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Jud SiB: A Cinematic Representation of Jews in Germany

Imagine being born into the world knowing youelifill become a legend persisting for
centuries after your death. Joseplf Slppenheimer became one of th& Tentury’s lucky few
court Jews as a councilor to the Duke of Wiirttemlagrd ended his life hanged for a list of
crimes that became so famous he is still spokéntofthe 21 Century. Art historians discuss
S Oppenheimer for numerous depictions of him awgitianging and being hanged from the
late 1700s. Literary scholars talk about him beead.ion Feuchtwanger's 1920s play based
on S Oppenheimer’s life. JUOppenheimer is perhaps most spoken of in thewiorid,
however, as a result of the 1940 Nazi propagartoia Jud S@. Directed by Veit Harlan and
influenced by Nazi propaganda minister Joseph Galspthe film repeatedly has been called
one of the most virulent and hateful films everateel. The film’s basis is iOppenheimer’s
rise to power at the court of Wirttemberg and ésulting demise, with a clearly antisemitic
slant intended to incite a fear of Jews in the Blniewers. The film employs traditional
stereotypes of Jewish physiognomy, morality, charaand habit, and a sense that Jews must be
cast from German society. This strain of th@ Sjppenheimer legend is a most striking
representation in German literature and film ofdbe as a harmful outsider.
Historical Background

Historians have decided Josepl &ppenheimer was born in February or March of

1698 in Heidelberg, Germany (Haasis, 12). He wadom in a ghetto as were many Jews at the
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time, but rather to a family who rented space feo@hristian (Haasis, 12). He came from a
well-connected Jewish family as his uncle, Samysgdédheimer, was a contractor for the
German Elector Karl Ludwig and money-lender to Ladd of Austria (SachaCourting
Freedoml). As a young man $iOppenheimer followed in his uncle’s footsteps bhingg
acquaintance to Carl Alexander, son of the duké&/dfttemberg, and Ernst Ludwig, landgrave
of Darmstadt (Haasis, 76).
Before he was eighteen he was already delightiegtipidity of the landgrave of
Hesse-Darmstadt whom he served as private bankes.l#d a highly refined
instinct for ruthless and adventurous speculatmat he was blessed, as well,
with an attractive appearance and a suave manrieh\Wwh employed to good
advantage in his career. (Sachimwish History25)
In his career, SiiOppenheimer was not only a private banker, bat algurveyor, gem-collector
and later a financial administrator (Sacliswish History25). In 1734, Sg Oppenheimer
became a purveyor of military goods and unoffieidVisor to Carl Alexander (Haasis, 153)BSu
Oppenheimer became the court’s official financtthanistrator before the end of 1735.

S Oppenheimer wielded a large amount of power agtéfiiberg’s financial
administrator: “With his grip on the state econoiimg] managed to become a major influence in
Central Europe at a time when most of Europe’s Jeare locked off within ghettos” (Sachar,
Courting Freedon®). With so much power under his thumbp&ppenheimer was bound to
have both supporters and enemies. The duke, dme t#w supporters at court, lauded him for
his “genius for discovering new sources of reven(ireizo, 2). S Oppenheimer made many
enemies by taking bribes from government contractamd also because he was a Jew allowed

to move freely in Wirttemberg during a time whewsevere not allowed to enter the city. He
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was known as a religious skeptic and had numerdwist@n mistresses (Lowenstein, 372). The
people also grew frustrated with [BOppenheimer as financial advisor because the duke
constantly needed money and3Sbippenheimer found ways to obtain it. This ledneoest in the
population and the citizenry prepared to revoluathe time of Carl Alexander’s death
(Haasis, 361). After Carl Alexander died in 173i& people of Wirttemberg jailed (B0
Oppenheimer and tried him for: “Amtserschleichuagbitus), Falschungen,
Majestatsverbrechen oder so gut wie (quasi) Hocht/giHaasis, 386). JUOppenheimer was
found guilty of these crimes and sentenced to deyatianging: “A special thirty-five foot
gallows with an iron cage was erected in Stuttgantiblic square and amid the rejoicing of
thousands of people, he was placed in the cagéhanmdpe that had been placed around his neck
was drawn” (Puzo, 2). 8lOppenheimer’s death on February 4, 1738 was reddrgl numerous
sources, in journals and other written accounstphcal record and works of art, that have come
down to modern times (Graetz, 30). “In our centingre have been two major retellings: Lion
Feuchtwanger’s novdud Suss [sic] (1925) which attempts to exonerate oppenkeifsic], and
the infamous Nazi film directed by Veit Harlan (094(Puzo, 2). Harlan’s film is the most
famous retelling of SiiOppenheimer’s story, and as such is a telling @@f how Jews were
portrayed by Germans to German and European awdieghmugh the Second World War.
The Antisemitic Film

Harlan’s Jud SBiwas contracted by Goebbels to be a propagandattiué guise of an
entertaining but historical film, “insidious rathigran blatant, dramatic rather than documentary,
and ‘historical’ rather than ‘political” (Cocks,) 1As if to illustrate this need for the film to be
thought of as a historical work, the film beginghwihe words, “The events portrayed in this film

are historical fact,” sprawling across the scree@érman with English subtitles. Although the
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film is created after a historical event, it hadedinite antisemitic slant. When Goebbels read the
screenplay in 1939 he wrote in his diary, “Manuskzum Film ‘Jud S@' gelesen. Von E.W.
Moller. Ausgezeichnet geworden. Der erste wirkkettisemitische Film” (Mannes, 30). After
contracting Harlan to direct the film, Goebbels tk@glose eye on production and editing in
every stage of Jud BUproduction to make sure the film fit with the N&eals his ministry
promoted (Mannes, 31). “After Jud Bipremiere, Goebbels noted in his diary he thouléat
film was a successful work of propaganda: “The peeenofJew Susgsic]. A very large
audience with almost the entire Reich Cabinet. filhreis an incredible success. One hears only
enthusiastic responses. The whole room raves. §aaéctly what | had hoped for” (Rentschler,
149). After such a successful opening, the film slaswn in movie theaters around Germany
and throughout Europe, generating good reviews &veauntries not ruled by Nazi
antisemitism: “The young lItalian critic MichelangeAntonioni responded to the film’'s Venice
Festival showing with great enthusiasm: ‘We havéesitation in saying that if this is
propaganda, then we welcome propaganda. It is olvincisive, extremely effective film™
(Rentschler, 153-154). Regardless of whether otheofilm was contracted under the
antisemitic Nazi propaganda ministry, the realsentiitism of Jud Slicomes from the message
it sends, through Harlan’s use of a combinatiothefNazi message, barriers against assimilation
and Jewish stereotyping.
Stereotypes in the Film

Jud S uses many age-old Jewish stereotypes to makewsahd Sgi Oppenheimer’s
character diabolical, stretching the historicalfsed legend to the limits. The Jews as a
collective people, based on the ones i Steighborhood, are dirty, toothless, lascivious,

gossipy and greedy:
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In einem dunklen schmierigen Kaftan gekleidet emgf@ppenheimers Sekretar
Levi mit dem Gestus hinterhaltiger Unterwirfigkégn Gesandten des Herzogs
und bittet ihn herein. Der Film zeigt jedoch noclsrdie Judengasse, um dem
Zuschauer drei weitere antisemitische Stereotypernuiihren. Die erste Figur
mit einem langem Messer und blutiger Schirze veigtie jlidische
Schéachttradition hin. Die zweite Person ist eipralireis, der sich neben einem
leichtbekleideten Madchen aus dem Fenster lehrghAwenn nicht klar wird, ob
damit seine Geliebte oder Tochter gemeint ist, @iedsittliche Fragwuirdigkeit
der Szene deutlich. Mittels der Unterhaltung ddsaSlters mit dem Greis tber
S(B Oppenheimers Geschaftspraktiken wird die GelddgerJuden angedeutet.
Nachdem der Greis bezweifelt hatBdappenheimer dem Gesandten des Herzogs
Geld leihen wird, antwortet der Schachter mit jsbtiem Akzent: “Er wird ihm
geijben, er wird. Viel wird er ihm geijben, weil hieat Kapfchen. Er soll ihm
geijben, dg wir kennen nehmen, nehmen, nehmen!* (Mannes, 35)
The many stereotypes in this passage are not aildhe film. Jews are portrayed also as all
looking the same. Actor Werner Krauss was castay all of the Jewish roles in the film except
SiB and the extras: “Which teaches the audience andasanti-Semitic physiognomy: all Jews
look the same. Krauss’s sneaking, gesticulatingrég with their leering and Yiddishisms
anchor anti-Semitic notions of Jewishness as W@liéinstein, 8). By having one character play
several roles, the Jewish characters begin todookact the same to the viewer. The Jewish
religion is also addressed with stereotypes, eappgevith the notion that Judaism is all about
revenge: “Bete nur zu Deinem Gott, bete nur, deantmur ihr Christen habt eine Gott. Wir

Juden haben auch einen und das ist der Gott d&'eRAage um Auge, Zahn um Zahn”
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(Mannes, 45). This statement comes when the vir@ineothea has come to beg[Sid spare

her husband, who sits across the street in a éodewvice. This presentation seems to be saying
that not only is the Jewish religion vengeful, the Jews are glad to act on cues from their God.
The religion is also shown as false through Rald@w’s reading of the duke’s horoscope,
which he “divines” after taking cues from [BiNot only do these divinations give [Bivhat he
wants, but they are supposed to give the rabbuttome Sl promised him—Jewish power
over Wirttemberg. This action carries into anostereotype, cleverness. Germans in the film
consider all Jews clever and sneaky, and the Gexseynthey must try to be smarter than the
Jews: “Kluger, viel kliger missen wir sein! Die @adsind ja gar nicht klug, die sind nur schlau”
(Mannes, 37). Another classic Jewish stereotypleaisof the clever, conniving Jew, who is
often too clever for the poor Christians.

In keeping with stereotype of Jews as “schlauf3 Bithe cleverest of them all in the
film. Before he gets to court, Bifells the duke’s messenger he will take care ®fleiwvish looks
if they let him through the gates at Stuttgart.igsdlve takes the viewer from @& very Jewish
appearance to one of him riding in his carriagerimgacourtly finery, clean shaven and his hair
tied back in period fashion. “Siss’s dissolve idtroes a problem in Stuttgart—the presence of
unrecognizeable [sic], assimilated Jews” (Weinst®8)nThe simple dissolve points to the Jews’
ability to assimilate into German society, and witthe negatively stereotypical framework of
the film, points to the dangers of letting “the @thinto mainstream society as he will surely
become indistinguishable from the rest of the Gerpw@pulace. Although Krauss’ characters all
looked the same, the most conniving characterarfithn is able to blend in with the Germans
and ingratiate himself to their leader. One obvifagtor in S’ success is his worldly abilities

and charm. One effect of his wordliness is hisrpgel as an internationalist: “Hat er den keine
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Heimat?’ und er gesteht ‘Doch—die Welt!" Dorotheamag anhand dieser Antwort nicht den
wurzellosen Internationalismus des Juden zu erkemelen der Film hier darstellt* (Mannes,
36). He has no home and he is at home everywhetrengther classic Jewish stereotype SU
well-traveled and feels at home everywhere, whiels @& sentiment long seen in Germany as a
threat to national identity.
Assimilation Issues

One debate surrounding the time o &ppenheimer’s life was whether or not Jews
could assimilate into German culture. Assimilatwas an issue well into the early 1900s, until
the Nazi government decided on thedldsunghat would remedy the situation altogether. The
issue of assimilation is raised and illustratedtfier Nazi cause in the film, essentially beginning
with S{B’ dissolve into a German-looking courtier and extieg to his fall from power. While
S(B blends in with the Germans for the most part,dlee places where his character
encounters barriers that separate him from beingptetely German (Weinstein, 8). When the
film begins, SP lives on the outskirts of Stuttgart with all thiner Jews while the gentiles live
inside the city (Weinstein, 8). This is a physioaltrier S{§ crosses easily after promising to
change his appearance. Another barrier he assawidaross is the line of power—into the
duke’s inner circle:

That Siss can convince the duke to lift the badess shows his ability not only to

surmount the boundary himself, but to render itenmermeable for all. Stiss’s power

results in a reign of atrocities in Wirttemberdtdtion, torture, rape, revolution, and

unjust execution—just to name a few. These horrgygffects of Sliss’s penetration of

Stuttgart’s boundaries, enabled by his passing, tahvince the viewer that Jews and
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Aryans should remain separate and that the digimcbetween them should remain

clear. (Weinstein, 10)
The duke allowed the Jew to have the powers he arsdlole people, which can be interpreted as
a message that Jews may look harmless, but thelyomdainly will take a mile if you give them
an inch. This not only enforces a stereotype, tatts as an example of the damage Jews can do
if they are allowed to assimilate into German stycie

Another reason Jud Bigives for viewers to reject positive notions ofiaslation is the
scene where a blacksmith, Hans Bogner, refuseaytdopkeep a part of his house that happens
to be located on $lroad. S removes half of Bogner’s house and leaves it @pehgaping
like a “dollhouse.” The reaction to this event tetato the idea of the Jew destroying German
personal safety: “The shots of Bogner’s half hoes@osed to natural elements as well as to the
public, highlight SUss’s role in destroying struetsi meant to protect the German people”
(Weinstein, 10). This threat to the safety of tbenk is also a threat to safety for the family and
German person as a private individual. Anothemaiaiion threat to the private individual in
Jud S concerns the purity of the German bloodline,Silayed by Ferdinand Marian, was a
visually appealing character and received “basld@tiove letters” from female fans after Jud
SiB came out (Weinstein, 11). Bisexual appeal may have been included on purpaggust
because the historical BOppenheimer was said to have a similar appeatobgitze credence
to the stereotype that Jewish men want to have wesi with virginal German women and
muddy the pure, Aryan bloodline: “the sexual aml@mae may have furthered an anti-Semitic
agenda by exaggerating the sexual and racial tbféae Jew. The tension between the threat of
the Suss figure and his sexual appeal—underscgréagsizharm and success—could confirm

the need for the Nuremberg laws and ultimately mtengenocide” (Weinstein, 11). Siappeal
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may have been included to underscore how easibycemt German women could be swayed by
a handsome face and charming words, just as Da@itts initially after accepting $idnto her
carriage.
The threat to the German bloodline is not jusilale, visual nuance in the film. After
SUB’ hanging, a proclamation is read regarding thaustaf Jews in Wirttemberg now that3Su
is out of the way:
Die Landstande verkiinden durch meinen Mund dereWilles
wuirttembergischen Volkes: Alle Juden haben innérdatier Tage Wirttemberg
zu verlassen. Fur ganz Wirttemberg gilt hiermitdietenbann! Gegeben zu
Stuttgart 1738. Mégen unsere Nachfahren an dieseset@ ehern festhalten, auf
daB ihnen viel Leid erspart bleibe an ihrem Gut unééreund an dem Blut ihrer
Kinder und Kindeskinder. (Mannes, 49)
The proclamation has a resounding message agaesase for assimilation. Rather than
allowing Jews to infiltrate German bloodlines—“d&ut ihrer Kinder und Kindeskinder—and
lessen the quality of German lives, Jews will nogler be allowed to try to assimilate. The
importance of this message is signified in that 3iglcame out just before the Nazis began
shipping Jews to concentration camps forEndlosung
Film as a Propaganda Tool
Jud S was used by the Nazi propaganda ministry to irt@teed against the Jews. This
is not just a statement of opinion, as: “Before3 84the film] was shown to SS commandos
before they carried out missions against Jewst, tfeewar it was used in the Near East for anti-
Israeli propaganda” (Rentschler, 150) and “the fikezame mandatory viewing for the German

military police and the S.S. and was presenteditiie®aces where concentration camps were
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being built” (Puzo, 2). The negative portrayalslefvs and Judaism in the film made it possible
to evoke a feeling of disgust in viewers, consetjyenaking it less of a problem to have the
country’s Jews herded off to work and death campsing the Nuremburg trials following
World War Two, Harlan was the only film directorenl with the Nazis. Jud 8itbecame the
central exhibit in Veit Harlan’s postwar trial forimes against humanity” (Rentschler, 150). The
film was perceived enough of a threat to Jewishtgdfy the court that Harlan, the film’s
creator, was convicted, even though he claimedheaveated the film as he had because
Goebbels insisted. He was later exonerated, butlthevas still condemned as a work of
antisemitism that came to fruition from Goebbels2icion. Today the film Jud 8iis not shown
in Germany except at closed government screenimgj$ca educational purposes (Rentschler,
150). The film is available elsewhere in the woddd is a favorite of white supremacist groups
in the U.S. (Rentschler, 150). It is consideredZiNanema’s most controversial and contested
film” and “a hate film” (Rentschler, 149).
Conclusion

Jud SP has remained a controversial film into thétzbntury. It has the misfortune of
being created under contract by the Nazi governsipnbpaganda minister as a tool to educate
the German masses on the dangers of allowing Jewsaciety. The film uses stereotypes that
have been passed down in German literature foudest Jews are ugly, they all look the same,
they are conniving, they cannot assimilate, tholse do assimilate are a problem of public and
personal safety, Jews want to infiltrate Germamtlioes and take control of German lands,
their religion is harsh and out of touch with natuhey are greedy, etc., etc. (Spector, 468). The
sheer number of negative stereotypes containddgrilm is enough to explain Jud @Bistatus

as a “hate film.” That it came out just before thass of extermination of the Jews sends this
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same message, that the film was created to inattedh The film was created by Germans, stars
German actors and actresses, and glorifies the &etmumph over Jewish evils. Bithanging

at the end of the film is a message to Jews toaiapf German matters and a call for Germans
to make sure the Jew stays out. Jufl iSian antisemitic, clearly negative portrait of e is
based on a historically factual event but bolstérngdenturies of German society viewing the
Jew as an outsider. This culmination of years tfdtband uneasiness with the “oriental other”
living on German soil culminates in JudfS@arning it a place on the roster of German works

offering readers and viewers a negative portraj/dews.
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