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Introduction 
 

When employment within the approved fields of Jewish labor could no longer help him, 

JiĜt Weil sought protection from deportation by marrying a non-Jew in 1942. It worked for a time; 

he labored at the Jewish Museum of Prague, which survived the Nazi period, cataloging liturgical 

and cultural items from destroyed synagogues. When his mixed marriage could no longer protect 

him and he was called to a transport, he faked his own suicide and went into hiding. After the war, 

he attempted to publish about these experiences by novelizing them. The novel, Life with a Star 

(äiYoW V hvČ]doX), was about a banker who attempts to cope with life in occupied Prague until he 

goes into hiding. It was primarily an exposition on the loss of self, dehumanization, and the literal 

isolation the main character suffers as the consequence of survival in an anti-Semitic world. He 

published it in 1949 with the ELK publisher, where he himself was head editor. Alfred Rádok, a 

theater and film director, wrote Weil shortly after its publication WhaW Whe noYel VhoXld be ³reqXired 

reading for all WhoVe Zho ZiVh Wo be hXman.´ BXW Whe noYel had Whe miVforWXne of being pXbliVhed 

in the year after the communist victory in Czechoslovakia, and so the novel was quickly banned 

aV ³defeaWiVW,´ ³coZardl\,´ and e[ceVViYel\ ³coVmopoliWan.´ ELK was completely shut down. 

 The story of Weil¶V failXre Wo pXbliVh Life with a Star could be taken as indicative of the 

beginning to a rapid end of Jewish history and culture in the communist bloc. The banning of 

Weil¶V noYel iV clearl\ relaWed Wo an increaVingl\ anWi-SemiWic aWmoVphere in earl\ 1950¶V 

Czechoslovakia. Shortly afterwards, the Secret Police began arresting party functionaries²mostly 

rank and file cultural, economic, or diplomatic officers. They were also mostly Jews. They were 

kept in prison for two or more years, isolated and refused contact with family or friends. Finally, 

between 1952 and 1954, those who had been arrested were accused of and sentenced for a 

³Trotskyite-Titoite-ZioniVW´ conVpirac\ Wo beWra\ C]echoVloYakia Wo ³foreign poZerV´ WhaW Zere 
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enemies of communism. The series of show trials became known by the name of the highest-

ranking official sentenced, Rudolf Slánský, second in command to Czechoslovak President 

Klement Gottwald at the time of his arrest.1  

Yet, the Slánský Trial was not the end of the story for Life with a Star. Although Weil died 

of cancer in 1960, Life with a Star was republished in 1964 and again in 1967, becoming just two 

of the 145 publishing contracts that authors secured for novels, short story collections, or personal 

narratives about Jewish experiences between 1958 and 1973. Perhaps this number does not seem 

that remarkable on first glance. Consider the fact that after the communists consolidated their 

power in 1948, domestic authors published only 12 new works about Jews until 1957, compared 

with 81 from 1958-1973.2 In other words, the period 1958-1973 saw a 675% growth in works 

about Jewish experiences from the preceding ten years. These dates are representative of the rise 

and fall of Jewish narratives, and, I argue, the cultural reach of the Thaw in Czechoslovakia. If we 

adjust the dates for an even ten-year comparison, there was still a 558% growth in 1958-1968 from 

the previous decade. Moreover, the tone of these works shifted in the second decade of 

communism. Prior to 1958, heavy-handed ideological and political referents were required to make 

narratives about Jews fit a narrowly prescribed view of World War II as a class of barbarous 

German fascism against valiant socialist brethren nations. After 1958, narratives about Jews slowly 

pushed these boundaries, offering increasingly non-ideological and even critical interpretations of 

Czech and Slovak behavior during World War II.  

                                                 
1 Karel Kaplan, Report on the Murder of the General Secretary, trans. by Karel Kovanda (Columbus: Ohio 
University Press, 1990); Zuzana Justman, A Trial in Prague, DVD, Documentary (The Cinema Guild, 2000). 
2 This dissertation distinguishes between books published and individual titles, the former including new editions 
and republications, and the latter excluding them. There were 81 new titles and 64 republications from 1958-1973, 
and 26 total publishing contracts (inclusive of republications) froom 1948-57. The metrics for 1958-1968 are 115 
published books and 67 new titles. In the Methodology section later in this introduction, I address why 
republications are important to consider. See Appendix A, Section 1. 
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This dissertation seeks to explain this cultural phenomenon in detail, answering how and 

why this growth happened. More specifically, it follows a cultural trend²the rise, spread, and 

eventual decline of novels, films, and plays about Jews. It asks: what allowed for the emergence 

of Jewish representation in this period? What people, events, or conditions shaped the contours of 

this trend? Who was responsible for this growth and why? How was this movement influenced by 

global cultural trends? What domestic impact did the collective body of these works have? Thus, 

Jewish representation functions in two ways in this context. On the one hand, this dissertation 

looks at representations of Jews in Czechoslovak literature, film, and plays. On the other, it 

considers Jewish representation within the cultural milieu; in particular, the ways in which Jews 

interacted and engaged with non-Jews in bringing narratives of Jewish experience to a general 

audience. 

The relationship between Jewish representation in Czechoslovak culture and the rise of 

reform politics in Czechoslovakia in the 1960s is at the center of this dissertation. After the deaths 

of Stalin and Czechoslovak president Klement Gottwald, intellectuals believed in the possibility 

of a re-defined political future that could accommodate pluralism. Socialist reform reached its apex 

with the Prague Spring, when Ale[ander DXbþek was elected head of the Czechoslovak 

Communist Party in 1968. In the past, scholars have briefly discussed links between new Jewish 

narratives and the rise of reform politics. They have done so, however, without critically exploring 

the relationship between the two, often implying that changing politics begat cultural opportunity.3 

                                                 
3 For a sample, see JiĜt Holê, ³äidp a ãoa Y þeVkp a VloYenVkp liWeraWXĜe po drXhp VYČWoYp Yilce,´ in âoa v þeské 
literatuĜe a v kulturní pamČti, ediWed b\ JiĜt Holê, PeWr Malpk, Michael âpiriW, and Filip Tomiã, 7±65 (Prague: 
Akropolis, 2011); Blanka Soukupová and Miloã Pojar, edV., äidovská menãina v ýeskoslovensku v letech 1956-
1968: od destalinizace k Praåskému jaru (PragXe: äidoYVkp MX]eXm Y Pra]e, 2011); âirka SladoYntkoYi, 
³HolokaXVW Y ýeVkoVloYenVkpm a þeVkpm hranpm filmX,´ in Cizí a blizcí: åidé, literatura, kultura v þeskêch zemích 
ve 20 století, ediWed b\ JiĜt Holê, 601±80 (Prague: Akropolis, 2016). My research builds on a dissertation by Jacob 
Labendz, which considers the relationship between reform politics and interest in the Holocaust more closely. Jacob 
Labend], ³Re-Negotiating Czechoslovakia, The State and the Jews in Communist Central Europe: The Czech 
Lands, 1945-1990´ (PhD DiVVerWaWion, WaVhingWon UniYerViW\ in SW. LoXiV, 2014), 165-221. 
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The rapid rise in works about Jewish experiences was intimately linked to the process of re-

envisioning the socialist future. Rather than being simply a consequence of bureaucratic shifts, I 

argue, Jewish narratives helped to create the era of loosening political constraints.  

Scholars have noted the way anti-Semitism has influenced and shaped political and social 

movements in wide-ranging contexts, and 20th Century Europe is no exception. The number of 

studies that attest to the political and social power of anti-Semitism are so numerous that it would 

be impossible to list them all.4 Yet, strikingly few studies consider the possibility that sympathy 

for Jewish experiences could also motivate social or political change.5 This is precisely the focus 

of this dissertation: how sympathetic portrayals of Jewish experiences in literary, cinematic and 

theatrical media influenced, and were influenced by, political shifts and changes. What began as a 

way for Jewish writers and intellectuals to reclaim Jewish experiences from the silencing forces of 

                                                 
4 For a sample, see David Nirenberg, Anti-Judaism: The Western Tradition (New York: W.W. Norton, 2013); 
Joanna B. Michlic, Poland¶s Threatening Other: The Image of the Jew from 1880 to the Present (Lincoln: 
University of Nebraska Press, 2006); Arthur Hertzberg, The French Enlightenment and the Jews (New York: 
Columbia University Press, 1990); Steven Ascheim, Brothers and Strangers: The East European Jew in German 
and German Jewish Consciousness, 1800-1923 (Madison: University of Wisconsin Press, 1983); Birnbaum, Pierre 
Antisemitism in France: A Political History from Leon Blum to the Present (Cambridge: B. Blackwell, 1992); Peter 
Pulzer, The Rise of Political Anti-Semitism in Germany and Austria (Hoboken: John Wiley & Sons, 1964); John 
Efron, Defenders of the Race: Jewish Doctors and Race Science in Fin-de-Siecle Europe (New Haven: Yale 
University Press, 1994); Paul Weindling, Health, Race and German Politics Between National Unification and 
Nazism, 1870-1945 (Cambridge, UK: Cambridge University Press, 1989); Jacob Katz, From Prejudice to 
Destruction: Antisemitism, 1700-1933 (Cambridge: Harvard University Press, 1980). See also footnote 22. 
5 While interest in Jewish culture has been discussed, particularly in the collapse of communism, the way that this 
affects political or social movements is fairly rare. For a few examples on Jewish culture interest, see Erica Lehrer, 
Jewish Poland Revisited: Heritage Tourism in Unquiet Places (Bloomington: Indiana University Press, 2013); Ruth 
Ellen Gruber, Virtually Jewish: Reinventing Jewish Culture in Europe (Berkeley: University of California Press, 
2002); Marian Mushkat, Philo-Semitic and Anti-Jewish Attitudes in Post-Holocaust Poland (Lewiston: Edwin 
Mellen Press, 1992). For a few that indirectly examine social and political consequences of resistance to anti-
Semitism, see Michael Meng, Shattered Spaces: Encountering Jewish Spaces in Postwar Germany and Poland 
(Cambridge: Harvard University Press, 2011); Jeffrey Herf. Divided Memory: The Nazi Past in the Two Germanys 
(Harvard University Press, 1997); John Efron, ³Framing Whe ConYerVaWion: JeZiVh VoiceV in Whe German Si[WieV,´ 
Journal of Modern Jewish Studies 13, no. 1 (2014): 2-11; ChriVWoph SchmidW, ³The ReWXrn of Dead SoXlV: The 
German SWXdenWV¶ MoYemenW and Whe GhoVWV of AXVchZiW],´ Journal of Modern Jewish Studies 13, no. 1 (2014): 75-
86; Laura Jockusch, Collect and Record! Jewish Holocaust Documentation in Early Postwar Europe (Oxford: 
Oxford University Press, 2012). The edited volume Antisemitism and Its Opponents in Modern Poland includes 
remarkably few articles about resistance to anti-Semitism. Robert Blobaum, ed, Antisemitism and Its Opponents in 
Modern Poland (Ithaca: Cornell University Press, 2005).  
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Nazism and stalinism6 ultimately became a way for intellectuals to discuss the dangers of isolating 

and oppressive political systems that functioned on fear and conformism. This discourse, 

conducted through interpretations and commentary on Jewish narratives, was fundamentally 

linked Wo ideaV aboXW ³hXmane VocialiVm´ WhaW eYenWXall\ became cenWral Wo Whe PragXe Spring, Whe 

reform movement that came to power in 1968.  

By examining how Jewish representation functioned in the political context of the first 

decades of communism, I engage with several scholarly conversations. First, my research builds 

upon recent literature on postwar European Jewry and history of communism in the Eastern bloc. 

These two fields have grown dramatically over the past ten to twenty years due to the availability 

of new archival material after the collapse of communism. While these two historiographic fields 

are well integrated for the early period of postwar European reconstruction, there is little overlap 

between these two fields after the first five years of communism. My dissertation bridges these 

gaps by arguing that understanding how Jewish representation functioned in 1960s Czechoslovakia 

is necessary to understand de-stalinization and reform politics in Czechoslovakia more broadly.  

In addition to these conversations within the historical discipline, my dissertation connects 

cultural studies and history. My work particularly engages with scholarly literature on 

memorialization and memory of the Holocaust in the postwar period in Europe. It builds upon 

scholarship challenging the understanding that there were decades of silence over Holocaust 

themes in cultural media. This periodization is especially pronounced in the communist countries, 

                                                 
6 I understand stalinism in the postwar in the terms described by Vladimir Tismaneau in Stalinism Revisited: a 
³WranVplanWed VecXlar eVchaWolog\ (Mar[iVm-Leninism), a radical vision of the world (capitalist encirclement and the 
touchstone theory or proletarian internationalism formulated by Stalin in the 1920s), and, ultimately, an alternative 
idea of modernity (based upon anti-capitalism and state managed collectivism) self-identified as infallibly 
righWeoXV).´ AW Whe Vame Wime, m\ Zork folloZV Xpon Padraic Kenne\¶V (and oWherV¶ afWer him) XVe of ³VWaliniVm´ in 
the lower case to distinguish the system from the individual. Vladimir TiVmaneanX, ³InWrodXcWion,´ in Stalinism 
Revisited: The Establishment of Communist Regimes in East-Central Europe (Budapest: Central European 
University Press, 2009), 3±4; Padraic Kenney, Rebuilding Poland: Workers and Communists, 1945-1950 (Ithaca: 
Cornell University Press, 1997). 
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where the 1990s is also associated with liberation from decades of oppression.7 By recognizing 

1960s films and novels as a part of a significant cultural trend, rather than isolated and unconnected 

examples, my work throws this post-communist moment into new light. The communist period 

was profoundly influential for public engagement with Jewish culture and Holocaust memory in 

the 1990s.  

 

Jewish life in Czechoslovakia and the Postwar Communist World 

 In the modern, post-emancipation period, Czechoslovakia²in particular the Czech-

speaking Bohemian lands²has often enjoyed the reputation of a bastion of tolerance for its Jewish 

minority. Jews were relatively acculturated in the Czech lands, having been primarily urban and 

secular. In part, this is because of C]echoVloYakia¶V firVW preVidenW Tomiã MaVar\k. In VpiWe of hiV 

own personal ambivalence towards Jews, he did not believe in political persecution and spoke out 

publicly against blood libel and other traditional forms of anti-Semitism at the turn of the 20th 

century. Nonetheless, animosity towards Jews did exist, particularly for having adopted German 

cultural customs after being emancipated in the Habsburg Empire, when German was the language 

of state affairs and social and educational advancement.8 When the Czech lands were ceded to 

                                                 
7 Though this will be discussed in greater detail later, but for a sample, see Ruth Ellen Gruber, Virtually Jewish: 
Reinventing Jewish Culture in Europe (Berkeley: University of California Press, 2002); Joanna B. Michlic and John-
Paul Himka, Bringing the Dark Past to Light: The Reception of the Holocaust in Postcommunist Europe (Lincoln: 
University of Nebraska PresV, 2013); Tomaã SniegoĖ, Vanished History: The Holocaust in Czech and Slovak 
Historical Culture (New York: Berghahn Books, 2014). For broader European and global assertions of this 
periodization, see Tony Judt, Postwar: A History of Europe Since 1945 (New York: Penguin, 2005); Neil Levi and 
Michael RoWhberg, ³General InWrodXcWion: Theor\ and Whe HolocaXVW,´ in The Holocaust: Theoretical Readings, 
edited by Neil Levi and Michael Rothberg, 1±22 (New Brunswick, NJ: Rutgers University Press, 2003). 
8 On Jewish life in Czechoslovakia in the 19th and early 20th centuries, see Wilma Abeles Iggers, ed. The Jews of 
Bohemia and Moravia: A Historical Reader (Detroit: Wayne State University Press, 1992); Hillel Kieval, 
Languages of Community: The Jewish Experience in the Czech Lands (Berkeley: University of California Press, 
2000); KaWeĜina ýapkoYi, Czechs, Germans, Jews? National Identity & the Jews of Bohemia (New York: Berghahn 
Books, 2012); Ezra Mendelsohn, The Jews of East Central Europe Between the World Wars (Bloomington: Indiana 
University Press, 1983), 131-70; Nanc\ M. Wingfield, ³The PoliWicV of SoXnd: µTalkieV¶ and AnWi-German 
DemonVWraWionV in PragXe,´ in Flag Wars and Stone Saints: How the Bohemian Lands Became Czech (Cambridge: 
Harvard University Press, 2007). 
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Nazi Germany after the Munich Agreement, the Jewish population was left largely to fend for 

themselves, without their neighbors or allies to rely on.  

 A ³deep-rooted anti-SemiWic WradiWion´ had hiVWoricall\ been more prominenW in SloYakia. 

Latent anti-Semitism grew in the mid-1930s, when Andrej Hlinka¶V YirXlenW SloYakian naWionaliVm 

flourished under the guise of an independence movement.9 Hlinka was a priest, and he and his 

predeceVVor Dr. JoVef TiVo promoWed a form of CaWholic faVciVm knoZn aV ³clericofaVciVm´ aV parW 

of their nationalist agenda. After the Munich Agreement, Czechs lost control of their own 

government and became a Nazi protectorate, but Slovakia was granted autonomy. Josef Tiso led 

Slovakia into independence, and laws defining Jews and Aryans were instated almost immediately. 

By 1941, SloYakia deYeloped a ³JeZiVh Code[´ modeled off German race policieV.10 

In Bohemia and Moravia, the communists ultimately were responsible for the most overt 

resistance to the Nazi occupation. It was not uncommon for pre-war socialists to spend the war in 

the London-based Czech exile government or escape to the Soviet Union. Communists who 

remained in Bohemia and Moravia fought against fascism and were often punished for it by being 

sent to concentration camps. The general lack of resistance among the regular population meant 

that communists were able to dominate the legacy of resistance in the early postwar period.11 Chad 

Bryant has shown that Czechs did, in fact, resist Nazi German policies, through finding ways to 

³acW C]ech´ and diVpla\ C]ech V\mbolV and culture as the Bohemian lands were being 

Germanized.12 This type of small-scale, individualized protest, however, did not hold much 

narrative weight in the postwar period. In Slovakia, the partisan movement was even more 

                                                 
9 Mendelsohn, Jews of East Central Europe, 164. 
10 Ibid 166 and Yehuda Bauer, American Jewry and the Holocaust: The American Jewish Joint Distribution 
Committee, 1939-45 (Detroit: Wayne State University Press, 1981), 358. 
11 Bradley Abrams, The Struggle for the Soul of the Nation: Czech Culture and the Rise of Communism (Lanham: 
Rowman & Littlefield, 2004), 35-36. Chad Bryant, Prague in Black: Nazi Rule and Czech Nationalism (Cambridge: 
Harvard University Press, 2007), 130-31.  
12 Bryant, Prague in Black. 
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important for postwar mythology, as Slovakian leadership had instituted their own version of the 

Nuremberg Laws and had to create a heroic narrative to white-wash Slovakian involvement in 

Nazi race policies.13  

When the communists took over in 1948, many Jews who had been pre-war socialists 

enthusiastically took up new roles in the government. During the process of consolidating 

communist power (roughly 1948-1954), expressions of particularity were often silenced for the 

sake of ideological unity both within and among communist countries. For example, the state 

portrayed Nazi war crimes as fascist violence against communist (or sometimes national) victims, 

thus erasing the specificity of Nazi policy towards Jews. The state banned the few literary and 

cinematic works about Jewish experiences in occupied Czechoslovakia that emerged in the late 

1940s. Jews who returned often changed their names (or were urged to) because of their perceived 

Germanness.14  

Like many other countries that had been occupied by the Nazis, the postwar government 

felt the need to punish wartime collaborators as an elaborate show of distinction from the 

occupation regime. In doing so, the Czechoslovak government even expelled most of its remaining 

German minority, claiming human rights as a justification for forceful population transfer and the 

creation of ethnically homogenous states.15 In spite of these government displays of hostility 

towards Nazi collaborators, returning home was often difficult for Jews. They searched for family 

                                                 
13 Shari J. Cohen, Politics without a Past: The Absence of History in Postcommunist Nationalism (Durham: Duke 
University Press, 1999), 12, 100-3; SniegoĖ, Vanished History, 196.  
14 Blanka Soukupová, "Modely åiYoWntch oVXdĤ þeVkêch äidĤ po ãoa," in äidovská menãina v ýeskoslovensku po 
druhé svČtové válce: od osvobození k nové totalitČ, ed. Blanka Soukupová and Miloã Pojar (Praha: äidoYVkp 
Muzeum v Praze, 2009), 81-106. Anti-German sentiment was particularly high during this period; the Nazi 
occupation had exacerbated longstanding anti-German sentiments. For example, see Benjamin Frommer, National 
Cleansing: Retribution Against Nazi Collaborators in Postwar Czechoslovakia (New York: Cambridge University 
Press, 2005). 
15 Douglas, R.M. Orderly and Humane: The Expulsion of the Germans After the Second World War. New Haven: 
Yale University Press, 2013; Tara Zahra, The Lost Children: Reconstructing Europe¶s Families after World War II 
(Cambridge: Harvard University Press, 2011); Frommer, National Cleansing. 
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and friends, often finding none, or worse, finding that once-trusted friends had betrayed them for 

their own personal interest. Many were completely dispossessed, either by the Nazis, their 

neighbors, or some combination of the two. And trials of collaborators were geared more towards 

national retribution than justice for those individuals harmed by Nazism.16  

The sudden arrest of dozens of Jewish state employees in the late 1940s and early 1950s 

added to the woes of the postwar Czechoslovak Jewish population. Eugen Löbl, a Slovak Jew and 

employee of the Ministry of Foreign Trade, was the first arrested in 1949. Czechoslovakia was 

mounting their own show trial, modeled off the László Rajk trial in Hungary. By 1952, fourteen 

VWood accXVed of a WreaVonoXV ³ZioniVW-Trostkyite-TiWoiWe´ conVpirac\ in Whe epon\moXV Slánský 

Trial. Ironically, General Secretary of the party Rudolf Slánský, the highest-ranking defendant, 

had been involved in planning the show trial prior to his own arrest.17 Twelve were Jewish. By the 

1952 sentencing, the state had charged others²again mostly Jews²in subsidiary trials aimed at 

uncovering this supposed web of conspiracy.18 Among other things, Slánský was accused of 

overinflating the existence of anti-Semitism. According to the prosecutor, overzealously attacking 

anti-Semitism was a deliberate attempt to divert resources from a campaign against Zionist agents 

                                                 
16 See, for example, Heda Margolius Kovály, Under a Cruel Star: A Life in Prague 1941-1968, trans. Franci Epstein 
and Helen Epstein (New York: Holmes & Meier, 1986); David Bankier, The Jews Are Coming Back: The Return of 
the Jews to Their Countries of Origin after World War II (Jerusalem: Yad Vashem, 2005); Anna Cichopek-Gajraj, 
Beyond Violence: Jewish Survivors in Poland and Slovakia, 1944-48 (New York: Cambridge University Press, 
2014). 
17 Karel Kaplan, Report on the Murder of the General Secretary, trans. by Karel Kovanda (Columbus: Ohio 
University Press, 1990).  
18 The Slánský Trial was the largest of a series of show trials that swept the satellite states with anti-Semitic 
overtoneV, VomeWimeV conVidered a WeVW for iWV SoYieW coXnWerparW, Whe DocWor¶V PloW. On Whe anWi-Jewish elements of 
the Czechoslovak trial in particular, see Meތir ঱o৬iল, The Prague Trial: The First Anti-Zionist Show Trial in the 
Communist Bloc (New York: Herzl Pressௗ:Cornwall Books, 1987); Robert S. Wistrich, From Ambivalence to 
Betrayal: The Left, the Jews, and Israel (Lincoln: University of Nebraska Press, 2012); Helaine Blumenthal, 
³FoXrWeen ConYicWed, Three Million Condemned: The SlanVk\ Affair and Whe ReconVWiWXWion of JeZiVh IdenWiWieV 
afWer Whe HolocaXVW´ (UniYerViW\ of California, Berkele\, 2012); Labend], ³Re-NegoWiaWing C]echoVloYakia,´ 51-
117; MarWin âmok, ³'EYer\ JeZ IV a ZioniVW, and EYer\ ZioniVW IV a Sp\!' The SWor\ of JeZiVh Social AVViVWance 
NeWZorkV in CommXniVW C]echoVloYakia,´ East European Jewish Affairs 4, no. 1 (2014): 70±83. Other prominent 
YicWimV in C]echoVloYakia inclXded SloYakV, labeled aV ³boXrgeoiV naWionaliVWV.´ 
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who were facilitating Czechoslovak betrayal Wo Whe WeVW. The defendanWV¶ ³JeZiVh boXrgeoiV 

origin´ ZaV conViVWenWl\ ciWed aV a facWor linking Whem WogeWher.19 In interrogation, evidence of 

defendanWV¶ linkV Wo a JeZiVh conVpirac\ Zere: Vpending Wime in oWher coXnWrieV dXring Whe Zar, 

facilitating trade negotiations with Israel (in this case, as the Minister of Trade), surviving a Nazi 

priVon camp, and conWacWV ZiWh ³EinVWein and Spino]a.´20  

For a long time, the Slánský Trial was considered indicative of postwar Czechoslovakia; 

to many, Jewish history seemingly just ended in 1952. The same could be said of attitudes towards 

Jewish history in the communist bloc more broadly. Much of the historiography on Jews in postwar 

East and Central Europe has focused on anti-Semitism, often defining the parameters of their study 

by major anti-Semitic events (such as the Slánský Trial or the 1968 anti-Zionist campaign) or 

waves of outmigration. This early historiography essentially describes this period as exclusively 

defined by Jewish disappearance from Eastern Europe.21 In other words, scholars defined the 

communist period by Jewish absence or lack of Jewish agency. In doing so, the first waves of 

                                                 
19 ³ProceedingV of Whe TrialV of SlanVk\ eW Al´ (PragXe, C]echoVloYakia: C]echoVloYak Home SerYice, NoYember 
20, 1952), 25. 
20 Zuzana Justman, A Trial in Prague, DVD, Documentary (The Cinema Guild, 2000); Goldstücker, Vzpomínky 
1945-1968, 42. Heda Margolius Kovály, Under a Cruel Star; Artur London, The Confession, trans. Alastair 
Hamilton (New York: Morrow, 1970). 
21I consider all works focusing on anti-Semitic policies that led to outmigration also part of this narrative. See, for 
example, Bernard Wasserstein, Vanishing Diaspora: The Jews in Europe since 1945 (Cambridge: Harvard 
University Press, 1996); David Bankier, The Jews Are Coming Back: The Return of the Jews to Their Countries of 
Origin after World War II (Jerusalem: Yad Vashem, 2005); Jana Svobodová, Zdroje a projevy antisemitismu 
v þeskêch zemích 1948-1992 (Praha: ÒVWaY pro VoXdobp dČjin\, 1994); Jin Ml\nirik, DČjiny åidĤ na Slovensku 
(Prague: Academia, 2005); Michael C. Steinlauf, Bondage to the Dead: Poland and the Memory of the Holocaust 
(Syracuse: Syracuse University Press, 1997); August Grabski and Grzegorz Berendt, Miedzy emigracją a trwaniemࣟ: 
SyjoniĞci i komuniĞci Īydowscy w Polsce po HolocauĞcie (WarV]aZa: ĩ\doZVki InVW\WXW HiVWor\c]n\, 2003); 
Michlic, Poland¶s Threatening Other; Me'ir ঱o৬iল, The Prague Trial: The First anti-Zionist Show Trial in the 
Communist Bloc (New York: Herzl Press, 1987); Alena Heitlinger, In the Shadows of the Holocaust and 
Communism: Czech and Slovak Jews Since 1945 (New Brunswick: Transaction Publishers, 2006); Jockusch, Collect 
and Record!; AnaW Plocker, ³ZioniVWV Wo Da\an: The AnWi-Zionist Campaign in Poland, 1967-1968´ (PhD 
Dissertation, Stanford University, 2009); Jan Podleãik, ³K oWi]kim genocid\ þeVkêch åidĤ, komXniVWickpho 
anWiVemiWiVmX a ]ichran\ åidoYVkêch pamiWek,´ in Totalitarismus ve 20 století: ýeskoslovenské zkuãenosti, ed. 
Milan Valach and RadoYan R\biĜ (Brno: MaVar\k UniYerViW\, 2002); DariXV] SWoáa, Kampania antysyjonistyczna w 
Polsce, 1967-1968 (Warsaw: Instytut Studiów Politycznych, Polskiej Akademii Nauk, 2000); Blanka Soukupová 
and Miloã Pojar, edV. äidovská menãina v ýeskoslovensku po Druhé svČtové válce: od osvobození k nové totalitČ. 
PragXe: äidoYVkp MX]eXm Y Pra]e, 2009.  
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scholarship on postwar Jewish history contributed to a double erasure: an emphasis on repression 

effectively compounded commXniVm¶V propenViW\ Wo VXbjXgaWe minoriW\ YoiceV. 

The laWe Ton\ JXdW V\nWheVi]ed cXrrenW Vcholarl\ perVpecWiYeV on VWaWeV¶ relaWionVhipV Wo 

Jews after World War II in his work Postwar: ³Whe long VhadoZ of World War TZo« could not 

be acknowledged in fXll. Silence oYer EXrope¶V recenW paVW ZaV Whe neceVVar\ condiWion for Whe 

conVWrXcWion of a EXropean fXWXre.´22 Indeed, much of recent scholarship on East and Central 

Europe examines ³VWabili]ing´ measures that in fact effectively prolonged traumas of the war into 

the postwar period: political retribution, the use of violence against minority groups, and forced 

deportations²except this time directed primarily against Germans. Jews, too, were often swept 

inWo WhiV YiolenW proceVVeV of ³VWabili]ing´ Europe. Instead of an open welcome, an easy return or 

recognition of the catastrophic horrors of Nazi race policy, Jews found themselves largely among 

neighbors and in states that had no desire for their return after the Second World War. Jews were 

often included in forced population transfers. 23 Overt violence towards Jews²pogroms in Poland 

and Slovakia and executions in postwar show trials²has also been described as a consequence of 

postwar fears of instability and the impulse to unify the population by eliminating or obfuscating 

difference.24 

In recent years, scholars have begun to push back on these arguments in a variety of ways. 

Some have highlighted Jewish agency under communism by emphasizing Jewish institutions and 

                                                 
22 Judt, Postwar, 10. 
23 See footnote 16, and Gregor Thum, Uprooted: How Breslau Became Wrocáaw during the Century of Expulsions 
(Princeton: Princeton University Press, 2011); Frommer, National Cleansing; István Deák, Jan Tomasz Gross, and 
Tony Judt, eds, The Politics of Retribution in Europe World War II and Its Aftermath (Princeton: Princeton 
University Press). 
24 In Whe caVe of pogromV, Whe VWaWe¶V reVponVe reflecWV Whe deVire Wo eliminaWe and obfXVcaWe difference. On pogromV, 
Vee Jan T. GroVV, ³A Tangled Web: ConfronWing SWereoW\peV Concerning RelaWionV beWZeen PoleV, Germans, Jews 
and CommXniVWV,´ in The Politics of Retribution in Europe World War II and Its Aftermath, István Deák, Jan 
Tomasz Gross, and Tony Judt, eds, (Princeton: Princeton Unviersity Press). Jan T. Gross, Fear: Anti-Semitism in 
Poland after Auschwitz (New York: Random House, 2006). On show trials, see footnote 19.  
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the role that they played in shaping Jewish relationships with the state.25 Others have used micro-

history to show how individual Jews actually lived under communism.26 In other cases, 

methodologies like spatial and oral history have been instrumental in understanding how Jews 

negotiated being both Jews and citizens of socialist states.27 In all of these cases, scholars recognize 

that the communist state was not rigid or unchanging, and that different periods held different 

opportunities for Jewish agency and expression.  

In the case of Czechoslovakia, the Thaw was a period that offered new opportunities for 

Jewish expression.28 The period in which the communist states shifted away from stalinist models 

of goYernance afWer SWalin¶V deaWh in 1954 iV knoZn aV Whe ThaZ, or de-stalinization. The Thaw is 

W\picall\ marked b\ SoYieW leader NikiWa KrXVhcheY¶V 1956 ³SecreW Speech,´ in Zhich he pXblicl\ 

denoXnced Whe cXlW of perVonaliW\ and SWalin¶V XVe of maVV repreVVion aV a poliWical Wool. In the case 

of Czechoslovakia, the close proximities of Stalin and Czechoslovakian president Klement 

GoWWZald¶V deaWhV led Wo neZ poVVibiliWieV in C]echoVloYak cXlWXre.  

Despite the fact Czechoslovakian president Klement Gottwald died within a year of Stalin, 

Whe conWinXed preVence of man\ parW\ fXncWionarieV from GoWWZald¶V Wime aV head of Whe 

                                                 
25 Labend], ³Re-NegoWiaWing C]echoVloYakia;´ Michael Meng, Shattered Spaces: Encountering Jewish Spaces in 
Postwar Germany and Poland (Cambridge: Harvard University Press, 2011); August Grabski, Centralny komitet 
Īydów w Polsce (1944-1950): Historia Polityczna (WarV]aZa: ĩ\doZVki InVW\WXW HiVWor\c]n\, 2015). In Whe SoYieW 
context (for earlier periods), see Jeffrey Veidlinger, The Moscow State Yiddish Theater: Jewish Culture on the 
Soviet Stage (Bloomington: Indiana University Press, 2000); David Shneer, Yiddish and the Creation of Soviet 
Jewish Culture, 1918-1930 (New York: Cambridge University Press, 2004).  
26 Karen Auerbach, The House at Ujazdowskie 16: Jewish Families in Warsaw after the Holocaust (Bloomington: 
Indiana University Press, 2013). 
27 See Meng, Shattered Spaces; Jockusch, Collect and Record!. In the Soviet context, see Jeffrey Veidlinger, In the 
Shadow of the Shtetl: Small-Town Jewish Life in Soviet Ukraine (Bloomington: Indiana University Press, 2013); 
Mordechai Altshuler, Religion and Jewish Identity in the Soviet Union, 1941-1964 (Waltham: Brandeis University 
Press, 2012); Anna Shtershis; When Sonia Met Boris: An Oral History of Jewish Life under Stalin (New York: 
Oxford University Press, 2017). 
28 See footnote 4 on Czechoslovakia. This is also the case in the Soviet Union and Poland, though to different 
degrees. See Piotr Zwierzchowski, Kino nowej pamiĊci: obraz II Wojny Ğwiatowej w kinie polskim lat 60 
(Bydgoszcz: Wydanictwo Uniwesytetu Kazimierza Wielkiego, 2013); Olga Gershenson, The Phantom Holocaust: 
Soviet Cinema and Jewish Catastrophe (New Brunswick: Rutgers University Press, 2013). 
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C]echoVloYak CommXniVW ParW\ (KSý) led Wo ³dela\ed de-VWalini]aWion.´ T\picall\, scholars 

aVVociaWe Whe earl\ 1960¶V ZiWh Whe firVW looVening of Whe cXlWXral Vphere.29 Jewish themes appeared 

in C]ech and SloYak ZorkV aV earl\ aV Whe laWe 1950¶V, VXggeVWing a poVVible re-evaluation of this 

periodization, or that these works played a crucial role in altering the possibilities of cultural 

e[preVVion. HoZeYer, C]echoVloYakia¶V ³dela\ed de-VWalini]aWion´ meanW WhaW cXlWXral eliWeV Zho 

chose to focus on Jewish experiences continued to face resistance or restrictions from party 

ideologues at times.  

Literature examining changing state attitudes towards the Holocaust were among the 

earliest works to recognize that communist states were not monoliths. While this literature largely 

focuses on ways in which communist regimes silenced conversations about Jewish experiences, 

these works nonetheless resist painting the communist period as static and monolithic.30 Jonathan 

HXener VWreVVeV WhaW ³jXVW aV Whe hiVWor\ of Whe camp ZaV mXlWifaceWed, Vo Woo haYe collecWiYe 

memories and public manifestations of those memories been diverse and at times even 

conWradicWor\.´31 This argument has been supported by Soviet historiography, which emphasizes 

the lack of formal ideological directives or explicit censorship protocols vis-à-vis the Shoah.32 

Works focusing on state attitudes towards the Holocaust implicitly recognizes the potential for a 

gra\ area in commXniVW VWaWeV¶ inWerpreWaWionV.  

                                                 
29 This will be discussed in further detail later, but for some examples of this narrative, see Galia Golan, The 
Czechoslovak Reform Movement: Communism in Crisis, 1962-1968, Soviet and East European Studies (Cambridge: 
University Press, 1971), 2±3; Judt, Postwar, 436; Hugh Agnew, The Czechs and the Lands of the Bohemian Crown 
(Stanford: Hoover Institution Press, 2004), 249.  
30 Michael C. Steinlauf, Bondage to the Dead: Poland and the Memory of the Holocaust (Syracuse: Syracuse 
University Press, 1997); Jonathan Huener, Auschwitz, Poland, and the Politics of Commemoration, 1945-1979 
(Athens: Ohio University Press, 2003); Zvi Gitelman, Bitter Legacy: Confronting the Holocaust in the USSR 
(Bloomington: Indiana University Press, 1997). 
31 Huener, Auschwitz, Poland, and the Politics of Commemoration, 14. 
32 See, for example, David Shneer, Through Soviet Jewish Eyes: Photography, War, and the Holocaust (New 
Brunswick: Rutgers University Press, 2012); Zvi Gitelman, Bitter Legacy: Confronting the Holocaust in the USSR 
(Bloomington: Indiana University Press, 1997). 
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Michael Meng has insisted WhaW ³memories were hardly static in the Soviet bloc. Poland 

experienced arguably more searing debates about its complicated relationship with Jews than West 

German\ did, Zhich diVcXVVed Whe Na]i paVW nXmeroXV WimeV bXW in riWXaliVWic, Yapid Za\V«  

Communism produced noise, not just more years of silence.´ NoneWheleVV, in Meng¶V e[aminaWion 

of postwar JeZiVh VpaceV, he VWaWeV WhaW ³Whe abVence of Poland¶V large JeZiVh commXniW\ had 

become assimilated into everyday life; it had become so normal, so banal, that it rarely received 

mXch WhoXghW.´33 In the case of Czechoslovakia, however, the absence of the Jewish community 

ZaV noW ³Vo banal´ WhaW iW ZaV forgoWWen. Jacob Labendz has importantly recognized ³dXe Wo popXlar 

association of Stalinism with anti-SemiWiVm, commXniVW reformerV« deplo\ed Whe HolocaXVW aV a 

symbol with which to call for and mark political progreVV ZiWhin Whe commXniVW V\VWem´ in 

Czechoslovakia.34 My dissertation builds upon this argument by uncovering how and why 

communist reformers chose to engage with Jewish experiences, as well as shows how narratives 

outside of the parameters of Holocaust culture were necessary to promote political arguments 

about. Moreover, my work shows that creating and distributing works about Jewish experiences 

was not simply a symbolic act, but a way of creating the space to talk about political pasts and 

hopes for political futures.  

 Cultural studies have pushed back on this narrative to some degree. Historians of the Soviet 

Union have turned to cultural forms²such as literature and music²as a way to understand how 

individuals managed to advance a conversation about the specificity of Jewish persecution in spite 

of hostility to such depictions. ³InVWead of focusing on the ideologically orchestrated absence of 

JeZV,´ HarrieW MXraY haV argXed Wo conVider ³memor\, memoriali]aWion, moXrning, and WeVWimon\ 

aV liWerar\ problemV, aV problemV of langXage and repreVenWaWion.´ Her argXmenW WhaW ³Vcholarl\ 

                                                 
33 Meng, Shattered Spaces, 159, 168.  
34 Labend], ³Re-NegoWiaWing C]echoVloYakia,´ 39.  
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and artiVWic reVponVe Wo Whe deVWrXcWion of Whe JeZV had iWV oZn diVWincW oXWline´ in SoYieW liWeraWXre 

has since been expanded by scholars examining film and music.35 What these studies identify is a 

blurring or collapsing of cultural identities that scholars have often assumed were contradictory or 

eYen mXWXall\ e[clXViYe. ³SoYieW paWrioWiVm´ and ³XniYerVal hXmaniVm,´ JameV Loeffler ZriWeV, 

did noW neceVVaril\ obfXVcaWe e[preVVionV of ³indiYidXal JeZiVh pain´²the three could coexist at 

once.36   

Outside of the historical discipline, scholars of film and literature have also recognized the 

importance of cultural works attempting to memorialize, mourn, or represent Jewish life. In this 

scholarship, representations of the Holocaust emerging from communist contexts have been 

considered primarily through isolated study or underneath larger umbrella studies of Holocaust or 

national culture. ScholarV of ³HolocaXVW´ film and liWeraWXre ofWen aVk ZhaW WheVe ZorkV Well XV 

about how one can represent the Holocaust, querying the stakes, ethics, or modes of representation. 

As such, historical impact is often treated as secondary to persistent tropes and themes.37 Another 

                                                 
35 Harriet Murav, Music from a Speeding Train: Jewish Literature in Post-Revolution Russia (Palo Alto: Stanford 
University Press), 153. 
36James Loeffler, ³µIn Memor\ of OXr MXrdered (JeZiVh) Children¶: Hearing Whe HolocaXVW in SoYieW JeZiVh 
CXlWXre,´ Slavic Review 73, no. 3 (2014); 588. For texts on Soviet cinema and the Holocaust, see Olga Gershenson, 
The Phantom Holocaust: Soviet Cinema and Jewish Catastrophe (New Brunswick: Rutgers University Press, 2013); 
Jeremy Hicks, First Films of the Holocaust: Soviet Cinema and the Genocide of the Jews, 1938-1946 (Pittsburgh: 
University of Pittsburgh Press, 2012). 
37 A notable exception to this is David Roskies and Naomi Diamant¶V Holocaust Literature: A History and Guide 
(Hanover: Brandies University Press, 2012), Zhich conViderV hiVWoricall\ Vpecific ³phaVeV´ of HolocaXVW liWeraWXre. 
Omer Bartov, The ³Jew´ in Cinema: From The Golem to Don¶t Touch My Holocaust (Bloomington: Indiana 
University Press, 2005); Ilan Avisar, Screening the Holocaustࣟ: Cinema¶s Images of the Unimaginable 
(Bloomington: Indiana University Press, 1988); Joshua Francis Hirsch, Afterimageࣟ: Film, Trauma, and the 
Holocaust (Philadelphia: Temple University Press, 2004); Insdorf, Indelible Shadows; BoĪena ShallcroVV, The 
Holocaust Object in Polish and Polish-Jewish Culture (Bloomington: Indiana University Press, 2011); Katarzyna 
Mąka-MalaWĔVka, Widok z tej strony: przedstawienia Holocaustu w polskim filmie (Po]naĔ: W\daZnicWZo NaXkoZe 
UAM, 2012); Aaron Kerner, Film and the Holocaustࣟ: New Perspectives on Dramas, Documentaries, and 
Experimental Films (NeZ York: ConWinXXm, 2011); EZa Ma]ierVka, ³DoXble Memor\: The HolocaXVW in PoliVh 
Film,´ in The Holocaust and the Moving Image: Representations in Film and Television Since 1933, ed. Toby 
Haggith and Joanna Newman (New York: Wallflower Press, 2005), 225±42; Joanna Preizner, Kamienie na 
macewie: Holokaust w polskim kinie (Kraków: Austeria, 2012). OfWen ³HolocaXVW film´ alVo geWV incorporaWed aV a 
thematic chapter in monographs on national cinemas: Peter Hames, Czech and Slovak Film: Theme and Tradition 
(Edinburgh: Edinburgh University Press, 2009); Peter Hames, The Czechoslovak New Wave, 2nd ed. (New York: 
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approach common to cultural studies is to examine single works thoroughly, but not in explicit 

conversation with each other. These consider historical context more seriously have typically been 

written in survey format, and thus the historical questions of motivation, reception, and public 

impact are not addressed in detail.38 Only in recent years have scholars began to consider what the 

existence of Jewish narratives in the postwar communist culture tells us about the Jewish 

relationship to the state or to their larger environment.39 

While these studies convincingly show that Jewish culture did exist before 1990, they fail 

to address several important issues. First, while they show that Jewish expression was important 

for Jews, few of these studies make arguments about the importance of Jewish expression for the 

broader public writ large, and thus fail to explain the popularity of Jewish themes in the post-

communist period. As such, works about post-communist Jewish cultural revival and newer 

arguments about Jewish culture under communism are often oddly non-conversant: one body of 

literature seeks to explain why non-Jews in contemporary post-communist Europe care about 

Jewish culture, while the other argues that Jews were active cultural actors in the communist 

                                                 
Wallflower, 2005); Paul Coates, The Red and the White: The Cinema of People¶s Poland (New York: Wallflower 
Press, 2005); Haltof, Polish National Cinema.  
38Several edited volumes include: Joanna Preizner, Gefilte Film I-III: wątki Īydowskie w kinie (Kraków: Austeria, 
2008-2010); JiĜt Holê, ed., The Representation of the Shoah in Literature, Theatre and Film in Central Europe: 
1950s and 1960s (PragXe: AkropoliV, 2012); JiĜt Holê, ed., Holokaust: v þeské, slovenské a polské literatuĜe (Praha: 
Karolinum, 2007); and for a sample of individual essays on Vingle ZorkV, Vee Alice JedliþkoYi, ³NepXblikoYani 
kapitola Weilova románu Na stĜeãe je mendelssohn,´ ýeská literatura 38, no. 2 (1990): 151±57; MiroVlaY Kr\l, ³JiĜt 
Weil- inWelekWXil me]i Yêchodem a ]ipadem,´ Slovanskê pĜehled 91, no. 2 (2005): 301±8; JiĜt CieVlar, ³Daleki 
ceVWa/ DiVWanW JoXrne\,´ in The Cinema of Central Europe, ed. Peter Hames (London: Wallflower Press, 2004), 45±
54; L¶Xbica MiVWrtkoYi, ³Obchod na kor]e / A Shop on High SWreeW,´ in The Cinema of Central Europe, ed. Peter 
Hames (London: Wallflower Press, 2004), 97±106; Jeffre\ SaperVWein, ³µAll Men Are JeZV¶: Tragic TranVcendence 
in Kadir¶V The Shop on Main SWreeW,´ in The Modern Jewish Experience in World Cinema, ed. Lawrence Baron 
(Waltham: Brandeis University Press, 2011), 155±60.  
39 Most of these, however, are either as one chapter (sometimes even fewer than five pages of a chapter) or in edited 
volumes, which again suggests that the works are disparate and disconnected or minor enough not to constitute a 
cultural phenomenon. Holý, JiĜt, ed. Cizí a blizcí: åidé, literatura, kultura v þeskêch zemích ve 20 století. Prague: 
Akropolis, 2016; Haltof, Polish Film and the Holocaust; SniegoĖ, Vanished History; Labendz, ³Re-Negotiating 
C]echoVloYakia´; PeWr BednaĜtk, ³Pronikint åidoYVkp WemaWik\ do þeVkoVloYenVkp kinemaWografie na pĜelomX 50 a 
60 LeW,´ in ýeskoslovensko v letech 1945-1962, ed. Libor SYoboda and JiĜt PeWriã (Praha: ÒVWaYe pro VWXdiXm 
WoWaliWntch reåimĤ, 2015), 151±62; Magdalena Ruta, Bez Īydów?: literatura jidysz w PRL o Zagáadzie, Polsce i 
komunizmie (Kraków: Austeria, 2012).     
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period. The two bodies of literature both address the impact of the Holocaust and communism on 

Jewish culture, but at cross-purposes.  

Second, cultural studies often fail to consider works about Jews in a collective fashion. 

They uncover reactions or controversies over particular works, or show how individual artists 

managed Wo conYe\ e[preVVionV of JeZiVhneVV Zhile remaining VXfficienWl\ ³VocialiVW´ in conWenW 

very well. These studies are immensely important for showing how a particular Jewish work 

functioned in the communist context. From these singular case studies, we can extrapolate 

important broader messages about the possibility of engaging with Jewish themes during 

communism. Yet, surely reading twenty-five novels about the Holocaust, or even five, was a 

fundamentally different experience than reading one. The existence of 90 separate titles about 

Jewish experiences in 1968, rather than 24 in 1957, had a felt impact.40 In 1957, Jewish authors 

were fighting their way back into the literary world (see Chapter 1). In 1968, a Czechoslovak 

citizen could find works about Jews in every library in the country, including hospital reading 

rooms, the libraries of local chapters of the National Trade Union (Revoluþní odborové hnutí or 

ROH), and hundreds of copies in public city and town libraries.41  

This dissertation makes no claim that the average person read even five of the 90 published 

novels about Jews or saw even one of the 11 Holocaust movies available from 1960-1968. Instead, 

it argues that the intellectual community absolutely read, watched, reviewed, or talked about a 

majority of them, and were aware of nearly all of them (see Chapter 1). The fact that intellectuals 

regularly engaged with themes about Jewish displacement, isolation, persecution, and 

                                                 
40 Referring to individual titles published between 1945 and 1968 (or 1945 and 1957) potentially available to a 
reader in a bookstore or library. Appendix A, Section 1.  
41 See Appendix F. For an example, the town of Vsetín, which today has a population of 26,000 people, had 752 
books about Jews to return to the National Library after 1972 (see the Conclusion), and this is just the authors/titles 
WhaW Zere officiall\ banned b\ Whe regime afWer 1972. Brno, C]echoVloYakia¶V Vecond largeVW ciW\, had oYer 14,000. 
Appendix F, Section 2.  
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abandonment by their non-Jewish neighbors truly mattered, precisely because of the role 

intellectuals played in shaping political reform during the Thaw in Czechoslovakia.42 

 

³The ThaZ´ in C]echoVloYak CXlWXre and Whe PragXe Spring 

Vladimir Tismaneau describes the early Central-East European postwar history as divisible 

into two distinct periods: the first, from 1944-47, ZiWneVVed Whe ³WakeoYer and accelerated 

annihilaWion of democraWic plXraliVm´; Zhile Whe Vecond, 1948-53, ZaV ³characWeri]ed b\ 

institutional and ideological transfer, cultural regimentation, domestic terror, and international bi-

polariVm.´43 The literature on population transfer, expulsions, and retribution described in the 

previous section has contributed much to our understanding of the mechanisms that allowed for 

and contributed to the decline of pluralism in postwar Eastern Europe. These studies, however, are 

often less specificall\ inWereVWed in Whe proceVV of ³VoYieWi]aWion´ (TiVmaneaX¶V Vecond phaVe) ²

Whe meanV b\ Zhich neZl\ commXniVW VWaWeV adopWed SWalin¶V model of SoYieW goYernance.44 

Scholarly literature on this period strongly asserts local agency in shaping the establishment of 

communist states. Whether explained by the role of local communists or the retention of certain 

elements of interwar social dynamics and culture, scholars assert that the arrival of communism in 

local contexts was not achieved simply by the use SovieW force. Nor did Whe ³VaWelliWe VWaWeV´ Vimpl\ 

                                                 
42 For a sample, see Kieran Williams, The Prague Spring and Its Aftermath: Czechoslovak Politics, 1968-1970 (New 
York: Cambridge University Press, 1997);  Jan Mervart, NadČje a iluze: þeãtí a slovenãtí spisovatelé v reformním 
hnutí ãedesátêch let (Brno: Host, 2010); Pat Lyons, Mass and Elite Attitudes during the Prague Spring Era: 
Importance and Legacy (Prague: Institute of Sociology, Academy of Sciences of the Czech Republic, 2009); 
Vladimir V. Kusin, The Intellectual Origins of the Prague Spring: The Development of Reformist Ideas in 
Czechoslovakia 1956-1967 (Cambridge: Cambridge University Press, 1971). 
43 TiVmaneanX, ³InWrodXcWion,´ 4±5. 
44 Indeed, in the case of Czechoslovakia, some have even argued specifically that communism was irrelevant to the 
practices of retribution, population transfer and ethnic cleansing. See Frommer, National Cleansing. 
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become carbon copies of the Soviet Union; even under stalinism, local dynamics, population 

characteristics, and local elites impacted institutional and political forms within each state.45   

The importance of local particularity also seems to hold true for literature on the decline of 

stalinism in Eastern Europe. In the case of Czechoslovak historiography, for example, the Thaw is 

rarely evoked as a period of historical analysis.46 The notion of ³dela\ed de-VWalini]aWion´ haV 

seemingly rendered ³The ThaZ´ an irrelevant category for Czechoslovakia. Where scholars have 

examined processes of social, political, or intellectual change leading up to the Prague Spring, it 

has been framed in terms of tracing the origins of the reform movement. Typically, scholars see 

initial phases of social and political change in 1963 at the earliest.47 However, I argue that the 

Thaw is a useful category of historical analysis in Czechoslovakia. Though 1963 was a crucial 

moment for changing Czechoslovak cultural politics (marked by a group of intellectuals 

successfully convincing the regime to overturn a ban on Kafka), I date the earliest moments of 

new Jewish narratives to the late 1950s. ³Delayed de-VWalini]aWion´ did have an impact, but it did 

not limit the opportunity to circulate Jewish narratives altogether.  

                                                 
45 For examples, see: Abrams, The Struggle for the Soul of the Nation; Kenney, Rebuilding Poland; Patryk 
Babiracki, Soviet Soft Power in Poland: Culture and the Making of Stalin¶s New Empire, 1943-1957 (Chapel Hill: 
University of North Carolina Press, 2015); John Connelly, Captive University: The Sovietization of East German, 
Czech, and Polish Higher Education, 1945-1956 (Chapel Hill: University of North Carolina Press, 2000); Katherine 
Lebow, Unfinished Utopia: Nowa Huta, Stalinism, and Polish Society, 1949±56 (Ithaca: Cornell University Press, 
2013). 
46 One exception is Karel Kaplan, Kronika komunistického ýeskoslovenska: doba tání, 1953-1956 (Brno: Barrister 
& Principal, 2005), though he clearly understands the historical period differently than the typical beginning at 
KrXVhcheY¶V 1956 Secret Speech. Tellingl\, one of Whe feZ focXVed VWXdieV of ³deVWalini]aWion´ iV WiWled A 
Destalinization that Failed. Muriel Blaive, Une Déstalinisation Manquée: Tchécoslovaquie 1956 (Paris: IHTP, 
2004).  
47 The earl\ VWageV of reform mobili]aWion and ³The SWalin Era´ eYen coe[iVW in FranWiãek AXgXVW and DaYid ReeV, 
Red Star Over Prague (London: Sherwood Press, 1984). For other examples of this periodization, see Golan, The 
Czechoslovak Reform Movement; Frank Kaplan, Winter into Spring: The Czechoslovak Press and the Reform 
Movement 1963-1968 (Boulder: East European Quarterly, 1977); Blanka Zilynská and Petr Svobodný, eds., ýeská 
vČda a Praåské Jaro (Praha: Nakladatelství Karolinum, 2001); Mervart, NadČje a iluze. One important exception to 
this is  Kusin, The Intellectual Origins of the Prague Spring. A new monograph by Kevin McDermott likewise 
points to earlier moments²notably the pardoning of victims of the stalinist show trials. Kevin McDermott, 
Communist Czechoslovakia, 1945-1989: A Political and Social History (New York: Palgrave MacMillan, 2015), 
100.  
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Soviet historiography proves useful for understanding why the Thaw is a useful category 

of analysis, and why depictions of Jewish experiences in the recent past are relevant to 

understanding political shifts during de-stalinization. Polly Jones and Denis Kozlov have 

emphasized the Thaw as a period of societal self-criticism, in which open discussion of dark 

moments in the recent past played a central role.48 Kozlov asserts the primacy of culture (in his 

caVe, liWeraWXre) aV ³Whe principal mediXm for WheVe reflecWionV and conYerVaWionV.´ I bXild Xpon 

these arguments by examining how the impulse to air societal wrongdoings of the past manifested 

in Czechoslovakia. AV Ko]loY argXeV, ³the iVVXe of Whe WZenWieWh cenWXr\¶V VWaWe Yiolence and iWV 

legacy was not peripheral but absolutely central to public life and language during the Thaw.´49 

For Jones, the ³e[erciVe in coming Wo WermV ZiWh Whe paVW´ defineV de-stalinization.50 

I argXe WhaW ³Whe WZenWieWh cenWXr\¶V VWaWe Yiolence and legac\´ ZaV inWerrogaWed in 

Czechoslovakia primarily through the lens of Jewish narratives.51 For Jews, cultural media became 

an outlet to discuss the experience of being Jewish²primarily persecution during the Nazi 

occupation. Non-Jews also were also drawn to Jewish themes, notably the alienation and isolation 

Jews experienced under oppressive regimes. While most of the works were explicitly about the 

Nazi occupation, most also functioned on another level as veiled metaphors for the communist 

period. The use of negative example, exemplified by the Slánský Trial, was a central form of 

                                                 
48 Denis Kozlov, The Readers of Novyi Mir: Coming to Terms with the Stalinist Past (Cambridge: Harvard 
University Press, 2013); Polly Jones, Myth, Memory, Trauma: Rethinking the Stalinist Past in the Soviet Union, 
1953-1970 (New Haven: Yale University Press, 2013). See also DeniV Ko]loY and Eleonor\ GilbXrd, ³The ThaZ aV 
an EYenW in RXVVian HiVWor\,´ in The Thaw: Soviet Society and Culture during the 1950s and 1960s (Toronto: 
University of Toronto Press, 2014). 
49 Kozlov, The Readers of Novyi Mir, 7±8. The primary focus on state violence in these Soviet conversations was 
SWalin¶V repreVVionV and Whe gXlag. 
50 Jones, Myth, Memory, Trauma, 4. 
51 Vladimtr KXVin haV imporWanWl\ recogni]ed Whe role of ³criWical reYalXaWion of Whe paVW´ for reform, bXW b\ looking 
at the historical discipline, has missed the revaluations that occurred within literature, film, and theater. Kusin, The 
Intellectual Origins of the Prague Spring, 76.  
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communist pedagogy. Precisely because of the anti-Semitism of the stalinist period,52 many 

members of the cultural community began to believe that exposing the public to Jewish 

experiences could provoke positive social change by educating the public on the consequences of 

accepting politically inhumane regimes. This dissertation posits that this media constituted a kind 

of cultural discourse²a way in which intellectuals could debate how Jewish experiences in the 

recent political past could help inform a political future where vulnerable citizens were protected 

and supported, rather than targeted.  

Scholars have demonstrated that intellectuals were essential to the process of 

³liberali]aWion´ in C]echoVloYakia. Moreover, new literature has stressed the importance of the 

cultural community²namely writers²for the rise of political reform. Cultural arenas such as film 

and literature, Alice Lovejoy and Jan Mervart have shown, did not necessarily follow directly from 

state political directives and interests. In Lovejo\¶V e[aminaWion of C]echoVloYak Arm\ Film, Vhe 

argues that ³filmV had a markedl\ coVmopoliWan e[iVWence« defined less by bloc politics than by 

Whe more pracWical qXeVWion of a film¶V fXncWion or VXbjecW: ZhaW iW WaXghW, depicWed, or did.´53 

Vladimir Kusín wrote, ³from forced epic formV, Whe\ [writers and filmmakers] transferred 

allegiance Wo l\riciVm´ and creaWed ZorkV that ³graVped aW Whe VenVe of life.´54 Yet, in 

C]echoVloYakia¶V historiography, the emergence of new representations on Jewish life plays little 

role, even WhoXgh Whe ³VenVe of life´ for JeZV²particularly during the Nazi occupation²came to 

be a significant part of Czechoslovak culture during the Thaw. My work expands on these 

                                                 
52 For an article putting the anti-Semitic undercurrent in Czech society, as well as resistance and criticism of it, in 
conWe[W, Vee KeYin McDermoWW, ³A µPol\phon\¶ of VoiceV? C]ech PopXlar Opinion and Whe SlinVkê Affair,´ Slavic 
Review 67, no. 4 (2008): 840±65. 
53 The Czech New Wave is also often considered essential to this period, and though it is often seen as explicitly 
political, it is less often described as affecting political processes. Mervart, NadČje a iluze and Alice Lovejoy, Army 
Film and the Avant Garde: Cinema and Experiment in the Czechoslovak Military (Bloomington: Indiana University 
Press, 2014), 13±14. 
54 Kusín, Intellectual Origins, 58.  
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arguments, emphasizing how intellectuals envisioned the didactic function of films, novels, and 

plays about Jews as a way of educating new generations on the importance of a political system 

that supported rather than isolated their most vulnerable citizens. 

The need to address these moments of the recent past²including the Nazi Occupation and 

stalinist show trials²in Czechoslovak culture grew as the decade progressed, and members of the 

cultural elite found themselves facing party authorities who were hostile to their project.55 This 

issue came to the fore in the 1967 Arab-Israeli War. Both the stringency of ideological control 

over representation of the conflict and the return of the anti-Zionist rhetoric of the Slánský Trial 

convinced many intellectuals that they were sliding back into stalinist-style governance. Thus, the 

VWaWe¶V aWWiWXde WoZardV Israel brought underlying conflicts between reform-minded communists 

and party ideologues to its apex in the months before the Prague Spring.56  

January 1968 ushered in a new reform government, colloquially referred to as the Prague 

Spring, ZiWh AlekVander DXbþek aW iWV head. This meant two important changes²freedom of the 

press and freedom of movement²both of which had dramatic effect on the cultural community. 

HoZeYer, WhiV ³failed e[perimenW´ (as it came to be called by contemporary observers) was cut 

short by a Soviet-led Warsaw Pact invasion in August 1968. The importance of conversations 

about pluralism and countering anti-Semitism in the development of reform politics has largely 

been obscured because of this emphaViV on Whe PragXe Spring¶V failXre. The Prague Spring, or the 

                                                 
55 ThiV folloZV Xpon Zork b\ Maágor]aWa FideliV and Jan MerYarW. FideliV VWreVVeV WhaW Whe opening of Whe public 
sphere to multiple viewpoints did not necessarily mean increased freedoms. Mervart emphasizes the fact that though 
ZriWerV had a degree of greaWer aXWonom\, Whe\ VWill faced VignificanW reViVWance from Whe ³AcWion program´ (parW\ 
cultural agenda). Maágor]aWa Fidelis, Women, Communism, and Industrialization in Postwar Poland; Mervart, 
NadČje a iluze. 
56 The role of the 1967 Arab-Israeli War was noted by contemporary commentators and is referenced in early 
political science literature on the Prague Spring. See for example DXãan Hamãtk, Spisovatelé a moc (Praha: 
ýeVkoVloYenVkê VpiVoYaWel, 1969); H. Gordon Skilling, Czechoslovakia¶s Interrupted Revolution (Princeton: 
Princeton University Press, 1976); Golan, The Czechoslovak Reform Movement; Kaplan, Winter into Spring: The 
Czechoslovak Press and the Reform Movement 1963-1968. 
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eighW monWhV of DXbþek¶V reform leaderVhip, haV receiYed relaWiYel\ liWWle Vcholarl\ aWWenWion Vince 

the 1970s.57 The invasion, on the other hand, is often seen as a watershed moment in Czechoslovak 

history. In the historiography, it is approached either as a moment of examining how other 

communist bloc states took part (militarily) in the forced rejection of the Czechoslovak model or 

as a foundational event for the dissident movement, which became convinced that communism 

could not be reformed by the failure of the Prague Spring.58  

My research builds on scholarship that challenges emphasis on the Soviet invasion as the 

definitive end to socialist reform. By focusing on the cultural world, iW iV clear WhaW ³normali]aWion´ 

extended into the early 1970s, suggesting that a more appropriate periodization for communist 

reform would be 1958-1972, rather than 1963-68, as it is often described. 59 It was not until 1972 

                                                 
57 Galia Golan, Reform Rule in Czechoslovakia: The Dubþek Era 1968-1969 (New York: Cambridge University 
Press, 1973); Skilling, Czechoslovakia¶s Interrupted Revolution; Ivan Sviták, The Czechoslovak Experiment, 1968-
1969 (New York: Columbia University Press, 1971); Jiri Valenta, Soviet Intervention in Czechoslovakia, 1968: 
Anatomy of a Decision, Rev. (Baltimore: Johns Hopkins University Press, 1979); Harry Schwartz, Prague¶s 200 
Days: The Struggle for Democracy in Czechoslovakia (New York: Praeger, 1969). It should be noted that it was 
virtually impossible to write about this subject from within Czechoslovakia prior to the fall of communism. Since 
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provedení srpnové intervence Varãavské pČtky v ýeskoslovensku 1968, V\d. 1., Edice FakWa (TĜebtþ: Tempo, 1998); 
JiĜt Hoppe, Opozice ¶68: sociální demokracie, Kan a K 231 v období Praåského Jara (Praha: Prostor, 2009). 
JindĜich Pecka and Vilpm Preþan, edV., Promeny Praåského Jára 1968-1969, Sborntk VWXdit a dokXmenWĤ o 
nekapotolistanských postojích v ýeVkoVloYenVkp VpoleþnoVWt 1968-1969 (Brno: DoplnČk, 1993); OldĜich TĤma and 
Markéta Devátá, eds., Praåské Jaro 1968ࣟ: obþanská spoleþnost, média, pĜenos politickêch a kulturních procesĤ, 
(Praha: ÒVWaY pro VoXdobp dČjin\ AV ýR, 2011). There has been one focused study of the Prague Spring in English 
since the opening of the archives and some attention to specifically Slovak issues during the Prague Spring. See 
Kieran Williams, The Prague Spring and Its Aftermath: Czechoslovak Politics, 1968-1970 (New York: Cambridge 
UniYerViW\ PreVV, 1997); ScoWW BroZn, ³SocialiVm ZiWh a SloYak Face: Federali]aWion, DemocraWi]aWion, and Whe 
PragXe Spring,´ East European Politics & Societies 22, no. 3 (2008): 467±95. 
58 On military intervention and foreign involvement/interpretations, see M. Mark Stolarik, The Prague Spring and 
the Warsaw Pact Invasion of Czechoslovakia, 1968: Forty Years Later (Mundelein, Ill.: Bolchazy-Carducci 
Publishers, 2010); Günter Bischof, Stefan Karner, and Peter Ruggenthaler, The Prague Spring and the Warsaw Pact 
Invasion of Czechoslovakia in 1968, The Harvard Cold War Studies Book Series (Lanham, Md.: Lexington Books, 
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(Budapest: Central European University Press, 2003); Jonathan Bolton, Worlds of Dissent: Charter 77, The Plastic 
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Spring, 1964-1972,´ Contemporary European History 15, no. 2 (May 1, 2006): 133±58. 
59 Many texts on reform focus exclusively on 1968-69 (see footnote 58), while others look from 1963 (footnote 48). 
For some scholarship that looks beyond the invasion, see Williams, The Prague Spring; SXri, ³The PromiVe and 
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that the state even decided how they would attempt to curb public access to ideas that had been 

circulating in the 1960s (see Conclusion). Second, the focus on the Soviet Invasion, rather than the 

years leading up to the Prague Spring, helps to reinforce an overarching emphasis on repression. 

Focusing on repression has led scholars and contemporary commentators alike to situate East 

EXropean engagemenW ZiWh Whe JeZiVh paVW in commXniVm¶V collapVe. The general consensus, with 

a few exceptions discussed earlier, has identified the 1990s as the period of European reckoning 

with the Holocaust. In the case of the communist bloc this is particularly pronounced, because of 

the emphasis on repression. Scholars see the sudden emergence of klezmer, Jewish culture 

festivals, and the reclamation of Jewish neighborhoods and spaces rising with new freedoms 

brought by commXniVm¶V collapVe.60 

My research challenges this periodization by showing, first, that communists did engage 

with the Jewish past. They did so in large numbers, at least within the intellectual community. The 

purpose of doing so, moreover, was not simply to recover some lost ideal of a multi-ethnic Europe. 

Instead, they sought to strengthen and preserve existing Jewish voices, and to shape the 

development of their social and political world in the process. Second, my research shows that 

much of the post-communist ³diVcoYer\´ of JeZiVh cXlWXre was concretely linked to the cultural 

developments of the 1960s. I draw these insights by focusing on a few important factors: the scale 

of engagement (producing, circulating, commenting on) with Jewish narratives; the people who 

                                                 
FailXre of µDeYeloped SocialiVm¶´; Paulina Bren, The Greengrocer and His TV: The History of Communism after 
the 1968 Prague Spring (Ithaca: Cornell University Press, 2010). Notably, scholars that attend to cultural industries 
ofWen idenWif\ WhiV prolonged period of ambigXiW\. See âWepin Hulík, Kinematografie zapomnČní: poþátky 
normalizace ve Filmovém studiu Barrandov (1968-1973) (Prague: Academia, 2012); Falk, The Dilemmas of 
Dissidence, 84-5. 
60 For a sample, see Gruber, Virtually Jewish; Sander Gilman, ³There Ain¶W No There There: Reimagining Eastern 
EXropean JeZiVh CXlWXre in Whe 21VW CenWXr\,´ Shofar: An Interdisciplinary Journal of Jewish Studies 25, no. 1 
(2006): 1±4; Larr\ Ra\, ³MigraWion and Remembrance: SoXndV and SpaceV of Kle]mer µReYiYalV,¶´ Cultural 
Sociology 4, no. 3 (2010): 357±78; Erica Lehrer, Jewish Poland Revisited: Heritage Tourism in Unquiet Places 
(Bloomington: Indiana University Press, 2013); Michlic and Himka, Bringing the Dark Past to Light. Works like 
Ton\ JXdW¶V Postwar, about Europe more broadly, also promote this interpretation of events.  
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were responsible for the dramatic rise in accessible Jewish narratives in the 1960s; dominant 

concepts that emerged from novels, films and plays about Jews; and finally the relationship 

between these concepts and political developments before and after the Prague Spring. 

 

Structure of the Dissertation 

 The five main chapters that follow focus on tracing the increasing engagement with Jewish 

themes, particularly within the intellectual and cultural elite. What began as a mode for Jews to 

render their experiences visible to the wider public developed into a way of advocating for resisting 

conformism. In order to amplify readerV¶ and viewerV¶ sympathy for Jewish experiences, they 

attempted to make Czechs and Slovaks understand Jewish tragedies as personal, even as their own. 

The more successful writers and filmmakers were at convincing audiences that Czechs and Slovaks 

could and should understand the Jewish experience, the more Jewish narratives were co-opted to 

be symbolic of other Czech and Slovak national concerns.  

 The firVW chapWer, ³AnaWom\ of a Trend: The RiVe and Fall of JeZiVh CXlWXre, 1945-1975,´ 

looks aW VhifWV in liWerar\ and cinemaWic ZorkV aboXW JeZV from a bird¶V-eye-view. In part, this is 

an extended methodological intervention, in which I explain the use of data collection and analysis 

in my dissertation. Rendering literary and cinematic works as data points allows me to look at 

authors, works, and other cultural figures that are normally forgotten in cultural and historical 

studies. I use data to uncover key moments of change, as well as contextualize growing numbers 

of Jewish narratives in Czechoslovakia in national and global settings. It also collectively examines 

the larger social group that involved in creating, distributing, and circulating narratives about Jews. 

The evidence presented in this chapter informs much of the periodization and analysis of cultural 

works in the following chapters.  
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The second chapter, ³Writing Jewish Experiences in Czechoslovakia, 1945-1963,´ lookV 

at how and why authors first began writing about the experience of being Jewish after World War 

II. First, I examine the biographies of three figures²JiĜt Weil, ArnoãW LXVWig, and EdXard 

Goldstücker²as case studies of how and why individuals were motivated to make Jewish 

experiences publicly accessible. I argue that the earliest narratives about Jews were produced and 

made accessible to the public primarily through the concerted efforts of writers who felt the need 

to recover Jewish experiences from the erasures of Nazism and stalinism²the former attempted 

to eradicate Jews and the latter, the validity of their experience. It also addresses the Franz Kafka 

Liblice Conference of 1963, in which intellectuals successfully advocated for the official approval 

of Kafka. Kafka¶V rehabiliWation by the Czechoslovak regime might seem a divergence from 

contemporary Czechoslovak authors writing in real time, but the legitimation of expressionism 

had a profound influence on future possibilities for authors to publish about Jewish experiences. 

Moreover, it was at the Kafka Conference that scholars first put forth an argument about the 

relationship between Jewish and Czechoslovak experiences that would be re-emerge repeatedly 

over the course of the 1960s: because Kafka was Jewish, he was alienated from the bureaucracy 

he liYed in, and being alienaWed from one¶V poliWical V\VWem ZaV a qXinWeVVenWiall\ C]echoVloYak 

experience. This somewhat abstruse fallacy of association would be replicated repeatedly over the 

course of the 1960s.   

Chapter Three, ³HomeV, HeroineV, and CoXnWr\men: LiYing µOutside the Law¶ in 

Czechoslovak Literature and Film, 1959-1969,´ examines how gender and the shared home space 

emphasized the ways in which Czechs and Slovaks had abandoned or failed their Jewish neighbors 

during World War II. At the same time, the focus on the emotional and mental experience of being 

isolated and alienated from their neighbors encouraged Czech and Slovak readers and audiences 
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to identify with Jewish characters. This was particularly prominent in film, which traded in the 

concept of totalitarianism, decontextualizing much of the film from the Nazi period. As more and 

more people became involved in promoting, creating, and circulating Jewish narratives, works 

about Jews took on multiple meanings. Jewish narratives of the Nazi Occupation in particular 

became convenient ways for trading in concepts of totalitarianism, offering thinly veiled criticisms 

of Czechoslovak society in the past and present. They were both at once a way of reckoning with 

the past, bringing anti-Semitism to light, and a way of discussing the dangers of oppressive regimes 

more generally. By 1968, Czechs and Slovaks often interpreted their own experiences into the 

plight of Jewish characters.  

The phenomenon of reading national experiences onto Jewish characters is made clear in 

the fourth chapWer, ³Co-opting Tevye: Fiddler on the Roof Productions in Communist 

Czechoslovakia, 1968-69.´ In this chapter, I shift to theater to examine how the live and local 

performance affected interpretations of Jewish themes. Fiddler on the Roof, as an American 

musical and worldwide phenomenon, also allows me to consider how Jewish narratives in 

Czechoslovakia are related to larger global trends. In spite of the different time period and context, 

theater producers framed everything, at least in part, in terms of Jewish absence from Eastern 

Europe. It shows how the invasion, in particular, allowed Czechs and Slovaks to map their own 

national woes onWo TeY\e¶V plighW: C]echoVloYakia, like AnaWeYka, Zas struggling simply to live 

with a small degree of independence from their Russian oppressors. After numerous instances of 

encouraging readers and viewers to read their own experiences with communism into narratives 

of Jewish suffering during the Nazi Occupation, Czech and Slovak audiences were primed to co-

opt Jewish narratives²in WhiV caVe, TeY\e¶V²as their own. 



 28 

The fifth chapWer, ³Culture and Politics: The µ67 War, the anti-Zionist Campaign, and the 

Prague Spring,´ looks at how the preponderance of narratives of Jewish experiences affected 

intellectual¶s interpretations of C]echoVloYakia¶V relaWionVhip Wo IVrael and legacieV of anWi-

Semitism in Czechoslovakia. It begins by exploring the proliferation of pro-Israel sentiments 

among Czechoslovak intellectuals (most of whom were writers) from after the 1967 Arab-Israeli 

War through the Warsaw Pact Invasion. The revival of the rhetoric of Zionist conspiracy led 

inWellecWXalV Wo aVVociaWe Whe VWaWe¶V poViWion ZiWh Whe reYiYal of stalinism. In particular, the chapter 

focuses on how intellectual challenges against state policy borrowed from the conflation of Jewish 

and Czechoslovak experiences that had been frequently mobilized in interpretations of literary, 

cinematic and theatrical works. Then, it examines the way that the confluence of freedom of speech 

in Czechoslovakia and the anti-Zionist campaign in Poland impacted discourses about anti-

Semitism, the Slánský Trial, and anti-Semitism in Poland. Finally, it looks at ways in which the 

Warsaw Pact Invasion in August 1968 cemented feelings of affinity between Israel and 

Czechoslovakia. 

The conclusion focuses on how normalization affected Jewish narratives and the lives of 

authors and filmmakers. In the process of reversing the changes brought by the Prague Spring, 

they functionally banned the publication of Jewish narratives for the rest of the communist 

period²a move that was a striking validation of the political power of Jewish narratives. Looking 

ahead to the post-communist period, I show that the literary, cinematic and theatrical works 

discussed in this dissertation had lasting impact, constituting much of the post-communist 

reckoning with the Jewish past.  
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Chapter One 

Anatomy of a Trend: The Rise and Fall of Jewish Culture, 1945-1975 

Scholars often talk of the HolocaXst in the commXnist bloc as ³Yanished,´ ³obscXred,´ 

³hidden,´ or ³phantom.´ Likewise, Jewish presence in Eastern Europe after World War II has often 

been described as ³Yanishing,´ ³erased,´ in ³shadoZs´ or ³rXins.´1 This impression has been 

created in part because of a lack of systematic aggregation of what did exist in communist 

countries. Though not every country may have seen the same proliferation of Jewish narratives as 

during the long Czechoslovak 1960s (1958-72), a data-based approach to Jewish narratives 

challenges the myth of the hidden or decaying Jewish world of Eastern Europe. Though there were 

phases of suppression, Jewish narratives were so numerous in the 1960s that it would be nearly 

impossible to be a part of the intellectual elite and not to be exposed to them. The community of 

people reading, viewing, and talking about Jewish experiences in the 1960s was not small. A large 

group of intellectuals was committed to discussing and circulating Jewish narratives, and Jews 

were the active, vocal, and persistent core of this community. 

In the article ³The SlaXghterhoXse of LiteratXre,´ Zhich is often taken as a seminal 

theoretical piece in digital humanities, Franco Moretti writes of the forgotten titles in the 1845 

catalog of a small librar\ in England. ³Toda\,´ he Zrites, ³onl\ a coXple of titles still ring 

familiar«The histor\ of the Zorld is the slaXghterhoXse of the Zorld, reads a famoXs Hegelian 

aphorism; and of literature. The majority of books disappear forever²and µmajorit\¶ actXall\ 

misses the point: if Ze set toda\¶s canon of nineteenth-century British novels at two hundred titles 

 
1 For examples of this rhetoric, see Michlic and Himka, Bringing the Dark Past to Light; Gershenson, The Phantom 
Holocaust; Wasserstein, The Vanishing Diaspora; SniegoĖ, Vanished History; Meng, Shattered Spaces; Heitlinger, 
In the Shadows of the Holocaust and Communism; Omer Bartov, Erased: Vanishing Traces of Jewish Galicia in 
Present-Day Ukraine (Princeton: Princeton University Press, 2007). 
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(which is a very high figure), they would still be only about 0.5 percent of all pXblished noYels.´2 

As an e[ample, he Xses the nXmeroXs aXthors Zho Zere ³riYals of Conan Do\le´ Zho haYe since 

been forgotten, as they were not ushered into the canon of literature.3 This chapter is about the 

99.5%, the forgotten that never made it into the canon. Scholarly discourse on Jewish culture under 

communism has been monopolized a few prominent works. While famed works, authors and 

filmmakers were important to the circulation of Jewish narratives in communist Czechoslovakia 

(and will be discussed elsewhere in this dissertation), a focus on these individual examples have 

obscured the reality that a wide variety of figures were creating and circulating Jewish narratives 

in 1960s Czechoslovakia.  

Though Moretti was speaking specifically about literary works, I am also interested in the 

writers, editors, illustrators, directors, and graphic designers responsible for circulating literary 

works about Jews. Jewish themes were relegated to a few key authors, but a subject that became 

widely popular among writers, filmmakers, journalists, and other members of the intellectual 

community. Rendering literary and cinematic works as data points allowed me to look at cultural 

works in aggregate, expose forgotten works and figures, and to understand how cultural works 

functioned collectively in the communist context.  

First, I use data collection and analysis to uncover the lost titles and trends in the literary 

world²forgotten works, translations, and new editions. Data also illuminates the global 

significance of Jewish narratives in 1960s Czechoslovakia. By collecting information on creators 

and peripheral figures, including editors, reviewers, and cinematic support (cameramen, 

composers, sound technicians, and others), I can concretize certain aspects of the reach and spread 

of Jewish narratives within the cultural/intellectual elite. Finally, I also utilize basic methods of 

 
2 Franco Moretti, ³The SlaXghterhoXse of LiteratXre,´ Modern Language Quarterly 61, no. 1 (2000): 207.  
3 Ibid 209-213.  
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text analysis to approximate a few key types of reading or viewing experiences: namely, that of 

the cultural elite (novelist, reviewers, filmmakers) who were regularly exposed to concepts or 

tropes in Jewish narratives over a short period of time, and that of censors, who were looking for 

certain rhetorical and lingXistic markers to indicate that narratiYes ³matched´ Zith the meta-

narratives and propaganda. 

Before moving to explore these data insights in greater detail, I will outline my basic 

criteria in each of my databases for data collection (Appendices A-F). I included film, literature, 

and theater that had a Jewish character feature prominently in the narrative (usually the main 

character, though occasionally a significant supporting character). I also included testimonials and 

non-fiction literary reportage²particularly about concentration camps, but also about war crimes 

trials or Israel²that were written by Jewish survivors. For literature, many of these narratives 

ZoXld toda\ fall Xnder the ³HolocaXst´ genre, althoXgh not all of them. Cinematic works about 

Jews that premiered in Czechoslovakia from 1945-89 e[clXsiYel\ falls Zithin the ³HolocaXst´ 

genre. Literature and film are a logical pair, as the majority of the films in question were adapted 

from previously published novels and short stories or penned by members of the literary 

community. The theater community intersects with this milieu in a more indirect fashion, but there 

are nonetheless clear points of continuity and connection between the three groups. Theatrical 

productions focused on Jews were rarer, and temporal and geographic focus was more varied. 

Nonetheless, commentators and producers often approached works about Jews in distant places 

and times in similar ways to those that were about Nazi occupation. Theater also allows me to 

explore how context²including local differences between productions and political shifts over 

time²influenced audience interpretations of a work.  
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My primary focus is narrativized and fictional accounts. The databases and data collection 

that follow (and in the appendices) explicitly exclude documentary film or non-fiction books, 

unless they meet the survivor criteria described above. There are several reasons for excluding 

historical texts, documentary films, or other non-fiction works in data collection. Fictional 

narratives circulated more widely²in reviews, as excerpts in literary magazines, through 

republications and cinematic or television adaptations²and thus played a larger role, I argue, in 

facilitating a conversation about Jewish experiences in this time period. I primarily examine works 

available to or marketed for the general public, because of my focus on the relationship between 

culture and political change. Moreover, I show that writers and filmmakers were able to use the 

ambiguity of literary, cinematic and theatrical tropes to load Jewish narratives with multiple 

meanings, so as to satisfy both censors and convey subtle challenges to Czechoslovak society and 

viewers to re-evaluate their resistance to oppressive political policies.4  

Throughout this dissertation, I incorporate observations and analysis from data sets 

collected for the purposes of identifying cultural trends, understanding global context, discerning 

exposure to and engagement with Jewish narratives, and approximating different types of reading 

or viewing experiences that a contemporary reader or viewer no longer has access to. To illustrate 

how data informs my research, I will provide some examples of larger insights derived from 

collected literary, film, and journalistic data.5 In this section, I focus on three main data uses: 

tracking domestic and global trends in the production of Jewish cultural works; identifying the 

 
4 For other work that attends to the way writers, filmmakers, and theater producers negotiated the boundaries of 
censorship see Sara Jones, Complicity, Censorship and Criticism: Negotiating Space in the GDR Literary Sphere 
(Boston: De Gruyter, 2011); Gershenson, The Phantom Holocaust; Veidlinger, The Moscow Yiddish State Theater.  
5 I exclude theater from much of this section, as theater had a less-accessible data imprint. Theater was reviewed 
somewhat less frequently, and theater producers had a slightly less concrete relationship with the cinematic and 
literary industries, which overlapped significantly. 
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group of people who regularly read, viewed, or worked on Jewish narratives; and collating 

repetitive themes and tropes.  

 

Literature as a Cultural Movement 

The JeZish themes in the Zorks of Zriters like Arnoãt LXstig, JiĜt Weil, and LadislaY FXks 

are a well-discussed subject in Czechoslovak history, culture, and commentary.6 Scholars, 

moreover, have recognized the correlation between Jewish themes in Czechoslovak literature and 

the 1960s. C]ech Literar\ StXdies and JeZish StXdies scholar JiĜt Holê has described distinct 

phases of publishing Jewish narratives (in his case, specifically Holocaust narratives): 1945-49 as 

characteri]ed b\ sXrYiYors¶ memoirs and reports, the 1950s as a period of near erasXre, the late 

1950s and 1960s as a period of increased interest in Holocaust narratives (related to changing the 

political atmosphere), and then the near erasure again during normalization.7 Others, likewise, 

have described increased opportunity for Jewish narratives in the 1960s. Their observations, like 

Holê¶s, are based Xpon the selection of a feZ inflXential aXthors or te[ts.8 From these descriptive 

outlines, however, it is difficult to grasp exactly what it meant, historically, that authors were able 

to publish new works in the 1960s. 

My work looks builds upon these phases by identifying exactly how preponderant Jewish 

themes were in 1960s Czechoslovakia. In the graph below (Fig. 1.1), which is based upon a 

database of all literary works that focus on Jewish experiences (Appendix A), it is clear that the 

number of Jewish literary themes in the 1960s practically dwarfs the rest of the communist period. 

 
6 There are many more examples of this (including from contemporary Czech culture, as the Conclusion discusses), 
but for a sample in scholarly literature, see the following texts and edited volumes: Holý, The Representation of the 
Shoah in Literature, Theatre and Film in Central Europe; Holý, ed., Holokaust; SniegoĖ, Vanished History; 178-
183; Labend], ³Re-Negotiating C]echosloYakia,´ 165-221. 
7 Holý, ³äidp a ãoa,´ 7±65. 
8 Ibid, as well as Soukupová and Pojar, äidoYVki menãina; SladoYntkoYi, ³HolokaXst Y ýeskosloYenskpm a þeskpm 
hranpm filmX;´ Labend], ³Re-Negotiating C]echosloYakia,´ 165-221. 
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The relationship between the rise in Jewish narratives and political change is visually apparent. 

The number of literary works about Jews was exponentially higher between 1958-1968 than in 

any other decade of the communist period.   

By rendering literary works as data points, I also illuminate new distinctions in the 

periodization described above. In the immediate postwar years, a small but substantive publishing 

trend emerged, which was closed off by the solidification of communist power. 1958 was a 

breakthrough moment for Jewish narratives, but there was an identifiable setback shortly 

afterwards in 1960. There was a marked solidification of publishing opportunities in 1963, which 

I will argue was linked to the Kafka Conference in Chapter 2. After 1963, there was consistent 

circulation of Jewish themes in literature and cinema (at least ten publishing contracts a year), and 

the mass engagement of non-Jews and intellectuals with Jewish themes in Czechoslovak culture 

(Figure 1.1).  

This aggregated look at literary Jewish narratives also helps to clarify the relationship 

between the rise of Jewish narratives and reform politics. While the numbers of books about Jews 

is high in 1968, during the Prague Spring, it is not higher than 1965. Though 1968 saw the highest 

number of new titles, it is important to consider new editions of already published works, because 

republication and recirculation of Jewish narratives kept ideas and concepts within them present 

for the Czechoslovak cultural elite. New editions were frequently published with new illustrations, 

cover designs, or commentary, meaning there was something added or new about re-circulated 

narratives. Less than 10% of all republications were exact copies of previous editions, suggesting 

new engagement with the texts, particularly within the literary and artistic community. When new 

publications and republications were at their peak in the 1960s, the creative elite were essentially 

repeatedly processing narratives about Jews.    
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Fig. 1.1. Books about Jews Released by Year, 1945-1989  
(Czech and Slovak Authors) 

 
Source: Appendix A, Section 1.  
 

Fig. 1.2. Books about Jews Released by Year, 1945-1989 
(Includes translations and re-published interwar authors)
 

 

 
Source: Appendix A, Section 4.  

 

 Yiddish authors are categorized separately here, though most of them were from the Russian empire.  
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With the inclusion of translated works and novels originally published in the interwar 

period, 1968 appears more exceptional (Figure 1.2). However, the major difference between 1968 

and the preceding years was a significant increase in publications of works about Jews by authors 

from the ³West´ (mostl\ the United States and West German\). Thus, we can understand the 

Prague Spring as the culmination of interest in Jewish narratives, rather than the reason for it. 

 Furthermore, from the bird¶s-eye-view that data analysis provides, it is clear that 

normalization was a slow and gradual process. The continual publication and republication of 

Jewish narratives stayed steady through the invasion of 1968. In the literary world, normalization 

was finalized through a retroactive banning project that curbed the possibilities of publication for 

various authors, as well as removed their books from public circulation in used book stores and 

libraries (discussed in the Conclusion). The list of banned authors was not finalized until 1972, 

and the texts that lost favor were not completely collected until 1975.9 Nonetheless, numbers of 

publishing contracts for Jewish narratives were lower in 1970 and 1971 than they had been since 

1958, and declined even further when the list was completed. 

It is possible that the trend in the graph above was applicable to the Czechoslovak literary 

world more broadly. That possibility does not negate the significance of the rise and fall of Jewish 

narratives in this period. As other data collection methods prove, the dramatic concentration of 

literary and cinematic works about Jews had impact beyond the publication industry. Other metrics 

help to understand the broader significance of this trend, both globally and domestically.  

 

 

 
9 ³InYentXrnt soXpis ]isob knih, 1972,´ and ³Zahraniþnt aXtoĜt,´ in Folder 4 - Se]nam\ Y\Ĝa]eYanp literatXr\ a 
]aki]anêch aXtorĤ, SK ýSR, OZF, NK HostiYiĜ, PragXe, CZ; ³Se]nam\ Y\Ĝa]oYanp lit. podle resort,´ Folder 7, SK 
ýSR, OZF, NK HostiYiĜ, PragXe, CZ; Se]nam ]astaralp a neYhodnp literatXr\ [April 12, 1973],´ Folder ³SmČrnice 
MK ýSR 1969 o teni]i fondĤm,´ Bo[ 1, SK ýSR, OZF, NK HostiYiĜ, PragXe, CZ. 
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Global Context 

 Czechoslovakia produced more feature films about Jews and Nazi Occupation than any 

other country in the 1960s. How could a country known for a major anti-Semitic show trial less 

than a decade earlier become such a dominant producer of Holocaust memory? In part, it was 

because of the dramatic increase in literary narratives. Every film about Jews was adapted from a 

literar\ te[t (e[cept one, Alfred Ridok¶s 1949 A Distant Journey, which was banned).10 To put the 

appearance of Jewish narratives in Czechoslovakia in some broader context, I compared the release 

of Holocaust films globally from 1945-1989. Pragmatically, comparing literary works about Jews 

globally would be a task far beyond the scope of an individual researcher. The cost of a feature 

film, and the narrower focus on Holocaust films only,11 made it feasible to situate 

C]echosloYakia¶s JeZish narratiYes in a global conte[t.  

For the sake of this set of data, I consider µHolocaust films¶ to be fictional feature films 

dealing with the fate of Jews during Nazi rule or World War II, and/or the impact of World War 

II on Jewish lives after the war. For the sake of data comparison, I have tried to include films that 

attend, in some way, to the distinct experience of being Jewish.12 This may mean a Jewish main 

character, or it may mean a focus on distinctions between Jewish and non-Jewish experiences of 

Nazi Occupation or the camps. I haYe e[clXded ³phantom´ representations, inclXding 

concentration camp films about political prisoners or prisoners of war that only allude to Jews 

momentarily through shots of crematoria or cattle cars, or occupation and war films where 

characters cross paths with Jews briefly. Olga Gershenson Xses the Zord ³phantom´ to describe 

 
10 For more on Ridok¶s film, see JiĜt Cieslar, ³Daleki Cesta/ Distant JoXrne\,´ in The Cinema of Central Europe, 
edited by Peter Hames, 45±54 (London: Wallflower Press, 2004). 
11 All films aboXt JeZs in commXnist C]echosloYakia ZoXld toda\ be qXalified as µHolocaXst films.¶  
12 I believe these parameters (and exclusion of documentary) are responsible for distinctions between my data and 
the data inclXded in LaZrence Baron¶s ³HolocaXst MoYie Database,´ thoXgh it is Xnclear Zhich moYies he inclXded 
or what his criteria was. Lawrence Baron, Projecting the Holocaust into the Present: The Changing Focus of 
Contemporary Holocaust Cinema (New York: Rowman & Littlefield Publishers, Inc., 2005), 25.  
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subtle references to the Holocaust in Soviet film, though many scholars consider films with non-

overt allusions to the Holocaust.13 The Stranger by Orson Welles, which in fact never mentions 

Jews at all, is a perfect example. The film could easily be seen as promoting the universalizing 

message of violence against citizens that was characteristic of the Nuremburg Trials.14 These types 

of representations are immensely important for understanding the development of war and 

Holocaust memory more broadly, but their inclusion would mean a skewed representation of 

contemporaneous understandings of the film. By excluding such films, I hope to resist 

anachronistically presuming audience associations with particular concepts and visual images as 

³JeZish.´ In 1960s Czechoslovakia, for example the yellow star was the only visual symbol 

concretely identified with Jewish persecution. Gas and chimneys were visual markers that often 

implied Jewish persecution, but nonetheless was rarely overt. Barbed wire, while a marker of a 

concentration camp, was often used for films and works that made no reference to Jews.15   

  

 
13 I recognize the importance of considering these kinds of representations for understanding the image of the 
Holocaust in a particular context or period, which is why elsewhere (Appendix C), I do consider these types of 
representations. Nonetheless, I think these types of films hinder rather than help us to understand where cinematic 
conversations about Jewish fates were occurring. Gershenson, The Phantom Holocaust.  
14 LaZrence Baron, ³Trial b\ AXdience: Bringing Na]i Zar criminals to Holl\Zood Films, 1944-59,´ in After the 
Holocaust: Challenging the Myth of Silence, ed. David Cesarini and Eric J. Sundquist (New York: Routledge, 2012), 
152-170. On the XniYersali]ing of the NXrembXrg Trials, see DaYid Cesarani, ³IntrodXction,´ in After the Holocaust: 
Challenging the Myth of Silence, ed. David Cesarini and Eric J. Sundquist (New York: Routledge, 2012), 1-14.  
15 Chimneys seem to vaguely mark Jewish fates in films like Romeo, Juliet and Darkness and cover art for Death 
Factory (Továrna na smrt) and the Polish film The Passenger. See the emblems on the cover (not book jacket) of the 
1946, 1957, and 1959 editions of Továrna na smrt, Appendix A, Section 1; Romeo, Julie a tma, dir. JiĜt Weiss 
(Prague: Barrandov Film Studio, 1960); PaVaĪeUka, dir. Andrzej Munk (Warsaw: Kamera, 1963). Movie posters for 
films like IYan¶V Childhood (1962) about a Russian boy orphaned by German violence and I Survived my own Death 
(1960) about a boxer in a concentration camp both feature barbed wire imagery. Though there is nothing ostensibly 
JeZish aboXt the stor\, both these films ZoXld be considered ³phantom´ representations. Ivanovo detstvo, dir. 
Andrei Tarkovsky (Moscow: Mosfilm, 1962); PĜeåil jVem VYoX VmUW, dir. VojtČch Jasnê (PragXe: BarrandoY Film 
StXdio, 1960); JiĜt Balcar, PĜeåil jVem VYoX VmUW, Movie poster, Prague: 1960; IYanoYo dČWVWYt, Movie poster, Prague: 
1962, http://www.film-
plakat.cz/index.php?option=com_igallery&view=category&igid=2&igtype=category&ighidemenu=1&igchild=1&i
gtags=andrej.tarkovskij&searchAll=1&iglimit=100&Itemid=113 . 

http://www.film-plakat.cz/index.php?option=com_igallery&view=category&igid=2&igtype=category&ighidemenu=1&igchild=1&igtags=andrej.tarkovskij&searchAll=1&iglimit=100&Itemid=113
http://www.film-plakat.cz/index.php?option=com_igallery&view=category&igid=2&igtype=category&ighidemenu=1&igchild=1&igtags=andrej.tarkovskij&searchAll=1&iglimit=100&Itemid=113
http://www.film-plakat.cz/index.php?option=com_igallery&view=category&igid=2&igtype=category&ighidemenu=1&igchild=1&igtags=andrej.tarkovskij&searchAll=1&iglimit=100&Itemid=113
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Fig. 1.3. Global Releases of Films about Jews under Nazi Occupation* 

 
Source: Appendix B.   

 
* Includes feature films made for television. Television movies are responsible for nearly half (13) of the U.S. 
Holocaust film output in the 1980s.  
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 Figure 1.3 makes Czechoslovak filmmakers preoccupation with Jewish fates during Nazi 

Occupation clear. Nearly half of all Holocaust related films from the United States in the 1980s 

were television films, meaning that the number of Holocaust related feature films emerging from 

1960s Czechoslovakia rivaled West European countries and the United States during the 70s and 

the 80s.16 Moreover, there is a clear link between the 1960s and Czechoslovak productions about 

Jews²Czechoslovakia did not produce nearly as many films either before or after this period. It 

is clear that cinematic attention to Jewish narratives was particularly tied with developments in the 

1960s. Interestingly, Poland has a similar trend. As Polish film scholar Piotr Zwierchowski has 

shown, Jewish themes were an important but ultimately small part of a larger project of Polish 

filmmakers¶ creation of a ³neZ´ memory of World War II that allowed access into individual 

psychological, moral, and existential quandaries.17 By contrast, Czechoslovakia had relatively few 

World War II films that did not feature Jewish characters in the 1960s.18 There was a concrete link 

between the global dominance of Czechoslovakia in 1960s Holocaust film production and the 

increasing numbers of literary works: the original scripts for each of these films was adapted from 

a literary work published recently beforehand. Taking data on the literary and cinematic works 

together, one can conclude that interest in Czechoslovak cultural works about Jews was so 

dramatic in the 1960s that it was exceptional in both globally and in Czechoslovakia.  

 

 

 
16 EYen b\ Baron¶s data collection standards, C]echosloYakia Zas the second highest prodXcer of HolocaXst films in 
the 1960s. Baron, Projecting the Holocaust into the Present, 25.  
17 There were up to 300 films about World War II in Poland from 1960-1970. Zwierzchowski, Kino noZej SamiĊci, 
9-10, 39-41.  
18 A sample of Czechoslovak World War II films, see V\ããt SUincip, directed b\ JiĜt Krejþtk (PragXe: BarrandoY 
Film Studio, 1960); Atentát, directed b\ JiĜt SeqXens (PragXe: BarrandoY Film StXdio, 1964); and of coXrse, the 
decidedly anti-heroic OVWĜe VledoYanp Ylak\, directed b\ JiĜt Men]el (PragXe: BarrandoY Film Studio, 1966). On 
C]echosloYak World War II films, see Petr KoXra, ³Obra] nacistickp okXpace Y hranpm þeskpm filmX 1945-1989,´ 
in Film a dČjin\, edited by Petr Kopal, 219±42 (Prague: Nakladatelství Lidové noviny, 2003). 
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Milieu 

Data analysis also helps to understand who was engaging with Jewish themes and why. In 

this section, I am going to focus on two ways to use data to understand the role and impact of 

normally forgotten figures, the relationship between creators and their community, and to identify 

commonalities among those who created narratives about Jews. First, I use data collected to 

examine commonalities that link authors who wrote about Jews. Second, I will discuss how 

tracking commenters (reviewers, for example) and peripherally involved figures (editors, 

illustrators, sound technicians, assistant directors, and more) provides insight into the reach and 

spread of Jewish narratives.  

 

Collective Biography 

Between 1945 and 1973, over 50 individual authors wrote at least one novel, biographical 

report, or collection of short stories with Jewish themes. It would be impossible to know why every 

one of those individuals was invested in promoting Jewish experiences through their works. In 

Chapter Two, I discuss influential authors and figures (1945-63) who helped to make it possible 

for large numbers of authors to engage in Jewish themes. Elsewhere in this dissertation, I discuss 

why particular authors, filmmakers, and play producers chose to address Jewish experiences.19 By 

aggregating this group of authors together, I can explore the following questions: What role did 

Jews and non-Jews play in bringing Jewish narratives to the public? What was the political 

orientation of these authors? How did they spend World War II? It is important to note that the 

conclusions offered by the data, however, are correlative, rather than causative. Nonetheless, 

 
19 I am not conducting a similar analysis of filmmakers for two reasons. First, there are far fewer directors, and 
therefore I can address their motivations and investment in Jewish narratives individually. Second, I currently have 
insufficient data on important non-directorial figures (sound technicians, composers, assistant directors) to make this 
a useful collective data set.  
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correlations among factors such as birthplace, wartime activity, and publications provide larger 

insights into who was shaping Jewish narratives in communist Czechoslovakia.20 

Just over 55% of the writers in this group were Jewish, but they were responsible for 72% 

of the individual titles written during this period (Fig. 1.4 and 1.5). In other words, Jewish writers 

were far more likely (200%) to publish more than one book about Jews than non-Jewish writers 

(Table 1.1). Given that the Jewish population in Czechoslovakia was only a little more than 0.10% 

in 1960, Jewish writers (perhaps unsurprisingly) played an outsized role in narrativizing Jewish 

issues for the public.21 

 
Fig. 1.4. (left) AXthors¶ BackgroXnds, as a Percentage of Total AXthors 

and Fig. 1.5. (right) Percentage of Total Titles, by Ethno-religious Background

 

Table 1.1. Average Number of Titles per Author 
 

 

 
20 All data in this section is derived from Appendix E. Though in other parts of this dissertation, I consider 
translations into Czech and Slovak or republications of interwar authors, in this section, I consider only authors and 
titles that were published for the first time after World War II. 
21 ³World Jewish Population,´American Jewish Yearbook 61, p. 351 (statistics for 1959); 71, p. 539 (statistics for 
1969); ³PopXlation,´ World Bank Data, accessed July 9, 2019, 
https://data.worldbank.org/indicator/SP.POP.TOTL?locations=CZ-SK . 

http://search.bjpa.org/search?client=bjdb_frontend&output=xml_no_dtd&proxystylesheet=bjdb_frontend&filter=0&getfields=*&site=bjpa%257Cbjdb&q=%2522world%2520jewish%2520population%2522&sort=date:D:L:d1&num=100&lind=0
https://data.worldbank.org/indicator/SP.POP.TOTL?locations=CZ-SK
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Data was often lacking for authors who wrote narratives in 1945-48, though these texts 

were usually about Terezín, so there is a high likelihood that these authors were Jewish. 

Information about female authors was also often minimal. There were only eight women among 

the authors examined. Two of them wrote only in 1945, and never again. Women were far better 

represented as editors and graphic designers than they were as writers.22 It is unclear why women 

were so underrepresented as authors of literary works about Jews, but scholarly research suggests 

that general labor gender imbalances in Czechoslovakia at the time may have also affected women 

writers. Pavla Frýdová argXes that ³the µsocialist Zoman¶ had an e[tremel\ limited amoXnt of 

leisure time compared to her male partner´ in C]echosloYakia. As most Zriters Zere composing 

noYels on top of their regXlar occXpation, it is possible that the lack of ³leisXre time´ for Zomen 

affected their opportunities to write and publish.23 

The majority of the authors (Fig. 1.6) Zere from ³the C]ech lands´²the regions of 

Bohemia, Moravia, and Silesia which make up the current Czech Republic²while a little over 

20% came from SloYakia. HoZeYer, onl\ 30% of C]echosloYakia¶s popXlation lived in Slovakia, 

meaning that equal interest between Czech and Slovak writers would be represented by 70/30. 

Slovak-born authors, in other words, were underrepresented by 10%. Though this would seem to 

suggest that Slovak-born authors were less interested in writing Jewish narratives, it is possible 

that Slovak authors simply had fewer publishing opportunities in the Czech-language dominant 

book market.24  

 
22 See Appendix A. 
23 PaYla FrêdoYi, ³Women¶s Memor\: Searching for Identit\ Xnder Socialism,´ in Czech Feminisms: Perspectives 
on Gender in East-Central Europe, edited b\ IYeta JXsoYi and JiĜtna âikloYi (Bloomington: Indiana University 
Press), 59. 
24 A linguistic disparity exists between the two languages, where Slovak speakers are expected to read Czech, while 
Czechs are not expected to read Slovak. Successful Slovak authors were translated into Czech, whereas successful 
Czech authors are almost never translated into Slovak (both in the communist period and today). This disparity 
could explain some preference towards Czech language writers. For examples of this disparity, see Appendix A and 
iha, ³Ve sloYenskêch knihkXpectYtch je nejmpnČ tĜetina þeskêch knih, naopak to nefXngXje,´ HoVSodiĜVkp noYin\, 
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Fig. 1.6 and 1.7. AXthors¶ Birthplaces and Ethno-Religious Background  

 

 

 

However, the unevenness of Czech and Slovak representation becomes more dramatic 

when we consider whether the authors were Jewish (Fig. 1.7). The number of Czech-born Non-

Jewish authors who wrote about Jews (35.3%) was nearly equal to the number of Czech-born 

Jewish authors (39.2%) who wrote about the same subject. In contrast, Jewish authors made up 

72.7% of the authors born in Slovakia. This suggests that non-Jewish Czech authors were more 

interested in engaging in cultural discourse about Jews than non-Jewish Slovak authors. However, 

it does not necessarily mean that non-Jewish Czech authors were more impactful or were more 

serious about cultural discourse about Jews.  

On the one hand, not all authors were obviously motivated by desires to give voice to 

Jewish experiences. For example, a few Czech authors used the dramatic inspiration of Simon 

Wiesenthal, other ³Na]i hXnters,´ or particXlar JeZish biographies (the sp\ Igna] Trebitsch-

Lincoln or the charlatan performer Erik Hanussen) to write one-off detective or historical 

adventure novels.25 It is important to consider that these authors spent hours researching and 

 
January 9, 2013, https://art.ihned.cz/knihy/c1-59090210-ve-slovenskych-knihkupectvich-je-nejmene-tretina-
ceskych-knih-naopak-to-nefunguje. 
25 See, for example Milada Taterová, KUil dobUodUXhĤ (Prague: Lidová demokracie, 1969); Václav Pavel 
BoroYiþka, VUaåda jaVnoYidce HanXVVen (Prague: Svoboda, 1968); Václav Erben, Na dosah ruky (PragXe: Naãe 
vojsko, 1971).  

https://art.ihned.cz/knihy/c1-59090210-ve-slovenskych-knihkupectvich-je-nejmene-tretina-ceskych-knih-naopak-to-nefunguje
https://art.ihned.cz/knihy/c1-59090210-ve-slovenskych-knihkupectvich-je-nejmene-tretina-ceskych-knih-naopak-to-nefunguje
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writing about the world of Jewish restitution claims, prosecution of war criminals, or the unusual 

lives of individual Jews, even if it is likely that their primary interest was sensational entertainment. 

On the other hand, not all authors used their literary oeuvre as their primary means for promoting 

JeZish narratiYes. SloYak aXthor LadislaY MĖaþko¶s pXblic statements aboXt anti-Semitism, which 

will be addressed in Chapter 5, were as (if not more) important than the books he wrote for 

generating discourse about Jews. Fewer authors, in other words, did not necessitate a less 

significant conYersation aboXt Zhat had happened to SloYakia¶s JeZs. 

Authors who devoted time to thinking and writing about Jewish experiences did often share 

common World War II experiences (Table 1.2). Unsurprisingly, due to the number of Jewish 

authors, the most common experience was having spent time in one or more concentration camps. 

47% of all authors who wrote about Jews spent at least part of World War II in a concentration 

camp. Of those authors, 37.5% were interned in multiple camps. The second most common 

experience was shared by non-Jews of school age during World War II (ranging 9-19 years old at 

the time of the war, most in gymnasium and aged 14-16: Categor\ ³In School´ in Table 1.2).26 

These authors likely felt the consequences of the Nazi occupation more acutely than many other 

non-Jews in Prague. All Czech institutions of higher education were closed in November 1939, 

after Czech students flooded the streets to commemorate the death of student Jan Opletal, who was 

killed by German police in a demonstration the month before.27 In addition to the Germanization 

of the Czech school system, these future authors would have been likely aware how the Nazi 

occupation affected their opportunity to attend university.   

 
26 In some cases, I made assXmptions aboXt an aXthor¶s Zartime actiYit\. For e[ample, for non-Jewish authors 
whom I could not find information about, I extrapolated based upon their age whether they would have been 
employed or in school during World War II when possible. 
27 Bryant, Prague in Black, 60. 
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The impact that an experience had on an author is further underscored by the correlation 

betZeen an aXthor¶s World War II e[perience and the number of distinct titles written by that 

author.28 Authors who spent part of the war interned in one or more concentration camps wrote 

53% of all literary works about Jews during this period. Several war experiences had a 1:1 ratio of 

authors to books written; each author who was in the exile government, working, in a partisan 

group, or in the Soviet Union (or had unknown war experiences) wrote just one book about Jewish 

experiences (Table 1.2).  

 

Table 1.2. Correlation betZeen AXthor¶s Dominant E[perience29 and Number of Books written 
about Jewish experiences 
 

Dominant Experience Number of 
Authors 

Number of 
Books 

Ratio 
Authors: Books 

Average 
Books per 
Author 

 
Multiple Camps 

 
9 

 
34 

 
9:34 

 
3.8 

 
Concentration Camp 

 
10 

 
12 

 
5:6 

 
1.2 

 
Hiding 

 
3 

 
12 

 
1:4 

 
4 

 
In School 

 
8 

 
11 

 
8:11 

 
1.4 

 
Unknown 

 
6 

 
7 

 
6:7 

 
1.2 

 
Czechoslovak Army Abroad 

 
3 

 
7 

 
3:7 

 
2.3 

 
Partisans 

 
5 

 
8 

 
5:8 

 
1.6 

 
Working 

 
5 

 
5 

 
1:1 

 
1 

 
Soviet Union 

 
2 

 
3 

 
2:3 

 
1.5 

 
Exile Government 

 
1 

 
1 

 
1:1 

 
1 

 
28 ³Distinct titles´ refers to neZ pXblications, and e[clXdes re-publication of titles. 
29 ³Dominant E[perience´ refers to the primar\ time spent, or the final experience of an author if they, for example, 
Zere first in the partisans and then a camp. Referred to as ³Second E[perience´ in Appendi[ E. 
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Those who spent at least part of the war in hiding appear, at first glance, to be the most 

prolific writers of narratives about Jews, with a 1:4 author to book ratio. However, this statistic is 

somewhat misleading. One of the three authors who spent a portion of the war in hiding was the 

second most prolific aXthor oYerall: JiĜt Weil Zrote eight of the tZelYe Zorks attribXted to 

authors in hiding. This means the remaining two authors wrote just two books a piece.  

On average, authors who were interned in multiple concentration camps were much more 

likely to repeatedly write about Jewish experiences than authors who spent the war elsewhere. 

Authors interned in multiple camps wrote four books per person on average. Interestingly, this is 

a significant increase from those who experienced only one camp over the course of the war (a 

9:11 ratio, or only a little more than one book per person). Prolific authors impacted this ratio as 

Zell (namel\ Arnoãt LXstig and Erich KXlka, both multiple camp survivors. The former published 

novels and short stories, and the latter pXblished repeated ³docXmentar\´ accoXnts of camps in 

which he was interned). The median number of titles published by a person who lived through 

multiple camps was three. Overall, the median number of books an author published about Jews 

was one. Given the significant increase in both mean and median, one could conclude that suffering 

multiple concentration camps had an impact on aXthors¶ decisions to Zrite mXltiple Zorks aboXt 

the experience over the course of their careers. Overall, experiences predominantly held by Jewish 

authors²being interned in multiple concentration camps, in hiding, and the Czechoslovak Army 

Abroad²were the only experiences correlated with an average of more than two books per author 

(Fig. 1.8 and Table 1.3).  
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Fig. 1.8. Correlations between Author Experiences and Number of Titles Written 
 

   

Table 1.3. Correlation between Ethno-religious Background and War Experience 
 

Experience Percentage of Authors who were Jewish 

Multiple Concentration Camps 97% 

Concentration Camp 91% 

Hiding  100% 

In School 0% 

Unknown 16.6% 

Czechoslovak Army Abroad 100% 

Partisans 43% 

Working 0% 

Soviet Union 100% 

Exile Government 100% 

 

0 5 10 15 20 25 30 35 40

Exile government
Working

Soviet Union
Partisans

Czechoslovak Army Abroad
In School

Hiding
Unknown

Concentration Camp
Multiple Concentration Camps

Jewish Non-Jewish Unknown



 49 

The most striking disparity, however, is between authors imprisoned in one vs. many 

concentration camps. Authors interned in multiple camps wrote significantly more books, on 

average, than authors interned in only one camp.There are several possible explanations for the 

correlation between repeatedly publishing about Jewish experiences and having survived multiple 

camps. Publishers may have been more interested in concentration camp narratives, as they better 

fit the communist narrative of World War II. Writers with the authority to testify (even through 

fiction) to multiple camp experiences may have had more leverage with publishers, especially after 

Jewish narratives became more common after 1963. It is also possible that authors who had 

experienced multiple camps likely had greater firsthand insight into the scale of the Nazi labor and 

death camp system. Moreover, they would have been in multiple kinds of camps²ghetto camps 

like Theresienstadt, labor/death camps like Auschwitz-Birkenau, political prisoner camps like 

Dachau or Mauthausen. Because of this range of experiences, these authors may have felt they had 

more experiences to chronicle or stories to tell. Scholars have argued that writing during World 

War II became a Za\ for JeZs ³to preserYe eYidence of the mXrderoXs methods employed by the 

perpetrators and thereby to prevent their killers from controlling the knowledge of their deaths. In 

so doing, they demonstrated their keen awareness that annihilation is incomplete when memory is 

preserYed.´ ThoXgh the aXthors in question here were writing after the war, the communal 

e[perience of the camp ma\ haYe added to these aXthors¶ feeling of responsibilit\ to their felloZ 

prison-mates to ³bear Zitness to traged\ as a means of transcending it.´ 30 

Of the experiences endured by non-Jews, being a member of a partisan group was more 

likely to contribute to a prolonged interest in Jewish themes. While being in school was the most 

common experience for non-Jews, non-Jewish authors who had been in the partisans were most 

 
30 Garbarini, Numbered Days, 2-3.  
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likely to write more than one book about Jews. Engaging in explicitly anti-fascist activity may 

have made wartime partisans more concerned with exposing the public to crimes against Jews.  

Finally, it is important to consider the political affiliation of the authors. The legacy of 

dissent, which dominated narratives of resistance to the communist system for the 1970s and 

1980s, has often led scholars to overlook the foundations of challenges to the communist state in 

the 1960s. The dichotomy between working within the system (conformism) and outside and 

against the system (dissidence) has obscured the reality that this distinction was not as clear prior 

to the late 1970s.31 Many worked within the system, and yet were not conformists. This is 

particularly relevant for the years leading to the Prague Spring, when intellectuals were responsible 

for pushing the boundaries of the political system. Journalists and writers played an important role 

in this process, often engaging in the most overt confrontations with the state.32  

The dominant communist narrative of World War II painted the war as a clash between a 

brutal fascist oppressor and a heroic socialist underdog. There was no room for specificity of 

Jewish persecution in this dichotomy. The authors in question here problematized communist 

World War II narratives by highlighting Jewish experiences. This posed an inherent challenge to 

hegemonic state structures. Nonetheless, these authors stayed committed to communist ideals. 

Most were socialists, either Communist Party members or those generally committed to the ideals 

of socialism, at least in its earliest iterations. Many believed that socialism could be salvaged for 

 
31 Within the field of human rights studies, scholars often depict socialist reform as necessary primarily because of 
its failure, which led to a new approach (the dissident model) and a new language (human rights). Samuel Moyn, 
The Last Utopia: Human Rights in History (Cambridge: Harvard University Press, 2010). Jonathan Bolton¶s Worlds 
of Dissent importantly challenges many of these distinctions and heroization of the dissident.  
32 Golan, The Czechoslovak Reform Movement; Kusín, Intellectual Origins; Skilling, C]echoVloYakia¶V InWeUUXSWed 
Revolution; Mervart, NadČje a iluze; Hamãtk, Spisovatele a moc; Kieran Williams, The Prague Spring and Its 
Aftermath: Czechoslovak Politics, 1968-1970 (New York: Cambridge University Press, 1997). 
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a humane political future.33 As Figure 1.9 shows, most of the authors participated in the socialist 

project at some point in the postwar period.  

 
Fig. 1.9. Percentage of Total Author Group with Socialist Affiliation or Leaning, 1948-1968 
 

 

In some instances, I made conclXsions aboXt indiYidXals¶ political leanings based Xpon 

certain biographical factors. For example, I assumed party-membership for authors who held 

certain professions from 1948-1968²editors, union writers, and newspaper journalists, for 

example²for which it would have been nearly impossible to perform this work without party 

membership. Ota Kraus, for example, was involved in pre-World War II communist youth 

organizations, but was purportedly the only non-card-carrying member of the Communist Party in 

the Ministry of Culture. However, one can still consider his cultural contributions from ³Zithin´ 

the structures of the system, because he worked within the confines of an official state organization 

(earning him a ³\es´ categori]ation for socialist affiliation).34 LikeZise, the ³Xnlikelihood´ that 

authors were socialists was also based often upon age and biographical factors. For example, 

 
33 PaYel KoliĜ sees this belief that commXnism coXld be reZritten after stalinism as related to the constant process of 
³making and remaking´ commXnism. KoliĜ, PaYel. ³The Part\ as a NeZ Utopia: Reshaping CommXnist Identit\ 
after Stalinism.´ Social History 37, no. 4 (2012): 402±24. Quote from page 423.  
34 Dita KraXs, ³Biograph\ of Otto B. KraXs,´ Otto (Ota) B. Kraus, http://www.ottobkraus.com/.  

http://www.ottobkraus.com/
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seYeral of the ³Xnlikel\´ aXthors pXblished in the immediate postZar, and then died or emigrated 

early in the communist period.35  

Importantly, shared career paths meant that many of these authors knew or worked together 

on a regular basis. In some cases, they were working in close proximity at the very moments in 

which they were writing narratiYes aboXt JeZs. For e[ample, Arnoãt LXstig and Jan Otþeniãek 

were both employed by Czechoslovak Radio shortly before they each published stories about 

Jewish experiences of World War II.36 VČra KaliboYi, one of the few women to write Jewish 

narratives, had been a dramaturge for a cinematic adaptation of one of Hana BČlohradski¶s noYels 

prior to writing her own novel, The Brothers Stein are in the City.37 They were editors of literary 

maga]ines pXblishing their colleagXes¶ short stories on similar themes.38 They provided 

commentary for their colleagues¶ narratiYes. 39 As time went on, these writers were not simply 

 
35 Karol Sidon, for example, was quite young and only began working on editorial staff at Literární listy in 1968. 
Though he may have been a party member, it would have been for a very brief period. Leopold Lahola emigrated to 
Israel and then West Germany. He was allowed to return to Slovakia because of lack of political activity abroad. 
³Leopold Lahola,´ LiWeUiUne infoUmaþne cenWUXm, http://www.litcentrum.sk/slovenski-spisovatelia/leopold-lahola . 
36 Lustig was a journalist at Czechoslovak Radio from 1950-58 when he was approached by the StB while working 
on Noc a nadČje in 1958; Jan Otþeniãek Zas the editor from 1953-56. He too published Romeo, Julie, a tma in 1958. 
PĜem\sl Blaåtþek, ³Jan Otþeniãek,´ SloYntk þeVkp liWeUaWXU\ So Uoce 1945, edited by Michal PĜibiĖ (Prague: Ústav 
pro þeskoX literatXrX AV ýR), last modified September 30, 2006, 
http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=833 ; Veronika KoãnaroYi, ³Arnoãt LXstig,´ Slovník 
þeVkp liWeUaWXU\ So Uoce 1945, last modified February 13, 2009, 
http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=507&hl=Arno%C5%A1t+lustig+.  
37 VČra KaliboYi Zas the dramatXrg on Zb\nČk Br\n\ch¶s «a SiWê je]dec je SWUach (Prague: Filmové studio 
BarrandoY, 1965), based on Hana BČlohradski¶s Bez krásy, bez límce (PragXe: ýeskosloYenskê spisoYatel, 1962) 
before writing her own V mČVWČ jVoX bUaWĜi SWeinoYp (Prague: Mladá fronta, 1967). See ³A pitê je]dec je Strach,´ 
FilmoYê SĜehled, http://www.filmovyprehled.cz/cs/film/396610/a-paty-jezdec-je-strach. This happened in other 
instances in the film industry. Juraj Herz, in particular, was an assistant for multiple films with Jewish narratives 
prior to filming The Cremator. See Appendix C, Section 1. 
38 Man\ aXthors first pXblished selections of their Zorks in literar\ joXrnals. Jan Otþeniãek, for e[ample, Zas 
director of the Union of Czechoslovak Writers, which produced Literární noviny, after leaving Czechoslovak Radio. 
See BlahoslaY DokoXpil, ³Literirnt noYin\,´ SloYntk þeVkp liWeUaWXU\ So Uoce 1945, last modified May 31, 2006,   
http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=1286 .  
39 For e[amples of commentar\: LadislaY FXks in Arnoãt LXstig, Dita Saxová (Prague: Mladá fronta, 1969); Ludvík 
Aãkena]\ in Arnoãt LXstig, Noc a nadČje (PragXe: Naãe Yojsko, 1958); E.F. BXrian in Továrna na smrt (Prague: 
ýtn, 1946), Zith the same comment in editions pXblished b\ Naãe Yojsko in 1957 and 1964; Arnoãt LXstig in Erich 
Kulka, ÒWČk ] WiboUa VmUWi (PragXe: MNO, 1966). Frantiãek Kafka, Zho onl\ himself Zrote one short YolXme and 
one book of prose about the concentration camps, wrote more than twenty reviews of other authors writing on 
Jewish themes in World War II. See Appendix A, Section 1 and Appendix D, Section 2. 

http://www.litcentrum.sk/slovenski-spisovatelia/leopold-lahola
http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=833
http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=507&hl=Arno%25C5%25A1t+lustig+
http://www.filmovyprehled.cz/cs/film/396610/a-paty-jezdec-je-strach
http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=1286
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isolated crusaders for Jewish narratives. They functioned within a community of similar political 

and cultural values, advocating for a form of socialism that would accommodate minority 

experience after all.  

Those who published repeatedly about Jewish experiences were far more likely to be Jews 

than non-Jews. Chapter Two shows that initial successes publishing works about Jews in the late 

1950s were made possible by Jewish authors who tirelessly sought to make their experiences 

visible to the broader Czechoslovak public. As more individuals became interested in Jewish 

narratives, Jews also lost control over defining their own narratives. The cinematic lives of Jewish 

narratives were an illustrative example; whereas nearly half of authors were Jewish (and they wrote 

over 70% of titles), only 27% of directors who adapted stories about Jews into movies were Jewish.  

Nonetheless, non-Jews and the 30 individual authors (both Jewish and non-Jewish) who 

wrote only one title focusing on Jewish experiences contributed to over a quarter of all the works 

about Jews that were accessible to the Czechoslovak public. Exploring commonalities across the 

whole group of authors allows me to put authors who consistently focused on Jewish themes in 

conYersation Zith aXthors Zho ³dabbled.´ These authors have largely been forgotten: those who 

turned to stories of Jewish despair because it made for a good love story, who wrote detective 

stories about Nazi hunters, who focused on Jewish stories of survival that were outrageous, or who 

eventually picked up Jewish narratives because they were accessible and convenient ways of 

talking about totalitarian systems more generally.  

 
Circulating, Discussing, and Packaging Jewish Narratives 

 JXst as it is important to consider the aXthors Zho ³dabbled´ in JeZish themes, it is also 

important to consider the larger community of people who were responsible for distributing, 

circulating, interpreting, or packaging Jewish narratives for the public. Individual directors and 
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authors did not operate within a creative vacuum; editors, colleagues, sound technicians, assistants, 

composers, and camera operators helped to shape their work. By that same token, readers and 

viewers were influenced by illustrators, poster designers, and reviewers who interpreted and re-

represented Jewish experiences for readers and viewers. Even more importantly, these individuals 

can be concretely identified by their engagement with these novels and films, helping us to better 

understand the reach and impact of literary and cinematic works about Jews within the cultural 

elite.   

There were at least 1700 separate individuals who wrote, edited, reviewed, wrote forewords 

for, or illustrated novels; reviewed, wrote scripts for, directed, assisted, made music, or made 

posters for movies. Over 1100 people engaged with Jewish themes more than once. Twenty-one 

people engaged with Jewish themes in their profession as journalists, editors, or illustrators over 

ten times, and some of those, more than twenty. Of course, many were responsible for one review 

or editing or illustrating only one book. Nonetheless, this is clear evidence of a community of 

intellectuals processing Jewish narratives. Consider the fact that the majority of Jewish narratives 

appeared in one decade, between 1958 and 1968 (67 new books and nine new movies). Most of 

those 1700 people were engaging with Jewish themes in that decade.40 In a small country, in a 

short time period, large numbers of the cultural elite were thinking seriously about Jewish 

narratives repeatedly. High numbers of intellectuals were repeatedly producing, circulating, or 

consuming narratives of Jews suffering under controlling, oppressive, and racist political systems, 

at the same time that they were adYocating for a neZ ³hXmane´ form of socialism. This neZ ³third 

Za\´ socialism ZoXld not rel\ on fear tactics or control, and coXld accommodate difference. The 

 
40 Derived from Appendix A, Section 1-3; Appendix D, Section 1-4; Appendix C, Section 1. As discussed in the 
guides to these appendices, some of these appendices are even missing data, meaning this number is potentially even 
higher.  
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overlap between the development of new ideas about socialism and concentrated attention to 

Jewish narratives proves that the correlation was more than coincidental. Moreover, the fact that 

Jewish narratives increased dramatically in the late 1950s (see Figure 1.1) suggests that reform 

followed the appearance of Jewish narratives, rather than the alternative. 

Identifying writers, journalists, and filmmakers that produced, circulated, and consumed 

Jewish narratives helps to concretize connections between individuals and understand the spread 

of ideas. Ideas about Jewish experiences were being debated, developed, and explored through re-

publishing, reviewing, and commentary. Moreover, authors, filmmakers, and theater producers 

were influenced by one another, and often built upon themes and motifs in their colleagXes¶ Zorks. 

I argue that this continual reviewing, adapting, and building upon narrative and symbolic concepts 

constituted a form of cultural discourse. Creative elites used literary, cinematic and theatrical 

works²and commentary about them²to discuss what it meant to be persecuted, isolated, and 

abandoned b\ one¶s state and neighbors, and how lessons from these stories could be used to help 

fashion a safer political future.  

 
Repetition and Rhetoric 

 
 Looking at commonalities and repetitive tropes across texts, films, and commentary helps 

to approximate what it might have been like to be two important groups of readers. First, it helps 

to understand what it might have been like to be one of these members of the cultural elite, who 

reviewed, watched, and commented on four, five and up to twenty works about Jewish 

experiences. We can extrapolate that a number of these commentators and creators read works and 

reviews beyond the ones that they identifiably authored. Thus, looking in aggregate at tropes and 

themes common across reviews approaches the experience of engaging repeatedly in cultural 

discourse about Jewish experiences.  
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Uncovering shared concepts in works and reviews also aids in establishing a concrete 

connection between representations of Jewish experiences and the rhetoric of the Prague Spring. 

Prague Spring reforms had economic, social, cultural, and political components. Pragmatically, 

the most important for cultural elites were freedom of the press and freedom of movement. The 

PragXe Spring Zas also marked rhetoricall\ b\ an emphasis on the ³hXman face´ of politics 

(socialism in particular) and an emphasis on pluralism.41 In essence, it was a discussion about the 

place of human rights in socialist politics. Cultural works about Jews helped intellectuals to 

formulate their ideas about reform and to promote the importance of resisting governance by fear.  

 Second, examining texts for keyword markers helps to approximate how censors or other 

cultural officials responsible for approving media (editors at publishing houses and certain 

publications) would have approached texts about Jews. Narratives about World War II were 

expected to abide by certain tropes and reference to socialist resistance, Nazi brutality or German 

aggressors. Prescribed language was also a major component of commentary on the 1967 Arab-

Israeli War (Chapter 5). It was precisely the narrowness of allowed interpretation that galvanized 

the intellectual community prior to the Prague Spring. Distant reading, or examining texts in 

aggregate, enables the scholar to estimate the experience of being inundated by particular 

propagandistic rhetoric.42 Looking at how works did and did not utilize these keywords helps to 

understand how authors negotiated censorship constraints that were often vague and fickle.  

 

 

 

 
41 See Kusin, Intellectual Origins, 33-62; Skilling, C]echoVloYakia¶V InWeUUXSWed ReYolXWion, 526-562.  
42 For more on distant reading, see Franco Moretti, ³The SlaXghterhoXse of LiteratXre,´ Modern Language 
Quarterly 61, no. 1 (2006): 207-228. 



 57 

Conclusion 

The data presented in this section proves the perspective that Jewish experiences were 

³hidden´ or disguised from public view untenable for 1960s Czechoslovakia. Not only were new 

books and films regularly appearing from 1958 to 1970, but editors, illustrators, filmmakers, and 

commentators were returning to and repackaging works that had been originally published only a 

few years before. Moreover, a high number of cultural elites (filmmakers, journalists, writers, 

editors, illustrators and graphic designers) were repeatedly exposed to Jewish narratives over the 

course of little more than a decade. At the end of the 1960s, Czechoslovakia was the leading 

global producer of Holocaust films. Jewish narratives were not hidden in the shadows.   

This is not to say, however, that the proliferation of Jewish narratives in 1960s 

Czechoslovakia was an easy or straightforward process, nor did the existence of Jewish narratives 

mean that life for Jews in Czechoslovakia was necessarily easier. Though data collection and 

analysis illuminate the spread and movement of Jewish narratives through educated Czechoslovak 

society, its scope is limited. The following chapters explore questions unanswered by data and 

graphs: How was it possible to force Jewish narratives into the open after stalinism? How did 

people represent Jewish experiences? How did talking about Jewish experiences through cultural 

media become a form of discourse? What was the relationship between what was happening in 

Czechoslovakia and broader global cultural trends? Finally, how did the existence of these cultural 

discourses impact Czechoslovak politics? Data collection and analysis will continue to play an 

important role in answering these questions, but they will be secondary to close reading, 

biographical detail, cinematic analysis, and discursive analysis.  

The next chapter focuses on the first question: how was possible to force Jewish narratives 

into the open after stalinism? The rise of Jewish narratives in late 1950s Czechoslovakia, I argue, 
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begins with Jewish writers trying desperately to find their place in the post-Holocaust world. To 

answer this question, I turn to the biograph\ of three ke\ figXres in the literar\ Zorld: aXthors JiĜt 

Weil and Arnoãt LXstig, and literar\ scholar EdXard Goldst�cker. Though there were others who 

contributed significantly to opening the Czechoslovak cultural sphere to Jewish narratives, these 

three figures were among the most influential. They each, in different ways, made it possible for 

the large-scale circulation of Jewish narratives in the mid 1960s.  
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Chapter Two 

Writing Jewish Experiences in Czechoslovakia, 1945-63 

“For us, your work is an obligation. I think for all people, who want to be human.”1 
 

This dissertation begins with the storytellers: the writers who felt it was important to 

narrativize Jewish experiences of persecution and share them with the public. Though filmmakers 

helped to popularize Jewish narratives in a different medium with a (sometimes) wider audience, 

this chapter focuses on the writers. It was the writers who were responsible for a 675% increase in 

Jewish narratives in 1958-1968 from 1948-58. The writers were also responsible for the twenty 

scripts about Jewish experiences submitted for approval and the twelve resulting films of the late 

1950s and 1960s.2 The surprising rise of Jewish narratives in Czechoslovak literature and film was 

made possible by Jewish writers who devoted themselves to promoting exposure to Jewish 

experiences through their work.  

After Stalin and Czechoslovak presidenW KlemenW GoWWZald¶V deaWhV in 1954, iW ZaV Whe 

writers who fiUVW WeVWed Whe ZaWeUV Wo Vee if iW ZaV noZ poVVible Wo challenge Whe VWaWe¶V hegemonic 

narratives about World War II. In the communist bloc, like much of the rest of the world, there 

ZaV ³no Uoom´ foU JeZiVh minoUiW\ naUUaWiYeV dXUing Whe fiUVW decade after World War II.3 During 

stalinism, Jewish narratives were repeatedly banned for the sake of narratives of socialists 

heroically resisting fascist brutality. The Slánský Trial made Jewish survival, international 

 
1 LeWWeU fUom AlfUpd Radok [JXne 8, 1949], þ inY. 263, KoUeVpondence YlaVWnt ± pĜijati, JiĜt Weil PeUVonal PapeUV 
(70/70 þ pĜtU.), LA PNP, PUagXe, CZ. 
2 See Figure 1.1 and Appendices A and E. 
3 Quotation from Jockusch, Collect and Record!, 120. For some samples on West Europe and the United States, see 
Judt, Postwar; Peter Novick, The Holocaust in American Life (New York: Houghton Mifflin Company, 1999). 
Numerous historical studies, addressed in the introduction, have documented the way Jews returned to their home 
countries and found themselves ignored and forgotten at best, deemed a threat to national unity and suppressed after 
communism came to power and in the Soviet Union. For an edited volume conceived of as resistance to the overall 
³m\Wh of Vilence,´ see David Cesarini and Eric J. Sundquist, eds., After the Holocaust: Challenging the Myth of 
Silence (New York: Routledge, 2012). 
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contacts, and certain wartime activities signs of treason. The propaganda effort of the postwar 

communist narrative rejected the particular traumas of Jewish citizens. Strikingly, however, Jewish 

writers made room for their minority narratives in the second decade of communism. This chapter 

is about how writers voiced Jewish narratives afWeU VWaliniVm¶V foUced Vilence.  

 Though scholars have, at times, recognized that the late 50s represented an era of new 

possibilities for writers to publish Jewish narratives in Czechoslovak culture, few scholars have 

critically attempted to understand how this happened.4 Scholarly literature typically simply 

assumes that political changes were beginning to take hold, and therefore authors could finally 

succeed in publishing narratives about Jews. While political shifts were important, the opportunity 

to publish about Jewish minority experiences did not simply appear in 1958. The dramatic rise in 

new narratives about Jews in the year 1958 was not an opportunity that authors stumbled upon. 

1958 saw an unexpected rise of Jewish narratives in communist Czechoslovakia precisely because 

authors failed, persisted, adapted, and compromised, until they finally created their own 

opportunities. Moreover, they faced setbacks, even after their successes, and yet still endeavored 

to continue publishing their narratives. This chapter examines this process: How did writers 

succeed in advancing narratives of Jewish experience in the late 1950s and the 1960s, when they 

had failed in the late 1940s and early 1950s? Why did they try, when past evidence seemed to 

suggest it was impossible?  

Numerous scholarly studies have been devoted to the question of writing about Jewish 

e[peUienceV of WoUld WaU II, inclXding VXUYiYoUV¶ moWiYaWionV foU doing Vo. Alexandra Garbarini 

 
4 Holê, ³äidp a ãoa.´ Jacob Labend] haV impoUWanWl\ conVideUed Whe appeal and Uole JeZiVh ZoUkV pla\ed in 
³ChapWeU ThUee: µLiTXidaWed SeYeUal TimeV¶? The HolocaXVW in PXblic CXlWXUe, 1956-1989,´ bXW again linkV changeV 
to politics, rather than focusing on the conceUWed effoUW iW Wook Wo pXbliVh WheVe ZoUkV. Labend], ³Re-Negotiating 
Czechoslovakia;´ âiUka SladoYntkoYi,³HolokaXVW Y ýeVkoVloYenVkpm a þeVkpm hUanpm filmX;´ Petr  BednaĜtk, 
³PUonikint åidoYVkp WemaWik\.´  
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writes of Jewish diaUiVWV WhaW ³Whe acW of ZUiWing did noW meUel\ UeflecW WheiU e[peUiences but also 

gUanWed a VenVe of agenc\.´5 As Sidra Azrahi writes of postwar survivor literature:  

³FoU moVW of WheVe ZUiWeUV, Whe compXlVion Wo UecoUd WheiU e[peUienceV coXld be aWWUibXWed 
to several motives: the desire for some sort of revenge; the need to beaU ZiWneVV ³Vo WhaW 
Whe ZoUld Zill knoZ ZhaW Ze VXffeUed´; Whe deViUe Wo commemoUaWe Whe dead; Whe impXlVe 
Wo abVolYe oneVelf oU one¶V companionV of aVpeUVionV of paVViYiW\ oU compliciW\; Whe VenVe 
of mission, to warn humanity of its capacity for genocide.´6 
 

Many of these motivations could likewise apply to Jews in communist Czechoslovakia. However, 

writing about Jewish experiences took on additional meanings in post-stalinist Czechoslovakia, 

where the state had actively suppressed the circulation of Jewish narratives. Writing was not 

enough. For Jews who lived through decimation by Nazism, and then the silencing of those 

experiences by stalinism, making their narratives public was a way of restoring their agency and 

declaring their existence. In the wordV of Mendel Mann, ³I ZUiWe becaXVe, WhUoXgh m\ bookV, I 

bear witness to my existence. I try to banish my solitude, to demonstrate to the world that I am 

heUe.´7 On a broader level, publishing became a way of proving the continuation of a Jewish voice 

in Czechoslovakia. 

To illustrate how Jewish writers fought to reinstate themselves in Czechoslovak cultural 

memory, and the cultural and political implications of having done so, I look at case studies of 

several figures²JiĜt Weil, AUnoãW LXVWig and Eduard Goldstücker²whose trials, tribulations, and 

persistence made it possible for Jewish narratives to circulate widely by the mid-1960s. Weil and 

Lustig were both writers who exhibited an almost compulsive need to publish. Their experiences 

 
5 Alexandra Garbarini, Numbered Days: Diaries and the Holocaust (New Haven: Yale University Press, 2006), 8. 
For more on reading and writing about the Holocaust, see Inga Clendinnen, Reading the Holocaust (New York: 
Oxford University Press, 1999); Alvin Rosenfeld, A Double Dyingࣟ: Reflections on Holocaust Literature 
(Bloomington: Indiana University Press, 1980); Lawrence L. Langer, The Holocaust and the Literary Imagination 
(New Haven: Yale University Press, 1975); David Patterson, The Holocaust and the Non-Representable (Albany: 
SUNY Press, 2018. 
6 Sidra Ezrahi, By Words Alone: The Holocaust in Literature (Chicago: University of Chicago Press, 1980), 21. 
7 Quoted in Sidra Ezrahi, By Words Alone, 21.  
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are emblematic of the types of sacrifices, compromises, and persistence needed to publish Jewish 

narratives until the late 1950s. Lustig produced more Holocaust narratives than any other author 

in this time period; Weil, the second most²in spite of his death in 1960.  

Eduard Goldstücker, by contrast, was a diplomat turned literary scholar, most remembered 

for having led the charge to approve Kafka in Czechoslovakia. Scholars have often understood 

Kafka¶V cUiWiciVm in Whe commXniVW coXnWUieV aV a UejecWion of modeUniVm. In countries where 

UealiVm ZaV Whe official aeVWheWic, Kafka¶V e[pUeVVioniVWic cUiWiTXeV of bXUeaXcUac\ ZeUe aWWacked 

aV ³peVVimiVWic,´ ³defeaWiVW´ and ³e[iVWenWial.´8 HoZeYeU, I aUgXe WhaW Kafka¶V appUoYal in 

Czechoslovakia was also about reclaiming the Jewish past. Kafka, and the experience of being a 

German-speaking Jew in interwar Prague, had also been erased by Nazism and stalinism. 

Goldstücker sought to recover that legacy. 

 

Paths to Success: Three Case Studies  

The biographies of a few key figures illuminate why individuals endeavored to publish 

narratives about Jews, and how they succeeded in an atmosphere that had already proved its 

hostility to minority expression. Their biographies are best understood not as distinct case studies, 

but as enWangled liWeUaU\ biogUaphieV, becaXVe each aXWhoU¶V VXcceVVeV UeflecWed and infoUmed Whe 

limits of possibility for others, and precipitated shifts in the overall cultural landscape. The 

following individuals were chosen both because their biographies illuminate different motivations 

and methods of pursuing the normalization of Jewish experiences in Czechoslovak culture, and 

because their lives reflected or created shifts in the cultural and political climate. Their efforts built 

 
8 Emil\ Tall, ³Who¶V AfUaid of FUan] Kafka? Kafka CUiWiciVm in Whe SoYieW Union,´ Slavic Review 35, no. 3 
(1976):484-503; Kusín, Intellectual Origins, 63-65; KenneWh HXgheV, ³InWUodXcWion,´ in Franz Kafka: An Anthology 
of Marxist Criticism, Kenneth Hughes, ed., xiii-xxviii (Hanover: University Press of New England, 1981).  
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upon one another¶s, enabling and encouraging interest in Jewish themes among the intellectual 

elite by the mid-1960s. 

These figures broke the seal, making it possible for Jewish narratives to proliferate in 

Czechoslovak literature and film.9 The first case is of Czech-Jewish authoU JiĜt Weil. In man\ 

ways, it is a story of failure. Weil, who died at 59 of leukemia, never lived to see the full impact 

and reach that his works would have on the Czechoslovak public. Weil¶V VWoU\ iV emblemaWic of 

authors who attempted to publish in the immediate postwar, and his struggles through the late 

1950s underscore the kinds of negotiations and compromises authors had to make in order to 

represent Jewish experiences in their works. His biography and his posthumous publishing history 

also emphasize the importance of professional and social networks for authors who hoped to 

publish Jewish narratives in 1950s and early 1960s Czechoslovakia.  

Ne[W, I focXV on AUnoãW LXVWig, a \oXng, commiWWed, C]ech-Jewish communist, whose 

opportunism and unflagging persistence had dramatic impact on both the literary and film 

industries. Lustig was one of a few key figures who managed to publish narratives about Jews, to 

great success, in the late 1950s. Both Weil and Lustig are representative of the kind of persistence 

and ingenuity authors necessarily had to employ in the 1950s in order to succeed in publishing 

Jewish narratives. Writers like Lustig and Weil were responsible for the initial opening of the 

Czechoslovak cultural sphere to Jewish narratives in 1958 and 1959.  

The third story is of Eduard Goldstücker, a Slovak-born Jewish intellectual who began his 

career as a diplomat, was imprisoned in a subsidiary of the Slánský Trial, and finally became a 

professor of German Literature upon his eventual release and rehabilitation. His efforts to bring 

 
9 Some scholars have even noticed how important Weil and Lustig were for opening the Czechoslovak cultural 
VpheUe Wo JeZiVh WhemeV, bXW VWill haYe \eW Wo TXeU\ hoZ and Zh\ WhiV happened. See BednaĜtk, ³PUonikint åidoYVkp 
WemaWik\,´ 154.   
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Kafka into the canon of approved literature, I argue, contributed both to a significant shift in the 

range of acceptable literary and cinematic styles. Moreover, Goldstücker¶V appUoach Wo Kafka 

involved implicitly embracing Jewish figures as a statement in favor of humanist values and a 

rejection of illiberal anti-humanist Stalinist tendencies. The approval of Kafka in 1963 signaled 

Whe VolidificaWion of Whe place of JeZiVh naUUaWiYeV in C]echoVloYakia; afWeU GoldVW�ckeU¶V ³Kafka 

ConfeUence,´ cUiWiciVmV like ³defeaWiVW´ and ³e[iVWenWial,´ Zhich ZeUe ofWen XVed Wo jXVWif\ banning 

Jewish narratives about persecution, were no longer legitimate. Modernism and expressionism 

became accepted styles, allowing the opportunity for more authors to publish²and they did so, 

using expressionism in particular as a mode of conveying Jewish experiences of Nazi occupation.  

 

JiĜí Weil: Early Visionary, Late Success 

JiĜt Weil ZaV boUn in 1900 in PUaVkoleV\, neaU PUagXe. The famil\ moYed Wo PUagXe afWer 

World War I, where Weil soon became an active member in socialist political and cultural circles. 

After making a trip to the Soviet Union in 1922, he became more enthusiastic about socialist 

values. He then worked as a Russian-Czech translator in the SoYieW embaVV\¶V pUeVV diYiVion XnWil 

1931. However, his faith in the Soviet system quickly faded upon his return to Moscow in 1933. 

After complaining in a letter about living conditions, he was expelled from the party and sent to 

be ³Ue-edXcaWed´ in a labor camp in Kyrgystan and Kazakhstan, but Weil was eventually released 

for unknown reasons.10 Upon returning to Prague in 1937, he published Moscow to the Border 

(Moskva-Hranice), an unflattering portrait of daily life in the Soviet Union and a scathing critique 

of Soviet political infighting and party purges.  

 
10 JaUoVlaYa VondUiþková, Mrazilo- tálo (Prague: Torst, 2014), 10-13; MiUoVlaY KU\l, ³JiĜt Weil- intelektuál mezi 
Yêchodem a ]ipadem,´ Slovanskê PĜehled 91, no. 2 (2005): 301; EYa âWČdUoĖoYi, ³JiĜt Weil,´ ýeskoåidovãtví 
spisovatelé v literature 20. století (PUagXe: äidoYVkp museum v Praze, 2000), 71. 
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Anti-Jewish measures were instated in Prague shortly after the Bohemian and Moravian 

portions of Czechoslovakia were ceded to Nazi Germany in the 1938 Munich Agreement. Within 

a year, it became apparent that Nazi German restrictions on Jewish movement and employment 

ZoXld be impoVed Xpon Whe C]ech JeZiVh commXniW\ aV Zell. Weil¶V fiUVW VWUaWeg\ Wo pUoWecW 

himself was to provide documentation of his gainful employment²working for his close friend 

A.V. FUiþ²ZiWhin Whe ³appUoYed´ fieldV of JeZiVh emplo\menW.11 In 1942, Weil took further steps 

to protect himself from deportation by marrying a Catholic Czech woman, Olga Frenclová. On the 

maUUiage ceUWificaWe, Weil liVWed himVelf aV ³ZiWhoXW confeVVion.´12 A little over a year later, he 

was employed at the Central Jewish Museum cataloging items collected from destroyed 

synagogues. An employee of the Jewish community convinced the Nazis that Jewish property 

could be stored in the synagogue, and the Nazis agreed, planning Wo XVe iW aV a ³mXVeXm of an 

e[WincW Uace.´13 In 1944, the Gestapo arrested him for living in an undeclared residence, but thanks 

Wo a C]ech bXUeaXcUaW maUking him ³deaWhl\ ill,´ he ZaV UeleaVed inWo a hoVpiWal foU fiYe monWhV. 

When these measures still failed to save him from being called to a transport, Weil faked his own 

suicide in 1945 and went into isolated hiding for three months, aided by two women of the 

³SolidaUiW\´ anWi-fascist movement.14  

Weil was already writing, attempting to process his desperate years of self-preservation 

and loss of loved ones and community, befoUe Whe ZaU¶V cloVe. In 1946, he UeWXUned Wo Whe JeZiVh 

 
11 A.V. FUiþ ³PUohliãent´ [1940], þ inY. 9-19, Doklady: doklady k rasové perzekuci za okupace z let 1939-1945, JiĜt 
Weil PeUVonal PapeUV (70/70 þ pĜtU.) LA PNP, PUagXe, CZ.  
12 TUaXXngVchein/ Oddact liVW [MaUch 4, 1942], þ inY. 20, Doklady: doklady k rasové perzekuci za okupace z let 
1939-1945, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ.  
13 For the quote, see Leo PaYliW, ³The JeZiVh MXVeXm in PUagXe dXUing Whe Second WoUld WaU,´ European Judaism 
41, no. 1 (2008): 124. See also Magda Veselská, Archa pamČti: cesta Praåského äidovského muzea pohnutêm 20. 
stoletím (PUagXe: Academia äidoYVkp mX]eXm Y PUa]e, 2013), 54-119. 
14 ³PoWYU]ent M. Pelce a D. DXbinVkp o ~kU\WX J. Weila ]a okXpace,´ Doklad\: doklad\ k rasové perzekuci za 
okupace z let 1939-1945, þ inY. 21-22, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ. On Whe 
³NaWional SolidaUiW\´ moYemenW, Vee Frommer, National Cleansing, 168.  
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museum. The fact that the museum had been allowed to continue through the war was instrumental 

to its reopening in the postwar period. Weil and Hana Volaková, who had been instrumental in the 

museum through much of the Nazi Occupation, were responsible for starting new museum 

activities immediately after the war. Some of their first activities included collecting 

documentation of the Terezín ghetto.15 As an employee of the museum, he visited Terezín for the 

fiUVW Wime Wo collecW childUen¶V dUaZingV and poemV. ThaW Vame \eaU, he began ZoUking foU 

European Literary Club (abbreviated as ELK in Czech), where he published one of his two wartime 

works: Makanna—Father of Wonders (Makanna ± oWec diYĤ). Both Weil¶V 1946 pXblicaWionV deal 

with the impact of the war: Colors (Barvy) was a series of short stories about people he knew and 

lost, while Makanna was an historical novel about a false prophet²a fairly clear metaphor for 

HiWleU¶V UiVe Wo poZeU. FoU Makanna—Father of Wonders, Weil was awarded the state literary 

prize.16 In spite of this success with the historically veiled Makanna, Weil continued to write more 

explicit narratives of Jewish experiences in Nazi occupied Czechoslovakia.  

Despite the relatively short duration, the experience of hiding had a dramatic impact on 

Weil. In 1949 he published Life with a Star (äiYoW V hYČ]doX), the first-person narration of the 

foUmeU bank cleUk JoVef RoXbiþek, a JeZ liYing in VecUec\ and XWWeU VoliWXde in a baUe apaUWmenW in 

Nazi occupied Prague. In the opening pageV, RoXbiþek conYeUVeV ZiWh a Zoman WhaW he openly 

admits is not actually there. They set the stage for an intensely personal, psychological exploration 

of ZhaW iW meanV Wo loVe one¶V VenVe of Velf aV a conVeTXence of peUVecXWion and Whe foUcefXl 

deYalXaWion one¶V Velf-worth. Josef gradually destroys all of his furniture and much of the 

apaUWmenW, in an aWWempW Wo defianWl\ pUeYenW ³Whem´ fUom Waking an\Whing moUe fUom hiV life. AV 

 
15 Veselská, Archa pamČti, 122-150. 
16 JiĜt Weil, Makanna – otec divĤ (PUagXe: ELK, 1946); JiĜt Weil, Barvy (Prague: B. Stýblo, 1946). On the Nazi 
allegoU\, Vee Jan Podleãik, ³SWĜtbUnoX polnict ]ptYejWe ptVeĖ VYobod\,´ Terezínské listy 27 (1999): 76. 
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Whe main chaUacWeU loVeV hiV VenVe of indiYidXaliW\, he eYen beginV Wo UefeU Wo himVelf aV ³Ze,´ 

emphasizing both his experience as a shared Jewish one, as well as his internalization of his loss 

of individuality.17 

 BeWZeen hiV iniWial iWeUaWionV Wo Whe final YeUVion, Weil changed Whe ZoUdV ³JeZ´ Wo ³XV,´ 

and ³HiWleU´ and ³SS´ Wo ³Whem.´ RefeUenceV Wo GeUman langXage, concenWUaWion campV, and 

formal names of institutions or places were also removed.18 This suggests that Weil was potentially 

aware of communist resistance to references of Jewish specificity. It might also be possible that 

Weil, in fact, wanted the novel to be more accessible for a general, non-Jewish audience. Jan 

GUoVVman, in hiV commenWaU\ pXbliVhed ZiWh a laWeU ediWion, UemaUked hoZ mXch Weil¶V naUUaWiYe 

deviated from the standard themes of the war and Nazi occupation, noting that it did not simply 

cenWeU on ³faVciVW bUXWaliW\ and Whe celebration of superhuman heroism of the thousands of anti-

faVciVW fighWeUV«bXW [inVWead VhoZV] Whe heighWV of Whe V\VWemaWic degUadaWion and defoUmaWion of 

a man and all hiV hXman connecWionV.´19  

After reading the book, the filmmaker and theater director Alfred Rádok (who himself was 

half-JeZiVh) ZUoWe Wo Weil: ³Man\ WhankV Wo \oX. And foU m\ faWheU, Zho died ZiWh Whe VWaU. ThiV 

iV WheiU anVZeU, WheiU life and WheiU deaWh«FoU XV, \oXU ZoUk iV an obligaWion [zavázek]. I think for 

all people, who wanW Wo be hXman.´ FoU Ridok, Weil¶V noYel cleaUl\ VeUYed a commemoUaWiYe, 

pedagogic and even redemptive function all at once; through such narratives, the Czechoslovak 

public would have access to the experiences of those lost, teaching the consequences of failing to 

treat all with human dignity, acceptance, and respect.20 

 
17 JiĜt Weil, äivot s hvČzdou (Prague: ELK,1949). 
18 Hana HĜtbkoYi, ³On Whe EmeUgence of Whe NoYel Life with Star,´ Centrum pro studium holokaustu a åidovské 
literatury (Prague: Filozofická fakulta Univerzity Karlovy v Praze), 16. 
19 Jan GUoVVman, ³DoVloY,´ in JiĜt Weil, äivot s hvČzdou (PUagXe: ýeVkoVloYenVkê VpiVoYaWel, 1964), 156. 
20 LeWWeU fUom AlfUpd Radok [JXne 8, 1949], þ inY. 263, KoUeVpondence YlaVWnt ± pĜijati, JiĜt Weil PeUVonal PapeUV 
(70/70 þ pĜtU.), LA PNP, PUagXe, CZ.  
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 UnfoUWXnaWel\, hoZeYeU, e[poVXUe Wo Weil¶V ZoUk ZoXld noW be poVVible foU mXch of Whe 

Czechoslovak public. Shortly after it was released, it was condemned for falling on the wrong side 

of ³the definitive fight for realism,´ aV ³decadenW,´ ³coZaUdl\,´ ³defeaWiVW´ and Woo 

³coVmopoliWan.´21 TheVe ZeUe coded WeUmV common foU aXWhoUV labeled boXUgeoiV (³decadenW´), 

JeZiVh (³coVmopoliWan´) and Zho XWili]ed e[pUeVVioniVWic VW\leV Wo Yoice feelingV of despair and 

iVolaWion (³coZaUdl\´ and ³defeaWiVW´).22 IW ZaV likel\ becaXVe of Weil¶V UefXVal Wo fUame Whe 

e[peUience of Na]i oppUeVVion aV a baWWle beWZeen faVciVm¶V bUXWaliW\ and diVpla\V of VXpeUhXman 

(and almost exclusively socialist) resistance that Czechoslovak state cultural officials found the 

noYel Vo offenViYe. The Vame chaUacWeUiVWicV WhaW made Weil¶V noYel Vo moYing and poZeUfXl aV a 

pedagogic tool, in the estimation of Rádok and Grossman, condemned the novel to its obscurity.  

The VWaWe¶V poViWion WoZaUdV Weil¶V ZoUkV ZaV likel\ alVo inflXenced b\ Weil¶V Zell-known 

criticism of the Soviet system in his 1937 novel Moscow to the Border.23 The state did not simply 

ban Weil¶V ZoUk, bXW cloVed Whe ELK pXbliVhing hoXVe enWiUel\. The C]echoVloYak goYeUnment 

was beginning to solidify control over the social, cultural and political atmosphere by controlling 

the narratives that the public was and would be allowed to see. In addition to tightening the reigns 

on what was and was not published, the state issued a ³DiUecWiYeV foU LibUaU\ CleanVing´ in 1950 

WhaW inclXded gXidelineV foU UemoYing pXbliVhed bookV fUom ciUcXlaWion. Weil¶V Moscow to the 

Border made iW onWo Whe liVW of ³Na]i, anWi-state, anti-SoYieW and oWheU WUaVh liWeUaWXUe´ foU being 

³anWi-Mar[iVW´ (moUe Vpecificall\ ³TUoWVk\iVW´).24  

 
21 JiĜt Holê, ³KomenWiĜ k WeiloYêm dtlĤm äiYoW V hYČ]doX, äalo]pČY ]a 77 297 obČWt a Na VWĜeãe je MendelVVohn,´ 
Centrum pro studium holokaustu a åidovské literatury (Prague: Filozofická fakulta Univerzity Karlovy v Praze), 9, 
https://sites.ff.cuni.cz/holokaust/wp-content/uploads/sites/122/2013/11/jiri-holy-komentar-k-weilovym-dilum.pdf. 
22 The WeUmV ³boXUgeoiV,´ ³coZaUdl\´ and ³defeaWiVW´ Zill be diVcXVVed laWeU in WhiV chapWeU. On coVmopoliWaniVm, 
Vee Michael L. MilleU and ScoWW UU\, ³CoVmopoliWaniVm: The end of JeZiVhneVV?´ in Cosmopolitanism, 
Nationalism, and the Jews of East Central Europe, edited by Michael L. Miller and Scott Ury, 1-24 (New York: 
Routledge, 2015).  
23 See, foU e[ample, Holê, ³KomenWiĜ,´ 2-3.  
24 ³SmČUnice pUo oþiVWX knihoYen,´ Bo[ B3/1, CollecWionV of Whe NiUodnt UniYeU]iWnt KnihoYna, NK, PUagXe, CZ. 

https://sites.ff.cuni.cz/holokaust/wp-content/uploads/sites/122/2013/11/jiri-holy-komentar-k-weilovym-dilum.pdf
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The initiative was clearly linked to preparations for the Slánský Trial. Many of the trial 

defendants, Zho ZoXld be accXVed of a ³TiWoiWe-Trotskyite-ZioniVW conVpiUac\,´ had just been 

arrested. Most of the defendants were Jewish. One prominent member of the party, Karel Kreibich, 

voiced his disapproval of the trials by emphasizing the inherent anti-SemiWiVm in XVing ³JeZiVh 

oUigin´ aV pUoof of cUiminal connecWionV and loVW faYoU ZiWh Whe Uegime.25 Ultimately, the Slánský 

Trial served the didactic function of illustrating proper behavior of a loyal communist citizen 

through negative reinforcement: the defendants of the widely publicized trial clearly proved that 

those with ties outside of the communist bloc (many of the victims had spent the war abroad, had 

fought on the side of the communists in the Spanish Civil War, or were involved in foreign affairs 

ministries) would be found out and punished as being allies of foreign powers. Regardless of 

whether the accusations were true, this was the pedagogic function of the trial. 

 MoUe geneUall\, WheVe ³DiUecWiYeV foU LibUaU\ CleanVing´ emphaVi]ed cXlWiYaWing an 

enYiUonmenW ZheUe libUaU\ conWenWV ZoXld noW poWenWiall\ ³haUm Whe edXcaWion of Whe neZ man.´ 

The gXide inclXded ³ZoUkV b\ Whe aXWhoUV« revealed as saboteurs, such as Jozef Broz-Tito, Lászlo 

Rajk, RXdolf SlinVkê, Vlado ClemenWiV, MaUie âYeUmoYi,´ who were nearly all victims of show 

trials across the communist bloc, inclXding SlinVkê himVelf and hiV ³co-conVpiUaWoU´ Vlado 

Clementis. The 1950 guide preceded the Slánský Trial by two years. The increased stringency in 

publishing was linked to a larger plan to dictate and control public opinion and narrative access in 

preparation for their public denouncement of betrayers and saboteurs.26   

Weil¶V e[peUience ZiWh pXbliVhing in Whe eaUl\ poVWZaU, in oWheU ZoUdV, ZaV inWimaWel\ 

linked to the changing relationship between state politics and cultural expression, reflecting the 

 
25 ³KypiVa pUtpiVX V KREIBICHA k otázke åidoY Y súvislosti s pUoceVom pUoWi SlinVkemX a Vpol.´ [2 Dec. 1952], 
FoldeU 1564, Bo[ 33, FXnd A 2/1, AchiYnt fond\ Ĝtdtctch a oUgani]aþntch ~WYaUĤ miniVWeUVWYa YniWUa a fedeUilntho 
ministerstva vnitra, ABS, Kanice, CZ. 
26 ³PomĤcka,´ Bo[ B3/1, CollecWions of the Národní Univerzitní Knihovna, NK, Prague, CZ. 
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consolidation of communist power in C]echoVloYakia. AfWeU ELK¶V cloVing, Weil conWinXed Wo 

work at the State Jewish Museum, which was centralized in 1950 as a state institution and the 

activities of the museum were heavily curtailed.27 When Moscow to the Border was removed from 

public access, Weil was also e[pelled fUom Whe WUiWeU¶V Union. In practice, this meant he had no 

hope of being pXbliVhed. Weil deVpaiUed oYeU being depUiYed of hiV cUafW: ³if I coXld ZUiWe, I ZoXld 

be fine, bXW like WhiV I¶m WUXdging like a galle\ VlaYe ZiWh a mill VWone aUoXnd m\ neck.´28  

YeW, Weil¶V dUamaWic declaUaWion had less to do with writing than publishing. After all, he 

kept writing, though he waited to publish for seven years. Cultural controls were beginning to relax 

in Whe Zake of SWalin¶V deaWh, aV neZ SoYiet leader Nikita Krushchev openly denounced the 

e[WUemiW\ of SWaliniVW UepUeVVion and Whe ³cXlW of peUVonaliW\.´ FoU C]echoVloYak ZUiWeUV, SWalin¶V 

death was, on the one hand, fortuitously timed with the death of their own Stalinist leader, Klement 

Gottwald. On the other hand, president Antonín Novotný, who took his place, was more resistant 

to post-Stalinist change than leaders in other communist countries (Poland, for example).29  

Nonetheless, change came. It was 1956, the same year as KrushcheY¶V ³SecUeW Speech,´ 

Zhen WZo UeVpecWed ZUiWeUV and colleagXeV VXcceVVfXll\ enWUeaWed on Weil¶V behalf foU hiV 

reinstatement in Whe WUiWeU¶V Union.30 Weil immediately seized on the opportunity, publishing The 

Prisoner of Chillon (Ve]eĖ chillonVkê, 1957), a modified version of his 1949 short-story collection 

Peace: Stories from the Years 1938-1945 (Mír: povídky z let 1938-1945).31 The following year, 

 
27 Veselská, Archa pamČti, 167-70. 
28 LeWWeU Wo MaUie BeĖoYi [1949] in VondUiþkoYi, Mrazilo- talo, 101.  
29 ThiV iV appaUenW, foU e[ample, in Whe cXlWXUal ZoUld, aV Zell aV ZiWh Whe immediaWe oXWbUeak of pUoWeVWV in Po]naĔ. 
On the protests, see PaZeá MachceZic], ³Social PUoWeVW and PoliWical CUiViV in 1956,´ in Stalinism in Poland, 1944–
1956, ed. A. Kemp-Welch (NeZ YoUk: SW. MaUWin¶V PUeVV, 1999), 99±118. On film, see Marek Haltof, Polish 
National Cinema (New York: Berghahn Books, 2002); Piotr Zwierzchowski, Kino nowej pamiĊci: obraz II wojny 
Ğwiatowej w kinie polskim lat 60 (Bydgoszcz: Wydanictwo Uniwersytetu Kazimierza Wielkiego, 2013). 
30VondUiþkoYi, Mrazilo-talo 160.  
31 ³MtU, poYtdk\ ] leW 1938-1948,´ þ inY. 751, PUy]a, RXkopiV\ YlaVWnt, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA 
PNP, PUagXe, CZ. FoU moUe on WheVe ZoUkV, Vee Hana HĜtbkoYi, ³âoa Y dtle JiĜtho Weila,´ in Cizí i blízcí, edited by 
JiĜt Holê (PUagXe: AkUopoliV, 2016), 681±727. 
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he published two more works: the historical novel Harfeník and Elegy for 77,297 Victims 

(äalo]pČY pUo 77 297 obČWt). The laWWeU ZaV linked Wo Whe JeZiVh MXVeXm¶V fiUVW e[hibiW in Whe 

Pinkas Synagogue, a mural of the names of 77,297 Jews from Bohemia and Moravia killed during 

the war. The petition to create the memorial had been submitted as early as 1950, but it was not 

approved until 1954. Shortly after the exhibit was unveiled in 1959, the synagogue was closed to 

the public.32 Notably, Elegy for 77,297 Victims, with its more overt references to wartime anti-

Semitism, had a print run of only 700 copies, compared with 5000 for The Prisoner of Chillon and 

10000 for Harfeník, suggesting that publishers were not yet convinced that these themes were 

appealing to or appropriate for the public.33 

       
Image 2.1 and 2.2. Both the coYeU (lefW) foU Weil¶V Elegy for 77,297 Victims, the Pinkas 
Memorial to Czech Jews, and the interior illustration (right), with the bent and emaciated 
skeleton, make more overt reference to the Holocaust. Source: JiĜt Weil, äalozpČv za 
77297 obČtí (PUagXe: ýeVkoVloYenVkê VpiVoYaWel, 1958). 

 

 
32 It was reopened in 1968. For more on the Jewish museum exhibit, see Veselská, Archa pamČti, 178-200.  
33 See Whe pXblicaWion infoUmaWion pageV, JiĜt Weil, VČzeĖ chillonskê (PUagXe: ýeVkoVloYenVkê VpiVoYaWel, 1957); JiĜt 
Weil, Harfeník (PUagXe: ýeVkoVloYenVkê VpiVoYaWel, 1958); JiĜt Weil, äalozpČv za 77297 obČtí (Prague: 
ýeVkoVloYenVkê VpiVoYaWel, 1958).   
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 SWill, Weil¶V life Veemed on Whe XpVZing in 1957. He had published four books since being 

accepWed back inWo Whe WUiWeU¶V Union and had conWUacWV foU WZo moUe: Mendelssohn is on the Roof 

(Na VWĜeãe je MendelVVohn) and Hospital Gate (âpiWilVki BUina). It seemed he had every reason to 

be full of optimism. Mendelssohn is on the Roof, in particular, stirred up great enthusiasm among 

the literary and cinematic community. Weil had just signed a contract with the publisher 

ýeVkoVloYenVkê VpiVoYaWel. The ediWor there wished him an optimistic New Year, in which 

³MendelVVohn ZoXld noW jXVW be on Whe Uoof, bXW alVo on papeU!,´ in laWe DecembeU 1957.34 Within 

a year, the film group Felix-Daniel had agreed to take on the project as a film with the directorial 

duo Jan Kadár and Elmar Klos at the head.35 Kadár, who was a Slovak-born Jew, had shown 

interest in exploring the impact of World War II and Nazi race policy in his early postwar short 

films.36  

In spite of these successes, optimism soon turned to despair. Weil was already severely ill 

from leukemia when he began to experience firsthand the phenomenon that scholars now call 

³dela\ed de-SWalini]aWion.´ ThoXgh C]echoVloYak pUeVidenW KlemenW GoWWZald died onl\ monWhV 

after Stalin, the retention of many prominent figures from the early 50s in the Czechoslovak 

bXUeaXcUac\, inclXding GoWWZald¶V UeplacemenW AnWontn NoYoWnê, meanW WhaW cXlWXUal and poliWical 

changeV pUogUeVVed VloZl\ and XneYenl\ aW beVW. Weil¶V fiUVW diVappoinWmenW came in Whe foUm of 

a letter in late October 1958. The editors at Mladá fronta, who had originally agreed to publish 

Hospital Gate, were no longer interested. They claimed that unless Weil was willing to change the 

content of the novel (which he was not), they would not be able to accept his work. They could 

 
34 LeWWeU Wo Weil fUom ýeVkoVloYenVkê VpiVoYaWel [12/28/1957], KoUpoUace ± ýeVkoVloYenVkê VpiVoYaWel, þ inY. 343-
347, Korespondence vlastní ± pĜijati, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ.  
35 LeWWeU Wo Weil fUom fUom TYĤUct VkXpina Felix-Daniel, þ inY. 348, KoUpoUace ± Filmové studio Barrandov, 
Korespondence vlastní ± pĜijati, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ. 
36 Václav Macek, Ján Kadár (Bratislava: Slovenský filmové ústav, 2008), 29-33. Kadár and Klos will be discussed 
in greater detail in Chapter 2.  
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onl\ chooVe ³Whe YeU\ beVW ZoUkV,´ Whe\ claimed, and Hospital Gate  no longer met their 

standards.37  

Then, in VpiWe of WheiU iniWial enWhXViaVm, ýeVkoVloYenVkê VpiVoYaWel ZiWhdUeZ WheiU VXppoUW 

for Mendelssohn is on the Roof, asserting that the\ ³coXld noW pXbliVh Whe ZoUk in WhiV foUm.´ The\ 

gave no reason, although the fact that Weil later added many modifications to the text to be more 

explicit about the role of communist resistance and Soviet liberation suggests that the reasons were 

political.38 In pencil over his letter from the Felix-Daniel group at Barrandov Film studios, Weil 

ZUoWe ³badl\ UeceiYed.´39  

Then Weil had an idea. Only two weeks prior, Weil had received a letter from the Union 

of anti-Fascist Resistance Fighters inviting him to come speak. In spite of the leukemia that was 

already beginning to slowly take his life, he seized on the opportunity and wrote back offering to 

speak about his newest anti-Fascist resistance novel: Mendelssohn is on the Roof. The Mariánské 

Li]eĖ gUoXp of the Union of anti-FaVciVW ReViVWance FighWeUV agUeed, XnaZaUe WhaW Whe WUiWeU¶V 

Union publishing house had labeled the work in need of ideological revision. They gave him a 

ZoUkVhop VpoW and placed him in a panel on Whe ³The He\dUichiad WhUoXgh Whe E\eV of 

C]echoVloYak AXWhoUV.´40 The ³He\dUichiad´ UefeUV Wo Whe da\V afWeU Whe aVVaVVinaWion of ReinhaUd 

Heydrich, when the Nazis conducted a series of reprisals in Prague and Lidice, Czechoslovakia. 

 
37 Letter to Weil from nakladatelství Mladá fronta, Korporace ± Mladi fUonWa, þ inY 355-56, Korespondence vlastní 
± pĜijati, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ.  
38 LeWWeU Wo Weil fUom ýeVkoVloYenVkê VpiVoYaWel [3/11/1959], KoUpoUace ± ýeVkoVloYenVkê VpiVoYaWel, þ inY. 343-
347, Korespondence vlastní ± pĜijati, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ.  On changeV Wo 
Whe We[W, Vee Alice JedliþkoYi, ³NepXblikoYani kapiWola WeiloYa UominX Na stĜeãe je Mendelssohn,´ ýeská 
literatura 38, no. 2 (1990): 152-153.9/7/2019 8:47:00 PM 
39 LeWWeU Wo Weil fUom fUom TYĤUct VkXpina Feli[-Daniel, Korporace ± FilmoYp VWXdio BaUUandoY, þ inY. 348, 
Korespondence vlastní ± pĜijati, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ. 
40 Korporace ± SYa] pUoWifaãiVWickêch bojoYntkĤ- MaUiinVkp Li]nČ, þ inY. 373-376, Korespondence vlastní ± pĜijati, 
JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, Prague, CZ.  
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After the reading, a discussion erupted among the full audience over the novel and ³Whe coUUecW 

position towards fascism and supported the anti-FaVciVW fighW.´41  

In essence, stalinist hard-liners were waging a cultural counter-attack, attempting to slow 

Whe pace of change WhaW SWalin¶V deaWh had bUoXghW. Weil felW WhiV fiUVW hand ZiWh Mendelssohn is 

on the Roof. Moreover, he saw what happened to those who refused to comply²as several of his 

colleagues¶ works had recently been banned.42 Nonetheless, Weil immediately wrote the publisher 

ýeVkoVloYenVkê VpiVoYaWel ZiWh hiV inYiWaWion Wo Whe Union of anWi-Fascist Resistance Fighters as 

proof of his political propriety.43 Weil was fighting to keep publishing. He had, after all, succeeded 

in publishing four books in 1957-8 and pUodXcing a film aboXW childUen¶V e[peUienceV of the 

Terezín ghetto with the Jewish Museum, Butterflies Don¶t Live Here (MoW\li Wad\ neåijt), that 

garnered positive press.44   

He submitted Hospital Gate Wo anoWheU pXbliVheU, Naãe YojVko. BXW Naãe YojVko was not 

interested either.45 With the fate of Mendelssohn VWill XncleaU, he VenW a VWoU\ ³Lidicki oYce´ (³The 

Sheep of Lidice,´ named foU Whe WoZn deVWUo\ed in UeWUibXWion foU Whe assassination of Reinhardt 

Heydrich) to the literary magazine Host do domu. The story followed the sheep of Lidice after the 

destruction of the town, through their fate in the Thereseinstadt ghetto when the sheep are given 

as gifts to the ghetto Jews forced to clean the wreckage of the city.46 Ludvík Kundera, then the 

editor of Host do domu ZUoWe Weil UeTXeVWing ³a VWoU\ ZiWh anoWheU Wheme beVideV Whe 

 
41 Letter from Weil to the Union of Czechoslovak Writers, Korporace ± SYa] þeVkoVloYenVkêch VpiVoYaWelĤ, þ inY. 
366-72, Korespondence vlastní ± pĜijati, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ.  
42 Holê, ³KomenWiĜ,´ 16. 
43 Letter from Weil to the Union of Czechoslovak Writers, Korporace ± SYa] þeVkoVloYenVkêch VpiVoYaWelĤ, þ inY. 
366-72, Korespondence vlastní ± pĜijati, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ.  
44 See foU e[ample AUnoãW SchXl], ³Film Yoli poVelVWYt do äeneY\,´ Veþerní Praha, Ma\ 29, 1959, 3; AUnoãW LXVWig, 
³DČjin\ Ve nebXdoX opakoYaW,´ Co vás zajímá, no. 4 (1960): 39-41; ³Jak vznikl film Motêli Wad\ neåijt,´ þ inY. 836, 
Rukopisy vlastní ± ýlink\, pĜedniãk\, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ. 
45 LeWWeU fUom Naãe YojVko [3/7/1959], KoUpoUace ± Naãe YojVko, þ inY. 357, KoUeVpondence YlaVWnt ± pĜijati, JiĜt 
Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ. 
46 ³Lidicki oYce,´ þ inY. 747, RXkopiV\ YlaVtní, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ. 
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concentration camp. So many are printed and written [with this theme], and it is of course 

neceVVaU\ Wo chooVe Whe WhemeV of pUoVe in Whe maga]ine pUopoUWionall\.´ KXndeUa alVo frankly 

claimed the piece was not as high quality as Vome of Weil¶V earlier works.47 Severely ill with 

leukemia, he was facing his third rejection within the year for his insistence on writing about the 

Jewish experience of World War II. Within two months, Weil was dead. 

Oddly enough, Weil¶V deaWh did noW adYeUVel\ affecW hiV pXbliVhing caUeeU. In part, this was 

because Weil had helped himself. First, Weil leveraged his invitation from the Union of anti-

Fascist Resistance Fighters to his advantage. Second, Weil amended his literary strategy and 

agreed to some of the changes to Mendelssohn is on the Roof that his publisher had insisted upon.48 

He made references to the Red Army more explicit and generally increased his use of obviously 

identifiable political language.49 Recall that Weil had removed references to either Jews or 

Germans in Life with a Star (1949); onl\ Whe ZoUdV ³VWaU,´ ³WUanVpoUW,´ and YaUiaWionV on ³pUa\eU´ 

implied the narrator was a Jew  living under Nazi occupation.50 By contrast, Mendelssohn is on 

the Roof (1960) included a significant increase in obvious references to Jewish persecution²

explicit references to Jews and ghettos²aV Zell aV a noWable UiVe in ZoUdV like ³Reich,´ ³SS,´ 

³GeUman,´ and ³GeVWapo,´ ZiWh a feZ Woken UefeUenceV Wo faVciVWV, commXniVWV, VocialiVWV, and 

Nazis.51 TheVe ZoUdV helped Wo make Whe noYel fiW moUe ³in line´ ZiWh Whe kind of UheWoUic haUd-

 
47 KXndeUa iV UefeUUing Vpecificall\ Wo Weil¶V 1946 Colors. LeWWeU fUom LXdYtk KXndeUa [10/1/1959], ³Lidicki oYce,´ 
þ inY. 747, RXkopiV\ YlaVWnt, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ. 
48 Holý, ³KomenWiĜ,´ 16. 
49 JedliþkoYi, ³NepXblikoYani kapiWola,´ 153. 
50 ³SWaU´ (hvČzd*) appeaUV 63 WimeV, ³pUa\*´ (modl*) 22, ³WUanVpoUW´ (transport*) 72. Hereafter, a word root with an 
* after it refers to the word and all its possible variants. For example, modl* (pray*) refers to modlit (to pray), 
modlitba (prayer), modlitby (prayers), modlím, modlíã, modlí (I pray, you pray, he/she/it prays), and so on.   
51 References to Jews included 176 inVWanceV of ³JeZ*´ and 91 occaVionV of ³gheWWo.´ TheVe ZoUdV, aV Zell aV Whe 
obvious references to Germans and Nazis, had not appeared at all in äivot s hvČzdou. German*: 89, SS: 108, 
gestapo: 61, Reich: 72. Weil, äivot.  
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line communists liked to use to talk about the war, primarily by identifying the antagonist more 

concretely as Nazi Germans.  

A little over a month after his death, ýeVkoVloYenVkê VpiVoYaWel ZUoWe Weil¶V ZidoZ, Olga, 

promising to publish Mendelssohn is on the Roof in its edited form.52 Kundera and Host do domu, 

fXUWheUmoUe, pUoYed Wo be ZUong aboXW C]echoVloYak UeadeUV¶ e[haXVWion of ZaU WhemeV. In 1959, 

aW Whe Wime of KXndeUa¶V leWWeU Wo Weil, iW iV WUXe WhaW WheUe had been an incUeaVing nXmbeU of VhoUW 

stories about concentration camp experiences in literary magazines like Host do domu, Plamen, or 

Literární listy, but there had been relatively few published novels or volumes. From 1963 to 1968, 

for example, the number of books published about Jewish experiences was 30% higher than in 

1958-9 (Figure 2.1), proving that the Czechoslovak public had not, in fact, reached the exhaustion 

Kundera spoke of. In part, this was due to the efforts of a few particular authors. Weil was one of 

them. There was also another, younger author, whose tireless persistence and successes impacted 

the entire publishing landscape for authors (including Weil) who hoped to publish about the 

experience of being Jewish in 20th CenWXU\ C]echoVloYakia. HiV name ZaV AUnoãt Lustig.  

 

  

 
52 Letter to Olga Weilová [1/28/2019], Korporace ± ýeVkoVloYenVkê VpiVoYaWel, þ inY. 503-504, Korespondence cizí 
± pĜtjaWi, JiĜt Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ. 
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Fig. 2.1. Books published about Jewish War Experiences 
 

 
 

Arnoãt Lustig: The Prolific 

Born in Prague, Lustig was 16 when he was sent to Thereseinstadt concentration camp, 

where he was later transported to Auschwitz, Buchenwald, and eventually escaped from a train in 

1945 to Dachau. He returned to Prague as a 19-year-old, just in time to participate in the Prague 

Uprising in May. He claimed Wo haYe VWaUWed ZUiWing immediaWel\ afWeU Whe ZaU. ³I ZaV e[ploding 

ZiWh e[peUienceV Zhich I coXld neYeU Well an\one,´ he Wold an inWeUYieZeU in 1999, becaXVe he felW 

people ³looked aW me aV if I ZaV a menWal caVe´ Zhen he WUied Wo talk about the camps. Instead, he 

decided to write about it. But he realized if he wanted people to read his work, he needed to learn 
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to write better.53 He chose to study journalism at Charles University. Upon graduation, he began 

working as a journalist and traveled to Israel to report upon the 1948 War.54  

He ZaV knoZn Wo man\ of hiV colleagXeV aV one of Whe ³feZ commiWWed commXniVWV,´ bXW 

one of ³Whe good oneV,´ aV hiV film collaboUaWoU Jan NČmec deVcUibed him.55 In 1948 he became 

an editor of Czechoslovak Radio, a position he was still in when he was approached by the StB 

(SWiWnt be]peþnoVW / SWaWe SecXUiW\ SeUYiceV) in 1957 Wo become an ³infoUmeU´ on Whe äNO 

(äidoYVki niboåenVki obec, Whe main oUgani]aWion foU Whe JeZiVh ReligioXs Community). The 

äNO functioned during the communist period as a community organization, hosting 

memorialization events and community programming, basic holiday services, and to advocate for 

Jews (for example, to overturn a ban on keeping kosher, distributing aid to elderly Jews).56 Another 

of äNO¶V acWiYiWieV ZaV Wo ciUcXlaWe WZo pXblicaWionV Vpecific Wo JeZiVh inWeUeVWV: VČstník åidovské 

náboåenskêch obcí v ýeskoslovensku (Bulletin of the Jewish Community of Czechoslovakia) and 

äidovská roþenka (Jewish Yearbook). The Bulletin published commentary, reviews, and pieces on 

events of relevance to the Jewish community. The Yearbook was a well-respected literary 

magazine that published prose and poetry by Jewish authors and about Jewish topics. Several of 

these institutions had been in existence since before World War II and were re-established in the 

postwar.57  

 
53 Rob TUXckV and AUnoãW LXVWig, ³A ConYeUVaWion ZiWh AUnoãW LXVWig,´ New England Review 20, no. 4 (1999): 69-
70.  
54LadiVlaY âmejkal [29 Ma\ 1957], SbtUka SYa]k\ Wajnêch VpolXpUacoYntkĤ (SSTS), Svazková agenda (K), 
Ministerstvo vnítra (MV), TS-591632 MV, ABS, Prague. Hereafter this fund simply referred to as TS-591632 MV, 
as it labeled in the ABS guides.  
55 Jan NČmec, ³Jan NČmec,´ 25 ze ãedesátêch: aneb ýeskoslovenská nová vlna, diUecWed b\ MaUWin âXltk and 
ZdenČk SXchê (PUagXe: CinemAUW, a.V., 2010). 
56 Alena Heitlinger, In the Shadows of the Holocaust. There was a commensurate organization in Bratislava, which 
helped plan oUgani]e UeligioXV VeUYiceV and oWheU baVic acWiYiWieV. PeWU SalneU, ³NiekWoUp aVpekW\ þinnoVWi åidoYVkêch 
organizácií na Slovensku v rokoch 1956-1969 (PUtpadoYi ãW~dia na ]iklade ]achoYanêch dokXmenWoY ÒZäNO a 
äNO BUaWiVlaYa),´ in äidovská Menãina v ýeskoslovensku v letech 1956-1968: od destalinizace k Praåskému Jaru, 
Blanka SoXkXpoYi and Miloã PojaU, edV., 69- 85 (PUagXe: äidoYVkp mX]eXm Y PUa]e, 2010). 
57 Alexej MikXliãek, Jana âYibová, Antonín B. Schulz, eds., Literatura s hvČzdou davidovou II (Prague: Votobia, 
2002), 238-51. 
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In particular, his StB conWacW, LadiVlaY âmejkal, e[pecWed LXVWig Wo UepoUW on VeYeUal ke\ 

membeUV of Whe äNO, inclXding Whe chief Uabbi GXVWaY Sicher. In order to have Lustig approved, 

âmejkal had Wo pUoYide an e[WenViYe VWaWemenW YoXching foU LXVWig¶V pUoleWaUian backgUoXnd and 

poliWical acWiYiWieV, inclXding hiV ZaUWime impUiVonmenW (³foU Uacial UeaVonV´) and poVWZaU 

emplo\menW. LXVWig¶V ZUiWing for the Bulletin and the Jewish Yearbook were of particular interest 

to the StB, as it was through this activity that Lustig became a member of the Prague synagogue 

board.58  

LXVWig fiUVW meW ZiWh âmejkal in JXne 1957. One of Whe majoU WopicV of conYeUVaWion ZaV 

Max Goldberger, an uncle of LXVWig¶V Zife, who was on trial for purportedly distributing money 

at the behest of the Israeli Embassy.59 Between 1953 and 1957, Czechoslovak State Security 

condXcWed WZo majoU opeUaWionV (³Golden GooVe´ and ³Dana´) UelaWed Wo idenWif\ing Whe impacW 

and Ueach of IVUaeli aid in C]echoVloYakia. ³Dana,´ Zhich e[amined a neWZoUk inYolYed in 

diVWUibXWion of aid Wo ³eldeUl\ and indigenW JeZV´ pXW Goldberger under particular scrutiny, as the 

head of a Jewish retirement home.60 IW VeemV likel\, in paUWicXlaU conVideUing GoldbeUgeU¶V YeU\ 

recent arrest, that Lustig had agreed to meet with StB in order to find out information about 

GoldbeUgeU¶V case (if, indeed, he had a choice aW all). He did, iW appeaUV, conYince âmejkal WhaW iW 

would be too difficult to report about the work at Czechoslovak radio, and that the StB would have 

³Wo leaUn aboXW WhaW Whe compleWel\ official Za\.´61  

In any case, it appeaUV WhaW LXVWig onl\ meW ZiWh âmejkal once, Wen monWhV laWeU, in MaUch 

1958. He fiUVW Wold âmejkal WhaW ³b\ calling him again,´ âmejkal ZaV inWeUUXpWing LXVWig¶V ³noUmal 

ZoUk´²in this case, a six-monWh paid YacaWion fUom Whe WUiWeU¶V Union Wo compleWe his book 

 
58 LadiVlaY âmejkal [29 Ma\ 1957], TS-591632 MV, ABS, Prague.  
59 LadiVlaY âmejkal, ³Tajnp´ [22 JXne 1957], TS-591632 MV, ABS, Prague. 
60 Labend] ³Re-NegoWiaWing,´ 424-427. 
61LadiVlaY âmejkal, ³Tajnp´ [22 JXne 1957], TS-591632 MV, ABS, Prague.  
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titled, at the time, Days and Nights (Noc a dny). The interruptions were so severe, Lustig claimed, 

WhaW he ZoXld haYe VignificanW difficXlW\ gaining momenWXm again. FXUWheUmoUe, he Wold âmejkal 

WhaW he Vimpl\ ³did noW haYe Whe chaUacWeU´ WhaW encoXUageV people Wo ³enWUXVW him ZiWh eYeU\ 

deWail, Zhich he coXld When infoUm [Whe SWB] of.´ LXVWig claimed he had no infoUmaWion (and ZoXld 

no longer be able to provide any information), because others essentially did not feel comfortable 

sharing important infoUmaWion ZiWh him. RegaUdleVV of ZheWheU âmejkal belieYed WhiV claim, he no 

longer pursued Lustig as an informer after this meeting.62  

FoU Whe SWB, When, LXVWig¶V VhoUW VWinW aV an infoUmeU came Wo naXghW. FoU LXVWig, hoZeYeU, 

it seems as if the endeavor may not have been quite so fruitless. Individual publishing houses did 

maintain some independence from the StB, Though the SWB pUoYided a liVW of ³non-publishable 

aXWhoUV´ to publishing houses, they otherwise functioned with their own internal censorship 

checks.63 Nonetheless, the striking coincidence that Lustig secured his first publishing contract 

only months after signing on to become an informer suggests that the favor of the state censorship 

organs impacted his oppoUWXniW\ Wo pXbliVh. The ZoUk WhaW LXVWig Vpoke Wo âmejkal aboXW became 

Night and Hope (Noc a nadČje), LXVWig¶V fiUVW collecWion of VhoUW VWoUieV.64 BoWh Weil¶V e[peUience 

modifying Mendelssohn is on the Roof foU pXblicaWion and LXVWig¶V fiUVW pXbliVhing VXccesses show 

that a little bit of opportunism was necessary to publish literary works about Jews, particularly in 

Whe laWe 1950¶V. 

Night and Hope sold out of its first print run of 6000 copies before the end of the year. 

Publisher Naãe vojsko released the second edition (for 8500 copies) that same year, and a third the 

 
62 LadiVlaY âmejkal, ³Tajnp´ [24 MaUch 1958], TS-591632 MV, ABS, Prague.  
63 DoUiV GUoådaniþoYi, InWeUYieZ ZiWh aXWhoU, ApUil 9, 2017. ThoXgh GUoådaniþoYi ZoUked foU ýeVkoVloYenVkê 
spisovatel, one can presume all publishing houses had the same restrictions.   
64AUnoãW LXVWig, Noc a nadČje (PUagXe: Naãe YojVko, 1958). 
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following year (for 6000 more copies).65 Only a year after its publication, the Czech composer 

OWmaU Micha XVed Whe VWoU\ collecWion aV WhemaWic inVpiUaWion foU a ³V\mphonic poem´ of Whe Vame 

name.66 LXVWig¶V VhoUW VWoUieV had Veemingl\ pUoYed WhaW liWeUaWXUe aboXW JeZV coXld, indeed, 

appeal to a broader public. Some cUiWicV WhoXghW LXVWig¶V caUeeU ZoXld VW\mie afWeU Night and 

Hope, because his next book Diamonds of the Night ³VhoZed a lack of fXUWheU deYelopmenW,´ a 

euphemistic way of saying that repeated focus on the concentration camp was dull and repetitive. 

Fortunately for Lustig, other critics thought that the repetition was a ³deepening Whe poeWic image, 

VW\le, ZoUd, chaUacWeU´ that bUoXghW oXW Whe ³diamond gUainV of hXmaniW\´ in Whe daUkeVW WimeV.67 

The reviewer in Host do domu wrote that Lustig was ³VeaUching for a hXman face´ in Whe UealiWieV 

of Nazi Occupation.68 Between 1958 and 1968, 23 editions of LXVWig¶V Wen XniTXe YolXmeV 

appeared, meaning Lustig published more individual novels and short-story collections about Jews 

than any other author (see Appendix A, Section 1).  

In paUW, LXVWig¶V VXcceVV coXld be aWWUibXWed Wo VW\le and Whe VeWWing of his stories. Unlike 

Weil, Lustig wrote primarily about the experience of the concentration camp, rather than life as an 

oXWcaVW among neighboUV in occXpied C]echoVloYakia. ThiV meanW WhaW LXVWig¶V noYelV inheUenWl\ 

fell more in line with hardliners interpretations of the war. Novels about the concentration camp 

made obvious that the oppressors were Nazi Germans and managed to primarily avoid the thorny 

problem of dealing with how to portray Czech or Slovak locals who collaborated or were simply 

indifferent to Jewish fates. This was not necessarily part of any conscious plan; Lustig, unlike 

 
65See cop\UighW pageV of AUnoãW LXVWig, Noc a nadČje, 1 ed. (PUagXe: Naãe YojVko, 1958); AUnoãW LXVWig, Noc a 
nadČje, 2 ed. (PUagXe: Naãe YojVko, 1958); AUnoãW LXVWig, Noc a nadČje, 3 ed. (PUagXe: Naãe YojVko, 1958). Print 
UXnV ZeUe VeW b\ Whe pXbliVhing hoXVe, UaWheU Whan commanded b\ VWaWe oUgani]aWionV. GUoådaniþoYi InWeUYieZ.  
66 Otmar Mácha, Noc a nadČje, (Prague: Státní hudební vydavatelství, 1961). 
67 FUanWiãek KaXWman, ³O þW\Ĝech pUy]ich UokX 1958,´ Kultura 3, no. 2 (1959): 4. The issue of repetitive themes was 
alVo addUeVVed in Milan SXchomel, ³Noc jednoX, noc podUXhp,´ Host do domu 6, no. 2 (1959): 85.  
68 SXchomel, ³Noc najednoX, noc podUXhp.´ AnoWheU common WUope ZaV Wo diVcXVV ³hXman acWionV´ in LXVWig¶V 
works. See Miroslav PeWĜtþek, ³ModeUnoVW WUadice poYtdk\,´ Literární noviny 11, no. 24 (1962): 4; Miroslav 
PeWĜtþek, ³S poYtdkoX do åiYoWa,´ Novê åivot, no. 8 (1958): 625-30. 
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Weil, experienced four concentration camps. Above all, Lustig wanted to write. Literature, he 

WhoXghW, ZaV ³Whe moVW noble e[pUeVVion of hXman memoU\, emoWionV, and hiVWoU\.´ ³EYeU\Whing 

I leaUned aboXW man,´ he claimed, he ³had leaUned aboXW in Whe campV.´69 It was simply the nature 

of LXVWig¶V e[peUience WhaW led hiV ZoUkV Wo be moUe geneUall\ amenable Wo Whe VWaWe¶V pUefeUUed 

war narratives.  

Not only did Lustig continually submit new short stories and novels for publication, but he 

also actively pursued the adaptation of his stories and novels into films. Most films about Jews 

made between 1959 and 1969 were adapted from novels or short stories written only a few years 

prior to their adaptation. In nearly every case, either the director or the script-writer were Jewish. 

Four of the ten completed films were based off of Lustig stories. In other words, Lustig was 

responsible for 40% of the CzechoVloYak film indXVWU\¶V HolocaXVW-related plots. Lustig submitted 

more than ten scripts for production at Barrandov, C]echoVloYakia¶V pUemieUe film VWXdio. In 1964 

alone, Whe CenWUal Film Agenc\ UepoUWed LXVWig¶V inYolYemenW ZiWh aW leaVW VeYen VcUipWV in Yarious 

stages of development.70 Over the course of the 1960s, ten of his scripts were picked up by a 

director, though only four of the ten scripts were actually produced. The directors who chose his 

scripts did so repeatedly, suggesting a larger commitment Wo JeZiVh WhemeV, eYen Zhen Whe\ didn¶W 

have the opportunity to complete the film.71 LXVWig¶V Uela[ed aWWiWXde WoZaUdV inWeUpUeWaWionV of hiV 

 
69 TUXckV and LXVWig, ³A ConYeUVaWion,´ 71.  
70 ³TYĤUþt VkXpin\: obČåntk\ VmČUnice 1964,´ R12/BI/1P/6K, ÒVWĜednt VpUiYa ýSF Òě, NFA, PUagXe, CZ. 
71 CompleWed VcUipWV inclXde AUnoãW LXVWig, ³DeminW\ noci´ Jan NČmec, diU., S-371-TS-A, NFA, Prague, CR; 
AUnoãW LXVWig, ³TUanVpoUW ] Uije: LiWeUiUnt VcpniĜ (1960),´ Zb\nČk BU\n\ch, diU., S-1054-LS, NFA, Prague, CZ; 
AUnoãW LXVWig, ³DiWa Sa[oYi,´ AnWontn MoVkal\k, diU., S-779-LS, NFA, Prague, CZ. A television movie for 
Modlitba pro KateĜinu Horowitzovou was also made by Moskalyk in 1965. Scripts not filmed include AUnoãW LXVWig, 
³Golem: LiWeUiUnt VcpniĜ (1964),´ Zb\nČk BU\n\ch, diU., S-1476-LS, NFA, PUagXe, CZ; AUnoãW LXVWig, LXdYtk 
Aãkena]\, ³M\ WĜi Ve neUo]ejdem: LiWeUiUnt VcpniĜ (1958),´ VojWČch JaVnê, diU., S-2424-LS -A, NFA, Prague, CZ; 
AUnoãW LXVWig, ³DtYka V ji]YoX: LiWeUiUnt VcpniĜ (1965),´ JaUomil JiUeã, diU., S-1848-LS-A, NFA, PUagXe, CZ; AUnoãW 
LXVWig, ³Btlp bĜt]\ na pod]im: LiWeUiUnt VcpniĜ (1964),´ JaUomil JiUeã, diU., S-1754-LS -A, PUagXe, CZ; AUnoãW 
LXVWig, ³HoĜkp mandle- Technickê VcpniĜ (1965),´ Jaromil JiUeã, diU., S-1473-TS -A, PUagXe, CZ; AUnoãW LXVWig, 
³Zipadnt nidUaåt- LiWeUiUnt VcpniĜ (1961),´ Jan NČmec, diU., S-2420-LS-A, NFA, Prague, CZ. 
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ZoUkV alloZed diUecWoUV Wo add la\eUV Wo Whe We[W¶V oUiginal meaning (Vee ChapWeU 3), which made 

his works popular source material for films. 

LXVWig¶V peUViVWence and conViVWenW publishing record led not only to his own success but 

also contributed to the success of others seeking to bring works about Jews to the Czechoslovak 

public. His impact on the film industry is clear: there simply would not have been as many films 

aboXW JeZV ZiWhoXW LXVWig¶s contributions. While it is impossible to say that Lustig had direct 

inflXence on aXWhoUV¶ oppoUWXniW\ Wo ZUiWe aboXW JeZV, eaUl\ ZoUkV like Night and Hope proved 

essential to convincing both publishers and other authors that Jewish themes could succeed in the 

Czechoslovak market.  

LXVWig¶V pUolific oXWpXW, in eVVence, helped Wo noUmali]e JeZiVh WhemeV in C]echoVloYak 

literature and cinema. His impact on the Czechoslovak literary scene was so profound, that he was 

Veen b\ UeYieZeUV aV emblemaWic of ³Whe neZ liWeUaU\ geneUaWion´ WhaW came Wo define Whe ³µneZ 

ZoUd¶ in C]ech pUoVe´ dXUing Whe ThaZ.72 This excitement about new ideas and ways of thinking 

about World War II made space for authors who had tried and failed to publish narratives about 

Jews in the pasW. Weil¶V posthumous success, in some ways, is an example of this. After 

Mendelssohn is on the Roof was published in 1960 (with some difficulty and compromise), it was 

published again in 1965. Even more significantly, Life with a Star was officially approved for 

publication for the first time in 1964 and again in 1967. A third collection of his short stories was 

published posthumously in 1966.73  

 
72 Quotes from FUanWiãek BenhaUW, ³PĜtleåiWoVWi pUYoWin,´ Plamen 5, no. 1 (1963), 116; Aleã Haman, ³O Wak ]Yanp 
"dUXhp YlnČ" Yileþnp pUy]\ Y naãi VoXþaVnp liWeUaWXUe,´ ýeská literatura 9, no. 4 (1961): 513-520. For a sample of 
other articles that discussed Lustig (and sometimes others) as part of a new trend in literatuUe, Vee PeWĜtþek, ³S 
poYtdkoX do åiYoWa´; AUnoãW LXVWig and Karel Kostroun, ³RoYnoX k YČci,´ Kulturní tvorba 3, no. 40 (1965): 6; 
PeWĜtþek, ³ModeUnoVW WUadice poYtdk\.´  
73 JiĜt Weil, Na streãe je Mendelssohn (PUagXe: ýeVkoVloYenVkê VpiVoYaWel, 1965); JiĜt Weil, äivot s hvČzdou 
(PUagXe: Mladi fUonWa, 1964); JiĜt Weil, äivot s hvČzdou (PUagXe: Odeon, 1967); JiĜt Weil, Hodina pravdy, hodina 
zkouãky (PUagXe: ýeVkoVloYenVkê VpiVoYaWel, 1966). 
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Yet there were other important factors in the normalization of Jewish narratives that were 

ideologically or styliVWicall\ challenging Wo Whe VWaWe¶V pUoVcUipWionV, VXch aV Life with a Star. The 

first is the role of peripheral figures: editors, family, and friends who promoted and supported the 

diVWUibXWion of JeZiVh naUUaWiYeV in C]echoVloYak cXlWXUe. Weil¶V pXbliVhing history makes this 

particularly clear. While Weil continued to write in his lifetime, it was the efforts of his wife, Olga 

WeiloYi, and hiV fUiend and ediWoU KYČWa DUabkoYi (among oWheUV), WhaW enVXUed WhaW Weil¶V ZoUk 

was published and republished when the opportunity arose. Weil and his wife remained married 

until his death, even though their marriage was arranged for the purposes of his safety. After his 

deaWh, hiV Zife conViVWenWl\ ZoUked Wo keep Weil¶V ZoUk in pUinW²in part, as an important source 

of income for her, and in part simply because she and others in the literary community wanted to 

keep his legacy alive.74  

YeW, neiWheU LXVWig¶V concenWUaWion camp-baVed VWoUieV noU Weil¶V VXppoUW neWZoUk can 

explain the turnaround from 1949, when Life with a Star was banned and harshly criticized, to 

1964, when it was published without resistance. Even more narrowly, what had happened between 

1959, when Weil was scrambling to add enough references to the Red Army and Nazi brutality so 

that Mendelssohn is on the Roof could be published, to Life with a Star¶V pXblicaWion, ZiWhoXW an\ 

changes? Oddly enough, this shift had everything to do with the rehabilitation of Kafka.  

 

Eduard Goldstücker: The Diplomat turned Kafka Scholar 

Former diplomat Eduard Goldstücker spearheaded the effort to convince government 

officialV of Kafka¶V UeleYance Wo VocialiVW idealV. In paUWicXlaU, he foUegUoXnded Kafka¶V biogUaph\ 

(particularly his Jewishness) as an eVVenWial paUW of WhiV neZ Ueading of Kafka¶V life and ZoUkV. He 

 
74 See Doklady: smlouv\ V nakladaWelVWYtm ýeVkoVloYenVkê VpiVoYaWel ] leW 1956-1968 YlaVWnt, þ. inY. 37-45, JiĜt 
Weil PeUVonal PapeUV (70/70 þ pĜtU.), LA PNP, PUagXe, CZ. 
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also implicitly advocated embracing Jewish figures as a statement in favor of humanist values and 

a rejection of illiberal Stalinist tendencies. The success of his initiative lifted many restrictions that 

had been placed on Jewish narratives and profoundly impacted Czechoslovak culture more 

generally.  

Goldstücker was born in Podbiel, a small village in the Northern Slovakian region, just 

before the outbreak of World War I.  Though he describes little anti-Semitism in his town, his 

UecollecWionV laWeU in life VXggeVW WhaW GoldVW�ckeU¶V Yillage ZaV one of Whe man\ ZheUe Whe 

immediate aftermath of World War I saw a spike in anti-Jewish violence.75 There were so few 

Jews in Podbiel that Goldst�ckeU¶V moWheU VenW him Wo liYe in TUVWeni (a WoZn 15 kilomeWeUV aZa\) 

Vo he coXld leaUn HebUeZ and haYe a JeZiVh edXcaWion. NoneWheleVV, GoldVW�ckeU¶V VenVe of 

Jewishness grew into a primarily cultural. rather than religious, affinity.  

Goldstücker became a student at Charles University in Prague in 1933. Aware of the rise 

of German nationalism both in Czechoslovakia as well as in neighboring Nazi Germany, 

Goldstücker became a member of the Communist Party. For him, the salient Communist Party 

ideology, Goldstücker recalled in his memoirs, was its opposition to right-wing ideologies of social 

and ethnic isolation.76 He spent the war with the exile government in London. After the war he 

was first appointed to diplomatic service in Paris and then as the Ambassador to the newly formed 

Israeli state. The latter was a post that Goldstücker later claimed to have resisted, aware that Jews 

were often under suspicion of being loyal to lands other than their homeland and hoping not to be 

put in that position. As it turned out, this skepticism was not unfounded. In 1951, he was 

imprisoned with the wave of arrests that would lead to the Slánský Trial. Both having been in the 

 
75 GoldVW�ckeU, EdXaUd, ³EdXaUd GoldVW�ckeU,´ InWeUYieZ b\ Jana FUeiVoYi, FebUXaU\ 26, 1996, Shoah FoXndaWion 
Visual History Archive; Goldstücker, Vzpomínky 1913-1945, 14; Livia Rothkirchen, The Jews of Bohemia and 
Moravia: Facing the Holocaust (Lincoln: University of Nebraska Press, 2005), 27-28.  
76 Goldstücker, Vzpomínky 1913-1945, 73-76.  



 

 86 

exile government and having been the ambassador to Israel were used against him as suspicious 

(and treasonous) foreign connections Wo ³impeUialiVWV.´ In imprisonment, Goldstücker was forced 

to give testimony that helped to condemn the defendants of the Slánský Trial. Ironically, testimony 

of the three surviving members of the Slánský Trial was then used in evidence against Goldstücker 

and Whe oWheU defendanWV in hiV WUial. YeW, being VenWenced in a VXbVidiaU\ WUial VaYed GoldVW�ckeU¶V 

life. His sentencing passed months afWeU SWalin¶V deaWh, likel\ VaYing him from execution.77 

SlaYiciVW VeUonika TXckeUoYi, hoZeYeU, haV VXggeVWed WhaW GoldVW�ckeU¶V inWeUeVW in Kafka began 

with his own arrest and parallels that he drew between The Trial and the experience of being a 

participant, defendant, and victim of a show trial.78 Goldstücker was rehabilitated in 1955 and 

appointed to the Department of Germanic Studies at the Charles University, but the StB still kept 

close tabs on him.79 Kafka became his focus of study. 

 In Whe 1950V, ³\oXng non-conforming PUagXe inWellecWXalV´ WUanVlaWed and paVVed Kafka 

literature aV ³an e[pUeVVion, a UeflecWion of Whe longing foU Whe knoZledge of Whe foUbidden, 

outlawed world of true writing which Kafka at the time embodied for them.´80 As a modernist, 

Kafka¶V ZoUkV fleZ in Whe face of commXniVW Uegime¶V YeneUaWion of UealiVm aV Whe onl\ legiWimaWe 

artistic style. Communist authorities in Czechoslovakia and the Soviet Union had argued Kafka 

ZaV ³UeacWionaU\´ and ³hoVWile Wo UealiVm.´ ModeUniVm, Whe\ claimed, ZaV a ³decadenW´ boXUgeoiV 

aesthetic. Finall\, Whe alienaWion of Whe chaUacWeUV in Kafka¶V ZoUkV ZeUe Veen aV ³peVVimiVWic´ oU 

 
77 EdXaUd GoldVW�ckeU, ³EpiVode 6: RedV. InWeUYieZ ZiWh PUofeVVoU EdXaUd GoldVW�ckeU,´ The National Security 
Archive, George Washington University, https://nsarchive2.gwu.edu/coldwar/interviews/episode-
6/goldstucker1.html. The WhUee VXUYiYing membeUV ZeUe EYåen L|bl, AUWXU London, and VaYUo HajdĤ. NiYUh 
WUeVWnpho o]nimenia VkXpin\ VpolXpUacoYntkoY SlinVkpho na miniVWeUVWYo ]ahUaniþnêch Yect [6 Ma\ 1953], FoldeU 
475, Bo[ 33, FXnd A 2/1, AchiYnt fond\ Ĝtdtctch a oUgani]aþntch ~WYaUĤ miniVWeUVWYa YniWUa a fedeUilntho 
ministerstva vnitra, ABS, Kanice, CZ. On Goldstücker giving evidence in the Slánský Trial, see Veronika 
TXckeUoYi, ³Reading Kafka, WUiWing ViWa: The TUialV of Whe Kafka ScholaU EdXaUd GoldVW�ckeU,´ New German 
Critique 42, no. 1 (2015): 131-2.  
78 TXckeUoYi, ³Reading Kafka, WUiWing ViWa.´ 
79 Ibid 145-7. 
80 Jan Zábrana quoted in Marek Nekula, Franz Kafka and his Prague Contexts (Prague: Karolinum Press, 2016), 16. 

https://nsarchive2.gwu.edu/coldwar/interviews/episode-6/goldstucker1.html
https://nsarchive2.gwu.edu/coldwar/interviews/episode-6/goldstucker1.html
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³faWaliVWic´ b\ Whe commXniVW Uegime. Kafka¶V VW\liVWicV, WheUefoUe, haV ofWen been XndeUVWood aV 

both the reason for his appeal and his condemnation by communist regimes.81 The rise of modernist 

aesthetics across the communist bloc in the 1960s seemed to have supported that claim.82 Tellingly, 

however, ³modeUniVm´ and ³e[pUeVVioniVm´ rarely appear in C]ech ZUiWeUV¶ oU VcholaUV¶ 

commentary on the Liblice Kafka Conference.83 Instead, the rhetoric surrounding Kafka in Prague 

foregrounded Kafka¶V biogUaph\²including his Jewishness²aV Whe UeaVon foU Kafka¶V universal 

insights into the human condition.  

The first appearance of Kafka in Prague was in 1957, with a Czech translation of his short 

VWoU\ ³The BXUUoZ.´ The WUanVlaWoU of Whe VWoU\, PaYel EiVneU, ZaV a GeUman-speaking Jew from 

Prague. He paired the story in SvČtová literatura (World Literature) with his own commentary, in 

which he described Kafka as a victim of a triple ghetto²isolated for being German-speaking, 

middle-class, and Jewish.84 For Kafka (like for Weil and Lustig), the late 1950s marked an early, 

yet uncertain, breakthrough. The first postwar edition of The Trial was published in 1958, and 

America in 1962. The response to these early publications was minimal, however, and translators 

ZeUe ³obliged Wo WUanVlaWe« in Whe VhadoZ of an ideologicall\ accepWable inWeUpUeWaWion.´85 The 

 
81 Referenced in Kusín, Intellectual Origins of the Prague Spring, 63-66; Tall, ³Who¶V AfUaid of FUan] Kafka?´; E. 
BahU, ³Kafka and Whe PUagXe SpUing,´ Mosaic 3, no. 4 (1970): 18.   
82 See LaXUa SilYeUbeUg, ³BeWZeen DiVVonance and DiVVidence: SocialiVW ModeUniVm in Whe GeUman DemocUaWic 
RepXblic,´ The Journal of Musicology 26, no. 1 (2009): 44-84; Kamila Kuc, The Struggle for Form: Perspectives on 
Polish Avant-Garde Film, 1916–1989 (NeZ YoUk: WallfloZeU PUeVV, 2014); LiboU GUonVkê, MaUek PeUĤWka, and 
Michal Soukup, eds. Flashback: þeskê a slovenskê filmovê plakát 1959-1989 (OlomoXc: MX]eXm XmČnt OlomoXc, 
2004).  
83 Either then or now. One might presume commentators at the time were limited by ideology, but this is also true of 
commenWaU\ pXbliVhed in e[ile afWeU 1968. See AnWontn J. Liehm, ³Kafka and HiV CommXniVW CUiWicV,´ Partisan 
Review 42, no. 3 (1975): 406- 415; EdXaUd GoldVW�ckeU, ³Ten YeaUV afWeU Whe Kafka S\mpoViXm of Liblice,´ 
European Judaism 8, no. 2 (1974): 22- 26. Goldstücker is quoted as describing Kafka as expressionist in Harry Järe, 
³Kafka in Eastern Europe 1963-1972,´ Weiner Library Bulletin 26, no. 3-4 (1972): 52.For scholarly literature that 
approaches the Kafka Conference from the perspective of biography and local Prague context, see Tuckerová, 
³Reading Kafka, WUiWing ViWa;´ MaUek NekXla, ³SXppUeVVion and DiVWoUWion: FUan] Kafka µfUom Whe PUagXe 
PeUVpecWiYe¶,´ Franz Kafka and his Prague Contexts, 23-36 (Prague: Karolinum Press, 2016).  
84 FUan] Kafka, ³DoXpČ,´ SvČtová literatura no. 3 (1957): 132±153; PaYel EiVneU, ³FUan] Kafka,´ SvČtová literatura 
no. 3 (1957): 109±129. 
85 Nekula, Franz Kafka, 16-17.  
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majoUiW\ of C]echV and SloYakV, accoUding Wo film cUiWic A.J. Liehm, µkneZ noWhing aboXW Kafka, 

oU YeU\ liWWle.´86  

Eisner died in 1958, bXW EiVneU¶V ideaV aboXW Kafka¶V UelaWionVhip Wo PUagXe had a pUofoXnd 

influence on Goldstücker, the architect of the Kafka Conference.87 A speech made by Sartre at the 

Moscow International Peace Congress of 1962 was a second important influence on Goldstücker.88 

Notably, Sartre himself referenced Wo Kafka¶V JeZiVhneVV: ³ThiV bUillianW aXWhoU ZaV JeZiVh. He 

was tortured by the fate of the Jewish community in Prague during the Hapsburg reign and during 

the early years of the bourgeois Czechoslovak Republic. Gnawed by family conflicts and religious 

disagreements, the testimony he left us is all the more universal because it is so deeply 

indiYidXal.´89 Goldstücker had been at the Congress²his first trip to Russia in 27 years²an 

e[peUience he deVcUibed aV WUXl\ µKafkaeVTXe¶ and a compleWe Vhock. In particular, he noted 

Kafka¶V UeVonance foU VXUYiYoUV of Whe SWaliniVW WeUUoU. 90 His visit there convinced him that ³Kafka 

had become a central point in the battle for breaking down the isolation caused by years of 

Stalinism and the Cold War.´91 

PlanV foU Whe Liblice ³Kafka ConfeUence´ ZeUe XndeUZa\ ZiWhin Whe \eaU. AW a meeWing of 

the Board of Czech Germanists, Goldstücker insisted that all conference participants would have 

to agree on a unified message in order to strengthen their argument. Though the conference drew 

 
86 Liehm, ³Kafka and HiV CommXniVW CUiWicV,´ 409.  
87 See EdXaUd GoldVW�ckeU, ³O FUan]i KafkoYi ] pUaåVkp peUVpekWiY\ 1963,´ in Franz Kafka: Liblická Konference 
1963 (PUaha: NakladaWelVWYt ýeVkoVloYenVkp akademie YČd, 1963), p. 28. Goldstücker, Vzpomínky 1945-1968, 115. 
88 AnWontn J. Liehm, ³Kafka and HiV CommXniVW CUiWicV,´ Partisan Review 1942, no. 3 (1975): 407. Goldstücker 
also references SaUWUe¶V commenWV on Kafka in hiV ZUiWingV. See Eduard Goldstücker, Na tema Franze Kafky: þlánky 
a studie (PUaha: ýeVkoVloYenVkê VpiVoYaWel, 1964), 28. 
89 Quoted in Liehm, ³Kafka and HiV CommXniVW CUiWicV,´ 409.  
90 He describes the experience through an anecdote about a Drohobych rabbi, who goes to the top of a hill outside 
Drohobych and is stunned to see that Drohobych from a distance appearV Wo be ³on fiUe.´ Goldstücker, Vzpomínky 
1945-1968, 124-7, 134. Though this was part of his motivation, it was not part of the reading or the arguments in the 
confeUence. TXckeUoYi, ³Reading Kafka, WUiWing ViWa,´ 139.  
91 Quoted in Liehm, ³Kafka and HiV Communist Critics,´ 407.  
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paUWicipanWV fUom EaVW GeUman\, FUance, and HXngaU\, GoldVW�ckeU¶V ³PUagXe peUVpecWiYe´ 

became the dominant position. Ultimately, Goldstücker adopWed EiVneU¶V ³WUiple gheWWo´ WheViV Wo 

explain the classic alienation found in Kafka¶V works. Some participants begrudged Goldstücker 

for forcing this perspective on the rest of the participants, but nonetheless, eventually agreed.92  

GoldVW�ckeU¶V VWUaWeg\ ZaV Wo foUegUoXnd Whe ³Vocial condiWionV´ of Whe ciW\ of PUagXe aV 

Whe ³dUiYing foUce of inWellecWXal and aUWiVWic acWionV.´ GoldVW�ckeU aUgXed WhaW Kafka and oWheU 

German-speaking, Jewish intellectuals from bourgeois families (Max Brod, Egon Kisch, Franz 

WeUfel) ZeUe on a ³WUi-paUWiWe iVland´²isolated three-fold from their neighbors due to language, 

religious/ethnic background, and class. He underscored the role that European liberalism²

particularly the rejection of legally supported class-privilege and the emphasis on rationalism and 

humanism²played in their German-speaking, middle class, Jewish lives.93  

Jewishness played an important role in several of these isolating factors. Historically, many 

Jews in the Czech lands spoke German because German was the language of the state when the 

Jews were emancipated.94 Moreover, having been granted citizenship rights, Jews embraced 

education and middle-class professions as a form of advancement. European liberalism was 

responsible for enabling Jews to make a place for themselves in Prague. Goldstücker explained: 

The Jews were tied as if by fate to liberalism, for the principle of laissez faire afforded 
Whem a VenVe of VecXUiW\ and an oppoUWXniW\ Wo make WheiU Za\«ConVeTXenWl\, Whe\ ZeUe 
devoted adherents of liberal ideas...and therefore the Prague German island remained a 

 
92Alexej Kusák, Tance kolem Kafky: Liblická konference 1963, vzpomínky a dokumenty po 40 letech (Prague: 
Akropolis, 2003), 20. KXVik eYen claimV WhaW WhiV pXW Whe confeUence paUWicipanWV inWo an inWellecWXal ³gheWWo.´  
93The quote is from Eduard Goldstücker, The Czech National Revival, the Germans, and the Jews (Los Angeles: 
University of California, Los Angeles Center for Russian and East European Studies, 1973), 36, however, he made 
the same statements in 1963. Eduard Goldstücker, ³O FUan]i KafkoYi ] pUaåVkp perspektivy 1963,´ Franz Kafka: 
Liblická conference 1963, edited by Eduard Goldstücker, FUanWiãek KaXWman, PaYel Reiman (Prague: Nakladatelství 
þeVkoVloYenVkp akademie YČd, 1963), 28-9. Other Czech speakers who emphasized Jewishness as an important 
influence on Kafka¶V ZoUk inclXded FUanWiãek KaXWman, JiĜt Hijek, and Dagmar Eisnerová. FUanWiãek KaXWman, 
³FUan] Kafka a þeVki liWeUaWXUa,´ Franz Kafka, 39-76; JiĜt Hijek, ³Kafka a m\,´ Franz Kafka, 107-110; Dagmar 
EiVneUoYi, ³Po]nimk\ o mUaYnt pUoblemaWice KafkoYêch UominĤ a o pUaåVkpm po]adt µPUoceV¶,´ Franz Kafka, 129-
136. 
94 Hillel Kieval, Languages of Community: The Jewish Experience in the Czech Lands (Berkeley:  University of 
California Press, 2000), 28-35.  
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stronghold of liberalism long after opposing programmes and policies had, for the most 
part, come to dominate the political scene.95  
 

TheUefoUe, GoldVW�ckeU aUgXed Kafka¶V geneUaWion VaZ and felW ³Whe deaWh WhUoeV of libeUaliVm´ 

moUe acXWel\ Whan oWheUV, becaXVe ³WheiU faWe ZaV paUallel ZiWh Whe faWe of libeUaliVm.´96 Kafka 

proved the most poignant example of this phenomenon, because unlike Max Brod, who turned to 

ZioniVm, Egon KiVch Zho joined Whe ³UeYolXWionaU\ pUoleWaUiaW,´ oU FUan] WeUfel, Zho neYeU 

converted but turned to mystic Catholicism, Kafka ZaV ³neiWheU Zilling noU capable... of accepWing 

an\ VolXWion hiV Wime coXld offeU.´97 Kafka, aV liWeUaU\ hiVWoUian ScoWW SpecWoU ZUiWeV, ZaV ³caXghW 

beWZeen´ VpaceV, naWionaliVmV, and ³poliWical idenWiWieV.´ 98 It was not nihilism or fatalism that had 

giYen UiVe Wo Kafka¶V ZoUkV, bXW ³eaUWhl\ hXmaniVm.´99  

Goldstücker rejected the condemnation of Kafka as a decadent and a fatalist. He argued 

WhaW Whe ³black and ZhiWe VimplificaWion´ of Whe ZoUld in commXniVW UheWoUic (³eYeU\Whing WhaW ZaV 

on the bourgeoiV Vide of Whe ZoUld ZaV bad, and eYeU\Whing on oXUV good´) had WXUned Kafka inWo 

³a YicWim of Whe cXlW of peUVonaliW\.´100 To embrace Kafka, by this logic, was to reject stalinism 

and champion stalinist victims (not unlike Goldstücker himself had been within the last decade) 

and Wo make Vpace foU ³hXmaniVm´ and ³in beWZeenneVV´ in Whe Vocio-political world. Furthermore, 

Goldstücker made a clear parallel between the rise of anti-liberalism at the end of Kafka¶V life, and 

the anti-liberalism inherent in stalinism. All the conference presenters promoted the same 

 
95 Goldstücker, The Czech National Revival, 36.  
96 VČUa KlXViþkoYi, ed. Franz Kafka: Liblická Konference 1963. (PUaha: NakladaWelVWYt ýeVkoVloYenVkp akademie 
YČd, 1963), 30. Goldstücker, The Czech National Revival, the Germans, and the Jews, 36-38. On Czechoslovak 
PUeVidenW T.G. MaVaU\k¶V UejecWion of foUmV of AXVWUian libeUaliVm, bXW hiV oWheUZiVe e[pUeVVed VXppoUW of Whe idealV 
of liberalism (tolerance, egalitarianism, reason), see Andrea Orzoff, Battle for the Castle: The Myth of 
Czechoslovakia in Europe, 1914-1948 (New York: Oxford University Press, 2009), 23-56. 
97 Goldstücker, The Czech National Revival, the Germans, and the Jews, 39.  
98 Scott Spector, Prague Territories: National Conflict and Cultural Innovation in Franz Kafka's Fin de Siècle 
(Berkeley: University of California Press, 2000), 5.  
99 Goldstücker, Na tema Franze Kafky, 29.  
100 Ibid 24.  
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statement, identifying Kafka as an essential figure for the Czech experience²not in spite of his 

Jewish heritage and German tongue, but because of his Jewish heritage and German tongue. They 

did Vo b\ defending Kafka¶V aeVWheWic and hiV Uole in defining PUagXe e[peUience. The\ held him 

aV ³a poeW of our absurdities,´ expressing an ownership of Kafka that Prague had not ascribed in 

his lifetime.101  

Legitimating Kafka, thus, relied on two rhetorical strategies that seemingly conflicted, but 

somehow managed to coexist in harmony. The first was to point to the unique qualities that isolated 

Kafka as the source of the ideas manifested in his works²namely being a German-speaking 

bourgeois Jew in a sea of rising Czech and German nationalism. The second was to suggest Kafka 

had paUWicXlaU UeVonance foU C]echV, aV hiV We[WV ZeUe ofWen Veen aV ³UeflecWionV of WheiU eYeU\da\ 

e[peUienceV.´ AV VeUonika TXckeUoYi ZUiWeV: ³Kafka¶V We[WV boUe inVighWV inWo WoWaliWaUian 

eYeU\da\neVV.´102 Embracing Kafka after the conference involved identifying Kafka¶V JeZiVhneVV 

as an essential component of his alienation, at the same time that it suggested that all Czechs were 

living Kafka¶V We[WV.103  

The acceptance of Kafka at the 1963 Liblice Franz Kafka conference became an important 

step in the lessening of media control.104 Kafka, and this interpretation of his Jewish alienation and 

essential Czechness, proliferated. In 1963 alone, 40 articles on Kafka were published following 

the May conference (between June and December) in Czech. Goldstücker himself authored 

approximately 25% of all Kafka commentary.105 Kafka spread from the pages of intellectual 

 
101 Kusin, Intellectual Origins of the Prague Spring, 66. Kusin is quoting Alexej Kusák. 
102 In Whe fiUVW TXoWaWion, TXckeUoYi iV TXoWing JiĜt SWUomãtk. TXckeUoYi, ³Reading Kafka, WUiWing ViWa,´ 136. 
103 For more on how Czechs and Slovaks gravitated to Kafka, see Liehm, ³Kafka and HiV CommXniVW CUiWicV,´ 410. 
104 See Svobodová, Zdroje a projevy antisemitismu, 47; Vladimir Kusin, The Intellectual Origins of the Prague 
Spring: The Development of Reformist Ideas in Czechoslovakia 1956-1967 (Cambridge: Cambridge University 
Press, 1971), 64. 
105 The following year, the proceedings were published in a collected volume, making a total of 65 published pieces 
on Kafka in 1964. In 1965, the number fell slightly to 35, and stayed steady at 15 in 1966 and 1967. Article counts 
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commentary to the pXblic: WheUe ZeUe Kafka mXVeXm e[hibiWV and a VeUieV of ³FUan] Kafka 

Walking ToXUV´ in 1968.106 Kafka¶V ZoUkV ZeUe UegXlaUl\ Vold oXW.107 Kafkárna became a word 

foU elemenWV of Kafka¶V ZoUld ³come Wo life in PUagXe´ WhaW peUViVWed Zell inWo Whe 1980V.108 Not 

onl\ had Kafka¶V UehabiliWaWion eVWabliVhed WhaW Kafka belonged Wo PUagXe, bXW PUagXe alVo 

belonged to Kafka.  

The Kafka conference did not simply legitimate Kafka, but also darkly existential aesthetic 

styles that highlighted oppressive and nightmarish elements of bureaucratic regimes. Though the 

general public may have known somewhat less about the specific arguments of the Kafka 

Conference, writers and journalists were privy to Whe aUgXmenWV made linking Kafka¶V JeZiVhneVV, 

marginalization, alienation, and universal human insights. GiYen Whe e[pliciW cenWUaliW\ of Kafka¶V 

JeZiVhneVV in Whe C]echoVloYak conWe[W, iW iV XnVXUpUiVing WhaW in man\ caVeV, ³KafkaeVTXe´ VW\leV 

were used to evoke specifically Jewish experiences of Prague. The heroine of the 1967 film Dita 

Saxová, a girl struggling to find a place in contemporary Prague after having lost all her family in 

concentration camps, described ³knoZing Kafka aV if he ZeUe m\Velf.´109 The ³KafkaeVTXe´ 

atmosphere in the 1963 film The Fifth Horseman is Fear,  which showed life under the Protectorate 

for the residents of a Prague apartment building, was evident both to commentators at home and 

 
derived from ýlanky v þeskêch þasopisech, 11-16 (PUaha: SWaWnt knihoYna ýSSR); KlXViþkoYi, ed. Franz Kafka; 
Goldstücker, Na tema Franze Kafky. This represents only Kafka commentary in Czech language sources. 
106 On e[hibiWV, Vee JiĜt Hek, ³DeVeW leW liWeUiUntho oddČlent MoUaYVkpho mX]ea Y BUnČ (1958-1968),´ Literární 
archív no. 5 (1970): 291.  ³ToXU of FUan] Kafka¶V PUagXe,´ Welcome to Czechoslovakia vol 1 (Praha: Orbis, 1968), 
62. ThiV EngliVh langXage pXblicaWion of ýedok, Whe oldeVW WoXUiVm agenc\ in PUagXe, ZaV fiUVW pXbliVhed in 1966, 
indicaWing a deViUe Wo incUeaVe C]echoVloYakia¶V foUeign faYoU abUoad.  
107 Liehm, ³Kafka and HiV CommXniVW CUiWicV,´ 410. 
108 TXckeUoYi, ³Reading Kafka, WUiWing ViWa,´ 140. JackVon Diehl, ³Kafka¶V PUagXe ReYiYal,´ The Washington 
Post, February 4, 1989, https://www.washingtonpost.com/archive/lifestyle/1989/02/04/kafkas-prague-
revival/2be7dfec-1c2d-469d-bbb7-cd80564a80ee/?utm_term=.30be1f996e9c .  
109 AUnoãW LXVWig, AnWontn MoVkal\k and IYan UUban, ³DiWa Sa[oYi: liWeUiUnt VceniĜ [1967],´ page 125, S-779-LS-2, 
NFA, Prague, CZ. 
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abroad (see Chapter 3).110 LadiVlaY FXkV¶ 1963 noYel Pan Theodor Mundstock, about a Jewish 

man in fear of being called for deportation, primarily stuck in his apartment speaking only to his 

neighbors and his own shadow, likewise seemed to draw inspiration from Kafka. These works, as 

one AmeUican commenWaWoU deVcUibed, ³VXcceed(ed)«in affiUming hXman poVVibiliWieV eYen as it 

deVcUibeV Whe moVW inhXman of eYenWV.´111  

Even more importantly, the legitimation of Kafka negated the validity of critiques like 

³decadenW,´ ³defeaWiVW,´ ³e[iVWenWial´ oU ³coVmopoliWan´²which had often been used as reasons 

for quashing Jewish narratives.112 In the 1964 edition of Life with a Star, Jan Grossman openly 

diVcXVVed Whe ciUcXmVWanceV of Whe noYel¶V failed fiUVW ediWionV, aWWUibXWing iWV condemnaWion Wo ³Whe 

era of the offensive of dogmatic realism.´ Grossman indicated that he chose ³offenViYe´ 

intentionally, to emphasize the militant quality of Stalinism. Furthermore, Grossman called 

aWWenWion Wo Whe aXWhoUiWieV¶ 1949 cUiWiciVm of Weil¶V ³decadence´ and ³peUnicioXV 

e[iVWenWialiVm´²XnVXUpUiVingl\ UeminiVcenW of aXWhoUiWieV¶ cUiWiTXeV of Kafka aV ³decadenW´ and 

³defeaWiVW.´113 To read Life with a Star in 1964, Grossman made it clear for readers, was to openly 

flout Stalinist cultural and ideological ideals. In WhiV climaWe, Whe ³XnVpecified diVWincWion´ beWZeen 

³XV´ and ³Whem´ coXld eVpeciall\ be inWeUpUeWed aV a UefeUence beWZeen ³Whe indiYidXal and Whe 

CommXniVW VWaWe.´114 

Conclusion 
 

 
110 JaUoVlaY Boþek, ³«a piWê je]dec je VWUach,´ Kulturní tvorba 8, no. 3 (1965): 12; ChaUleV Champlin, ³KafkaeVTXe 
µFeaU¶ FUom Whe C]echV,´ Los Angeles Times, July 21, 1968, C1; KenneWh T\nan, ³C]ech FilmV E[cel: Kafka iV 
Hero of the post-SWalin CXlWXUal ThaZ,´ The Jerusalem Post, April 28, 1965, 7. 
111 RichaUd M. Elman, ³AnaWom\ of TeUUoU,´ The New York Times, January 28, 1968, BR5. 
112 This was the justification for banning Life with a Star, aV Zell aV AlfUed Ridok¶V film A Distant Journey. 
Moreover, even Lustig received criticisms that iW ZaV ³Woo abVWUacW.´ See JoVef VohU\]ek, ³PUo]aicki pUYoWina,´ 
KvČten 3, no. 7 (1958): 390.  
113 GUoVVman, ³DoVloY,´ 155. John TagliabXe, ³Kafka¶V Homeland LifWV IWV Ban,´ The New York Times, 12 April, 
1989, C19. 
114 Alfred Thomas, The Bohemian Body: Gender and Sexuality in Modern Czech Culture (Madison: University of 
Wisconsin Press, 2007), 172. 
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BeWZeen Weil¶V e[pXlVion fUom Whe WUiWeUV¶ Union in 1949 and hiV UeinVWaWemenW in 1957, 

only two new books were successfully published about Jews, and all of Whem afWeU SWalin¶V deaWh: 

a collection of stories by famed poet and influential Communist Party member E.F. Burian, and 

Norbert Frýd¶V politically oriented novel of a fictional concentration camp.115 1958 was the first 

crucial moment for the appearance of new narratives about Jews. In addition to Weil and Lustig¶V 

books (two each in 1958), Kulka and Kraus came out with a new book, aV did LXVWig¶V 

Czechoslovak radio colleague Jan OWþeniãek (ChapWeU 2).116 Delayed de-stalinization meant some 

pushback, until the Kafka Conference solidified the opportunity to write existential narratives that 

e[ploUed Whe condiWion of being alienaWed fUom one¶V VWaWe and neighboUV. The number of authors 

who focused on Jewish themes from the seven-year period after the Kafka Conference (1963-69) 

was double the number from the preceding seven-year period (1956-62).117 Though the first 

breakthrough moment for Jewish narratives was in 1958, the rehabilitation of Kafka enabled 

expressionistic and existential styles that were commonly used for Jewish narratives after 1963. 

Moreover, the conference rhetoric implied that alienation was both quintessentially Jewish and 

specifically Czech. In different ways, Weil, Lustig, and Goldstücker were each instrumental in 

 
115 E.F. Burian, Osm odtamtud a dalãí z Ĝady (Prague: Mladá fronta, 1954); Norbert Frýd, Krabice åivêch (Prague: 
SNKLU, 1956). TheUe ZaV a C]ech WUanVlaWion of Hela VolanVki¶V paUWiVan noYel Meeting in the Woods, which was 
UepUinWed in Whe eaUl\ 50¶V. TheUe ZeUe alVo republications of AXVchZiW] VXUYiYoUV¶ EUich KXlka and OWa KUaXV¶V 
documentation of the AXVchZiW] and Dominik TaWaUka¶V Farská republika. Továrna na smrt was first published in 
1946, and then in1950 before the solidification of control over narratives was complete. In keeping with the silence 
of Whe SWaliniVW peUiod, iW ZaV noW pXbliVhed again XnWil afWeU SWalin¶V deaWh (Zhen iW ZaV pXbliVhed neaUl\ eYeU\ year 
for five years). Volanská and Tatarka were published in 1951 and not again until 1959 or later. See Appendix A. 
116 Lustig, Demánty noci; Lustig, Noc a nadČje; Weil, äalozpČv za 77297 obČtí; Weil, Harfeník; Erich Kulka and Ota 
Kraus, Noc a mlha (Prague: Naãe YojVko, 1958); Jan OWþeniãek, Romeo, Julie a tma (PUagXe: ýeVkoVloYenVkê 
spisovatel, 1958). 
117 Refer back to Figure 2.1 to see the dramatic breakthrough in 1958, the fluctuations that followed, and the 
consistently high number of publications after 1963. The number of new narratives does fluctuate. The drop in new 
narratives in 1965 may have something to do with high numbers of cinematic adaptations in 1963-5. Nonetheless, 
republications often required new engagement within professional circles (at least on the part of editors, illustrators, 
and commentators), as new editions were frequently printed with new artwork or cover design. 
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creating a cultural climate where unprecedented numbers of authors were interested in and able to 

publish about Jewish themes in communist Czechoslovakia.  

Although Weil and Lustig often spoke in terms of the need to write, it is fairly clear that 

writing was nothing without publishing. After having survived the experience of erasure, Jewish 

writers like Weil and Lustig felt an almost compulsive need to make themselves visible again. In 

spite of not having been a fiction writer, what Goldstücker did was not so different. Goldstücker 

eVVenWiall\ made iW hiV life¶V ZoUk Wo UecoYeU the story of German-speaking Jewry,118 which had 

been erased from Czechoslovak cultural memory. Their stories, collectively, are about how the 

powerless try to find representation after being utterly deprived of a voice.  

The rise in Jewish narratives in Czechoslovakia began primarily with Jews who repeatedly 

fought for the space to make their experiences visible, after the erasures of Nazism and Stalinism. 

This cultural shift began in the late 1950s, in part, because of the concerted efforts of writers like 

Weil and Lustig. However, delayed de-Stalinization meant that authors faced resistance to their 

attempts at pushing the boundaries of expression. The Kafka Conference finally pushed that 

boundary to safely allow for Jewish narratives of World War II, particularly for those that focused 

existential questions of human value or the psychological experience of complete social rejection. 

At the same time, however, the Kafka Conference solidified a new interpretation of Jewish 

alienation in the Czechoslovak context.  

These authors appear to have felt none of the inadequacies that some scholars and writers 

haYe diVcXVVed aboXW Whe ³impoVVibiliW\ Wo deVcUibe´ eYenWV oU Whe ³pUeVXmpWXoXVneVV´ of 

 
118 This will be discussed in further in the Conclusion, but he continued to publish about Kafka, repeatedly 
promoting the same argument in exile. Goldstücker, ³Ten YeaUV afWeU Whe Kafka S\mpoViXm;´ JlUe, ³Kafka in 
EaVWeUn EXUope;´ GoldVW�ckeU, The Czech National Revival, the Germans, and the Jews. These pieces are nearly 
identical to the points he makes in his statements at the conference and his studies Na tema Franze Kafky.  
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fictionalizing the Holocaust.119 The most important thing for them was to circulate their narratives. 

Authors and filmmakers would continue to emphasize the importance of sharing stories of 

persecution with those who did not live through the experience for the remainder of the decade. 

As the following chapter will show, once Jewish narratives were allowed, they became convenient 

vehicles for trading in concepts of totalitarianism that blurred distinctions between Nazism and 

stalinism. This was an interpretation that Jewish writers tolerated, or even supported, at least 

implicitly. At once, Jewish narratives became a way of highlighting the ways in which 

Czechoslovak society had been implicit in the fate of their Jews, at the same time that texts and 

films encouraged the public to imagine themselves as the central characters²isolated, living in 

fear, and alienated by an oppressive regime that encouraged conformism and mistrust among its 

citizens.  

These three case studies help to understand the struggles that minorities face more broadly 

in establishing avenues for representation. Though censorship could be mobilized to block Jewish 

narratives, they were never officially forbidden in Czechoslovakia. Weil, Lustig, and 

GoldVW�ckeU¶V VWoUieV aUe indicaWiYe of Whe challengeV of WhiV pUoceVV; iW UeTXiUed compUomiVe, 

ingenuity, and on occasion the help of others. Because of them, Jewish narratives became widely 

accessible, both to the public and other authors, filmmakers, and theater producers. Non-Jews 

increasingly began to create representations of Jewish experiences, as the motivation to warn 

Czechs and Slovaks of their capacity for inhumanity and the dangers of conformism became 

especially important to those with hopes that a newly reformed communism could right the wrongs 

of World War II and stalinism. 

 
119 Ezrahi, By Words Alone, 8-10 
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Chapter Three 
 

Homes, Heroines, and Countrymen: Living ³Outside the Law´ in Czechoslovak Literature 
and Film, 1959-1969 

 
³Daddy, what really is a hero?´ 

³A hero is« someone who dies unnecessarily. 
Unlike all the rest, who live unnecessarily.´ 1 

 
In the late 1950s, the Czech-JeZiVh diUecWRU JiĜt WeiVV decided he ZaV WiUed Rf being 

criticized and manipulated by the censors. Inspired by Polish filmmakers, who had successfully 

created nuanced and complex films by focusing on the Second World War, Weiss chose to adapt 

Jan OWþeniãek¶V 1958 nRYel VeW dXUing Whe PURWecWRUaWe.2 On the face of it, Romeo, Juliet and 

Darkness (Romeo, Julie a tma) was a love story between a Czech boy and the Jewish girl he had 

hidden in hiV bXilding¶V aWWic VWRUeURRm, but the 1959 film was also an exploration of what 

happens under a political system that operates on fear and suspicion, an indictment of the ease 

with which many Czechs abandoned their Jewish neighbors and acquiesced to the inhumane 

rules of Nazi occupation. Over the next decade, these themes appeared repeatedly in 

Czechoslovak cinema, most famously in Jin KadiU and ElmaU KlRV¶V Academy Award-winning 

The Shop on Main Street.  

This chapter focuses on the way the home and gender were used in literature and film. By 

focusing on these themes, writers and filmmakers fundamentally challenged traditional 

communist narratives about World War II. Instead of focusing on resistance and indiscriminate 

Nazi brutality, they highlighted the dangers of conformism and showed how ordinary Czechs and 

Slovaks contributed to the persecution of Jews by failing WR make a VWand fRU ³RUdinaU\´ hXman 

 
1 TRmiã Hidl (Sla\ing HRn]tk) and JiĜt AdamtUa (Sla\ing KaUel VeVelê) in «a pátê jezdec je Strach, directed by 
Zb\nČk BU\n\ch (PUagXe: Barrandov Film Studios, 1965).  
2 Antonín J. Liehm and Mira Liehm, The Most Important Art: East European Film After 1945 (Berkeley: University 
of California Press, 1977), 228±9.  
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moral values. Writers and filmmakers created narratives that transcended of the trite dichotomies 

of fascism versus socialism, collaborator against resister, and local victims and Nazi perpetrators.  

Scholars of the Thaw in the Soviet Union have emphasized the role that efforts to 

³UeWhink Whe SRYieW SaVW and SWaliniVW memRU\´ Sla\ed in SRliWical change afWeU SWalin¶V deaWh.  

This same phenomenon occurred in the other socialist states. Rethinking the past often involved 

challenging simplistic narratives about wartime heroism. Due to what has often been called 

³dela\ed de-SWalini]aWiRn´ in C]echRVlRYakia, Whe Zay that literary and cinematic narratives 

problematized the mythology of wartime heroism and Jewish weakness have rarely been 

considered as part of a broader socio-political shift. Polly Jones writes of de-Stalinization in the 

SRYieW UniRn WhaW ³de-mystification of World War II heroism became an important component of 

the reflectively self-cUiWical SURceVV Rf Whe ThaZ.´3  

I argue that we can see the ³SURceVV Rf de-Stalinization, which invited the population to 

rethink the Stalinist past by releasing (albeit hesitantly) new evidence into the public domain and 

b\ encRXUaging (albeiW VSRUadicall\) Whe naUUaWiYi]aWiRn Rf WUaXmaWic e[SeUienceV´ in literary and 

cinematic narratives about Jews in Nazi Occupied Czechoslovakia.4 According to film scholar 

Piotr Zwierchowski, ³de-SWalini]aWiRn´ in Polish film involved creating ³a neZ Za\ Rf Ueading 

Whe eYenWV Rf Whe ZaU,´ fRcXVing Rn Whe m\Wh Rf heURiVm, Whe aWWempt to return to normal life, or 

psychological, moral and existential questions.5 Novels and films about Jews and non-Jews in 

Nazi occupied Prague likewise attempted to urge the public to rethink the past and the 

 
3 Polly Jones, Myth, Memory, Trauma: Rethinking the Stalinist Past in the Soviet Union, 1953-1970 (New Haven: 
Yale University Press, 2013), 10. 
4 Ibid 10.  
5 Piotr Zwierzchowski, Kino nowej pamiĊci: obraz II wojny Ğwiatowej w kinie polskim lat 60 (Bydgoszcz: 
Wydanictwo Uniwesytetu Kazimierza Wielkiego, 2013), 9-10. 
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mythologization of war heroism, and to call attention to the existence of cowardice, 

collaboration, and even racism within Czech and Slovak society.  

The processes of adaptation and translation are central to this chapter. I focus on novels 

that were adapted into films in order to examine how themes were introduced, expanded, and 

exaggerated by the process of adaptation and interpretation. Philosopher Jacques Rancière has 

ZUiWWen abRXW WheaWeU¶V SRWenWial WR engage aXdienceV. IW ZaV SRVVible, RanciqUe claimed, fRU a 

spectator to cross the boundary fURm ³SaVViYe YR\eXU´ WR ³acWiYe SaUWiciSanW´ ZiWh Whe abiliW\ WR 

³leaUn fURm aV RSSRVed WR being VedXced b\ Whe imageV.´ In RUdeU WR accRmSliVh Whis transition, 

hRZeYeU, VSecWaWRUV had WR be ³ZRn RYeU b\ emSaWh\ WhaW makeV Whem idenWif\ ZiWh Whe 

characterV«RffeUed an e[emSlaU\ dilemma´ Zhich allRZed Whem WR imagine WhemVelYeV in Whe 

position of the characters.6 When filmmakers adapted narratives about relationships between 

Jews and non-Jews, they aWWemSWed WR cUeaWe ³acWiYe SaUWiciSanWV´ who would take the lessons of 

the screen into contemporary Czechoslovak society. Using cinematic motifs, they took literary 

themes about loss, love, obligation, the oppressive and alienating home, conformism, and 

humanism to help create active, learning viewers, who could imagine WhemVelYeV aV ³RUdinaU\ 

heUReV,´ cRllabRUaWRUV, RU eYen JeZV.  

I exclude concentration camp narratives in order to focus explicitly on how dynamics 

between Jews and non-Jews were highlighted in these works. Though, at times, concentration 

camp narratives engaged in similar tropes and cinematic motifs, occupation era narratives that 

place non-Jews and Jews in the same living environment were much more explicit about issues 

of human responsibility across divides. For both the heroine and the home, I focus on two case 

studies and then examine how themes and ideas promoted within them proliferated in other 

 
6 Jacques Rancière, The Emancipated Spectator, translated by Gregory Elliott (New York: Verso Books, 2011): 4. 
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literary and cinematic works. My first case study for both the heroine and home trope is Romeo, 

Juliet and Darkness, a 1958 novel adapted for film in 1959. It was groundbreaking for 

introducing themes and stylistic forms that accentuated both the Jewish heroine (with her Czech 

anti-hero) and the dangerous and oppressive home space. My second case study for the Jewish 

heroine is Death is Called Engelchen (1959 novel, 1963 film), which built upon concepts of 

romance, belonging, obligation, and challenges to heroic behavior. Furthermore, the author and 

filmmakers involved in this production were important figures for the promotion of Jewish 

narratives in this period more generally. The Fifth Horseman is Fear (1962 novel, 1965 film) 

expanded upon cinematic tropes found in Romeo, Juliet and Darkness, allowing viewers to 

imagine the threatening and de-stabilizing home space described in the novel as a more general 

social phenomenon. I conclude by examining the question of reception, to understand the impact 

of these tropes in a larger social and political context.  

 

The Jewish Heroine and the Czech/Slovak anti-Hero 

³Go to Auschwitz, Marta, and go and tell those millions: 
I am a Jew, and I slept with the Germans, but few of you have had it as difficult as me«´7 

 
³I need to go after them«They¶re in Terezín. Let me go«they might have written me«I already 
don¶t belong«you can¶t keep me«they¶d kill him«you know«they¶d kill him«let me go«!´8 

 
³Jewish women are unwittingly beautiful«Especially this one. She looks like death.´9 

 

 
7 VRlRd¶a WR MaUWa in LadiVlaY MĖaþkR, Smrt si Ĝíká Engelchen (Prague: Mladá fronta, 1962), 41. All quotes are 
from this Czech edition.  
8 EVWeU WR a VWUangeU ZhR encRXnWeUV heU afWeU Vhe fleeV heU hiding VSace in Jan OWþeniãek, Romeo, Julie a tma, 4th ed. 
(PUagXe: ýeVkRVlRYenVkê VSiVRYaWel, 1961), 137. All TXRWeV aUe fURm Whe 1961 edition. 
9 A line fURm JXUaj JakXbiVkR¶V Vtaþkovia, siroty, a blázni. Juraj Jakubisko and KaURl SidRn, ³VWaþkRYia, ViURW\, a 
bli]ni: Technickê VcpniĜ (1968),´ S-622-TS, NFA, Prague, CZ.  
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The trope of the tragic Jewish heroine was so widespread in 1960s Czechoslovakia that 

eight of the 13 Shoah or concentration camp films completed between 1959 and 1969 included a 

relationship (usually romantic) between a Jewish woman and a non-Jewish man. Aaron Kerner 

haV ZUiWWen WhaW ³HRlRcaXVW YicWimV, eVSeciall\ JeZiVh YicWimV, haYe WUadiWiRnall\ been 

femini]ed.´ In KeUneU¶V anal\ViV, Whe ³YicWimi]eU´ Sla\V Whe maVcXlini]ed fRil WR JeZiVh 

femininity.10 To some degree, Czechoslovak representations of women were representative of 

gendeUed mRWifV Rf ³female VXbjXgaWiRn, caSWiYiW\, and YiRlaWiRn´ WhaW VRciRlRgiVW JaneW JacRbV 

argues are typical of Holocaust collective memory.11 The women in Czechoslovak novels and 

films were all, in some way, trapped and emotionally crushed. Particularly at the beginning, 

Jewish women were rendered weak and in need Rf ³VaYing´ both by their womanhood and their 

Jewishness.  

In 1960s Czechoslovak films and novels, however, the masculine foil was not the Nazi 

victimizer that Kerner describes. Instead, male characters in 1960s Czechoslovakia were 

typically non-Jewish co-protagonists. In many cases, the victimizer was completely absent from 

the narrative. The male, non-Jewish counterparts were often depicted as resistors RU ³RUdinaU\ 

heUReV´ attempting to help. However, in some final tragic act, the Jewish female characters 

regained agency by asserting their refusal to live in a world of such inhumanity, escaping their 

captivity, resisting their violation, and rejecting their subjugation. Meanwhile, the non-Jewish 

(Czech and Slovak) counterparts were rendered anti-heroes by this act: utterly ineffective, 

immobilized, helpless, and devastated by the loss of their respective Jewish female foils.  

 
10 Aaron Kerner, Film and the Holocaust: New Perspectives on Dramas, Documentaries, and Experimental Films 
(New York: Continuum, 2011), 8.  
11 Janet Jacobs, Memorializing the Holocaust: Gender, Genocide, and Collective Memory (New York: I.B. Tauris, 
2010), 31.  
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While male fRilV ZeUe nRW Na]i YicWimi]eUV, neiWheU ZeUe JeZiVh ZRmen ³high-minded, 

innRcenW, RSWimiVWic«and aVe[Xal´ W\SeV WhaW feminiVW Biblical VchRlaU EVWheU FXchV deVcUibeV aV 

characteristic of Holocaust heroines.12 Czechoslovak film and gender studies scholar Petra 

HanikRYi haV aUgXed WhaW, in VSiWe Rf Whe UelaWiYe ³fUeedRm´ Rf Whe 1960¶V, C]echRVlRYak NeZ 

WaYe filmV ³cUeaWed W\Sicall\ e[SlRiWaWiYe and RbjecWified imageV Rf ZRmen, Sicturing female 

characters either only as objects for the male gaze or as the essence of biological otherness.´ 

Stalinist films, by contrast, SURdXced mRUe ³SURgUeVViYe´ imageV Rf indeSendenW, ZRUking 

women demanding equal domestic labor of their male counterparts.13 While Whe ³biRlRgical 

RWheUneVV´ Rf Whe JeZiVh heURineV did play a role ± often fetishized as exotic and tragic beauties ± 

they did not become victims and possessions of their male counterparts. Jewish women were 

used to subvert mythologized narratives of wartime heroism ± narratives traditionally dominated 

by masculine socialist characters ± as well as critique conformism in the face of oppressive 

political systems. In The Bohemian Body: Gender and Sexuality in Modern Czech Culture, 

literary scholar Thomas Alfred writes, ³Sostwar writers and filmmakers frequently represented 

political relations in a totalitarian society in the personal terms of sexual and familial relations 

between husbands and wives.´ 14 In the case of the Jewish heroine, the fantasy of personal 

relationships between the Jewish woman and the Czech or Slovak male became a way to 

emphasize individual responsibility.  

 

Romeo, Juliet and Darkness  

 
12 EVWheU FXchV, ³The CRnVWUXcWiRn Rf HeURineV in HRlRcaXVW FilmV: The JeZeVV aV a BeaXWifXl SRXl,´ in Women and 
the Holocaust: Narrative and Representation, edited by Esther Fuchs (Lanham: University Press of America, Inc., 
1999), 97. 
13 PeWUa HanikRYi, ³FURm MaĜka Whe BUickla\eU WR Black and White Sylvia: Images of Women in Czech Visual 
CXlWXUe and Whe EaVW EXURSean ViVXal PaUadR[,´ Studies in East European Cinema 2, no 2 (2011):147 
14 ThRmaV AlfUed, ³TeUURU and FeaU ZeUe m\ FaWheU and MRWheU: PRVWZaU C]ech FicWiRn and Film,´ The Bohemian 
Body: Gender and Sexuality in Modern Czech Culture (Madison: University of Wisconsin Press, 2007): 170.  
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Jan OWþeniãek¶V nRYel Romeo, Juliet and Darkness was, on one level, a standard love story 

between a Czech boy and a Jewish girl set during the Nazi Occupation. ³RRmeR and JXlieW in a 

cRnWemSRUaU\ YaUianW,´ Jan OWþeniãek told a reporter in in 1958.15 According to JiĜt WeiVV, the 

director of the 1959 film adaptation, the story was autobiographical, based on an experience 

OWþeniãek himVelf had.16 OWþeniãek ZaV a VWXdenW fRU mXch Rf WRUld WaU II, bXW from 1943-45, 

he was forced into labor in Germany and then at an automotive factory in Prague, where he became 

a member of an underground youth organization. After the war he worked in chemicals and 

meWallXUg\. FURm 1953 WR 1956, he ZaV an ediWRU aW C]echRVlRYak RadiR, ZheUe Whe \RXng AUnRãW 

Lustig, discussed in the previous chapter, was working as a reporter. After the success of Romeo, 

Juliet and Darkness, his second novel, he quit to become a full-time writer.17  

Like Romeo and Juliet, Pavel and Ester were a couple doomed to fail based upon 

circumstances of their heritage that were out of their control. The novel made the distinction 

between the 18-year-old non-Jewish Pavel and the Jewish Ester even starker. When the 18-year-

old Pavel first met Ester in a park, she was carrying a suitcase and crying. He asked if he could 

help her, and she demanded he leave her alone. When they parted ways from this encounter, the 

omniscient narrator adopted PaYel¶V WhRXghWV:  

Clearly a crazy girl, he thought angrily. He [her boyfriend] lefW heU, and nRZ Vhe¶V VniYeling 
on a park bench and thinking about suicide. Maybe she wants to poison her milk, phooey. 
How she¶d bUiVWled. Maybe she¶d become attractive, like all women. And me? So be it! 
Farewell, young lady, and nRW Vee \RX laWeU, gR ahead and XnbXUden \RXUVelf, if \RX can¶W 
haYe a VenVible cRnYeUVaWiRn. I dRn¶W have to help you with it.18  

 

 
15 Jan OWþeniãek and OWa Klein, ³SSiVRYaWel, liWeUiUnt SUice a dRba,´ Kultura YRl. 2, nR. 24 (1958): 1; Jan OWþeniãek, 
Romeo, Julie a tma (PUagXe: ýeVkRVlRYenVkê VSiVRYaWel, 1958).  
16 Though Liehm conducted the interviews in Czech, the first published version was in English, so I will primarily 
be TXRWing fURm Whe EngliVh ³RUiginal´ XnleVV ZheUe Whe laWeU SXbliVhed C]ech YeUViRn haV mRUe infRUmaWiRn. 
Antonín J. Liehm, Closely Watched Films: The Czechoslovak Experience (White Plains: International Arts and 
Science Press, 1974), 69. 
17 PĜem\Vl Blaåtþek, ³Jan OWþeniãek,´ Slovník þeské literatury po roce 1945, last modified September 30, 2006, 
http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=833 . 
18 OWþeniãek, Romeo, Julie a tma, 21. 

http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=833
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These words revealed a typically sexist encounter. EVWeU¶V eUUaWic emRWiRnV and hRVWiliW\ were 

UeflecWed WhURXgh PaYel¶V ga]e, aV ³cUa]\´ (poblaåená) and irrational. Though she was clearly in 

need, her typically feminine traits prevented her from wisely taking his help in spite of her 

obvious emotional distress.  

Despite his disdain, he does not leave before the revelation of a yellow star with the word 

³JUDE´ on her jacket, which only amplified her emotional precarity. Ester asked if Pavel was 

afraid of her, to which Pavel responded, ³Wh\ VhRXld I be afUaid?´ EVWeU SURceeded to 

inWeUURgaWe him, ³HaYen¶W Whe\ ZaUned \RX nRW WR aVVRciaWe ZiWh Whe likeV Rf me? YRX dRn¶W 

knRZ?´ UefeUUing obliquely to anti-Semitic propaganda. When he continued to ask her questions 

about where she would go and what she would do, she declared, ³DRn¶W ZRUU\ abRXW me. I¶m 

mangy.´19  

 The dynamics of this initial interaction established two things: Ester as a typically 

feminine character ± helpless, irrational, wildly emotional ± and as a character who had 

internalized her own racialized devaluation of self-worth. Pavel, by contrast, was the typical 

masculine figure: gracious in spite of being insulted, emotionally sanguine, and impervious to 

the political world around him. Then he began to learn more about her, including that her brother 

escaped (³ZheUe, nRbRd\ knRZV´), heU ViVWeU maUUied an ³AU\an´ fRU SURWecWiRn, and heU SaUenWV 

had already been transported. In PaYel¶V fiUVW WUXe UecRgniWiRn Rf Whe precariousness of her 

cRndiWiRn, a ³cRld VhRck´ ran through him after discovering she ignored her own call to a 

transport that morning.20 Taking pity on her fear, he invited her to lodge in his bXilding¶V 

storeroom, becRming EVWeU¶V imSURmSWX SURWecWRU.  

 
19 Ibid 21-22. 
20 Ibid 24-25. 
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 Much of the novel waV an inWimaWe SRUWUa\al Rf EVWeU and PaYel¶V deYelRSing UelaWiRnVhiS 

ZiWhin Whe cRnfineV Rf a Vmall aWWic VSace. EVWeU¶V YRice dominated more and more of the text as 

time passed, and she waited dail\ fRU PaYel¶V aUUiYal and remembered her family and the 

circumstances that resulted in her present condition. The novel contrasted the happy affection 

and normalcy within their small, independent attic space to the terror of the Heydrichiad ± the 

series of reprisals for the assassination of Reichsprotektor Reinhard Heydrich ± outside the 

building walls. When Rejsek, a Nazi sympathizer in the building discovered Ester, she resolved 

to leave the building, but Pavel refused to allow her (nedovolím!)21 Nonetheless, she eventually 

fled, imagining she would be reunited with her parents. In doing so, the narration followed her 

exclusively for a short period. Where the text began with Pavel, it ended with Ester. It returned to 

Pavel only to show him discovering the empty room after her absence.22   

Oddl\ enRXgh, in VSiWe Rf EVWeU¶V UelaWiYe lack Rf a YRice in Whe text, both the novel and 

Whe film adaSWaWiRn ZeUe RfWen called ³The C]ech Anne FUank´ aW hRme and abURad.23 While the 

film followed the same basic plot, it added new characters and elements through the narrative 

style. ThRXgh OWþeniãek ZaV nRW JeZiVh, Whe diUecWRU Rf Whe 1959 film JiĜt WeiVV ZaV a PUagXe 

born Jew who spent the war in London. Before the war, he saw the rise of anti-Semitism in 

Germany and Czechoslovakia, as well as experienced it personally within the film industry. 

Moreover, he recognized Whe SaVViYiW\ Rf Whe ³immRbile´ ZhR UefXVed WR VWand XS againVW anWi-

Semitism.24  

 
21 OWþeniãek, Romeo, Julie a tma, 111. 
22 Ibid 112-141. 
23 See F.R. KUaXV, ³OWþeniãkRYa Anna FUankRYi,´ VČstník åidovskêch náboåenskêch obcí v ýeskoslovensku no 21, 
vol 2 (1959): 9-10. This was especially true after the film traveled abroad. See the following clippings, from Folder 
9 ± 1, JiĜt WeiVV PeUVRnal PaSeUV, NFA, PUagXe, CZ: JeU]\ PlaĪeZVki, ³ZáRWa mXV]la, máRd]ieĪ i c]eUZRn\ VáXSek,´ 
Przegląd kulturalny Warszawa, September 18, 1960; ³El amRU enWUe la jXVWicia \ la injXVWicia,´ La voz de España, 
JXl\ 17, 1960; JeU]\ PlaĪeZVki, ³W San SebaVWian UR]danR nagURd\,´ Ekran, JXl\ 2, 1960; JeU]\ PlaĪeZVki, ³ZáRWa 
mXV]la Z UĊkach C]echyZ,´ ĩycie Warszawy, July 21, 1960. 
24 Liehm, Closely Watched Films, 59. 
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He began hiV cinemaWic caUeeU filming dRcXmenWaUieV. HiV inWeUeVW in ³anWiUaciVW WRne(V)´ 

was evident even before World War II, already writing scripts about partisans, imagining the war 

was over, and exploring false dichotomies of heroism and cowardice.25 From the refuge of 

London, he leaUned WR ³UecUeaWe UealiW\´ WhURXgh effecWiYe ediWing ZRUking Rn filmV abRXW Whe ZaU 

in Czechoslovakia, a strategy utilized again with Romeo, Juliet and Darkness.26 When he 

UeWXUned WR PUagXe, he aWWemSWed iniWiall\ WR ³fRUgeW [Whe] UealiVm´ he had been deYRWed WR in 

LRndRn and SURdXce ³VRcialiVW mRnXmenWaliVm.´ He tried this with My Friend Fabian, a film 

devoted to exposing the situation of the Roma in Czechoslovakia. The criticism he received 

urged him to resist explicitly engaging with political aims in his work.27 He managed several 

successful films without conflict with the authorities, until he decided to film Romeo, Juliet and 

Darkness.  

In the film, Pavel was played by Slovak actor Ivan Mistrík. The name Ester was de-

Judaized to Whe ³mRUe likel\ [C]ech name]´ Hanka, played by WeiVV¶V Zife aW Whe Wime, the 

Czech (and non-Jewish) actress Daniela Smutná. 28 Pavel and Ester/Hanka¶V initial interaction 

was much kinder in the film. Hanka arrived searching for the Wurms, a Jewish family just 

eYicWed fURm PaYel¶V bXilding. Pavel, sympathetic to the Wurms, displayed none of the anger and 

frustration of the novel. Moreover, Smutná played Hanka¶V emRWiRnal diVWUeVV WhURXgh Vh\ 

reservation, quiet pain, and a soft feminine fear, rather than the wild, visible pain of the Ester 

introduced in the novel. Nonetheless, the effect was similar. Both establish the Jewish woman as 

helSleVV, in need Rf PaYel¶V VWead\ and VecXUe hand.29 

 
25 ³B\l jVem ]babČlec,´ Literární práce, JiĜt WeiVV PeUVRnal PaSeUV, NFA, PUagXe, CZ.  
26 Liehm, Closely Watched Films, 60-61. 
27 Ibid 65-6. 
28 The TXRWe iV fURm FUanWiãek VUba, ³RRmeR, JXlie a Wma,´ Literární noviny vol. 9, no. 15 (1960): 6. Others, notably 
Whe JeZiVh UeYieZeU FUanWiãek GRldVcheideU, cRmmenWed Rn Whe aSSURSUiaWeneVV Rf Whe biblical name. FUanWiãek 
GRldVcheideU, ³RRmeR, JXlie a Wma,´ Kino vol. 15, no. 2 (1960): 25. 
29 JiĜt WeiVV, Romeo, Julie a tma, direcWed b\ JiĜt WeiVV, 35mm (PUagXe: ýeVkRVlRYenVkê Film, 1960).  
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Hanka became a more typical projection of a ³damVel in diVWUeVV´ in Whe film, in SaUW 

through the addition of new characters that emphasized the way many citizens of occupied 

Prague were motivated by self-interest rather than morals or values. Rejsek became a woman, 

named VimSl\ ³KXbiaVRYi´ in Whe Vcript. Importantly, Kubiasová was not a completely vilified 

Nazi sympathizer but an indifferent opportunist. PaYel¶V mRWheU took on a more dominant role, as 

a Czech resistant to Nazi policy, but took no action for fear of reprisals. Weiss also added 

PaYel¶V gUandfaWheU, a clRck repairer who disliked the Nazis but was too preoccupied with his 

own work for much of the film. There was also a neighbor who stopped Pavel to whisper rumors 

of the Czech resistance. Pavel also had a girlfriend at the outset, a superficial blonde beauty, a 

striking contrast from the dark-haired and introspective Hanka. These added female types 

emphasized Hanka¶V demXUe helSleVVneVV, in cRnWUaVW ZiWh KXbiaVRYi¶V bUa]en hedRniVm (³We 

haYe WR enjR\ WRda\, Ze mighW nRW be heUe WRmRUURZ´ Vhe SURnRXnceV) and fliUWaWiRn and Alena¶V 

superficial lack of concern with politics at all.30  

 
 
 

 

 
30 Weiss, Romeo, Julie a tma. JiĜt WeiVV and Jan OWþeniãek, ³Romeo, Julie a tma: Technickê VceniĜ (1959),´ S-963-
TS-A, NFA, Prague, CZ. 

Image 3.1. Hanka with her Jude star, cowering in the corner. Source: Romeo, 
Juliet and Darkness, dir. by JiĜt WeiVV (Prague: Barrandov Film Studio, 1960). 
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These added character types diversified the narrative to include a broader array of 

Czechoslovak responses to the Nazi Occupation: the collaborator, the bystander too afraid to act, 

the bystander who supported action but did nothing, and the bystander who simply did not care. 

The film situated Pavel between them, attempting to do the right thing, while also hearing the 

fears, doubts, selfishness of his neighbors and family around him. The film stressed PaYel¶V 

agency in a few key ways. Pavel was the only building resident viewers saw functioning outside 

of the apartment building at all. He went to school, roved around Prague with his friend and 

girlfriend Alena, and traveled into the countryside to sell goods to buy food for Hanka. Even the 

hallway was made into a space of relative power and agency; only Pavel and Kubiasová, the 

opportunistic and immoral girlfriend of a Nazi officer aVVigned Whe WXUm¶V aSaUWmenW, passed 

through the hallways of the building for the bulk of the film.  

The film also stressed PaYel¶V agenc\ b\ cRnWUaVW ZiWh Hanka, ZhR waited the entire day, 

immobilized, for Pavel ± not just for food and water, but also as her only human contact. Pavel 

even had control of whether there was light or dark in her confined world, as his arrival dictated 

whether or not the light was on or the window open. In a highly self-aware moment, the film 

Image 3.2. Kubiasová flirting with 
Pavel in the hallway. Source: Romeo, 
Juliet and Darkness, dir. by JiĜt WeiVV 
(Prague: Barrandov Film Studio, 1960). 
 

Image 3.3. PaYel¶V giUlfUiend Alena 
sunbathing. Source: Romeo, Juliet and 
Darkness, dir. by JiĜt WeiVV (Prague: 
Barrandov Film Studio, 1960). 
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made this dynamic apparent: Pavel announced WR Hanka WhaW he iV ³Whe king, Caesar, dicWaWRU´ Rf 

the storeroom, in an attempt to convince her that Nazi race policy did not apply in this space.31 

Much of the movie focused on the challenges Pavel faced: namely attempting to provide for 

Hanka in a war-strapped Prague without being caught (an external challenge) and reconciling his 

fear of being discovered with the desire to protect her (an internal challenge). Both 

fundamentally involved undersWanding and managing Rne¶V RZn actions. By contrast, Hanka 

struggles to understand her existence ± a fundamentally passive act of simply being in the world. 

Her dilemmas, in stark contrast with Pavel, include struggling with meaning: she expresses 

desires to ³VleeS fRUeYeU and neYeU Zake XS´ and she ³almRVW ZiVheV WheUe ZeUe a gRd´ VR WhaW he 

might take her away from the Earth.32  

In short, the entirety of the film served to establish Pavel as active ± strong, brave, 

indignanW Rf Whe RccXSieUV¶ ZRUldYieZ, cRmmiWWed WR cUeaWing and finding a VRlXWiRn, and 

doggedly persistent. Meanwhile, Hanka was passive: weak, alone, immobilized, isolated, in need 

of rescuing, and on the verge of giving up. While PaYel WRRk cRnWURl Rf bRWh hiV and Hanka¶V life 

daily through his actions in and outside of the house, Hanka is ascribed only two significant 

actions. The first created the entire conflict of the film: choosing not to show up to her transport 

and going inVWead WR Whe WXUm¶V. The VecRnd was to leave at the height of the Heydrichiad, 

assuring her death. In this one action, she regained agency and utterly undermined all Rf PaYel¶V 

agency. In a poignant last moment, he screamed ³I ZRn¶W allRZ iW!´ (³NedRYRltm! NedRYRltm!´) 

 
31 Ivan Mistrík (playing Pavel) in Romeo, Julie a tma, dir. JiĜt WeiVV. ThiV iV nRW in Whe RUiginal nRYel. See WeiVV, 
Romeo, Julie a tma; The added line is on page 60 of JiĜt WeiVV and Jan OWþeniãek, ³Romeo, Julie a tma: Technický 
VceniĜ (1959),´ S-963-TS-A, NFA, Prague, CZ. 
32 See JiĜt WeiVV and Jan OWþeniãek, ³Romeo, Julie a tma: Technickê VceniĜ (1959),´ S-963-TS-A, pages 60-2 and 
142, NFA, Prague, CZ; Daniela Smutná (playing Hanka) in Romeo, Julie a tma, diU. JiĜt WeiVV. TheVe lineV aUe in 
Whe RUiginal We[W. See OWþeniãek, Romeo, Julie a tma, 40, 77-8.  
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in Yain aW Whe dRRUV Rf Whe lRcked bXilding, emShaVi]ing Whe illXVRU\ naWXUe Rf PaYel¶V VenVe Rf 

control, an illusion he tenuously maintained until this point.33  

In the book, Ester was eventually found by a German. Her fate was left unsaid, but the 

presumption was clear. PaYel¶V imagining Rf heU ³VniYeling Rn a bench and Whinking abRXW 

VXicide´ fURm Whe RXWVeW came to fruition.34 In the novel, Pavel contemplated suicide, making his 

devastation and charge to the reader explicit: ³LiYe! LiYe! HRZ?´ ³YRX mXVW liYe,´ a YRice in his 

head tells him ± a YRice he knRZV WR be EVWeU¶V. While EVWeU/Hanka¶V deciViRn WR leaYe was 

portrayed as tragi-heURic, hiV deciViRn WR liYe and ³cRnWinXe Rn´ was also portrayed as heroic, to a 

degUee. ³Wh\ iV eYeU\Rne VilenW? PeRSle and WhingV aUe Vilent. Why did nothing happen? Why 

did everyone return to their muddy rut, blunted by the musty air of the Protectorate? Why did the 

heaYenV nRW fall?´35 

ThRXgh Ze haYe nR acceVV WR PaYel¶V iniWial inWeUnal mRnRlRgXe in the film, Hanka¶V act 

as suicide was even more apparent in the film: sound of gunshots presumed her immediate death. 

Hanka¶V final mRmenWV WheRUeWicall\ VaYed the residents, allowing them to live out the 

occupation safely. Yet, in this moment, Pavel had the least agency and control in the entire film. 

InVWead Rf a feeling Rf cRmfRUW RU Uelief aW a UeVRlXWiRn WR PaYel¶V cRnflicW, Whe C]ech YieZeU ZaV 

told to see this resolution as a devastating loss. 

While OWþeniãek imSlied Whe cRnWemSRUaU\ UeleYance Rf hiV nRYel, WeiVV made Whem 

e[SliciW: ³iW VSeakV YiYidl\ WR WRda\, Zhen VZaVWikaV UeaSSeaU in cemeWeUieV and V\nagRgXeV.´36 

Weiss made changes to the novel in order to emphasize that Whe ³SURblem Rf Whe ZRUWh Rf 

 
33 Romeo, Julie a tma, diU. JiĜt WeiVV. 
34 OWþeniãek, Romeo, Julie a tma, 21. 
35 Ibid 143. 
36 OldĜich Adamec, ³ReåiVpĜ JiĜt WeiVV R VYpm nRYpm filmX µRRmeR, JXlie a Wma¶,´ Film a doba vol. 6, no. 4 
(1960): 272. 
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RUdinaU\ hXman decenc\ in a dangeURXV ViWXaWiRn. In Whe end, an[ieW\ and feaU fRU Rne¶V own 

liYelihRRd, Zhile mRUaliW\ and eYeU\Whing elVe fall b\ Whe Za\Vide«and When WheVe SeRSle liYe 

Rn, and fUeTXenWl\ eYen haYe Whe aXdaciW\ WR giYe RWheU SeRSle leVVRnV in mRUaliW\.´ CenVRUV 

purportedly objected strongly to this message. In 1968, Weiss told his former roommate and film 

critic Antonín Liehm, ³I ZaV SXblicl\ accXVed Rf haYing made a ZiRniVW film, iWV heURine being a 

Jewess whom no one is willing to help.´ In SaUWicXlaU, he ZaV fRUced WR Ue-shoot several scenes, 

including the final scene. IniWiall\, he had ³Whe inhabiWanWV Rf Whe hRXVe lRRk Rn in Vilence aV Whe 

giUl leaYeV, WR ceUWain deaWh.´ All Rf Whe VceneV he Ue-VhRW, ZeUe, he felW, VR ³Whe nRn-Jewish 

ciWi]enV ZRXld cRme Rff aW leaVW a liWWle beWWeU.´37  

Even with these modifications, the adaptation was controversial. Some defended WeiVV¶V 

changes, recognizing that these added elements ZeUe UeVSRnVible fRU ³eYRking a VWURng 

aWmRVSheUe Rf RccXSied PUagXe´ and deYelRSed Whe Wheme Rf ³SURWeVW againVW UaciVm.´ The 

³ZeakeU SaUW´ Rf Whe film, accRUding WR Rne UeYieZeU, ZaV Whe ³middle VecWiRn´ WhaW bXilW RXW Whe 

love story between Hanka and Pavel that characterized the novel.38 There was some recognition, 

in RWheU ZRUdV, WhaW Whe nRYel¶V SUimaU\ fXncWiRn ZaV a lRYe VWRU\, ZheUeaV Whe film Wackled 

issues of collaboration and racism more head-on. Moreover, Whe film emShaVi]ed an\ ³RUdinaU\ 

person´ cRXld engage in acWV Rf heURiVm b\ UeViVWing RSSUeVViYe V\VWem¶V aWWemSWV WR cRnWURl 

thought and action.39   

 

 

 
37 Liem, Closely Watched Trains, 69. 
38M. JeWel, ³Film a nRYela,´ Plamen YRl. 2, nR. 6 (1960): 135. JeWel ZaV engaging VSecificall\ ZiWh cUiWiciVmV in J. 
BRþek, ³Film V YelkRX liWkRX,´ Kultura vol. 4, no. 15 (1960): 4.di 
39 LineV like ³I jXVW ZanWed WR giYe \RX RUdinaU\ helS´ emShaVi]e WhiV. JiĜt WeiVV and Jan OWþeniãek, ³Romeo, Julie 
a tma: Technickê VceniĜ (1959),´ S-963-TS-A, NFA, Prague, CZ. 
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Death is Called Engelchen 

 Only one year after playing Pavel, the Slovak actor Ivan Mistrík portrayed VRlRd¶a, a 

male resistance figure who ultimately struggled with the realization that he could not save or 

match the actions of his Jewish female romantic interest in the television adaptation of the 

Slovak novel Death is Called Engelchen (SmUW¶ Va YRla Engelchen).40 Death is Called Engelchen 

was originally published in 1959 (translated into Czech in 1960) by Slovak author Ladislav 

MĖaþkR.41 DXUing WRUld WaU II, MĖaþkR fRXghW aV a SaUWiVan againVW Whe SlRYak cleUicR-fascist 

Na]i cRllabRUaWRU VWaWe. DeVcUibed b\ hiV fUiend AUnRãW LXVWig aV a ³madman,´ MĖaþkR ZaV VR 

affecWed b\ Whe SlRYakian deSRUWaWiRn Rf WheiU JeZiVh SRSXlaWiRn dXUing Whe ZaU WhaW he ³decided 

after the war to go to the station where Jewish girls got off the train from the camps and marry 

Whe fiUVW WhaW he VaZ´ (and purportedly, he did). 42 He would eventually become known as the 

³enfanW WeUUible´ Rf SlRYak liWeUaWXUe fRU hiV RSen cUiWiciVm Rf Whe Uegime in 1967-8 (see Chapter 

Four).  

 MĖaþkR¶V biRgUaSh\ and SeUVRnal e[SeUience Rf Whe ZaU, When, help to understand why 

MĖaþkR WRld the love story of a Slovak partisan and a Jewish woman in his first novel.43 The 

novel began ZiWh VRlRd¶a in Whe hRVSiWal, haYing been shot in the back in a gun-fight; in all 

likelihood, he was crippled. In the first chapter, the Red Army arrived in Prague and the war 

ended. In this narrative, it was cleaU WhaW VRlRd¶a had lost his Jewish heroine, Marta, from the 

 
40 Smrt¶ sa vola Engelchen, diUecWed b\ IYan Balaća (BUaWiVlaYa: ýeVkRVlRYenVki WeleYi]e, 1960). LadiVlaY MĖaþkR, 
Smrt¶ sa vola Engelchen (Bratislava: SlRYenVkp Y\daYaWel¶VWYR SRliWickej liWeUaW~U\, 1959).  
41 JRVef âkYRUeckê, Vãichni ti bystĜí mladí muåi a åeny: osobní historie þeského filmu (Prague: Horizont, 1991), 231. 
42 AUnRãW LXVWig, ZpovČd¶ (Praha: Nakladatelství Franze Kafky, 2009), 81.  
43 The chaUacWeUV ZeUe VXSSRVedl\ cUeaWed baVed Rn Ueal SeRSle. ³A ChaW abRXW WaU FilmV ZiWh DiUecWRUV ElmaU 
KlRV,´ Death is Called Engelchen (PUagXe: ýeVkRVlRYenVkê filme[SRUW), 7, FRldeU ³SmUW Vi Ĝtki Engelchen´ 884, 
NFA, Prague, CZ. While MĖaþkR had SXbliVhed VeYeUal UeSRUWage ZRUkV, hiV fiUVW being abRXW Whe 1948 AUab-Israeli 
War, this was his first novel. Ladislav MĖaþkR, Izrael, národ v boji (BUaWiVlaYa: PUaYda, 1949); LadiVlaY MĖaþkR, 
Albánska reportáå (BUaWiVlaYa: PUaYda, 1950); LadiVlaY MĖaþkR, Dobrodruåstvo vo Vietname (Bratislava: 
V\daYaWeĐVWYR SRliWickej liWeUaW~U\ 1954); LadiVlaY MĖaþkR, Vody Oravy (Prague: Mladá fronta, 1955); Ladislav 
MĖaþkR, Ćaleko je do Whampoa (BUaWiVlaYa: V\daYaWeĐVWYR SRliWickej liWeUaW~U\, 1958). 
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very beginning. She arrived aW Whe hRVSiWal WR Well VRlRd¶a WhaW Vhe was leaving Slovakia forever, 

having been a member of the resistance who slept with a German general in order to gain special 

access to Nazi military plans. It waV in WhiV Vcene WhaW VRlRd¶a UeYealed to her that he knew she 

was Jewish ± her beauty and desirability the mask that enabled her to do her resistance work. 

Marta clearly struggled with her guilt of having survived in material comfort, while so many 

died. ³I VhRXld haYe gRne WR AXVchZiW],´ she declared, feeling she escaped the shared Jewish 

fate. VRlRd¶a inViVWed that her position was worse than being in Auschwitz, and wondered to 

himself if she might have been better off dead. She declared her intention to go to Canada, 

feeling that she could never escape her past in Europe.44 Her departure sent VRlRd¶a back to 

recollections of his time as a partisan, when he met Marta.  

 In 1963, the novel was adapted into a cinematic feature film directed by Ján Kadár and 

Elmar Klos. Kadár was a Slovak Jew, who spent the war in a labor camp (and lost his family) 

and had directed several short documentaries about the Slovak partisan uprising and Nazi war 

crimes immediately after the war.45 Nonetheless, it was purportedly his collaborator, Elmar Klos, 

who read MĖaþkR¶V bRRk and decided WR adaSW iW as a film.46 It is possible Klos was inspired by 

PRliVh diUecWRU Wanda JakXbRZVka¶V 1948 film abRXW AXVchZiW], The Last Stop, as he recalled 

Whe film¶V feVWiYal VcUeening VSecificall\.47 Klos had already been established in the interwar 

Czechoslovak film industry and was a key member of the film industry already in the immediate 

postwar. Kadár and Klos started working together in 1949, and exclusively directed together 

 
44 MĖaþkR, Smrt si Ĝíká Engelchen, 40-43. 
45 Macek, Ján Kadár, 29-33. KadiU and KlRV diVcXVV ZhaW dUeZ Whem WR WheVe WhemeV in AnWRntn J. Liehm, ³Jin 
Kadár ± ElmaU KlRV,´ OstĜe sledované filmy: þeskoslovenská zkuãenost (Praha: Národní filmový archiv, 2001): 114-
5, 125-6. Interestingly, they consider The Shop on Main Street their first foray into these themes.  
46 ElmaU KlRV, ³ýeUnRbtlê VniĜ: aneb Jak Ve VnadnR a U\chle VWiW filmRYêm UeåiVpUem,´ in ýernobílê snáĜ Elmara 
Klosa, ediWed b\ Jan LXkeã (PUagXe: NiURdnt filmRYê aUchiY, 2011), 187. 
47 Ibid, 175. On Jakuboswka, See Haltof, Polish Cinema and the Holocaust, 28-47; HannR LReZ\, ³The MRWheU Rf 
All HRlRcaXVW FilmV?: Wanda JakXbRZVka¶V AXVchZiW] TUilRg\,´ Historical Journal of Film, Radio and Television 
24, no. 2 (2004): 179±204. 



 114 

until after 1968.48 This was not the first time that they attempted to adapt narratives about Jews 

for public audiences; it was Kadár and Klos, recall, who had wanted to adapt JiĜt Weil¶V 

Mendelssohn is on the Roof, before the work lost favor with the publisher.49  

 In KadiU and KlRV¶V YeUViRn Rf Death is Called Engelchen, filmed in Czech, the partisan 

bore the name ³PaYel,´ SUeVXmabl\ becaXVe Rf Whe SlRYak VSecificiW\ Rf ³VRlRd¶a.´ The setting 

also shifted fURm Whe UegiRn aURXnd Whe SlRYakian WRZn Rf PlRãWina WR Whe MRUaYian WRZn, Zltn. 

IURnicall\, hRZeYeU, in VSiWe Rf KadiU and KlRV¶V cRmmiWment to exposing the human impact of 

Nazi atrocities, the film obscured that Marta was Jewish by altering the structure of the narrative 

and relying exclusively on insinuation (rather than the overt statements of the novel) to establish 

her Jewishness. At the end Rf Whe nRYel, VRlRd¶a diVcRYeUed WhaW MaUWa¶V WUiS WR ³Canada´ ZaV a 

euphemism for her suicide. ³Canada´ was potentially a veiled reference to her feeling of 

obligation to other Jewish fates in Auschwitz, as this was also the nickname of the storeroom 

where Jewish belongings were kept in Auschwitz.50 The film begins with the partisan initiative 

that led to PaYel¶V injXU\. It is implied that the initiative is an attempt to rescue Marta from a 

Nazi commandant, but he finds Marta, presumably dead after consuming a bottle of pills. When 

Pavel attempted to escape Whe Na]i cRmmandanW¶V hRme, nRZ XndeU Viege, with his Russian 

comrade Nikolaj, he was shot and taken to the hospital. For much of the film (like in the novel), 

Pavel remained prostrate in a hospital bed, looking at people through their reflection in a mirror. 

 
48 See ³DeVeW VWUan åiYRWRSiVnphR UR]kladX, kWeUêm Ve ElmaU KlRV bUinil Y roce 1959 posudku z Barrandovského 
KidURYphR RddČlent,´ ciWed in ýernobílê snáĜ Elmara Klosa, ediWed b\ Jan LXkeã (PUagXe: NiURdnt filmRYê aUchiYe, 
2011), 113-117; ElmaU KlRV, ³ýeUnRbtlê VniĜ: aneb Jak Ve VnadnR a U\chle VWiW filmRYêm UeåiVpUem,´ in ýernobílê 
snáĜ Elmara Klosa, ediWed b\ Jan LXkeã (PUagXe: NiURdnt filmRYê aUchiY, 2011), 159-196. 
49 LeWWeU WR Weil fURm fURm TYĤUct VkXSina Feli[-Daniel, þ inY. 348, Korporace ± Filmové studio Barrandov, 
Korespondence vlastní ± pĜijati, JiĜt Weil PeUVRnal PaSeUV (70/70 þ SĜtU.), LA PNP, Prague, CZ. 
50 See, for example Miklós Nyiszli, Auschwitz: A Doctor¶s Eyewitness Account, translated by Tibére Kremer and 
Richard Sever (New York: Arcade Publishing, 1993): 195-6.  



 115 

The plot of the movie unfolded as Pavel drifted in and out of his recollections of his activities as 

a partisan prior to his injury and his love affair with Marta. 

 PaYel¶V fiUVW encounters with Marta emphasized both her sexuality and the isolated nature 

of her work with the resistance. The film recreated VRlRd¶a¶V inceVVanW WhRXghWV abRXW MaUWa b\ 

having Pavel stare at her continually, both because of her striking beauty, but also because he did 

not trust her. In Death is Called Engelchen, MaUWa¶V Ve[XaliW\ was very much an element of the 

film. MaUWa¶V beauty, particularly heU abiliW\ WR ³SaVV´ aV a nRn-Jew, had heightened significance: 

not only did it allow her to survive, but she was an invaluable resistance resource because of it. 

Her beauty allowed her access into the inner circles of the SS, a position described by Nikolaj as 

³mRUe YalXable Whan RXU enWiUe deSaUWmenW.´ In Whe nRYel, VRlRd¶a himVelf cRmmenWed on the 

abVXUdiW\ Rf Whe beaXWifXl VS\: ³Whe eUa Rf YaUiRXV MaWa-Haris is long gone, no spies used 

VWUikingl\ beaXWifXl ZRmen. OU ma\be iW ZRUkV?´51  

 
 
 
 
 
 
 

 
51 MĖaþkR, Smrt si Ĝíká Engelchen, 46-49; Smrt¶ si Ĝíká Engelchen, directed by Ján Kadár and Elmar Klos (1963; 
Prague: Filmové studio Barrandov). 

Image 3.4. One of the many scenes in which Pavel stares at Marta surreptitiously, 
emShaVi]ing heU allXUe and m\VWeU\. SRXUce: ³Smrt si Ĝtki Engelchen,´ Filmový 
pĜehled, NFA, https://www.filmovyprehled.cz/cs/film/396530/smrt-si-rika-
engelchen . 

https://www.filmovyprehled.cz/cs/film/396530/smrt-si-rika-engelchen
https://www.filmovyprehled.cz/cs/film/396530/smrt-si-rika-engelchen


 116 

As he recalled these events, Pavel struggled with being literally immobilized both by his 

injury and depression over feeling incapable of saving Marta. The film placed MaUWa¶V hRVSiWal 

appearance much later, but otherwise the film and novel closely match. Because of her presumed 

suicide in the opening scenes of the film, the film retained the effecW Rf MaUWa Veeming ³lRVW´ 

from the very beginning. One day, Marta visited him in the hospital, having survived her suicide 

aWWemSW. In VWaUk cRnWUaVW ZiWh PaYel¶V UelXcWanW RYeU-heroization, Marta had been branded a 

collaborator for her work with the resistance. Very quickly he realized that, in spite of her 

survival, she was still lost to him. She planned WR leaYe and gR ³VRmeSlace nR Rne knRZV heU,´ 

having no one left of her family and been ostracized for her work. She told him that he would 

one day be able to walk, whereas she would be a ³cUiSSle fRUeYeU,´ fRUeYeU maUked b\ her 

experience of war. Marta had literally worn her experiences on her body. During the course of 

the film she described her subjugation to the Nazi officers as being like the biblical Ruth, ³a 

VlaYe,´ and was once even whipped by a Nazi general (whom she later shot, by her own hand, 

proving even the master of her own vengeance).52  

 
Image 3.5. Marta in despair after killing her victimizer. Again, men look at her while she looks 
away. Source: Smrt si Ĝíká Engelchen, dir. by Ján Kadár and Elmar Klos (Prague: Barrandov 
Film Studio, 1963). 
 

 
52 Eva Poláková (playing Marta) in Smrt¶ si Ĝíká Engelchen. 
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ThiV VWaWemenW emShaVi]eV Whe cenWUal cRnWUaVW beWZeen MaUWa and PaYel. PaYel¶V dXWieV 

as a partisan involved companionship and building strong bonds with others. In spite of resisting 

lionization, Pavel was constantly called a hero by everyone with whom he interacted. His 

resistance and heroism were legible, recognizable, and publicly valued. By contrast, Marta faced 

her tasks alone. In both Romeo, Juliet a Darkness and Death is Called Engelchen, the films¶ 

framing emphasized the internal suffering and isolation of the Jewish women. Marta and Hanka 

were often featured with their respective Pavels, while staring off into the distance. Marta and 

Hanka faced internal struggles that even their male protectors could not access.  

    
Image 3.6. and 3.7.  Scenes of Hanka looking off into the distance, her attention not with Pavel.  
Source: Romeo, Juliet and Darkness, dir. by JiĜt WeiVV (Prague: Barrandov Film Studio, 1960). 
 

  
Image 3.8. and 3.9. Scenes of Marta looking off in the distance, her attention not with Pavel. 
Source: Smrt si Ĝíká Engelchen, dir. by Ján Kadár and Elmar Klos (Prague: Barrandov Film 
Studio, 1963). 
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Like the heroine of Romeo, Juliet and Darkness, Marta struggled to feel alive: 

³SRmeWimeV I feel WeUUibl\ emSW\, VRlRd¶a, deaWhl\ emSW\«´ Vhe Va\V in Whe nRYel.53 In the 

novel, MaUWa¶V VXicide aWWemSW was at the end and was successful. There were two parallels here 

with Romeo, Juliet and Darkness. FiUVW, like PaYel, VRlRd¶a imagined that Marta might be better 

off dead in the opening of the novel, and this came true.54 Like the Pavel of Romeo, Juliet and 

Darkness, VRlRd¶a heaUd MaUWa¶V YRice ZhiVSeUing WR him: ³YRX haYe WR liYe, VRlRd¶a«I 

cRXldn¶W, bXW \RX mXVW.´ HaYing Uegained hiV abiliW\ WR Zalk, VRlRd¶a UeVRlYed to hunt down 

Engelchen, the Nazi commandant who destroyed whole villages in Slovakia hunting the 

partisans. This vengeance waV SRUWUa\ed aV a Za\ Rf making MaUWa¶V ZaUWime VXffeUing haYe 

meaning, as she was the one who gave him Whe inWelligence Rn Engelchen¶V lRcaWiRn.55 Pavel and 

VRlRd¶a WhXV UeWained some small sense of heroism, in spite of having failed to help their Jewish 

loves survive their pain.  

 The UelaWiYe lack Rf claUiW\ abRXW MaUWa¶V JeZiVhneVV XnVXUSUiVingl\ meant that it was less 

likel\ fRU film UeYieZeUV WR menWiRn MaUWa¶V JeZiVhneVV. Kádar himself did not consider Death is 

Called Engelchen a film ZiWh ³JeZiVh WhemeV.´ 56 B\ cRnVideUing Whe nRYel¶V cinemaWic 

adaptation emblematic of gendered Jew/non-Jew dynamics in 1960s Czechoslovak culture, I am, 

in a sense, reading the film against the vision of its creators. Yet, even the cinematic adaptation 

of Death is Called Engelchen traded in the same tropes and images as Romeo, Juliet and 

Darkness and RWheU ZRUkV ZiWh ³JeZiVh WhemeV.´57 Furthermore, reviewers often knew the 

 
53 MĖaþkR, Smrt si Ĝíká Engelchen, 69. 
54 Ibid 280-83. 
55 Ibid 283.  
56 Kadár himself described The Shop on Main Street (1965) aV hiV fiUVW fRUa\ inWR ³JeZiVh WhemeV,´ admiWWing VRme 
Rf Whe mXWing Rf Whe ³JeZiVh WhemeV´ Rf Death is Called Engelchen. Liehm, ³Jin KadiU - ElmaU KlRV,´ OstĜe 
sledované filmy, 126-7. This interview was completed in 1971. 
57 ThiV iV be diVcXVVed in fXUWheU deWail in Whe fRllRZing VecWiRn. KadiU¶V biRgUaSheU ViclaY Macek alVR deVcUibeV 
similarities between the two. Macek, Ján Kadár, 156, 147. 
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original premise of the novel, and still described Marta as a Jewish character for their readers. 

Even when reviewers failed to recognize the Jewish element of the film, they commended the 

film for being a ³challenge againVW UaciVm,´ a representation of heroism without 

³m\WhRlRgi]aWiRn,´ and linked it to other Holocaust themed works.58 

 

Repetitions on a Theme: The Jewish Heroine and Czech/Slovak Anti-Hero  

 There were two basic gendered tropes at play in movies about the occupation featuring 

Jewish women: the first was of the beautiful, irresistible, yet languishing Jewish woman, and the 

second was of the non-Jewish man, who desperately wanted to save and protect a Jewish woman, 

but failed. It fell upon the woman to reject the conditions of the world that she lived in, which 

typically resulted in tragedy. These tropes appeared repeatedly in Czechoslovak literature and 

film. Often, the two tropes appeared together, though not necessarily.  

RXdRlf Jaãtk¶V 1958 novel St. Elizabeth Square (NameVWie SYlWej AlåbeW\, made into a 

film in 1965) was also another Slovak story about a non-Jewish boy who fell in love with a 

Jewish girl that he failed to save from deportation and death.59 Both A Prayer for Katherine 

Horowitz (Modlitba pro KateĜtnX HRURZiW]RYRX; 1964 novel, 1965 film) and Dita Saxová (1962 

novel, 1967 film) focused on beautiful, sexualized Jewish women who ultimately rejected the 

conditions of their subjugation and alienation. Both were originally stories ZUiWWen b\ AUnRãW 

 
58 For reviews that either make the Jewishness of the characters explicit, or focus on anti-racism and heroic 
mythology, see the following. On Romeo, Julie a tma: M JeWel, ³Film a nRYela,´ Plamen 2, no. 6 (1960): 124-6; Jan 
PiliW, ³DRSiV RVmnicWileWpmX SĜtWeli,´ Mladá fronta, ASUil 14, 1960, 5; FUanWiãek VUba, "RRmeR, JXlie a Wma," 
Literární noviny 9, nov. 15 (1960): 6; On Smrt¶ si Ĝíká Engelchen: ³SmUW Vi Ĝtki Engelchen: Film, kWeUê mi cR Ĝtct,´ 
Naãe pravda, Ma\ 3, 1963 in VêVWUiåk\ 1, SmUĢ Va YRli Engelchen [dRkXmenWaþni ]lRåka],´ 07.10.2010 AACR2, 
SFU, Bratislava, SK; JaURVlaY BRþek, ³Film²RRman,´ Kulturní tvorba 20, nR. 1 (1963): 10; A.J. Liehm, ³FilmRYê 
VlRXSek,´ Literární noviny 12, no. 20 (1963): 8; Jan äalman, ³HeURiVmXV be] legend\,´ Film a doba 9, no. 6 (1963): 
328-9; M. Fiala, ³O SUaYdiYRVW, SĤYRdnRVW a RVRbiWRVW,´ Rudé právo, June 30, 1963, 5; VlaVWimil VUabec, ³HUdinRYp 
URminR YaUXjt ] SliWna,´ Svobodné slovo, May 4, 1963, 3.  
59 Rudolf Jaãtk, Námestie svätej Alåbety (Bratislava: Mladé leta, 1958); Vladimír Bahna, Námestie svätej Alåbety 
(BUaWiVlaYa: ýeVkRVlRYenVkê film BUaWiVlaYa, 1965).  
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Lustig and then adapted as films by Antonín Moskalyk.60 A Prayer for Katherine Horowitz was 

based on a true story of a woman who killed a concentration camp guard. Though she had no 

male partner, her defiance was contrasted with a group of wealthy foreign Jews (all men), who 

were supposed to be exchanged with Nazi POWs for safe passage to Switzerland, but were 

instead sent to Auschwitz. Dita Saxová depicted the story of a girl in postwar Prague who felt 

abandoned and isolated by life and Europe more broadly, having been the only camp survivor in 

her family. She was billed as an ³XnW\Sical JeZiVh giUl, a blRnde Rf gUeaW beaXW\, ZhR ZRXld 

caSWiYaWe WhRVe aURXnd heU b\ lRRkV alRne.´61 Dita attempted to find place throughout the story, 

but eventually killed herself in Switzerland.62 ³AlaV,´ diUecWRU MRVkal\k ZiVWfXll\ WRld an 

interviewer for the Czechoslovak Film Export Press Division, Whe\ ³VeWWled fRU a bUXneWWe´ in the 

film version of Dita Saxová,  haYing fRXnd ³nR-Rne like WhaW eiWheU aW hRme RU abURad.´63 

The male counterparts to these Jewish beauties were portrayed in one of two ways: 

³RUdinaU\ heUReV´ ZhR failed dXe WR ciUcXmVWanceV RXW Rf WheiU cRnWURl (Romeo, Juliet and 

Darkness, Death is Called Engelchen, St. Elizabeth Square) or overt anti-heroes, whose lack of 

morality caused their own undoing (Birds, Orphans and Fools and The Cremator). Juraj 

JakXbiVkR¶V 1969 abVXUdiVW Birds, Orphans and Fools (VWaþkRYia, ViURW\, bli]ni) (based on a 

screenplay by a young Karol Sidon, who eventually became the Chief Rabbi of Prague 1992) 

 
60 AUnRãW LXVWig, Modlitba pro KateĜinu Horowitzovou (PUagXe: ýeVkRVlRYenVkê VSiVRYaWel, 1964); AUnRãW Lustig, 
Dita Saxová (PUagXe: ýeVkRVlRYenVkê VSiVRYaWel, 1962); Dita Saxová, directed by Antonín Moskalyk (1967; Prague: 
Barrandov Studio); Antonín Moskalyk, Modlitba pro KateĜinu Horowitzovou (PUagXe: ýeVkRVlRYenVki WeleYi]e, 
1965). 
61 Both in the novel and film. Dita Sax (PUagXe: ýeVkRVlRYenVkê Filme[SRUW PUeVV DeSaUWmenW, 1967), 4,9, FRldeU 
³DiWa Sa[RYi´ (1038), Reklamnt maWeUiil\ cRllecWiRn, NFA, PUagXe, CZ.  
62 On the legend of the woman who killed the Nazi camp guard, see Haya Bar-IW]hak, ³The SWRU\ Rf a Jewish 
WRman WhR Killed a Na]i in a CRncenWUaWiRn CamS: A FRlklRUiVWic PeUVSecWiYe´ Fabula 50, no. 1/2 (2009): 67±77. 
For reflections on fear of Europe in Dita Saxová, Vee AUnRãW LXVWig, AnWRntn MRVkal\k and IYan UUban, ³DiWa 
Sa[RYi: liWeUiUnt VceniĜ (1967),´ Sage 120, S-779-LS-2, NFA, Prague, CZ.  
63 Dita Sax (PUagXe: ýeVkRVlRYenVkê Filme[SRUW PUeVV DeSaUWmenW, 1967), 4, FRldeU ³DiWa Sa[RYi´ (1038), 
Reklamní materiály collection, NFA, Prague, CZ.  
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also exhibited both the sexually attractive yet tragic Jewish woman and the anti-hero who failed 

to save her. The Slovak Yorick is the anti-hero; he committed suicide when he became the 

arbiter of destruction for the Jewish Marta, whom he set out to save at the outset of the film. 

Though it was not an occupation film (and was banned), the film nonetheless followed the 

pattern of using a Jewish woman and non-Jewish partner to emphasize the devastating loss of the 

Jewish character for Czechs or Slovaks.64  

JXUaj HeU]¶V 1969 surrealist horror The Cremator (SSalRYaþ mUWYRl) also focused on this 

dynamic: the non-Jewish Karel Kopfrkringl, a director of a mortuary, became obsessed with the 

idea that he would save his Jewish wife and their children by killing them, liberating them to be 

reincarnated, now free of their blood prejudice.65 ThRXgh baVed Rn LadiVlaY FXk¶V 1967 nRYel, iW 

had the misfortune of premiering in the months after the Soviet Invasion. In spite of great 

enthusiasm exhibited in multi-lingual promotional materials created by the Central Film Agency, 

it was banned.66  

While most films about overt anti-heroes like Kopfrkringl and Yorick were banned, the 

Academy Award-winning The Shop on Main Street (Best Foreign Film) was an exception. It was 

also adapted by Ján Kadár and Elmar Klos, who were recommended the original story by none 

other than AUnRãW LXVWig.67  Rather than the sexualized Jewish female, it built upon a concept of a 

familial bond between the Slovak carpenter Tono Brtko and the elderly Jewish button-shop 

owner Rozálie Lautmann. Tono waV an aSRliWical and VlighWl\ bXmbling caUSenWeU. TRnR¶V Zife, 

 
64 Vtaþkovia, siroty, blázni, directed by Juraj Jakubisko (BUaWiVlaYa: ýeVkRVlRYenVkê film, 1969).  
65 Juraj Herz, Spalovaþ mrtvol (Prague: Barrandov Film Studios, 1968). It was based off a novel by Ladislav Fuks, 
Spalovaþ mrtvol (PUagXe: ýeVkRVlRYenVkê VSiVRYaWel, 1967).  
66 FRldeU ³SSalRYaþ mUWYRl´ (1126), Reklamnt maWeUiil\ cRllecWiRn, NFA, PUagXe, CZ.  
67 The story was purportedly originally published in the literary magazine Plamen in 1962, and the novel was 
published in 1965 by Ladislav Grosman, the same year that Ján Kadár and Elmar Klos adapted it into a film. 
Ladislav Grosman, Obchod na korze (Prague: Mladá fronta, 1965); Obchod na korze, dir. Ján Kadár and Elmar Klos 
(PUagXe: BaUUandRY Film SWXdiRV, 1965). On LXVWig¶V URle, Vee KlRV, ³ýeUnRbtlê VniĜ,´ 189.  
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however, coveted the comforts afforded to her sister and brother-in-law as a result of her brother-

in-laZ¶V SRViWiRn in Whe lRcal Hlinka Guard, the Slovak fascist militia. Tono had little interest in 

politics, but was eventually lured with the promise of wealth to take an assignment as an 

³aU\ani]eU´ Rf Rozálie LaXWmann¶V bXWWRn VhRS.  

With dark irony, Rozálie turned out to be senile ± the shop itself made little money, and 

Rozálie was entirely supported by the alms of a local community. Instead of taking control of the 

shop, Tono became Rozálie¶V aVViVWanW, dRmeVWic VXSSRUW (in an Rdd h\bUid hXVband-son role), 

and protector all at once. He was even fitted in Rozálie¶V hXVband¶s old suits, emphasizing 

TonR¶V adoption of the role of familial obligation. NRneWheleVV, TRnR¶V mRWiYaWiRnV were 

conflicted at best: in part because he wanted to please his wife, in part because he liked the 

status, in part because he liked Rozálie and her helpers, and in part because he wanted the 

money. Eventually, when Rozálie is called for a transport, Tono got increasingly drunk, 

oscillating wildly between self-preservation, fear of reprisal, and a desire to protect her. When he 

finally decided to save her, he accidentally killed her by shoving her in a closet and breaking her 

neck. Forced to face his abject failure to save her, he committed suicide.  

The Shop on Main Street¶V morally ambiguous anti-hero was, in fact, a more negative 

portrayal than many of the other films of the decade. Younger, alluring Jewish women were the 

norm, as were their agency-deprived but well-meaning Czech or Slovak lovers.68 According to 

Elmar Klos, he and Kadár only got away with a film so overt about weakness and cowardice 

becaXVe PUeVidenW NRYRWnê ³didn¶W like SlRYakV.´69 In spite of the Best Foreign Film Award, the 

 
68 EVWheU FXchV VWill aUgXeV WhaW RR]ilie¶V beaXW\ and allXUe iV a SaUW Rf heU chaUacWeUi]aWiRn in Whe film. FXchV, ³The 
CRnVWUXcWiRn Rf HeURineV in HRlRcaXVW FilmV,´ 97.  
69 QXRWed in ³JR]ef KUyneU: FidlikanW na kRU]e,´ Tv oko no. 36 (2008): 24, Folder 1, Jozef Króner collection, SFU, 
02.07.2003, Bratislava, SK.  
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regime apparently regretted allowing such a negative portrayal, and there was some suggestion 

of banning C]echV fURm making mRUe mRYieV Rn ³SlRYak WRSicV´ because of it.70 

In spite of the tragi-heroic status of the Jewish women in these narratives, though, these 

stories prioritized the non-Jewish counterpart. Tono, VRlRd¶a and PaYel were the obvious 

³SURWagRniVWs´ Rf Whe ZRUks. This is evident in part through narration. Even when the narration is 

third-person, the story primarily follows the non-Jewish man; the Jewish woman only appears 

when interacting with him. There were exceptions ± Dita Saxová and KaWheUine HRURZiW]¶V 

narratives have no male counterpart, so their narratives are theirs alone. Nonetheless, they do not 

have first-person narration.  

Functionally, these narratives emphasized the agency and responsibility of the non-

Jewish characters. In contrast, Jewish main characters often functioned simply to place the non-

Jewish characters in a kind of moral quandary. Thomas Alfred writes that, ³the female characters 

in Czech fiction and film are invariably objects of male fantasies and fears rather than subjects in 

their own right.´71 While Jewish female characters were not exclusively objects of male fantasies 

and fears, they were often less complex and somewhat hollow, being rarely given narration or 

internal thought processes.  If the Jewish characters managed a tragic self-reclamation of agency 

(as they did in all cases but The Shop on Main Street), it functioned to prove to the non-Jewish 

characters that it was not enough to be a solitary hero ± society had to be free to allow humans to 

live without persecution and to stand up for moral justice.  

 
70 LeWWeU fURm JiĜt WeiVV WR AlRiV PRledĖik, CenWUal diUecWRU Rf C]echRVlRYak Film [MaUch 13, 1967], FRldeU 8, JiĜt 
Weiss Personal Papers, NFA, Prague. Evidence of iWV cRnWURYeUVial naWXUe iV alVR eYidenW in: Liehm, ³Jan KadiU - 
ElmaU KlRV,´ OstĜe sledované filmy, 128; PaYel TaXVVig, ³ObchRd na kRU]e,´ in 3x Oscar pro ýeskê film (Praha: 
Cinemax, 1998), 11. 
71 Alfred, Bohemian Bodies, 171. 
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Ironically, in spite of the focus on the non-Jewish characters, the Jewish women were 

often the visual focus of marketing materials and commentary± especially for international 

audiences (See Figures 3.10± 13). Tono, for example, was clearly the main character of The Shop 

on Main Street, yet when reviewed by or billed for international audiences, Rozálie Lautmann, 

played by the famed Polish-Yiddish stage acWUeVV Ida KamiĔVka, was nearly always displayed 

without Tono.72 Likewise, billing Romeo, Juliet and Darkness aV a VWRU\ abRXW Whe ³C]ech Anne 

FUank´ helSed EVWeU/Hanka WR VXSeUVede PaYel, in VSiWe Rf the fact that Pavel was clearly the 

main character.73 Even domestic press materials sometimes foregrounded images of Marta or 

Hanka looking off in the distance.74 

 
72 See, HenU\ Kamm, ³HeU PeRSle LiYe in µThe ShRS Rn Main SWUeeW¶,´ The New York Times, February 20, 1966, x9; 
BRVle\ CURZWheU, ³ScUeen: µThe ShRS Rn Main SWUeeW¶ BeginV iWV RXn,´ The New York Times, January 25, 1966, 47; 
KeYin ThRmaV, ³KaminVka: S\mbRl Rf TUaged\,´ ASUil 21, 1966, C21; KaWe CameURn, ³ µThe ShRS Rn Main SWUeeW¶ 
DeeSl\ MRYing Film,´ Daily News, JanXaU\ 25, 1966 and RRVe PelVZick, ³ImSRUW TUXl\ SXSeUb,´ The New York 
Journal, JanXaU\ 25, 1966 in FRldeU ³ObchRd na kRU]e´ (976 A-B), Reklamní materiály collection, NFA, Prague, 
CZ. There were a few examples of this in the Czech/Slovak press, including a film still of Rozálie dead in the closet 
in SvČt v obrazech. JiĜt MRåka, ³ObchRd na kRU]e,´ SvČt v obrazech vol. 21, no. 21 (1965), 10; L. Konrádová, ³TYiĜ, 
kWeURX ne]aSRmeneme,´ Svobodné slovo, May 30, 1965, 4. Klos and Kadár decided upon Kaminska after seeing her 
aW Whe YiddiVh WheaWeU in WaUVaZ. KlRV, ³ýeUnRbtlê VniĜ,´ 189.  
73 See footnote 23. Likewise, whereas Pavel and Hanka were frequently featured together in the Czech press, Hanka 
was the subject of international promotional materials or articles. See Promotional matchbook from the San 
SebaVWian FeVWiYal, FRldeU ³RRmeR, JXlie a Wma´ (759 A-B), Reklamní materiály collection, NFA, Prague, CZ; 
BRVle\ CURZWheU, ³ScUeen: µSZeeW LighW in a DaUk RRRm¶,´ The New York Times, June 30, 1966, 28; Jerzy 
AndU]ejeZVki, ³W San SebaVWian UR]danR nagURd\,´ Ekran, July 2, 1960, 5. 
74 This framing is featured in Figures 3.6-9. MaUWa in Whe fRUefURnW: See MilRã Helcl, ³SmUW¶ Vi Ĝtki Engelchen,´ 
PochodeĖ, Ma\ 23, 1963, 3; GXVWaY FUancl, ³SYČdecWYt VWile akWXilnt,´ Lidová demokracie, May 4, 1963, 3; Milan 
PRlik, ³Engelchen jeãWČ åije!³ KvČty vol. 12, no. 37 (1962): 18-19; CWibRU Vaãina, ³SmUW' Va YRli Engelchen,´ Hlas 
l'udu, Ma\ 15, 1963; JRVef Vagada\, ³DR URk\Wnice ]a Engelchenem,´ ýeskoslovenskê voják, October 13, 1962; 
RichaUd Blech, ³MinXlRVWµ nie akR UeWURVSekWtYa,´ Kult~rny åivot, August 25, 1963; all located in VêVWUiåk\ 1&2, 
SmUĢ Va YRli Engelchen [dRkXmenWaþni ]lRåka], 07.10.2010 AACR2, SFU, BUaWiVlaYa, SK. ThiV ZaV UaUeU fRU 
Romeo, Juliet and Darkness, bXW fRU a feZ e[amSleV Rf Hanka in Whe fRUefURnW, Vee GXVWaY FUancl, ³ µRRmeR, JXlie a 
Wma¶ Ye filmRYp SRdRbČ,´ Lidová demokracie, ASUil 10, 1960, 5; K. NeãYeUa, ³RRmeR, JXlie a Wma,´ SvČt v obrazech, 
PRVWeU fRU Whe YRXWh Film ClXb, ³FilmRYê klXb mlideåe XYidt µRRmeR, JXlie a Wma¶,´ FRldeU ³RRmeR, JXlie a Wma,´ 
(759 A-B), Reklamní materiály collection, NFA, Prague, CZ. 
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Image 3.10 and 3.11. On the left, the international promotional pamphlet for Death is Called 
Engelchen, which foregrounds Marta (while Pavel is absent). On the right, the domestic 
promotional pamphlet. Source: «As We Do Not Forgive« (Prague: ýeVkRVlRYenVkê filme[SRUW) 
and Smrt si Ĝíká Engelchen, FRldeU ³SmUW Vi Ĝtki Engelchen´ (884), NFA, PUagXe, CZ.  
 

    
Images 3.12 – 3.14. The Czech poster for The Shop on Main Street (left) is oddly decontextualized. 
The only clear film referent is the hat that Tono wears that belonged to Rozálie¶V hXVband. BRWh 
the Hungarian (center) and German (right) posters foreground Rozálie. SRXUce: FRldeU ³ObchRd 
na kRU]e´ (976 A-B), Reklamní materiály collection, NFA, Prague, CZ.
  

 

 

 In some of the other promotional materials, Tono or Tono and Rozálie were featured together. The Polish poster 
also referenced to Rozálie, showing her arthritic hands sorting buttons. Wiktor Górka, Szklep przy gáównej ulicy 
(1965), P-3982, FN, Warsaw, PL, http://gapla.fn.org.pl/plakat/6145/sklep-przy-g-wnej-ulicy.html. 

http://gapla.fn.org.pl/plakat/6145/sklep-przy-g-wnej-ulicy.html
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Visual commentary foregrounded the women, and thus their dilemma: whether or not they 

³belRnged´ in Whe enYiURnmenW in which their male Czech or Slovak partner lived. In nearly every 

caVe, Whe ZRmen chRVe WR leaYe againVW Whe men¶V ZillV. As Jeffrey Saperstein writes of The Shop 

on Main Street, TRnR ³becRme(V) a µJeZ¶ in Whe VenVe WhaW« VXffeUing iV Whe faWe Rf all hXmanV; 

only when we recognize our kinshiS ZiWh RWheUV can anRWheU ZRUld be imagined«a ZRUld in Zhich 

SUagmaWiVm and accRmmRdaWiRn haYe been UeSlaced b\ kindneVV and UeVSRnVibiliW\.´75 This same 

image Rf aWWachmenW RYeU ³kindneVV and UeVSRnVibiliW\´ bound MaUWa WR PaYel/VRlRd¶a and 

Ester/Hanka to Pavel. The repetition of themes ± the tragic Jewish heroine failed by her non-Jewish 

neighbRUV and lRYeUV, Whe idea WhaW Whe JeZiVh chaUacWeUV ZRXld be ³beWWeU Rff´ dead Whan liYing in 

a world that accepted such inhumane treatment of its citizens, and the specter of suicide (both for 

the Jewish women, who usually succumbed, and the non-Jewish men debating or deciding to join 

them) ± tethered these novels and their cinematic adaptations together across the long 1960s. 

Appearing first with the novel Romeo, Juliet and Darkness in 1958, these dynamics repeatedly 

played out until after the Soviet Invasion in 1968.76  

 

Nation, Place and Space: The Home that Provides no Comfort  

Czech and Slovak writers and filmmakers also often used Whe cRnceSW Rf ³hRme´ and 

belonging WR XndeUVcRUe leVVRnV abRXW cRnfRUmiVm and ³RUdinaU\ heURiVm.´ As with the Jewish 

heroine, this trope was inspired by texts. ³HRme´ typically denoted safety, security, comfort, and 

respite. Czech and Slovak writers and filmmakers, however, inverted these associations, making 

 
75 JeffUe\ SaSeUVWein, ³µAll Men AUe JeZV¶: TUagic TUanVcendence in KadiU¶V The ShRS Rn Main SWUeeW,´ 
Literature/Film Quarterly 19, no. 4 (1991): 247-251. In Whe caVe Rf TRnR, WheUe¶V VRme VXggeVWiRn WhaW KUyneU ZaV 
chRVen WR Sla\ TRnR becaXVe he had a ³VimilaU nRVe´ WR KaminVki, i.e. a ³JeZiVh nRVe,´ WheUeb\ cUeaWing a 
Sh\Vical/YiVXal maUkeU Rf TRnR¶V connection with Rozálie as well. Macek, Ján Kadár, 149. 
76 Films that had the misfortune to premiere after the invasion (like Birds, Orphans and Fools or The Cremator) 
were banned. 
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the home space a place of fear, danger, isolation and mistrust. Filmmakers in particular utilized 

the grey areas of adaptation to transform narratives into stressful, disorienting explorations of the 

feeling of being outcast among one¶s neighbors.  

The concept of the isolating and alienating home space was not unique to novels and 

films from the 1960s; it appeared in the earliest postwar works. JiĜt Weil¶V 1949 Life with a Star, 

for example, portrayed the story of a man going mad in the solitary confinement of his home 

space. His home was a place of isolation and disorientation, a battleground for waging a war for 

his individual existence. In spite of the fact that the naUUaWRU, RRXbiþek, liYed in complete 

isolation, he could only guarantee the space was truly his if he retained control of the space. He 

accomplished this by destroying all his possessions befRUe ³Whe\´ had a chance WR Wake Whem 

away from him.77  

Alfred RádRk¶V Distant Journey (1949), too, portrayed ³hRme´ aV a cRmSlicaWed cRnceSW 

for Dr. Hana Kauffman. In spite of her Czech fiancé (and later spouse), Toník, Prague grew 

increasingly alien. Even in her happy moments, foreboding reminders of her threatening Jewish 

heritage loomed (the Jude VWaU and ³JeZ, RXW!´ VcUaZled in SXblic VSaceV, fRU e[amSle), Zhile 

disorienting moments, noises, and ominous music seeped into her happy domestic moments.78 

Later filmmakers certainly borrowed fURm RidRk¶V YiViRn Rf Whe TeUe]ín ghetto and transit camp 

as a disorienting space of shadows, staircases, and cramped angles. Both Weil and RidRk¶V 

ZRUkV ZeUe banned, hRZeYeU, making OWþeniãek and WeiVV¶V YeUViRnV Rf Romeo, Juliet and 

Darkness were the first to successfully distribute trope of the alienating home to a wider public.  

 
77 Weil, äivot s hvČzdou.  
78 You can also see here that Hanka is a precursor to the Jewish heroine. Alfred Rádok, Daleká cesta (Prague: Státní 
YêURba dlRXhêch hUanêch filmĤ, 1948).  
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 The physicality of the home space became a way of utilizing extra-textual cinematic 

motifs to bring the viewer into the setting of the story. Cinema scholars Tim Bergfelder, Sue 

Harris, and Sarah SWUeeW ZUiWe, ³Sets cRncUeWi]e [chaUacWeUV¶] SV\chRlRg\; and, RfWen in 

cRnjXncWiRn ZiWh RWheU cRnWUibXWing elemenWV«helS in cUeaWing a VenVe Rf Slace in WeUmV Rf 

µmRRd¶ RU µaWmRVSheUe,¶ and WhXV eYRke emRWiRnV and deViUeV WhaW cRmSlemenW RU UXn cRXnWeU WR 

Whe naUUaWiYe.´79 In the ambiguousness of adaption, directors sought to make it possible for a 

YieZeU WR ³feel´ ZhaW iW ZaV like WR be in Whe Vame VSace aV Whe chaUacWeUV in Whe VcUiSW. In 

particular, unscripted elements of a film²objects, domestic interiors, sounds, and the interaction 

of these elements with cinematographic strategies² escaped the scrutiny of censors and 

approval committees. 

FRU film WheRUiVW SiegfUeid KUacaXeU, Whe inWeUSla\ Rf ³UaZ [Sh\Vical] maWeUial´ and Whe 

properties of editing also had Whe SRWenWial WR VXSeUVede Whe baVic film naUUaWiYe. ³NaWXUal 

RbjecWV´ ZeUe inheUenWl\ accRmSanied b\ a Uange Rf emRWiYe and ³inaUWicXlaWe´ meaningV, 

deSendenW XSRn Whe ³flXid inWeUUelaWiRnV beWZeen Whe Sh\Vical ZRUld and Whe SV\chRlRgical 

dimenViRn.´ ³NaWXUal RbjecWV´ KUacaXeU ZURWe, ³aUe VXUURXnded ZiWh a fUinge Rf meaningV liable 

WR WRXch Rff YaUiRXV mRRdV, emRWiRnV, UXnV Rf inaUWicXlaWe WhRXghWV«a WheRUeWically unlimited 

nXmbeU Rf SV\chRlRgical and menWal cRUUeVSRndence.´ Kracauer believed that the filmmaker 

cRXld UeWain WhiV ³indeWeUminac\ Rf naWXUal RbjecWV´ b\ highlighWing Whem in VXch a Za\ WhaW 

³delimiWV ZiWhRXW defining´ Whem. FilmmakeUV cRXld ³alienaWe RXU enYiURnmenW in e[SRVing iW.´ 80 

The filmmakers studied here achieved precisely this in their exploration of home; they made it 

 
79 Tim Bergfelder, Sue Harris, and Sarah Street, Film Architecture and the Transnational Imagination: Set Design in 
1930s European Cinema (Amsterdam: Amsterdam University Press, 2007), 11. 
80 Siegfried Kracauer, Theory of Film: The Redemption of Physical Reality (Princeton: Princeton University Press, 
1997), 55, 68-71. KUacaXeU TXRWeV LXcien SqYe Zhen he deVcUibeV cinemaWic fUaming aV ³delimiWing ZiWhout 
defining´ (69).  
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possible for multiple interpretations of the setting ± making the story both a lesson of the past 

and the present ± and allowed the viewer to feel the alienation of the characters through careful 

mechanisms of exposure.  

In Whe C]echRVlRYak ³SWaWe-VRcialiVW mRde Rf [film] SURdXcWiRn,´ film VchRlaU PeWU 

S]c]eSanik ZUiWeV, ³film ZaV SUimaUil\ a VcUeenZUiWing aUW, a SVeXdR-literary form destined to 

deliver prefabricated ideas and topics, not, sWUicWl\ VSeaking, an aXdiRYiVXal mediXm.´81 This 

meant, I argue, that censors were less inclined to recognize statements made through cinematic 

motif than literary theme. Thus, directors often sought to amplify messages about belonging, 

obligation, and alienation by relying on cinematic strategies, such as set, framing, and sound.  

To demonstrate how this worked, I focus on two adaptations: Romeo, Juliet and 

Darkness and the 1962 novel Without Collar, Without Beauty (Bez krásy, bez límce) and its 

1965 cinematic adaptation, The Fifth Horseman is Fear (...a pátý jezdec je strach). Romeo, Juliet 

and Darkness established many of the cinematic motifs that would later be refined by other 

directors. I argue that The Fifth Horseman is Fear most clearly and boldly used cinematic 

VWUaWegieV WR imSaUW Whe chaUacWeUV¶ feelingV Rf diVcRmfRUW and cRnfXViRn Rn Whe YieZeUV, and 

allowed for metaphoric comparisons with the present. 

 

Romeo, Juliet and Darkness 

OWþeniãek¶V nRYel opened with the home as a character itself, a living, breathing space 

that carried the memories, experiences, and sounds of those within: ³Old hRXVeV aUe like Rld 

people: full of memories. They have their particular life and face«. Whe ZallV Rf Rld hRmeV aUe 

aliYe. The\¶Ue enliYened b\ Whe fates that played out within them. What did they see? What did 

 
81 PeWU S]c]eSanik, ³HRZ Man\ SWeSV WR Whe ShRRWing ScUiSW? A PRliWical HiVWRU\ Rf ScUeenZUiWing.´ Iluminace 23, 
no. 3 (2013): 74. 
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Whe\ heaU? Old hRmeV alVR haYe WheiU YRice.´82 The novel also ended with the building where 

EVWeU and PaYel¶V URmance blRRmed. While Whe Rld hRme inheUiWed some foreboding qualities, 

like ³heaY\ VWeSV´ and ³bliVWeUing ZallV,´ bRWh Whe RSening and Whe clRVing Ueminded readers that 

Whe ³XnZUiWWen´ and Whe ³fRUgRWWen´ liYed on through the walls.83 The home, like an eternal 

caretaker, preserved Whe memRU\ Rf EVWeU and PaYel¶V SXUe and VimSle lRYe.  

In the film, the shared building became bRWh PaYel and Hanka¶V SeUVRnal dominion and 

their prison. The storeroom was a tenuously safe space, but one over which Hanka had no control 

(recall that Pavel declared himVelf heU ³king, CaeVaU, dicWaWRU´ Rf Whe space).84 Though her 

bonding with Pavel was a positive experience, she languished there, thinking often of suicide and 

death, in spite of her love and appreciation of Pavel. The shared spaces of the building, 

especially, were anything but comforting. The addition of new characters, aV Zell aV WeiVV¶V 

cinematic strategies helped to add an alienating and oppressive quality to the home space. Weiss 

aWWemSWed WR ³UecUeaWe [Whe] UealiW\´ Rf liYing in feaU Rf UeSUiValV fRU baVic hXman kindneVV ZiWh 

editing, framing, and extratextual elements. The gUandfaWheU¶V clock building, for example, 

contributed to an incessant ticking. A constant high-pitched, unsettling chirping of birds, and the 

VRXnd Rf KXbiaVRYi¶V baUking dRg could be heard at any time. These sounds were often 

asynchronous; the origin of the noise lurked off-screen, invisible to the viewer.85 As an American 

film reviewer commented, the sounds and spaces contributed to a sort of heightened 

claustrophobia: ³Whe film iV fXll Rf accidenWV, Rf RbjecWV, nRne Rf them standing for something 

 
82 OWþeniãek, Romeo, Julie a tma, 9 
83 Ibid. 
84 See footnote 31.  
85 Only the clocks are visible with the ticking noises. For more on synchronous and asynchronous sound, see 
Kracauer, Theory of Film, 128-132. 
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else but all of them taken for what they are and heightened, sometimes unbearably. For once, a 

biUd iV nRW a V\mbRl Rf Whe XnfeWWeUed VSiUiW« WhiV Rne chiUSV aW a leYel WRR shrill WR be bRUne.´ 86 

DeWailed VRXnd nRWeV in WeiVV¶V scripts are evidence of the intentionality of these 

³accidenWV.´87 FRU WeiVV, SURSeU ediWing Rf Ueal, eYeU\da\ VRXndV and VSaceV helSed WR ³UecUeaWe 

[Whe] UealiW\´88 of life during the occupation. Camera angles often framed Pavel uncomfortably 

cramped by Whe hRXVe¶V ZallV and VWaiUcaVeV, daUk VhadRZV caVW RYeU VSaceV in Whe hRXVe (Images 

3.14 ± 3.17). Any encounter Pavel had while walking the hallways threatened to expose him. 

Diegetic noises and framing functioned to make the viewer feel the stress and claustrophobia that 

Pavel faced as he struggled to navigate his desire to help Hanka and his fear of exposure.  

  
Image 3.15 and 3.16. Figures lurking on the spiral staircase, dramatic lighting creating a dizzying 
effect. Source: Romeo, Juliet and Darkness, dir. by JiĜt WeiVV (Prague: Barrandov Film Studio, 
1960). 
 

 
86 Joseph Kostolefsky, ³ReYieZ: RRmeR, JXlieW, and DaUkneVV,´ Film Quarterly vol.14, no. 2 (1960): 49-50.  
87 JiĜt WeiVV and Jan OWþeniãek, ³RRmeR, JXlie a Wma: Technickê VceniĜ (1969),´ S-963-TS-A, NFA, Prague, CZ. 
88 Liehm, Closely Watched Films, 60-1.  
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Image 3.17 and 3.18. Pavel crouched and confined in various corners of the building. Source: 
Romeo, Juliet and Darkness, dir. by JiĜt WeiVV (Prague: Barrandov Film Studio, 1960). 
 
 It is possible that these cinematic strategies were meant to replace the inner monologues 

that disappeared when adapting the novel. WeiVV¶V RZn cRmmenWaU\ Rn hiV ZRUk, hRZeYeU, 

suggests that these extra-textual elements were part of his intentional desire to emphasize the 

lack of resistance to inhuman political policies.89 Using sounds and visuals to invite the viewer to 

feel PaYel¶V heightened sense of stress and inner conflict lead to a broader identification with 

Pavel himself. In the moment in which Hanka finally escaped, Pavel was left devastated, banging 

on the locked main doorway to the building. The viewer, conditioned by the claustrophobic 

sounds and visuals of the home, was told to understand PaYel¶V mRmenWV aV WheiU RZn, and WhXV 

to understand the Jewish loss as an acutely painful experience.  

 

Without Beauty, Without Collar / The Fifth Horseman is Fear 

 Hana BČlRhUidVki¶V 1962 novel Without Beauty, Without Collar takes more obvious 

inspiration from JiĜt Weil¶V Life with a Star. The novel followed a short period in the life of the 

ostracized Dr. Armín Braun, who had been removed from his house, his profession, and now 

occupied an ³aSSURYed´ Rne-room apartment and worked cataloguing confiscated property from 

 
89 RefeU back WR Adamec, ³ReåiVpĜ JiĜt WeiVV R VYpm nRYpm filmX,´ 272; Liehm, Closely Watched Films, 69.  
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Jews in the warehouse installed at the Spanish Synagogue in Prague. The novel focused on the 

UeVidenWV Rf DU. BUaXn¶V bXilding, and hRZ Whe\ UeVSRnded to an impending Gestapo search.  

The other residents of the building included an eccentric retired piano teacher, a wealthy 

³inWellecWXal famil\,´ a faVWidiRXV membeU Rf Whe ³CiYil DefenVe BUigade,´ a ZRman ZhR kept 

rabbits and waV haUd Rf heaUing, and a \RXng famil\ (Whe âidlikV). SeYeUal Rf WheVe UeVidenWV, 

SaUWicXlaUl\ Whe \RXng famil\ and Whe ³inWellecWXal famil\´ (aV Whe\ were called in the script), 

served to emphasi]e Whe VWaUk cRnWUaVW beWZeen WheiUV and DU. BUaXn¶V UealiW\. The famil\ Rf DU. 

Veselý (the intellectual) lived in lavish comfort. Moreover, their lives were frivolous and 

excessive: the son wandered around taunting the house dog out of boredom, Dr. Veselý was 

having an affair, and his wife was being groomed and pampered constantly. The novel 

emphasized cRnWUaVWV beWZeen WheiU lX[XU\ and BUaXn¶V deSUiYaWiRn b\ SURYiding YigneWWeV inWR 

their lives, including a scene where Mrs. Veselý hires a masseuse.90  

The main conflict of the story centered around the arrival of an injured resistance fighter 

who sought help from hiV cRXVin, MU. âidlik, after suffering a gunshot wound. MU. âidlik, in 

turn, came to Armín Braun for help with his cRXVin¶V injuries. The need for morphine sent Braun 

on a nightmarish journey through Jewish Prague ± to a colleague (whose wife had gone crazy), a 

Jewish-Rnl\ baU, and a VanaWRUiXm. The nRYel emShaVi]ed BUaXn¶V menWal VWaWe through an 

omniscient narrator, that described his actions and his thoughts on his precarity and degradation 

as a Jew in occupied Prague.91 

Director ZbynČk Brynych saw these elements of the novel, and immediately understood it 

aV a bURadeU VWRU\ abRXW ³WhUee caWegRUieV Rf SeRSle´: 

Those who are above the law ± in our film, the Commissar and his four helpers. They 
decide, gRYeUn, and YiRlaWe, Zhen Whe\ dRn¶W haYe an\Rne WR SXniVh. The laZ iV 

 
90 Ibid 82-4. 
91 Hana BČlRhUadVki, Bez krásy, bez límce (PUagXe: ýeVkRVlRYenVkê VSiVRYaWel, 1962).  
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underneath them, because it¶s theirs. The second category of people aUe ³ZiWhin Whe laZ´ 
± in our story, the inhabitants of the building. They are most numerous. There are so 
many of them, that they can be unsafe and also safe in their own way. And then there are 
people outside the law, living in illegality, deprived of freedom and rights. For example, 
Braun in our film. I wanted to make a novelistic film about human fates, divided 
according to this rubric. The law of tragedy, and often of life, is that those who must die 
aUe Whe mRVW likable acWRUV in Whe dUama«92  
 

BU\n\ch¶V XVe Rf Whe ZRUd ³CRmmiVVaU,´ originally used to describe an official in the 

Communist Party, was in fact appropriate. Over the course of the transformations that Brynych 

would make to the novel and various iterations of the script, context would be nearly entirely 

removed. What was once the uniformed, German-speaking Gestapo in BČlRhUidVki¶V nRYel 

became a Czech-VSeaking CRmmiVVaU ZiWh hiV fRXU ³citizen´ helpers in black suits and ties ± the 

four horsemen of the apocalypse. The film, by the final script, was named The Fifth Horseman is 

Fear, emShaVi]ing Whe VhifW in fRcXV Rn Whe URle Rf feaU in deWeUmining ³hXman faWeV.´93 

This film ZaV BU\n\ch¶V VecRnd fRUa\ inWR JeZiVh naUUaWiYeV Rf WRUld WaU II, haYing 

completed Transport from Paradise (Transport z ráje) in 1963.94 Though set in Terezín 

concentration camp, his earlier film also dealt with questions of passivity, conformism, 

resistance, and the psychological consequences of oppression. Building upon strategies in 

Romeo, Juliet and Darkness and Transport from Paradise, Brynych WUanVfRUmed BČlRhUadVki¶V 

novel into a psychological exploration of conformism and resistance within a nightmarish society 

where fear, neighborly mistrust, and betrayal governed daily life. Brynych used material 

 
92 Zb\nČk BU\n\ch in an inWeUYieZ ZiWh AgiWa PiliWRYi, ³PiWê je]dec ]ki]\,´ Kino vol. 19, no. 11 (1964): 2. 
93 The Rnl\ VcUiSW ZiWh Whe changed WiWle iV Zb\nČk BU\n\ch, Jan Kaliã, Milan Nejedlê, EVWeU KUXmbachRYi, OWa 
KRYal, ³«a SiWê je]dec je VWUach: Technickê VcpniĜ (XndaWed),´ S-27-TS-B, NFA, Prague, CZ. Scripts with the 
original novel title (all located at NFA in PUagXe) inclXde: Hana BČlRhUadVki and Zb\nČk BU\n\ch, ³Be] kUiV\, be] 
ltmce, LiWeUiUnt VcpniĜ (1963),´ S-27-LS, S-27-LS-A, S-27-LS-B; Zb\nČk BU\n\ch, Jan Kaliã, Milan Nejedlê, EVWeU 
KUXmbachRYi, OWa KRYal, ³«a SiWê je]dec je VWUach: Technickê VcpniĜ (1963),´ S-27-TS, S-27-TS-A. Some of 
these additional script versions are simply duplicates, while others exhibit small changes. The most dramatic 
changes include between the literary script (LS scripts) and the technical script (TS scripts), and between TS-A and 
TS-B, the final version.  
94 Zb\nČk BU\n\ch, Transport z ráje (PUagXe: BaUUandRY Film SWXdiRV, 1963). IW ZaV baVed Rn a VWRU\ fURm AUnRãW 
LXVWig¶V Noc a nadČje (discussed in Chapter One).   
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contrasts, framing, and music to draw the viewer into the experience of living within this shared 

house.  

Material contrasts primarily distinguished Braun from the other residents of the 

apartment. Dr. Braun lived in a bare room in the back of a dark and cramped attic (Image 3.18). 

The Veselý¶s large apartment, where Mrs. Veselý got massages and her husband illicitly spoke 

with his lover, was adorned with leather bound books, figurines, and art (Image 3.20). Mrs. 

âidlik spent many of her scenes admiring herself in the mirror with an entire wall of fashion 

magazine cutouts behind her (Image 3.19). Veselý¶V RZn ZRUdV to his son, ³A heUR iV« 

VRmeRne ZhR dieV XnneceVVaUil\. Unlike all Whe UeVW, ZhR liYe XnneceVVaUil\,´ was a striking self-

condemnation of his own and his neighbors¶ lifestyles. While these contrasts were part of the 

original novel, this added line made apparent how the rest of the VhaUed hRXVe¶V residents 

sacrificed their values for their own material comfort.95  

 

 
 
 
 
  

 
95 JiĜt AdamtUa (Sla\ing KaUel VeVelê) in «a pátê jezdec je Strach, diUecWed b\ Zb\nČk BU\n\ch (PUagXe: BaUUandRY 
Film Studios, 1965).  

Image 3.19. Braun in his one room apartment in the attic. Source: «a pátý jezdec je 
Strach, diU. b\ Zb\nČk BU\n\ch (Prague: Barrandov Film Studio, 1965).   
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 These frivolous activities and superficial lifeVW\leV cRnWUaVWed DU. BUaXn¶V WZR VSaceV: 

first, his bare apartment, and second, the excessively cluttered space of the Spanish Synagogue, 

where he worked cataloguing possessions of Jewish families. In essence, Braun lived between 

two dichotomies ± complete deprivation (forced to move from his home to a bare attic and 

forbidden from his profession) and nightmarish excess (labyrinthine storerooms of hundreds of 

clocks, pianos, chairs collected from Jewish homes). TheVe VceneV ZeUe RYeUlaid ZiWh ³neUYRXV 

VRXndV Rf a SianR,´ in Rne UeYieZeU¶V ZRUdV.96 Without his occupation and a sense of place, Dr. 

Braun was clearly losing his sense of reality in a world where his friends and acquaintances were 

constantly being removed from their lives, and regulations controlled every part of his world. In 

an early scene, Dr. Braun hallucinated the presence of a moving truck collecting the possessions 

Rf hiV cRlleagXeV, Whe LedeUeU¶V. Throughout the film, the visuals and the sounds (and the 

interaction between the two), continually instilled a sense of uncertainty and discomfort in the 

YieZeU, cRnVWanWl\ deVWabili]ing Rne¶V XndeUVWanding Rf ZhaW was real and what was not, 

SaUalleling Whe VWUain Rn BUaXn¶V RZn mind.  

 
96 MilRã Fiala, ³«a SiWê je]dec je SWUach,´ Rudé právo, February 18, 1965, 5.  

Image 3.20. MUV. âidlik e\ing heUVelf in a 
mirror in front of a wall plastered in 
magazine ads. Source: «a pátý jezdec je 
Strach, diU. b\ Zb\nČk BU\n\ch (Prague: 
Barrandov Film Studio, 1965). 
 

Image 3.21. A panning shot of objects in 
the Veselý¶V aSaUWmenW. Source: «a pátý 
jezdec je Strach, diU. b\ Zb\nČk BU\n\ch 
(Prague: Barrandov Film Studio, 1965). 
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Image 3.22 – 3.24. Braun among a dizzying array of Jewish property in three scenes in immediate 
succession. Contrast with this workplace with his residence (Image 2.18). Source: «a pátý jezdec 
je Strach, diU. b\ Zb\nČk BU\n\ch (Prague: Barrandov Film Studio, 1965).  
 

The film, for example, opened by alternating scenes of deserted doorways, alleys, and 

stairwells ± with one man standing ominously within them²to bustling scenes of Prague city life 

and entire walls plastered with Nazi decrees saying, ³PURmSWl\ and accXUaWel\ UeSRUWing 

information ensures your safety.´ A small swastika on each of these posters was the only obvious 

marker of that the film¶V setting was the Nazi occupation (Image 2.24). The music alternated 

between jazzy and ominous, with the most impending crescendo when the scene cut to PUagXe¶V 

bustling streets, implying that danger existed, in fact, with everyday life among Czech citizens, 

rather than in isolated pathways and spaces.  
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The dangeU Rf Rne¶V cRXnWU\men was reinforced by scenes within the collective building. 

Similar to Weiss in Romeo, Juliet and Darkness, Brynych amplified natural sounds ± a dog 

barking, prolonged telephones ringing, steps on stairs, yelling between residents (particularly the 

hard-of-hearing woman), crying baby, relentless humming ± to add to a sense of grating 

invasiveness in all Rf Whe UeVidenWV¶ SUiYaWe liYeV. These sounds were often asynchronous, 

meaning that the origin of the noise lurked off-screen, invisible to the viewer. ³EYeU\ VRXnd,´ a 

New York Times UeYieZeU ZURWe Zhen Whe film ZenW WR Whe UniWed SWaWeV in 1968, ³iV a WhUeaW.´97 

Lights flickered off and on in the hallway, and perspectives often framed the residents in corners 

or as being observed from through the winding staircase. These cinematic strategies, following 

the example of Romeo, Juliet and Darkness, imparted to the viewer the same sense of heightened 

tension that the residents of the house, particularly Dr. Braun, might have felt.  

 
97 RenaWa AdleU, ³The ScUeen: EYeU\ SRXnd iV a ThUeaW,´ New York Times, May 7, 1968, 52.  

Image 3.25. The singular visual reference to the Nazi Occupation. Source: «a pátý 
jezdec je Strach, diU. b\ Zb\nČk BU\n\ch (Prague: Barrandov Film Studio, 1965) 
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Through the layering of cinematic techniques, Brynych decreased the distance between 

subject and viewer, created a parallel sense of fear and discomfort in the viewer. Framing 

frequently placed one speaker off camera, making it seem as if Dr. Braun was speaking to 

himself or hearing voices. As the camera panned, the viewer saw that Dr. Braun had, in fact, not 

yet lost his grip on reality. Yet, in other scenes, the camera never tracked from Dr. Braun¶V 

soliloquy in his bare room, leaving the viewer with a constant sense of uncertainty of what was 

³Ueal´ and ZhaW waV BUaXn¶V fUacWXUed menWal VWaWe. Likewise, Brynych added combined framing 

strategies with musical and sound elements to create an unclear sense of reality for the viewer. In 

one scene, the sounds of soccer played Rn in DU. BUaXn¶V URRm. One assumed these sounds to be 

non-diegeWic, VRme added figmenW Rf BUaXn¶V imaginaWiRn. MinXWeV laWeU, Whe cameUa Sanned to 

BUaXn¶V ZindRZ, and Whe YieZeU saw a soccer game happening outside his window.  

These heightened and disorienting cinematic qualities amplified as Braun moved further 

and further into his task of procuring morphine for the injured resistance fighter. The film 

emphasized Whe abVXUdiW\ Rf âidlik cRming WR DU. BUaXn and BUaXn¶V precariousness: Braun 

repeatedly told âidlik WhaW he had no power with the nervous assertion ³I¶m, somehow, outside 

Image 3.26. A W\Sical VWaiUZa\ Vcene, VhRZcaVed in a SURmRWiRnal SamShleW. SRXUce: «a 
pátý jezdec je strach (Prague: ÒVWĜednt SĤjþRYna filmĤ, SURSagaþnt RddČlent), FRldeU ³«a 
pátý jezdec je strach´ (953), Reklamnt maWeUiil\ cRllecWiRn, NFA, PUagXe, CZ. 
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the law.´98 Sounds continued to play an important role in highlighting the absurd horror of 

BUaXn¶V encRXnWeU ZiWh a JeZiVh ZRman ZhR had gone crazy, his visit to a bar (a nightmarish 

place of contrasts: entertainment and despair, relief and tension, normalcy and insanity), and 

finally to a sanatorium. The cacophony and large groups of people crammed in small spaces 

mirrored Whe claXVWURShRbic clXWWeU Rf BUaXn¶V jRb in Whe VWRUeURRm. While these noises were 

technically synchronous ± originating from people visible on the screen ± Brynych still managed 

to make these noises de-stabilizing, disorienting, and threatening. Constant babbling and music 

that started and suddenly stopped for no apparent reason contributed to an overall lack of 

certainty about what is real and what is not.  

 Eventually, the experience of fostering the injured resistance fighter affected the rest of 

the residents. Like Braun, other residents were also portrayed with framing techniques to make 

them appear to talk to themselves, emphasizing their mental collapse under the stress of being 

exposed. Dr. Braun carried the injured resistance fighter from floor to floor, avoiding the 

watchful eyes of the Commissar and his assistants. On a second visit, the Commissar collected 

all Rf Whe UeVidenWV in Whe baVemenW, inWending WR VeaUch DU. BUaXn¶V URRm again. CUamSed in Whe 

small space, their fear and cowardice reached a fever pitch ± they prayed, cried and laughed, 

screamed about not wanting to die, and panicked self-reassurances that it was their ³dXW\´ WR 

report to the authorities. Of this scene, Brynych told an interviewer, the spaces were perfectly 

symbolic: the commissar and his men waited ³abRYe Whe laZ´ in Whe lRbb\, Zhile Whe UeVidenWV 

were below in the dark. Briefly, the residents knew what Braun felt being ³RXWVide Rf Whe laZ.´99  

 
98 Miroslav Machiþek in «a pátê jezdec je Strach. The line in Whe VcUiSW iV ³JVem jakVi mimR ]ikRn,´ in ObUa] 20. 
The ShUaVe iV UeSeaWed a feZ SageV laWeU in ObUa] 21. Zb\nČk BU\n\ch, Jan Kaliã, Milan Nejedlê, EVWeU 
KUXmbachRYi, OWa KRYal, ³«a SiWê je]dec je VWUach: Technickê VcpniĜ (XndaWed),´ S-27-TS-B, NFA, Prague, CZ.  
99 PiliWRYi, ³PiWê je]dec ]ki]\,´ 3. 
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In the last scene, BUaXn¶V acWiRnV have striking parallels with actions typically ascribed 

fRU female JeZiVh chaUacWeUV in 1960¶V C]echRVlRYak filmV. Braun returned to the home, having 

helped the resistance fighter escape in the night, WR Whe CRmmiVVaU and hiV ³fRXU hRUVemen.´ He 

killed himself with a cyanide pill with the SaUWing ZRUdV, ³A man iV aV he WhinkV, \RX can¶W 

change that.´100 The film portrayed his rejection of his posiWiRn ³RXWVide Rf Whe laZ´ ± 

exemplified by his actions over the course of the film, and particularly his suicide ± as a 

reclamation of his identity and selfhood. For much of the film, Braun had been effeminized ± 

timid, cautious, and afraid. Not unlike Hanka, MaUWa, RU DiWa, BUaXn¶V final act of suicide is 

portrayed as tragiheroic. The film¶V diYiViRn beWZeen Whe heUR BUaXn, ³ZhR died XnneceVVaUil\,´ 

and Whe RWheU UeVidenWV, ³ZhR liYed unnecessarily,´ was obvious. 

BU\n\ch¶V cinemaWic WechniTXeV were highly effective at instilling similar sensations in 

the viewer as the characters might experience: confusion, discomfort, and instability. The film 

rested on an inherent ambiguity, which allowed viewers to take multiple messages from the 

films. In part, Brynych managed to accomplish this by relying heavily on extra-textual elements 

WR Well BUaXn¶V VWRU\. IW alVR VeemV likel\ WhaW BU\n\ch VXcceeded, in SaUW, b\ maniSXlaWing Whe 

Czechoslovak film system. Frequent annotations, whole blocked texts marked out, and pasted 

passages in the final script suggest that Brynych was removing more and more political context 

with each iteration.  

In the original novel and early iterations of the script, the Gestapo were marked by 

German speech and appropriate uniformed clothing. By the final version, the Gestapo spoke 

Czech and dress in suits and ties. 101 Overt references to communist resistance were removed. 

 
100 MiURVlaY Machiþek in «á pátê jezdec je Strach.  
101 For the German-VSeaking GeVWaSR, Vee Hana BČlRhUadVki and Zb\nČk BU\n\ch, ³Be] kUiV\, be] ltmce, LiWeUiUnt 
VcpniĜ (1963),´ S-27-LS, NFA, PUagXe, CZ; fRU Whe C]ech VSeaking CRmmiVVaU, Vee Zb\nČk BU\n\ch, Jan Kaliã, 
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The bar where Braun searched fRU hiV cRlleagXe, DU. WeineU, ZaV RUiginall\ labeled a ³JeZiVh 

BaU´ in Whe VcUiSW. In the final cut, it waV UefeUUed WR aV ³DeVSeUaWiRn BaU.´ The VanaWRUiXm, 

however, remained maUked aV ³JeZiVh,´ ZheUe Rne dRcWRU infRUmed Braun that there were 

³WZenW\ JeZiVh VXicide aWWemSWV a da\.´102 Otherwise, only the small insignia on the plastered 

regulations definitively marked the period as the Nazi Occupation. Two of the most memorable 

lines from the film ± Veselý¶V definiWiRn Rf a heUR and BUaXn¶V aVVeUWiRn Rf being ³RXWVide Whe 

laZ´ ± were both added to the technical script (RU ³VhRRWing VcUiSW´), and the latter not until the 

final version. It was also in the last version of the script that the injured man lost all obvious 

political affiliations.103 Brynych slowly removed contextual references, making it a more broadly 

accessible message about surveillance, feaU, life ³RXWVide Whe Sale,´ cRXUage, and conformism. 

These concerted shifts from the original script and novel served to decreased the distance 

between the viewer in contemporary Czechoslovakia and the circumstances of the plot.  

 Commentators abroad particularly recognized the collapsing of historic chronology. The 

film ³RVWenVibl\ cRnceUnV a JeZiVh dRcWRU dXUing Whe GeUman RccXSaWiRn ZhR RSeUaWeV Rn an 

injured anti-Nazi, thereby exposing all his neighbours to the scrutiny of the Gestapo; but no 

Nazis appear, the investigators wear plain clothes, and the exterior shots look strictly 

cRnWemSRUaU\.´104 ³GiYen Whe XndaWed imSlicaWiRnV Rf Whe VWRU\,´ an AmeUican UeYieZeU ZURWe, 

³iW iV UemaUkable WhaW µThe FifWh HRUVeman¶ VhRXld haYe cRme RXW Rf SUeVenW C]echRVlRYakia.´ 

 
Milan Nejedlý, Ester Krumbachová, Ota Koval, ³«a SiWê je]dec je VWUach: Technickê VcpniĜ (1963),´ S-27-TS, 
NFA, Prague, CZ. 
102 Ivo Gübel (playing the asylum doctor) in «á pátê jezdec je Strach. 
103 See Zb\nČk BU\n\ch, Jan Kaliã, Milan Nejedlê, EVWeU KUXmbachRYi, OWa KRYal, ³«a SiWê je]dec je VWUach: 
Technickê VcpniĜ (XndaWed),´ S-27-TS-B, NFA, Prague, CZ. 
104 KenneWh T\nan, ³C]ech FilmV E[cel: Kafka iV HeUR Rf Whe SRVW-SWalin CXlWXUal ThaZ,´ The Jerusalem Post, April 
28, 1965, 7. A neaUl\ YeUbaWim VWaWemenW ZaV alVR made b\ MaUjRU\ AdamV, ³ µHRUVeman¶ candidate for top import 
Rf ¶68,´ Boston Globe, July 3, 1968, 15.   
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He noted implied contemporary relevance of the ³ShenRmenRn Rf beWUa\al and RSSUeVViRn Rf 

citizen against citizen in a climate of fear,´ Zhich ZeUe ³nRW XniTXe WR Whe Na]i OccXSaWiRn.´105 

 Even more remarkable, Czechoslovak directors also commented on these elements of the 

film. One UeYieZeU, fRU e[amSle, admiWWed he ZaV iniWiall\ SeUWXUbed b\ Whe ³hiVWRUical 

inaccXUacieV´ Rf BU\n\ch¶V YeUViRn, bXW admiWWed WhiV neZ VWRU\ ZaV nRW abRXW Whe ³Wime-specific, 

politically constrained institution of the Gestapo, but the timeless and more significant Secret 

PRlice.´106 Even when domestic reviewers were not this explicit, they recognized that the film 

ZaV mRUe bURadl\ abRXW Whe ³mechaniVmV Rf feaU... feaU¶V defRUmaWiRn Rf man«and Whe VeaUch 

fRU indiYidXal fUeedRm and hXman YalXeV.´ Even the reviewer in the Rudé pravo, the main 

communist party daily and known for its strict adherence to party lines, emphasized the 

contemporary relevance of the work by calling the film ³a ZaUning.´107 The Fifth Horseman is 

Fear was ultimately emblematic of the way Jewish narratives became increasingly expansive, 

expected to hold critiques of Czechoslovak society during the Nazi occupation, of stalinist 

surveillance techniques, and create ways for Czechs and Slovaks to understand the experience of 

being Jewish all at once.  

 

 

The Unfriendly Neighbor and the Oppressive Home in other Czech and Slovak Narratives 

 Cinematically adapting concepts Rf ³hRme´ during Nazi Occupation was all about 

making the viewer feel the discomfort and disorientation of the characters in the film. This was, 

for example, how Jan NČmec¶V critically acclaimed film Diamonds of the Night (Demanty noci) 

 
105 ChaUleV ChamSlin, ³KafkaeVTXe µFeaU¶ FURm Whe C]echV,´ Los Angeles Times, July 21, 1968, C1. 
106 JiĜt BUdeþka, ³RadČji VWUach neå STRACH,´ Divadlo no. 6 (1965): 69. 
107 Fiala, ³«a SiWê je]dec je SWUach.´ 
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functioned. The 1964 film, which focused on two teenage boys escaping a transport, was based 

off a story in AUnRãW LXVWig¶V 1958 cRllecWiRn Night and Hope. In LXVWig¶V VWRU\, Whe WZR bR\V 

spoke frequently, encouraging each other and strategizing their escape, whereas in the film, they 

hardly talk at all.108 Instead, the viewer moved through the Czech countryside from their vantage 

point, hearing their steps and their breath, watching their hallucinations of a cold and empty 

Prague, where people stare at them in their Konzentrationslager camp jackets yet refuse to 

acknRZledge Whem. ³HRme,´ in WhiV caVe, was less about a singular domicile than a broader 

concept of nation and place (Prague and its surroundings). Diamonds of the Night immersed the 

YieZeU in Whe bR\V¶ iVRlaWiRn, faWigXe, and feverish hallucinations.109 Like Brynych, the director 

NČmec ZaV inWeUeVWed in ³Whe SURblem Rf hXman e[iVWence XndeU bRXndaU\ cRndiWiRnV Rf feaU and 

Sh\Vical e[haXVWiRn, Rf hXmiliaWiRn Rf hXman digniW\«I am nRW cRnceUned ZiWh Welling Whe 

spectators when and wheUe WheVe RccXUUenceV haSSened.´110 Nonetheless, the film suggested that 

the central question was whether Czechoslovakia, either during the occupation or afterwards, 

was a place that cultivated the conditions of fear and humiliation.  

Home was a particularly important concept in narratives that dealt with the fracturing 

psyche of the narrator. ThiV iV eYidenW in WZR Rf LadiVlaY FXk¶V literary works: Mr. Theodor 

Mundstock (Pan Theodor Mundstock) and The Cremator / Spalovaþ mrtvol (described briefly in 

the previous section). The former focused on a Jewish man who, under the mental strain of his 

position, began practicing for his own deportation. He communicates with only one set of 

neighbors; for much of the novel he is isolated in his own apartment, talking mostly with his 

 
108 AUnRãW LXVWig, ³Tma nemi VWtn,´ Noc a nadČje, Démanty noci, Dita Saxová, 247-299 (Prague: ýeskoslovenskê 
spisvatel, 1966). Originally published in 1958 in Démanty noci.  
109 Jan NČmec, Demánty noci (Prague: Barrandov Film Studios, 1964). For a contemporary interpretation of the 
immeUViYe e[SeUience: GXVWaY FUancl, ³NRYê þeVkê film: DpmanW\ nRci,´ Lidová demokracie, October 2, 1964.  
110 Diamonds of the Night (PUagXe: ýeVkRVlRYenVkê film PUeVV DeSaUWmenW, 1963), 2, FRldeU ³DpmanW\ nRci´ (939), 
Reklamní materiály collection, NFA, Prague, CZ.  
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shadow.111 In Whe laWWeU, Whe hRme ZaV KRSfUkingl¶V dRmain Rf madneVV, ZheUe he Slanned WR 

mXUdeU hiV JeZiVh Zife and WheiU childUen in RUdeU WR ³VaYe´ Whem fURm Whe WhUeaW Rf Na]iVm. The 

cinematic adaptation of The Cremator illustrated the continual borrowing of cinematic strategies. 

Director Juraj Herz (assistant to Klos and Kadár for The Shop on Main Street and Brynych for 

Transport from Paradise) frequently framed the narrator Karel Kopfrkringl in monologue, 

addUeVVing Whe cameUa. FRllRZing BU\n\ch¶V VWUaWegieV, Whe cameUa RfWen VhifWed or panned from 

KRSfUkUingl¶V monologues into new scenes, where Kopfrikringl was either with his family or out 

with friends, emphasizing the destabili]aWiRn Rf Whe main chaUacWeU¶V SV\che.112 These films 

combined real life with expressionism, attempting to make the atmosphere of the Occupation feel 

real for the viewer. These strategies were often mobilized in films that focused on a Jewish 

protagonist that lived ³RXWVide Whe Sale Rf Whe laZ,´ or more broadly on the character attempting 

most to reclaim their humanity during inhumane times.113  

Even in less existential narratives, however, home was still an important concept. The 

Shop on Main Street, Dita Saxová, Death is Called Engelchen, and Birds, Orphans and Fools 

also dealt ZiWh Whe cRnceSW Rf hRme and belRnging. TRnR¶V aWWachmenW WR Rozálie was built on 

dynamics of domesticity. Framing in the film emphasized TRnR¶V diVcRmfRUW ZiWh hiV RZn self-

serving family and his comfort with Rozálie and her neighbors, who lived amongst each other 

with acceptance. In this case, ideas of domestic comfort and discomfort were instrumental in 

VhRZing Zhich mRUal ³ZRUld´ TRnR fit in best. A village that housed the partisans became a sort 

Rf SUR[\ hRme WR MaUWa and VRlRd¶a in Death is Called Engelchen. Marta found the war 

irrevocably stole the comfort of her home from her, feeling the war would never leave her. In 

 
111 Ladislav Fuks, Pan Theodor Mundstock (PUagXe: ýeVkRVlRYenVkê VSiVRYaWel, 1963). 
112 Juraj Herz, Spalovaþ mrtvol; Ladislav Fuks, Spalovaþ mrtvol. 
113 Non-Jewish characters examined this way include Pavel from Romeo, Juliet and Darkness and Tono in The Shop 
on Main Street. 
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Birds, Orphans and Fools, the Slovak Yorick and Polish Andrzej attempted to build a home with 

the Jewish Marta in their squat, but fail. For Dita Saxová, the alienating ³hRme´ was Europe 

more broadly. As the promotional pamphlet for Dita Saxová SXW iW: ³Whe SRliWical ciUcXmVWanceV 

haYe changed in C]echRVlRYakia. DiWa dReVn¶W knRZ if Vhe Rnl\ haV hRme in heU memRUieV fURm 

childhRRd. WheUe iV heU Slace?´114 

 Fundamentally, this was the primary question posed to viewers and readers: could 

Czechoslovakia be a home that protected people from injustice? Films particularly attempted to 

confront people with these challenges by drawing them mentally into the experience of fear and 

hXmiliaWiRn, and inYiWing Whem WR VhaUe in Whe chaUacWeUV¶ eWhical TXandaUieV. For example, one 

reviewer described accidentally encountering the filming of Romeo, Juliet and Darkness in front 

of the National Theater, and how real the Nazi Occupation suddenly felt again. 115 In 1969, the 

magazine KvČty solicited reader letters for Jozef Króner, who played Tono in The Shop on Main 

Street. In spite of four years passing Vince Whe film¶V UeleaVe, Vi[ Rf Whe leWWeUV ZeUe e[SliciWl\ 

about The Shop on Main Street, and primarily what it was like to work with Ida Kaminská and 

the experience of acting in such an important film. In a striking letter, a viewer wrote about 

having grown up in the town where the movie was filmed, and how much the film was evocative 

of the place to her. In particular, she recalled a Jewish button-shop owner the town ZhR ³YeU\ 

mXch UeVembled MV. KaminVki in Whe film.´116 In addition to these examples of being triggered 

 
114 ³DiWa Sa[RYi, DiVWUibXþnt liVW þ 20/68,´ FRldeU ³DiWa Sa[RYi´ (1038), Reklamnt maWeUiil\ cRllecWiRn, NFA, 
Prague, CZ.  
115 GRldVcheideU, ³RRmeR, JXlie a Wma.´ 
116 LeWWeU fURm JiĜina HaYltkRYi, ASUil 10, 1969, FRldeU 7, JR]ef KUyneU cRllecWiRn, SFU, 02.07.2003, BUaWiVlaYa, SK. 
Other letters are in the same folder. 
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by faces or scenes, reviews also suggested that readers and viewers were effectively drawn into 

the feelings and dilemmas of the characters they followed.117  

 

Interaction, Reception and Conclusions 

These two themes ± the Jewish heroine and home ±served to suggest several important 

things about the relationship between Jews and Czechs/Slovaks. First, these novels and films 

emphasized that the decimation of the Jewish population was a devastating loss for Czechs and 

Slovaks. Second, these novels and films attempted help viewers imagine the stress, anxiety, 

isolation, and fear of the characters. Third, they made Jews tragi-heroic characters. They did so 

by idealizing death, and particularly suicide, as a heroic act of rejecting inhuman politics. Fourth, 

they used motifs that allowed viewers and readers access into the space that Jews and their rare 

allies were living in, inviting them to imagine alongside or even as the characters. Finally, 

through all of these strategies, they suggested that Czechs and Slovaks could be like Jews ± 

particularly if they chose to reject conformism and uphold humane political values (even if that 

were only possible in death). As F.R. Kraus, the reviewer of the Romeo, Juliet and Darkness 

novel for the newsletter of the Jewish community of Prague wrote: in his survival, Pavel was 

³SXWWing a hand WR ZRUk, WR bXild a neZ VRcieW\, a neZ RUdeU WhaW Zill UeVSecW all hRneVW SeRSle 

UegaUdleVV Rf Uace and Vkin cRlRU.´118  

How did spectators and readers of various types respond to these works? In spite of the 

fact that many of these narratives ± the films in particular ± made implicit critiques of 

Czechoslovak society, state authorities continually allowed their release. In part, this was 

 
117 FRU a VamSle, Vee A.J. Liehm, ³MimR Ĝidnê debXW,´ Divadelní a filmové noviny vol. 8, no. 3 (1964): 6; Roger 
EbeUW, ³The FifWh HRUVeman iV FeaU,´ JXl\ 30, 1968, RogerEbert.Com, https://www.rogerebert.com/reviews/the-fifth-
horseman-is-fear-1968; KUaXV, ³OWþeniãkRYa Anna FUankRYi;´ GRldVcheideU, ³RRmeR, JXlie a Wma.´  
118 F.R. KUaXV, ³OWþeniãkRYa Anna FUankRYi,´ 10.  

https://www.rogerebert.com/reviews/the-fifth-horseman-is-fear-1968
https://www.rogerebert.com/reviews/the-fifth-horseman-is-fear-1968
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because the Czechoslovak government was pleased with international recognition these films 

received. This ZaV eYidenW aV eaUl\ aV 1949, Zhen C]echRVlRYakia¶V fiUVW HRlRcaXVW film, A 

Distant Journey, was banned as ³WRR e[SUeVViRniVWic.´ Yet, the central film agency had no 

problem making money off its screening in other countries.119 In each of the cases in this chapter, 

international prestige likely helped to solidify Whe Uegime¶V faYRU WRZaUdV Whe filmV. Recall WhaW 

Weiss was criticized for his interpretation of Romeo, Juliet and Darkness. What eventually 

solidified Romeo, Juliet and Darkness aV an ³acceSWed´ film ZaV iWV inWeUnaWiRnal UecRgniWiRn. In 

VXmmeU Rf 1960, iW ZRn Whe ³GRlden Shell´ aZaUd aW Whe San SebaVWian Film FeVWiYal in SSain. In 

particular, it was after this win that international commentators began describing the film as the 

³C]ech Anne FUank´ ± Slacing C]echRVlRYakia¶V cXlWXUal ZRUkV Rn Whe Vcale Rf a majRU 

international cultural phenomenon.120 Unlike, for example, in Poland, where party officials were 

cRnVWanWl\ cRnceUned abRXW PRland¶V SXblic image abURad, C]ech RfficialV ZeUe XlWimaWel\ leVV 

concerned about non-heroic portrayals of Occupied Czechoslovakia than they were about 

international recognition.121  

Like Romeo, Juliet and Darkness, Death is Called Engelchen was reinforced by 

international prestige. First, it won the Golden Prize at the Third International Moscow Film 

Festival in 1963. WiWh Whe legiWimaWiRn Rf SRYieW Uegime, bRWh LadiVlaY MĖaþkR (fRU Whe VcUiSW) 

and Kadár and Klos (for the film) were awarded the Klement Gottwald State Prize in 1963.122 

International prestige also cemented the acceptability of The Fifth Horseman is Fear, in spite of 

the thinly veiled metaphors for stalinism. In this particular case, Brynych likely manipulated the 

 
119 Zpravodajství ÒstĜední správy ýeskoslovenského filmu, nR. 3 (1959), 11. On Whe film¶V banning, Vee JiĜt. CieVlaU, 
³Daleki CeVWa/ DiVWanW JRXUne\,´ in The Cinema of Central Europe, edited by Peter Hames (London: Wallflower 
Press, 2004), 45±54. 
120 See Footnote 23. 
121 ³DáXga nRc: SWenRgUam ] KRmiVji Ocen ScenaUiXV]\ Z dniX 28 SaĨd]ieUnika 1966 U,´ A-214 SR] 430, and ³DáXga 
nRc: SWenRgUam ] SRVied]enia KRmiVji KRlaXdac\jnej Z dniX 15.6.67,´ A-216 poz 132, FN, Warsaw. 
122 VêVWUiåk\ 1, SmUĢ Va YRli Engelchen [dRkXmenWaþni ]lRåka], 07.10.2010 AACR2, SFU, BUaWiVlaYa, SK.   
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VWaWe¶V emShaViV Rn Whe liWeUaU\ VcUiSW.123 Censors could continue to imagine the injured man as a 

socialist and the Commissar and his henchmen as the Gestapo, because that was how the script 

had originally been written. The fact that The Fifth Horseman is Fear ZRn Whe ³GRlden PlaTXe´ 

main SUi]e fURm Whe ³InWeUnaWiRnal FeVWiYal Rf ReViVWance FilmV´ in CXneR, IWal\ Whe Vame \eaU 

WhaW iW SUemieUed likel\ helSed WR cemenW Whe VWaWe¶V imSUeVViRn Rf Whe film¶V SRliWical 

perspective.124  

Major international awards would continue to confirm the prestige value of Jewish 

narratives in Czechoslovak cinema for much of the 1960s. By 1963, however, distribution of 

these films was also aided by a sympathetic Czechoslovak Film Board. The 25 members of the 

board included: diUecWRUV Zb\nČk BU\n\ch (Transport from Paradise,1963 and The Fifth 

Horseman is Fear, 1965), JiĜt WeiVV (Romeo, Juliet and Darkness, 1960), VRjWČch JaVnê (co-

collaborator on an unrealized 1958 film with AUnRãW LXVWig and LXdYtk Aãkena]y about Jews 

during the Nazi Occupation), and Petr Solan (The Boxer and Death, 1962, adapted from a story 

by the Polish-Jewish author Józef Hen); jRXUnaliVWV JiĜt PiWWeUman and FUanWiãek GRldVcheideU 

(two frequent and/or favorable reviewers of films with Jewish themes); and scriptwriter and 

dramaturg Jan PURchi]ka, ZhR ZRXld laWeU make a SXblic VWand againVW Whe VWaWe¶V anWi-Israel 

policy in 1967 (see Chapter 5).125 By the early 1960s, engagement with Jewish themes was so 

 
123 On Whe fRcXV Rn Whe liWeUaU\ VcUiSW, Vee S]c]eSanik, ³HRZ Man\ SWeSV WR Whe ShRRWing ScUiSW?´ 74.  
124 See ³ZlaWi SlakeWa ]e 3 me]iniURdnthR feVWiYalX RdbRjRYêch filmĤ Y CXneR, IWalie, ]a film µa SiWê je]dec je 
SWUach,¶ 1965,´ Zb\nČk BU\n\ch cRllecWiRn, I/9, nR. inY. 26, NFA, PUagXe, CZ. FRU RWheU aZaUdV, Vee ³A SiWê je]dec 
je SWUach,´ Filmovê pĜehled, http://www.filmovyprehled.cz/cs/film/396610/a-paty-jezdec-je-strach . BU\n\ch¶V 
reputation, too, may have helped; Transport from Paradise had won many prizes, including recognition at the Cuneo 
festival and the State Prize for BU\n\ch. See ³TUanVSRUW ] Uije,´ Filmovê pĜehled, 
http://www.filmovyprehled.cz/cs/film/396483/transport-z-raje .  
125 FRU mRUe Rn JaVnê¶V VcUiSW, Vee ³M\ WĜi Ve neUR]dejem: liWeUiUnt VceniĜ (1958),´ S-2429-LS-A, NFA, Prague, CZ; 
VeURnika ZêkRYi, ³NeUeali]RYanp filmRYp SURjekW\ LXdYtka Aãkena]\hR,´ 25fps, February 25, 2011, 
http://25fps.cz/2011/nerealizova-filmove-projekty-ludvika-askenazyho/. For more on Petr Solan and Józef Hen, see 
Insdorf, Indelible Shadows, 55-56; ³Jy]ef Hen,´ Culture.pl, https://culture.pl/pl/tworca/jozef-hen.  
 On Pitterman and GRldVcheideU¶V UeYieZV, Vee ASSendi[ D.  

http://www.filmovyprehled.cz/cs/film/396610/a-paty-jezdec-je-strach
http://www.filmovyprehled.cz/cs/film/396483/transport-z-raje
http://25fps.cz/2011/nerealizova-filmove-projekty-ludvika-askenazyho/
https://culture.pl/pl/tworca/jozef-hen
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widespread within the literary and cinematic community that it shaped the realm of possibility 

for future writers and filmmakers. 

Novels and films about Jews appeared within such close temporal proximity of one 

another that overlaps were obvious to contemporary commentators. Comparison across works 

occurred nearly as soon as themes about Jews were published in the post-Stalinist moment, 

because LXVWig¶V VhRUW-story collection Night and Hope and Otþeniãek¶V Romeo, Juliet and 

Darkness were two of the most talked about books of 1958. Contemporary commentators 

remarked upon how these new World War II narratives were changing war memory and the 

Czechoslovak cultural scene.126 LinkV beWZeen ³RccXSaWiRn WhemeV,´ Whe ³neZ ZRUd´ RU ³VecRnd 

ZaYe´ in Czechoslovak literature became characteristic of commenting upon any novel or film 

about Jews. Frequent adaptation of novels into films, as well as television screenings or special 

viewings for youth clubs after the films left theaters,127 kept these topics fresh when they might 

have otherwise been forgotten. The combination of the production of new narratives and 

continual adaptation and re-circulation of old narratives encouraged reviewers to put individual 

works in explicit conversation with others, often drawing broader messages about persecution of 

Jews and the dangers of conformism.128  

 
126 FUanWiãek BenhaUW, ³PĜtleåiWRVWi SUYRWin,´ Plamen vol. 5, no. 1 (1963), 116; Aleã Haman, ³O Wak ]Yanp 'dUXhp 
YlnČ" Yileþnp SUy]\ Y naãi VRXþaVnp liWeUaWXUe,´ ýeská literatura vol. 9, no. 4 (1961): 513-520; FUanWiãek KaXWman, 
³O þW\Ĝech SUy]ich URkX 1958,´ Kultura vol. 3, no. 2 (1959): 4. 
127 Recall Death is Called Engelchen was first made into a television film in Slovakia, as was A Prayer for 
Katherine Horowitz. FRU VRme VamSleV Rf WeleYiViRn VcUeeningV Rf feaWXUe filmV, Vee: ³NedČle 22.1.1967,´ ýV. 
Televize, 16.1.1967, VêVWUiåk\ 4, ObchRd na kRU]e [dRkXmenWaþni ]lRåka], 05.10.2010 AACR2, SFU, SK; Filmová 
WYRUba a diVWUib~cia,´ VêVWUiåk\ 1, SmUĢ Va YRli Engelchen [dRkXmenWaþni ]lRåka], 07.10.2010 AACR2, SFU, 
BUaWiVlaYa, SK. FRU VRme VamSle YRXWh ClXb VcUeeningV, Vee ³FilmRYê klXb mlideåe XYidt µRRmeR, JXlie a Wma¶,´ 
FRldeU ³RRmeR, JXlie a Wma´ (759 A-B), Reklamnt maWeUiil\ cRllecWiRn, NFA, PUagXe, CZ; Liehm, ³Jan KadiU - 
ElmaU KlRV,´ OstĜe sledované filmy, 128. 
128 For a non-e[haXVWiYe liVW, Vee IYan SReldneU, ³Mi VWile cR Ĝtci,´ Hlas revoluce vol. 17, no. 3 (1964): 3; Ivan 
SReldneU, ³Vilka ± RSČW jinak,´ ZaV Rn Whe Vame Sage ZiWh WZR RWheU aUWicleV (³Film ] RbdRbt SlRYenVkphR VWiWX´ 
and ³NRYp knih\´) abRXW HRlRcaXVW ZRUkV in Hlas revoluce YRl. 17, nR. 19 (1964): 5; AgiWa PiliWRYi, ³Nad SUYntm,´ 
Kino vol. 19, no. 3 (1964): 2-3; JiĜt OSeltk, ³UdilRVW,´ Kulturní tvorba vol. 1, no. 19 (1963): 10; Antonín Jelínek, 
³FanWaVmagRUie a Yilka,´ Kulturní tvorba 2, no. 13 (1964): 12. This was common with The Fifth Horseman is Fear, 
because Brynych had recently made the concentration camp film Transport from Paradise. See, JiĜt PiWWeUman, ³«a 
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Commentary stressed that lessons about alienating and controlling systems and the 

tragedies of human loss were not specific to the occupation period, and necessarily reverberated 

in the present.129 The more that a novel or a film attempted to use home to explore the 

psychological consequences of repression, the more indebted the work was to the legitimation of 

Kafka in 1963. Domestic and international commentators alike were convinced of the 

³OUZellian´ and ³KafkaeVTXe´ qualities of these works.130 Decontextualization ± which was 

particularly common in works that focused on nation, place, and home ± allowed for these stories 

to be interpreted as thinly veiled metaphors for contemporary life. Because the Slánský Trial was 

a benchmark of stalinist political rule, discussing anti-SemiWiVm and Whe SXblic¶V ZillingneVV WR 

accept anti-Semitism became an implied way of being critical of Czechoslovak society during 

the occupation and stalinism. In these works, we see a glimpse of this implied parallel in The 

Fifth Horseman is Fear, though it would become a much more overt argument within intellectual 

circles after the 1967 Arab-Israeli War (Chapter 4). 

Readership is difficult to determine with absolute certainty, though continued 

republication suggests that these works were popular. For example, Romeo, Juliet and Darkness 

was republished six times by 1967, and adapted twice (into a film and an opera). Every edition 

had a new cover, proving that at the very least, editorial staff, illustrators and graphic designers 

 
SiWê je]dec je VWUach,´ Kino vol. 20, no. 5 (1965): 7; JaURVlaY BRþek ³«a SiWê je]dec je VWUach,´ Kulturní tvorba vol. 
3, no. 8 (1965): 12; BUdeþka, ³RadČji VWUach neå STRACH;´ A.J. Liehm, ³FilmRYê VlRXSek,´ Literární noviny vol. 
14, nR. 8 (1965): 9; SYaWRVlaY SYRbRda, ³«a SiWê je]dec je VWUach,´ Mladá fronta, February 11, 1965; Drahomíra 
NRYRWni, ³PĜedchRd SĜeV VRXWeãkX,´ Divadelní a filmové noviny vol. 8, no. 14/15 (1964): 9. 
129 FRU a VamSle, Vee Milan JXngmann, ³RRmeR, JXlie a Wma,´ Literární noviny vol. 7, no. 50 (1958): 4; Richard 
Blech, ³MinXlRVW¶ nie akR UeWURVSekWtYa,´ Kult~rny åivot, AXgXVW 25, 1962, in VêVWUiåk\ 1, SmUĢ Va YRli Engelchen 
[dRkXmenWaþni ]lRåka], 07.10.2010 AACR2, SFU, BUaWiVlaYa, SK; KUaXV, ³OWþeniãkRYa Anna FUankRYi;´ Adamec, 
³ReåiVpĜ JiĜt WeiVV,´ 272.  
130 EbeUW, ³The FifWh HRUVeman iV FeaU;´ ChamSlin, ³KafkaeVTXe µFeaU¶ FURm Whe C]echV;´ T\nan, ³C]ech FilmV 
E[cel;´ BRþek ³«a SiWê je]dec je VWUach;´ JiĜt BUdeþka, ³RadČji VWUach neå STRACH,´ Divadlo no. 6 (1965): 68-9; 
A.J. Liehm, ³MimR Ĝidnê debXW,´ Divadelní a filmové noviny vol. 8, no. 3 (1964): 6; AgiWa PiliWRYi, ³Nad dpmanW\ 
nRci,´ Film a doba vol. 10, no. 9 (1964): 482-3; OSeltk, ³UdilRVW;´ Milan JXngmann, ³DRbUp VUdce Y ci]tm VYWČWČ,´ 
Literární noviny vol. 12, no. 16 (1963): 4.  
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were putting new labor into re-presenting the novel for the public.131 This phenomenon was not 

unique to Romeo, Juliet and Darkness; over 34% of novels with Jewish themes were printed 

more than once.132 Print runs for individual titles also suggest the works were popular. In the 

year before the film version of Death is Called Engelchen premiered, the second edition of the 

book was printed for 86,400 copies. The following year, a different publisher released a third 

edition for 65,100 more copies. Though censorship organs provided lists of banned authors, they 

had no control over contracts and print runs.133 Thus, these repeat publications and high-volume 

print-runs suggest that at least some of these works were in high demand.  

 
131 See Chapter 4 for more on the opera. See Appendix A, Section 1 for all the editions of Romeo, Juliet and 
Darkness.  
132 AmRng Whe mRVW fUeTXenWl\ SXbliVhed: MĖaþkR¶V Death is Called Engelchen was published five times in Czech 
(between 1960-65) and seven times in Slovak (between 1959-1966); NRUbeUW FUêd¶V Krabice åivých was published 
nine times, although many of these republications were unchanged (between 1956-1975); Erich Kraus and Erich 
KXlka¶V Továrna na smrt seven times (between 1950-1964) by four different publishers. See Appendix A, Section 1. 
133 DRUiV GURådaniþRYi, InWeUYieZ ZiWh aXWhRU, ASUil 9, 2017. See Appendix A, Section 1 for editions and their print 
runs.  
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Image 3.27. Covers of Romeo, Juliet and Darkness from left to right:  
        Top ± 1958, 1959, 1960; Bottom ± 1961, 1963, 1967.  
        Source: Appendix A, Section 1, and aXWhRU¶V image cRllecWiRn. 

 

On the other hand, these figures are also potentially indicative of the larger popularity of 

romances. Of the works discussed in this chapter, Romeo, Juliet and Darkness and Death is 

Called Engelchen were by far the most successful ± adapted the most times, circulated in the 

highest numbers. When the Central Film Agency took stock of the number of viewers per 

screening for films premiered between 1960 and summer of 1962, Romeo, Juliet and Darkness 
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was in the top 25% with 225 viewers per screening.134 In a VXUYe\ amRng ³\RXng SeRSle´ in 

1964, nearly half of respondents listed Death is Called Engelchen aV ³YeU\ gRRd´ RU ³Rne Rf WheiU 

faYRUiWe filmV.´135 Artwork for the novel Romeo, Juliet and Darkness, particularly in the first 

ediWiRn¶V Weenage diaU\-like presentation, likewise suggests an appeal to youth (see Figure 3.26). 

The fact that these romance novels and their adaptations did, in fact, seem to appeal to 

Czechoslovak youth was important, because of the emphasis made by many authors and 

filmmakers on reaching on youth, the population who did not live through the occupation.136  

A fortunately timed sociological study about film viewership completed in years 1963-5 

provides more detail into the popularity of films about Jews. Generally, the average number of 

screenings increased each year, suggesting an increasingly open cultural atmosphere.137 After 

noting declining movie attendance in the early 1960s, the Central Film Agency was making a 

concerted effort to expand access to films by building movie theaters across Czechoslovakia, 

suggesting that increased viewership was part of a concerted state strategy.138 Nonetheless, 

comparing films about Jews with other films that premiered in the same year provides useful 

insight into who engaged most with cinematic narratives of Jewish experiences. 

Data from 1963-5 emphasizes the particular success of the romance genre. When 

compared with other films, most movies about Jews were not very popular among generalized 

audiences. Most films about Jews, for example, had a below average number of screenings for 

 
134 ³PĜehled R naYãWČYnRVWi þeVkêch filmĤ Y ýechich a na MRUaYČ ]a ò URkX Rd SUemieU\,´ FRldeU 6, FXnd Òě ýSF 
(kol. rady) R12/AI/5P/6k, NFA, Prague, CZ. 
135 Karel Morava, Filmové obþenstvo dnes a zítra (PUagXe: ÒVWĜednt ĜediWelVWYt ýSF ± Filmový ústav, 1967), 143-50.  
136 G. KRSanČYRYi, ³RR]hRYRU V Jinem KadiUem ± Zda leka nent dĤleåiWp, cR Ĝtki WYĤUce,´ Film a doba 10, no. 4 
(1964): 173, 175; ³SYČdecWYt VWile akWXilnt;´ SandUa PXdilRYi, ³Balada R DiWČ Sa[RYp,´ Kino 22, no. 20 (1967): 9; 
Adamec, ³ReåiVpĜ JiĜt WeiVV,´ 272. 
137 Morava, Filmové obecenstvo dnes a zítra, 127-135. 
138 On decline in YieZeUVhiS (likel\ UelaWed WR WeleYiViRn), Vee ³PĜehled Xka]aWelĤ kin ± SĜedVWaYent a niYãWČYntkĤ ]a 
rok 1957-1962 ]a ý. a MRU.,´ FRldeU 6, FXnd Òě ýSF (kol. rady) R12/AI/5P/6k, NFA, Prague, CZ. For expansion 
Rf WheaWeU acceVV, Vee ³ZSUiYa R SlnČnt SlinX inYeVWiþnt YêVWaYb\ ýeVkRVlRYenVkphR filmX ]a I.- III. þWYUWleWt 1960,´ 
from Folder 18. por. 3.10.1960, Fund Òě ýSF (sek. red) R12/A1/3P/9K, NFA, Prague, CZ. 
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that year. Films like Death is Called Engelchen were exceptional in this genre for reaching over 

the average number of screenings. In some cases, those that had an above average number of 

screenings still had below average numbers of viewers, meaning that the screenings were not 

well attended (The Fifth Horseman is Fear, for example). This, however, did not mean they had 

little impact. Films about Jews in Nazi Occupied Prague were reviewed exceptionally often, 

typically over double the average number of reviews for that year. In the case of Diamonds of the 

Night, it was reviewed nearly 5 times more than the average for 1964. Diamonds of the Night 

was reviewed so often and screened so rarely that there was a review for every second showing 

of the film.139 

What this meant was that films about Jews had an outsized impact among the intellectual 

and literary community. It was standard for films about Jews to have below average numbers of 

screenings or viewers. At the same time, they were among the most talked about films each year 

in the press.140 This outsized attention to narratives about Jews proves that the journalistic and 

cultural elite ZeUe Whinking VeUiRXVl\ abRXW ³leVVRnV´ fURm WheVe filmV. Exposure to the recent 

past became a key component of thinking about ideals for a political future in a time in which 

many of the cultural elite believed optimistically in the possibility of a reformed socialism. 

Querying the ways in which isolating and dehumanizing bureaucracies pit citizens against one 

another during the occupation period became a dominant mode of engaging in this conversation. 

This was born out not just by how much attention reviewers and journalists gave to these films, 

but also the volume of works: as a country of fewer than 15 million people and roughly 15,000 

 
139 See Appendix C, Section 2, from Morava, Filmové obecenstvo dnes a zítra, 127-135. 
140 FilmV abRXW JeZV ZeUe nRW Whe Rnl\ filmV WhaW had RXWVi]ed imSacW ZiWhin Whe cXlWXUal eliWe. CeUWain kindV Rf ³cXlW 
claVVicV´ RU filmV ZiWh laVWing cXlWXUal and cUiWical Vignificance, VXch aV OldĜich LiSVkê¶V 1964 Lemonade Joe 
(Limonadový Joe) RU MilRã FRUman¶V 1965 Loves of a Blonde (Lásky jedné plavovlásky), were similarly frequently 
reviewed, but less commonly seen. See Appendix C, Section 2.  
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Jews in 1968, Czechoslovakia was rivalled only by Poland in numbers of feature films that dealt 

with Jews under Nazi occupation (See Figure 3.1).141 This clear creative and intellectual 

engagement with horrors of the recent past was significant, given the role this group plays in this 

period in forming new ideas about political humanism during the Thaw.142  

Fig. 3.1. Global Distribution of Feature Films on Nazi Persecution of Jews 

 
Source: Appendix B. It is not until the 1980s that any country exceeds this number. 

 

This emphatic impact on cultural circles extended beyond national borders. Famed Polish 

director Andrzej Wajda commented in 1964 on how Czechoslovak filmmakers were waging a 

³cinemaWic RffenViYe´ WhaW ZaV URRWed in ZRUkV abRXW Whe SaVW ZiWh ³cRncUeWe linkV WR Whe 

 
141 See ChaSWeU 1 fRU mRUe Rn PRland¶V mRYieV abRXW JeZV. ³World Jewish Population,´American Jewish Yearbook 
61, S. 351 (VWaWiVWicV fRU 1959); 71, S. 539 (VWaWiVWicV fRU 1969); ³PRSXlaWiRn,´ World Bank Data, accessed July 9, 
2019, https://data.worldbank.org/indicator/SP.POP.TOTL?locations=CZ-SK . 
142 For works that discuss intellectual involvement in socialist reform generally, see Mervart, NadČje a iluze; Kusin, 
Intellectual Origins; Williams, The Prague Spring; Golan, The Czechoslovak Reform Movement.  

http://search.bjpa.org/search?client=bjdb_frontend&output=xml_no_dtd&proxystylesheet=bjdb_frontend&filter=0&getfields=*&site=bjpa%257Cbjdb&q=%2522world%2520jewish%2520population%2522&sort=date:D:L:d1&num=100&lind=0
https://data.worldbank.org/indicator/SP.POP.TOTL?locations=CZ-SK
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SUeVenW.´ SeYeUal filmV abRXW Whe Na]i OccXSaWiRn ZeUe ciWed aV e[amSleV.143 Some Polish 

filmmakers, for example, cited the international successes of Czechoslovak films when 

attempting to justify their own works querying the complicated relationships between Poles and 

Jews during the occupation. Sometimes, however, these parallels hindered rather than aided 

Polish filmmakers causes. Given these same parallels, cultural officials sometimes saw the 

negative these portrayals of non-Jews in Czechoslovak films as justification to ban films using 

similar approaches in Poland.144 In short, while commentators in the US lauded the boldness and 

creativity of these works, neighbors within the communist bloc recognized, for better or for 

worse, how much these narratives diverged from the acceptable communist standard.  

Just as Czechoslovak creators attempted to circulate their narratives outside of the 

communist bloc, so too would creators attempt to join international conversations about the 

Jewish past in Europe by bringing Western works to Czechoslovakia. Using theater as a case 

study, the following chapter highlights the unique life of Fiddler on the Roof in Czechoslovakia, 

the only communist country WR SURdXce Whe mXVical befRUe Whe 1980V. TeY\e¶V VWRU\ mighW Veem 

a divergence from the occupation narratives described so far, yet, nearly a decade of works and 

reviews describing Jewish experiences of Nazism as symbolic parallels for understanding 

contemporary political possibilities had primed reviewers and audiences to collapse differences 

in historical context and understand Tevye as a figure out of time, fighting for the same political 

values of Czechs and Slovaks in 1968.  

 
143 AnWRntn J. Liehm, ³Za]Uik´ in OstĜe sledované filmy: þeskoslovenská zkuãenost (Praha: Národní filmový archiv, 
2001), 29-30. This essay was not included in the original version of this book, published as Antonín J. Liehm, 
Closely Watched Films: The Czechoslovak Experience (White Plains: International Arts and Sciences Press, Inc, 
1974).  
144 ³DáXga nRc: SWenRgUam ] KRmiVji Ocen ScenaUiXV]\ Z dniX 28 SaĨd]ieUnika 1966 U,´ A-214 SR] 430, and ³DáXga 
nRc: SWenRgUam ] SRVied]enia KRmiVji KRlaXdac\jnej Z dniX 15.6.67,´ A-216 poz 132, FN, Warsaw. 
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Chapter Four 
 

Co-Opting Tevye: Fiddler on the Roof Productions in Communist Czechoslovakia, 1968-69 
 

³It was the sad symbol of a man that lit a torch to his own flesh in protest against the 

unjust world, like a fiery baton in our hearts that calls for jXVWice,´1 Czech journalist JiĜí Seydler 

wrote in February 1969, in the wake of Soviet led invasion in August 1968. The invasion had 

quashed Czechoslovak hopes of the autonomy to modify and define their political system. 

Almost six months later, Jan Palach was the first of four university students to light himself on 

fire in protest against the re-institutionalization of repressive measures. 2   Yet, Seydler was 

describing none of these self-immolators. Oddl\ enoXgh, Whe ³fieU\ baWon´ WhaW Se\dleU described 

was Tevye from the American musical Fiddler on the Roof.  

Across Czechoslovak cities in 1968 and 1969, something strange was happening. Tevye, 

the iconic central character of the musical Fiddler on the Roof, was being held as a symbol of 

fierce desires for political self-definition. Producing Fiddler on the Roof in Czechoslovakia 

began as an attempt to join the world in a global cultural phenomenon, but became a poignant 

reminder of dashed political hopes. Fiddler on the Roof¶V WUanVlaWabiliW\ inWo other cultural 

contexts is frequently considered one of the reasons for its international success. In the 1980s, a 

Japanese director of Fiddler on the Roof saw the themes of tradition and generational conflict as 

³Vo JapaneVe´ WhaW he ZaV Vhocked Wo find that Americans related to the plot at all.3 This is the 

W\pical XniYeUVali]aWion of TeY\e¶V challengeV in Fiddler on the Roof: the relatability of timeless 

 
1 JiĜt Se\dleU, ³ýtm åije hlaYnt mČVWo VloYenVkp VocialiVWickp UepXblik\,´ Reportér (February 6, 1969), 10. 
2 Jonathan Bolton, Worlds of Dissent: Charter 77, the Plastic People of the Universe, and Czech Culture Under 
Communism (Cambridge: Harvard University Press, 2012), 55-56. 
3 SWephen J WhiWfield, ³Fiddling ZiWh Sholem Aleichem: HiVWoU\ of Fiddler of the Roof,´ in The Jewish Experience 
in World Cinema, edited by Lawrence Baron (Waltham: Brandeis University Press, 2011), 61. 
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themes of tradition vs. change, intergenerational familial divides, nostalgia and progress.4 Rarely 

have audiences interpreted Tevye politically, as a crusader for social justice. Yet, this is precisely 

what happened in Communist Czechoslovakia.  

Fiddler on the Roof haV been laUgel\ foUgoWWen fUom C]echoVloYakia¶V cXlWXUal hiVWoU\. 

Jewish themes on Czech and Slovak stages have received almost no attention in theater 

discussions, and there has been relatively little exploration of foreign plays produced on Czech 

and Slovak stages.5 Scholars have noted that classic Czech works on the Nazi regime were used 

to make broader allegorical statements about totalitarianism in the 60s, but works about other 

historical periods have gone undiscussed.6 Furthermore, a misconception that Western plays 

ZeUe noW peUmiWWed on C]ech and SloYak VWageV afWeU 1948, ³ZiWh Whe e[ception of Shakespeare 

and Vome oWheU claVVical ZUiWeUV,´ haV pUeYenWed VcholaUV fUom e[ploUing hoZ aXdienceV engaged 

with Western productions.7 The appearance of Fiddler on the Roof and its predecessors in the 

communist bloc, as well as the careers of the actors who played Tevye, underscore the reality 

that Western productions could and did cross the Iron Curtain.8 The rapid rise of interest in 

 
4 For more on these universall\ acceVVible and popXlaU WhemeV, Vee WhiWfield, ³Fiddling ZiWh Sholem Aleichem;´ 
Alisa Solomon, Wonder of Wonders: A Cultural History of Fiddler on the Roof (New York: Metropolitan Books, 
2013). 
5 For works on foreign plays, see LaXUen B. McConnell, ³GUa\ Zones and Black Holes: The Effects of 
NoUmali]aWion CenVoUVhip on C]ech Pla\ZUiWing´ (PhD diVV., NoUWhZeVWeUn UniYeUViW\, 2004); Adam GUXn]ke, 
³ModelV of AeVWheWic SXbYeUVion: IdeaV, SpaceV, and ObjecWV in C]ech TheaWUe and DUama of Whe 1950V and 1960V´ 
(PhD diss., University of Toronto, 2011); Olga F. ChWigXel, ³WiWhoXW TheaWUe, Whe C]echoVloYak ReYolXWion CoXld 
NoW HaYe Been Won,´ The Drama Review 34:3 (1990): 88-96; oU BaUbaUa Da\, ³C]ech NaWional TheaWUe fUom Whe 
NaWional ReYiYal Wo Whe PUeVenW Da\,´ New Theatre Quarterly 2, no.7 (1986): 250-274. 
6 LiVa PeVchel, ³The DeYil and BUe]hneY¶V E\ebUoZV: C]ech ³AnWi-faVciVW´ TheaWeU afWeU Whe WaUVaZ Pact 
InYaVion,´ in Theatre and Performance in Eastern Europe: The Changing Scene, edited by Dennis Barnett and 
Arthur Skelton, 97-105 (Plymouth: Scarecrow Press, Inc., 2008).  
7 LaXUen B. McConnell, ³GUa\ ZoneV and Black HoleV,´ 70. ThiV chapWeU bXildV on impoUWanW neZ ZoUk b\ EleonoUy 
Gilburd focusing on translation and adaptation of Western cultural works in the communist bloc. Eleonory Gilburd, 
To See Paris and Die: The Soviet Lives of Western Culture (Cambridge: Harvard University Press, 2018). 
8 LadiVlaY Peãek, Zho pla\ed TeY\e in PUagXe, ZaV in WZo MolipUe pla\V, The Miser in 1950 and The Abashed 
Husband in 1951, BeUnaUd ShaZ¶V Saint John in 1956, John OVboUne¶V 1957 Comic, Goldoni¶V The Chiogga Scuffles 
in 1961, BUechW¶V The Caucasian Chalk Circle in 1962, just to name a few. Likewise, Jozef Króner was in Moliére, 
AgaWha ChUiVWie, Goldoni, d¶UVVeaX, Lillian Hellman, IbVen, AUWhXU MilleU, MahleU, SaUWUe, Edmond RoVWand, 
Tennessee Williams, and Brecht plays, in addition to Shakespeare, prior to or during the Fiddler cycle. Ladislav 
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Jewish culture in the post-communist period, including Fiddler on the Roof and klezmer music, 

haV alVo obVcXUed TeY\e¶V adYenWXUeV behind Whe IUon CXUWain. MoUeoYeU, a focXV on Whe lack of 

JeZiVh ³aXWhenWiciW\´ in EaVW EXUopean theater (the common occurrence that non-Jews adopt 

Jewish roles) has contributed to understanding Fiddler on the Roof as part of a post-communist, 

³poVW-JeZiVh´ momenW, UaWheU Whan alongVide a decade of JeZiVh cXlWXUal deYelopmenWV in Whe 

communist bloc.9  

Due largely to associations with the musical genre, Fiddler on the Roof is often 

XndeUVWood aV being paUWicXlaUl\ ³AmeUican´ UaWheU Whan paUWicXlaUl\ JeZiVh. IUonicall\, 

American pUodXceUV iniWiall\ conViVWenWl\ UejecWed Whe pUojecW becaXVe of iW being Veemingl\ ³Woo 

JeZiVh´ Wo appeal Wo bUoadeU aXdienceV.10 In the original American production, producers and 

actors enabled multiple competing contexts by consciously universalizing the story in hopes of 

making it relatable to wider audiences.11 YeW, TeY\e¶V appeaUance in C]echoVloYakia ZaV YeU\ 

much a story of the particularities of 1960s Czechoslovakia. 

Czechoslovakia was one of the only countries in the Soviet bloc to produce Fiddler on 

the Roof. The fact that Jewish themes had become germane to Czechoslovak culture helps to 

explain both why theater producers were interested in Fiddler on the Roof, as well as why they 

 
Peãek, TYiĜ be] maVk\: VkXWeþnoVW a Ven (Prague: Odeon, 1977), 300-301 and ZX]ana BakoãoYa-Hlavenková, ed, 
Elixír smiechu: Jozef Króner a Kronerovci (Bratislava: Edícia Osobnosti, 2010), 319-321. 
9 Magdalena WaligoUVka. ³A Go\ FiddleU on Whe Roof: HoZ Whe Non-Jewish Participants of the Klezmer Revival in 
KUakoZ,´ Polish Sociological Review 152 (2005): 367-382; ChaUleV ElioW MehleU, ³FiddleU on Whe Roof: 
ConVideUaWionV in a NeZ Age,´ Studies in Musical Theater 2:1 (2008): 51-60; JeVVica Hillman, ³Go\im on Whe Roof: 
Embod\ing AXWhenWiciW\ in LeYeaX['V FiddleU on Whe Roof,´ Studies in Musical Theater 1:1 (2007): 25-39; Gruber, 
Virtually Jewish; S.I. SalamenVk\, ³DiaVpoUa DiVne\V:µJeZface¶ MinVWUelc\ and  µJeZfaoade¶ DiVpla\ in EaVW-
CenWUal EXUope and EXUaVia,´ in Jews and Theater in an Intercultural Context, edited by Edna Nashon, 331-48 
(Leiden: Brill, 2012); AliVa Solomon, ³Szkrypek na Dachu:Poland,´ Wonder of Wonders: A Cultural History of 
Fiddler on the Roof (New York: Metropolitan Books, 2013), 318-40. 
10 AliVa Solomon, ³TeY\e LeaYeV foU Whe Land of BUoadZa\,´ Wonder of Wonders: A Cultural History of Fiddler on 
the Roof (New York: Metropolitan Books, 2013), 87-140. 
11 See Barbara Kirshenblatt-GimbleWW, ³Imagining EXUope: The PopXlaU AUWV of AmeUican JeZiVh EWhnogUaph\,´ 
Divergent Centers: Shaping Jewish Cultures in Israel and America, Deborah Dash Moore and Ilan Troen eds, (New 
Haven: Yale University Press, 2001), 2, 27. The concept of the multiplicity of competing contexts in literary is 
derived from Spector, Prague Territories. 



 

 161 

succeeded in producing the musical where other repressive cultural regimes did not. 12  In 

Czechoslovakia, Fiddler on the Roof followed an exponential increase in the availability of 

novels and films about Jews over the preceding decade. Moreover, interpretations of Fiddler on 

the Roof were influenced by a decade of works, reviews, and commentary that encouraged 

conflation between Jewish and Czechoslovak experiences, suggesting Czechoslovaks could and 

should read their own contemporary political experiences into historical narratives of Jews being 

repressed, isolated, or estranged from their communities.   

C]echoVloYakia¶V laWe 1960s Fiddler on the Roof productions, in other words, became 

sites of ³doXble-coding.´ Henry Biale XVeV Whe WeUm ³doXble-coded´ Wo deVcUibe Whe Za\ JeZiVh 

aXdienceV aUe able ³Uead JeZiVhneVV´ b\ inWeUpUeWing VignalV and V\mbolV UeleYanW onl\ Wo 

them. 13 Jeffrey Veidlinger likewise argues that the Moscow State Yiddish Theater accessed 

³VemioWic V\VWemV´ WhaW enabled impliciW UefeUenceV Wo JeZiVh cXlWXUe in WheiU pUodXcWionV, deVpiWe 

the anti-religious and ethnic hostility of Soviet policy. 14 In C]echoVloYakia¶V 1968 Wo 1970 

Fiddler on the Roof productions, an inverse semiotic reading took place. In the overt themes of 

tradition and changing structures of Jewish life, Czech and Slovak writers and audiences read 

their own frustrations and feelings of helplessness into Tevye. This reading was still distinctly 

³JeZiVh´ in Whe C]ech and SloYak context, because it was made possible by recent attempts in 

the artistic and intellectual world to promote Jewish experience to the public as integral, often 

invoking emotional parallels between historical Jewish alienation or suffering and the Czech and 

 
12 Onl\ HXngaU\ VeemV Wo haYe alVo peUfoUmed Whe pla\. ³JeZiVh WUiWeUV, JeZiVh ThemeV Enjo\ing PopXlaUiW\ in 
HXngaU\,´ Jewish Telegraphic Agency, April 2, 1974. The production was not simply deemed potentially dangerous 
in the communist bloc, but also in other repressive cultural contexts. Ironically, however, Fiddler on the Roof¶V 
banning in PinocheW¶V Chile ZaV aV a UeVXlW of iWV pXUpoUWed MaU[iVm. ³FiddleU on Whe Roof, FlooUed,´ Jewish 
Telegraphic Agency, August 27, 1974; Alisa Solomon, Wonder of Wonders 2-3. 
13 Henry Biale, Acting Jewish: Negotiating Ethnicity on the American Stage & Screen (Ann Arbor: The University 
of Michigan Press, 2005), 67. 
14 Jeffrey Veidlinger, The Moscow State Yiddish Theater: Jewish Culture on the Soviet Stage (Bloomington: Indiana 
University Press, 2006), 3. 
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Slovak position under communism. At the same time that this reading was tied to Jewish cultural 

contexts, co-opting Tevye as a freedom fighter also silenced the Jewish experience in Pale of 

SeWWlemenW RXVVia WhaW ZaV aW Whe cenWeU of TeY\e¶V VWoU\.15 

 This chapter probes these tensions between various interpretations of Fiddler on the Roof 

in communist Czechoslovakia, analyzing production challenges, reviewer and producer 

understandings of the story, the influence of the 1968 Soviet-led invasion on audience and 

reviewer interpretations, and finally nuances between productions in various locales. Using 

Fiddler on the Roof as a case study allows me to examine how the theatrical genre affected 

representations and interpretations of Jewish life, as well as the role of international (and 

particularly commercial) influences on Czechoslovak interests in Jewish themes. In addition, the 

appearance of the production in Prague, PlzeĖ, BUaWiVlaYa, and BUno allows me to travel across 

localized Czechoslovak contexts, exploring particularities between Slovakia and the Czech lands 

in particular.  

Due to the transient and ephemeral nature of live performance, studying theater poses 

distinct challenges and presents unique opportunities. Jan Kubik notes that when analyzing 

theater, it is ³almoVW impoVVible Wo deWeUmine hoZ man\ la\eUV of meaningV Whe spectators might 

have decoded,´ making it difficult to understand the impact of performance on the public. Kubik 

VXggeVWV e[amining YaUioXV conWe[WV Wo UeconVWUXcW Whe ³mXlWila\eUed meaning´ and poWenWial 

interpretations of a given production.16 This chapter will focus on three important contexts: 

Fiddler on the Roof¶V liWeUaU\, cinemaWic and WheaWUical pUecedenWV; concurrent domestic and 

 
15 For more on the Pale of Settlement at this time, see Benjamin Nathans, Beyond the Pale: The Jewish Encounter in 
Late Imperial Russia (Berkeley: University of California Press, 2004). 
16 KXbik¶V Vpecific conWe[WV foU e[amining Song of Wawel performances leading up to the Soldarity movement in 
Poland are positional, exegetic, and operational. Jan Kubik, The Power of Symbols Against the Symbols of Power: 
The Rise of Solidarity and the Fall of State Socialism in Poland (University Park: The Pennsylvania State University 
Press, 1994), 87. 
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global political events; and the historical realities of Jewish life in East-Central Europe. 

Analyzing these different contexts provides insight into the ways that audience interpretations of 

narratives of Jewish life were flexible, adaptable, tenuous, and multi-layered. This was 

paUWicXlaUl\ WUXe aV C]echoVloYakia¶V UelaWionVhip Wo Whe SoYieW Union VhifWed oYeU Whe coXUVe of 

1968.  

 

Fiddler on Whe Roof¶V Communist Contexts: Jews and Musicals on the Czechoslovak Stage  

 Though there are fewer examples of Jewish themes in 1960s Czechoslovak theater than 

in cinema and literature, Jewish themes were not totally absent from Czech and Slovak stages in 

the 1960s. One of the earliest plays on the National Theater with Jewish themes was Josef 

He\dXk¶V Návrat, which premiered for the 1958-1959 season. The play focuses on the 

Protectorate period and critiques contemporary conceptions of protectorate themes by focusing 

on Whe pUeVence of domeVWic ³inWeUnal faVciVm.´ MXch like ZiWh cinema and liWeUaWXUe, plays 

about Protectorate life gave the opportunity to challenge Czech audiences to question their 

responsibility for injustices that occurred during World War II.17 

These themes were carried over with an operatic adaptation of Romeo, Juliet and 

Darkness for the 1962-3 season of the Czech National Theater. In addition to Prague, the opera 

premiered on stages in Brno and the Soviet Union.18 After changing the female-lead¶V name Wo 

the more Czech-VoXnding ³Hanka´ foU Whe 1960 film, Whe opeUa diUecWoU HanXã Thein decided Wo 

return to the original Esther (Ester) for the opera. The promotional pamphlet for the premiere 

 
17 Josef Heyduk, Návrat (PragXe: NiUodnt diYadlo, 1959), FoldeU þ 637a, AUchiY NiUodntho diYadla (AND), PUagXe. 
18 See ³PUemieU\ Yiecn\,´ Ogoniok no 18, 2027 (Ma\ 1, 1966): 11; ³Romeo, JXlie a Wma,´ AND, Brno, 
http://www.ndbrno.cz/modules/theaterarchive/?h=inscenation&a=detail&id=5267 ; ³Romeo, JXlie a Wma,´ AND, 
Prague, http://archiv.narodni-
divadlo.cz/Dokument.aspx?jz=cs&dk=Inscenace.aspx&sz=0&ic=1348&abc=0&pn=256affcc-f103-1000-85ff-
c11223344aaa . For more on the novel and film, see Chapters 2 and 3.  

http://www.ndbrno.cz/modules/theaterarchive/?h=inscenation&a=detail&id=5267
http://archiv.narodni-divadlo.cz/Dokument.aspx?jz=cs&dk=Inscenace.aspx&sz=0&ic=1348&abc=0&pn=256affcc-f103-1000-85ff-c11223344aaa
http://archiv.narodni-divadlo.cz/Dokument.aspx?jz=cs&dk=Inscenace.aspx&sz=0&ic=1348&abc=0&pn=256affcc-f103-1000-85ff-c11223344aaa
http://archiv.narodni-divadlo.cz/Dokument.aspx?jz=cs&dk=Inscenace.aspx&sz=0&ic=1348&abc=0&pn=256affcc-f103-1000-85ff-c11223344aaa
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Ueminded YieZeUV WhaW ³Whe opeUa ZaV aUW aboYe all, and WhaW Whe Uole of aUW ZaV Wo be conceUned 

ZiWh Whe e[peUienceV of Whe cUeaWoUV and WheiU liVWeneUV.´ PUomoWeUV of Whe opeUa VXggeVWed iW ZaV 

the responVibiliW\ of Whe opeUa¶V compoVeU, J.F. FiVcheU, Wo ³poignanWl\ VenVe Whe connecWion 

beWZeen Whe UecenW paVW and Whe pUeVenW´ in oUdeU Wo XUge ³Whe \oXngeU geneUaWion, Zho did noW 

liYe WhUoXgh iW,´ Wo Whink of Whe WoUld WaU II eUa noW aV ³Vimpl\ hiVWoUical eYenWV,´ bXW Wo caUU\ 

the lessons with them to protect the future.19 An interview with Helena Tattermuschová, who 

played the role of Esther, reinforced this impression that a primary function of producing 

narratives about the Holocaust was to teach the youth: she claimed she was too young to 

XndeUVWand Whe ³enWiUeW\ of Whe JeZiVh WUaged\´ XnWil Vhe ZaV oldeU and ³Uead and leaUned Whe 

naUUaWiYeV of Whe cUXel deVWinieV of Whe concenWUaWion campV.´20 This emphasis on the pedagogic 

function of exposure to narratives of persecution parallels statements made by novelists and 

filmmakers about their motivations and the importance of works about Jews during the 

Protectorate period.21  

 
19 L DoUĤåka, ³Romeo, JXlie a Wma,´ PremieroYi knihoYniþka: Romeo, JXlie a Wma (1962) 5, 7, Folder O 300a, AND, 
Prague. 
20 Helena Tattermuschová, ³HoYoĜtme o Uoltch,´ PremieroYi knihoYniþka: Romeo, JXlie a Wma (Prague: Národní 
divadlo, 1962), 11, Folder O 300a, AND, Prague. 
21 See Chapters 2 and 3.   
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Image 4.1. The set of the Prague Romeo, Julie and Darkness opera attempts to create the 
claustrophobia of the apartment block through multiple levels of open structures. Source: Romeo, 
Julie a tma, Folder O 300a, AND, Prague. 
 

 
Image 4.2. Helena Tattermuschová as Esther, the storeroom marked with a large Star of David to 
code the space as Jewish. Source: Romeo, Julie a tma, Folder O 300a, AND, Prague. 
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Jewish themes on stage continued in 1965, when the National Theater premiered the 

Verdi opera Nabucco about the political struggle between the Israelites and the Babylonian 

Empire for Jerusalem. Though the action of Nabucco WakeV place in Whe diVWanW paVW, Whe opeUa¶V 

promotional materials explicitly told opera-goers to consider parallels with recent history. The 

diUecWoU¶V noWeV in a 1965 pamphleW linked Nabucco specifically with concentration camp novels 

and filmV of Whe eaUl\ 1960V b\ aVking YieZeUV Wo conVideU Whe paUallelV beWZeen WhiV ³biblical 

VWoU\´ and Whe ³memoUieV, WhoXghWV, pUemoniWionV and deVpeUaWe hopeV of inWeUned JeZV´ WhaW one 

mighW find in ³Whe aWmoVpheUe of LXVWig oU BU\n\ch¶V TeUe]tn.´ He fXUWheU VXggeVWed WhaW Whe 

leVVon of Whe opeUa ZaV WhaW ³a man mXVW leaUn Wo accepW UeVponVibiliW\´ Wo UeViVW Whe ³W\Uann\´ 

represented by the story of Nebuchadnezzar and the Jews.22  

A Vecond VXbWe[W Wo Whe opeUa ZaV Whe VWoU\ aV a Wale of naWional peUVeYeUance. IVUael¶V 

baWWle foU independence in VeUdi¶V Nabucco had long been recognized as a metaphor for Italian 

freedom and unification. The Czech productions of Nabucco emphasized this element of 

Nabucco and equated it with the work that BedĜich SmeWana¶V opeUaV did foU Whe C]echV.23 Thus, 

Whe opeUa¶V pUomoWional maWeUialV impliciWl\ VXggeVWed WhaW jXVW aV Whe IVUaeliWeV plighW in 

Nabucco could be a symbol for Italian freedom, so too could it be a symbol for Czech freedom.24 

The opera aired until 1973, meaning that this sympathetic portrayal of the Israelites as the 

universal symbol of nations yearning for freedom and independence was available for Czech 

audiences during the 1967 Arab-Israeli War. 

 
22 KaUel JeUnek, ³âaU KibUaWim AUbaim: ReåiVpUoY\ po]nimk\ k inVenaci,´ Nabucco (Prague: Národní divadlo, 
1965), 4, Folder O 230a, AND, Prague.  
23 For more on Smetana and his role in Czech nation-building, see Kelly St. Pierre, BedĜich SmeWana: M\Wh, MXVic, 
and Propaganda (Rochester: University of Rochester Press, 2017).  
24 ³Nabucco ] UepeUWoiUX NiUodntho diYadla NiUodnt diYadlo,´ Nabucco (Prague: Národní divadlo, 1965), Folder O 
230a, AND, Prague. The references were to Czech-JeZiVh noYeliVW AUnoãW LXVWing, Zho had ZUiWWen 6 noYelV aboXW 
Whe HolocaXVW aW WhiV poinW, and film diUecWoU Zb\nek BU\n\ch¶V 1963 film Transport z ráje (Transport from 
Paradise) about the Terezín ghetto and concentration camp and the filming of the Red Cross propaganda video. See 
Chapters 2 and 3.  
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The Arab-Israeli War broke out in 1967 after several weeks of tensions between Egypt 

and Israel. Soon thereafter, the Soviet Union officially severed all diplomatic relations with 

Israel, and Czechoslovakia soon followed suit. It became a major cause of disagreement between 

party Secretary JiĜt HendU\ch and Whe ZUiWeUV aW Whe FoXUWh WUiWeUV¶ CongUeVV. The memoU\ of 

World War II appeared again when Pavel Kohout made parallels between Jewish and 

Czech/SloYak e[peUience b\ likening IVUael¶V locaWion among hoVWile naWionV Wo C]echoVloYakia¶V 

position on the eve of the Munich Agreement. 25  The prominent Slovakian author Ladislav 

MĖaþko, who wrote Death is Called Engelchen and was the editor of Kultúrny åiYot, made his 

position known by defiantly visiting Israel in August of 1967.26 The Jewish Telegraphic Agency 

reported Czech youth rallies supporting Israel and even an influx of Czech volunteers on Israeli 

kibbutzim.27 International foreign policy relations politicized Jewishness, which in turn affected 

the government position towards Jews internally. Using the breakdown of relations with Israel as 

justification, the Novotný regime cancelled the plans for a celebration of 1,000 years of the 

Prague Jewish community.28 In VpiWe of Whe goYeUnmenW¶V hoVWiliW\ WoZaUdV an\ e[pUeVVion of 

sympathy towards Israel or Jews more generally, many Czechs and Slovaks retained sympathies 

for Jews or Israelis, thanks in part to a decade of films and productions like Nabucco telling 

audiences to read Jewish longing for place as allegorical for their own.  

Recent stories and films about the deportation of Jews from Slovakia had an added effect 

in Slovakia. In Czechoslovakia, creators and reviewers emphasized ways in which Jewish 

 
25 Kusin, Intellectual Origins, 126. 
26 HenU\ Ra\monW, ³C]ech AXWhoU TUaYelV Wo IVUael in Defiance of a Ban b\ PUagXe,´ New York Times (August 12, 
1967), 8.  
27 See ³Non-jeZiVh C]echoVloYakian YoXWhV DemonVWUaWe foU RecogniWion of IVUael,´ Jewish Telegraphic Agency 
(JXne 10, 1968) and ³C]ech Kibbutz Becomes Haven for Non-jeZiVh C]ech YiViWoUV Wo IVUael,´ Jewish Telegraphic 
Agency (August 23, 1968).  
28 ³C]echV DUop ObVeUYance of JeZiVh AnniYeUVaU\: Cancel ToXUV and SWampV foU 1,000th- Year Celebration- 
HoVWiliW\ Wo IVUael Blamed,´ The New York Times, Sept. 6, 1967, and ³NeZ C]ech GoYeUnmenW AppUoYeV MajoU 
CelebUaWion of JeZiVh MillenniXm,´ Jewish Telegraph Agency, May 14, 1968. 
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experiences mirrored or were integral to the Czech and Slovak contemporary experience. For 

Czechs, this was ultimately achieved by trading in ideas of totalitarianism and oppressive 

bXUeaXcUacieV WhaW linked JeZV¶ e[peUienceV XndeU Na]iVm, oU eYen dXUing Whe First Republic, 

with a dehumanizing and isolating communism. For Slovaks, it was also about the collective 

responsibility for accepting and enacting Nazi policies as an allied but independent clerico-

fascist state during World War II. Contemporary federalization debates about Slovak 

independence encouraged intellectuals in Slovakia to address the ³XnVolYed naWional pUoblemV´ 

of a fascist and anti-Semitic legacy.29 Promoting any degree of autonomy in Slovakia recalled 

Whe UecenW hoUUoUV of Whe HolocaXVW aW Whe handV of SloYakia¶V oZn pUo-Nazi policies, 

highlighting the relationship to Jews as well as anxieties among intellectuals about the dangers of 

federalization.  

The writers and editors of Kultúrny åivot, Whe SloYak WUiWeU¶V Union Zeekl\, e[pUeVVed 

an aZaUeneVV WhaW Whe UecenW hoUUoUV of ³cleUicofaVciVm´ needed Wo be addUeVVed if SloYakia was 

federalized by producing a six-paUW VeUieV on Whe ³JeZiVh WUaged\´ in 1968. In the series, Ladislav 

Hoffman and Juraj âXjan addressed this question in a multi-part debate over ³who deported the 

Jews´ and the role of the Catholic Church.30 This question was particularly pertinent given that 

two priests, Andrej Hlinka and Dr. Jozef Tiso, had been responsible for instituting a Slovak 

version of the Nuremberg Laws in Slovakia.31 A moderator then evaluated the two joXUnaliVWV¶ 

perspectives againVW each oWheU. In fiYe conVecXWiYe iVVXeV, foXU aUWicleV appeaUed on Whe ³JeZiVh 

 
29 Kusin, Intellectual Origins, 69.  
30 DeVpiWe Whe facW WhaW CaWholic leadeUVhip had been iUUeYocabl\ WainWed b\ TiVo¶V UXle, Whe laUge CaWholic popXlaWion 
continued to sympathize with Catholic leaders in the immediate postwar years. James Felak, After Hitler, Before 
Stalin: Catholics, Communists, and Democrats in Slovakia 1945-1948 (Pittsburgh: University of Pittsburgh Press, 
2009), 4. 
31 Yehuda Bauer, American Jewry and the Holocaust: The American Jewish Joint Distribution Committee, 1939-
1945 (Wayne State University Press, 1981), 356.  
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qXeVWion´ in Slovakia.32 Slovak intellectuals and cultural elites were making a concerted effort to 

take ownership of the loss of their Jewish population by forcing Jewish history and culture into 

public discourse.  

It was on this backdrop that Fiddler on the Roof was proposed for the Czechoslovak 

stage. In literary, cinematic and theatrical genres, Jewish themes had steadily been becoming 

more and more common. Examining other productions from the late 1950s and 1960s shows that 

producers and actors related stories about Jews to the Holocaust and to Czechoslovak 

experiences of nationhood, regardless of the actual setting of the production. Approaching the 

Prague Spring, the stage had been set for Czechoslovak audiences to affectively identify with 

Jewish stories in two seemingly contradictory ways, that managed nonetheless to function in 

concert. The first was to suggest that plays (like films and novels) about Jews served an 

important pedagogic function of reminding younger generations of the dangers of oppression, 

prejudice and conformism, and the second was to encourage conflation between their own 

yearning for autonomy and the historical experience of Jews²both individually and writ-large, 

as a nation.  

 

Tevye the Freedom Fighter on Czechoslovak Stages 

Planning: 1967 

The success of Fiddler on the Roof after its 1964 premiere drew the attention of theater 

producers in Czechoslovakia. Prague and Bratislava stage directors were again reminded of the 

 
32 The primary articles appear in issues 23-27, with the evaluation of the two major contributors, Hoffman and âXjan 
in issue 31. KXlWXrn\ åiYoW was shut down after the invasion. LadiVlaY Hoffman, ³KaWolicki ctUkeY a WUagedia 
VloYenVkêch åidoY,´ KXlWXrn\ åiYot 23: 23 (1968), 6, MieUoVlaY H\Vko, ³K þlinkX kWoUê mo]e ]adi Y\]nieYaW� 
Wendeþne,´ KXlWXrn\ åiYoW 23: 25 (1968), 10, JXUaj âXjan, ³KWo Y\Ya]al åidoY ]o SloYenVka,´ KXlWXrn\ åiYoW 23:26 
(1968), 10, JXUaj âXjan, ³KWo Y\Yiåal åidoY ]o SloYenVka,´ Kulturny åiYoW 23: 27 (1968), 10, and AnWon Raãla, 
³âXjan konWUa Hoffman,´ KXlWXrn\ åiYoW 23: 31 (1968), 9. 



 

 170 

mXVical¶V ³inWeUnaWional VXcceVV´ afWeU Whe 1967 London pUemiere. The international prestige of 

the play may have been one of the appeals for Czech and Slovak theater producers and directors, 

as this was an important factor for other Broadway shows in the communist bloc. Producers of 

Romeo, Julie and Darkness related the opera to the Diary of Anne Frank, which had not only 

been translated into Czech, but also had recently been produced on stages in Czechoslovakia, 

Poland and Hungary.33 PUogUamV foU Poland¶V pUodXcWionV of Whe Diary of Anne Frank in àydĨ, 

for example, emphasized that Poland was joining with a global phenomenon by producing the 

play, which had 400 Broadway showings, was showing in 15 theaters, and was based off of a 

diary printed in the millions.34  

When the governing body of the National Theater in Prague decided to produce Fiddler 

on the Roof in 1967, it created a scandal within the theater community. Many considered the 

musical form Wo be a ³leVVeU W\pe of aUW´ WhaW did noW belong on the stages of the National Theater. 

Miroslav Ponc, the composer and musical director, ³did noW like´ JeUU\ Bock¶V mXVic, becaXVe iW 

ZaV cheap, commeUcial, and ³foUeign.´ 35  PUagXe¶V TeY\e, LadiVlaY Peãek, described a 

community wholly uncomfortable with the unfamiliar challenges of the musical genre. In fact, 

Peãek had never seen a musical until the year before in London. 36  He emphasized that 

pUeconceiYed noWionV of Whe mXVic oU foUm aV ³loZ aUW´ were quickly overturned through 

concerted efforts to master the genre.37 Despite this initial resistance, it was produced the next 

year at Tyvolo divadlo in Prague (a part of the National Theater group) and Nová scéna in 

 
33 HanXã Thein, ³ReåiVpUoYo VloYo,´ Romeo, Julie a tma, Folder O 300a. Anne Frank, trans. Gustav Janouh, Deník 
Anne Frankové (Prague: Svobodné slovo, 1956); KaWa BohXV, ³Anne and EYa: TZo DiaUieV, TZo HolocaXVW 
MemoUieV in CommXniVW HXngaU\,´ Remembrance and Solidarity 5 (2017): 97-113; Labend], ³Re-Negotiating 
Czechoslovakia,´ 143-44.  
34 ³PUogUam PamiĊWnik Ann\ FUank,´ TeaWU PoZV]echn\, àydĨ, PamiĊWnik Ann\ FUank (FoldeU 133), TeaWU 
PoZV]echn\ (FXnd 2308), AUchiZXm PanVWZoZe Z àyd]i. 
35 He is likely commenting on a perceived Americanness of the music, rather than a Jewish foreignness, based upon 
hiV negaWiYe aVVociaWionV ZiWh commeUcialiVm. Peãek, TYiĜ, 276, 277-8.  
36 The mXVical ZaV ³MaWchgiUlV.´ Ibid 277.  
37 Ibid 278.  
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Bratislava, as well as on stages in PlzeĖ and Brno.38 Nonetheless, there does appear to be some 

continued skepticism towards Fiddler on the Roof¶V place in C]echoVloYakia: WhoXgh iW ZaV 

approved for stage, it was forbidden from both television and radio in August 1967.39 

It seems likely the producers were concerned about resistance to or confusion about the 

quality and legitimacy of the musical genre, because they devoted large sections in the 

promotional materials to explaining the wide-reaching significance and tradition of the musical 

genUe. OWheUZiVe, Whe pUogUamV focXVed on Sholem Aleichem and Whe VWoU\¶V shtetl origins.40  

This strategy seemed to have worked: rather than portraying the musical as a new and strange 

American genre, Literární listy contributor Milan Lukeã believed that Fiddler on the Roof was 

familiar for audiences as either a modern version of opera or a traditional adaptation of Central 

European folk songs and dancing. Lukeã placed heavy emphasis on the musical form as a key 

factor in Fiddler on Whe Roof¶V success, and the main vehicle for delivering authentic sound and 

feel. For Lukeã it was not necessarily a Jewish feel, bXW a ³familiaU´ oU ³knoZn´ one. 41  

The lack of Jewish actors, composers, directors, or producers did not register as notable 

or problematic. The Czech and Slovak non-JeZiVh VWageV ZeUe noW ³lacking µJeZiVh VoXl¶´42 for 

reviewers, because they believed the actors, composers, and directors were able to deliver Jewish 

qualities. In the mind of most reviewers, the music was particularly important for cultivating an 

 
38 IW pUemieUed in PUagXe on FebUXaU\ 21, 1968 (³âXmaĜ na VWĜeãe´), BUno on NoYembeU 29, 1968 (³âXmaĜ na 
VWĜeãe,´ NiUodnt divadlo Brno, accessed September 15, 2012, 
http://www.ndbrno.cz/modules/theaterarchive/?h=inscenation&a=detail&id=5034 ), Bratislava December 14, 1968 
(BakoãoYa-Hlavenková, Elixír smiechu, 309), and in Pl]eĖ, IYenV ZUoWe aboXW Whe pUemieUe foU hiV JXl\ 12th article 
(IYenV, ³AlZa\V,´ 9). HegeU UeYeals in his interview that he had been thinking about producing the musical due to its 
international success for two years, but chose instead to wait until he was able to acquire the original music 
materials. The suggestion is that the Prague production, which he had seen, did not. âmidoYi, ³O PoVlednej 
minXloUoþnej,´ 5. 
39 ³Vec: The FiddleU on Whe Roof´ [8/25/1967], SmloXY\ ± interní dokumentace, âXmaĜ na VWĜeãe, FoldeU þ 1128 a, 
AND, Prague.  
40 See the theater programs for âXmaĜ na VWĜeãe (PUagXe: NiUodnt diYadlo, 1968), FoldeU þ 1128 a, AND, PUagXe.  
41 Milan LXkeã, UnWiWled UeYieZ, Literární listy 1, no. 5 (March 28, 1968), 12. 
42 JeVVica Hillman, ³Go\im on Whe Roof: Embod\ing AXWhenWiciW\ in LeYeaX['V FiddleU on Whe Roof,´ Studies in 
Musical Theater 1:1 (2007): 25, 33-36. Hillman iV UefeUUing Wo UeYieZV of DaYid LeYeUaX[¶V 2004 BUoadZa\ UeYiYal 
of Fiddler on the Roof. 

http://www.ndbrno.cz/modules/theaterarchive/?h=inscenation&a=detail&id=5034
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³aXWhenWic´ e[peUience that evoked the shtetl. Music deYeloped Whe UighW ³aWmoVpheUe and local 

coloU´ WhUoXgh ³UkUainian and JeZiVh inWonaWion.´43 It was described as representative of the 

JeZiVh e[peUience, ³melanchol\ and aW Whe Vame Wime fXll of Whe people¶V happineVV.´44 

 Sholem Aleichem was given due credit for authorial inspiration of the text, but the art of 

Marc Chagall was ubiquitous to the mXVical¶V atmosphere. Everything but the script is described 

aV ³Chagallian´ (chagallovský). They emphasize his influence primarily in choreography, but 

also in the decorations, costumes, and lighting.45 While at first glance the emphasis on the 

Russian painter might seem to be a nod towards Soviet influence, a more complete analysis of 

Whe ³Chagallian´ componenWV UeYeal WhaW Whe pUodXceUV were drawn to the surreal ethereality of 

Chagall¶V floaWing figXUeV and bUighW, \eW VombeU coloU VchemeV, WhaW eYoke commXniWieV boWh 

vibrant but sad, concrete and yet otherworldly. 

              
Image 4.3. and 4.4. LefW, Chagall¶V The Dream (1939) and Right, The Fiddler (1912), which is 
Whe inVpiUaWion foU Whe mXVical¶V WiWle. SoXUce: ³Dream,´ Marc Chagall, 
http://www.marcchagall.co.uk/dream/ and ³The FiddleU, 1912 b\ MaUc Chagall,´ Facing History 
and Ourselves, https://www.facinghistory.org/resource-library/image/fiddler-1912-marc-chagall. 

 

 
43 MaUiin JXUtk, ³FidlikanW KUyneU: ÒVpech\ V ameUickêm mX]ikilom na pokUaþoYanie,´ Film a divadlo 13:4 (1969), 
24, A. G., ³VtW¶a]np Wµaånie NS pokUaþXje,´ Slovenská hudba, 13:2 (1969), 77. 
44 Se\dleU, ³ýtm åije,´ 10. 
45 A. G., ³VtW¶a]np W¶aånie,³ 76. Peãek, TYiĜ, 278.  

http://www.marcchagall.co.uk/dream/
https://www.facinghistory.org/resource-library/image/fiddler-1912-marc-chagall
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Set designer Boris Aronson, who designed the original Broadway show, was inspired by 

Chagall. He XVed VimilaU coloU VchemeV and Vome of Chagall¶V WUademaUk floaWing WechniqXe. 

Prague set designer OldĜich SmXWnê likewise utilized Chagall¶V floating technique. However, 

there are two ways in which the Prague set design is distinctl\ Xnlike AUonVon¶V. FiUVW, Whe 

preponderance of menorahs makes an overt reference to Jewish religion that is absent in 

AUonVon¶V VeWV (Image 4.5).46 This symbol reinforces the Jewish elements of the play, something 

that the producers might have been aware was lacking in the non-Jewish cast composition. Also, 

Smutný was not a career set designer, but trained as an artist, raised in the generation where the 

use of bright colors, amorphous shapes, and natural, flowing movement was a political 

statement, a rejection of the official regime aesthetic of socialist realism.  

His set design was eYen moUe VXUUeal Whan AUonVon¶V. The objecWV WhemVelYeV Veem 

haphazardly dropped on the canvas, while the flowing movement in the lines used to make the 

chairs, tea samovar, and menorah invoke an eerily dream-like quality that might be called 

visually Kafkaesque (Image 4.6).47 The pairing of bright and dark colors is even more dramatic 

Whan in Chagall¶V oZn ZoUk, cUeaWing a VomeZhaW off-putting contrast between the concrete 

VpaceV of TeY\e¶V life and Whe XnceUWain daUkneVV be\ond.  SmXWnê¶V deVign mock-ups look more 

like Chagall¶V ZaWeUcoloUV, VXch aV Chagall¶V Aleko and Zemphira, Zemphira Costume Design 

images or The Carnival (all from 1942).48 By the final version, however, the floating objects 

were even more pronounced (Image 4.7 and 4.8). 

  
 

46 JaUomtU SYoboda, ³âXmaĜ na VWĜeãe - 21.02.1968, OldĜich SmXWnê - niYUh Vcpn\,´ Národní divadlo, accessed 
September 15, 2012, http://archiv.narodni-divadlo.cz/ArchivniDokumentFotografie.aspx?ad=16624 or Jaromír 
SYoboda, ³âXmaĜ na VWĜeãe - 21.02.1968, OldĜich SmXWnê - niYUh Vcpn\,´ Národní divadlo, accessed September 15, 
2012,  http://archiv.narodni-divadlo.cz/ArchivniDokumentFotografie.aspx?ad=16625  
47 SmXWnê ZaV deVcUibed aV being ³like Kafka´ in hiV acWXal painWing pUoceVV aV Zell. JaUomtU Zemina, OldĜich 
Smutný (Prague: Galeria Magna, 2000), accessed September 11, 2012, 
http://www.slavime.com/magna/katalog/osmutny.pdf . 
48 See ³MaUc Chagall,´ MoMA, https://www.moma.org/artists/1055?=undefined&page=1&direction= . 

http://archiv.narodni-divadlo.cz/ArchivniDokumentFotografie.aspx?ad=16624
http://archiv.narodni-divadlo.cz/ArchivniDokumentFotografie.aspx?ad=16625
http://www.slavime.com/magna/katalog/osmutny.pdf
https://www.moma.org/artists/1055?=undefined&page=1&direction=
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Image 4.5. One of BoUiV AUonVon¶V oUiginal VeW backdUopV foU Whe 1964 BUoadZa\ mXVical. 
AUonVon¶V floaWing elemenWV appeaU almoVW VpheUical, eYoking global imageU\ of a connected 
world. At the same time, the houses form a barrier, implying a closed and isolated community. 
Source: Jeannie Rosenfeld, ³The WoUkV of YiddiVh SeW DeVigneU BoUiV AUonVon,´ Tablet, 
December 21, 2015, https://www.tabletmag.com/scroll/196093/the-works-of-yiddish-set-
designer-boris-aronson . 
 
 
   
  

https://www.tabletmag.com/scroll/196093/the-works-of-yiddish-set-designer-boris-aronson
https://www.tabletmag.com/scroll/196093/the-works-of-yiddish-set-designer-boris-aronson
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Image 4.6. OldĜich SmXWnê¶V deVign mock-ups, while sparser, were more colorful and open than 
AUonVon¶V. ObjecWV liWeUall\ floaW in Whe backgUoXnd hapha]aUdl\. Source: OldĜich SmXWnê, 
âXmaĜ na VWĜeãe, FoldeU þ 1128 a, AND, PUagXe. 
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Image 4.7 (top) and 4.8 (bottom). SmXWnê¶V final VeW deVignV foU Whe PUagXe pUodXcWion feaWXUed 
larger than life, looming objects. Source: Jaromír Svoboda, âXmaĜ na VWĜeãe, FoldeU þ 1128 a, 
AND, Prague.  
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Distinctions in set design and costuming provide insight into pUodXceUV¶ and deVigneUV¶ 

preparedness, approach, and understanding of the shtetl in each locale. Both Bratislava (Image 

4.9) and Pl]eĖ (Image 4.10) aWWempWed Wo UepUodXce AUonVon¶V XpVide-down houses framing the 

residents of Anatevka (Image 4.5), though in Bratislava the more realistic and sparsely 

distributed houses seem to have the least in common with either Aronson or Chagall. Both the 

Bratislava and the Prague production mark Jewish men by long black coats and beards, by 

contrast with a rubashka (a traditional Ukranian shirt) presumably for the non-Jewish characters.  

Instead of traditional prayer shawls (tallit), the men simply wear scarves (Image 4.11).49 

Oddl\ enoXgh, Whe Pl]eĖ pUodXcWion seems to have the most accurate representation of tallit, but 

the strangest costuming for the women (Image 4.10). The Zomen¶V coVWXming UeYealV eYen moUe 

confusion over the appropriate Anatevkan attire, with traditional Ukranian flowered and more 

formal dresses in Brno and Prague (with traditional Ukranian patterns for the Brno dresses as 

well), plain peasant wear (that one might find in the Slovakian countryside) in Bratislava, and 

lacy, more urban dresses in the Pl]eĖ pUodXcWion (Vee ImageV 4.10-12). The frills and lace in 

T]eiWel¶V Pl]eĖ wedding scene (Image 4.12) seem the most out of place, but some evidence from 

studies of historical Russian costuming suggests that flounces (or double flounces) could have 

been typical for a working-class wedding dress. 50  The outfit Golde wears in the Prague 

production (Figure 4.10) most accurately matches the designs from the original Broadway 

sketches, with the exception of the floral aprons.51 Nonetheless, these nuances in costuming 

 
49 FoU moUe phoWoV of Whe PUagXe pUodXcWion, Vee ³âXmaĜ na VWĜeãe,´ Národní divadlo, http://archiv.narodni-
divadlo.cz/default.aspx?jz=cs&dk=Titul.aspx&ti=637&sz=0&abc=S&pn=456affcc-f401-4000-aaff-c11223344aaa .  
50 It is unclear whether such styles would have also been common in a village; in any case, the four flounces seems 
unlikely for what would have been typical of a poor Jewish village wedding. For working-class wedding attire, see 
LXiVa V. YefimoYa, TaW\ana S. AleVhina, ³Wedding aWWiUe of a ZoUking claVV man and Zoman,´ Russian Elegance: 
Country and City Fashion from the 15th to the early 20th Century (London: Vivays Publishing Ltd., 2011), 170-71. 
51 PaWUicia ZippUodW VkeWcheV aYailable fUom Hannah Vine, ³Check oXW Whe CoVWXme SkeWcheV fUom Whe OUiginal 
Broadway Production of Fiddler on Whe Roof,´ Pla\bill, September 22, 2018, http://www.playbill.com/article/check-
out-the-costume-sketches-from-the-original-broadway-production-of-fiddler-on-the-roof . 

http://archiv.narodni-divadlo.cz/default.aspx?jz=cs&dk=Titul.aspx&ti=637&sz=0&abc=S&pn=456affcc-f401-4000-aaff-c11223344aaa
http://archiv.narodni-divadlo.cz/default.aspx?jz=cs&dk=Titul.aspx&ti=637&sz=0&abc=S&pn=456affcc-f401-4000-aaff-c11223344aaa
http://www.playbill.com/article/check-out-the-costume-sketches-from-the-original-broadway-production-of-fiddler-on-the-roof
http://www.playbill.com/article/check-out-the-costume-sketches-from-the-original-broadway-production-of-fiddler-on-the-roof
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suggested a general lack of consensus about the material realities of life for impoverished Jews 

in the Russian Empire. 

 
Image 4.9. Anatevkans in Bratislava (Jozef Króner as Tevye in the foreground). 
SoXUce: ³Blahoåelime!´ Divadlo Nová scéna, April 29, 2013, http://www.nova-

scena.sk/novinky/detail/blahozelame-182.html 
 

   
 
 
 

Image 4.10. Yente (left) and Golde (right) in the Prague 
production. 
SoXUce: JaUomtU SYoboda, ³âXmaĜ na VWĜeãe, 21.02.1968,´ 
Národní divadlo, http://archiv.narodni-
divadlo.cz/ArchivniDokumentFotografie.aspx?ad=16618 
 

Image 4.11. A scene from 
the PlzeĖ production. Source: 
³âXmaĜ na VWĜeãe 1968,´ 
Národní divadlo Brno, 
http://www.ndbrno.cz/photo/s
umar-na-strese-1968 
 

http://www.nova-scena.sk/novinky/detail/blahozelame-182.html
http://www.nova-scena.sk/novinky/detail/blahozelame-182.html
http://archiv.narodni-divadlo.cz/ArchivniDokumentFotografie.aspx?ad=16618
http://archiv.narodni-divadlo.cz/ArchivniDokumentFotografie.aspx?ad=16618
http://www.ndbrno.cz/photo/sumar-na-strese-1968
http://www.ndbrno.cz/photo/sumar-na-strese-1968
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Initial Interpretations 
 

³In the days where theater has such strong competition, like television and radio, the 

amphitheater is full of the theater before the premiere of Fiddler on the Roof,´ a reviewer wrote 

on the Prague production, emphasizing Fiddler on the Roof¶V appeal Wo C]ech aXdienceV.52 The 

desire to join in a global cultural phenomenon likely brought viewers to the premiere. What 

appears to have kept viewers engaged, however, was the way that Fiddler on the Roof seemed to 

speak to the political culture of the Prague Spring. 

Members of the broader intellectual community and public approached Fiddler with a 

newly defined set of Jewish associations that were empathetic, political, and rhetorically tied to 

hopes of a new socialism. In JanXaU\ of 1968, neZl\ elecWed paUW\ VecUeWaU\ Ale[andeU DXbþek 

XVheUed in a neZ ³WhiUd Za\´ UefoUm commXniVm, Zhich became knoZn aV Whe PUagXe SpUing. 

 
52 LXkeã, UnWiWled UeYieZ, 12 

Image 4.12. AnaWeYkanV in Pl]eĖ. SoXUce: VČUa CalWoYi, ³âXmaĜ na VWĜeãe, 1969, 
DiYadlo J.K. T\la Pl]eĖ,´ Virtual Study: Database and on-line services of the 
Theater Institute, http://vis.idu.cz/ProductionDetail.aspx?id=23220&tab=photo . 
 

http://vis.idu.cz/ProductionDetail.aspx?id=23220&tab=photo
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Hallmarks of the Prague Spring included the abolition of censorship and allowing for freedom of 

Whe pUeVV. WhaW man\ inWellecWXalV ZeUe VWUiYing foU in WheiU ³WhiUd Za\´ VocialiVm ZaV 

³VocialiVm ZiWh a hXman face,´ oU a hXmane foUm of VocialiVm WhaW coXld accommodaWe Vocial 

and cultural pluralism (as well as pluralism in public opinion). Reviewers¶ aWWenWion Wo chaUacWeUV 

and other contributors reveals an overall desire to fit the musical into a vaguely political parallel 

to the Prague Spring. 

It would have been easy for reviewers to trumpet the idealistic Bolshevik revolutionary 

character Perchik as a nod towards Soviet ideals. Instead, Tevye dominates the production. Other 

actors only appear summarily.53 At the same time, reviews frequently emphasized the importance 

of the cooperative efforts of the director, composer, choreographer, and adapter. However, they 

aUe eqXall\ emphaWic on Whe neceVVaU\ maUUiage beWZeen Whe ³collecWiYe appUoach´ and TeY\e aV 

the central figure.54 The UheWoUic of Whe eqXaliW\ beWZeen Whe ³indiYidXal and Whe collecWiYe´ was 

reminiscent of UefoUmeUV¶ callV Wo UeincoUpoUaWe Whe ³hXman face´ inWo VocialiVm dXUing Whe 

Prague Spring.55  

 

 

 
53 For example, see PU~ãa, ³FidlikanW KUyneU,´ 8; A. G.; ³VtW¶a]np W¶aånie,´ 77; oU JXUtk, ³FidlikanW KUyneU,´ 4. 
54 JXUtk, ³FidlikanW KUyneU,´ 24. 
55 âmidoYi, ³O PoVlednej minXloUoþnej,´ 5.  
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Henry Bial argues that each Tevye defines the tone of Fiddler.56 The reviewers of the 

Prague and Bratislava productions overwhelmingly agreed that the skill and the talents of each 

Tevye actor²Peãek in Prague and Jozef Króner in Bratislava²were ultimately responsible for 

the success of the production.  Reviewers perceived a comic-tragic duality in Fiddler that they 

WendenWioXVl\ aVVociaWed ZiWh Whe JeZiVh people. WoUdV like ³Vad´ (smutný), ³pooU´ (chudý, as in 

piWiable, bXW alVo impoYeUiVhed), ³WUagic´ (tragický) and ³VXffeUing´ (trpkost) are consistently 

paiUed ZiWh poViWiYe ZoUdV, VXch aV ³id\llic´ (idylický), ³ZiVdom´ (moudrost/m~droXVĢ), 

³UichneVV´ (bohatství), ³hope´ (nadČje), oU ³comic´ (komediantský).57 One reviewer was more 

explicit, arguing that the oYeUall feeling of ³Vad hXmoU´ ZaV achieYed WhUoXgh ³linkV´ oU 

³complemenWV´ beWZeen indiYidXal componenWV of Whe pla\.58 The Divadelní noviny reviewer of 

 
56 Though he refers to the quintessential Tevyes, Zero Mostel and Topol, his argument that particular physical 
characteristics or acting personalities ultimately affect the tone of the character is relevant to all casting nuances. 
Bial, Acting Jewish, 73-82. 
57 See A. G., ³VtW¶a]np W¶aånie,´ 75-77; JTG, ³âXmaĜ na VWĜeãe,´ Divadelní noviny 11:17 (March 13, 1968), 5; Majka 
âmidoYi, ³O PoVlednej minXloUoþnej pUemipUe a plinoch pUe Uok 1969 V DaliboUom HegUom,´ L¶Xd (January 2, 
1969), 5; Jozef Leikert and Mária Macková, Osud tak chcel: Rozhovor s hercom Jozefom Kronerom (Bratislava: 
LUNA, 1999), 175-6; Se\dleU, ³ýtm åije,³ 10.  
58 G. RapoV, ³FidlikanW na VWUeche: VmXWnê hXmoU na NoYej Vcpne,´ Práca (December 17, 1968), 6. 

Image 4.13. Perchik dressed in a striped t-shirt for the PlzeĖ production. 
Source: VČUa CalWoYi, ³âXmaĜ na VWĜeãe, 1969, DiYadlo J.K. T\la Pl]eĖ,´ 
Virtual Study: Database and on-line services of the Theater Institute, 
http://vis.idu.cz/ProductionDetail.aspx?id=23220&tab=photo . 
 

http://vis.idu.cz/ProductionDetail.aspx?id=23220&tab=photo
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the Prague premier wrote that by delivering these qualities, Peãek had ³capWXUed Whe JeZiVh 

VoXl.´59  

In Peãek¶V peUfoUmance, Whe afoUemenWioned qXaliWieV were more clearly associated with a 

particular Jewish experience. In his autobiography, Peãek described Tevye as resilient and 

commiWWed Wo ³WUadiWion aV laZ,´ qXaliWieV fUeqXenWl\ aVVociaWed ZiWh JeZiVh perseverance and 

religious practice.60 Peãek¶V TeY\e iV eYen called ³AhaVhXeUaV-like´ (ahasvérský), alluding to the 

middle-ages Christian archetype of the wandering Jew, who was condemned to search the Earth 

for peace and redemption. 61  During the Czech National Revival, the 18th and 19th century 

movement to revive Czech language and culture, non-Jews who supported Czech-Jewish 

cooperation frequently painted Jewish wandering and placelessness as a sympathetic 

commonality between Jews and Czechs.62 By emphasizing WhiV aV an aVpecW of TeY\e¶V chaUacWeU, 

reviewers were highlighting long-standing tropes of Czech-Jewish affinity.   

Peãek liked Tevye as a character because of his ability to laugh through struggle and 

avoid desperation, but he refrained from universali]ing TeY\e¶V VWUXggle. 63 By contrast, the 

Bratislava production was discussed for its Jewish particularity far less frequently. Though one 

reviewer of the Bratislava production situated Fiddler ZiWhin a popXlaU ³JeZiVh folkloUe´ WUend in 

pXblic cXlWXUe (paUWicXlaUl\ in ³pop-mXVic´), 64  the Bratislava reviews overwhelmingly 

emphasized Whe bUoadeU ³hXman qXaliWieV´ of TeY\e¶V VWoU\ aV ³paUW of mankind¶V faWe.´ 65 

Ironically, by universalizing the narrative, the original creators of Fiddler on the Roof made the 

 
59 JTG, ³âXmaĜ,´ 5. 
60 Peãek, TYiĜ, 277-8. 
61 JTG, ³âXmaĜ,´ 5.  
62 See ³C]ech LiWeUaWXUe.´ ThiV ZaV alVo a WUope VomeWimeV UomanWicall\ aVVociaWed ZiWh Roma. See foU e[ample, 
Karel Hynek Mácha, Cikáni (PUagXe: KaW. JeĜibkoYi, 1857).  
63 Peãek, TYiĜ, 278. 
64 He is likely referencing the appearance of two Yiddish-influenced songs on Slovakian pop- VWaU Hani HegeUoYi¶V 
1966 âanVon\ V HanoX HegeroYoX. JXUtk, ³FidlikanW KUyneU,´ 24. 
65 âmidoYi, ³O PoVlednej minXloUoþnej,´ 5. 
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story mutable to particular local contexts. In Whe caVe of C]echoVloYakia, Whe VWoU\¶V meaning 

evolved not just as it traveled from the Czech lands to Slovakia, but also within one production 

cycle. 

Typically, audiences identify with and reproduce Fiddler on the Roof as statements on 

tradition, generational changes or endurance; C]echoVloYakia¶V Fiddler on the Roof eventually 

became about protest.66 Milan Lukeã¶V pUe-invasion review paired Fiddler on the Roof with the 

³gUeaW pla\´ It is Written (called The Anabaptists in Prague) by Friedrich Dürrenmatt, in which 

Dürrenmatt used his trademark satirical tragicomic lens to tell the story of the 16th century 

Münster suppression of the Anabaptists. Lukeã elevated the musical form by placing Fiddler on 

the Roof on Whe Vame leYel aV D�UUenmaWW¶V ³challenging philoVophical WUacWaWe.´ LXkeã ZaV 

almost prophetic in his take on Fiddler on the Roof, describing the muscial aV ³a picWXUe of a 

ZoUld«an id\llic micUocoVm iUUeYocabl\ VZepW aZa\ b\ Vocial and poliWical WUanVfoUmaWionV.´ In 

a matter of months, Czech and Slovak reformers saw their own Prague Spring political ideal, like 

AnaWeYka, ³VZepW aZa\ b\ Vocial and poliWical WUanVfoUmaWion.´67  

 

Interpretation after Invasion 

When Soviet tanks backed by Warsaw Pact powers entered Prague, this image of an 

³id\ll«VZepW aZa\´ UeVonaWed in neZ Za\V ZiWh C]ech and SloYak aXdienceV. Though the 

decision to produce the musical had likely been made prior to the invasion (and even before the 

Prague Spring), only the Prague production premiered before Soviet tanks fatefully rolled 

WhUoXgh C]echoVloYakia Wo Xndo Whe DXbþek goYeUnmenW¶V UefoUmV in AXgXVW 1968. The Soviet 

Union made it clear WhaW C]echoVloYakia¶V media, WUaYel, Vpeech, and fedeUali]aWion UefoUmV ZeUe 

 
66 Kirshenblatt-GimbleWW, ³Imagining Europe,´ 24-26. 
67 LXkeã, UnWiWled UeYieZ, 12.  
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a step too far by leading an invasion of Czechoslovakia eight months later and returning the 

country to the pre-reforms status quo. Large-scale screenings, a lack of leadership response, and 

the continued presence of Soviet tanks rendered initial public protests useless.  

After Whe 1968 inYaVion, nighWl\ ³UeYiYalV of pla\V and opeUaV´ fUom Whe NaWional 

Revival, the Czech nationalist cultural-linguistic movement of the 19th century, became a 

poliWical acWiYiW\ in iWVelf. ViclaY HaYel deVcUibed flocking Wo Whe WheaWeU aV a ³VXbVWiWXWe foU 

acWion.´68 British journalist Michael Ivens of the London Evening Standard noted in his visit to 

Southern Bohemia in JXl\ 1969, ³eYeU\Whing iV poliWical UighW noZ in C]echoVloYakia.´69  

In this highly politicized atmosphere, theater reviewers and journalists co-opted Tevye as 

an anti-discrimination protester. After August 1968, ³the aZaUeneVV of WhiV impoUWanW momenW´ 

peUYaded UeYieZeUV¶ inWeUpUeWaWion of Whe ³VWUXggle againVW anWi-Semitism, racism, and 

discrimination of other types´ aV Whe mXVical¶V moVW impoUWanW Wheme. The facW WhaW Whe 

oppressing force in Fiddler on the Roof waV ³old paWUiaUchal RXVVian life´ encouraged reviewers 

to emphasize Whe ³Whe conWempoUaU\ peUiod´ aV a paUallel VWUXggle.70 It was presented as a story of 

Whe poZeUleVV againVW Whe VWUong, a ³cU\ againVW diVcUiminaWion´ WhaW C]echV and SloYakV coXld 

understand.71 It was not a story of diVcUiminaWion, bXW ³againVW´ (proti) discrimination. Tevye did 

not simply endure, he spoke out. Over the past decade, everything from the geopolitical location 

of Israel to Holocaust films and Franz Kafka¶V biogUaph\ had been used to emphasize the 

realities of hardline communism and legitimate Jewish experience as inextricable from the Czech 

and Slovak experience. Now, the experience with hardline communism was no longer being 

associated with alienation and de-individualization, but discrimination. If Czechs and Slovaks 

 
68 BaUbaUa Da\, ³C]ech NaWional TheaWUe fUom Whe NaWional ReYiYal Wo Whe PUeVenW Da\,´ New Theatre Quarterly 2:7 
(1986), 250.  
69 Michael IYenV, ³AlZa\V in loYe- Whe plXmp giUlV of PUagXe,´ The London Evening Standard (July 12, 1969), 9. 
70 EmphaViV on ³oWheU W\peV´ iV mine. A. G., ³VtW¶a]np W¶aånie,´ 76. 
71 Leikert and Macková, Osud tak chcel, 176. âmidoYi, ³O PoVlednej minXloUoþnej,´ 5.  
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envisioned themselves as struggling against discrimination, recent cultural representations and 

Tevye himself reminded them they had this in common with Jews. They accepted Tevye into 

their fold, and co-opted him as the Czech or Slovak everyman. At the most extreme, Tevye stood 

on stage as the most well-known Czech protester of the 20th century, the self-immolator Jan 

Palach.72 

Though it is difficult to know how the broader public received these messages, there is 

evidence that audiences at least saw the production in the most basic dichotomy of Russian 

repressor versus non-Russian repressed. As part of Ivens¶ WoXU of SoXWheUn Bohemia, he ZenW Wo 

Vee Whe Pl]eĖ pUodXcWion of Fiddler on the Roof. He wrote frankly that he thought the London 

Fiddler ZaV ³VchmalW]\ and VenWimenWal´ and he ³did noW«e[pecW an\Whing Vpecial fUom Whe 

Pilsen [sic] aXdience.´73 By contrast, political tension in the PlzeĖ WheaWeU eUXpWed Zhen ³(VWage) 

RXVVianV´ inWeUUXpWed T]eiWel¶V Zedding. ³AV Fiddler ZenW on,´ he noWed, ³poliWical poinWV ZeUe 

UecoUded moUe fUeqXenWl\ and moUe feUYenWl\.´ 74 TeY\e¶V ZoUdV WhaW ³We don't bother them, and 

Vo faU, Whe\ don'W boWheU XV´ ZeUe eVpeciall\ poignanW foU aXdienceV Zho had alVo imagined a 

harmony between themselves and the Russian authorities.75 This interpretation may have been 

aided by the PlzeĖ costuming, which was decidedly more urban than the other productions, 

making the characterization seem potentially more local (Image 4.12-13).  

The 1968 invasion not only reminded Czechoslovakia of a powerlessness to protect its 

oZn bXUeaXcUac\, bXW alVo Whe UelaWionVhip Wo Na]i GeUman\ dXUing Whe ZaU. JoVef KoXdelka¶V 

photographs of the invasion show that protestors equated their oppressors with Nazis by 

 
72 Se\dleU, ³ýtm åije,´ 10. 
73 IYenV, ³AlZa\V,´ 9. 
74 IYenV, ³AlZa\V,´ 9, and ³µFiddleU¶ in PilVen RemindV C]echV of RXVVian OccXpaWion,´ Jewish Telegraphic 
Agency, July 15, 1969. 
75 Joseph Stein, Fiddler on the Roof (New York: Crown Publishers, Inc., 1964), 7. 
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scrawling swastikas on tanks and in the Soviet star.76 Other tropes circulating during the invasion 

VXggeVWed WhaW C]echV ZeUe noZ ³like JeZV´: Whe VWXdenW newspaper suggested Czechs would be 

persecuted like Jews were during the Nazi Occupation and an underground poem described 

Czechs as a David against a Goliath. 77  These metaphors served to close the gap between 

C]echoVloYakia in 1968 and TeY\e¶V life in Whe RXVVian EmpiUe. ThiV ZaV paUWicXlaUl\ poignanW 

for the PlzeĖ audience in the moment that Tevye cried his ³ZiVh Wo be lefW alone´ and foU Whe 

Yillage Wo be able ³Wo liYe amicabl\ WogeWheU.´78 

 

Interpreting Difference 

The call Wo ³liYe amicabl\´ ZaV noW jXVW UeleYanW Wo Whe relationship between the 

Czechoslovak and Soviet governments, but also to Czechs and Slovaks. Historian Scott Brown 

aUgXeV WhaW C]echV and SloYakV ZeUe moUe Whan jXVW ³in conceUW againVW a VhaUed anWagoniVW´ WhaW 

³ZenW WheiU VepaUaWe Za\V in pXUVXiW of diffeUenW goalV.´ In Whe mind of SloYakV, Whe ³fedeUaWion 

jXVW became a cloak foU obVcXUing Whe XniWaU\ foUm of Whe µnoUmali]ed¶ VWaWe´ ZiWhoXW 

democratization.79 Se\dleU¶V emoWional UeVponVe Wo the musical, quoted at the opening of this 

chapter, ZaV Whe cloVe of a piece on ³HoZ the Capital City of the Slovak Socialist Republic 

Lives.´80 Strangely, the Bratislava production of Fiddler on the Roof, an American-made musical 

derived from Yiddish stories about a Jewish community in the Russian empire, synthesized the 

C]ech joXUnaliVW¶V experience exploring the new Slovak federation. The independent federation 

status of the Slovak Socialist Republic was the only remaining Prague Spring reform still intact.  
 

76 For some examples, see Josef Koudelka, Invasion 68: Prague (New York: Aperture Foundation, 2008), 47, 115, 
168, 186, 239, 251, 252, 280. 
77 ³BXdoX Ve noVtW daYidoY\ hYČ]d\?´ Student, August 26, 1968; Ivan Sviták, The Czechoslovak Experiment, 1968-
1969 (New York: Columbia University Press, 1971), 202. 
78 IYenV, ³AlZa\V,´ 9. 
79 ScoWW BUoZn, ³SocialiVm ZiWh a SloYak Face: FedeUali]aWion, DemocUaWi]aWion, and Whe PUagXe SpUing,´ East 
European Politics and Societies 22:3 (2008), 469, 491. 
80 Se\dleU, ³ýtm åije,´ 9. 
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Seydler used Fiddler to address the misconception that Slovakians were indifferent to the 

failure of the Prague Spring because federalization had been preserved.81 At the end of the show, 

Seydler sat down with Jozef KroneU, ³aV C]ech and SloYak, XnXVXall\ cloVe.´ KUoner recognized 

that Slovakian federalizing reform was nothing without Czech democratizing reform, remarking 

WhaW ³Whe common WUaged\ ZoXld be if Ze ceaVe Wo XndeUVWand [each oWheU], eVpeciall\ Woda\. We 

need \oX, Whe Vame aV \oX need XV. In good and bad WimeV«´ VXggeVWing WhaW there was a deeper 

obligation and reciprocal responsibility between Czech and Slovak Whan Whe WendenWioXV ³Ze 

don¶W boWheU Whem, Whe\ don¶W boWheU XV´ haUmon\.82 

By analyzing the reviews and words of each Tevye character, other differences between 

Peãek and Króner¶s Tevye performances emerge. While the Prague actor, Ladislav Peãek, had 

some experience in productions addressing Jewish themes, 83 the Bratislava Tevye was none 

other than Jozef Króner, who had recently played Tono Brtko in the The Shop on Main Street. 

Though Tono is not a Jewish character, the film shows Tono eventually developing a near 

familial relationship with Rosalie Lautmann, the Jewish owner of the button shop he is assigned 

Wo ³AU\ani]e.´ KróneU¶V role in The Shop on Main Street not only required actual Czech-Slovak-

Jewish cooperation in production, but also presented a message that emphasized broader human 

responsibility,84 a quality that many of the reviewers and producers also promoted with Fiddler 

on the Roof. KUyneU¶V UecenW inYolYemenW ZiWh JeZiVh WhemeV noW onl\ Vhaped hiV UelaWionVhip Wo 

 
81 Ibid. 
82 Ibid 10. 
83 Only one year after the war Peãek had a part in in PraåVkê åid (Prague Jew), J.J. KoliU¶V 1871 pla\. The pla\, 
about a rabbi who donates money to the Czech cause after the defeat and expulsion of the Czech landowning elite at 
White Mountain in 1620, belongs to the Czech-Jewish assimilation movement. Though Kolár was not Jewish, he 
doeV ³articulate a notion of Czech±JeZiVh coopeUaWion baVed on common e[peUienceV.´ JonaWhan BolWon, ³C]ech 
LiWeUaWXUe,´ Yivo Encyclopedia of Jews in Eastern Europe (2010) 
http://www.yivoencyclopedia.org/article.aspx/Czech_Literature . 
84 See Chapter 3.  

http://www.yivoencyclopedia.org/article.aspx/Czech_Literature
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the role, but also the associations that theatergoers brought with them to the Bratislava 

production of Fiddler on the Roof.  

While Peãek ³liked TeY\e,´ KUyneU e[pUeVVed a kindUed connecWion ZiWh TeY\e: ³deVpiWe 

discomforts and problems, he infiniWel\ loYed life«in WhiV Ze ZeUe Whe Vame.´85 One reviewer 

pXW iW Vimpl\ WhaW ³TeY\e iV in KUyneU, and KUyneU in TeY\e.´86 Króner deeply identified with the 

character, reinforced the message of The Shop on Main Street, and brought more fame to his 

Tevye portrayal. Króner was also younger. Following his international success as Tóno, Tevye 

became one of KUyneU¶V caUeeU-defining roles.87 Peãek played Tevye towards the close of his 

career and described his foray as Tevye as one role in the closing chapter of a long stage career.88  

In presenting his Fiddler on the Roof e[peUience WhUoXgh Whe lenV of Whe ³hXman commXniW\´ and 

reciprocal ownership, Króner reveals his indebtedness to the character of Tono.89  

A reviewer in Prague remarked that popular opinion seemed to favor the Bratislava 

Fiddler on the Roof over the Prague one.90 Króner played a large role in the success of the 

Bratislava production, but production and historical contexts also point to possible distinctions 

between Nová scéna and Tyvolo divadlo, the Bratislava and Prague theaters respectively. In 1967 

Nová scéna had already produced Hello Dolly!, My Fair Lady, and Man of La Mancha, 

suggesting prior experience with the musical genre that was absent in Prague.91 Additionally, 

director Dalibor Heger had purportedly seen the Prague production and waited to acquire 

 
85 Leikert and Macková, Osud tak chcel, 176. 
86 RapoV, ³FidlikanW.´ 
87 BakoãoYa-Hlavenková, Elixír smiechu, 319. 
88 Peãek, TYiĜ. 
89 ³HXman commXniW\´ qXoWe iV in UefeUence Wo Tono¶V Uole in The Shop on Main Street. SapeUVWein, ³µAll Men AUe 
JeZV¶,´ 158. 
90 JaUomtU PU~ãa, ³FidlikanW KUyneU and hiV all VWaUV,´ Divadelní noviny. 12:9 (1968-69), 8.  
91 Leikert and Macková, Osud tak chcel, 173 and Peãek, TYiĜ, 276-8. 
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additional original music materials, while in Prague they had rented the music from Dilia, 

C]echoVloYakia¶V main liWeUaU\ and WheaWeU agenc\.92  

The Bratislava production was perhaps more closely linked in form to the original and 

therefore better equipped from the production standpoint to tackle musical challenges. 

Furthermore, Heger was married to the famed Slovak chansonist and pop-star Hana Hegerová, 

who had delved into Yiddish music with her 1966 album Chansons with Hana Hegerová. 

HegeUoYi¶V hiVWoU\ ZiWh inWeUpUeWaWion of JeZiVh cXlWXUal ZoUkV VXggeVWV that Heger had spent 

moUe Wime conVideUing iVVXeV of ³JeZiVh´ VoXnd and staging. Her Yiddish songs included a 

C]ech YeUVion of Whe 1925 ³My Yiddishe Momme,´ Zhich had Whe Vame melod\ bXW, in keeping 

with the common trope of reading the recent decimation of European Jewry into older cultural 

works, had reinterpreted lyrics that strongly suggested the fear, suffering, and pain of the Jewish 

people. Others of her songs included more sentimental or pop interpretations of Yiddish 

melodies, including a video that presented staging not unlike the visuals eventually used in the 

Prague production of Fiddler on the Roof (Image 4.14).93   

 

 
92 Majka âmidoYi, ³O PoVlednej minXloUoþnej,´ 5. Prusa particularly praised Machácek, the Bratislava composer, 
foU deliYeUing a VkillfXl UendiWion of Bock¶V music. PUXãa, ³FidlikanW KUyneU,´ 8. A clip of Króner singing Whe ³If I 
ZeUe a Rich Man´ aV TeY\e iV YeU\ VimilaU Wo Whe BUoadZa\ YeUVion, WhoXgh Whe choUXV l\UicV aUe ³LeW Whe gUoã 
(mone\) gUoZ.´ ³Jo]ef KUoneU ± FidlikanW na VWUeche,´ Retro Slovak, YouTube Video, March 31, 2018, 
https://youtu.be/ExCmL4NqQZI ;  
93 See Hana Hegerová, ³äidoYVki mima (M\ YiddiVche Momme),´ and ³Noc (Sch|n Zie die LaZona),´ âanVon\ 
s Hanou Hegerovou (1966).  

https://youtu.be/ExCmL4NqQZI
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Image 4.14. A VWill fUom Hana HegeUoYi¶V Yideo Noc, which shows oversized menorah on a 
sparse backdrop, with shadowing that emphasizes the floating-objects, an effect not unlike 
OldĜich SmXWnê¶V VeW designs. Source: CS klip\, ³1967 Hana HegeUoYi ± Schön wie die Lawone/ 
Noc,´ YoXTXbe Video, 1:50, FebUXaU\ 28, 2014, https://youtu.be/nzgE6OV2gJs . 

 

Reviewers also credit the Bratislava Fiddler on the Roof for quelling doubts about the 

abiliW\ of Whe mXVical Wo conYe\ VeUioXV ³aUWiVWic oU VocieWal YalXeV,´ VXggeVWing WhaW Whe\ WhoXghW 

of Fiddler on the Roof as a more elevated production than previous musicals on the Nová scéna 

stage.94 Perhaps this was because the Slovakian Jewish community more closely resembled 

Anatevka than in Bohemia and Moravia. Shtetl nostalgia had significantly different connotations 

in Bratislava than Prague. The costuming for the Bratislava production recalled a less regionally 

distinct (Ukranian) folk-wear, potentially allowing the Bratislava audience to associate the 

residents of Anatevka with local Slovakian communities.95 SloYakia¶V role in deportation of Jews 

during World War II and stronger commonalities between Slovakian Jewish communities and 

the imagined Anatevka gave Fiddler on the Roof additional emotional weight in Bratislava.  

Shtetl life was far from the reality that Czechs had seen, and Czech Jews had 

experienced. B\ conWUaVW, SloYakia¶V JeZU\ ZaV moUe WUadiWional (oU leVs like German-Jewish 

 
94 A. G., ³VtW¶a]np W¶aånie,´ 76. 
95 Refer to Image 4.9. 

https://youtu.be/nzgE6OV2gJs
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communities). Though western and urban SloYakian JeZU\ ³accXlWXUaWe(d) Wo Vome e[WenW in 

maWWeUV of langXage and dUeVV,´ in peripheral Hungarian areas and the East, Orthodoxy 

predominated. BecaXVe SloYak cXlWXUe ³lagged behind WhaW of Whe C]echV,´ WheUe had been liWWle 

appeal for Jews to attempt cultural integration like the Czech-Jewish movement in Bohemia and 

Moravia. 96 In Prague, the pUodXcWion did noW Uecall PUagXe¶V oZn loVW JeZiVh commXniW\, bXW 

rather a nostalgia or appreciation for a larger and more generalized conception of Jewish culture. 

While the Bratislava Jewish community was nothing like Anatevka, in more provincial areas of 

Slovakia, particularly in the east, Jewish life might have resembled the world of Sholem 

Aleichem¶V VWoUieV. 

LXkeã ended hiV dXal UeYieZ of Fiddler on the Roof by quoting the last words of The 

Anabaptists: ³ThiV inhXman ZoUld mXVW hXmani]e people. BXW hoZ? BXW hoZ?´97 In many ways, 

this was the central question that many intellectuals posed about communism: was it possible, 

after the horrors of Nazism and stalinism, Wo cUeaWe a ³hXmaniVWic´ VocialiVm, a poliWical V\VWem 

WhaW coXld finall\ accommodaWe poliWical and Vocial plXUaliVm? EYenWXall\, TeY\e¶V VWoU\ made 

both Czech and Slovak audiences think of persecution. Parallels to Nazism, however, had 

different connotations for Czechs and Slovaks. In recent years, New Wave cinema techniques 

(such as a narrow cinematographic focus and emphasis on psychological effects) were used to 

create allegories set in the Protectorate years about the de-individualization in contemporary 

communist Czechoslovakia. Slovakian intellectuals and artists had been forced to cope with the 

Holocaust legacy in a more straightforward manner in order to address questions of legitimacy 

for autonomous Slovakia.  

 

 
96 Ezra Mendelsohn, The Jews of East Central Europe Between the World Wars (Bloomington: Indiana University 
Press, 1983), 139-140. 
97 LXkeã, UnWiWled UeYieZ, 12. 
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Conclusion 

ThoXgh Whe inYaVion V\mbolicall\ maUked ³noUmali]aWion,´ oU Whe ³UeWXUn Wo VWaWXV qXo´ 

pre-reform communism, pragmatic changes began when Gustav Husák took office in 1969.98 It 

is unclear whether the production closed in late 1969 or early 1970 due to normalization policies 

or whether the production cycle was simply over. In any case, there were no obvious negative 

repercussions for those involved.99 However, playwrights, intellectuals, and others who had been 

part of the community that promoted reincorporating, addressing, and supporting the Jewish 

narrative in Czechoslovak culture made up the primary group of those blacklisted and forced into 

exile afterwards.100 With the primary promoters of Jewish culture gone, Jewish culture on the 

public stage and the production closed with the same curtain drop.  

By situating Fiddler on the Roof in the context of other elements of Jewish public culture, 

political events, and how the community of theater critics, journalists, actors and producers 

presented the production to the public, I have attempted to explain how Fiddler on the Roof fits 

into what is usually considered a hostile, or indifferent at best, socialist cultural environment. An 

examination of recent expressions of Jewish culture in the public sphere reveal that the 

intellectual atmosphere was not hostile, and the state was at least passive enough to allow 

intellectuals to explore Jewish themes. I do not argue that all or even many audiences perceived 

Fiddler on the Roof as an allegory for the Warsaw Pact Invasion, but rather that members of an 

artistic and intellectual elite offered that interpretation in public discourse. In doing so, they 

 
98 Jan R\chltk, ³The µPUagXe SpUing¶ and Whe WaUVaZ PacW InYaVion aV Veen fUom PUagXe,´ in The Prague Spring and 
the Warsaw Pact Invasion of Czechoslovakia, 1968: Forty Years Later, edited by M. Mark Stolarik, 31-52 
(Mundelein: Bolchazy- Carducci Publishers, 2010), 51. 
99 See ³âXmaĜ na VWĜeãe´ foU Whe PUagXe pUodXcWion. KUyneU and HegeU had long caUeeUV afWeU WhiV pUodXction. In fact, 
Heger became the head of the Nová scená theater shortly thereafter. Leikert and Macková, Osud tak chcel. 
100 McConnell, ³GUa\ ZoneV and Black HoleV,´ 109-11, 314-5. Among these, to name a few, were Ján Kadár, Elmar 
Klós, Eduard GoldstückeU, PaYel KohoXW, and LadiVlaY Mnaþko. BU\n\ch ZaV onl\ alloZed Wo pUodXce WeleYiVion 
pUogUamV, Zhile oWheU C]ech NeZ WaYe filmmakeUV Zho made HolocaXVW filmV, VXch aV Jan NČmec, ZeUe noW 
allowed to work at all.  
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knowingly or unknowingly referenced recent cultural and political discourse that suggested that 

Jews, Czechs, and Slovaks were all obligated to each other in a type of reciprocating ownership 

or utilized historical Jewish experience as a parallel to their own position under a de-

individualizing and isolating communism.  

³Contexts,´ ScoWW SpecWoU aUgXeV, ³aUe alZa\V plXUal, and in compeWiWion ZiWh one 

anoWheU.´101 Timing had a significant impact on how audiences and commentators interpreted 

TeY\e¶V VWoU\. Intellectuals and artists incorporated calls for the acceptance and reclamation of 

Jewish culture into the rhetoric of democratization. Often interpretations of Jewish works 

emphasized the pedagogical function of teaching new generations about the horrors of Nazi 

occupation, while at the same time, stressed the parallels between Czech and Jewish experiences.  

After August 1968, however, the context of the invasion proved too powerful to be ignored. 

When this democratization was overturned, the reformer community connected it with a long-

held sympathetic association between Jews and placelessness in Czech culture.  

Slight differences in the productions in Bratislava and Prague indicate that contexts were 

also plural within Czechoslovakia. The Bratislava theater community was more invested in 

nostalgia for shtetl life and Jewish culture, because they had a closer relationship to an actual 

shtetl community, a stronger need to address an anti-Semitic past, and more resources to work 

with the genre and specific production. By co-opting Tevye as a protester, the theater community 

utilized a specific notion of Jewishness as a political statement against the Soviet style 

communism developed in the intellectual and artist community in the preceding years. When 

Tevye stood in his final scene with the rest of the Anatevka community on the brink of an 

unknown future, about to scatter the earth in exile, peUhapV hiV ³faWe´ ZaV noW Vo diffeUenW fUom 

the intellectuals in Czechoslovakia after all. 
 

101 Spector, Prague Territories, 3. 
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Over-sympathizing with Jewish stories had become common way of engaging with 

representations of Jewish experiences over the course of the 1960s. It was especially easy for 

commentators to slip into self-identification with representations of Jewish quandaries and 

challenges at certain political pressure points. This was the case with Tevye after 1968, and it 

was also the case with intellectuals²writers in particular²after the outbreak of the 1967 Arab-

Israeli War. When the war broke out in 1967, it kicked off a renewed propaganda campaign. The 

anti-Jewish tone, suspicion of Israel, and the increased stringency in public opinion control 

reminded many intellectuals of the stalinist era. Similar claims that Jewish experiences, in this 

case specifically Israeli experiences, were parallel to the national experience of Czechoslovakia 

emerged in the wake of the war. After censorship was lifted during the Prague Spring, anti-

Jewish rhetoric, both former and current, became a prominent component of intellectual 

discourses.  
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Chapter Five 

Culture and Politics: The ‘67 War, the anti-Zionist Campaign, and the Prague Spring 
 

“The consolation was that being a Jew was not a privilege of the Jews.”1 
 

In 1984, the famed Czech writer Milan Kundera wrote aboXW hoZ ³SUecioXV´ Whe JeZiVh 

people were to Central Europe from his exile in France: ³in their destiny the fate of Central 

Europe seems to be concentrated, reflected, and to have found its symbolic image. What is 

Central Europe? An XnceUWain ]one of Vmall naWionV beWZeen RXVVia and GeUman\«Indeed, 

what are the Jews if not a small nation, the Vmall naWion SaU e[cellence?´2 Kundera¶V sentimental 

expressions of affinity between Czechs (and other Central European small nations) and Jews in 

The New York Review of Books has often been taken as emblematic of the rise of interest in 

EXUoSe¶V JeZiVh legac\. YeW, KXndeUa¶V VWaWemenW ZaV noW as original in 1984 as readers and 

scholars have often understood it to be. When Kundera was a young author just beginning his 

career in the 1960s, dozens of his colleagues were making similar arguments (if often more 

figurative) in literary and cinematic works and the cultural press. Preceeding chapters have 

illustrated how authors, filmmakers, and theater professionals emphasized the symbolic 

connection and affinitiy between Jews and Czechs/Slovaks throughout the 1960s. In the wake of 

the 1967 Arab-Israeli War, however, many of Kundera¶V coXnWU\men and colleagXeV made these 

VWaWemenWV moUe e[SliciW, eVSeciall\ Whe SaUalleliVm of JeZV and C]echV aV kindUed ³small 

nations.´ This chapter shows how intellectuals mobilized this symbolism in the political arena 

after the 1967 Arab-Israeli War. 

 The war broke-out on June 5, 1967, after weeks of tension between Israel and Egypt. 

Despite lasting only six days, the war had continuing consequences around the world. It is often 

 
1 Jin KadiU in an inWeUYieZ ZiWh AnWontn J. Liehm in 1971. Liehm, ³Jin KadiU ± ElmaU KloV,´ OstĜe sledované 
filmy, 128.  
2 Milan KXndeUa, ³The TUaged\ of CenWUal EXUoSe,´ New York Review of Books 31, no. 7 (1984): 35. 
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attributed to cementing the Jewish diaspora¶V relationship to Israel, particularly in the United 

States and other West European countries. In the Soviet bloc, the consequences were different. 

By June 12, the Soviet Union and its sattelites (excepting Romania) had officially severed 

diplomatic relations with Israel. This seemingly distant diplomatic action had serious domestic 

repercussions for two groups: intellectuals and Jews. In particular, it led to a resurgence of 

censorship, as governments scrambled to control public opinion on their diplomatic stance and 

on Israel in general. In Czechoslovakia this was singularly felt, because of the confluence of 

renewed draconian measures and the rising tide of socialist reform²a call foU moUe ³hXmane´ 

socialism that was rapidly gaining momentum, particularly among intellectuals. E[SUeVVing one¶V 

opinion on Israel quickly became a cause célèbre among Czechoslovak intellectuals, primarily 

through impassioned emotional appeals about the resemblance between Jewish and 

Czechoslovak experiences. When Ale[andeU DXbþek¶V UefoUm goYeUnmenW finall\ came Wo SoZeU 

in January 1968, censorship and restricted movement disappeared. Instead of decreasing 

inWellecWXalV¶ inWeUeVW in Israel, the short-lived era of free press offered authors and other 

intellectuals the opportunity to make public the political relevance of Jewish culture for their 

vision of socialist reform.  

 Middle East policy remained domestically important in 1968. In part, this was because 

Czechoslovak policy on Israel never officially changed. I aUgXe, hoZeYeU, WhaW Whe UeneZed ³anWi-

ZioniVW camSaign´ in Poland ZaV eTXall\ aV imSoUWanW foU making IVUael and domeVWic anWi-

Semitism relevant issues throughout 1968. Intellectuals and students in Poland were inspired by 

socialist reform in Czechoslovakia, contributing to protests against censorship in early 1968. The 

PoliVh goYeUnmenW UeVSonded b\ accXVing SUoWeVWoUV of being ³ZioniVWV´ in diVgXiVe. ThiV 

reaction further convinced Czechoslovak intellectuals of the need to fight anti-Zionism, which 
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was often recognized as a thin veil for anti-Semitism at the time. Many of the intellectuals 

featured in this chapter will be familiar from preceding chapters; they are novelists, journalists, 

and contributors to the film industry who actively composed, circulated, or reviewed Jewish 

narratives. 

ThiV chaSWeU beginV b\ e[amining Whe VWaWe¶V UeVSonVe Wo Whe 1967 AUab-Israeli War 

(hereafter µ67 WaU), highlighWing WZo concUeWe conVeTXenceV of Whe VWaWe¶V official ³anWi-

ZioniVm´: Wo cU\VWalli]e Whe importance of resisting state-sponsored anti-Semitism as a crucial 

comSonenW of achieYing a moUe ³hXmane´ foUm of VocialiVm; and to trigger an overt but 

convoluted conflation between Nazism, Stalinism, and Middle East politics (utilized, but to 

cross-purposes, by both reformers and hard-liners). Furthermore, Czechoslovak writers became 

more explicit about anti-Semitism as a trademark sign of Stalinism. This linkage was due to the 

now recognized role of anti-Semitism in the 1952 show trial often eponymously referred to as 

the Slánský Trial (for the highest party functionary sentenced, Rudolf Slánský). This aggravated 

VWaWe of WenVion beWZeen Whe WUiWeUV¶ Union coXld WheoUeWicall\ haYe been UelieYed in 1968 b\ Whe 

Prague Spring. Instead, this chapter shows, intellectuals in Czechoslovakia felt the need to 

continually address the Slánský Trial and commXniVm¶V Wendenc\ WoZaUdV anWi-Semitism because 

of Poland¶V ³anWi-Zionist Campaign.´ The Prague Spring, in spite of its freedoms, was not a 

period free of conflict. In fact, precisely because of the abolition of censorship, tensions between 

hardliners and reformers reached a fever pitch²tensions not limited to Czechoslovak borders, 

but that ricocheted back and forth between Poland and Czechoslovakia.  
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Reactions to the 1967 Arab-Israeli War in Czechoslovakia 

In the early days of the Israeli state, the Soviet Union supported a pro-Jewish policy in 

British mandate Palestine, because the creation of a Jewish state seemed to ensure a decreased 

British presence in the Middle East.3 Stalin possibly hoped the leftist orientation of the kibbutz 

movement would translate into a socialist state, and Israel would become an ally in the Middle 

East.4 In Czechoslovakia, the shift towards a pro-Arab policy were evident as early as 1951, with 

the arrest of the Slánský Trial defendants. The anti-Israel tone of the Slánský Trial was clear: the 

defendants (11 of 14 were Jewish) were accused of being enemy spies for Israel, and via Israel, 

spies for the West.5 

The SoYieW Union¶V SoViWion VloZl\ became moUe SUo-Arab over the course of the 1950s 

and 1960s.6 During the Yemeni Civil War in the early 1960s, the Soviet Union demonstrated 

allegiances to Egypt through military aid. By 1967, the Soviet Union was clearly allied with 

Egyptian president Gamal Nasser, a self-proclaimed leader of pan-Arabism (though the Soviet 

Union had never had to defend their Arab interests directly against Israel). When Nasser sent 

armored units into Sinai, forced the removal of the UN Emergency Forces stationed in the area, 

and then blockaded the Straits of Tiran in May 1967, Arab presses hailed the elimination of the 

 
3 Galia Golan, Soviet Policies in the Middle East: From World War Two to Gorbachev (Cambridge: Cambridge 
University Press, 1990), 34-6. 
4 See DaYid ThomSkinV, ³IVUael aV FUiend and Foe: ShaSing EaVW GeUman Society through Freund- and FeindbildeU,´ 
in Becoming East German: Socialist Structures and Sensibilities after Hitler, ed. Mary Fulbrook and Andrew I. Port, 
vol. 6, Spektrum (New York: Berghahn Books, 2013), 221. Eduard Goldstücker, a victim of the Slánský Trial, and 
LadiVlaY MĖaþko alVo VSecXlaWed on SWalin¶V hoSeV WhaW Whe lefWiVm of Whe kibbXW] moYemenW ZoXld lead Wo a cloVe 
alliance between the Soviet bloc and Israel. See Eduard Goldstücker, Vzpomínky 1913-1945 (Prague: G plus G, 
2003), 44; LadiVlaY MĖaþko, Siedma noc: skúsenosti a obžaloba jedného komunistu (Práca: Bratislava, 1990), 99-
100. 
5 For more on the Slánský Trial, see Karel Kaplan, Report on the Murder of the General Secretary (Columbus: Ohio 
State University Press, 1990). George H. Hodos and Joseph Stalin, Show Trials: Stalinist Purges in Eastern Europe, 
1948-1954 (New York: Praeger, 1987); Justman, A Trial in Prague; ঱o৬iল, The Prague Trial. 
6 Jesse Ferris, Nasser’s Gamble: How Intervention in Yemen Caused the Six-Day War and the Decline of Egyptian 
Power (Princeton: Princeton University Press, 2012); ThomSkinV, ³IVUael aV FUiend and Foe´; Golan, Soviet Policies 
in the Middle East. 
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Israeli presence in the Middle East. Fears of another Holocaust circulated in the Israeli press. 

After three weeks, Israel launched an offensive into Egypt.7  

In the Soviet bloc, state responses to the war relied upon two basic strategies. The first 

was rhetorical: condemning IVUael¶V SUe-emptive attack on Egypt as revanchist, imperialist and 

explicitly Nazi-like. The SoYieW SUeVV immediaWel\ labeled IVUael a ³faVciVW´ coXnWU\ engaged in a 

³HiWleUiWe«e[WenVion of Lebensraum.´ 8  In Czechoslovakia, the attack was first called a 

³lighWning ZaU,´ allXding Wo Whe Na]i inYaVion of Poland. This sensationalist rhetoric revived 

national traumas of World War II, including the ³e[WeUminaWion (vyhlazení) of Lidice,´ the 

murder and destruction of an entire Czech village as reprisal for the assassination of Reinhard 

Heydrich, the Reichsprotektor of Prague and head of the Einsatzgruppen. Czechoslovak 

President and Communist Party General Secretary Antonín Novotný made this parallel apparent 

by penning a public letter to Rudé pravo. Novotný claimed that the memory of Lidice 

³obligaWed´ Whe C]echoVloYak VWaWe Wo fighW againVW Whe UeVXUgence of ³miliWaUiVWic, UeYanchiVW 

WendencieV´ in Whe Middle EaVW. A brief section on the U.S. in Vietnam and an extensive 

condemnaWion of IVUael¶V ³ZaU of aggUeVVion´ ZeUe VandZiched in beWZeen hiV oSen leWWeU and 

anoWheU Siece on Whe ³WUagic faWe of Lidice.´9 He reminded readers that the Soviet Union had 

fought against the spread of Nazism in Europe and urged the public to continue to fight 

imperialism twenty years after World War II.  

The second strategy was to take a series of steps to ensure that the communist states were 

SeUceiYed aV VXfficienWl\ ³anWi-ZioniVW.´ In WUXWh, WheVe ³anWi-ZioniVW´ acWionV ZeUe ofWen VimSl\ 
 

7See Anita Shapira, Israel: A History, trans. Anthony Berris (Waltham: Brandeis University Press, 2012), 288-301; 
GX\ LaUon, ³Pla\ing ZiWh FiUe: The SoYieW-Syrian-Israeli Triangle, 1965-1967,´ Cold War History 10, no. 2 (2010): 
163±184; Ferris, Nasser’s Gamble. 
8 ³DocXmenW 92: SoYieW ReacWion to the Six-Da\ WaU (JXne 1967),´ in The Soviet Government and the Jews, 1948-
1967: A Documented Study, ed. Benjamin Pinkus (Cambridge: Cambridge University Press, 1984), 253-6. 
OUiginall\ SXbliVhed aV E. EYVeeY, ³Lakei na SobegXVhkakh,´ KomVomolVka\a Sravda, October 4, 1967. 
9 AnWontn NoYoWnê, ³ShUomidåČnt k 25 YêUoþt Y\hla]ent obce: WUagickê oVXd Lidic niV ]aYa]Xje,´ Rudé právo, June 
12, 1967, 1.  
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anti-Jewish. The Czechoslovak government, for example, cancelled a millennial celebration of 

the Prague Jewish community as a supposed expression of unity with the Arab world. Before the 

celebration was officially cancelled, the Postal Administration called for post offices and 

collecWoUV¶ VhoSV Wo XUgenWl\ ceaVe diVWUibXWing and UeWXUn commemoUaWiYe VWamSV UelaWed Wo Whe 

millenial of the Old-New Synagogue and the State Jewish Museum.10 These initiatives did not go 

unnoticed. A letter-writer scorned state justifications in Literární noviny: ³IW ZoXld VXUel\ be 

feeble-minded Wo belieYe WhaW PUagXe SoVWal HebUaica inVSiUed IVUaeli aggUeVVion.´ AnoWher 

commenWaWoU aUgXed WhaW VXSSoUWing JeZiVh inVWiWXWionV acWiYel\ coXnWeUed endemic ³VWXSidiW\´ 

among the Czech people.11 While subscribers to Literární noviny were likely sympathetic to 

these arguments, the state was not. By September 1967, the Jewish commXniW\¶V millennial 

celebration was officially cancelled, purportedly due to the lack of diplomatic relations between 

Czechoslovakia and Israel. Affiliated anniversary tours of historic Jewish sites were also 

cancelled.12 

In keeping with its rhetorical strategy, the communist party (Komunistická strana 

ýeskoslovenska oU KSý) strictly controlled what others could and could not say publicly about 

Middle East events. Recalling these events in 1969, joXUnaliVW DXãan Hamãtk bemoaned that the 

CzechoVloYak SXblic kneZ noWhing of e[WUeme AUab naWionaliVm and iWV acWionV WoZaUdV ³Whe 

extermination (vyhlazení) of Whe IVUaeli SeoSle,´ Zhile Whe SUeVV SXblici]ed eYeU\ link beWZeen 

IVUael and Whe U.S. He inWeUSUeWed Whe KSý SoViWion aV ³embaUUaVVingl\ SUimitive anti-SemiWiVm,´ 

 
10 Situation Report: Czechoslovakia, 9 August 1967 (Munich: Records of Radio Free Europe/Radio Liberty Research 
Institute, August 9, 1967), 2. 
11 IW¶V XncleaU Zh\ WheVe SieceV ZeUe SUinWed; Whe aUchiYeV of Whe SWB VhoZ WhaW Whe leWWeUV in Whe ³ýWeniĜi VoXdt´ 
section of Literární noviny ZeUe noW e[emSW fUom Whe cenVoUV¶ VcUXWin\. KaUel Milek, ³ýWeniĜi VoXdt,´ Literární 
noviny 16, no. 31 (August 4, 1967): 2. ZN, ³Ab\ ani VWtn...´ Literární noviny 16, no. 29 (June 22, 1967): 10. Milek¶V 
article was actually a response to the latter piece. 
12 ³C]echV DUoS ObVeUYance of JeZiVh AnniYeUVaU\,´ The New York Times, September 6, 1967. 
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UeminiVcenW of boWh Whe SlinVkê TUial and ³eYen Whe cUXde anWi-SemiWiVm of Whe Na]i eUa.´13 The 

intellectual community particularly felt this tightening control over cultural events and printed 

media. Over the past decade, the Czechoslovak intellectual community managed to slowly forge 

a comparatively more open and tolerant journalistic and cultural sphere, but they had suffered a 

series of setbacks in 1967. The government forcibly closed the journal TváĜ. Two student 

protesters were arrested (one of whom would later volunteer on an Israeli kibbutz). 

Czechoslovak intellectuals were dismayed with the VXSSUeVVion of AlekVandeU Sol]heniWV\n¶V 

open letter to the May 1967 SoYieW WUiWeU¶V Union. Prohibitions forbidding intellectuals to 

publish an\Whing oWheU Whan Whe KSý SoViWion on Whe 1967 Arab-Israeli War became the final 

straw.14 

SWaWe conWUol oYeU Whe media¶V UeSUeVenWaWion of Whe ZaU ZaV indeed VeYeUe. In the months 

after the war, Rudé právo, the main communist party daily, represented 65% of all articles 

SUinWed aboXW Whe µ67 WaU. With Nová doba, which exclusively published articles translated from 

the Soviet press, these two publications represented 74% of all articles about the Middle East 

conflict (Figure 5.1). Pravda, the Slovak equivalent to Rudé právo represented 64% of all Slovak 

articles on the Middle East crisis between June and December 1967 (Figure 5.2). On the eve of 

Whe WUiWeUV¶ Union CongUeVV aW Whe end of JXne, Nová doba and Rudé právo dominated nearly 

83% of all Czech-language press coverage on the war. Inclusion of Slovak publications did not 

diversify opinion; Pravda, Nová doba and Rudé právo were responsible for over 84% of all 

printed press coverage (see June column in Figure 5.3). The remaining 15.6% of articles were 

 
13 DXãan Hamãtk, Spisovatelé a moc (PUaha: ýeVkoVloYenVkê VSiVovatel, 1969), 31. For more on intellectual 
associations of anti-Zionism with stalinism, see Frank Kaplan, Winter into Spring: The Czechoslovak Press and the 
Reform Movement 1963-1968 (Boulder: East European Quarterly, 1977), 95-6.  
14 See Kaplan, Winter into Spring, 87-88; Golan, Reform Rule in Czechoslovakia, 15. The referenced language to 
³objecWionable´ We[WV ZeUe foXnd in Bo[ 4, FoldeU 3, FXnd 318, ABS, PUagXe, C]ech ReSXblic. ³InWeUYenWion´ 
(zásah) was suggested. This language was used to describe texts earlier in the 1960s as well.   
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Figure 5.1.  

divided among 19 different publications, including special trade journals on military matters or 

international law, which presumably had a low readership (Figure 5.3).  

 

 

       
           Source: Appendix D, Section 5. 

 

Figure 5.2.  
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Fig. 5.3. Red represents publications that would be guaranteed to reproduce the party line. Blue 
includes special interest publications. Yellow represents publications that likely, for this issue, 
are reproducing state rhetoric, but could and did engage in reform-minded journalism. Green 
represents cultural presses that were most resistant to party dictates. SK denotes Slovak 
publications. Source: Appendix D, Section 5. 
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Moreover, more than 32% of WheVe aUWicleV XVed WeUmV like ³aggUeVVion,´ ³revanchist,´ 

³imSeUialiVW,´ oU eYen ³faVciVW´ Wo deVcUibe IVUael just in the title alone (Figure 5.4).15 It would be 

a mistake to assume that all uses of state language, however, were signs of state complicity. One 

of the few cases where an article managed to criticize the state position was in Student. The piece 

utilized state approved rhetoric until the closing, when the anonymous author suddenly admitted 

WhiV ZaV onl\ ³one-Vide´ of Whe iVVXe.16 Nonetheless, the frequency of these strong vilifying 

words in article titles helps to understand what writers might have been preoccupied with and 

responding to as they aSSUoached Whe IV C]echoVloYak WUiWeUV¶ Union CongUeVV. 

Source: Appendix D, Section 5.  

 
15 Ibid.  
16 ³Co Ve YlaVWnČ VWalo?´ Student 24 (1967): 1. Some other examples of more even-handed pieces include VČra 
âĢoYtþkoYi, ³SWĜednt Yêchod Y Slamenech: VWaleWt konflikWĤ,´ Reportér 2, no. 13 (1967): 22±24; ³NiViU a I]Uaelci,´ 
Reportér 2, no. 19 (1967): 22±23. 

Fig. 5.4. 
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Writers Wook adYanWage of Whe oSSoUWXniW\ Wo Yoice WheiU fUXVWUaWion ZiWh Whe goYeUnmenW¶V 

treatment of the Middle East crisis at the IV Congress of the Czechoslovak WriWeUV¶ Union in laWe 

June 1967. In Whe laWe 1960V, Whe C]echoVloYak WUiWeUV¶ Union ZaV dominaWed b\ UefoUm minded 

communists, who immediately interpreted anti-Israel statements as a regression to Stalinism and 

a direct threat to individual freedoms. Several writers met in preparation for the Congress to 

diVcXVV Whe ³XncondiWional biaV of Whe official SUopaganda´ in Middle EaVW affaiUV.17 Two of the 

participants were concentration camp survivors and authors, AUnoãW LXVWig and IYan Kltma. The 

third was playwrighW OldĜich DanČk, and the final participant was the author and screenwriter 

Jan Procházka, who had worked with Jan NČmec on a film adaSWaWion of one of LXVWig¶V VWoUieV, 

Diamonds of the Night. Kltma and DanČk had both been in Israel.18  

They were explicit about their belief that the press was leaving out important 

considerations in evaluating Middle East politics. They XVed ZoUdV like ³haWe´ and 

³XnV\mSaWheWic´ Wo deVcUibe C]echoVloYak UeSoUWage and discussed the lack of attention to Arab 

desires for ³Whe deVWUXcWion of IVUael.´ To argue for a more sympathetic attitude towards Israel, 

they pointed to the role of Jewish communists in the kibbutz system and Jewish resistance to 

British imperialism. MoUeoYeU, Kltma claimed WhaW ³aV a coXnWU\ WhaW e[SeUienced MXnich« 

[Czechoslovakia] should understand what it means to have a terrorist group cross their national 

boUdeUV.´ 19  They submitted a transcript of the discussion to the Central Committee. It was 

promptly confiscated for being ³be\ond ZhaW coXld be tolerated´ and never seen by the public.20 

 
17 ³SSiVoYaWelp o SWĜedntm YêchodČ,´ PĜtloha k Dennt ]SUiYČ ÒPS, þ. 53/1a, Folder 142-1b, Fund 318, Hlavní sprava 
WiVkoYpho dohledX miniVWeUVWYo YniWUa, ABS, PUagXe, C]ech ReSXblic. HeUafWeU, ³FXnd 318, EHlaYnt VSUaYa 
WiVkoYpho dohledX miniVWeUVWYo YniWUa´ Zill be UefeUUed Wo VimSl\ aV ³FXnd 318.´ 
18 See BlahoVlaY DokoXSil, ³Jan PUochi]ka,” Slovník þeské literatury po roce 1945, last modified September 30, 
2006, http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=846&hl=proch%C3%A1zka+ ; Halman, 
³AUnoãW LXWig;´ âWČSin OWþeniãek, ³OldĜich DanČk,´ Slovník þeské literatury po roce 1945, last modified February 
18, 2008, http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=280&hl=dan%C4%9Bk+ . 
19 Ibid.  
20 Ivan Klíma, My Crazy Century: A Memoir, trans. Craig Cravens (New York: Grove Press, 2013), 204. 

http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=846&hl=proch%25C3%25A1zka+
http://www.slovnikceskeliteratury.cz/showContent.jsp?docId=280&hl=dan%25C4%259Bk+


 206 

The transcript would have never come to public light had JiĜt HendU\ch, Whe chief SaUW\ membeU 

for ideology, not chosen to read from the confiscated text verbatim Whe nighW befoUe Whe WUiWeUV¶ 

Union Congress. Hendrych had intended to use the text as a weapon against Literární noviny, 

which he mistakenly assumed had been responsible. Instead, he learned he had played into the 

aXWhoUV¶ Slan.  

Lustig publicly condemned HendU\ch¶V flagUanW SoliWical oSSoUWXniVm and confessed that 

he had hoped the text would be confiscated. There was no way to be heard, he claimed, without 

sensationalism. A confiVcaWed We[W ZoXld land on eYeU\ official¶V deVk, aVVXUing Whe ZideVW 

possible audience. Taking advantage of his public audience, Lustig made parallels between Nazi 

and Czechoslovak state anti-Semitism: aV ³a commXniVW and a ciWi]en of a VocialiVW VWaWe, iW made 

him despair that Rudé právo¶V ZUiWingV miUUoUed Whe Na]i Jew-baiting that paved the way to the 

gas chambers of Auschwitz and subdued the consciences of the rest, so that this crime was 

carried out without resistance.´ 21  Whatever his intentions, Hendrych had reinforced the 

importance of the Middle East to the WriteUV¶ Union¶V fighW foU incUeaVed fUeedomV. Lustig, for 

his part, had legitimized the relevance of parallels between contemporary Middle East policy and 

Nazi crimes, but had shifted the paradigm to suggest that it was the Czechoslovak government 

utilizing Nazi rhetoric.  

When the Congress opened the next day, Hendrych exacerbated the growing conflict 

between himself and the writers by again condemning IVUael¶V ³aggUeVViYe ZaU´ backed b\ ³Whe 

USA and oWheU imSeUialiVW SoZeUV´ and oWheUV ZiWh ³anWi-communist tendencies.´ 22   Pavel 

Kohout, a non-Jewish Czech playwright who would continue to be an outspoken critic of anti-

Israel rhetoric and anti-Semitism, immediately followed Hendrych. Kohout began his talk by 

 
21 QXoWing Hamãtk, an aWWendee, aV he UemembeUed Whe eYenW in hiV memoiUV. Hamãtk, Spisovatelé a moc, 39.  
22 IV. sjezd svazu þeskoslovenských spisovatelĤ (PUaha: SYa] þeVkoVloYenVkêch VSiVoYaWelĤ, 1968), 28-29.  
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describing a small nation formed in the Zake of ZoUld ZaU. ³HoZeYeU Vmall,´ WhiV naWion 

³received its proper boXndaUieV and diSlomaWic UecogniWion.´ Without mentioning the name of 

WhiV ³Vmall naWion´ oU iWV conflicW ZiWh a ³SoZeUfXl neighboU,´ KohoXW oVWenVibl\ SainWed a 

picture of the small and isolated Israeli state in the Middle East: 

« [WhiV naWion] didn't stop being a thorn in the eye of its neighbors, who in the ensuing 
era began again Wo e[eUciVe claimV on iWV land«After twenty years things went so far that 
the powerful neighbor threatened this small nation with destruction. [This threat] was far 
from figurative, but factual and [it was done] far from privately, but in front of the whole 
world. µExtermination¶ was the word that was repeated in almost every speech of the 
leader of that strong nation. µExtermination¶ was the word that posters, news, and radio 
repeated daily after him.23 
 

When he reached the climax of his narrative, the moment where the protagonist nation would 

either be forced to surrender or be destroyed, he revealed that he ³was not talking about the duel 

of AUabV againVW IVUael, bXW of GeUman\ againVW C]echoVloYakia.´24  

 It is unclear whether Kohout and other Czechoslovak writers were aware that just before 

the war broke out, Israeli presses had also compared Nasser to Hitler and Israel to 

Czechoslovakia. 25  Nonetheless, Kohout made it a palatable analogy for a Czechoslovak 

audience, compressing the time and distance between Czechoslovakia in 1938 and Israel in 1967. 

IVUael¶V SlighW aV a ³Vmall naWion´ ZaV noW VimSl\ a JeZiVh SUoblem, bXW a SUoblem VhaUed b\ all 

small nations.  

The WheViV of Vmall naWionhood ZaV aUWicXlaWed b\ C]echoVloYakia¶V fiUVW PUeVidenW T.G. 

Masaryk. He argued that a small nation should rely on moral humanitarianism (in a sometimes 

immoral world) to define itself and oYeUcome ³an[ieW\ fUom VmallneVV.´26 Thus, by invoking 

 
23 IV. sjezd, 39.  
24 Ibid 40.  
25 PlockeU, ³ZioniVWV Wo Da\an,´ 45. 
26 The\ did noW oYeUcome ³an[ieW\ fUom VmallneVV;´ iW ZaV onl\ inWenVified b\ Whe e[SeUience of Whe MXnich 
Agreement. Bradley Abrams, The Struggle for the Soul of the Nation: Czech Culture and the Rise of Communism 
(Lanham: Rowman & Littlefield, 2004), 108-110. 
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small nationhood, Kohout was making an implicit appeal to humaneness, as well as 

C]echoVloYakia¶V SoliWical foXnding faWheU. The word vyhlazení, which Kohout used for 

³e[WeUminaWion,´ ZaV an allusion to both the destruction of Lidice and ³Uacial e[WeUminaWion.´ 

Only weeks earlier Novotný had used the same words, vyhlazení Lidic, to remind Czechoslovaks 

of the dangers of the aggressive imperialism of the United States and, above all, Israel.27 Using 

the same historical moment, and even the same language, Kohout reversed the lessons of WWII. 

AV ³ciWi]en(V) of Whe coXnWU\ WhaW e[SeUienced MXnich,´ he XUged Whe aWWendeeV aW Whe conference 

Wo TXeVWion Whe legiWimac\ of Whe ³XneTXiYocal´ (jednoznaþný) use of the term aggression. He 

challenged Whem ³if iW ZeUe Whe \eaU 1938 and C]echoVloYakia had fiUed Whe fiUVW VhoW inVWead of 

surrender, could any fair judge label this the act of an aggUeVVoU?´28  

The remainder of the WUiWeUV¶ Union Congress that followed suggested that the 

diVcomfoUW WhaW ZUiWeUV¶ felW ZiWh VWaWe SUoSaganda ZaV noW jXVW aboXW joXUnaliVWic inWegUiW\, bXW 

also about feelings of moral obligation to and affinity for Israel. Many that followed took up the 

issue of censorship with increasing vehemence. Only these subsequent speeches kept Kohout 

from being expelled from the party; he ended up with a reprimand, while Ivan Klíma and several 

others were expelled from the party.29   

The most dramatic statement, however, was SloYak ZUiWeU LadiVlaY MĖaþko¶V SXblic 

declaration to emigrate to Israel in August 1967. DXUing WoUld WaU II, MĖaþko foXghW aV a 

partisan against the Slovak clerico-fascist Nazi collaborator state. His experiences inspired him 

to write his novel Death is Called Engelchen in 1959. MĖaþko¶V V\mSaWhieV foU IVUael ZeUe 

 
27 NoYoWnê, ³ShUomidåČnt k 25 YêUoþt Y\hla]ent obce.´ 
28 IV. sjezd svazu þeskoslovenských spisovatelĤ, 40.  
29 Klíma, My Crazy Century, 215; Hamãtk, Spisovatele a moc, 163.  
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alUead\ eYidenW in 1948, Zhen he UeSoUWed on Whe µ48 WaU ZiWh LXVWig and Aãkena]\.30 His 

connections to Israel were strengthened when he covered the Eichmann Trial in 1961. He made 

close friends through the Czechoslovak-Israel Friendship League, journalists, and leftist Israeli 

groups. By the time the µ67 WaU bUoke oXW, MĖaþko ZaV Zell integrated into the transnational 

milieu of Czechoslovak-born Israeli Jews. 31  

His response to the state was to oSine aboXW Whe C]echoVloYak goYeUnmenW¶V 

abandonmenW of Whe ³SUinciSleV of VocialiVW hXmaniVm´ from the safety of Vienna in open letter 

to Allgemeine Zeitung: ³Since in C]echoVloYakia one iV SUeYenWed fUom VSeaking aboXW Whe 

Middle East crisis²in fact, one is not allowed to comment at all²and since I want to express 

m\ oSinion aboXW iW, I am comSelled Wo chooVe WhiV XnXVXal Za\.´ AllXding Wo Literární noviny¶V 

stance of refusing to print on the Middle East, he continued:  

It is impossible for me to support²even through silence²a policy which is to lead to the 
eradication of a whole people and to the liquidation of an entire state. The Czechoslovak 
government has promised unconditional support to the Arab states and leaders, although 
these Arab leaders have SUoclaimed WheiU SlanV TXiWe oSenl\«[Whe] deVWUXcWion of Whe WZo 
and a half million inhabiWanWV of IVUael«iW iV Whe Vecond Wime in Whis century that such 
destruction has been talked about, and once this destruction did become concrete 
reality.32   
 

Though contemporary Radio Free Europe commentators interpreted MĖaþko¶V deciVion as a 

³SUoWeVW againVW XnconWUolled and XnconWUollable [state] SoZeU,´33 he was also deeply motivated 

by his personal connections to Israel and his opinions on anti-Semitism.  

He claimed in his open letter that Whe KSý SoViWion WoZaUdV IVUael ZaV, at its core, an 

issue of anti-Semitism.  He believed the communist system was currently in a crisis that began 
 

30 LadiVlaY MĖaþko, Izrael: národ v boje (BUaWiVlaYa: NakladaWel¶VWYo PUaYda, 1949); LadiVlaY MĖaþko, Já, Adolf 
Eichmann… (Prague: Státní nakladatelství politické literatury, 1961). See also, Yehuda Lahav, Zjazvený život 
(Levice: Koloman Kertész Bagala, 2003), 101-3. 
31 AUnoãW LXVWig and MaUkpWa MaliãoYi, O spisovatelích (Praha: Nakladatelství Franze Kafky, 2010), 43-44.  
32 LadiVlaY MĖaþko, ³Mnacko [Sic] LeWWeU,´ RFE/RL CoXnWU\ SeUieV: C]echoVloYakia (MXnich: Radio FUee 
Europe/Radio Liberty Research Institute, August 11, 1967), 2. 
33 Hajek and Niznansky, Mnacko [sic] on a Protest Journey to Israel, Radio Free Europe Research, Eastern Europe 
(Czechoslovakia: Radio Free Europe/Radio Liberty Research Institute, August 16, 1967), 2. 
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ZiWh Whe ³anWi-SemiWic Wide´ SUodXced b\ Whe SlinVkê Trial. Current Israel policy proved to him 

that this crisis persisted.34 At the same time, MĖaþko¶V deciVion Wo emigUaWe ZaV infoUmed b\ 

small nation empathy. ³The Vcandal of all VcandalV, m\ diVUeSXWable WUiS Wo IVUael,´ he wrote, was 

inVSiUed b\ Whe ³VXVSicion WhaW Whe SoYieWV ZeUe a Sla\ing diUW\ game in SoliWicV, WhaW beWZeen 

Whem and Whe USA µVomeWhing¶ hangV in Whe aiU, VomeWhing WhaW Vmall naWions would have to pay 

foU.´35 He made similar statements on a Vienna television interview, in Le Monde, Deutsche 

Welle, Der Spiegel, and to Tel Aviv newspapers.36 

MĖaþko was already on bad terms with the government after the publication of Ako chuti 

moc (translated in English as The Taste of Power), which was interpreted as an excoriating take 

on ³Whe deca\ and deSUaYiW\ of Whe commXniVW Vocial V\VWem.´37 The State Security Service (StB) 

Wook SaUWicXlaU iVVXe ZiWh MĖaþko¶V inWeUSUeWaWion of Whe SlinVkê TUial and Whe claim WhaW 

C]echoVloYakia had SUomiVed ³XncondiWional VXSSoUW´ foU anoWheU naWionV¶ XWWeU deVWUXcWion in 

Whe defamaWion decUee Whe\ filed againVW MĖaþko shortly after the publication of his letter. The 

Czechoslovak government denounced his departure as treason and revoked his citizenship 

(making his self-imposed temporary exile permanent). They declared the forfeiture of all the 

MĖaþko famil\ SUoSeUW\ and diligently collected and cataloged it for their records before the end 

of the month.  His wife, whose parents were both killed in the Holocaust, was sentenced for 

³abandoning Whe UeSXblic´ for traveling with him.38 The ³MĖaþko affair,´ as it came to be called, 

 
34 MĖaþko, Mnacko [sic] Letter, 4. See alVo ³UVneVent AXgXVW 16, 1967,´ FoldeU 1, FXnd V-8657 Ministerstvo 
vnitra, ABS, Prague, Czech Republic. Ministerstvo vnitra herafter abbreviated MV. 
35 MĖaþko, Siedma noc, 148. 
36 See Whe man\ ³PUoWokol o YêVlechX VYČdka;´ ³ZiYČUeþni ]SUiYa;´ ³ZSUiY\ SeSWembeU 4, 1967;´ ³ZSUiY\ 
SeSWembeU 12, 1967;´ ³VêSiV ]e ]YliãWnt infoUmace ýTK ]e dne 3 liVWSoadX 1967,´ Folder 1, Fund V-8657 MV, 
ABS, Prague. 
37 The book was printed in Germany, not within Czechoslovak borders. Hajek and Niznansky, Mnacko [sic], 3. 
38 See, foU e[amSle, ³SWYU]enka þtV. 1-4, 8-14;´ ³UVneVent SeSWembeU 18, 1967;´ ³UVneVent OcWobeU 24, 1967;´ 
³ZiSiVnica;´ FoldeU 1, FXnd V-8657 MV, ABS, Prague. For Hedvika MĖaþko¶V chaUgeV, Vee ³UVneVent OcWobeU 4, 
1967,´ FoldeU 1, FXnd V-8657 MV, ABS, Prague. 
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caused division within the journalist community. 39  Literární noviny refused to publish on 

MĖaþko¶V deciVion, and the Central Committee again objected to that silence.40 Despite the 

SaUW\¶V aUdenW deViUe Wo Vee MĖaþko cUiWici]ed, only official party press sources commented on 

the affair. 41 The ³MĖaþko affaiU´ faded from public view.  

By the end of the summer, controversial public expressions of Israel support subsided. 

Writers continued to attempt to use the media at their disposal to shed more light on the Middle 

East conflict, as did members of the general public. The nXmbeU of ³inWeUYenWionV´ (cenVoUVhiS 

requests) was indicative of increasing control over public opinion; they more than doubled from 

57 in the year 1966 to 141 between January and September of 1967.42 Comments about the 

Middle East conflict, Israel or anti-Semitism ZeUe UeVSonVible foU man\ of WheVe ³inWeUYenWionV.´  

The archives of the StB show a wide variety of pieces²including reader letters and stories about 

the history of Israel, and even chapters of books²were removed from potential circulation.43  

HaYing been blocked fUom WheiU oZn SUeVV, Whe C]echoVloYak WUiWeUV¶ Union VmXggled a 

letter to France. TheiU Slea foU MaU[iVm Wo mainWain iWV VWaWXV aV Whe ³Uealm of libeUW\´ UaWheU Whan 

a ³dominion of WeUUoU´ WhaW foVWeUed a ³faVciVW ZiWchhXnW´ and ³anWiVemiWic and UaciVW´ SoViWion 

towards Israel was published by Le Monde (and noted by StB).44 Literární noviny claimed to 

inWenWionall\ abVWain fUom Middle EaVW iVVXeV Wo aYoid UeSeaWing KSý VWaWemenWV ZiWhoXW 

aggravating an already tense relationship between the WUiWeUV¶ Union and Whe goYeUnmenW, 

though they attempted on several occasions to provide commentary on the Middle East and each 

 
39 Hamãtk, Spisovatelé a moc, 162. 
40 Ibid. 
41 Situation Report: Czechoslovakia, 22 August 1967 (Munich: Records of Radio Free Europe/Radio Liberty 
Research Institute, August 22, 1967). 
42 Kaplan, Winter into Spring, 95.  
43 See Denní zpráva ÚPS, no. 51(2) and no. 56(5b), Folder 142-1b and Denní zpráva ÚPS, no. 58(1a), no. 60(3), no. 
66(1), no. 75(1b), no. 82(2), no. 84(1g), no. 87(2), 143-1, Fund 318, ABS, Prague, Czech Republic.  
44 Denní zpráva ÚPS, no. 76 (2), Folder 143-1, Fund 318, ABS, Prague, Czech Republic. 
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time the censorship office removed the text.45 The strategy failed regardless; their refusal to 

UeSUinW official VWaWemenWV ZaV incoUSoUaWed inWo WhUee of Vi[ UeaVonV foU UejecWing Whe SaSeU¶V 

application for re-registration.46 

 Intellectuals initially responded to what they saw as excessive encroachment of the state 

into public discourse, but it quickly developed into a resistance to the aggressive propaganda 

campaign against Israel. Rather than simply rejecting state language, intellectuals challenged the 

VWaWe¶V SoViWion b\ defending IVUael and making emoWional SaUallelV aboXW C]echoVloYakia and 

IVUael¶V VhaUed experience of small-nationhood. They re-interpreted the language they found so 

detestable when used against Israel and used it against Arab nations and leaders. Intellectuals 

also competed with the state over the use of contemporary and historical events such as the Nazi 

occupation, the Holocaust, and Vietnam. The specters of aggressors and národní vyhlazení 

(national extermination) did not disappear, but were commandeered by Israel sympathizers. 

Though these topics faded from public view as summer transitioned to fall, they did not 

disappear. MĖaþko, for example, wrote a new work in exile, Aggressors, that mobilized the 

SaUW\¶V XVage of ³aggUeVVion´ Wo defend ³Vmall naWionV Zho aUe alZa\V µaggUeVVoUV,¶ « alZa\V 

µgXilW\,¶ « alZa\V a µdeadl\ dangeU¶ foU Whe GUeaW PoZeUV.´47 ReViVWing Whe VWaWe¶V anti-Zionist 

rhetoric, which intellectuals interpreted as both fundamentally anti-Semitic and a regression to 

Stalinist era politics, remained a ValienW SaUW of inWellecWXalV¶ SoliWical mandate into 1968.   

 

 

 

 
45 For the claims, see Hamãtk, Spisovatelé a moc, 169-171. For examples of failed attempts to print on the Middle 
East conflict, see Denní zpráva ÚPS, no. 53, no. 56(5b), Folder 142-1 and no. 75(1b), Folder 143-1, Fund 318, ABS, 
Prague, Czech Republic. 
46 Hamãtk, Spisovatelé a moc, 169-171. 
47 MĖaþko, Mnacko Letter, 7. 
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How the Anti-Zionist Campaign Drove Intellectual Politics During the Prague Spring 

On JanXaU\ 7, 1968, Ale[andeU DXbþek and LXdYtk SYoboda ZeUe elecWed Whe GeneUal 

SecUeWaU\ of Whe KSý and PUeVidenW of C]echoVloYakia UeVSecWiYel\, XVheUing in Whe PUagXe 

SSUing. DXbþek and SYoboda VoXghW Wo decenWUali]e and democUatize the Czechoslovak socialist 

state. In practice, this meant two changes that dramatically impacted the lives of Czechoslovak 

intellectuals: freedom of the press and freedom of movement. Literární noviny, which had been 

shut down only months earlier by Novotný, was reborn as Literární listy; for the editorial board, 

the renaming represented a complete break from past regimes that were tainted by prejudices, 

censorship, and lack of individual freedoms. The Prague Spring was an unprecedented 

opportunity in the communist bloc for pluralism in public media.   

YeW, inWellecWXalV¶ deViUeV Wo UighW Whe ZUongV of WheiU VWaWe did noW fade VimSl\ becaXVe 

the new government was much better than the last. They had their own hopes for the Prague 

Spring: to usher in a new era of a more humane socialist poliWicV, alVo knoZn aV ³VocialiVm ZiWh 

a hXman face.´ OYeU Whe Vecond half of 1967, VWaWe Solic\ WoZaUdV IVUael had become a V\mbol of 

the return of Stalinist era political rhetoric and control. Moreover, in the process of challenging 

Whe VWaWe¶V comparisons with Nazi-occupation, intellectuals had begun to associate state anti-

Zionist policy with both Stalinism and Nazism. The facW WhaW DXbþek did noW UeneZ diSlomaWic 

relations with Israel became an important point of contention for intellectuals that hoped the 

Prague Spring would be just the beginning of a larger political project. Precisely because of the 

new capacity for pluralism in the media, the political debate over anti-SemiWiVm and Whe VWaWe¶V 

anti-Zionist position grew. Moreover, events in nearby Poland reinforced the importance of state 

attitudes towards Israel. 
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Like Czechoslovakia, Poland immediately fell in line with Soviet rhetoric after the µ67 

war. On June 19th, Polish SUeVidenW Wáad\VáaZ GomXáka ZaUned Whe PoliVh SeoSle againVW a 

³FifWh ColXmn,´ oU WhoVe Zho VXSSoUWed ³Whe IVUaeli aggUeVVoU and SoliWicV of imSeUialiVm.´ In 

World War II SaUlance, Whe ³FifWh ColXmn´ UefeUUed Wo Na]i collaboUaWoUV. In Whe conWe[W of Whe 

µ67 WaU, hiVWoUianV haYe geneUall\ XndeUVWood Whe ³FifWh ColXmn´ aV a Ueference to Polish Jews, 

because it echoed a pre-World War II accXVaWion of JeZV aV a ³FoXUWh PaUWiWion´ SoZeU, meaning 

they shared equal responsibility with the Prussian, Russian, and Austrian Empires for 

dismantling the Kingdom of Poland in the 18th Century.48 Several Politburo members convinced 

GomXáka Wo VWUike Whe ³FifWh ColXmn´ comSonenW fUom Whe SUeVV UeleaVeV giYen Wo SUinWed 

newspapers; oWheU UefeUenceV Wo WWII, VXch aV GomXáka¶V deVcUiSWion of IVUael¶V offenViYe aV a 

Blitzkrieg, stayed in print. He inViVWed WhaW ³IVUael¶V aiU oSeUaWion«coXld onl\ be eTXaWed ZiWh 

Whe deciViYe VXcceVV of Whe GeUman LXfWZaffe´ oYeU Poland in 1939 and accXVed PoliVh-born 

Jews in Israel of forgetting the trauma that befell Poland and the sacrifices that Poles made to 

save Jewish lives.49 

NoneWheleVV, Whe ³FifWh ColXmn´ comSonenW Wo GomXáka¶V JXne 19th speech validated a 

more broadly anti-JeZiVh comSonenW of Poland¶V IVUael Solic\. PUo-Israel sentiments were listed 

as the cause for removal of 54 party members. According to Dariusz Stola, of the 382 Jews that 

ZeUe liVWed b\ Whe SecXUiW\ SeUYice aV haYing ³SUo-IVUael aWWiWXdeV«76 ZeUe joXUnaliVWV and 

writers, 51 individuals in upper managerial positions in the administration, 46 scholars and 36 

laZ\eUV.´50 BoĪena S]a\nok¶V UeVearch in the Ministry of Internal Affairs archives has shown 

 
48 Michlic, Poland’s Threatening Other, 247. 
49 Poland, aW WhiV Wime, UefeUV Wo Whe Middle EaVW aV Whe ³NeaU EaVW,´ bXW I Zill XnifoUml\ XVe Middle EaVW in WhiV We[W. 
³Wáad\VáaZ GomXáka o agUeVji na bliVkim ZVchod]ie," ĩycie literackie, June 25, 1967. Anat PlockeU, ³ZioniVWV Wo 
Dayan: The Anti-Zionist Campaign in Poland, 1967-1968´ (PhD DiVVeUWaWion, SWanfoUd UniYeUViW\, 2009), 76. 
50 DaUiXV] SWola, ³AnWi-Zionism as a Multipurpose Policy Instrument: The Anti-Zionist Campaign in Poland, 1967-
1968,´ in Anti-Semitism and Anti-Zionism in Historical Perspective: Convergence and Divergence, ed. Jeffrey Herf 
(New York: Routledge, 2007), 170. 
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that these professions were generally under scrutiny.51 Foreshadowing the conflation of certain 

inWellecWXal SUofeVVionV ZiWh ³ZioniVWV´ WhaW ZoXld occXU in MaUch 1968, aXWhoUiWieV aW Whe 

MiniVWU\ of InWeUnal AffaiUV UeSoUWed WhaW, ³SUo-IVUaeli V\mSaWhieV of Whe µnaUUoZ ciUcle of aUWiVWic 

and liWeUaU\ SeoSle¶ were a form of resistance to party policy rather than an expression of 

genXine VXSSoUW foU IVUael.´ PoliVh CaWholic V\mSaWh\ foU IVUael ZaV e[Slained in Whe MiniVWU\ of 

InWeUnal AffaiUV b\ labeling Whem ³CaWholicV of JeZiVh deVcenW.´52  

Talk of Whe ³FifWh ColXmn´ Ue-emerged in Poland in 1968. In January, the Polish 

government banned the play Dziady [Forefathers’ Eve], written by the Romantic poet Adam 

MickieZic], foU ³anWi-RXVVian oYeUWoneV.´ The conWUaVW ZiWh neighboUing C]echoVloYakia, ZheUe 

the specter of censorship had been lifted, was striking. Over the coming months, writers, 

VWXdenWV, and oWheU inWellecWXalV SUoWeVWed Whe goYeUnmenW¶V XVe of cenVoUVhiS. TenVionV bXilW aV 

the government labeled protestors of all types and persuasions (students, politicians, Catholics, 

Jews, journalists) as ³ZioniVWV´ bent on destabilizing the government. On March 8, Polish 

students gathered to protest the banning were attacked by state police.53  

The anti-Zionist campaign took place in the press, in the streets, in fliers, and in public 

speeches. Jewish student protesters and their political supporters were often referred to in the 

SlXUal (³MichnikV, S]lajfeUV, and ZambUoZVkiV´²names of actual Jewish student protestors) in 

order to emphasize their pervasiveness in Polish society and connote collective Jewish 

responsibility for social disorder.54 The student protestors in particular were accused of being 

SaUW of an ³IVUaeli-WeVW GeUman SloW Wo oYeUWhUoZ Whe PoliVh goYeUnmenW.´ The indeSendenW 
 

51 BoĪena S]a\nok, Poland - Israel 1944-1968: In the Shadow of the Past and of the Soviet Union, Wyd. 1. 
(Warsaw: Institute of National Remembrance, Commission of the Prosecution of Crimes against the Polish Nation, 
2012), 431. 
52 PlockeU, ³ZioniVWV Wo Da\an,´ 87-88. 
53 Wáod]imieU] Rozenbaum, ³The MaUch EYenWV: TaUgeWing Whe JeZV,´ 1968: Forty Years After 21, edited by Leszek 
GáXchoZVki and AnWon\ PolonVk\ (O[foUd: LiWWman LibUaU\ of JeZiVh CiYili]aWion, 2009), 78-9. 
54 Dariusz Stola, Kampania antysyjonistyczna w Polsce, 1967-1968 (Warsaw: Instytut Studiów Politycznych, 
Polskiej Akademii Nauk, 2000) 83. 
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Polish Catholic organization, Znak, and other members of intellectual and artistic groups were 

also accused of being prominent allies of an international Zionist conspiracy with goals of 

destabilizing the Polish state. Furthermore, links were made between the Czechoslovak reform 

moYemenW and ³ZioniVWV´ in Poland, and Whe anWi-Zionist campaign was credited with preventing 

³aWWemSWV Wo inVWall a PoliVh DXbþek.´55 

The anti-Zionist campaign caught the attention of Czechoslovak intellectuals, who were 

exercising their newfound freedom of speech. Not only did it remind them of their own fight for 

some degree of journalistic independence from the year before, but also the search for internal 

³ZioniVWV´ in the early 1950s represented by the Slánský Trial. Moreover, now many Czech and 

Slovak intellectuals recognized this rhetoric as fundamentally anti-Semitic. Although these were 

all issues that became increasingly important to Czechoslovak intellectuals over the course of the 

1960s, there is a clear correlation between the outbreak of violence in Poland in March and 

increased press interest in the Slánský Trial, anti-Semitism, and Middle East Politics. In fact, the 

only issue that was discussed in the Czechoslovak press before the outbreak of violence in 

Poland was the Middle East conflict (Figure 5.5), which increased significantly after March. 

 
55Mikolaj Kunicki, Between the Brown and the Red: Nationalism, Catholicism, and Communism in Twentieth-
Century Poland—The Politics of Boleslaw Piasecki (Columbus: Ohio University Press, 2012), 153-157. 
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Fig. 5.5. The caWegoU\ of ³AnWi-SemiWiVm´ Zill be diVcXVVed in fXUWheU detail later in this chapter. 
It essentially refers to instances where individuals overtly link the anti-Zionist campaign, Middle 
East Policy, and the Slánský Trial as manifestations of anti-Semitism. Source: Appendix D, 
Section 6.  
 

However, just because journalists and commentators were able to openly offer their 

opinion on anti-Zionism, that does not mean that these opinions were necessarily well received. 

Writers speaking out against the anti-Zionist campaign, anti-Semitism or anti-Israel attitudes 

created controversy that, on occasion, crossed national borders. Political scientists in particular, 

writing in many cases before 1980, have recognized the importance (and divisiveness) of Israel 

and the Slánský Trial to Prague Spring politics, but few have connected these issues either with 

the cultural movements discussed in preceding chapters, or with the return of anti-Zionism in 

Poland.56 In the following sections, I detail how the confluence of the anti-Zionist campaign in 

Poland and freedom of press in Czechoslovakia led to a maelstrom of public discourse about 

anti-Zionism, anti-SemiWiVm, and Whe C]echoVloYak VWaWe¶V UeVSonVibiliW\ Wo defend Israel, 

particularly its socialist citizens, and protect and uplift their domestic Jewish population. 
 

56 See, for example, H. Gordon Skilling, Czechoslovakia’s Interrupted Revolution (Princeton: Princeton University 
Press, 1976), 373-411; 633-4; Kaplan Winter into Spring, 95-6. 
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The Middle East Conflict and the Anti-Zionist Campaign 

In contrast with 1967, Rudé právo occupied only 60% of articles published about the 

Middle East conflict in 1968. Moreover, beginning in March, they never contributed to more 

than 50% of monthly articles about the conflict (Figure 5.6). Only two weeks before the outbreak 

of Yiolence in Poland in 1968, AUnoãW LXVWig admiWWed in an inWeUYieZ he ³did noW belieYe neZV 

[he] read in Rudé právo about certain countries in the Middle East.´57 The opportunity for open 

expression, however, would prove to even have effect on Rudé právo. Rudé právo of 1968 was 

not the same Rudé právo of 1967. Only two articles in 1968 XVed WeUmV like ³aggUeVVion,´ 

³revanchist,´ ³imperialist,´ oU ³faVciVW´ in Whe Witle.58 By the anniversary of the µ67 War, even 

Rudé právo stressed the diversity of opinions in Israel in 1968.59 Publications like Literární listy, 

Reportér, Plamen, and Student published five times as many pieces after March 1968 as they did 

between June 1967 and February 1968. These publications stressed similarities between 

Czechoslovak reform socialism and the Israeli left and strove to distance the broader Israeli 

SXblic fUom Whe ³chaXYiniVWic´ ideaV of ³GUeaWeU IVUael´ adYocaWeV. Most of these publications 

had published no more than one piece in all of 1967. While an increase from one to five may not 

seem that significant, this meant that reform ideas played a much bigger role (especially after 

March) in shaping available press commentary on Israel.  

 
57 Denní zpráva ÚPS, no. 15 (2), Folder 144-1, Fund 318, ABS, Prague, Czech Republic.  
58 There were a few others that were generally negative towards Israel, but primarily article titles were much more 
SoViWiYe. Some negaWiYe WiWleV, moUeoYeU (³Holida\ in Hell,´ foU e[amSle, ZeUe aboXW cXlWiYaWing V\mSaWh\ foU Whe 
difficulty of life in Israel amidst the Arab-IVUaeli conflicW). FoU a VamSle, Vee YehXda LahaY, ³I]Uael: doYoleni Y 
pekle," Reportér 3, no. 27 (1968): 22; Jigal AUci, ³Jak SĜekonaW VWUach,´ Literární listy 1, no. 5 (March 28, 1968): 
10±11. See Appendix A, Section 5.  
59 The anniversary piece in June 1968 reviewed a book of Israeli youth opinions on the Middle East conflict, and it 
was a far cry from the pieces that appeared earlier describing Israel as an aggressor. BoĜek Homola, ³BXde Uok 
be]nadČje Y\VWĜtdin nadČjemi?´ Rudé právo, June 5, 1968.  
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VČUa âĢoYtþkoYi, a PUagXe joXUnaliVW Zho Senned VeYeUal SieceV on Whe Middle East 

conflict in 1968, announced on Radio PUagXe in ASUil WhaW iW ZaV ³neceVVaU\ Wo UeVXme 

diSlomaWic UelaWionV ZiWh IVUael.´ HeU UeaVonV foU WhiV ZeUe WZo-fold. First, she argued that it was 

illogical Wo bUeak Whem off in Whe fiUVW Slace. Second, ³oSen hoVWility of the socialist camp towards 

IVUael«iV boXnd Wo dUiYe [Israel] fXUWheU inWo Whe aUmV of Whe caSiWaliVW ZoUld«IVUael haV all Whe 

condiWionV foU a mXch moUe SUogUeVViYe SoViWion«WhiV oSen hoVWiliW\ of Whe VocialiVW camS iV 

harmful to the Israeli left Zing.´ AUgXmenWV VXch aV WhiV, Zhich Uelied XSon ideaV of Whe Xnified 

Fig. 5.6. 1968 shows significant increase in the percentage of articles about Middle East Policy 
published by reform presses, particularly after March. Source: Appendix D, Section 5. 
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socialist international movement, were common at the time. Though there was some talk of 

UeneZing diSlomaWic UelaWionV ZiWh IVUael among goYeUnmenW officialV afWeU âĢoYtþkoYi¶V VSeech, 

it never came to fruition.60 Thus, intellectuals who called for renewed diplomatic relations with 

Israel remained at variance with the Prague Spring regime.  

Articles on the Israeli left were based upon several suppositions. The first was that 

Israelis had a right to nationhood, and it followed that the Israeli invasion of Egypt had been a 

necessary preventative measure to the impending threat of another genocide. The second was 

that the refugee situation was unacceptable. The solution to the current problem was to support 

Whe IVUaeli lefW, Zho ZeUe ³oSenl\ fighWing foU Whe UeWXUn of Whe occXSied WeUUiWoUieV Wo Whe AUabV, 

are opposing terrorism against the Arab population and chauvinism and militarism in the Israeli 

UankV.´61 For example, Stanislav Budín told his readers in Reportér, ³LeW¶V VSeak concUeWel\, in 

Israel there exists a left, comprised of some civilian elements, intellectuals, the socialist party 

MaSam and MikXniV¶V commXniVW SaUW\...WhiV lefW alZa\V endoUVeV SUogUeVV in Whe aUena of ZoUld 

politics, lobbies against imperialism, is presently against the war in Vietnam, and endorses 

VocialiVm and eYen MaU[iVm.´ 62  Emphasis on leftist positions was meant to illustrate the 

common beliefs and social standards of leftist Israelis and reform communists in 

Czechoslovakia. Several interviews with members of Israeli leftist parties underscored their 

political similarities.63 Discussion of Vietnam, in this context, became part of a broader strategy 

Wo deconVWUXcW Whe SaUW\¶V common aVVeUWion WhaW IVUael¶V invasion of Egypt and U.S. involvement 

 
60 Jewish Aspects of the Changes in Czechoslovakia, Background Paper (London: Institute of Jewish Affairs, June 
30, 1968), 14-15. FoU e[amSleV of âĢoYtþkoYi¶V oWheU SieceV in 1968, Vee VČUa âĢoYtþkoYi, ³Me]i YilkoX a mtUem,´ 
Literární listy 1, no. 5 (MaUch 28, 1968): 11; VČUa âĢoYtþkoYi, ³Eg\SW Uok So Yilce,´ Literární listy 1, no. 20 (July 
11, 1968): 12±13. 
61 The TXoWe iV fUom âĢoYtþkoYi¶V VSeech on Radio PUagXe. Jewish Aspects of the Changes in Czechoslovakia, 15. 
62 SWaniVlaY BXdtn, ³V\hltdk\ a nadČje,´ Reportér 3, no. 12 (1968): 19.  
63 GabUiel LaXb, ³I]UaelãWt komXniVWp,´ Literární listy 1, no. 16 (June 13, 1968): 10±11; GabUiel LaXb, ³PUohliãent 
VoXdUXha GabUiela LaXba o inWeUYieZX V M. VilneUem,´ Literární listy 1, no. 21 (July 18, 1968): 12±13; Meir Vilner, 
³PUohliãent VoXdUXha MeiUa VilneUa o inWeUYieZX V jiVWêm ]SUaYodajem,´ Literární listy 1, no. 21 (July 18, 1968): 
12. 
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in Vietnam were both examples of capitalist imperial aggression.64 Budín urged readers to realize 

Whe imSoUWance of VXSSoUWing Whe gUoXS of lefWiVWV ³and UeaVonable SeoSle´ in IVUael, lamenWing 

WhaW ³XnfoUWXnaWel\ fUom us, from the socialist world and developed world, this help has so far 

noW aUUiYed.´65  

 Czechoslovak-born Israeli communist Yehuda Lahav, writing sometimes under the name 

Jigal Arci, wrote most of the articles on Israel in the Czechoslovak press. His long-lasting 

connections to the Czechoslovak journalist community²inclXding LadiVlaY MĖaþko²and his 

history of reporting on Israel for the Czechoslovak press endowed him with a position of 

authority.66 The article, ³HoZ Wo OYeUcome FeaU,´ WhaW aSSeaUed in Literární listy was a powerful 

e[amSle of LahaY¶V SeUVSecWiYe. He deVcUibed a fUagile ceaVe-fire line, formed only by the Jordan 

RiYeU. ReadeUV ZeUe Ueminded of Whe conWinXal WhUeaW of ³IVUaeli liTXidaWion´ in mXlWiSle Za\V. 

He emphasized Whe conVWanW SUeVence of deaWh: ³gXnfiUe eUXSWV heUe almost daily,´ he ZUoWe, 

³WankV, cannonV, and SlaneV VcaWWeU deaWh, AUab diYeUVioniVWV almoVW nighWl\ WU\ Wo bUeak WhUoXgh 

manned WeUUiWoU\.´ Then, he WUaced VWaWemenWV made b\ YaUioXV SoliWical leadeUs accusing Israel 

of ³conVSiUac\ againVW AUab naWionV´ oU aVVXUing WhaW IVUael ZoXld be ³dUiYen Wo Whe Vea.´ He alVo 

commenWed on IVUaeli ³e[WUemiVWV´ WhaW emeUged afWeU Whe ZaU, Zho ³dUeZ naWionaliVW, 

militaristic, and religious megalomaniacs without scruSleV«WhaW eiWheU aYoid Whe e[iVWence of 1.5 

million AUabV in Whe occXSied WeUUiWoUieV«oU faiWhfXll\ SUomoWe in VWaWe SoliWicV inVSiUing of maVV 

 
64 A photo of Israelis protesting Vietnam appeared one week earlier in an article on Vietnam. This too was part of 
Whe goal of MĖaþko¶V neZeVW book, Aggressors. See ³VieWnam²docela jiná válka,´ Reportér 3, no. 11 (1968), 18. 
See also YehXda LahaY, ³I]Uael: doYoleni Y Sekle," Reportér 3, no. 27 (1968): 22; Yehuda LahaY, ³MtU nemi 
alWeUnaWiYX,´ Reportér 3, no. 23 (1968): 19±20. 
65 BXdtn, ³V\hltdk\,´ 19.  
66 See Lahav, Zjazvený život. With the exception of important events such as the Eichmann Trial, Lahav (writing 
under Jigal Arci, AJ or Yehuda Lahav) was a significant contributor to news updates on Israel in the 1960s prior to 
the µ67 WaU. See, foU e[amSle Jigal AUci, ³RenegiWi ]achUinili Ben GXUionoYX YlidX,´ Rudé právo, February 22, 
1963, 4; AJ, ³KUach jednp konceSce,´ Rudé právo, FebUXaU\ 19, 1963, 5; AJ, ³I]Uael, SUodXkWiYiWa YeUVXV SoliWika Y 
]emČdČlVWYt,´ Mezinárodní politika 8, no. 12 (1964): 569- 571; AJ, ³I]Uael, Yolb\ do odboUX,´ Rudé právo, February 
21, 1965, 5. To comSaUe WheVe ZiWh Whe oYeUall aUWicleV on WhiV Wheme, Vee ³IVUael´ WoSic heading in ýlánky v þeských 
þasopisech for years 1962-1966.  
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AUab emigUaWion«eYeU\ comSaUiVon ZiWh Na]i occXSaWion onl\ needleVVl\ VWiUV SaVVion.´ In 

comparison, he emphasized that Whe ³democUaWic and SUogUeVViYe´ elemenWV in IVUael conVWanWl\ 

foXghW ³againVW chaXYiniVm, againVW eYeU\ injXU\ XnWo AUab ciWi]enV.´ 67  

Pieces on Israel were often paired with articles on current affairs in Poland. 68  The 

politician Josef Smrkovský and ZUiWeUV PaYel KohoXW, Jan PUochi]ka, and AUnoãW LXVWig SXblicl\ 

criticized the return of anti-Semitism in Poland. The latter three published an open letter in the 

trade union daily Práce calling foU Whe PoliVh goYeUnmenW Wo ³SXW an end Wo Whe shameful anti-

SemiWiVm, WhUeaWening Wo VWain Whe common fighW of Whe PoleV and JeZV againVW HiWleU¶V faVciVm.´ 

A radio broadcast in Bratislava accused Poland of reviving 50s era Slánský Trial anti-

Semitism.69 JiĜt LedeUeU, a Zell-known Czechoslovak reporter, took over reportage on Polish 

eYenWV and oSined in VeYeUal media oXWleWV WhaW Poland¶V cXUUenW cUiViV ZaV anWi-Semitic at its 

root. 70  A piece in Reportér made Whe link beWZeen Poland¶V MaUch 1968 and anWi-Israel 

statements clear by suggesting this was reminiscent of their own summer conflict from 1967.71  

The effect of this pairing was two-fold. First, most texts on Poland reminded readers that 

Poland had lost most of their Jewish population under Nazism, reinforcing the message that 

Israelis were victims, rather than allies of Nazism. Second, generally speaking, all of these 

articles emphasized that the conflict was not between nations, but between the enemies and 

defenders of a pluralistic vision of socialist humanism that accomodated both varied opinions 

and cultural backgrounds. Intellectuals openly rejected the dividing lines that the state was 

attempting to prescribe. For example, Filmové a televizní noviny came to the attention of the StB 
 

67 Jigal AUci, ³Jak SĜekonaW VWUach,´ Literární listy 1, no. 5 (March 28, 1968): 10±11. 
68 Examples of Polish texts paired with texts on Israel were: LedeUeU, ³PolVko- ]emČ Y naSČWt;´ SB, ³Neklid Ye 
VaUãaYČ;´ B, ³Po]nimk\,´ Literární listy 1, no. 4 (MaUch 28, 1968): 11; RadoVlaY SelXckê, ³PolVki ceVWa: od 
SaĨdieUnikX k...?´ Reportér 3, no. 12 (1968): 20±22. 
69  Jewish Aspects of the Changes in Czechoslovakia, 4-5. 
70 Ibid; See alVo JiĜt LedeUeU, ³PolVko WČchWo WêdnĤ," Literární listy (Ma\ 16, 1968): 11; LedeUeU, ³PolVko- ]emČ Y 
naSČWt.´ 
71 SB, ³Neklid Ye VaUãaYČ.´ 
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(which still kept tabs on what was being said in the press, in spite of the abolition of censorship) 

foU SXbliVhing a SUoSoVed UeVolXWion ³againVW anWi-SemiWiVm in Poland´ aW a MaUch confeUence foU 

the Union of Film and Television Artists. The Union¶V report linked anti-Semitism in Poland to 

the broader need to support colleagXeV facing SeUVecXWion fUom ³faVciVWV´ on boWh Whe UighW and 

the left: ³we all well know that«intellectuals, artists and Jews all fall into one bag,´ read the 

collecWiYe aUWiVWV¶ VWaWemenW, emShaVi]ing WhaW non-Jewish intellectuals and artists faced the same 

challenges and suffered the same persecutions as Jews more generally.72  

In essence, one¶V SeUVSecWiYe on IVUael ofWen became a liWmXV WeVW foU one¶V oSinion on a 

variety of issues, including the anti-Zionist campaign in Poland. Israel become a dividing line 

among ³diSlomaWic ZoUkeUV, joXUnaliVWV, and SoliWicianV aV a Zhole,´ and eYen fUom within the 

Prague Spring a political crisis began to form. As VČUa âĢoYtþkoYi SXW iW: ³And Vo Ze aUUiYed aW 

Whe e[WUaoUdinaU\ ViWXaWion in WhiV coXnWU\ Zhen one¶V aWWiWXde Wo Whe ZaU in Whe Middle EaVW 

became Whe cUiWeUion foU one¶V aWWiWXde Wo Whe inWeUnal cUiViV.´73 With censorship lifted, differing 

opinions among segments of the Czech and Slovak public became increasingly divisive and 

inflammatory.  

 

Czechoslovakia Revisits the Slánský Trial 

Re-evaluation of the show trials appeared in Czechoslovakia as early as 1956, when the 

SaUW\ ³caXWioXVl\ joined in Whe choUXV of denXnciaWion of Whe cXlW of SeUVonaliW\.´ HoZeYeU, Wo 

avoid slandering then president Klement Gottwald, blame for the trials was placed primarily on 

Slánský himself, thus limiting the purview of their retroactive search for justice to the trials 

 
72 Denní zpráva ÚPS, no. 24(1), Folder 144-1, Fund 318, ABS, Prague, Czech Republic. For more on Czechoslovak 
inWellecWXalV¶ belief WhaW Poland¶V anWi-Zionist rhetoric, anti-Israel rhetoric, and stalinist show trials were linked, see 
also  Skilling, Czechoslovakia’s Interrupted Revolution, 634. 
73 Jewish Aspects of the Changes in Czechoslovakia, 14. See also  Skilling, Czechoslovakia’s Interrupted 
Revolution, 633. 



 224 

condXcWed XS XnWil SlinVkê¶V aUUeVW. Man\ of Whe YicWimV of Whe SlinVkê TUial had been officiall\ 

rehabilitated by this point, but Slánský and hundreds of others sentenced in subsidiary trials had 

not, and there was no admission of a miscarriage of justice. As Political Scientist H. Gordon 

Skilling ZUoWe in 1976: ³AngeU oYeU Whe illegaliWieV of Whe fifWeV and UeVenWmenW oYeU Whe dela\V 

and inadequacies in the rehabilitation of victims after 1956 was a major element in the 

deYeloSing SoliWical cUiViV of Whe Vi[WieV.´ B\ JanXaU\ 1968, iW had become a fUeTXenW WoSic of 

diVcXVVion, and, he noWeV, ³b\ mid-MaUch an eVVenWial comSonenW of Whe official SUogUam.´74 

Domestic concern over this issue certainly grew throughout the 1960s, but the revival of anti-

Zionism in Poland was a blatant reminder that this rhetoric was still a vibrant element of 

communist politics. The explosion of discourse over the trials in March was not coincidental, but 

correlated with the revival of similar rhetoric in Poland (Figure 5.7).  

 
Fig. 5.7. The trends in press attention to the Slánský Trial and Poland are nearly parallel. Source: 
Appendix D, Section 6. 

 
 
 

 
74 Skilling, Czechoslovakia’s Interrupted Revolution, 49, 373-4. 
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In both cases, Zionism was one arm of a multi-layered set of accusations meant to 

quickly and easily demarcate internal enemies. Slánský had been made metonymic²like 

Michnik, Szlajfer, and Zambrowski²for a vaguely defined Jewish internal enemy in the early 

1950s. The public had more or less accepted the validity of that metonym by the 1960s. When 

the Prague Spring finally allowed for public criticisms of the trial, Slánský was reinterpreted as a 

metonym for stalinist victimhood in Czechoslovakia, particularly Jewish victimhood. In 

Slovakia, the association of Stalinism with Jewish victimization was slightly less overt than in 

the Czech lands, due to the execution of Vladimír Clementis, a prominent Slovak lawyer and 

politician executed along with Slánský. Although there were articles in the Slovak press about 

Clementis prior to March 1968, they usually focused on his contributions to law, politics, and the 

Slovak state, rather than the circumstances of his death.75  

Pieces on the Slánský Trial appeared in all of the major reform-leaning presses and were 

Senned eiWheU b\ Whe loYed oneV of e[ecXWed defendanWV (inclXding SlinVkê¶V ZidoZ) oU b\ 

victims of the trial who had escaped execution. The student journal, Student, featured many of 

these pieces.76 Widow and survivor testimonials were among the first pieces to deal with the 

Slánský Trial as a show trial and emphasize its emotional impact.77 On the whole, the large body 

of Slánský Trial discourse that emerged between March and August of 1968 illustrated a desire 

to distance the nation from past forms of spurious political justice. This new commentary 

 
75 See the entries for Vladimír Clementis in ýlánky v slovenských þasopisoch 14, no. 1 (JanXaU\ 1968) and ýlink\ Y 
VloYenVkêch þaVoSiVoch 14, no. 2 (FebUXaU\ 1968). B\ MaUch, aUWicleV had become moUe oYeUW aboXW Whe 
ciUcXmVWanceV of hiV deaWh. See ³TUagpdia þloYeka,´ ďud, March 12, 1968, 5.   
76  EYåen L|bl, ³PUoceV,´  Literární listy 1, no. 9 (April 25, 1968): 13. See for example, PeWU ChXdoåiloY and OldĜich 
UngeU, ³Vintm YiV ]e VmUWi VYpho mXåe,´ Literární listy 1, no. 11 (May 9, 1968): 5±6; DXãan Hamãtk, ³PUoceV\, 
kWeUp dČlal\ dČjin\,´ Literární listy 1, no. 5 (MaUch 28, 1968): 1, 5; Jan âling and Jan Vlk, ³PUoceV\ a UehabiliWace," 
Student 24 (1968): 7; Anna TXþkoYi, ³DoVW na jeden åiYoW?´ Reportér 3, no. 12 (1968): 5±6; as well as the rest of 
the texts in this section. JoVefa SlinVki, ³ZSUiYi o mpm mXåi,´ SaUWV 1-7, Líterarní listy 1:9-15 (1968), 16. See also 
JiĜt ýXWka and JoVefa SlanVki, ³HodnoWa SĜiWelVWYt,´ Reportér 3, no. 13 (1968): 6±9; Anna TXþkoYi, "SlinVkê a 
spol.-- jejich "Yelkê" SĜtSad aneb ]lp YČci neSĜichi]ejt najednoX," Reportér 3, no. 22 (1968): 8-11. 
77 IgoU CibXla, ³äena, kWoUi WUSela ]a laVkX,´ Veþerník, MaUch 30, 1968, 3; EdXaUd GoldVW�ckeU, "Zoþi-Yoþi," 
Slovenské pohĐady 84, no. 2 (1968), 36-55. 
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prompted responses from the trial prosecutor, Dr. Josef Urválek, who was still a prominent 

membeU of Whe KSý. An inWeUYieZ in Reportér was particularly telling:  

URVÈLEK: «TheUe ZeUe a feZ WhingV WhaW confiUmed m\ oSinion WhaW eYeU\Whing ZaV 
jusW. Reicin, foU e[amSle, ZaV a JeZ. PleaVe don¶W Wake WhaW aV an offenVe, I am jXVW Vtating 
a fact. He was a Jew and in the Komsomol and the Germans [would have] put him into a 
concentration camp for both, but he did not end up there and instead received a passport 
to emigrate. 
HÈJEK (inWeUYieZeU): BXW WhaW¶V noW eYidence. 
URVÈLEK: IW¶V noW, bXW When«Zhen Whe chaUge WhaW Reicin ZoUked ZiWh Whe GeVWaSo 
was put forward, well...Just read for yourself what was said about him in the Central 
CommiWWee of Whe KSý long befoUe Whe WUial«78 
 

UUYilek¶V aWWemSWV Wo defend himVelf UeinfoUced Whe belief WhaW Whe eUUoUV of SWaliniVW eUa 

communist thought had not been fully corrected. The dialogue between Urválek and Hájek 

indicated that tensions between citizens and the state extended beyond the question of 

inWellecWXalV¶ UighW Wo fUee oSinion to include right and wrong modes of communist governance. 

Fortunately, the reform government, as a whole, did not agree with Urválek¶V faiWh WhaW 

there had been no miscarriage of justice. In the end of April, the government passed a bill on 

rehabilitation for victims of political victims of the early 1950s. Before the beginning of May, 

the pages of Rudé právo announced that many victims of the Slánský Trial had not simply been 

rehabilitated, but given the highest awards and honors of the Czechoslovak state. Many were 

given awards in memoriam. Ironically, arrestee Eduard Goldstücker was awarded the ³Order of 

Klement Gottwald,´ named foU Whe KSý leadeU UeVSonVible foU hiV aUUeVW. B\ Ma\ 9, President 

Svoboda had signed a decree of amnesty to at least 20,000 more political prisoners. It was the 

anniYeUVaU\ of PUagXe¶V libeUaWion fUom Na]i occXSaWion, a da\ W\Sicall\ UeVeUYed foU SUaiVing Whe 

 
78 The conversation got rather heated, when Hájek suggested that these judges were still in power, Urválek angrily 
aVked ZheWheU Hijek e[SecWed him Wo ³Wake Whe gXilW´ and kill himVelf b\ jXmSing fUom PeWĜtn ToZeU, Karel Hájek 
and J. UUYilek, ³Hledint Yin\,´ Reportér 3, no. 13 (1968): 10. Urválek responded soon afterwards in J. Urválek, 
³JeãWČ jednoX k µHledint Yin\,¶´ Reportér 3, no. 16 (1968): 14.  
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beneYolence of Whe SoYieW Union¶V Red AUm\.79 In 1968, iW celebUaWed C]echoVloYakia¶V SaWh 

away from a Soviet past as well.  

 

Battling Anti-Semitism through Public Controversy 

The most dramatic series of conflicts broke out in the summer. These public media 

controversies each initially adressed a specific issue (anti-Zionism in Poland, anti-Zionism and 

anti-Semitism in Czechoslovakia, the continuation of Nazi rhetoric, parallels between the 

Slánský Trial and the present), but quickly spiraled to address multiple issues²or even on 

occasion, all of them. Reform-minded individuals at the center of each of these controversies 

made it clear that these issues all stemmed from anti-Semitism. The first press feud was over 

MĖaþko. GaYUil GU\]loY, Whe ediWor of the Bratislava-based Smena, UeYiYed Whe ³MĖaþko affaiU´ 

through his full-Sage cUiWiciVm of boWh MĖaþko¶V deciVion Wo immigUaWe Wo IVUael and Whe TXaliW\ 

of his novel Ako chutí moc. Gryzlov relied primarily upon a variety of unverifiable opinions by 

anon\moXV infoUmanWV, eYen WhoXgh he claimed Whe WZenW\ \eaUV he had knoZn MĖaþko made 

him an aXWhoUiW\ on MĖaþko¶V acWionV. Among oWheU WhingV, GU\]loY UeSeaWed UXmoUV WhaW 

MĖaþko¶V WUXe inWeUeVW in IVUael ZaV dUiYen b\ mone\ SUomiVed Wo hiV JeZiVh Zife and quoted a 

New York Times aUWicle WhaW accXVed MĖaþko of being a ³Ued Leon UUiV, and µAko chXWt moc¶ iV, 

in Whe beVW caVe, commXniVW VchmalW].´ The imSlicaWion ZaV WhaW MĖaþko ZaV Waking adYanWage 

of Israel and other Jewish issues to compensate for his own Stalinist past.80   

 
79 See ³ýeVW a VliYa Y\]namenanêm! PUoSĤjþent ĜidĤ,´ Rudé právo, April 30, 1968; Jewish Aspects of the Changes 
in Czechoslovakia, Background Paper (London: Institute of Jewish Affairs, June 30, 1968). 
80 Ostensibl\ GU\]loY¶V Siece ZaV inVSiUed b\ Whe enTXiUieV of WhUee IVUaeliV WhaW he meW in GeneYa, bXW Whe leWWeU 
SUeceded Whe fiUVW UeSoUWV WhaW MĖaþko ZaV in Vienna b\ onl\ a feZ da\V. IW iV alVo iUonic WhaW Whe oUiginal New York 
Times Siece called MĖaþko¶V ZoUk ³a commXniVW VoaS oSeUa´ and noW VchmalW]. GaYUil GU\]loY, ³ýeUYenê 
HemingZa\,´ Smena, March 5, 1968. DaYid BindeU, ³DeaWh of a DicWaWoU,´ The New York Times, September 10, 
1967, 370. 
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One respondent in Kulturny život noWed WhaW iW ZaV ³ama]ing, that the author and his 

editors created from [MĖaþko¶V] case a sensation now, more than a half a year after the wider 

SoSXlace foUgoW aboXW him and Whe ViWXaWion.´81 Indeed, WhiV ZaV Whe oYeUall effecW of GU\]loY¶V 

piece: his bUaVh SeUVonal aWWack on MĖaþko VWimXlaWed a SXblic conWUoYeUV\ WhaW conWinXed foU 

more than a month. There were twenty-one inWeUYieZV oU UeVSonVeV Wo GU\]loY¶V WhUee cUiWiTXeV, 

mostly in the Slovak press.82 The first wave of articles concerned themselves primarily with the 

joXUnaliVWic (in)YalidiW\ of VlandeU. Jin Ro]neU inViVWed WhaW a ³SoWenW joke´ WhaW MĖaþko 

³changed hiV name Wo MĖaþkohn´ in IVUael SUoYed WheUe ZaV an anWi-Semitic agenda in 

accXVaWionV WhaW mone\ moWiYaWed MĖaþko¶V trip to Israel.83 Gryzlov and his staff at Smena 

continued to battle MĖaþko-supportive authors, particularly in Whe SloYak SUeVV, oYeU MĖaþko¶V 

character and journalistic ethics. Ironically, this time, it was the official party presses that were 

VilenW on Whe MĖaþko affaiU.  

The moUe imSoUWanW effecW of Whe UeneZed MĖaþko conWUoYeUV\ ZaV Whe oSSoUWXniW\ foU 

MĖaþko Wo VSeak foU himVelf. In March, criminal proceedings ZeUe VXVSended, in Ma\, MĖaþko 

was granted amnesty, and in June, the state officially dropped all criminal proceedings. MĖaþko 

returned, meaning UeSoUWeUV had Whe XnXVXal oSSoUWXniW\ Wo conWacW MĖaþko.84 The broader public 

ZaV noW eYen aZaUe ZheUe MĖaþko had been²rumors had circulated that he was in the U.S. and 

West Germany, essentially suggesting he had abandoned the socialist cause. These interviews, 
 

81 MieUoVlaY H\Vko, ³NoYiniUVka eWika?´ Kultúrny život (March 15, 1968), 3.  
82 In addiWion Wo ³ýeUYenê HemingZa\,´ GU\]loY alVo Senned ³PUiaWeĐ mi je SokUaWeV, no Ylþãt SUiaWeĐ SUaYda,´ 
Smena, MaUch 19, 1968, and ³MeWod\ SoliWickp,´ Smena, ASUil 17, 1968 aboXW MĖaþko. OWheU SieceV inclXded 
LadiVlaY MĖaþko, ³SloYo ma LadiVlaY MĖaþko,´ Kultúrny život 23, no. 11 (1968): 1, 9; J. Lion, ³SSiVoYaWela 
]SoYČć: L. MĖaþko o VYpm Sob\WX Y I]Uael,´ JXl\ 5, 1968; LadiValY MĖaþko, ³AgUeVoUi: ÒU\Yok ] SUiSUaYoYanej 
knih\,´ Práca, August 18, 1968, 4; Ivan Mojík, ³MĖaþkoYa noYi kniha,´ Práca, August 18, 1968, 4; Mieroslav 
H\Vko, ³NoYiniUVka eWika?´; KaWaUtna La]aUoYi, ³ZiUXk\?´ Kultúrny život 13, no. 6 (1968): 6;  Ján RozneU, ³EãWe 
Ua] (a YlaVWne SUYnê Ua]) o SUtSade LadiVlaYa MĖaþkX,´ Kultúrny život 23, no. 11 (March 15, 1968): 2, 3. For more, 
see Appendix D, Section 6.  
83  Jin Ro]neU, ³EãWe Ua] (a YlaVWne SUYnê Ua]) o SUtSade LadiVlaYa MĖaþkX,´ Kultúrny život 23, no. 11 (March 15, 
1968): 2, 3. 
84 See ³UVneVent (14 kYČWna 1968),´ and ³UVneVent (4 þeUYni 1968),³ MV, V-8657 1, ABS, Prague, Czech 
Republic. 
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commentary, or sections of his newest book Aggressors, based explicitly on his opinion of 

³Vmall naWion aggUeVVoUV,´ offeUed UeadeUV Whe oSSoUWXniW\ Wo heaU MĖaþko¶V opinions on the role 

of anti-Semitism in the Slánský Trial and his personal feelings about Israel.85  

MĖaþko fUamed hiV deciVion Wo go Wo IVUael aV a ³moUal´ deciVion, ofWen linked Wo legacieV 

of World War II. He was clear that the issue in the Arab-Israel conflict was one of genocide: 

³EYeU\one haV WheiU definiWe limiWV, and m\ SaWience endV WheUe, ZheUe iW¶V a TXeVWion of 

genocide.´ When aVked VSecificall\ ZhaW inVSiUed him Wo ³commiW Vo VWUongl\ Wo IVUael,´ he 

highlighted the way Arab states revived Nazi rhetoric and the relationship between the ³JeZiVh 

WUaged\´ and Whe foUmaWion of IVUael. MĖaþko himVelf ofWen VWUeVVed WhaW hiV commiWmenWV Wo 

Israel were broad, implying that Czechoslovak citizens did not have to have a specific 

relationship with Israel to relate to its citizens.86 Discussion of Aggressors alloZed MĖaþko Wo 

state the broad implications of support for Israel eYen moUe cleaUl\. While Whe KSý UegXlaUl\ 

eTXaWed AmeUican acWionV in VieWnam Wo IVUael¶V SoViWion in Whe Middle EaVW, Aggressors 

deVcUibed IVUael¶V SoViWion aV SaUallel Wo VieWnam¶V. CommenWaWoUV noWed WhaW Whe book ZaV ³noW 

jXVW aboXW IVUael´ bXW ³Whe face of Whe ZoUld.´87 ThiV ZaV MĖaþko¶V conViVWenW meVVage²that 

one¶V V\mSaWhieV WoZaUdV IVUael UeflecWed moUe Whan jXVW Whe Middle EaVW cUiViV, bXW WheiU 

worldview and their commitment to humanism.  

While MĖaþko keSW Vome diVWance fUom hiV emoWional and SeUVonal connecWionV Wo IVUael, 

AUnoãW LXVWig did noW. PXblic conWUoYeUV\ oUiginaWed fUom LXVWig¶V WeleYiVed condemnaWion of 

anti-Semitism in Poland. First, Jozef Barecky, the editor-in-chief of the leading Polish party daily 

Trybuna ludu, gaYe a WeleYiVion inWeUYieZ ZheUe he accXVed LXVWig of hXUling ³inVXlWV againVW Whe 

 
85 LadiVlaY MĖaþko, ³SloYo ma LadiVlaY MĖaþko,´ Kultúrny život 23, no. 11 (1968): 1, 9; J. Lion, ³SSiVoYaWela 
]SoYČć: L. MĖaþko o VYpm Sob\WX Y I]Uaeli,´ JXl\ 5, 1968; LadiValY MĖaþko, ³AgUeVoUi: ÒU\Yok ] SUiSUaYoYanej 
knih\,´ Práca, AXgXVW 18, 1968, 4; IYan Mojtk, ³MĖaþkoYa noYi kniha,´ Práca, August 18, 1968, 4.  
86 LadiVlaY MĖaþko, ³SloYo mi LadiVlaY MĖaþko.´ 
87 IYan Mojtk, ³MĖaþkoYa noYi kniha,´ Práca, August 18, 1968, 4. 
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PoliVh SeoSle«comSaUing XV ZiWh Whe Na]iV.´ Then C]echoVloYakia¶V oZn LadiVlaY NoYomeVkê 

accused Lustig of being blindly pro-Israel and pro-ZioniVW, inViVWing LXVWig¶V oSinionV on Poland 

ZeUe ³aboYe all aboXW IVUael.´ LXVWig¶V UeVSonVe in Literární listy took up more than a page. The 

WiWle of Whe oSen leWWeU, ³Kdo malXje þeUWa na ]eć?´ (the title ³Who Painted the Devil on the 

Wall?´ ZoXld be moUe colloTXiall\ WUanVlaWed aV ³Who CUied Wolf?´) oXWlined LXVWig¶V agenda: 

to expose anti-Israel sentiments as crying wolf, looking for enemies that were never there.88  

If iW ZaV ³aboYe all aboXW IVUael,´ LXVWig set out to clarify what Israel was about. He 

recapped everything that had happened over the last year²inclXding Whe IV WUiWeUV¶ Union 

Congress²that never reached the broader public. The opinions that he was forbidden to say in 

print only a year earlier appeared at once. He directly compared the communist bloc position on 

the µ67 War to the wave of early 1950s communist bloc anti-Semitic show trials. He also 

established the Arab nations as the barbaric aggressors, rather than the Israelis, when he claimed 

thaW JoUdanian king HXVVein oUdeUed hiV WUooSV Wo ³kill JeZV ZheUeYeU \oX meeW Whem²on the 

Uoad, in Whe fieldV, in WheiU homeV, don¶W haYe SiW\ on Zomen, childUen, oU Whe old, VWab Whem, and 

Zhen \oX aUe ZiWhoXW ZeaSonV, biWe, VWUike, and VcUaWch Whem.´ TheVe victims of violent Arab 

nationalism were those who had once called Czechoslovakia their home:  

I imagined my friends, who left Czechoslovakia for Israel in 1948, when Israel was the 
result of the Zionist emulation of socialist camps, [it was] good, because they sliced into 
the British Empire and cut it well. I was with these people before in Terezín and 
Auschwitz and in Buchenwald and on the Prague barricades, many of these people fought 
in Whe SoYieW Union on Whe fUonW againVW HiWleU«I imagined WheiU children. 
 

For Lustig, support for Israel was clearly personal. At the same time, these words reinforced the 

hiVWoUical and conWinXing imSoUWance of IVUael¶V lefWiVW oUienWaWion. ThUoXgh boWh emoWional 

appeal and political empathy, Lustig stressed that Israel was not and should not be used as an 

 
88 AUnoãW LXVWig, ³Kdo malXje þeUWa na ]ed¶? OWeYĜenê doSiV\ LadiVlaYX NoYomČVk\,´ Literární listy 1, no. 13 (May 
23, 1968): 10±11. 
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instrument of international affairs. As many other interviews and commentary on Israel did at 

WhiV Wime, he aVked, ³Wh\ didn¶W Ze VeYeU diSlomaWic UelaWionV ZiWh oWheUV²Greece, the USA, 

with the pronouncedly fascist regimes in South America? Do you think this was only about 

IVUael?....iW¶V moUe Whan likel\ WhaW IVUael, like eYeU\ Vmall naWion, iV Vomeone¶V inVWUXmenW; bXW 

oWheU Whan being Vomeone¶V inVWUXmenW, iW¶V alone.´ FoU LXVWig iW ZaV alVo ³noW onl\ aboXW IVUael,´ 

but continued Jewish persecution, support for socialist camps worldwide, and the continued 

VWUXggle of ³Vmall naWionV.´89  

One final example shows how intellectuals used accusations against them to emphasize 

how anti-Semitism and bigotry linked the anti-Zionist campaign, the Slánský Trial, Nazi 

ideology, and anti-Israel policy. After receiving several violently anti-Semitic letters, Eduard 

Goldstücker chose to print the most vitriolic in Rudé právo with his own rejoinder. Goldstücker 

himself avoided expressly commenting on Israel in response to his epistolary assailant. He 

instead stressed the dangers of anti-Zionist rhetoric to humanist thought, and reminded readers 

that similar ideas had once been used as proof of his guilt during the era of the Slánský Trial. His 

reluctance to address Israel directly was understandable, given that his official relationship with 

Israel had once been justification for his imprisonment in 1950. Despite this reluctance, the 

episode is important because of the unique position Goldstücker held in both the student and 

bUoadeU inWellecWXal commXniW\ aV Whe head of Whe C]echoVloYak WUiWeUV¶ Union and Whe PUo-

rector of the Charles University in Prague.90  

In exchange for a foUmal oSening, Whe anon\moXV leWWeU began ZiWh ³MU. GoldVW�ckeU²

baVWaUd and ZioniVW h\ena!´ The letter writer alluded to a new political party of Jewish 

inWellecWXalV (SeoSled b\ none oWheU Whan Whe SloYak aXWhoU LadiVlaY MĖaþko) WhaW VXSSoUWed 

 
89 Ibid. 
90He was unanimously elected to both of these positions in 1968. 
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³IVUaeli aggUeVVoUV,´ had been allieV of SlinVkê and Na]i GeUman\, ZeUe aWWemSWing Wo XVe Whe 

ZioniVW SlaWfoUm Wo ³conWUol Whe ZoUld,´ coXld ³join handV ZiWh HiWleU´ and had been UeVSonVible 

for destabilizing events in Poland.91 The letter-ZUiWeU¶V YehemenW UheWoUic affirmed the opinion 

WhaW Poland¶V anWi-Zionism, the Slánský Trial, Nazi racism, and Middle East policy were all 

fundamentally related issues of anti-Semitism. According to Goldstücker, the pair of letters 

received thousands of responses. Rudé právo published sixteen responses on July 10: twelve in 

VXSSoUW of GoldVW�ckeU, and foXU WhaW ZeUe ³Vad and caXWionaU\ eYidence´ of ³anon\moXV WeUUoU, 

anti-SemiWiVm, and XncXlWXUed eYil.´92 A year earlier, this same publication affirmed this rhetoric 

with daily reports linking Israeli policies to Nazism and insinuations that Israel infiltrated world 

politics at the behest of Western capitalists. 

 The Jewish community was encouraged by the broad general support from the 

intellectual community to issue their own public declaration for safety, rehabilitation, and 

SUoWecWion fUom accXVaWionV of being agenWV of ³imSeUialiVW VecUeW VeUYiceV.´ B\ Ma\, Whe 

government had reapproved the millennial celebration for 1969, though the celebration never 

came to fruition.93 Being supportive of the Jewish community at this time did not in fact put one 

at odds with the Prague Spring government, but being supportive of renewed diplomatic relations 

with Israel did. It is important to note that both Gryzlov, who led the charge in MĖaþko cUiWiciVm, 

and Novomeský, who set his sights on Lustig, were both reformers.94 As Israel support became 

the highest expression of pluralism, these episodes indicated that Israel indeed was a dividing 

 
91 For more on this episode, see Kieval, Languages of Community, 227-8. EdXaUd GoldVW�ckeU, ³Obþanp, Po]oU!´ 
Rudé právo, June 23, 1968. 
92 Eduard Goldstücker, Eduard Goldstücker, interview by Jana Freisová, February 26, 1996, Shoah Foundation 
ViVXal HiVWoU\ AUchiYe; ³ZnoYX: Obþanp, Po]oU!´ Rudé Právo, July 10, 1968. 
93 It was scheduled for 1969, and the invasion prevented it from coming to fruition. Jewish Aspects of the Changes 
in Czechoslovakia, 20-24. It was also published in short form in Literární listy. See ³äidoVW þeVkêch åidĤ,´ Literární 
listy 1, no. 14 (1968): 2. 
94 NoYomeVkê ZaV eYen Whe YicWim of a 50V WUial. ³GaYUil GU\]loY,´ Literárne informaþné centrum, 
http://www.litcentrum.sk/slovenski-spisovatelia/gavril-gryzlov#curriculum_vitae; ³LadiVlaY NoYomeVkê,´ Literárne 
informaþné centrum, http://www.litcentrum.sk/slovenski-spisovatelia/ladislav-laco-novomesky. 

http://www.litcentrum.sk/slovenski-spisovatelia/gavril-gryzlov%23curriculum_vitae
http://www.litcentrum.sk/slovenski-spisovatelia/ladislav-laco-novomesky
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line among reformers. As Israel sympathies spread through the press, they caught the attention of 

the student movement. 

 

The Student Movement and the Fate of Israel Sympathies after 1968 

After the invasion in August, the issue of anti-Semitism and anti-Zionism remained 

relevant²although less public²for a number of reasons. A volunteer trip for university students 

and young journalists oUgani]ed b\ LadiVlaY MĖaþko Wo IVUaeli kibbXW]im was one of these 

reasons. Throughout the Prague Spring, the student union press, Student, frequently published on 

issues of anti-Semitism in Czechoslovakia²including the Slánský Trial, anti-Israel state policy, 

and obvious anti-Semitic elements of the Polish student protests.95 Paulina Bren has argued that 

the Czechoslovak student movement failed Wo find a ³common SoliWical langXage´ with Western 

European student movements, whose enthusiasm for tearing down the institutions of democracy 

seemed naïve to a generation that grew up under communism. Bren also points to affinities 

between the student movement and the Prague Spring regime, but suggests the student 

movement struggled to find a platform of their own.96 However, analysis of Student and student 

activities reveals that the student movement heavily advocated for one issue that was 

independent of government goals: Israel.  

 
95 Ale[andU KUameU and Jan KaYan, ³äen\ V Sodobnêm oVXdem: VeUiil Uo]hoYoUĤ Studenta s vdovami po 
popravených v procesu z roku 1952, Heda Kovalyová-MaUgolioYi,´ Student 4, no. 12 (1968): 1,3; Alexandr Kramer 
and Jan KaYan, ³äen\ V podobným osudem: Lída ClemenWiVoYi,´ Student 4, no. 13 (1968): 3; Alexandr Kramer and 
Jan KaYan, ³äen\ V podobným osudem: Marian Vilbrová-âlingoYi,´ Student 4, no. 15 (1968): 3. See also Emanuel 
PohaĜ and PeWU FeldVWein, ³J¶accXVe! äalXji! Ro]hoYoU V ChaUloWWe KUeibichoYoX,´ Student 4, no. 16 (1968): 3-5. For 
articles that consistently reference the anti-Jewish elements of the Polish repression of the student movement, see 
Milan KUoXWoYa, ³PolVko. VaUãaYa,´ Student 4, no. 14 (1968): 4; Miloã Remeã, ³Ne]klidnČni,´ Student 4, no. 16 
(1968): 1,6; Milan KUoXWYa, ³Ne]kUocenp PolVko,´ Student 4, no. 20 (1968): 4; V.S., ³VaUãaYVkp Wicho,´ Student 4, 
no. 22 (1968): 1; Miec]\VlaZ Machnicki, ³PUiYo na infoUmaci,´ Student, 4, no. 24 (1968): 4; PaYel HĜtãnê, 
³OdSoYČć SolVkpmX kolegoYi,´ Student 4, no. 28 (1968): 2. 
96 Paulina BUen, ³1968 EaVW and WeVW: ViVionV of PoliWical Change and SWXdenW PUoWeVW fUom acUoVV Whe IUon 
CXUWain,´ Transnational Moments of Change: Europe 1945, 1968, 1989 (New York: Rowman & Littlefield 
Publishers, 2004): 130-2. 
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Less than a week after student protests turned violent in Poland, Student published a 

retrospective piece re-eYalXaWing ³label of IVUaeli aggUeVVion.´ The piece opened by quoting 

LadiVlaY MĖaþko in Maariv (a popular Israeli daily) on his political emigration and established 

that Student¶V allegianceV ZeUe ZiWh MĖaþko. TheiU position on the Middle East was clear: ³In 

June, Israel fought for its independence and existence, the subjects of the Jewish nation for their 

Sh\Vical being.´ The current editor, Alexandr Kramer, was one of two contributors to the piece. 

By the end of June, Kramer was continuing his reportage on the Middle East from Israel.97 In the 

meantime, his bold pro-Israel stance received several public responses. The first, ³I diVagUee,´ 

UefXWed each of KUameU and äele]nê¶V aUgXmenWV in faYoU of IVUael; Whe Vecond, ³I e[Slain,´ 

added key insight into the positions of the Israeli communist parties and the Organization for 

Free Palestine (PLO) and ³oWheU WeUUoUiVW oUgani]aWionV.´98 The aXWhoU of ³I diVagUee,´ in WXUn, 

recieved at least four letter responses of his own, all of which came Wo KUameU and äele]nê¶V 

defense.99 

Student continued to build their pro-Israel platform through the early summer. In May, 

the student council of the Faculty of Arts at Charles University published its own call to renew 

diplomatic relations with Israel.100 Shortly therafter, the Syrian Arab Student Union held anti-

Israel demonstrations in Prague, and Student published commentary on one of their most 

offensive posters. The poster, which now hung in the entryway to the Syrian Arab Student Union 

dorm, depicted a JeZ ZiWh ³benW noVe and VSiWefXl Vmile XndeU Whe SWaU of DaYid´ UeceiYing a 

 
97Ale[andU KUameU and VladimtU äele]nê, ³DaYid ãel do Yilk\..Yolk\? neYolk\? So 9 mČVtctch,´ Student 4, no. 11 
(1968): 4. FoU moUe on KUameU, Vee ³ZemĜel komenWiWoU PUiYa Ale[andU KUameU,´ Novinky.cz, May 30, 2013, 
http://www.novinky.cz/domaci/269034-zemrel-komentator-prava-alexandr-kramer.html 
98 JoVef âWYeUiþek, ³NeVoXhlaVtm,´ Student 4, no. 22 (1968): 2; JiĜt KoXba, ³NeVoXhlaVtm,´ Student 4, no. 22 (1968): 
2; ViclaY KUXSka, ³NeVoXhlaVtm,´ Student 4, no. 18 (1968): 9; Hana HeiWlingeUoYi, ³V\VYČWlXji,´ Student 4, no. 18 
(1968): 9. 
99 Ing. âWČSin ZdenČk, ³NeVoXhlaVtm,´ Student 4, no. 24 (1968): 2; M. BeUgeU, ³NeVoXhlaVtm,´ Student 4, no. 24 
(1968): 2. 
100 Akademicki Uada VWXdenWĤ FFUK, ³Vê]Ya k SodSiVoYp akci ]a ]noYXnaYi]int diSlomaWickêch VW\kĤ V I]Uaelem,´ 
Student 4, no. 22 (1968): 10  

http://www.novinky.cz/domaci/269034-zemrel-komentator-prava-alexandr-kramer.html
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heart transplant from Nazism (Figure 5.7): ³accoUding Wo«one AUab VWXdent, [it was] the best 

poster from the May parade.´ For Student, hoZeYeU, iW ZaV ³Woo UeminiVcenW of Goebbel¶V 

pUoSaganda.´ The Siece claimed WhaW C]echoVloYak VWXdenWV ZeUe Whe VingXlaU VWXdenW gUoXS that 

criticized their ³AUab colleagXeV.´101 By the anniversary of the µ67 War, pro-Israel students had 

organized their own protest, where they urged passersby to sign their petition to resume foreign 

relations with Israel.102  

 
Image 5.1. A poster purportedly hanging in the Syrian Arab Student Union dorm.  

Source: N.S., Student 4, no. 25 (1968): 5. 
 

 From this point on, Israel appeared in almost every issue of Student, mostly through 

extensive features published by Alexandr Kramer from Israel. These pieces often emphasized 

affinities between Czechoslovakia and Israel, particularly by highlighting how Czech Jews 

 
101 N.S., Student 4, no. 25 (1968): 5.  
102 ³Non-jeZiVh C]echoVloYakian YoXWhV DemonVWUaWe foU RecogniWion of IVUael,´ Jewish Telegraphic Agency, June 
10, 1968.  
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brought Czechoslovak values to Israel. 103  KUameU¶V UeSoUWage encouraged reader responses 

reaffirming the pervasiveness of Israel support. A Prague doctor, for example, insisted that from 

among his acquaintances only one agreed with the state¶V position on Israel and ³spoke of 

µVWinking JeZV¶´ (foU him, Whe WZo ZenW hand in hand). He SUofeVVed WhaW he ZaV an IVUael 

sympathizer, not as a Jew, but as a Czechoslovak: ³our problem²Whe Vame aV IVUael¶s problem²

is the problem of the small nation, which wants to be independent, proud, and wants to build its 

happiness on moral principles...´104 IVUael¶V kindUed naWional chaUacWeU and goalV SUoYided Whe 

readers of Student ZiWh a common SoliWical langXage of ³Vmall naWionhood.´  

 This shared political language was repeated in other letters. SeYen VignaWoUieV of ³Whe 

Workers of TeUe]tn MemoUial HiVWoUical DeSaUWmenW´ responded specifically to foreign minister 

JiĜt Hijek¶V UecenW UefXVal Wo UeneZ diSlomaWic UelaWionV ZiWh IVUael. The\ ZeUe ³Zidel\ 

disappointed´ (along ZiWh ³Whe gUeaWeU SaUW of oXU SXblic´) that Hájek had rejected the possibility 

of renewing diplomatic relations. In less than two columns, they covered the full gamut of 

Czechoslovak arguments for Israel sympathy: Whe ³XneTXiYocal´ (jednoznaþný) association of 

Israel with aggression, severed diplomatic relations were not reflective of Whe ³inWeUeVWV of the 

Czechoslovak state´ oU ³harmony with the Marxist position towards the international question,´ 

Whe UighW of Vmall naWionV Wo SUoWecW WhemVelYeV fUom Whe ³e[WeUminaWion (vyhlazení) of their 

ciWi]enV,´ IVUael¶V UelaWionVhiS Wo ³Whe hoUUible SUecedenW of Whe eUa of HiWleUiVm,´ and diVbelief in 

an all-SoZeUfXl ³inWeUnaWional JeZU\.´105  

Student activists soon had the opportunity to learn even more about Israeli perspectives.  

In early July, LadiVlaY MĖaþko, ZiWh Whe helS of oWheU \oXng joXUnaliVWs and the Israeli 

 
103 Ale[andU KUameU and AYigdoU Dagan, ³JVme SUo SĜiWelVWYt V ýeVkoVloYenVkem,´ Student 4, no. 26 (1968): 1. 
Ale[andU KUameU, ³B\l jVem Y Ga]e,´ Student 4, no. 27 (1968): 3-5. See alVo Ale[andU KUameU, ³JeUXãalajim,´ 
Student 4, no. 31 (1968): 4-5. 
104 DU. KaUel âUimek, ³SYa] SĜiWel I]Uaele,´ Student 4, no. 30 (1968): 2.  
105 PUacoYntct hiVWoUickpho oddČlent SamiWntkX TeUe]tn, ³I]Uael²ýSSR,´ Student 4, no.26 (1968): 4.  
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government, began to organize a trip for student leaders (along with young journalists, publicists, 

and writers) to go and work on Israeli kibbutzim. The group of approximately thirty volunteers 

left on August 4th, their travel paid for in enWiUeW\ ZiWh Whe SUofiWV fUom MĖaþko¶V book 

Aggressors. Among the journalists, publicists, and writers were Peter Pithart, a young editor at 

Literární listy, and his family; Helena Klímová (the wife of author Ivan Klíma) and her young 

son; and PeWU ChXdåiloY, anoWheU ediWoU of Literární listy. The student leaders included Martin 

Vaculík (son of the well-knoZn ZUiWeU LXdYtk VacXltk, ZhoVe ³2000 WoUdV´ declaUaWion ZoXld 

become the direct impetus for the invasion of Czechoslovakia at the end of the month); LXboã 

Holeþek and JiĜt M�lleU, WZo of Whe moVW outspoken leaders in the student movement; and the 

students who organized the June petition to resume diplomatic relations with Israel.106 Their 

motivations included general curiosity, diVagUeemenW ZiWh Whe SaUW\¶V continued ³monoSol\ oYeU 

all decision-making,´ and the desire to express the sympathies of the broader Czechoslovak 

public for Israel.107  

 They stayed at kibbutzim Shomrat and Kfar Masaryk, which had been settled by Czech 

and Slovak immigrants in the West Galilee. Helena Klímová was quoted multiple times in the 

international Jewish press for saying that being in IVUael ³ZaV like fiUVW loYe.´ The same press 

sources reported that IVUael ZaV a ³V\mbol of fUeedom´ to these Czechoslovak students. 108 

Kramer¶V laVW feaWXUe in Student was on kibbutz Kfar Masaryk, and it reinforced the enigmatic 

 
106 Alexandr Kramer, Student¶V ediWoU, ZaV alUead\ in IVUael. OWheU VWXdenWV ZeUe ZdČnČk ToXã, IYan HaUWl, JaUoVlaY 
BaãWa, Michal SWaãa, and JaUoVlaY SXk. OWheU joXUnaliVWV inclXded Eda KUiVeoYi and Jana SmolanoYi. See ³PeWU 
PiWhaUW,´ in VítČzové? Poražení? vol. 1 in MiUoVlaY VanČk and PaYel UUbiãek, edV., (PUaha: V\dal PUoVWoU, 2005), 
751; PeWU PiWhaUW, "Moje VeWkint Ve åidoYVWYtm," Petr Pithart, March 3, 2006, 
http://www.pithart.cz/archiv_textu_detail.pp?id=303. Originally given as a lecture at the Jewish Museum in Prague. 
FoU moUe on Holeþek and M�lleU, Vee BUen, ³1968 EaVW and WeVW.´ 
107 TamaUa DeXWVcheU, ChUiV FaUle\, IYan HaUWel, Jan KaYan, Jan âling, MaUian âling, edV., Voices of Czechoslovak 
Socialists (MeUlin, 1976): 6; ³JiĜt M�lleU,´ in VítČzové? Poražení? vol. 1 in MiUoVlaY VanČk and PaYel UUbiãek, edV., 
(Praha: Vydal Prostor, 2005), 583; Klíma, My Crazy Century, 243. 
108 ³Radio ReYieZ: The PooU Old GenWleman,´ The Jerusalem Post, AXgXVW 9, 1968; Ya¶acoY FUiedleU, ³C]ech 
SWXdenW GUoXS µDoeV iWV biW¶ HeUe,´ The Jerusalem Post, August 8, 1968, 2. 
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romanticism of Israel. Though he tried ardently to give a clear picture of kibbutz life by 

describing daily activities and even counting the number of buildings, workers, cows, and weight 

of agricultural yield, the essence of the kibbutz was still elusive and experiential, a ³commXniVW 

society in the middle of a prospering capitalist country, \eW iW doeVn¶W belong Wo eiWheU. A kibbXW] 

iV«jXVW a kibbXW].´109 At the same time, Whe ³in-betweenneVV´ of the kibbutz condition gave 

Czechoslovak readers a point of commonality with kibbutzniks. Like the kibbutzniks, 

Czechoslovak reformers thought of theiU oZn ³WhiUd Za\´ VocialiVm dXUing Whe PUagXe SSUing as 

a political philosophy somewhere in between Soviet communism and unchecked capitalism. 

Perhaps this sentiment was expressed best by student volunteer Ivan Hartl, who told the The 

Jerusalem Post that, ³b\ ZoUking a monWh foU Tel-AYiY, I feel WhaW I am ZoUking foU PUagXe.´110 

In a matter of weeks, this sense of solidarity between Tel-Aviv and Prague was reinforced by the 

Soviet-led Warsaw Pact invasion of Prague. 

On August 20, only one day before Warsaw Pact tanks would cross Czechoslovak 

borders, the group VaZ ³C]echoVloYak YehicleV, caUV, aUmoUed WUanVSoUWeUV«200 meWeUV fUom Whe 

[IVUaeli] boUdeU´ WhaW had been VenW Wo aid S\Uia. ³IW ZaV a deSUeVVing e[SeUience,´ PiWhaUW laWeU 

commenWed, ³Ze ZeUe aVhamed«Ze Vaid, Ze [Woo] coXld be occXSieUV.´ This feeling passed, 

however, when Soviet tanks crossed Czechoslovak borders the following day, aided by the 

Warsaw Pact countries of Poland, East Germany, Bulgaria, and Hungary. The intention was to 

return Czechoslovakia to the pre-reform status-quo. ³The neZV in IVUael ZaV dUamaWic,´ PiWhaUW 

Vaid, ³becaXVe Whe\ liYed WhUoXgh iW, Whe\ e[SeUienced iW WhemVelYeV a \eaU ago.´111 Moreover, 

 
109 Ale[andU KUameU, ³KibbXW] KfaU MaVaU\k,´ Student 4, no. 32 (1968): 1, 4-5.  
110 FUiedleU, ³C]ech SWXdenW GUoXS,´ 2. 
111 ³PeWU PiWhaUW,´ 752.  
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being in Israel when the Soviet Union invaded cemented their feeling of mutual understanding 

between Israel and Czechoslovakia. Although they were offered asylum, most returned.112  

Back in Prague, several circulating rhetorical tropes suggested that Czechoslovaks were 

like ³JeZV´ after the invasion. Posters equating 1968 to 1938 and graffiti swastikas (labeled with 

the names of the five participating Warsaw Pact powers) adorned the walls and the streets.113 On 

August 26, Student Uan Whe WiWle ³Will We WeaU SWaUV of DaYid?´ aboYe TXoWeV fUom Whe PoliVh 

daily Trybuna ludu and the East German Neues Deutschland claiming ³ZioniVW elemenWV´ ZeUe 

UeVSonVible foU ³coXnWeUUeYolXWion´ in C]echoVloYakia.114 ³FoU Whe WhiUd Wime in m\ VhoUW life,´ 

MĖaþko ZUoWe of accXVaWionV againVW him, ³I am a JeZ.´ 115  BlaWanW VXVSicion of ³ZioniVW´ 

intellectuals lasted for the duration of normalization (the process of returning to the pre-reforms 

status quo).116  

In some cases, parallels were invoked between Czechoslovakia and Israel on the eve of 

the µ67 war. Ivan Svítak, a Czech philosopher, wrote about a poem called ³HandV of GoliaWh´ 

that circulated after the invasion, aWWUibXWed Wo Whe SVeXdon\m ³Jan DaYid´ (likely a combination 

of one of the most common Czech names and GoliaWh¶V DaYid), likening C]echV Wo DaYid againVW 

a Soviet Goliath. Only one year earlier, this same metaphor was used around the world to 

 
112 ³C]ech SWXdenWV OffeUed NeZ ImmigUanW SWaWXV if Decide Wo SWa\ in IVUael,´ Jerusalem Telegraphic Agency, 
AXgXVW 30, 1968. See alVo ³JiĜt M�lleU.´ 
113 Josef Koudelka, Invasion 68: Prague (New York: Aperture Foundation, 2008), 115, 168, 186-7, 250-52. 
114 ³BXdoX Ve noVtW daYidoY\ hYČ]d\?´ Student, August 26, 1968. 
115 MĖaþko, Siedma noc, 40.  
116 FoU e[amSle, PaYel KohoXW ZaV Vo aUdenWl\ decUied aV a ³ZioniVW´ WhaW The New York Times incorrectly reported 
him aV a ³JeZiVh aXWhoU´ (and coUUecWed WhemVelYeV a Zeek laWeU). ³PUagXe BaUV TUiS b\ JeZiVh AXWhoU,´ The New 
York Times, JanXaU\ 7, 1970, 5; PaXl Hoffman, ³JeZV in C]echoVloYakia FeaU RiVe of AnWi-SemiWiVm in PaUW\,´ The 
New York Times, January 14, 1970, 11. For more, see also footnote 5. 
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describe Israel against a more powerful Egypt. 117 Many made this parallel apparent by declaring 

³noZ I XndeUVWand [IVUael]´ oU ³noZ I knoZ ZhaW an aggUeVVoU iV.´118  

ReViVWance Wo Whe VWaWe¶V anWi-Israel policy was linked to the literary, cinematic, and 

theatrical phenomena in several ways. First, the community of individuals who were outspoken 

in WheiU diVaSSUoYal of Whe VWaWe¶V aWWiWXde WoZaUdV IVUael ZeUe coUe membeUV of Whe liWeUaU\, 

cinematic and journalistic community who spent much of the preceding decade concerned with 

promoting or circulating narratives that highlighted the Jewish experience. Second, the rhetoric 

of parallel experience²comSaUing Whe MXnich AgUeemenW Wo Whe eYe of Whe µ67 WaU and Whe 

common bond of Czechs with Jews²shared commonalities with interpretations of Jewish 

narratives in film, literature, and theater. At the same time, cultivation of sympathies for Israel 

ofWen Uelied XSon ZeaSoni]ing Whe VWaWe¶V oZn UheWoUic and XVing iW againVt the state or Arabs in 

the Middle East. Israel remained so important as a foreign policy issue in part due to the 

symbolic role it had assumed in 1967, but also because of the anti-Zionist campaign in Poland.   

The experience of the invasion and the presence of student kibbutz volunteers in politics 

then cemented these sympathies through the normalization period and into the post-communist 

period. Many of the student volunteers became involved in the dissident movement.  Most were 

Charter 77 signatories. Many became part of the post-communist political atmosphere, if not 

directly, through the indirect means of being a part of the broader intellectual elite that formed 

 
117  Ivan Sviták, The Czechoslovak Experiment, 1968-1969 (New York: Columbia University Press, 1971), 202. 
118 The fiUVW TXoWe iV aWWUibXWed Wo ³a Zoman joXUnaliVW´ in IVUael b\ Whe Jewish Telegraphic Agency. The second 
TXoWe comeV fUom an Xnnamed ³deSUeVVed fUiend´ Wo LadiVlaY MĖaþko. ComSaUiVonV beWZeen IVUael and 
Czechoslovakia aSSeaU ofWen in boWh MĖaþko and PeWU PiWhaUW¶V bookV on Whe inYaVion (PiWhaUW¶V iV noW biogUaShical, 
but the fact that he interprets Israel consistently into the domestic Czechoslovak crisis is notable). Both Pithart and 
MĖaþko¶V bookV had Wo be SXbliVhed fiUVW b\ foUeign SUeVVeV, and PiWhaUW¶V XndeU a SVeXdon\m. See ³C]ech KibbXW] 
Becomes Haven for Non-JeZiVh C]ech ViViWoUV Wo IVUael,´ Jerusalem Telegraphic Agency, August 23, 1968; 
MĖaþko, Siedma noc, 20; Petr Pithart, Osmašedesátý (Praha: Rozmluvy, 1990).  
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the post-communist political order.119 They carried their political sympathies with them, and 

several of the symbols from 1968 have persisted to the present²references to Munich and 

IVUael¶V ³UighW Wo SUoWecW iWVelf´ aSSeaUed aV UecenWl\ aV 2012 dXUing SUoWeVWV againVW Ga]a¶V 

attacks on Israel. Later that year they were repeated when the Czech Republic became the only 

European country to vote against the UN resolution to recognize Palestine as a non-voting 

member state.120 In addition, many normalization policies served to cement the importance of 

authors who emigrated after 1968. As the Conclusion will show, the categorical banning of those 

who emigrated (inclXding AUnoãW LXVWig, LadiVlaY MĖaþko, and many others) functioned 

pragmatically to cement their works and their opinions as morally righteous and politically 

popular in the post-communist period.  

 
119 Petr Pithart, for example, was Prime Minister of Czechoslovakia from 1990-1992, then became a Senator, acting 
aV PUeVidenW of Whe SenaWe WZice. JiĜt M�lleU became one of Whe moVW Zell-known Czechoslovak political prisoners of 
the 1970s, and became a prominent member of several post-commXniVW edXcaWional foXndaWionV. JaUoVlaY BaãWa ZaV 
active in the lustration process. Eda Kriseová was banned from practicing journalism in 1972, and later became 
HaYel¶V biogUaSheU. IYan HaUWl helSed to produce the first Plastic People of the Universe studio album. In addition to 
these kibbutz volunteers, most of the rest, including Kramer, Klímová, and Suk were Charter 77 signatories. See 
³PeWU PiWhaUW;´ ³JiĜt M�lleU;´ Kltma, My Crazy Century, 342; ³ZemĜel;´ RoVenbeUg, The Haunted Land, 74-75; ³Kde 
domĤY moj? IYan HaUWl²mĤå, kWeUê nee[iVWXje,´ Knihovna Václava Havla, http://www.vaclavhavel-
library.org/cs/index/kalendar/420/kde-domov-muj-ivan-hartl-muz-ktery-neexistuje; ³JaUoVlaY SXk,´ ýeská pozice, 
http://www.ceskapozice.cz/u/jaroslav-suk .  
120 LiboU DYoĜik, ´V Eg\SWČ Ve moåni bltåt Uo]X]lent nejnoYČjãtch boXĜt,´ ýeský rozhlas, Dec 3, 
2012, http://www.rozhlas.cz/cro6/stop/_zprava/1145394; ³I]UaelVkê SUemipU NeWanjahX Y Praze, iDnes, Dec 5, 2012, 
http://zpravy.idnes.cz/izraelsky-premier-netanjahu-v-praze-d7s-/domaci.aspx?c=A121204_170738_domaci_jw; Jan 
ChaUYiW ³PUahX naYãWtYil i]UaelVkê SUemipU Benjamin NeWanjahX,´ Radio Praha, Dec 06, 2012, 
http://www.radio.cz/cz/rubrika/udalosti/prahu-navstivil-izraelsky-premier-benjamin-netanjahu; Josef Kubeczka, 
³ZSUiY\,´ ýeský rozhlas, November 25, 2012, http://www.radio.cz/cz/rubrika/bulletin/zpravy--3170 . 

http://www.vaclavhavel-library.org/cs/index/kalendar/420/kde-domov-muj-ivan-hartl-muz-ktery-neexistuje
http://www.vaclavhavel-library.org/cs/index/kalendar/420/kde-domov-muj-ivan-hartl-muz-ktery-neexistuje
http://www.ceskapozice.cz/u/jaroslav-suk
http://www.rozhlas.cz/cro6/stop/_zprava/1145394
http://zpravy.idnes.cz/izraelsky-premier-netanjahu-v-praze-d7s-/domaci.aspx?c=A121204_170738_domaci_jw
http://www.radio.cz/cz/rubrika/udalosti/prahu-navstivil-izraelsky-premier-benjamin-netanjahu
http://www.radio.cz/cz/rubrika/bulletin/zpravy--3170
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Conclusion 
 

In 1969, Karel Kozelek was facing the most important task of his career. He had risen 

quickly in the ranks. In 1963, he had been appointed head of the University Library from his post 

as head of the Economic Division. In 1969, he was appointed head of a commission to direct a 

new library project: Wo cleanse Whe librar\ s\sWem of noZ ³objecWionable´ Zorks WhaW had been 

deemed responsible for C]echosloYakia¶s dalliance ZiWh reform poliWics dXring Whe PragXe Spring. 

Over the three years that it took to refine the list of banned books, Kozelek was promoted to the 

head of the National Library. Essentially, the National Library, with Karel Kozelek proudly 

standing as its head, would do its best to erase the literary and intellectual legacy of the 1960s in 

its entirety.1 

Some decisions were easy. Authors who emigrated after the Soviet-led Warsaw Pact 

InYasion of C]echosloYakia Zere caWegoricall\ placed on Ko]elek¶s ³LisW of EliminaWed LiWeraWXre 

and Banned AXWhors.´2 Other decisions were more difficult. Kozelek fretted over a familiar name: 

JiĜt Weil. AfWer his hard-fought right to publish, would Weil be banned, condemned again to 

erasure within the annals of Czechoslovak literary history? IW seemed JiĜt Weil¶s posWhXmoXs 

career was coming to an end.3  

By the final version, Weil had been spared the fate of many of his colleagues who wrote 

about Jewish experiences. Most authors found themselves on the list as ³EmigranWs and E[ponenWs 

of Right-Wing PoZer.´ The absence of Weil¶s name on Whe ³LisW of EliminaWed Books,´ Zhich Whe 

 
1 ³Zipis ]e ]asedint ÒsWĜednt me]iresorWnt komise pro Ĝt]ent proYČrk\ knihoYntch fondĤ knihoYen jednoWnp 
soXsWaY\ [15. kYČWna 1973],´ Folder ³ZpriY\ o prĤbČhX proYČrk\ 1973-1990,´ SK ýSR, OZF, NK HosWiYiĜ, Prague, 
CZ; ³Zápis z porad\ Yedent SK ýSR dne 1.10.1970,´ Folder ³10 porada vední,´ Box Zápisy z porad vedení SK 
1967-1968, SK ýSR, OZF, NK HosWiYiĜ, Prague, CZ. 
2 ³SmČrnice,´ and ³Zisad\ pro hodnocent WiskoY\n se ]iYadnêm poliWicko-ideoYêm obsahem,´ Folder ³SmČrnice 
MK ýSR 1969 o Weni]i fondĤm,´ Bo[ 1, SK ýSR, OZF, NK HosWiYiĜ, Prague, CZ. 
3 HandZriWWen sheeWs, Folder KoncepW\, Bo[ 3, SK ýSR, OZF, NK HosWiYiĜ, Prague, CZ. 
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National Library finally completed in 19724 and was the definitive guide to this new retroactive 

censorship measure, however, did not save Weil from the same fate as the rest of his colleagues 

who wrote about Jewish themes. Weil, like the vast majority of writers and filmmakers who 

focused on Jewish narratives in their works, would not be published again until after the collapse 

of communism.5  

 A large number of authors Zere placed on Whe ³LisW of EliminaWed Books and ObjecWionable 

AXWhors´ because they emigrated nearly immediately; the invasion seemed to mark a return to the 

anti-Semitism of stalinism.6 Most authors fell into this caWegor\ of ³EmigranWs,´ WhoXgh some Zere 

labeled ³E[ponenWs of righW-Zing poZer´ (Hana BČlohradski), and a feZ oWhers were placed on 

Whe lisW of ³AXWhors of ideological and poliWicall\ objecWionable Zorks´ (including two black humor 

books about the Holocaust, Jan MarWinec¶s When Kohn met Rabinowitz, and J.R. Pick¶s Society for 

the Protection of Animals).7 The Slovak library produced an additional, independent list, that 

included some Slovak specific writers, including the translator of Sholem Aleichem.8  

Functionally, being left off the list hardly improYed aXWhors¶ chances to publish Jewish 

narratives. Only seven Czech or Slovak authors managed to successfully publish works about Jews 

between 1972, when the list was completed, and the collapse of communism. The reasons for being 

allowed to continue publishing were varied. Some, like Norbert Frýd, had always kept 

 
4 ³Se]nam ]asWaralp a neYhodnp liWeraWXr\ [April 12, 1973],´ Folder ³SmČrnice MK ýSR 1969 o Weni]i fondĤm,´ 
Bo[ 1, SK ýSR, OZF, NK HostiváĜ, Prague, CZ. 
5 In some cases, libraries reWXrned Weil¶s Zorks an\Za\, eYen WhoXgh his name Zas Wechnicall\ noW on Whe lisW. ³K3 
Jihoþeskê,´ Folder Se]nam\ Y\Ĝa]oYanp liWeraWXr\ podle krajX, Bo[ 9, SK ýSR, OZF, NK HosWiYiĜ, Prague, CZ. 
6 Heda Margolius-Kovalý describes this feeling well. Kovlály, Under a Cruel Star, 185-191. 
7 ³Se]nam ]asWaralp a neYhodnp liWeraWXr\ [April 12, 1973],´ Folder ³SmČrnice MK ýSR 1969 o Weni]i fondĤm,´ 
Bo[ 1, SK ýSR, OZF, NK HosWiYiĜ, PragXe, CZ. For how authors were labeled, see ³I. AXWoĜi emigranWi a e[ponenWi 
pravicových sil v létech 1968/1969,´ Folder ³RĤ]np maWeriil\ k se]namĤm ~Yod\ aj.,´ Bo[ 3, SK ýSR, OZF, NK 
HostiváĜ, PragXe, CZ. For reasons for indiYidXal Zorks, ³Oddtl þ. III. ýeãWt aXWoĜi ± jednoWliYp WiWXlk\,´ Folder 
³RĤ]np maWeriil\ k se]namĤm ~Yod\ aj.,´ Bo[ 3, SK ýSR, OZF, NK HosWiYiĜ, Prague, CZ. When Kohn met 
Rabinowitz was banned for conWaining ³AnWi-RXssian anecdoWes.´ 
8 Folder Se]nam\ Y\Ĝa]enp liWeraWXr\, SK ýSR, OZF, NK HosWiYiĜ, PragXe, CZ 
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ideologically in line with the communist regime. Ladislav Fuks was likely forced into being an 

informant with the StB, at least in name. The ever-popular Romeo, Juliet and Darkness was 

published four more times in Czech and twice more in Slovak. Ota Pavel had never published 

about the experience of being Jewish prior to 1970, which perhaps helped him to evade suspicion 

from the authorities. These authors published only eight new titles and seven of them belonged to 

WZo aXWhors, FranWiãek Langer (published posthumously) and Ota Pavel.9 Overall, this suggests the 

approval of a few specific authors and texts. It is possible that publishers were intentionally 

allowing a few token works about Jews in the wake of the anti-Zionist campaign to counter 

international charges of anti-Semitism (a practice in Poland at the time).10  

In spiWe of Whese feZ aXWhors¶ Yar\ing degrees of sXccess, narraWiYes aboXW Jews in the 

Czechoslovak cultural sphere were ultimately decimated. Jewish narratives in film suffered similar 

blowbacks. In the decade between 1958 and 1968, 41 authors published books about Jews and nine 

directors completed films about Jews. That number shrank to five authors and one director in the 

decade after 1972, when the cultural terms of normalization were finally decided.11 In 1970, the 

Central Office of the Czechoslovak Film made a new development plan, recognizing how 

important film was in shaping communist culture.12 Directors either emigrated or were punished 

by being having their output strictly monitored, being relegated to television, or both.13 Kafka was 

 
9 For these publications, see Appendix A, Section 1. Ladislav Fuks had a file as an informant that was destroyed in 
1989. SYa]ek reg. þ 19380 PH, kr\ct ni]eY ³Lid¶a sYi]ek kaWegorie ³A´ (agenW), ³D´ (dĤYČrntk), který byl dne 
7.12.1989 ]niþen, ABS, Prague, CZ.    
10 ³ProdXkcja i Ro]poZs]echnianie filmyZ Z rokX 1968,´ Fund 1843, Kat. A 4/45, AAN, Warsaw. Poland banned 
four films about Jews, one of which, Ascension Day, was eventually briefly released to counter charges of anti-
SemiWiVm. JaQXV] NaVfeWeU¶V The Long Night, fared less well, going unreleased until the fall of communism, while 
KaZaleURZic]¶V Austeria, was eventually made in the early 1980V. The fRXUWh film ZaV AlekVaQdeU FRUd¶V Korczak, 
which was eventually made in Israel while he was in exile.  
11 Appendix A, Section 1 and Appendix B.  
12 ³Tp]e o ro]Yoji ýeskosloYenskpho filmX do rokX 1970,´ Folder 2, Òě ýSF (kol. rady) R12/AI/5P/6k, NFA, 
Prague, CZ.  
13 Joseph Gelmis, ³C]echs¶ Liberal MoYies in Limbo,´ The Washington Post, September 15, 1968, E1; Antonín J. 
Liehm and Jan NČmec, ³Jan NČmec,´ The International Journal of Politics 3, no. 1/2 (1973) 133-42; Drahomira 
Liehm and ZbynČk Brynych, ³Zb\nČk Br\n\ch,´ The International Journal of Politics 3, no. 1/2 (1973): 78-92; 
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also again banned. Commentators recognized the link between socialist reforms and changes in 

the literary and cultural atmosphere.14 German author Heinrich Böll, who happened to be in Prague 

dXring Whe 1968 inYasion, WiWled his 1968 essa\ aboXW Whe inYasion ³The GXn Zas Aimed aW Kafka´: 

³OXWside Whe bXilding Zhere Kafka Zas born sWood a Wank,´ he ZroWe, ³iWs gXn barrel aimed aW Whe 

bXsW of Kafka. Here, Woo, s\mbol maWched realiW\.´15 

Indeed, the state was making the point remarkably clear: creating, circulating and 

discussing Jewish narratives played a significant role in the development of communist reform. 

Jewish narratives encouraged intellectuals, who were instrumental in defining the goals of the 

Prague Spring, to advocate for the importance of a political system where the vulnerable were 

protected, individuals felt free to speak and act against injustice, and society was able to admit and 

make amends for wrongdoings. In this new, post-reform moment, existentialism, pluralism, and 

societal self-criticism would no longer be allowed.  

The accXsaWions WhaW reformers Zere ³ZionisWs,´ Zhich was now widely recognized among 

inWellecWXals as a shorWhand for ³JeZ,´ reinforced Whe link beWZeen engagemenW ZiWh JeZish 

narratives and reform. Figures like LadislaY MĖaþko, PaYel KohoXW, Jan Kadár, and Eduard 

Goldstücker were labeled ³ZionisW,´ regardless of whether or not they were Jewish, because they 

had supported Israel after the 1967 Arab-Israeli War or promoted Jewish narratives to the 

Czechoslovak public.16 It was clear to commentators in the West that these figures were labeled as 

 
Antonín J. Liehm and JXraj JakXbisko, ³JXraj JakXbisko,´ The International Journal of Politics 3, no. 1/2 (1973): 
153-163; Macek, Kadár, 195-200; Antonín J. Liehm and JiĜt Weiss, ³JiĜt Weiss,´ The International Journal of 
Politics 3, no. 1/2 (1973): 40-69.  
14 Bahr, ³Kafka and Whe PragXe Spring;´ Tom Morris, ³From Liblice Wo Kafka,´ Telos 24 (1975): 163-70; Liehm, 
³Kafka in EasW EXrope;´ T\nan, ³C]ech Films E[cel.´ 
15 Heinrich B|ll, ³The GXn Was Aimed aW Kafka,´ in Missing Persons and Other Essays, translated by Leila 
Vennewitz, (Evanston: Northwestern University Press, 1994): 240. 
16 Pavel Kohout, for example, was so fervently decried as a Zionist that the New York Times described him as 
Jewish, even though he was not. See Chapter 5 for this episode. ³PragXe Bars Trip b\ JeZish AXWhor,´ New York 
Times, January 7, 1970, 5; Macek, Ján Kadár, 195-6; MĖaþko, Siedma noc, 40. 
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³dangeroXs´ for their works and ideas.17 The Xse of ³ZionisW´ as a shorW-hand for a politically 

destabilizing enemy was likely related to the anti-Zionist campaign in Poland. At the same time, 

the anti-Zionist campaign in Poland was pXrporWedl\ aboXW preYenWing a ³PragXe Spring´ in 

Poland.18 The fact WhaW being an inWellecWXal in faYor of reform marked one a ³ZionisW´ and a ³JeZ´ 

in both Poland and Czechoslovakia only seemed to confirm that Czechs and Slovaks were, in a 

sense ³like JeZs.´ As direcWor Jin Kadir said in an inWerYieZ afWer Whe 1968 inYasion, ³The 

consolaWion Zas WhaW being a JeZ Zas noW a priYilege of Whe JeZs.´19 

 Many intellectuals who went into exile went into a kind of limbo. It was unclear how long 

those in exile would have to leave Czechoslovakia, and in some cases, they seemingly got stuck 

in their 1960s work. Ladislav Grosman, for example, was still in talks to have a movie made of his 

novel The Bride, the last thing he published in Czechoslovakia, at Barrandov Film Studio after he 

had already left for Israel in 1969.20 Then, he thought his novel would be made into a movie by an 

American film studio, United Artists.21 As late as 1976, he thought the story would still be adapted 

in Czechoslovakia.22 IW Zasn¶W XnWil 1985 that it was finally made into the Israeli movie The 17th 

Bride.23 Even escaping official national Marxist orthodoxy did not save Eduard Goldstücker from 

haYing Wo defend Kafka againsW accXsaWions of being a ³boXrgeois reacWionar\.´ Goldstücker was 

 
17 See the United Artists poster in Macek Ján Kadár, 196; Gelmis, ³C]echs¶ Liberal MoYies.´  
18 For works that make arguments about Czechoslovak inspiration for displays of resistance in Poland in 1968, see 
PeWU Blaåek, àXkaV] KamiĔVki, aQd RXdRlf VpYRda, edV., Polsko a þeskoslovensko v roce 1968 (Praha: Ústav pro 
VRXdRbp dČjiQ\ AV ýR, 2006); Günter Bischof, Stefan Karner, and Peter Ruggenthaler, The Prague Spring and the 
Warsaw Pact Invasion of Czechoslovakia in 1968, The Harvard Cold War Studies Book Series (Lanham, Md.: 
Lexington Books, 2010); M. Mark Stolarik, The Prague Spring and the Warsaw Pact Invasion of Czechoslovakia, 
1968: Forty Years Later (Mundelein, Ill.: Bolchazy-Carducci Publishers, 2010). 
19 Jin Kadir in an inWerYieZ ZiWh AnWontn J. Liehm in 1971. Liehm, ³Jin Kadir ± Elmar Klos,´ OVWĜe VledRYaQp 
filmy, 128.  
20 LeWWer from BarrandoY Film SWXdios [JXne 5, 1969], Folder BarrandoY Film SWXdios, Korespondence pĜijaWi, Bo[ 
19/97 (Korespondence), Ladislav Grosman Personal Papers, LA PNP, Prague, CZ. 
21 LeWWer Wo VojWČch Jasnê [FebrXar\ 1, 1976], Folder VojWČch Jasnê, Korrespondence odeãlani, Bo[ 19/97 
(Korespondence), Ladislav Grosman Personal Papers, LA PNP, Prague, CZ. 
22 Letter to Ján Kadár [November 25, 1969], Folder Jin Kadir, Korrespondence odeãlani, Bo[ 19/97 
(Korespondence), Ladislav Grosman Personal Papers, LA PNP, Prague, CZ. 
23 Ha-Kala, directed by Nadav Levitan (1985; Island City: Sisu Home Ent. 2004, DVD). 
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offered a professorial position at Sussex University, where he Zas pXblicl\ denoXnced as a ³social 

imperialisW´ and ³reYisionisW´ b\ Whe SXsse[ UniYersiW\ Mar[isW-Leninist Student organization for 

rejecting a student¶s Marxist critique of Kafka.24 Perhaps motivated by this experience, he 

continued to repeat his arguments about Kafka from the Kafka Conference repeatedly over the 

next decades.25 

 Representations of Jews also, in a sense, ended up frozen in time. For the most part, the 

representations of Jews that emerged before 1972 were the only available representations for the 

rest of the communist period. Only four new literary works were published by Czech and Slovak 

authors and three movies (two of Zhich Zere based on OWa PaYel¶s works, who wrote three of the 

new literary works) for the rest of the communist period.26 In spiWe of Whe regime¶s aWWempWs Wo 

conWrol and limiW Whe pXblic¶s access Wo JeZish Whemes, Whe process Zas sloZ. IW Wook Whe NaWional 

Library three years to complete the definitive list of forbidden authors, and another three to collect 

all of the books from libraries and used book stores across the country.27 Even when the project 

was completed in 1975, the over 65,000 copies of banned Jewish narratives (and books about 

Kafka) collected were just a tiny fraction of the total copies of these books potentially circulating 

among the Czechoslovak public.28  

The long-term consequence of this state initiative was not to condemn these authors to 

obscurity. Authors, filmmakers, and theater producers were severely limited in publishing or 

 
24 Though the date of the letter is unclear, it discusses protests against the Warsaw Pact presence in Czechoslovakia, 
so presXmabl\ Zas ZiWhin a feZ \ears of Whe 1968 InYasion. ³An Open LeWWer Wo Whe C]echosloYakian SWXdenWs from 
Sussex University Marxist-LeninisW SWXdenWs,´ Folder D - Communist Party (Marxist-Leninist #1), Box 1 ± Political 
Groups, The Keep, Sussex, UK.  
25 For example, see Goldstücker, The Czech National Revival; GoldsW�cker, ³Ten Year afWer Whe Kafka S\mposiXm.´  
26 See Appendix A, Section 1; Appendix B.  
27 ³InYenWXrnt soXpis ]isob knih, 1972,´ and ³Zahraniþnt aXWoĜt,´ in Folder 4 - Se]nam\ Y\Ĝa]eYanp liWeraWXr\ a 
]aki]anêch aXWorĤ, SK ýSR, OZF, NK HosWiYiĜ, PragXe, CZ; ³Se]nam\ Y\Ĝa]oYanp liW. podle resorW,´ Folder 7, SK 
ýSR, OZF, NK HosWiYiĜ, PragXe, CZ; Se]nam ]asWaralp a neYhodnp liWeraWXr\ [April 12, 1973],´ Folder ³SmČrnice 
MK ýSR 1969 o Weni]i fondĤm,´ Bo[ 1, SK ýSR, OZF, NK HosWiYiĜ, PragXe, CZ. 
28 Appendix F.  
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producing new narratives about Jews from 1972 to1989. At the same time, authors who had fallen 

out of favor after 1968 only became more interesting by virtue of their illicit status. When the 

³Dictionary of Banned Authors´ Zas released in 1991, it included not only the majority of authors 

who wrote about Jews (some of which had not technically been banned), but also reviewers and 

those actively involved in advocating for renewed diplomatic relations with Israel.29 In the collapse 

of communism, these figures were thus made all the more exciting by their prohibition. As Ruth 

Ellen Gruber has written on 1990s Czechoslovakia: ³things Jewish were now recognized as potent 

symbols of new postcommunist freedoms.´30 

While this is true, it is only part of the story. PXblishing LXsWig, âkYoreckê, or Grosman 

did become a new liberty after being forbidden for two decades. However, ³Whings JeZish´ WhaW 

emerged afWer commXnism¶s collapse, parWicXlarly in the literary and theatrical world, were often 

not new at all. Numbers of literary works about Jews were not higher in the 1990s than in the 

1960s, though they stayed at high levels with more consistency (See Figure 6.1). In fact, numbers 

of published books about Jews did not exceed peak numbers from the 1960s until after 2000. 

Writers from the United States like Saul Bellow, Philip Roth, or Bernard Malamud, who had made 

brief appearances in the 1960s, made up a significant component of new works published in the 

first years of post-communism.31 Publication of foreign authors played a bigger role in the 1990s 

than it did in the 1960s, suggesting that Czech and Slovak writers were a more active and central 

part of creating Jewish narratives and Holocaust memory in the 1960s than the 1990s.  

 
29 Authors in the dicWionar\ inclXded Erik KXlka, ArnoãW LXsWig, LadislaY Grosman, JiĜt Weil, OWa PaYel, Josef 
âkYoreckê, Karol Sidon, Egon HosWoYskê, ArnoãW LXsWig, LXdYtk Aãkena]\, Hana BČlohridski. Reviewers and 
commentators: Jan Grosman, A.J. Liehm, Gabriel Laub, JiĜt Lederer, FranWiãek KaXWman. Israel commenWaWors: PeWr 
ChXdoåiloY, PaYel KohoXW, SWanislaY BXdtn, DXãan Hamãtk, VČra âĢoYtþkoYi, PeWr PiWharW, VikWor Fischl.  OWher 
releYanW names: Alfred Ridok, ArWXr London, Heda MargoliXs KoYalê, EdXard GoldsW�cker. JiĜt Brabec, ed. Slovník 
]aki]aQêch aXWRUĤ, 1948-1980 (Prague: Státní pedagogické nakladatelství: 1991).  
30 Gruber, Virtually Jewish, 25.  
31 Appendix A, Section 4.  
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Fig. 6.1. AXWhors from Whe ³WesWern World´ and Whose WhaW ZroWe in Yiddish make Xp a 
significantly higher portion of the published books about Jews in the first post-communist 
decades. Source: Appendix A, Section 4. 
 

 
Fig. 6.2. Thaw authors (banned or not) were responsible for the majority of literary works about 
Jews well into the post-communist period.
 Source: Appendix A, Section 4; Appendix E.  

 

Thaw authors refers to those whose careers either began or developed from 1958-1969. This is why a few texts 
from the pre-1949 period (mostly those of JiĜt Weil) are labeled ³ThaZ aXWhor.´ ThoXgh he had an inWerZar career, 
he primaril\ sXcceeded in pXblishing his ³JeZish´ We[Ws in Whe ThaZ. ³OWher CommXnisW AXWhors´ primaril\ refers Wo 
those published for the first time in 1970s and 80s, but also those who managed to publish in the 50s before 1958.  
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 The impact of the 1960s becomes even clearer when we examine the domestic authors who 

were published in the post-communist period. At least 50% of titles published in the post-

communist period every year were written by banned or Thaw authors (some works were new, 

published while in exile). It was not until 2012 that works by new authors regularly exceeded 

works by authors who came to prominence or first started publishing about Jewish experiences in 

the Thaw.  In other words, the outpouring of interest in Jewish literary works in the post-communist 

period was largely motivated by a re-discovery of 1960s authors who had gone largely unpublished 

in the 1970s and the 1980s (Figure 6.2). The number of works about Jews that circulated in the 

1990s was not new or unprecedented, and neither were many of the texts (or the authors who 

penned them). 

After books were re-published in the new, post-communist publishing houses, they were 

often adapted or re-adapted. Works like Romeo, Juliet and Darkness, A Prayer for Katherine 

Horowitz, Mr. Theodor Mundstock, and The Cremator were re-adapted as television films or 

plays.32 Literary works that had been published in exile by Thaw authors got new adaptations.33 

Romeo, Juliet and Darkness, Mr. Theodor Mundstock, Life with a Star, and other texts originally 

penned in the 1960s became core texts for teaching the Holocaust in the Czech Republic.34 Authors 

who wrote the adapted texts were the subject of numerous biographical and autobiographical 

 
32 Romeo, Julie a tma, dir. Karel Smyczek (PragXe: ýeski WeleYi]e, 1997); ³Romeo, JXlie a Wma,´ Divadlo v dlouhé, 
premiere February 2, 2019, accessed July 18, 2019, https://www.divadlovdlouhe.cz/repertoar/romeo-julie-a-tma/; 
³ModliWba pro KaWeĜinX HoroYiW]oYoX,´ Divadlo pod Palmovkou, premiere June 13, 2012, accessed July 18, 2019, 
https://www.i-divadlo.cz/divadlo/divadlo-pod-palmovkou/modlitba-pro-katerinu-horovitzovou ; ³SpaloYaþ mrWYol,´ 
DiYadlR PeWUa Be]UXþe, premiere September 23, 2016, accessed July 18, 2019, http://www.bezruci.cz/hra/spalovac-
mrtvol/; ³VojWa D\k Wanþt, ]ptYi, Y]dorXje smrWi. A komtn\ ligrĤ dêmajt,´ iDnes, May 30, 2016, 
https://www.idnes.cz/kultura/divadlo/pan-theodor-mundstock.A160530_110252_divadlo_ts.  
33 ³NemiloYani,´ Divadlo Kolowrat, premiere October 19, 2017, accessed July 18, 2019, http://divadlo-
kolowrat.cz/project/nemilovana/; ³ArnoãW LXsWig: NemiloYani - DiYadlo K.H. Mich\,´ Litomerický deník, accessed 
July 18, 2019, https://litomericky.denik.cz/tipy/arnost-lustig-nemilovana-divadlo-k-h-machy-264244.html.  
34 Milan MaãiW, ³K XplaWnČnt WemaWik\ ãoa Y liWerirntch þtWankich po drXhê sWXpeĖ ]ikladtch ãkol,´ Jazyk ± 
Literatura ± Komunikace 6, no. 2 (2017): 71-5.  

https://www.divadlovdlouhe.cz/repertoar/romeo-julie-a-tma/
https://www.i-divadlo.cz/divadlo/divadlo-pod-palmovkou/modlitba-pro-katerinu-horovitzovou
http://www.bezruci.cz/hra/spalovac-mrtvol/
http://www.bezruci.cz/hra/spalovac-mrtvol/
https://www.idnes.cz/kultura/divadlo/pan-theodor-mundstock.A160530_110252_divadlo_ts
http://divadlo-kolowrat.cz/project/nemilovana/
http://divadlo-kolowrat.cz/project/nemilovana/
https://litomericky.denik.cz/tipy/arnost-lustig-nemilovana-divadlo-k-h-machy-264244.html
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works, as well as interviews, in both print and television.35 Fiddler on the Roof reappeared as soon 

as 1990 in ýeskp BXdČjoYice.36 It played for over a decade at DiYadlo na FidloYaþce and in smaller 

cities throughout the Czech Republic and Slovakia.37 Actor Jozef Króner, in spite of having been 

in numerous movies and plays throughout his career, is often remembered for his roles as Tevye 

and Tono.38 Films like The Shop on Main Street, Diamonds of the Night, and The Cremator 

retained their place among the intellectual elite, becoming some of the hallmarks of the Czech 

New Wave and the subject of cinema studies research.39 

Kafka also reappeared in 1990s Prague, though at first with less enthusiasm. Writing about 

Kafka¶s reWXrn in Whe New York Times in 1989, reporWer John TagliablXe qXoWed IYo äele]nê, Whe 

editor at Odeon, who was re-pXblishing Kafka¶s Zorks in C]ech: ³People are noW as fond of Kafka 

as aW Whe end of Whe 1960s.´40 Kafka and other German-speaking Jewish writers had been identified 

as key bearers of Czechoslovak experience. AfWer Kafka¶s official approYal, ZriWers and 

 
35 For a small sample, see ArnoãW LXsWig, 3x18: (portréty a postĜeh\) (Prague: HAK, 2002); Aleã Haman, AUQRãW 
Lustig (Jinoþan\: H&H, 1995); Karel HYtåd¶ala and ArnoãW LXsWig, TachleV, LXVWig: UR]hRYRU V AUQRãWem LXVWigem 
(Prague: Mladi fronWa, 2010); ArnoãW LXsWig, Okamåik\: AUQRãW LXVWig Y]SRmtQtQi Qa OWu Pavla (Prague: Andrej 
âW¶astný: 2003); VondriþkoYi, Mrazilo-tálo; Jan Poliþek, PĜtbČh VSalRYaþe mUWYRl: dYRjSRUWUpW LadiVlaYa FXkVa 
(Prague: Plus, 2013); Aleã KoYalþtk, TYiĜ a maVka: postavy Ladislava Fukse (Jinoþan\: H&H, 2006); J. Rauvolf, 
M. ýech a P. Slavík, ³13. komnaWa ArnoãWa LXsWiga,´ 13. komnata, ýeski WeleYi]e, October 24, 2017, 
https://www.ceskatelevize.cz/porady/1186000189-13-komnata/209562210800003-13-komnata-arnosta-lustiga/; 
³Ladislav Fuks pohledem Vladimíra Drhy,´ GEN, ýeski WeleYi]e, September 25, 2018, 
https://www.ceskatelevize.cz/porady/874586-gen/293383930010014-ladislav-fuks-pohledem-vladimira-drhy/. 
36 ZdenČk Ziegler, ³SXmaĜ na sWĜeãe,´ The InWernaWional PosWer CollecWion, Colorado SWaWe UniYersiW\, ForW Collins, 
Colorado, http://hdl.handle.net/10217/43821.  
37 ³FidlikanW na sWreche,´ Divadlo Andreja Bagara v Nitre, premiered December 18, 1998, accessed July 21, 2019, 
http://www.dab.sk/inscenace/47-fidlikant-na-streche; ³âXmaĜ na sWĜeãe,´ DiYadlR Qa FidlRYaþce, premiered July 30, 
1998, accessed July 21, 2019, https://www.i-divadlo.cz/divadlo/divadlo-na-fidlovacce/sumar-na-strese-2006.  
38 See Jo]ef Kryner: FidlikanW na kor]e,´ Tv oko no. 36 (2008): 24, Folder 1, Jozef Króner collection, SFU, 
02.07.2003, Bratislava, SK and Macková, Osud tak chcel.  
39 For a small sample, see SWanislaYa PĜidni, Zdena âkapoYi, JiĜt Cieslar, and Jan DYoĜik, eds, DpmaQW\ YãedQRVWi: 
þeVkê a VlRYeQVkê film 60. leW, kaSiWRl\ R QRYp YlQČ (Prague: Praåski scpna, 2002); âkYoreckê, VãichQi Wi b\VWĜt mladt 
mXåi a åeQ\; Hames, The Czechoslovak New Wave. Liehm¶s Closely Observed Trains, a collection of interviews 
with film directors, which was published as individual articles in a special edition of The International Journal of 
Politics, and then translated into Czech in 2001 is another example of this. See Liehm, Closely Observed Trains; 
Liehm OVWĜe VledRYaQp Ylak\; and footnote 13 for interviews and the edition of The International Journal of 
Politics. Of the 14 filmmakers featured in the journal, 6 had made films about Jews under Nazi occupation, another 
had made attempted unsuccessfully to adapt a film about Jews under Nazi occupation (VojWČch Jasnê), and another, 
Karel KachyĖa, would go on to adapt the two adaptations of Ota Pavel.  
40 TagliablXe, ³Kafka¶s Homeland LifWs IWs Ban,´ 19.  

https://www.ceskatelevize.cz/porady/1186000189-13-komnata/209562210800003-13-komnata-arnosta-lustiga/
https://www.ceskatelevize.cz/porady/874586-gen/293383930010014-ladislav-fuks-pohledem-vladimira-drhy/
http://hdl.handle.net/10217/43821
http://www.dab.sk/inscenace/47-fidlikant-na-streche
https://www.i-divadlo.cz/divadlo/divadlo-na-fidlovacce/sumar-na-strese-2006
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filmmakers XWili]ed Kafka¶s e[pressionisWic sW\le in boWh noYels and films aboXW JeZs that made 

the same basic argument that the organizers of the Kafka Conference had made: that to be Jewish 

was to experience alienation from your home and bureaucracy, and to be alienated was be a Czech 

or Slovak in the 1960s. Publishing Kafka, therefore, may lost some of the weight of the 1960s, but 

when Kafka did return, there was a strikingly familiar element. Kafka¶s reappearance in post-

communist Prague has been all about re-inscribing Kafka into the city landscape, largely into the 

Jewish quarter. Many of Kafka¶s commemorative sites²his birthplace home, the memorial done 

by Jaroslav Róna, and the public square named in his honor²are there. Inscribing Kafka into the 

city of Prague meant re-arWicXlaWing Whe argXmenWs made aW Liblice aboXW Whe cenWraliW\ of Kafka¶s 

JeZishness Wo Kafka¶s relaWionship Wo PragXe, eYen if only implicitly. Kafka became a central 

component of Czech tourism, particularly in the Jewish Quarter.  

These links between the 1960s and the re-discovery of Jewish culture in Czechoslovakia 

have remained hidden as the result of normalization. One of the major consequences of the 1968 

invasion was a shift in dissent strategies. After 1968, intellectuals no longer believed in the 

possibility of reform, and shifted to dissidence. Though the regime reached out to the intelligentsia, 

many rejected their offers, especially initially.41 Instead of pushing the boundaries of socialist 

politics from within, they pushed back against the socialist state from outside of the system. As 

time went on, veiled comparisons between Jews under Nazism and life under stalinism seemingly 

lost their pertinence, as political imprisonment and show trials of students, musicians, writers, and 

priests became current and pressing issues. After this marked shift in intellectual culture and 

priorities, the rise of public interest in Jewish culture did, indeed, seem to appear out of the blue.  

 
41 See Bren, The Greengrocer and his TV, 55. 
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The dramatic increase in circulation of Jewish narratives in 1960s Czechoslovakia was 

driven initially by a desire to recover Jewish narratives from the violent erasures of Nazism and 

stalinism. Because anti-Semitism was a hallmark of both Nazism and stalinism in 

Czechoslovakia, intellectuals who optimistically hoped for a new political future after stalinism 

quickly gravitated towards Jewish narratives as a way of shifting the political culture of 

communism. Normalization contributed to a third erasure. By assuming that Jewish culture could 

not exist as a socially and culturally impactful phenomenon before the post-communist period, 

scholarly literature has also, in a sense, contributed to a fourth erasure. The efforts that Jews and 

non-Jews put forward towards countering anti-Semitism and changing the political culture of 

communism through the creation and circulation of Jewish narratives have remained obscured.  

There was also a darker side to the process of intellectuals embracing Jewish narratives. 

Jewish writers in particular (but also directors) played a significant role in promoting Jewish 

narratives in Czechoslovak intellectual circles. However, as more and more people stressed the 

centrality of Jews to understanding Czech and Slovak experience, commentators began to engage 

in a sort of rhetorical violence. It involved co-opting specificities of the experience being a Jew in 

20th century Europe, imagining that the search for place, status as an outsider, and victimization at 

the hands of oppressive bureaucracies bound Czechs, Slovaks, and Jews together. This logic 

persisted, in spite of the fact that Jewish narratives were severely curtailed after 1972. As Milan 

KXndera pXW iW in 1984, JeZs boXnd CenWral EXropeans WogeWher, like ³inWellecWXal cemenW, a 

condensed Yersion of iWs spiriW, creaWors of iWs spiriWXal XniW\. ThaW¶s Zh\ I loYe Whe JeZish heriWage 

and cling to it with as much passion and nostalgia as though it were my own.´42  

 
42 KXndera, ³The Traged\ of CenWral EXrope,´ 35. 
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Appendix B 
 

Feature Films about the Holocaust, 1945-1989 
 
Film Year Decade Country of Origin Director 
The Dunera Boys* 1985 80s Australia Ben Lewin 
God Does Not Believe in Us 
Anymore* 

1981 80s Austria Axel Corti 

The Inheritors 1983 80s Austria Walter Bannert 
Kassbach 1979 70s Austria Peter Patzak 
Pebbles 1982 80s Austria Lukas Stepanik 
Santa Fe 1985 80s Austria Axel Corti 
38: Vienna before the Fall 1986 80s Austria Wolfgang Gluck 
Welcome in Vienna 1986 80s Austria Axel Corti 
Brussels-Transit 1980 80s Belgium Samy Szlingerbaum 
Falsch 1988 80s Belgium Jan-Pierre and Luc 

Dardene 
High Street 1976 70s Belgium Andre Ernotte 
Stars 1958 50s Bulgaria Rangel Fulchanov 
Transports of Death 1984 80s Bulgaria Borislav Punchev 
Lucky Star 1980 80s Canada Max Fisher 
Birds, Orphans and Fools** 1969 60s Czechoslovakia Juraj Jakubisko 
The Boxer and Death 1962 60s Czechoslovakia Peter Solan 
The Cremator** 1969 60s Czechoslovakia Juraj Herz 
Death is Called Engelchen 1963 60s Czechoslovakia Jan Kadar and Elmar 

Klos 
Diamonds of the Night 1964 60s Czechoslovakia Jan Nemec 
Distant Journey** 1949 40s Czechoslovakia Alfred Radok 
Dita Saxová 1967 60s Czechoslovakia Antonín Moskalyk 
The Fifth Horseman is Fear 1964 60s Czechoslovakia Zbynek Brynych 
A Prayer for Katherine 
Horowitz* 

1965 60s Czechoslovakia Antonín Moskalyk 

The Shop on Main Street 1965 60s Czechoslovakia Jan Kadar and Elmar 
Klos 

Romeo, Juliet and Darkness 1959 50s Czechoslovakia Jiri Weiss 
Transport from Paradise 1962 60s Czechoslovakia Zbynek Brynych 
Exile* 1961 60s Czechoslovakia Jan MatČjovskê 
Forbidden Dreams 1987 80s Czechoslovakia Karel Kach\Ėa 
Night Overtakes Me 1986 80s Czechoslovakia Juraj Herz 
Golden Eels* 1979 70s Czechoslovakia Karel Kach\Ėa 
The Only Way 1967 60s Denmark Bent Christiansen 
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The Actress 1988 80s East Germany Siegfried Kühn 
The Blum Affair 1948 40s East Germany Erich Engel 
The Case will be postponed 1958 50s East Germany Herbert Ballmann 
Chronicle of a Murder 1965 60s East Germany Joachim Hasler 
The Fiancee 1980 80s East Germany Gunter Reisch and 

Cunter Rucker 
Incident in Benderdath 1956 50s East Germany János Veiczi 
Jacob, the Liar 1978 70s East Germany Frank Beyer 
Lebende Ware 1966 60s East Germany Wolfgang Luderer 
Lissy 1957 50s East Germany Konrad Wolf 
Marriage in the Shadows 1947 40s East Germany Kurt Maetzig 
Naked Among Wolves 1963 60s East Germany Frank Beyer 
Professor Mamlock 1961 60s East Germany Konrad Wolf 
Stars 1958 50s East Germany Konrad Wolf 
Stiekle, Heinze, 15 1987 80s East Germany Michael Kann 
The Valley of the Seven 
Moons 

1967 60s East Germany Gottfried Kolditz 

Naked Among Wolves* 1961 60s East Germany Georg Leopold 
Murderers among Us 1946 40s East Germany Wolfgang Staudte 
And Now, My Love 1974 70s France Claude Lelouch 
Army of Shadows 1969 60s France Jean-Pierre Melville 
A Bag of Marbles 1975 70s France Jacques Doillon 
Black Thursday 1974 70s France Michel Mitrani 
The Enclosure 1962 60s France Armand Gatti 
Commando Mengele 1987 80s France Andrea Bianchi 
Entre Nous 1983 80s France Diane Kurys 
For Those I Loved 1983 80s France Robert Enrico 
Gare de la Douleur 1984 80s France Henri Jouf 
Goodbye Children 1987 80s France Louis Malle 
Lacombe, Lucien 1974 70s France Louis Malle 
The Last Metro 1980 80s France Francois Truffaut 
Les Uns et Autres 1981 80s France Claude Lelouch 
Mr. Klein 1976 70s France Joseph Losey 
Natalia 1988 80s France Bernard Cohn 
One Man's War 1981 80s France Edgardo Cozarinsky 
La Passante 1982 80s France Jacques Rouffio 
A Tear in the Ocean 1973 70s France Henri Glaeser 
Special Section 1975 70s France Costa-Gavras 
A Tear in the Ocean 1971 70s France Henri Glaeser 
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The Glass Cage 1965 60s France Philippe Arthuys and 
Jean-Louis Levi-
Alvarès 

The Two of Us 1967 60s France Claude Berri 
The 25th Hour 1967 60s France Henri Verneuil 
Confidence 1980 80s Hungary István Szabó 
Mephisto 1981 80s Hungary István Szabó 
The Revolt of Job 1983 80s Hungary Imre Gyongyossi and 

Barna Kabay 
Somewhere in Europe 1947 40s Hungary Geza von Radvanyi 
Temporary Paradise 1981 80s Hungary Andras Kovacs 
25 Fireman's Street 1973 70s Hungary István Szabó 
Adamah 1948 40s Israel Helmar Lerski 
The Cellar 1963 60s Israel Natan Gross 
Korczak 1975 70s Israel Aleksander Ford 
The Martyr 1976 70s Israel Aleksander Ford 
Tel Aviv- Berlin 1987 80s Israel Tzipi Tropé 
The Wooden Gun 1978 70s Israel Ilan Moshenzon 
The Summer of Aviya 1988 80s Israel Eli Cohen 
The 17th Bride 1985 80s Israel Nadav Levitan 
My Father's House 1947 40s Israel Herbert Kline 
The Condemned of Altona 1962 60s Italy Vittorio De Sica 
The Damned 1969 60s Italy Luchino Visconti 
The Garden of the Finzi-
Continis 

1970 70s Italy Vittorio De Sica 

General della Rovere 1959 50s Italy Roberto Rossellini 
The Gold of Rome 1961 60s Italy Carlo Lizzani 
History 1986 80s Italy Luigi Comencini 
It was Night in Rome 1960 60s Italy Roberto Rossellini 
The Gestapo's Last Orgy 1977 70s Italy Cesare Canevari 
The Night Porter 1974 70s Italy Liliana Cavani 
Open City 1945 40s Italy Roberto Rossellini 
Sandra (Vaghe Stell 
dell'Orsa) 

1965 60s Italy Luchino Visconti 

Seven Beauties (Pasqualino 
Settebelezze) 

1975 70s Italy Lina Wermuller 

Nazi Love Camp 27 1977 70s Italy Mario Caiano 
Bastille 1985 80s Netherlands Rudolf van den Berg 
Charlotte 1981 80s Netherlands Franz Weisz 
Ice Cream Parlor 1985 80s Netherlands Dmitri Frenkel Frank 
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The Shadow of Victory 1986 80s Netherlands Ate de Jong 
And the Violins Stopped 
Playing 

1988 80s Poland Alexander Ramati 

Ascension Day 1969 60s Poland Jan Rybkowski 
Austeria 1983 80s Poland Jerzy Kawalerowicz 
Bad Luck 1960 60s Poland Andrzej Munk 
Birth Certificate 1961 60s Poland StanisáaZ RyĪeZic] 
The Beater 1963 60s Poland EZa a C]esáaZ 

Petelski 
Border Street 1948 40s Poland Aleksander Ford 
The End of our World 1964 60s Poland Wanda Jakubowska 
A Generation 1955 50s Poland Andrzej Wajda 
Landscape after Battle 1970 70s Poland Andrzej Wajda 
The Last Stage  1948 40s Poland Wanda Jakubowska 
Long Night** 1967 60s Poland Janusz Nasfeter 
People from the Train 1961 60s Poland Kazimierz Kutz 
Postcard from a Journey 1983 80s Poland Waldemar Dziki 
Samson 1961 60s Poland Andrzej Wajda 
After Your Decrees 1984 80s Poland Jerzy Hoffman 
White Bear 1959 50s Poland Jerzy Zarzycki 
Kornblumenblau 1989 80s Poland Leszek Wosiewicz 
Commissar 1988 80s Soviet Union Aleksander Askoldov 
The Unvanquished 1945 60s Soviet Union Mark Donsky 
Eastern Corridor 1966 60s Soviet Union Valentin Vinogradov 
Goodbye, Boys! 1964 60s Soviet Union Michal Kalik 
Sons of the Fatherland 1968 60s Soviet Union Latif Faiziev 
The Boat is Full 1981 80s Switzerland Markus Imhoof 
The Confrontation 1975 70s Switzerland Rolf Lyssy 
Lisa, aka The Inspector 1962 60s UK Philip Dunne 
Conspiracy of Hearts 1960 60s UK Ralph Thomas 
Escape from Sobibor* 1987 80s UK Jack Gold 
The Evacuees 1975 70s UK Alan Parker 
Just a Gigolo 1979 70s UK David Hemmings 
Odessa File 1974 70s UK Ronald Neame 
Return from the Ashes 1965 60s UK J. Lee Thompson 
Voyage of the Damned 1976 70s UK Stuart Rosenberg 
And the Violins Stopped 
Playing 

1988 80s USA Alexander Ramati 

The Attic 1988 80s USA John Erman 
The Big Red One 1980 80s USA Samuel Fuller 
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The Boys from Brazil 1978 70s USA Franklin J. Schaffner 
Cabaret 1972 70s USA Bob Fosse 
Child of our Time* 1959 50s USA George Roy Hill 
The Diary of Anne Frank 1959 50s USA George Stevens 
The Diary of Anne Frank 1980 80s USA Boris Sagal 
Enemies, A Love Story 1989 80s USA Paul Mazursky 
The Execution* 1985 80s USA Paul Wendkos 
Exodus 1960 60s USA Otto Preminger 
Forbidden* 1986 80s USA Anthony Page 
Friendship in Vienna* 1988 80s USA Arthur Allan 

Seidelman 
Hanna's War 1988 80s USA Menachem Golan 
Hitler's SS: Portrait in Evil* 1985 80s USA Jim Goddard 
Holocaust* 1978 70s USA Marvin Chomsky 
House on Garibaldi Street* 1979 70s USA Peter Collinson 
In the Presence of Mine 
Enemies 

1960 60s USA Fielder Cook 

Inside the Third Reich* 1986 80s USA Marvin Chomsky 
Judgment at Nuremburg 1961 60s USA Stanley Kramer 
Judgment at Nuremburg* 1959 50s USA George Roy Hill 
Julia 1977 70s USA Fred Sinnemann 
The Juggler 1953 50s USA Edward Dmytryk 
Lena* 1987 80s USA Ed Sherin 
The Man in the Glass Booth 1975 70s USA Arthur Hiller 
Me and the Colonel 1958 50s USA Peter Glenville 
The Marathon Man 1976 70s USA John Schlesinger 
Morituri 1965 60s USA Bernhard Wicki 
Music Box 1989 80s USA Costa Gavras 
Murderers among Us: The 
Simon Wiesenthal Story* 

1989 80s USA Brian Gibson 

Nazi Hunter: The Beate 
Klarsfeld Story* 

1986 80s USA Michael Lindsay-
Hogg 

The Pawnbroker 1965 60s USA Sidney Lumet 
Playing for Time* 1980 80s USA Daniel Mann 
The Producers 1967 60s USA Mel Brooks 
The Serpent's Egg 1977 70s USA Ingmar Bergman 
Rose Garden 1989 80s USA Fons Rademakers 
The Scarlet and the Black 1983 80s USA Jerry London 
The Search 1948 40s USA Fred Zinnemann 
Ship of Fools 1965 60s USA Stanley Kramer 
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Singing in the Dark 1956 50s USA Max Nosseck 
Skokie* 1981 80s USA Herbert Wise 
Sophie's Choice 1982 80s USA Alan Pakula 
To Be or Not to Be 1983 80s USA Alan Johnson 
Triumph of the Spirit 1989 80s USA Robert M. Young 
Incident in Vichy* 1973 70s USA Stacy Keach 
Twist of Fate 1989 80s USA Ian Sharp 
Operation Eichmann! 1961 60s USA R.G. Springsteen 
The Only Way 1970 70s USA Brent Christensen 
QB VII* 1970 70s USA Tom Gries 
Wallenberg: A Hero's Story* 1985 80s USA Lamont Johnson  
Judith 1966 60s USA Daniel Mann 
Conspiracy of Hearts* 1956 50s USA Albert Hackett 
The Wall* 1982 80s USA Robert Markowitz 
War and Remembrance* 1988 80s USA Alex Grasshoff 
Forced March 1989 80s USA Rick King 
The Hiding Place 1975 70s USA James F Collier 
War and Love 1985 80s USA Moshe Mizrahi 
Korczak and the Children* 1961 60s West Germany Sam Besekow 
The Serpent's Egg 1978 70s West Germany Ingmar Bergman 
Land of the Fathers, Land of 
the Sons 

1988 80s West Germany Nico Hoffmann 

Angry Harvest 1985 80s West Germany Agnieszka Holland 
Aren't We Wonderful? 1958 50s West Germany Kurt Hoffmann 
The Children from Number 
67 

1979 70s West Germany Usch Barthelmess-
Weller and Werner 
Meyer 

David 1979 70s West Germany Peter Lilienthal 
Death is My Trade 1976 70s West Germany Theodor Kotulla 
Ein Stück Himmel 1982 80s West Germany Franz Peter Wirth 
Escape Route from Marseille 1977 70s West Germany Ingemo Engstrom 

and Gerhard 
Theuring 

Fear Not, Jacob! 1981 80s West Germany Radu Gabrea 
Following the Fuhrer 1985 80s West Germany Erwin Leiser 
Germany, Pale Mother 1980 80s West Germany Helma Sanders-

Brahms 
The House on Karp Lane 1965 60s West Germany Kurt Hoffmann 
The Last Five Days 1982 80s West Germany Percy Adlon 
Lili Marleen 1981 80s West Germany Rainer Werner 

Fassbinder 
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Long is the Road 1948 40s West Germany Herbert B. 
Fredersdorf and 
Marek Goldstein 

Malou 1982 80s West Germany Jeanine Meerapfel 
Marianna and Juliane (Die 
Bleierne Zeit) 

1981 80s West Germany Margarethe von 
Trotta 

Die Mitläufer 1985 80s West Germany Erwin Leiser and 
Eberhard Itzenplitz 

The Marriage of Maria 
Braun 

1978 70s West Germany Rainer Werner 
Fassbinder 

Morituri 1948 40s West Germany Eugen York 
Only a Day* 1965 60s West Germany Egon Monk 
The Oppermanns* 1983 80s West Germany Egon Monk 
Spider's Web 1989 80s West Germany Bernhard Wicki 
Our Hitler, a Film from 
Germany 

1978 70s West Germany Hans-Jürgen 
Syberberg 

Raindrops 1982 80s West Germany Michael Hoffmann 
Roads in the Night 1980 80s West Germany Krzysztof Zanussi 
The Serpent's Egg 1977 70s West Germany Ingmar Bergman 
The Tin Drum 1979 70s West Germany Volker Schlöndorff 
Lebende Ware 1966 60s West Germany Wolfgang Luderer 
The Wansee Conference 1984 80s West Germany Heinz Schirk 
Waldhausstrasse 20 1960 60s West Germany John Olden 
Heimat 1984 80s West Germany Edgar Reitz 
100 Years of Adolf Hitler 1989 80s West Germany Christoph 

Schlingensief 
November Moon 1985 80s West Germany Alexandra von Grote 
Welcome to Germany 1988 80s West Germany Thomas Brasch 
The Yellow Star 1980 80s West Germany Dieter Hildebrand 
Witness out of Hell 1967 60s West Germany Zivorad Mitrovic 
Banjica* 1984 80s Yugoslavia Sava Mrmak 
Five Minutes of Paradise 1959 50s Yugoslavia Igor Pretnar 
Hranjenik 1970 70s Yugoslavia Vatroslav Mimica 
The Ninth Circle 1960 60s Yugoslavia France Stiglic 
Occupation in 26 Pictures 1978 70s Yugoslavia Lordan Zafranoviü 

 
* television movies.  
** completed films that were subsequently banned. 
 
+ For co-productions, I categorized by the nation of director, if applicable. On occasion, films 
are listed twice, when co-productions were also co-directed, or the director¶s national origin Zas 
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not the same as either of the countries of co-production (ex. The SeUSenW¶V Egg, Ingmar 
Bergman), the film is also listed twice. 
++ Films of directors who emigrated and were not allowed return to their home countries (ex. 
Aleksander Ford), were listed in the country of production (usuall\ countr\ of director¶s 
emigration).  
 
In order to verify the way in which Jewish experiences were addressed in these films, I cross-
referenced each film listed in a resource te[t Zith s\nopses of the individual film¶s plot. There is, 
of course, a margin of error in this data. This may be a still-evolving project, but I believe my 
searching is thorough enough that any missing texts would not alter the main insights that I 
derive from this data.  
 
See Chapter 1 for criteria made for inclusion in this list.  
 
Source: Insdorf, Indelible Shadows; Haltof, Polish Cinema and the Holocaust; Gershenson, The 
Phantom Holocaust; Colombat, The Holocaust in French Film; Hames, Czech and Slovak Film; 
Loshitzky, Identity Politics on the Israeli Screen; Lichtner, Film and the Shoah; Gordon, The 
Holocaust in Italian Culture; Marcus, Italian Film in the Shadow of Auschwitz; Reimer and 
Reimer, Historical Dictionary of Holocaust Cinema (full citations in Bibliography). 
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Appendix E 
 

Biographical Data on Authors, 1945-75 
 

Name Titles* Birthdate Birthplace Jewish Language 

AUQRãW LXVWig 10 12/11/1926 Prague Jewish Czech 

Ladislav 
MĖaþkR 

3 1/29/1919 ValaãVkp KlRbRXk\ Non-Jewish Slovak 

Hana 
BČlRhUadVki 

1 1/12/1929 Prague Non-Jewish Czech 

VČUa KalibRYi 1 7/20/1932 New York Non-Jewish Czech 

Ludvík 
AãkeQa]\ 

3 2/24/1921 ýeVkê TČãtQ Jewish Czech 

Ladislav 
Grosman 

2 2/4/1921 Humenné Jewish Czech 

JiĜt Weil 8 8/6/1900 Praskolesy Jewish Czech 

JaQ OWþeQiãek 1 11/19/1924 Prague Non-Jewish Czech 

Ladislav Fuks 4 9/24/1923 Prague Non-Jewish Czech 

Ota Pavel 2 7/2/1930 Prague Jewish Czech 

JRVef âkYRUeckê 2 9/27/1924 Náchod Non-Jewish Czech 

Karel Lágus 1 
  

Jewish Czech 

Jose Polák 1 
  

Jewish Czech 

Emil KQieåa 2 9/19/1920 Nacina Ves Jewish Slovak 

FUaQWiãek Kafka 2 12/5/1909 LRXĖRYice SRd 
Blaníkem 

Jewish Czech 

Josef Bor 2 7/2/1906 Ostrava Jewish Czech 

Norbert Frýd 4 4/21/1913 ýeVkp BXdČjRYice Jewish Czech 

Karol Sidon 2 8/9/1942 Prague Jewish Czech 

Ota Kraus 4 9/7/1909 Klásterní Skalice Jewish Czech 

Erich Kulka 7 1/18/1911 Vsetín Jewish Czech 

Karl Freidrich 1 
  

 Czech 

Jan Martinec 4 12/7/1915 Prague Jewish Czech 

JR Pick 1 5/4/1925 Prague Jewish Czech 

FUaQWiãek 
Gottlieb 

1 8/4/1903 Klatovy Jewish Czech 

FUaQWiãek 
Langer 

2 3/3/1988 Královské 
Vinohrady 

Jewish Czech 

RXdRlf Jaãtk 1 12/2/1919 Turzovka Non-Jewish Slovak 

Václav Pavel 
BRURYiþka 

1 9/8/1920 Prague Non-Jewish Czech 

Jozef Lánik 2 5/10/1918 Trnava Jewish Slovak 

FUaQWiãek KUaXV 3 9/14/1903 Prague Jewish Czech 
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MeWRdČj 
HaYltþek 

1 7/27/1893 PĜedkliãWeĜt  Non-Jewish Czech 

HaQa äaQWRYVki 1 5/4/1921 Prague Non-Jewish Czech 

Milada 
Taterová 

1 1/1/1929 
 

Non-Jewish Czech 

EdXaUd PeWiãka 1 5/14/1924 Prague Non-Jewish Czech 

BRåeQa Patková 1 11/4/1907 Prague Non-Jewish Czech 

Pavel Nauman 1 5/2/1907 Prague Non-Jewish Czech 

ZdeQČk MaUeã 1 11/24/1931 VeVeltþkR X 
Milevska 

Non-Jewish Czech 

Leopold Lahola 1 1/30/1918 PUeãRY Jewish Slovak 

Arno Kraus 1 2/2/1895 Kolín Non-Jewish Czech 

Pavel Hejcman 1 3/23/1927 Prague Non-Jewish Czech 

Anna 
AXĜedQtþkRYi 

1 1/22/1873 Prague Jewish Czech 

Richard Feder 1 8/26/1875 Václavice Jewish Czech 

Irma Semecká 1 
  

Jewish Czech 

MiUkR TĤma 1 
  

 Czech 

EF Burian 1 6/11/1904 Pl]eĖ Non-Jewish Czech 

Václav Erben 1 11/2/1930 Náchod Non-Jewish Czech 

Václav Berdych 1 6/12/1916 PRWãWejQ Non-Jewish Czech 

JXUaj âSiW]eU 1 8/14/1919 Krupina Jewish Slovak 

Ladislav Porjes 1 1/1/1921 äiliQa Jewish Slovak 

Eugen Löbl 1 5/14/1907 HRltþ Jewish Slovak 

Dominik 
Tatarka 

1 3/14/1913 Plevník-Drienové Non-Jewish Slovak 

Hela Volanská 2 12/5/1912 àydĨ Jewish Slovak 

ZdeQČk MaUeã 1 11/24/1931 VeVeltþkR X 
Milevska 

Non-Jewish 
 

Czech 
 

* ³TiWleV´ UefeUV WR iQdiYidXal liWeUaU\ ZRUkV aXWhRUed about Jews. 
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Experiential Factors, Authors 1945-75 
 

Name War experience Final Experience** Socialist? Status after '68 
AUQRãW LXVWig Concentration 

Camp 
Multiple Camps Yes Émigré 

Ladislav 
MĖaþkR 

Concentration 
Camp 

Partisans Yes Émigré 

Hana 
BČlRhUadVki 

In School   Yes Ideologically 
subversive 

VČUa KalibRYi   Yes  

Ludvík 
AãkeQa]\ 

Soviet Union  Yes Émigré 

Ladislav 
Grosman 

Concentration 
Camp 

Hiding Yes Émigré 

JiĜt Weil Cataloging 
confiscated 
equipment 

Hiding Yes  

JaQ OWþeQiãek In School   Yes  

Ladislav Fuks In School   Yes  

Ota Pavel Concentration 
Camp 

 Yes  

Josef 
âkYRUeckê 

  Yes Émigré 

Karel Lágus Concentration 
Camp 

 Unknown  

Jose Polák Concentration 
Camp 

 Unknown  

Emil KQieåa   Yes Émigré 

FUaQWiãek Kafka Concentration 
Camp 

Multiple Camps Yes  

Josef Bor Concentration 
Camp 

Multiple Camps Yes  

Norbert Frýd Concentration 
Camp 

Multiple Camps Yes  

Karol Sidon Hiding  Unlikely  

Ota Kraus Concentration 
Camp 

Multiple Camps Unknown Émigré 

Erich Kulka Concentration 
Camp 

Multiple Camps Unknown Émigré 

Karl Freidrich   Unknown  

Jan Martinec Palestine Czechoslovak Army 
Abroad 

Yes Ideologically 
subversive 

JR Pick Concentration 
Camp 

 Yes Ideologically 
subversive 
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FUaQWiãek 
Gottlieb 

Palestine Czechoslovak Army 
Abroad 

Yes  

FUaQWiãek 
Langer 

Czechoslovak 
Army Abroad 

 Yes  

RXdRlf Jaãtk Soviet Union Partisans Yes  

Václav Pavel 
BRURYiþka 

In School   Yes  

Jozef Lánik Concentration 
Camp 

 Yes  

FUaQWiãek KUaXV Concentration 
Camp 

Multiple Camps Yes  

MeWRdČj 
HaYltþek 

  Unlikely  

HaQa äaQWRYVki In School   Yes  

Milada 
Taterová 

  Unknown  

EdXaUd PeWiãka In School   Unlikely  

BRåeQa PaWkRYi Working  Yes  

Pavel Nauman Working  Yes  

ZdeQČk MaUeã In School   Yes  

Leopold Lahola Concentration 
Camp 

Partisans Unlikely  

Arno Kraus Working  Yes  

Pavel Hejcman Working  Yes  

Anna 
AXĜedQtþkRYi 

Concentration 
Camp 

 Unknown  

Richard Feder Concentration 
Camp 

Multiple Camps Unlikely  

Irma Semecká Concentration 
Camp 

 Unknown  

Mirko TĤma Concentration 
Camp 

 Unknown  

EF Burian Concentration 
Camp 

Multiple 
Concentration 
Camps 

Yes  

Václav Erben In School   Yes  

Václav Berdych Concentration 
Camp 

 Yes  

JXUaj âSiW]eU Concentration 
Camp 

Partisans Yes  

Ladislav Porjes Concentration 
Camp 

 Yes  

Eugen Löbl Exile 
government 

 Yes Émigré 



 

 266 

Dominik 
Tatarka 

Working  Yes  

Hela Volanská Concentration 
Camp 

Partisans Yes  

ZdeQČk MaUeã In School   Unknown  

** Refers to subsequent experiences after the initial experience.  
 
Sources (complete citations in bibliography): Slovník þeské literatury; Literárne informaþné 
centrum; PĜibiĖ, Slovntk þeské literatury po roce 1945; Brabec, Slovntk zakázanêch autorĤ; 
MikXliãek, Literatura s hvČzdou davidovou and Literatura s hvČzdou davidovou II.  
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