historical continuity. For
Spi el berg*® and for Keneally, (and for nyself as well), the
film the novel, and this analysis, are all in part witten so
that the |essons of the Holocaust will continue to be heard

As the son of the fanmous British Prinme M nister Wl pole wote,
"List, sirs, and nmay this bloody record be a warning to future
tyrants."' But, as | shall argue, Schindler's List does not
serve to open our ears to tyranny, but to shut them off, to
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encl ose them within an encapsul ated safety shell so that the
raucous violence of the external world is excluded.

Recor di ng. Cat egori zi ng. Confi ni ng (for safety or
puni shnment). Listening. The first two convey reality. The
second pair convey visual and auditory aesthetic categories.
But there are an additional two neanings of "list" that are
nore obvi ously noral.

There is a fifth sense in which Schindler can be said to have
listed, in the sense of |eaning physically one way versus
anot her, which conveys a person's noral orientation. During
the war, Oskar never listed as a drunk, in spite of what the
critic, Robert Fulford, wote.* But, like a ship, according to
the Spielberg interpretation, the cargo in his heart |isted
and he careened fromthe Nazis to the side of the Jews. Though
Steven Spielberg believed Oskar Schindler enmerged as "a great
human bei ng”, he viewed himinitially as an exploiter of slave

| abour: "From the very beginning of his career as a factory
owner, a man about town (a sort of gad about town), | don't
think he had any intention of saving people. | feel he had
strong intentions to fill his coffers with war profits by

exploiting slave labor."™ In this sense, "list" conveys nora

weakness, a lack of steadfastness. In Spielberg s version of
the story, as | shall show, Schindler is literally saved from
such a fate in a synbolic nmonment, an ephi phany, when he turns
his back on the accunulation of wealth and uses the wealth
t hat he has accunul ated to save "his" Jews.

Schindl er also enters hinself in alist in a sixth sense;

to list is also to joust. In both the novel and the novie
Oskar Schindler takes on Anon Goeth in a tournanment of good
versus evil. Goodness and evil spar |ike nmedieval knights.
Schindler wins Helen Hirsch (the housemnid of Anon Goeth),
from Amon, the arch-villain of the novie, in a ganme of
bl ackj ack as the penultimte synmbolic scene in their rivalry.
I n this sense, "list" conveys nor al strength and

determ nati on.

Not only does Schindler [|ist in all the various senses
above, so does Spielberg. In making this particular film he
had to list a small selection of characters, including a small
subset of Schindler Jews, to tell the story within a limted
time frame. Listing entails selection. In selecting, whole
categories of events are omtted. Further, to represent the
Hol ocaust and Oskar Schindler's role in it, Spielberg had to
choose a category of drama - romance rather than tragedy,
conedy or satire - as a form for telling the story. Further,
Spi el berg had to protect the sensitivities of the viewers of
this mass horror and draw limts on what could be represented.
As Thomas Keneally hinself said of the film and the survivors
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response to it, "Of course, they realize that there are things
he didn't show that nobody could have shown -you can't portray
the stench, for exanple. And the prisoners aren't as skel etal
as they were in reality. And then the clearing of the ghetto -
you had babies tossed in the air and shot I|ike skeet. You
can't show that in cinema. "' Spielberg also had to denobnstrate
that he could both protect the sensibilities of Holocaust
survivors while denmonstrating that he had listened to the
terrors of its victinms. He could not trivialize this unique
trauma of the twentieth century as sinply another version of
Jaws.

In meeting the demand of both realism and sensitivity,
and in choosing a fictional form to represent historical
reality, Spielberg had to |lean towards the nornms of fictiona
rather than factual representation. In doing so, Spielberg not
only chose to focus on the joust between Anon Goeth and Oskar
Schindler, but had to westle with his own denons and terrors
t hat have haunted all his filnms to avoid turning the filminto
the projections of a fantasist. Spielberg was haunted by the
ghosts of his forefathers. As Hamlet's father's ghost demands
in the name of revenge rather than nmenory, "List, list, oh
list. If ever though didst thy dear father |ove, revenge his
foul and nobst unnatural nurder."' In doing so, he emerged as
the hero who had overcone his own fears. But at what cost?

Listing - whet her in the sense of enuner ati ng,
categorizing, draw ng boundaries around, |istening, expressing
a preference or conpeting - is ultimtely about human desire.

List has the sanme root as lust, the Anglo-Saxon |yst. Lust
cane to nean having a strong list, an excessive or inordinate
desire, as in the depiction of the Nazis and, "All those who
lusted after the gains and possessions of the Jews."?'
Shakespeare <clearly wunderstood Amon Goeth's character in
Spielberg's depiction of Anmon's treatnment of Helen Hirsch:
"Thou hotly lusts to use her in that kind, for which thou
whi pst her."' Anpon Goeth fantasized about grow ng old together
with Helen Hirsch, as he confessed to Oskar Schindler before
that final card gane. But his passion for Helen was unrequited
gi ven Nazi prohibitions. So he beat her.

In repressed desire, desire which is wunrequited and
destructive, we project onto another our own failings and
i ncorporate the virtues of the other within ourselves. W my
list virtues, but we allocate them to the wong colums and
identify them with the wong people. Then, while draw ng
arbitrary and artificial boundaries and distinctions between
ourselves and the other, we appropriate the other as an
extension of ourselves. At the nobst extreme, we destroy the
other in a process of acting out our own self destruction,
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often in the name of re-creating ourselves, or, nor e
accurately, preserving ourself for all eternity. Because we
project onto the other and incorporate the other as extensions
of ourselves, the nobst characteristic synptom of destructive
desire is the inability to listen. The categories we use - who
is human and who is inhuman, for exanple - indicate that we
are engaged in destructive desire when we call those inhuman
who are truly human, and appropriate the category of
super human to oursel ves precisely when we are nost i nhuman. To
the degree we attribute the wong attributes to ourselves and
others and conpletely invert the categories of good and evil
to the degree we draw fictional boundaries between people
whil e disrespecting the natural boundaries which protect the
dignity of the other, to the degree we fail to listen to the
other and attenpt to appropriate what belongs to the other to
ourselves, to that extent do we |ean towards evil and away
from the good and surrender the effort of westling with our
personal denons.

But desire can be sublimted, transposed through al cheny
into an ostensible virtue. Instead of projecting onto others
our own failures, we take ourselves to be the exenplification
of all human failure and incorporate the vices of the worst in
humanity as our own. Virtue and vice are generalized as
bel onging to all of us so that any distinctions between the
virtuous and those responsible for vice are considered
arbitrary and artificial. Instead of appropriating the other
as an extension of ourselves, we extend ourselves and reach
out into the hearts and m nds of others. W identify with all
humanity. We are condemmed to understanding everyone, to
conprehending the "reasons” for any action, thereby destroying
the capability of judging any of them |In projecting the other
into ourselves, we can no |longer hear the inner voice that is
uniquely or historically our own. W are all too human. As
such, our personal denons becone nmerely the exenplifications
of the denons that supposedly haunt us all.

Hannah  Arendt adopted the latter t hesi s in the
explication of Nazi behaviuor. After all, "the 'banality of
evil' suggests that we all do share the sanme comoDn

propensities eventually leading to ultimate crimnality."*® In

the novie, Spielberg took the fornmer view that the crimnality
of the Nazis was an expression of destructive rather than
sublimated desire. Schindler sinply inverted that destructive
desire by preserving others rather than hinself. He sacrificed
hi mself for the preservation of "his Jews". For Anon Goeth,
after the war, "lInasnmuch as he never lusted to help others, he
was not now able to help hinself,"' The opposite could be said
of Oskar Schindler: inasnuch as he lusted to help others, he
was not then able to help hinself. The novie is about
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destructive desire and its inversion and poses a direct
challenge to the thesis that Nazi evil was a form of
subl i mat ed desire.

There is a third expression of desire, of the lust that
underpins the list. In desire which is creative, we take
responsibility for our own actions and respect the autonony,
i ndependence and dignity of others. But we also acknow edge
their own personal responsibility for evil. W recognize them
for their individuality and refuse to assign individuals to
pre-established categories based on appearances or, on the
ot her hand, to elim nate categorization altogether. And we are
nost reluctant to categorize even those who exenplify
destructive desire as either 1inhuman, relegating them to
not hi ngness, or as essentially and fully human, however
i nhumanly they may behave. We protect the weak and refuse to
give special protection to the strong while we recognize our
own strengths and weaknesses and do not blane others for who
we are. We never regard the other as an extension of ourselves
or ourselves as nerely the extension of general humanity.

The nost characteristic synptom of creative desire is the
ability to listen both to what others say and what our own
i nner voice based on what our inculcated communal nenories
tells us. The creative expression of desire is neither the
route to virtue nor the avoidance of vice, but the recognition
of how they have becone part of one m xture. What is inportant
is developing the ability to discern between them In the end,
creative desire commnds that we westle with the forces of
evil, both outside and within.

| shall argue that destructive desire is central to the
meaning of '"list' in the film while, in the novel, a form of
sublimated desire underpins the explanation of Schindler's
behavi our. The nobvie is concerned with the contest between
destructive desire and its inversion, between the horrific
destructiveness of the Holocaust and the salvation of an
"elect” few This argunment is only fully developed in the
final section.

However, what fascinated many reviewers was not the
underlying thesis of the novie - even if they noticed it - but
why and how Spiel berg could have taken on such a project in
the first place. That Spielberg, the great fantasizer of
i mgi native desire wthout any boundaries or |limts, would
attenmpt to tackle such a profound and fundanental issue as the
Hol ocaust was a surprise to many. The results were awaited
with scepticism As the critic, Robert Kolker, wote, "He
(Spielberg) is the great nodern narrator of sinple desires
fulfilled, of reality diverted into the inmaginary spaces of
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aspirations realized, where fears of abandonment and i npotence
are turned into fantasy spectacles of security and joyful
action."? The Hol ocaust, in contrast, is a tale of unfulfilled
desires, of the fantasies of mad dictators and a totalitarian,
anti-Semtic system destroying the Ilives of mllions of
people, including six mllion innocent Jewi sh nen, wonen and
children who were |argely abandoned by the world to their
fate. Their abandonnment s connected with the historical
spectacle of the systematic and industrialized production of
death. The Hol ocaust is a tale of basic desires frustrated and
destroyed by corrupt ones, by desires that have gone nad.
Could the joyful fantasist Spielberg, the storyteller of
sinple desires fulfilled, tell a story that apparently
bel onged to the opposite end of the spectrum from his
traditional preoccupations? Could he tell a story in which the
bl ack side of desire is central and select the appropriate
narrative structure for the tale? Could he Ilisten wth
sensitivity to the pains of those who suffered, draw the
appropri ate boundari es between what could be depicted and what
could easily beconme pornographic violence? In choosing to
depict the Hol ocaust via the story of GOskar Schindler, were
Spielberg's inclinations correct? Could Spielberg provide the
requisite insight into the nonunental tale of black passion?

Many questioned the suitability of an imaginative
fantasi st wundertaking such a representation, assumng the
Hol ocaust could be represented at all. In spite of Spielberg's
clear Dbrilliance in representing horror, he was wdely

consi dered unsuitable to undertake the task when the horror to
be depicted was the Hol ocaust.

This doubt was reinforced by Spielberg's nesnerized
preoccupation with grotesque horror. A review of Spielberg's
previous films suggests that he accepted horror as the norm
In the face of horror, he would renew the traditional and
conventional nmetaphors for attacking horror. Watever was
indigestible in reality can be reversed by the inmaginative
i ndeed magi cal action of the human spirit. Spielberg was the
archetypal 1innocent Anerican who had never |lost his faith in
the human spirit or in his ability to convey its triunph even
in the face of the horrors of the Hol ocaust. Spiel berg set out
to renmove the teeth from the giant jaws of the shark while
showing the shark in all its terror. He set out to bring us
closer to the fearful dinosaur nonsters, but, in doing so,
denonstrated human transcendence over the nobst om nous fears
of nature. Could one of the greatest catastrophes in human
hi story be enconpassed within a human story of rescue?

A fantasist concerned with unboundaried desires was a
guesti onabl e choice to depict the Hol ocaust, particularly when
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Spi el berg had practiced his art by listening to his own
i mgi native voices rather than the historical voices of
ot hers, though he drew

from the whole rich history of filmtechnique in representing
horror. He seemed commtted to the triunph of the human spirit

over all evil forces. These doubts turned to dogmatic
rejection for those convinced that the Hol ocaust was incapable
of being represented in filmat all, let alone by a fantasist.

If, as Spielberg says, Schindler's List 1is intended
primarily to comrunicate very inportant information about the
Hol ocaust (in contrast to an explanation for its occurrence),
what relationship does the imginative depiction of Oskar
Schindler have to the Holocaust as the background of the
story? In Spielberg's interpretation, Oskar Schindler's
notives and actions were apparently as inexplicable as earlier
theorists and comentators had claimed the Hol ocaust to be.
What nmessage is communi cated by the relationship of one to the
other, that is, by the structure of the novie and the
relationship of a fictional recreation of an individual heroic
rescuer and the portrayal of the horrific reality of the
Hol ocaust itsel f?

As Seynour Chatman ends his book on narrative in fiction
and film "In ny view, there are two narrative rhetorics, one
concerned to suade nme to accept the form of the work; another
to suade me of a certain view of how things are in the rea
world. The investigation of these two rhetorics and their
interaction strikes me as a crucial project for students of
literature and of film"? Since Schindler's List includes both
the depiction of the Hol ocaust and a central portrait of the
rescuer, Oskar Schindler, there are in fact at |east four
narrative rhetorics: the representational qualities used to
convince the audience that the portrait of the Hol ocaust is
authentic; the aesthetic form for representing the Hol ocaust;
the correspondence with reality of the Schindler tale of
rescue; and the formal structure of that representation. |If
the representation is carried out such that the Hol ocaust is
presented as both representable and explicable, but Oskar
Schindler's tale is representable but not explicable, then the
juxtaposition of the two stories conveys the nessage that the
Hol ocaust, and hence destructive desire, is explicable, but
the inversion of destructive desire in its expression of self-
sacrifice is not.

In addition to the truth and credibility of the
hi storical representation and the aesthetic question, there is
anot her di mension of narrative which Chatmn does not nmention
in restricting his understanding of narrative to a rhetorica
conception. The noral dinmension nust be addressed - the
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meani ng and conprehension of desire communicated by the
portrayal. What nessage does the film (or the book) convey
about comprehending desire as expressed in an act of heroic
rescue as an inversion of destructive desire? Wat noral
understanding does the film comunicate when destructive
desire is represented in a fully understandable |ight but its
i nversion is not?

The question is not the suitability of Spielberg as the
fantasi zer of unboundaried desire, who created a series of
film fantasies of hope and joy in overcomng the greatest of
horrors, turning his creativity to mke a record of
destructive desire and the rescue from it. This is what
Spei |l berg had always filnmed, only this tinme he clainmed that it
was the representation of reality and not just the projection
of his own fantasies. The central question is the degree to
which the film represented reality, the techniques of
capturing that representation and their effects, and the noral
message enconpassed by the film To what extent is the novie a
projection of Spielberg's fantasies onto reality to create a
form of collective menory which is sacriligious to the Jew sh
sacrifice of the Hol ocaust?

In the appearance of desire, is everything nanmed that
should have been nanmed? Are they included in the right
categories? In the link between the novie as a nonunent to

hi story and the actors with their arms joined to the survivors
they represented, they drop stones on the grave of Oscar
Schindler. Does the audience inherit a Yegar-sahadutha® a
witness or testinony (etched in celluloid rather than stone)
to what occurred? Has the Hol ocaust been protected only as a
pile of stones, a rigid, fixed, material wtness in contrast
with witten and recorded testinonials, which, like the Torah
itself, always remains subject to interpretation? In watching
sni ppets of the Holocaust as a backdrop to a story of rescue,
do we hear from the survivors or do we see a story as reality
as filtered through the imginative creativity of Spielberg?
Speil berg <clained to produce a docunent - literally, a
docunmentum - a Jlesson intended to teach wus. The novie
certainly reinforces the fact that the Hol ocaust happened, but
what |esson does it teach about what happened? To what
met aphysical ideology of desire does the film lean in
representing the battle between good and evil?
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ENDNOTES
Though | speak of the film as Spielberg's, as if this were a filmin t
"opean auteur tradition, it was, in fact, a product of a brilliant group

2ative artists. Nevertheless, the inprint of Spielberg as director
1 st akabl e. Spielberg rejected the auteur tradition and insisted that credit
ared for all "succesful™ films. (Cf., Philip M Taylor, Steven Spielberg: 1
1, His Mwvies, and Their Meaning, New York: Continuum 1992, p. 8) The fi
ch runs to three hours and fifteen mnutes, is a Universal release and
Jlin Entertai nnment Production, Spielberg's production conpany. The produce
‘e Steven Spielberg, Gerald R Mlen and Branko Lustig. (Lustig is a Hol ocal
'vivor with such filnms as Sophie's Choice, War and Renenbrance and the W nds
to his credit.) Steven Zallian wote the script; Stephen Spielberg spoke
lian's major contribution when Spielberg accepted a People's Award for
'standing contribution to films. M chael Kahn provided the brilliant editir
> superb cinematography can be credited to Janusz Kam nski. The authentic se
1 costunmes were created by Ewa Braun and Anna Bi edrzycka- Sheppard respectivel
i WIlliams (who conposed the nusic for Spielberg hits such as E. T. and Jav
5 responsible for the nmusic which so enhanced the visual inpact of the film
lition to Liam Neeson as Schindler and Ben Kingsley as Itzhak Stern, Ral
annes, the British actor, played Anon Goeth, Enbeth Davidtz played Hel
"sch, and Leopold "Pol dek" Pfefferberg was played by Jonathan Sagalle. The fi
1 seven GOscars: for best picture, director, adapted screenplay, art directic
1emat ography, filmediting and original nusical score.

Success is denoted here in terms of nobney. By the end of 1993, four of t
) ten best grossing filnms of all tinme were Spielberg creations. Jurassic Par
ch he finished editing while shooting Schindler's List, and E.T. are the t
) grossing films, having taken in over one and one-half billion dollars in k
‘ice recei pts between them |ndiana Jones Last Crusade and Jaws grossed al nt
half billion dollars each. (Cf. Newsweek, Decenber 20, 1993, p. 116; t
‘ormation was taken from Variety.) To Spielberg's surprise, Schindler's Li
5 al so been a success in conmercial ternmns.

Philip M Taylor, Steven Spielberg: The Man, His Myvies, and Their Meanir
v York: Continuum 1992, p. 141.

Thomas Keneal |y, Schindler's List: a Novel, New York: Sinon & Schuster, 19¢

Britain, the book was titled, Schindler's Ark, London: Hodder & Stoughtc
32.

Krakow i s spelled Cracow in the book, Schindler's List, and in other source
mever, unless contained in a direct quote or when directly referring to t
(t of the book, I will use the spelling, 'Krakow .

The Hol ocaust has been referred to as the genocide of the Jews, as the Shoe
Judeoci de, the churban, the disaster, the apocalypse. At different tines
| use many of the above ternms, but generally | sinply use "Hol ocaust” as t
st popular term designating the attenpt to exterm nate the Jewi sh people. For
scussion of the significance in the choice of designation, see chapter
ames of the Hol ocaust” in Janes E. Young, Witing and Rewriting the Hol ocaus
‘rative and the Consequences of Interpretation, Bloom ngton: Ingiana Universi
3ss, 1988, 1990.

St even Spi el berg, Backside, Soundtrack CD, Universal City Studios & Anbl
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~ertainnment, 1993.

A bounded environnent is created for security against random violence, t
arch for confort by surrounding ourselves with artificiality. It has be
anplified in the creation by the Ghernezian brothers of the |argest indc
~ertainment/shopping, recreation malls in both Ednonton, Alberta, and
yom ngton, Mnnesota. One 1is currently in the planning stages for t
shi ngton area where the mall is slated to be called, "The American Drear
2opl e keep saying, 'Why don't you build it like in the old days? But if vy

a roof on top, and doors at the entrances, people feel secure.” (Gus Baune
> former chairman of the Planning Board of Silver Springs, and a consultant ¢
)keperson for the Ghernazian proposal, in David Finkel, "The Malling of Silv
"ing: The Gnermazians and ' The Anerican Dreaml," The Washi ngton Post Magazir
Decenmber 1995, 18.

Chri st opher Marlowe, Jew of Malta, 1633, I, ii.

Spi el berg stated, "Schindler's List is not a novie nmeant to entertain. It
ant to conmunicate very inportant, personally inportant, information about t
stence of the Holocaust and the wtnesses.” Interview with Gabriel Ere
‘estyles, 23:128, new year, 1994, p. 8.

Henry Wal pole, Oranto, 1789, p. 89, requoted from The Conpact Edition
> Oxford English Dictionary, Vol. I, Oxford: Oxford University Press, 1971,
37. Most of the other quotes on the neaning of list are taken from the Oxfc
stionary as wel|.

. Robert Fulford, "Spielberg's Dimnished Oskar Schindler,” d obe and Mi
). 9, 1994, CI.

Gabriel Erem "Steven Spielberg: Schindler's List," Lifestyles, 23:128, I
ar, 1994, p. 10. As | wll later docunment, this interpretation is not based
storical fact.

Philip Marchand, "Reality Fails to tarnish Schindler's List hero," 1
onto Star, April 23, 1994, L10. Cf. Alfred Andersch, Efraim s Book, New Yor
<ing, 1984 in which testinonial quotes fromthe West German 1965 Auschwitz ¢
ablinka trials are used to support the claim that Auschwitz is inexplicab
1 at | east one occasion, SS-Man Kiuttner, known as Kierwe, flung a baby into t

and Franz killed it with two shots." (p. 143)

. WIlliam Shakespeare, Haml et, Act |, Scene 1. Robert Fothergill, a Profess
Engl i sh and col |l eague at York University, rem nded nme of this quote.

Popul ar Sci ence Monthly, 211, June (1882).

W I |iam Shakespeare, King Lear iv, Vi.

Fri edl ander 1993, 1009.
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m Ithaca: Cornell University Press, 1990, p. 203.

. Genesis 31: 44-9. In Aramaic, the phrase, literally translated, neans
yne-heap for a witness. Evidently, it is the only Aramaic phrase used in t
ire Torah. Cf. Janmes E. Young, Witing And Rewiting The Hol ocaust: Narrati
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