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The Shoah in the Cinema: Sexual Abuse of Women and Girls
In my article From 2006   I have proved that both fictional and documentary cinema can help the viewer visualize almost perfectly events from the past. The viewer can visualize the past with out been present at the events of the Holocausts
.  
But, although the cinema has dealt with a wide array of Holocaust related subjects, such as children, families, personal stories, partisans resistance  and est., it is clear that women are not well represented. 
They are not shown as heroines and very little mention of the humiliating treatment they suffered – both as prisoners and as sexual objects. 
Even more there absence is emphasized between the pictures, behind the curtains and as understood from the context.

My lecture today will try to raise the curtain and study this issue by analyzing cinematic scenes.
In 1942 5 Wehrmacht soldiers recorded with their cameras they journeys across Eastern Europe and the Russian plains. They documented their lives as soldiers in the beginning of their careers, the invasion of Russia, and the army's encounter with the local population.

The movies where screened  years leather in a documentary, "My Private War", directed by Harriet Eder and Thomas Kufus in 1989. This is a unique and shocking movie on how the Germans grasped the East and their attitude towards women.
The order of the filming shows the events:

 Occupation of the villages, rape, abuse of the village women and girls, stealing their property and finally forcing them to destroy the evidence of their dids.

Many years leather In 2004 this sequence was screened in Oliver Axer and Susanne Benze Hitler Hit pried,  to an audience trying to show how the Germans saw the situation. 
When the concentration camps in Western Europe were liberated by the Allies in 1945, first-hand evidence of sexual abuse was filmed. 

For example, the Allies’ camera entered Breedonk, a torture camp that was explicitly designed for “Special Handling” of those who opposed the Nazi regime in Belgium.
Ex-prisoners there demonstrated for the camera the tortures they underwent with the instruments left on site.
 The men were dressed in a dignified manner in gabardine trousers and buttoned-down white shirts. The witnesses in the film take off their shirts. Others roll up their trouser legs to show signs of burns and beatings on their legs. Men who underwent surgical tortures in their groin are photographed from the neck down, without showing their faces. The audience receives the impression that the photographer was preserving the dignity of the survivors, rather than revealing their injuries provocatively or with humiliation.


As this sequence ends, a young woman appears in an unusual location: on the roof balcony of a building overlooking the destroyed city, where she is asked to show the result of the tortures she under went. 
However, in contrast to the very proper, respectful representation of the men’s tortures, apparently according to a signal from the director, she raises her skirt in one sweep, and exposes her underwear. She turns her back to the camera and displays her buttocks

The second evidence is by Dr. Hadassah Bimco, who was liberated from Bergen Belzen in 1945. The doctor testified before the camera and behind her stand many women. She testifies in German and the narrator translates part of her testimony in English.
 In both cases the representation of women is odd since it is very laconic, sometimes embarrassing and seemingly very correct.

It is importance however   that these pictures first brought to light the abuse of women, even in a very poor way, and thus shed some light on such issues as gynecological experiments in women in light of the Nazi's racial theories, and in part in women's contribution the struggle as partisan and resistance fighters.
The tendencies of concealment and repression of the abuse of women in general and sexual abuse in particular also took root in the postwar cinema. The most outstanding is precisely by the survivors themselves, who were interviewed in Israel decades later. Women survivors interviewed extensively describe their past according to a particular order, as if illustrating the Nazis’ orderly mechanism of destruction. They describe their parents and family and conditions under which they lived, which included hunger, fear, hard labor, abuse by those in control, and death. They tell only in hints of the painful events that damaged their bodies and their femininity.
 Very few testimonies were later incorporated into films.

In later years the cinematic debate evolved, dealing with the Holocaust in parallel both in Europe and the US.

European cinema:
European cinema in the first decades after the war, especially in the 60's and 70's, mead a bold attempts to represent these issues;  

Witness from Hell (Zeugin aus der Holle, Dir. Arthur Brauner, 1965),, Kapò (Dir. Pontecorvo, 1959), The Night Porter (Dir. Cavani, 1974), Seven Beauties (Dir. Wertmuller, 1975), The Damned (Visconti, 1969) and Salò (Dir. Pasolini, 1975).

The second era of European films began a retreat from the subject. Instead it focuses on stories of children who survived and their relations with the nearby society, for example Cluade Berri's "The Two of Us"., "Goodbye Children etc.,
American Cinema:
American cinema, in spite of its puritan image, represented the issues from the beginning. We cannot claim it as done openly and directly, but there are many indications to it in many of the movies. But, in contrast to European cinema, it did not present female heroines, but usually put women in the background.

American-made Holocaust films telling of heroism, such as Exodus (Dir. Preminger, 1960) and The Pawnbroker (Dir. Lumet, 1964). Exodus has a controversial scene in which a survivor describes (latterly)  his work on the Sonderkommando, and mentions the “work” of the women serving the Germans. The Pawnbroker has an explicit scene in which Prof. Nazerman is forced to watch his wife being raped by Germans as part of the “special handling” meted out to him.
 In both films, the victims experience physical and mental rape simultaneously.    Both women and men are sexually abused in one way or another during their incarceration in the camps.

One of the scenes that shocked European audiences was in the American mini-series Holocaust (Dir. Marvin Chomsky, USA, 1978). A non-Jewish “Aryan” woman played by Meryl Streep, wife of a Jewish man, negotiates for sexual favors in exchange for a meeting with her husband, Mr. Weiss. 
The guard was actually a friend of the wife’s family, and his explicit demand from his childhood friend seems especially vile. The rape scene was not filmed, although it was made absolutely clear in the discussion between them.  Such a perverted relationship is hinted at clearly and crudely in films such as Max and Helen, a made-for-TV movie (Dir. Philip Saville, UK/USA, 1990).
Spielberg’s box office hit, Schindler’s List (1993), too, hints unambiguously in the scene in the cellar that Helene, the Jewish housekeeper/servant of the sadistic camp commandant Amon Goeth, is beaten by him and probably serves him in bed as well. 
Thomas Keneally, author of the book of the same name on which the film is based, describes the literary figure of the survivor very well, but also is not very explicit about the sexual exploitation of the housekeeper. Goeth used to beat her, humiliate her, and exploit her, similar to the story of Lucia in The Night Porter. In return, each time he grants her life for another day. 
The reader does not receive a full picture of their relationship but like in the movie he reads between the lines.

Only in 2008 a film calld "Death in love" dir. by Boaz Yachin faceed the subject in a full screen.

Europe, in contrast, is ashamed of its past and prefers to expose well-known events through the intellectual Holocaust literature that attempts to explore the recesses of the human soul. Authors who reflect this are Jean Amery, Jorge Semprun, Imre Kertesz, Primo Levi and Elie Wiesel.

It is precisely because of this that films like Seven Beauties by Lina Wertmuller and The Night Porter by Liliana Cavani were considered perverted, scandalous films. Directed by women, both films had as their subject women and femininity in the camps, women crushed under the male boot, or women who are victims of themselves
Only Israeli cinema has treated the subject of the Holocaust in a different manner.
 The theme of the Shoah is not really part of the repertoire of the Israeli film industry, with very few films on the theme. The few that do mention the Holocaust, summon the ghosts of postwar survivors, their arrival in the Homeland and the chilly reception from the “sabras,” the native-born Israelis.
I have found a clear and consistent narrative line common to all of the Israeli filmmakers in relation to the Holocaust: 
Male and some women survivors are insane, and women survivors, especially, were the Germans’ whores or worked for them (hence, their survival). The concepts of rape, coercion, and abuse did not exist except in the frame of insanity. 
The survivors were haunted by their past, which had no concrete details, and bear the scars of their past in their outward appearance.

An unusual film in this context is a made-for-television film of an opera, And the Rat Laughed, based on the book by Israeli author Nava Semel (2001) and aired on Israeli television on April 2, 2005

The lack of appropriate representation in cinema of women who were the victims of sexual abuse (such as physical and emotional rape) blocks this information from others who experienced rape, and from the viewer who has not.
 
At first, the information is not forthcoming because there is no certainty that the rape took place. After all, this is known only among a small group of people with intimate closeness to the woman who was raped.
 In the absence of a “third eye” to document these people’s acts, it is impossible to definitively declare whether there was a crime or a “consensual act.” As matters continue, there is a block in consciousness regarding the survival of these women--who “seem” totally normal, with the remnants of the sexual abuse not evident on their faces (and no photographs to the contrary). Because of this, the viewer wonders whether these women truly suffered, and whether they were courageous.
Saying that, one cannot ignore the fact that futuristic cinema is the main media that can bring the subject to our attention, so that we can see and understand, upfront or disguised, the treatment of women in these terrible years – as unprotected public property.
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