University of Pardubice

Faculty of Arts and Philosophy

“Second Generation” Holocaust Literature: Art Spiegelman’s Maus

Anna Janska

Bachelor Paper

2013



Univerzita Pardubice
Fakulta filozofickd
Akademicky rok: 2011/2012

ZADANI BAKALARSKE PRACE

(PROJEKTU, UMELECKERO DiLA, UMELECKEHO VYKONU)

Jméno a pfijmeni: Anna Janska

QOsobni &slo: HO08307

Studijni program:  B7507 Specializace v pedagogice

Studijni obor: Anglicky jazyk - specializace v pedagogice

Nézev tématu: Druhi generace v literatufe o Holocaustu: Maus od Arta
Spiegelmana

Zaddvajici katedra: Katedra anglistiky a amerikanistiky

Zidsady pro vypracovani:

Studentka s pouZitim relevantni sekundéarni literatury nejprve nastini historicky kontext, déle
vysvetli pojem Holocaust, shrne vyvoj a charakteristiku tzv. holocaust literature” a vysvétli
pojem *second generation holocaust literature”. Déle uvede tvorbu Arta Spiegelmana a defi-
nuje pojem " graphic novel” a objasni rozdil mezi komiksem a grafickym romanem. Studentka
s pouZitim teorif traumatu bude analyzovat graficky roman Maus. V analyze, ktera bude tvo-
fit jidro préice, se zam&{ na vybrand témata, jako napf. vyuZiti masek a zvifecl symboliky,
otizkn sebevraZdy, viny a pfenosu viny, fenomém tzv. "survival guilt”, a také na formalni
aspekty dila, tj. vyu#it literdrnich a vizudlnich prostfedki. Zavirem studentka analyzu shrne
a pokusi se vyslovit obecn&ji zdvéry jak o zkoumanych tématech dila, tak i o vyznamu sa-
motného grafického romanu Maus.



Rozsah grafickyeh praci:

Rozsah pracovni zpravy:

Forma zpracovani bakaldfské price: ti¥t¥nd/elektronicka
Jazyk zpracovani bakaldiské price: Angli¢tina

Seznam odborné literatury:

SPIEGELMAN, Art. The Complete Maus. London: Penguin Books, 2003. ISBN
0141014083. KOLAR, Stanislav. Seven Responses to the Holocaust in American
Fiction. Ostravska univerzita: Nakladatelstvi Tilia, 2004. ISBN 8070426616.
SICHER, Efraim. The Holocaust Novel. Oxon: Routledge, 2005. ISBN
041596797. LAQUEUR, Walter a Judith TYDOR BAUMEL. The Holocaust
Encyclopedia. Yale University Press, 2001. ISBN 0300084323. KOLAR,
Stanislav, Katarina SANDOROVA a Zuzana BURAKOVA. Reflections of
Trauma in Selected Works of Postwar American and British Literature. KoSice:
Pavol Josef Safarik University, Faculty of Arts, 2010. ISBN 978-80-7T097-849-8.
NIEWYK, Donald L. The Holocaust. Wadsworth: Wadsworth Cengage
Learning, 2011. 4th. ISBN 0495909041.

Vedouci bakaldiské prace: Mgr. Sérka Bubikové, Ph.D.
Katedra anglistiky a amerikanistiky

Datum zadani bakalarské prace: 27. srpna 2012
Termin odevzddni bakalafské prace: 31. bfezna 2013

@-1_—%'.
| LS. t?r;-% ]
prof. PhDr. f"" Vorel, C8c. Megr. 34rka Bubikovd, Ph.D.
dékan vedouci katedry

V Pardubicich dne 30. listopadu 2011



ProhlaSuiji:

Tuto praci jsem vypracovala samostatiWeskeré literarni prameny a informace, které
jsem v praci vyuzila, jsou uvedeny v seznamu peéditiratury. Byla jsem seznamena s
tim, Ze se na moji praci vztahuji prava a povinnegblyvajici ze zakon&. 121/2000
Sh., autorsky zakon, zejména se skubsti, Ze Univerzita Pardubice ma pravo na
uzawveni licerdni smlouvy o uziti této prace jako Skolniho diladigo§8 60 odst. 1
autorského zakona, a s tim, Ze pokud dojde k uéith prace mnou nebo bude
poskytnuta licence o uziti jinému subjektu, je Wmaita Pardubice opragna ode mne
poZzadovat pmeéreny @ispevek na Uhradu néklddkteré na vytveeni dila vynaloZila, a
to podle okolnosti az do jejich skute vyse.

Souhlasim s prezénim zgistuprénim sveé prace v Univerzitni kniho¥n

V Pardubicich dne 28. 3. 2013

Anna Janska



Acknowledgments

| am very grateful to Mgr. Sarka Bubikova, Ph.Dr Fer willingness to support me
throughout the writing process. | am especiallynifal for valuable advice and
comments, which helped me improve my work.



Abstract

The bachelor paper deals with the topic of the Ealst, more precisely with the so-
called second generation Holocaust literature wisckvritten by the children of the
survivors of the Holocaust. The paper focuses alyars of the graphic novéllaus
which in two timelines tells the story of the authumself and further it tells the
author’s father’'s experiences from the Holocauke ain aim of the bachelor paper is
to show on the author dflaus, Art Spiegelman, how the trauma of the Holocaust is
transmitted on the second generation, and moretw®v, he and the whole second
generation are influenced by that event. Other @spef Maus such as animal
symbolism, question of suicide, transmission o@itna or the so-called survival guilt

will be analysed.
Key words

Holocaust, second generatidiaus graphic novel, trauma

Nazev
Druha generace v litera®io HolocaustuMausod Arta Spiegelmana
Souhrn

Tato bakalska prace se zabyva tématem holocausesrji feceno zaniifuje se na
literaturu holocaustu tak zvané druhé generacaalje psana potomkyech, ktei
holocaust pezili. Prace se zaftfuje na analyzu grafického romaMaus ktery ve dvou
casovych liniich vypravi fib¢h autora samotného a dale jeho otce, ktery popiug

v obdobi holocaustu. Hlavnim cilem prace je poukamk je trauma holocaustu
piendSeno na autorllaus Arta Spiegelmana, a jak je on a cela takzvandaru
generace je ovliwna touto udalosti. Déle se pak prace &aje na aspekty dila jako je

nagiklad zvieci symbolika, otazka sebevrazdiemos traumatdi pocit viny.
Kli ¢ova slova

holocaust, druha generace, Maus, graficky romanonta
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1 Introduction

The title of the bachelor paper indicates that eald with the topic of the
Holocaust. Moreover, it aims at a specific categofyliterature dealing with the
Holocaust which is the so-called second generatiofocaust literature. The paper
focuses on the worklauswritten by an American writer Art Spiegelman. A tfocus
of the paper is orMaus, the main aim is to show on the author M#aus, Art
Spiegelman, how the trauma of the Holocaust isstratted on the second generation,
moreover how he and the whole second generatiom#wenced by that evenkaus
with its two time lines is unique since it is weitt in a form of a graphic novel where
humans are pictured as animals. The first timeiakes place in present in New York
and describes author’s story telling sessions highfather, the process of writing and
his personal life. The second time line takes plaefere, during and after World War Ii

and reveals the life of the author’s father at tme.

The termHolocaustis defined in the first chapter. Further, the d¢bapeveals
what is hidden behind this word and explains tliather generations will never fully
understand this event because there are no adegoatls to express the depth of
human suffering. The subchapter introduces Holdcéiterature and clarifies its
importance. It conveys the information that themr@ rmany kinds of literature about the
Holocaust and it defines in more details the Halstaovel. The following subchapter
deals with the so-called second generation Holdclitesature and explains that this
type of literature is written by the children oktRolocaust survivors. It says that these
children, even though they never experienced thieddast, are deeply scarred by that
event. Moreover, the subchapter explains that thegl with their ‘inherited’ trauma

through writing.

The next chapter introduces the author Art Spiegalon whose graphic novel
Mausthis bachelor paper focuses and it briefly presardsartistic career and reveals

thatMauswon the Pulitzer Prize.

The following chapter introduces different defiaits ofMausand reactions of

the public after its publishing. It reveals thae thublic was at first shocked, it was



something unexpected to represent such a tragit @gethe Holocaust in a form of a
graphic novel. It also uncovers multiple narratiaesl kinds of texts presentedhfaus,
such as maps, real photographs or manual for sgaerr The subchapter deals with the
literary genre oMaus It reveals that Spiegelman himself considdesisto be a non-
fiction; it further explains thaMaus could be understood as an autobiography of the
author or a biography of his father and last butleast, it clarifies differences between

a comic book and a graphic novel.

The next section aims Mausitself. The first subchapter briefly introducee th
plot. The second subchapter focuses on the reasbgsSpiegelman used animal
symbolism and reveals the absurdity of picturiniledent nations as different animals.
Moreover, it conveys that the Nazis played with de&s as cats would play with mice.
Consequently, this subchapter presents differeatmgies of this behaviour. The third
subchapter deals with the question of suicidentfbduces a short comic stigyisoner
on the Hell Planetwhich reveals that Spiegelman’s mother committetice and
Spiegelman blames himself for it because he adiim#she was a disappointment for
his parents. Last but not least, this subchaptentiores diaries that Spiegelman’s
mother wrote and it shows author’s disappointmehénvhe finds out that his father
destroyed them. The following subchapter refleectdrauma of the Holocaust and its
transmission on the second generation. At firs, tdrmtraumais defined and it tells
how Art’'s relationship with his father is influerctéy the Holocaust. Further, different
reasons which resulted in broken relationships eebwthe survivors and their children
are presented together with examples showMaus The end of this subchapter is
dedicated to Spiegelman’s father’s racist behavidbe last part of the bachelor paper
focuses on the so-called survival guilt and iteigraission on the second generation. It
reveals that Spiegelman’s father went through nsrgssful situations which marked
him deeply and it presents examples of situatiohsres the survivors felt guilty that
they survived the Holocaust while millions of othelid not. Moreover, it shows that
Spiegelman himself feels guilty as well becausealidenot experience the Holocaust

and therefore cannot imagine what it was like.



2 Holocaust

The termHolocausthas been first used in late 1950s and referredealéwish
tragedy during World War Il. Walter Laquer explathat, the word is deriving from the
Greek wordHolokaustorwhich stands for “burnt whole” (2001: XIIl). Protes Efraim
Sicher defines the term similarly: “Hitler's waraagst Jews, which succeeded in the
systematic, planned murder of about six million lannbeings, is commonly known as
the Holocaust” (2005:1X). However, there are otteems used, for instance the Hebrew
word Shoahmeaning calamity, ruin, devastation or Yiddish reggionHurban which
was according to Stanislav KojJdhe specialist of American Jewish literature,edisn
connection with the destruction of the First andosel Temples” (2004:13). The
expressiorHolocaustis not acceptable among the Jews because its @Gregk was
associated with religious sacrifice consumed by dind understandably, such sacrificial
connotation is unacceptable because Jewish peapleotl want to make sacrifices on
the Nazi altar. Nevertheless, it is the most usedl kamown term for this terrible event.
(Kolér 2004:12)

Yehuda Bauer characterizes it as the extreme hatioiti of millions of Jews, as
the brutal murder by bullet or gas, mass deathtéywation and induced diseases, and,
beyond everything else perhaps, the murder of @nld2002:18). To compare, Alvin

H. Rosenfeld claims that:

[tlhe “Holocaust” implies not just death but totlstruction; not murder, which
carries with it some still lingering if dreaded senof personal violation, but
annihilation on so massive and indiscriminate desaa to render death void of
all personal characteristic, and hence virtuallgraf/mous or absurd. Moreover,
“Holocaust” suggests not only a brutally imposde tf humiliation, deprivation
ad degradation before the time of dying. (1980:3)

The termHolocaustmeans not only mass death but also utter humihatio
personal violation and inhuman destruction of augrof people linked by the same
religious beliefs. The question is what the Holstaueans for the new generations and

how deeply they have been affected by it. Accordnbaqueur:

[a]t distance of more than half a century, a grdetl of empathy and
imagination is needed on the part of new generatamen to begin to understand
what happened to the Jews of Europe during World &&001: XVIII)



Although each new generation of writers tries tptaee what it was like during
World War 1l, as Elie Wiesel, a death camp survj\said,

[tihere are aspects of thdolocaust mainly the suffering of the victims and the
brutality of the perpetrators, that can never by fgrasped or understood, and
therefore the Holocaust is ultimately inexplicalfbes quoted in Bauer 2002:15)

The Holocaust brought annihilation of millions c#wk including vulnerable
children but it also caused suffering to those whovived. They had to live with the
consciousness that they survived, while their bedognes did not. Even though, as
Stanislav Kola points out, "the Holocaust is unutterable becamseare unable to find
an adequate language to express the depth of hwsuffering” (2004:12), it is
necessary to ensure it will be never forgotten famther generations will know about
the Holocaust, also thanks to writers who deal Witls topic. Young affirms that
“silence was not an alternative. They [the writeesjognized that without a literature
the Holocaust would have been a self-consumingstragzhe, giving the killers a
posthumous victory” (2002: XXXI).

However it took some time before the Holocaustditiere evolved. In the first
years after the World War Il, devastated Europe dther priorities than confronting
with the Holocaust. There was need of recovery @ednstruction. Survivors had to

recover both physically and mentally from the yesrsuffering.

2.1 Holocaust Literature

Sicher states that some survivors were afraid mhemory of what they had
undergone would be forgotten after years, nevesfiseit turned out at the end of
twentieth century media were full of the Holocatsliated topics (2005:XVII). Also
literature about the Holocaust started to be vepupar because people wanted to learn
about this event. The literature published in défeé languages simply called Holocaust

literature started to be in an interest in theisst

As Alvin H. Rosenfeld, one of the scholars in thedf of Holocaust literature

explains one of the major functions of Holocaugréiture is “to register and record the



enormity of human loss” (1980:26). The same auduuts that “Holocaust literature is
an attempt to express a new order of consciousm@esscognizable shift in being”
(1980:13). On the other hand, especially Americaitevs tend to portray horrors of the
Holocaust from the point of view of the victims aiidy manage to express effectively
suffering of those victims during World War Il moreer to make the reader sympathize
with them as Kol&points out (2004:180).

According to James E. Young, a professor of Juskaidies, Holocaust literature
consists of all literary responses to the destuctif European Jewry and other people
by the German Nazi state and its collaborators 228X XI). During the decades since
the end of the World War Il, Holocaust literaturevdloped in various directions.

Young adds that:

[i]n its most expansive definition Holocaust literee thus includes the diaries of
victims and memoirs of survivors; chronicles andcutoents compiled
collectively by community groups and assembledhie forms of archives and
~-memorial books“; novels and short stories on Halwt-related themes by
those who witnessed the destruction as well ahbset removed from it; poetry
and drama from the concentration camps.

Holocaust novel, which started to be consideredstindt and serious genre in
the late 1970s and 1980s, is the genre discusstsifachelor paper. The genre has
developed, expanded and its boundaries are ndetinais it blends autobiography and
fiction, memoir and fantasy, historical document amealistic novel. (Sicher 2005:
XXII) This author explains that Holocaust noveldetethe past in order to help us
understand the present and to rethink our assungp#ad beliefs (2005: XIX). It is a
genre that “begs questions not only about fictimnad the Holocaust, but also about
the novel itself”. (Sicher 2005: XI)

As already mentioned, there are many literary forepsesenting the Holocaust
in different way and each convey different shadas@aning and understanding of that
event. (Young 2002: XXXI) However all writers of koaust novels are faced with
difficulties of how to write about it and the clailges are moral as well as literary.
Although the outcome is painful and upsetting Hottthe writer and the reader, writing

about the Holocaust is irreplaceable source of mepees and knowledge. And as



Rosenfeld says, “memory must be kept alive at adits and the agents of memory
preserved from further destruction” (1980:187).

2.2 Second Generation Holocaust Literature

Genres of Holocaust literature have been enrichgdwbrks of the post-
Holocaust generation, including the children of thevivors, the so-called second
generation since the 1980s. This literature expefize desire to tell the untold stories
and fulfil the responsibility to pass the memoryther generations.

As Erin Heather McGlothlin explains, the tesecond generation Holocaust
literature started to be used by literary critics Alan Bergad Efraim Sicher who
borrowed it from psychological and journalistic dies of the children of survivors

(2006:13). Sicher explains second generation as:

a term used by clinical psychologists and theragat the children of Holocaust
survivors who have in various ways been affectedhayafter-effects of their
parents’ experience of deportation, forced laboumprisonment in a
concentration camp, or other forms of persecutpthb Nazis. (2005:133)

In short, the second generation witnesses are Hileren of the Jewish
Holocaust survivors. Holocaust survivors rememhbeirtown experiences, unlike their
children who were born at the end of the war oerafards. They have been in some
way affected by something that they have never rapeed themselves; they have no
immediate or personal knowledge of the HolocaustCheryl Pearl Sucher, a daughter
of a Holocaust survivor explains, “though a chiltl smurvivor, | am parent to the
interpretation of their survival”. (as quoted inrBer 1997:2) Further, the same author
claims that “how the second generation witnessespeshand ritualize Holocaust
memory has great bearing on how the event will bernemorated in the future”.
(Berger 1997:2)

On the other hand, McGlothlin points out, that enst of the second generation
explore German definition of Jewish difference thaere assumptions to the
identification, isolation, and destruction of thewd and express their sense of being

affected secondarily by the legacy of the Holocg@&06:21). McGlothlin sees the



second generation as psychological studies of Hidren of survivors that then is
applied to literature written by them and which generally accepted as a useful

designation by a number of critics (2006:17).

Accordingly, a question why these writers keep imgitabout this period of
human destruction arises. One of the survivorddmm explains it. Aaron Hass in his
work claims that “the agony of our parents did endl with their liberation at the close
of World War 11" (1990:6). He adds that the legaxfypain and changed personalities of
their parents affected authors themselves that altieynpt to clarify the effects of that
legacy. According to Berger, “[t]hey [the writeigherit the Holocaust as an irreducible
part of their Jewish self-identity” (1997:1). Ellehine explains that the second
generation writers are “confronted with a diffictdisk: to imagine an event they have
not lived through, and to reconstitute and integrainto their writing-to create a story
out of history”. (as quoted in Berger 1997:2) There, some of these writers complain
of neurotic disorders symptomatic of having to lweh their parents’ fears that dated
from the violence and death that had intruded ih&r lives claims Sicher (2005:135).

The writers had to grow up with the so-called

post-traumatic effects which were manifested inrttaily lives in dysfunctional
parenting, separation anxieties, inherited feansen$ecution, a pressure to fulfil
expectations not realized by dead family membenmsjnability to mourn for
those lost without graves or without trace, missgrgndparents, and other
members of the extended family. (Sicher 2005: XX)

Although it is true, there is no proof that all “mbers of the second generation
share pathology and not all children of the surksvbave felt the need to turn to
professional help”. (Sicher 2005:135)

In conclusion, the second-generation literaturesestrto both learn about the
influence of the first generation’s past on theregent, and to work through and
comprehend their relationship and identity in tlo@text of this traumatic and absent
past. As Sicher points out, “[tjhe reimagining lbé past makes it present in the lives of
the second generation, but this is a transpositiahrisks loss of identity in the acting
out of the stories of the dead” (2005:144).



3 The Author - Art Spiegelman

As the name of this bachelor paper reveals, tha feoaus of the paper is on the
book Mauswritten by an American author Art Spiegelman. 8diegelman, a child of
two survivors of the Holocaust, was bord"Bebruary 1948 in Stockholm. As a young
child, his family emigrated to the United Statebewe he grew up in Rego Park in New
York. He studied art and philosophy at Harpur Qgléen Binghamton and during his
life worked for instance as a designer, an instnut history and aesthetics of comics,
a contributing artist and an editor. As Robert Griy points out, Spiegelman was a
thinking cartoonist, his creations were invariablyellectualized (1996:237). He has
been involved in drawing serious comics since [EA60s. His rise from an obscure
comics artist drawing for underground publicatidasa Pulitzer Prize-winning author
parallels the increasing seriousness with whichicems a genre have been approached
critically. In 1986 Pantheon publishédiaus-A Survivor's Talen book format; it was
followed in 1991 by a second paMaus II-A Survivor's Tale: And Here My Troubles
Began,which in 1992 won the Pulizer Prize. (Stefan GuntB802:299,300)

Even though Spiegelman has written many bodkaus, in its comics form
which retells story of Art’s father Vladek befodyring and after World War Il and his

own story, is the most famous one.

4 About Maus

As mentioned in the previous chaptetausconsists of two volumes published
within the range of five years. The texts reveavhmmwerfully the past influences the
present and the future; they are trying to repreenunrepresentable. It is a rereading
of one survivor's tale and the transmission ofiteshy of this tale to the son. To

explain it, Kol& says:

Maus has a dual narrative structure; the sectiensiresent day Rego Park in
New York narrated by Art Spiegelman, while thos¢ isethe past, located

primarily in Poland before and during World War dke described by Viadek.

(et. al. 2010:39)



Maus thus juxtaposes and intertwines past and presieatdifferent subject
histories of each protagonist, and the very differeultural contexts of the Nazi
occupied Poland and Rego Park, New York. To compatefan Gunther has rather
different definition ofMaus. He construes it as dealing with the role of susv
children in transmitting knowledge about the Holestaand with the possibility of
combining personal narrative with histobiographyreover with the question of how
to interpret the Shoah after the survivors’ genenawill have passed away. (Gunther
2002:300) Consequently, this author focuses onitfgortance of passing on the
knowledge of the children of survivors on readdrfuture generations. That is mainly
what Spiegelman wanted to do.

On the other hand, Sicher explaMausas:

[a] comic-strip narrative about the Holocaust whjghces the survivor’'s story
within the frame of the son’s story-his mental d@avn, his mother’s suicide,
and the recording of the father's testimony aboid# life in Poland, his
concentration camp experiences, and his survividair (2005:144)

It was somewhat unexpected and shocking for thdigtd read about such
event in a form of comic books. “And as if this wast enough, Spiegelman prepared
another shock for the reader: all nations actingignbook are conceived as animals”.
(Kolar 2002:90) Even Stanislav Kdlat first could not imagine that a comic book could
be an adequate form to convey experience as the exéasrmination of European Jewry
during World War Il (et al. 2010:150). This reactiowvas not rare:

When the 1st volume of Maus, with the subtitle An8tor's Tale-My Father

Bleeds History, came out in the United States i861%he first response of some

of its readers was similar. They felt offended bg genre and regarded it as a

desecration of the memory of millions of victimsetYgenerally Maus enjoyed

great success among both readers and critics.i{kKbk. 2010:150)

Maus brings multiple narratives and kinds of texts, syapb the concentration
camp, diagrams of hideouts, real photographs ftoafamily archive, detailed plans of
the crematoria, an exchange table for goods in Awgz, and a manual for shoe-repair.
He does that “in order to make abstract facts (#matmore or less generally known)
come alive”. (Kold et al. 2010:165) Sicher suggests that Spiegelmasesof pictures,

the map of Poland under the Nazi rule and the nidego Park in New York, where



Art grew up, on the back cover of the first volumedicates blending of past and present
(2005:144).

On the wholeMausaddresses the questions of Jewish trauma, gudimstand,
perhaps most importantly, the transmission of tleesdlicts from one generation to the
next. It illustrates the intimate, influential, andutually constitutive relationship
between past and present; however Spiegelman nitakb=ar that a certain level of

comprehension of such events is impossible.

4.1 Literary genre of Maus

As already mentioned, when writinglaus Spiegelman turned to what has
always been his working artistic medium and thefdlaysis also significant because it
is written in a form of a comic book. Since mangrary genres mingle iMaus the
question is to which genre the book primarily bg®nKol& asks these questions
considering literary genre dflaus “Does Maus belong to fiction or non-fiction? ts i

biography or autobiography? A mere comic book noeel?” (2004:151).

Looking at these questions, it is worth mentiontingt even the early reviewers
of Maus did not know into which genre to classify the New York Timemitially
assignedVausinto its fiction best-seller list, reflecting thancertainty concerning the
genre under which to classify a comic novel abdwe Holocaust, however after
Spiegelman’s letter of protest, they reassigned toit non-fiction. (Gunther,
2002:299,300) That means that the author himseisidersMaus to be non-fiction.
Spiegelman said that it should not be on the biéstdestion list because “it was based
on his father's memoirs and therefore it was fdtt§&icher 2005:XIl) Stanislav Kofa

affirms it:

The story of Spiegelman’s parents, Vladek and Aawel his family is not made
up, and it draws on real personal as well as hestbbackground, yet in its
artistic selection of facts it moves closer toifinot In its strongly testimonial
character, however, Maus approaches non-fictidd042.51)

10



The next question is whethé&flaus belongs to the section of biography or
autobiography. According to Sicher, “Malhas usually been read as a documentary
biography of the concentration camp survivor Vlad8kiegelman” (2005:144).
However it can be better understood as Art’s ovanysbf how he grew up in a family

of survivors in Rego Park in New York and therefasean autobiography.

It also needs to be explained whetMausis a comic book or a graphic novel.
Michael Payne and Jessica Rae Barbera define camsica creative and expansive
form that has always been constrained by formattadid by commercial enterprise”
(2010:312). They add, that “[tjhere are many ddfdrformats for comics, which all
carry unique cultural baggage” (2010:311). Themfdhey recognize many kinds of
comics.

Comics inhabits all kinds of serial forms and catde from weekly or daily
strips to monthly comic books serial characters@méed across formats; we can
also recognize the comics page itself as a mateegister of seriality, a
narrative architecture built on the establishmehtaad/or deviation from
regularized intervals of space. (Payneet. al. Z1D:

While graphic novel, as James Baetens explainskéfsha clear-cut distinction
between the “good guys” and the “bad guys” (20Q1T® complete the definition, a
dictionary of cultural and critical theory claimbat “[g]raphic novels work in a
practical sense as a label that seeks to distinggsous, adult work from comics for
children”. (Payne et.al. 2010:311) Moreovér,Dictionary of Literary and Thematic
Terms: Seconéxplains graphic novel as a term for a full-lengtvel of serious intent
presented in a form of a comic book. It says thanynof these novels offer
autobiographical, ironic portraits of the artistlasser. They frequently focus on the
main character’'s unhappy childhood, dysfunctiorahify, retreat from reality, and
ultimate despair. (Quinn 2006:185) What followsnfrat is that a graphic novel is a
subgenre of comics because it evolved from it. (@@006:185)

ThereforeMaus can really be considered a graphic novel. Firdifyre are
typified Nazis as “the bad guys” and Jews as “tbhedgguys”. Secondly, it is aimed at
adult readers. Thirdly, the protagonist has a diffi and in some ways broken
relationship with his father. And finally, Maus “monsidered to be a graphic novel

because it deals with a serious theme, basedroie atbry”. (Baetens 2001:39) There is
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no doubt thatMaus dealing with the Holocaust belongs to a genre raplic novel.
Payne and Barbera in their dictionary confirm tihéaus belongs to a group of
fascinating works which helped to rocket the termaphic novel into public

consciousness and which are complex works of niofis (2010:311).

Regardless of whether we call it a graphic novike(Bpiegelman does) or not,
Maus covers all mentioned categories and perhaps ewa.rKol& 2004:151) More
importantly, “with its graphic images, of violenesd its allegorical framework, Art
Spiegelman’sMausis a powerful representation of the Holocaust apylar culture”.
(Baetens 2001:23)

Despite its unusual formilaus is an important work that offers a unique
approach to narrative construction and interpretaind its images support reader’s
better ‘realization’ of Vladek’s words, while thext helps to facilitate and contextualize

the illustration.

5 Maus

5.1 Plot

Mausis a story within a story. The central themeviz#usfocuses on the legacy
of racial genocide enacted by the Germans aganmestié¢ws during the Holocaust of
World War Il. There are two timelines. The storynmarily chronicles Art's father
Vladek’s life from 1930s Poland until the end oé tWorld War II. Vladek is a Polish
Jew, a survivor of the Holocaust. The plot recolitglek’s experiences in Auschwitz,
a Nazi concentration camp, and the difficult ineggonal dynamics that can manifest
between Holocaust survivors and their children.o8dty, the story is pointing on the
author himself; it reveals to readers what is behims magnificent book. It shows Art’s
interviews with his father, his personal, mental &ve life. Last but not least, it shows
the struggle how to deal with a trauma which eveugh happened years ago and Art

did not experience himself, it marked both of them.
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The story starts in Rego Park in New York when éotnes to visit his father
Vladek in order to chronicle Vladek’'s memories #oibook he arranges to write. At
first, Vladek does not think that it is a good iddd WOULD TAKE MANY BOOKS,
MY LIFE, AND NO ONE WANTS ANYWAY TO HEAR SUCH STORES” he says.
(Spiegelman 2003:14) He has no idea how the bookitatow his life story will be
successful and says: “BETTER YOU SHOULD SPEND YOURIE TO MAKE
DRAWINGS WHAT WILL BRING YOU SOME MONEY....” (Spiegiman 2003:14)

However, he does start telling his story.

There is an opening describing Vladek’s youth isrg@wiec in Poland, where
he meets and marries Anja Zylberberg with whomdandhas a son, Richieu. However
Anja suffers from post-natal depression and theeefladek accompanies her to a
sanatorium in Czechoslovakia. Unfortunately, onirtiveay there, they witness the
spread of Nazism throughout central Europe and tlope that are relatively safe from
it in Czechoslovakia. “JUST PRAY THAT THEY DON'T &RT A WAR!!" says
Vladek at their train passes the swastika in onethef Czechoslovakian towns.
(Spiegelman 2003:14) Anja’s treatment in the sanato does not take long, she
successfully recovers and they can come back honkoland. Soon after that World
War 1l begins and as a Polish soldier Vladek isstalas a prisoner of war by the
Germans. After he is released, he returns to Polahith is occupied by the Germans.
Even though Vladek loses his factory he does whatam to make a living. While part
of the family is taken to the concentration cam\iadek and the rest of the family are
moved to a ghetto and then to Srodula. Vladek amd 8end their son, Richieu, to stay
with Anja’s sister Tosha in another Polish town &afekeeping. As the Germans in
Srodula start to deport Jews to the camps too,rdleroto avoid deportation Tosha
poisons Richieu and her own children and commitgid®l Since the Jews in
Sosnowiec are supposed to be sent to the campdeR/End Anja go into hiding on a
farm. They pay smugglers to transport them to Hongdaut they are betrayed by the
smugglers and turned over to the Germans. WhileldHdas taken to the concentration
camp in Auschwitz, Anja is taken to the concentrattamp in Birkenau. As Vladek is
very skilful, he works in Auschwitz as a tin workand a shoemaker and is even able to

make connections with Anja in Birkenau and suppty tvith some rations of food
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which he saves for her. After some time, Vladeknisved to Dachau and catches a
typhus fever. Soon he is transported with othesgorers to the Swiss border from
where he manages to run away and hide until therigaresoldiers take over the town.

Then, Vladek can finally return to Sosnowiec, whaee meets his wife Anja. They

decide to emigrate first to Sweden, and then tolth#ed States, where they begin a
new life and where their second son Art is born.

As Vladek’s personal history is told, the storyAst himself writing the novel
unveils. It shows his tense relationship with haghér and dealing with critique and
success oMausBook |. He visits a psychiatrist and talks to hiboat these problems.
Art deals with unresolved anger and depression bigemother’s suicide in 1968. Even
though Vladek remarried another Holocaust surviMala, with whom he constantly
bickers over money, he cannot cope with his firsle'w suicide either. He even
destroys her dairies from the war and Art is mabi@t because he wanted to use them
in writing his novel. When Vladek’s health worseAst and his wife Francoise visit

him and Vladek ends the story by telling Art of hesinion with Anja.

5.2 Humans as Animals

Maus uses animal symbolism where the characters ar@iottred as humans
but as anthropomorphic animals, which means thatsithouettes of animals have
human shapes. However, only their heads resembieats) their bodies look as human
bodies and they look, act, dress, and talk like dmsnas well. Throughou¥laus
Spiegelman uses different species of animals teemtedifferent ethnic groups. The
Jews are portrayed as mice, the Germans as cat®olkes as pigs, the Americans are
represented as dogs, frogs stand for the Frentideers for the Swedes, bees for the
Gypsies, etc. This decision to use animal imageens to have been an ideal choice
since it was probably the only way how make a nggtbon among various nations in

such a different genre as a graphic novel is.

Nevertheless, Spiegelman’s animals are not indalided, “their faces lack
distinct features because they are portrayed unlforThey look as if all of them have
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been cloned”. (Kok& 2004:154) It means thatlaus requires reader’s ability to
recognize the characters in terms of their animhahtities. (Baetens 2001:56) Possibly
as Kol& suggests, “Spiegelman reflected the essence dflakaés racist theory, which
reduced the whole of the Jewish nation to one amog mass (deprived of individual
features) destined for annihilation” (2004:154).

If Spiegelman had depicted the characters with mufaaes, he would most
likely have had to use generalizations and stepsstyor different nations, for instance
a big nose with the Jews or blond hair and blues ayigh the Germans. Some nations
might have felt offended, which, nonetheless, Sgiregn at the end did not avoid.
Choosing pigs to represent the Poles may evokeldriness, a liking for comfort, or
indifference and if we apply our stereotyped priygts of animals we can understand
why the Polish felt insulted. (Kal&2004:154) The same author further denotes that
Spiegelman might have felt an urge to point ourgjranti-Semitism that had existed in
Poland at the time of World War Il. The examplata$ in the sixth chapter of the first
volume. It is soon before Vladek and Anja are takethe concentration camps. Vladek
iIs on his way to arrange the transfer to Hungaranmg a pig’'s mask when Polish
children spot him and recognize that he is a Jed start to scream: “HELP!
MOMMY! A JEW!!" (Spiegelman 2003:151) Vladek expte to Art that in Poland:
“THE MOTHER ALWAYS TOLD SO: “BE CAREFUL! A JEW WILLCATCH YOU
TO A BAG AND EAT YOU!"...SO THEY TAUGHT TO THEIR CHLDREN".
Therefore the children are afraid; however Vladelalert and keeps pretending to be
Polish. Another scene where Polish showed theipaitty against Jews is when Vladek
and Anja look for a shelter from the Germans. Etheugh they wear pig’s masks a
Polish woman recognizes that they are Jews ands starscream: “THERE'S A
JEWESS IN THE COUTRYARD! POLICE!" This shows thadtnse Polish did not
sympathize with the Jews and rather gave themettice. Nonetheless, Spiegelman
Is aware that not all Poles acted like that andhéwadped the Jews as Vladek reveals in
his story.

Spiegelman’sMaus is not the only literary work about the Holocawsting
animal symbolism, for instance Jerzy Kosinski is hovel The Painted Birdworks

with animal images as well. Both authors maybe wsadhal symbolism for writing
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about such event as the Holocaust because as Kofgests, “they find parallels

between animals and humans to express animalesiares in human behaviour from
the terror of World War II” (2002:87). He furthegkmains that using animal imagery
“enables writers to explore the relationship betwgeerpetrators, bystanders, and
victims during Nazi genocide, and clearly exemepéfthe predatory nature of Nazism”
(2004:186).

Most likely, Spiegelman’s idea of presenting micehe role of the Jews comes
from Hitler's own words. Kol&confirms that the central metaphor of illustratifeyws
as mice is the author’s ironic response to Hitlenfamous statement in which he
attempts to dehumanize the Jews (et. al. 20107403. statement was used as epigraph
to the first volume oMaus It says: “THE JEWS ARE UNDOUBEDLY A RACE?
BUT THEY ARE NOT HUMAN?". (Spiegelman 2003:10) In shiquotation, Hitler
deprives the Jews of human qualities and reduces) tto mere vermin, therefore
Spiegelman took the meaning literally and by grept@ialization he caricatured the
characters in order to reveal its absurdity. (K&804:152-153) “It also makes ironic
reference to an article published in a German nap&pin the mid-1930s which
condemned cartoon icon Mickey Mouse, dismissing aaithe dirty and filth-covered
vermin” according to Kola(et. al. 2010:40). Sicher affirms that Spiegelmialiculed
the Nazi propaganda and showed its absurdity bykiimgaa cartoon mouse into a
symbol of humanity”. (Sicher 2005:147)

The cat and mouse game gives an effective metdphbdlazi and Jews relations
and illustrates the predatory nature of the Nagrassion. The first example of it is in
Mausin the chapter three where the Nazis give the Fevesk which is impossible to
finish in time; the punishment for not completinge ttask is not getting their daily
portion of soup. It means that even though Jewtheio best not to lose their portion of
soup, the Nazis enjoy watching them work hard kmgwit is useless. This behaviour
suggests that it was their kind of a game, exaaflycats play with mice. Another
situation indicating the game of cats with micehe telling about Vladek’s return to
Poland after release as a war prisoner at the biegjrof the war. He asks his father
what happened with his beard and hears that:
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IN SEPTEMBER THE GERMAN SOLDIERS GRABBED MANY JEWIBI
THE STREET..THEY MADE US SING PRAYERS WHILE THEY
LAUGHED AND BEAT US...AND BEFORE LETTING US GO, THECUT
OFF OUR BEARDS. (Spiegelman 2003:67)

This representation shows unequal human relatinodsceeativity of the animal
imagery points to deeper meaningMéus This type of behaviour thus confirms that
Nazis “played” with Jews and teased them like cetsnith mice. Kolé adds: “Jews
facing Nazi's genocide were as helpless as a moausght by a cat. And like mice, they
became toys in the Nazi's hands” (2002:90). Anotheample showing the Nazis play
with the Jews is illustrated in chapter one in $keond volume oMaus Vladek tells
Art that the Nazis “played” with Jew a game wheaythook their cap and said: “GO
GET YOUR CAP-QUICK!” (Spiegelman 2003:195) When thaw ran to pick the cap
up, the guard shot him for trying to escape. Antérla“THE GUARD GOT A
CONGRATULATIONS AND A FEW DAYS VACATION FOR STOPPIN THE
ESCAPE” says Vladek.

However sometimes Nazi’s behaviour did not reserohts and mice, they just
acted inhuman. Vladek tells Art that one day then@as came to Srodula to take
people to Auschwitz, most of them were kids ang tere screaming and screaming,
they could not stop. “SO THE GERMANS SWINGED THEMYBTHE LEGS
AGAINST A WALL...AND THEY NEVER ANYMORE SCREAMED”. (Spiegelman
2003:110)

Even though the reader knows that animalMaus represent different human
nations, the story shows moments when these anithaiefore nations, pretend to be
other animals thus belonging to other nations bgguanimal masks. The main reason
for masks inMaus is to show that to survive World War II; Jews séimes had to

pretend to be someone else. Kaaplains:

Masks, symbolizing a change of ethnic identity, aeeessitated by existential
need and are justified by historical reality—wheany Jews disguised their
Jewishness and posed as Christians. The use ofsniesiomes a means of
defence against persecution. (2002:91)

An example of this masquerading is when Vladekdisback to Poland after

being taken as a prisoner of war by the Germandrakel by train from protectorate,
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the traveller needs legal papers but anyway Vladakages to get onto one of the trains
and talks to the conductor. Since he still has isnanmy uniform he pretends to be a
Pole. He talks to the conductor: “YOU ARE A POLEKH ME, SO | CAN TRUST
YOU...THE STINKING NAZIS HAD ME IN A WAR PRISON...UUST ESCAPED”".
(Spiegelman 2003:66) Since the Poles were vererbidbout the Germans, the
conductor helps Vladek hide in the train and heetfoge manages to get to Poland.
Another situation where Vladek and Anja wear pigiask is on their journey from
Srodula to find a better bunker, later Vladek it emen afraid to travel with Germans in
the streetcar in disguise, moreover he greets qiassengers: “HEIL HITLER”. He
explains that there were two cars. “ONE WAS ONLYRMANS AND OFFICIALS.
THE SECOND, IT WAS ONLY THE POLES”. (Spiegelman 230042) Vladek
clarifies the reason why he travelled with the Gams1 “THE GERMANS PAID NO
ATTENTION OF ME...IN THE POLISH CAR THEY COULD SMALIF A POLISH
JEW CAME IN”. These examples show that pretendinbe a Pole, thus wearing pig’s

mask, could save Jews their lives and help themiaur

Even the author draws himself with a mask of a rao®&cher explains that
“Art’'s own mouse-mask underscores the artist’dduittempt to distance himself from
a past of which he is himself a victim, but alstabBshes ironic distance from the past”
(2005:145). This happens in the chapter two insé@nd volume diWaus calledAnd
Here My Troubles Begafhe author compares the past and the present;dvesshe
readers what happened to him in the present whadeklwas telling his story. At this
moment the author confesses to feeling depressddhanstarts to see his own
psychiatrist with whom he speaks about the Holdcaie he is a survivor of the
Holocaust as well. Kolaexplains that“[o]bviously masks serve the authmexpress
problems of identity and they also make us thinkutlthe sincerity or falseness of
individual deeds” (2002:91). In other words, theskandicates that the past and the
Jewish identity is deeply connected to him and ebhengh he tries to dissociate from
the past he himself is a victim of it and the mdskotes how the revulsion is ironic.
The metaphor of masks also points to the dehumimizaf victims, as well as to the

Nazi animalistic and inhuman behaviour. By illustrg humans as animal Spiegelman
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wanted to pass on the message that animal instirechidden in every person. (Kbla
2004:187)

5.3 Question of Suicide

As already mentioned, Art's mother Anja committadcgle. Even though it
happened a long time ago, Art still cannot copé\ititKola calls his mental problems
which originate in Anja’s death as “his own litiheivate Holocaust” (2004:183). This
part of Spiegelman’s life is described Maus throughout a short comic strip called
Prisoner on the Hell Planetvhich was originally published in a com&hort Order
Comixin 1973. The title of the comic®risoner on the Hell Plangteveals that what
Art Spiegelman was going through was nothing pletasAs Kol& points out, this
comics is “personal account of his [Spiegelman’sjtimer’'s suicide and his nervous
breakdown” (2004:1559).

Unlike Maus,the characters in therisoner on the Hell Planetre not pictured
as animals but as humans with individualized fa&¢anislav Kol& explains that story
of Art's mother’s suicide is personal itself thaete is no need to distance from the
tragedy as it was with presentations of the Holetd@004:160). Paradoxically, its
visual realization is more frightening and depnegsthan the figures from narrating
about Auschwitz because Art's revelation of his dam world is graphically
intensified by dark panels with an excessive useblatk colours explains Kala
(2004:164).

During one of many Art’'s story-telling sessions twitis father, Art learns that
Vladek has read this comic strip. Art is surprissche did not suppose that it would get
into his father's hands and worries what his fatherks about it. Vladek tells him that
he cried when he was reading it, however he adiitsS GOOD YOU GOT IT
OUTSIDE YOUR SYSTEM”. (Spiegelman 2003:106) He isad that Art is still
dealing with Anja’s suicide even though it happenedrs ago, when he was twenty

years old.
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In Prisoner on the Hell Planetyhen telling about Anja’s suicide, Art is wearing
a prison uniform which reminds the reader of thacemtration camp uniforms. The
uniform could be understood as a message indicdltiag Art feels guilty about his
mother’s death and the reader gets to know thagepnan spent some time in the state
mental hospital. Accordingly, Art describes himsaf a prisoner of overwhelming
guilt. Kolat explains that:

Despite Artie’s effort to push the blame for theatte of his mother onto
somebody else, he knows that it is impossible. Heaunted by the feeling that
he contributed to her death by being a disappointroe his parents. (2004:163-
164)

Art remembers the last time he saw his mother, “SEIEME INTO MY
ROOM...IT WAS LATE AT NIGHT...She said:..ARTIE...Y@..STILL..LOVE..ME...
DON'T YOU...?” But Art resentfully turned away anchumbled “SURE, MA”!
unwilling to talk. (Spiegelman 2003:105)

It is obvious, that Art now regrets his behavioand de puts his blame on his
mother. “CONGRATULATION!...YOU'VE COMMITED THE PERECT CRIME...",
he says ironically while he is locked in a cell efhicould indicate that he is locked and
imprisoned by his mother's death (Spiegelman 20@R:1Prisoner on the Hell
Planeends by Art saying: “...YOU MURDERED ME. MOMMY, ANDLYOU LEFT
ME HERE TO TAKE THE RAP”!!!(Spiegelman 2003:105)deems that Art hates his
mother for committing suicide which completely beokis nerves. Kofaexplains that
Art “is stung by the accusatory remarks made towdnidh by friends of the family at
the funeral” (et.al. 2010:41). One of them saidOW YOU CRY! BETTER YOU
CRIED WHEN YOUR MOTHER WAS STILL ALIVE!" (Spiegelma 2003:104)
Kolar denotes that Art has not fulfilled his parent’pestations, and instead of love, he
showed his mother only resentment and now is oveliméd by remorse (2004:163-
164). Disappointment of mother’s suicide is eveggbr as Art’'s mother did not leave

any suicide note.

When writingMaus, Art realizes that his mother used to write a diahere he
could find an indication as to what led her to glecand, what is more, which could be
another source for his book. Unfortunately, he gilodit that his father destroyed these
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diaries. “AFTER ANJA DIED | HAD TO MAKE AN ORDER WIH
EVERYTHING.. THESE PAPERS HAD TOO MANY MEMORIES. SOBURNED
THEM” Vladek says (Spiegelman 2003:161). When Agats that he is very angry and
calls his father a murderer. "GOD DAMN YOU! YOU-YOMURDERER! HOW
THE HELL COULD YOU DO SUCH A THING!"” he says to hifather. As Harvey
points out, by calling his father a murderer Artamg that he murdered his vision of the
Maus(1996:242). Since Vladek told Art that his mothadtwritten diaries he could not
wait to read them and use them while writiNgus because it could have brought
another point of view for it. Moreover, by callitgs father a murderer, Art means that
his father murdered Art's memories and he is evegriar when realizes that Anja
hoped that Art will be interested in her testimohlpwever Vladek’s excuse is that:
“ALL SUCH THINGS OF THE WAR, | TRIED TO PUT OUT FRK& MY MIND
ONCE FOR ALL..UNTIL YOU REBUILTME ALL THIS FROM YQJR
QUESTIONS”. (Spiegelman 2003:258)

To sum it up, to represent dealing with his motheléath, Art creates a comics
Prisoner on the Hell Planetyhich is introduced as a part Maus It is his personal
account to Anja’s death and his nervous breakdawhas Kolé points out, it reflects
the depression the narrator suffers from (2004:184g reader learns that Art feels
guilty about her death. He did not fulfil her exfaions and because he did not show
her enough love, he has become a source of digappmt. Since she did not leave any
suicide note, his remorse is made worse. (Ketal. 2010:41) He has no idea what the
reason for her suicide was and since her diareslestroyed by his father, there is no

way to find out.

5.4 Trauma and Its Transmission on the Second Genation

Not only did the trauma appearingMausmark the generation that survived the
Holocaust but it also deeply affected the alreadyntioned second generation. Kiola
explains that “Maus depicts how the trauma expegdrby the author’s father Vladek,
a Holocaust survivor, is passed on to Art, a wratled cartoonist born after World War
[I” (et. al. 2010:39).
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In the first place the terrtraumaneeds to be defined. According to Kiolén
immensely stressful situations, our psyche is unéblcope with the distress and our
experience becomes that which psychologists temomtatic” (et. al. 2010:5). He adds
that trauma is viewed as a severe physical woundjory, caused by violence as an
evil of human design, by natural disaster or anidaed. Survivors have lost their
homeland, culture, language, identity, belief aast but not least, their desire to love
states Kola (2004:181). After all of this, it is undisputablleat the Jews during the
Holocaust underwent many stressful moments thexefas asserted that the Holocaust

experiences negatively affected the survivors’ capdor human relations.

As Hass points out, survivors often suffered frortemse depression which led
to complete social withdrawal or seclusion and thag difficulty to establish close
relationships (1990:9Fonsequently many of them have been unable to feetiet
parents and this disability has had damaging pdggital ramifications for children
raised by these adults. (Hass1990:25) It meansgdrarations which have never been
exposed to a traumatic event can “inherit” therrawof their ancestors and they need to
cope with the trauma as well. As a result, somin@fsecond generation writers explore

their identity in relation to the Holocaust throughaginative writing and art.

The example of the second generation author dewlithgthe Holocaust through
writing is Art Spiegelman. The story Mausinter alia shows what happened to Art’s
father in the hands of Nazis moreover what happdnethe writer himself in his
father’'s hands and how his stories affected hinoufg 2002: XXXIII) Art’'s influence
by the Holocaust is obvious since he visits a psydst. Art admits to him that he
feels depressed and miserable. He talks aboutduthyand relationship with Vladek:
“MAINLY | REMEMBER ARGUING WITH HIM...AND BEING TOLD THAT I
COULDN'T DO ANYTHING AS WELL AS HE COULD". (Spiegehan 2003:204)
One day Art even admits to his wife that he becameartist to annoy his father,
because he thought it was an impractical job. HisadT WAS AN AREA WHERE |
WOULDN'T HAVE TO COMPETE WITH HIM". (Spiegelman 2@099) This
indicates that the relationship between them waspticated. Another example
showing the difficulties between Vladek and Arfas instance when Vladek wants Art

to check some papers for the bank for the thire tiaven if previous checking showed
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that those papers were alright. When Art refuse¥ladek says to him: “ALWAYS
YOU'RE SO LAZY!” and Art replies: “LAZY?! DAMN IT, YOU'RE DRIVING ME
NUTS!” Accordingly, this type of relationship culmates in Art’s saying:

| CAN'T EVEN MAKE ANY SENSE OUT OF MY RELATIONSHIPWITH
MY FATHER..HOW AM | SUPPOSED TO MAKE ANY SENSE OUOF
AUSCHWITZ?...OF THE HOLOCAUST... (Spiegelman 20084}

It reveals how Art deals with the Holocaust; heigtjles how to write about it,
he does not understand the Holocaust. Moreoverndnats that his relationship with
Vladek is complicated and he himself does not wtdad it.

Broken and difficult relationships between surver@nd their children could
have many reasons but they all originated in thdo¢dust. According to Berger,
reasons causing problems can be for instance ‘separanxiety, lack of parental
respect for boundaries or fear for hurting thedreih” (1997:10). To compare, Sicher
suggests that these children were influenced andkedaby intergenerational
transmission by constant reliving of traumatic el@ees, fears of separation,

expectancy of over-fulfilment or anxieties aboutdq2005:133).

The case of survivor's attempt to make his childhimk about food as about
something that is not axiomatic which therefore kaathat child is shown iMaus
when Art and Vladek are having dinner. Art is felen though there is still some food
on his plate and Vladek orders him to eat it aleil Art tells his father's wife Mala
what it was like in the same situation when he washild. “MOM WOULD OFFER
TO COOK SOMETHING | LIKED BETTER, BUT POP JUST WANED TO LEAVE
THE LEFTOVER FOOD AROUND UNTIL | ATE IT". (Spiegelan 2003:45) It
reveals that survivors were anxious about food eafeer the war and they wanted to
teach their children be more cautious and appeediat they have something to eat.
During Vladek’s story telling he explains to ArtyOU CAN'T KNOW WHAT IT IS,
TO BE HUNGRY”. (Spiegelman 2003:251)

Art’'s trauma grows with knowing that he is a reglaent of his dead brother
Richieu who died during the war. Art knows thathss been a disappointment for his
parents and that he has never fulfilled their etqigans and never matched up to what

Richieu might have been. Art comments on Richigalisto in his parents’ bedroom:
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‘“THE PHOTO NEVER THREW TANTRUMS OR GOT IN ANY KINDOF
TROUBLE...IT WAS AN IDEAL KID, AND | WAS A PAIN IN THE ASS. |
COULDN'T COMPETE". (Spiegelman 2003:175) He addsttiRichieu might have
become a doctor or married a wealthy Jewish ginliciv he did neither. However, as
Kola points out, Art knows that the competition withs dead brother to win his
parents’ favour is absurd (2004:164). Art’s sechatlry and trauma from being in his
dead brother shadow culminates when tired and idised Vladek asks Art to stop
interviewing him: “I'M TIRED FROM TALKING, RICHIEU”. (Spiegelman2003:296)
This confusion of Art with Richieu Kotaexplains as “a culmination of Artie’s
frustrating rivalry and of his battle for self-da@tion of his identity. The battle seems to
be ultimately lost” (2004:165). This feeling castigy the fact that his parents had the
picture of Richieu in their bedroom. Moreover, cajl Art Richieu suggests Vladek’s
confusion to recognize past and present, which@ét oints out many victims do and
which means that they cannot distance themselhs the traumatic event (et. al.
2010:10).

What can be surprising is that after all that Viadesnt through, he himself is a
racist. As Kold& explains, “Vladek, a victim of racism, becomes disseminator in
America” (2004:185). The example of Vladek’s radshaviour is when going to the
town; Art’s wife Francoise stops the car to giviftato a hitch-hiker. Vladek does not
want to stop and calls the black hitch-hiker a st®ea which is a Yiddish offensive
word for black people. He is not even afraid toresp a concern that he had when the
hitch-hiker was in the car. “I HAD THE WHOLE TIMEQ WATCH OUT THAT
THIS SCHVARTSER DOESN’'T STEAL US THE GROCERIES FRAOME BACK
SEAT!” (Spiegelman 2003:259) Even Art himself is@ised by his father's behaviour.
“THAT'S OUTRAGES! HOW CAN YOU, OF ALL PEOPLE, BE SCH A RACIST!
YOU TALK ABOUT BLACKS THE WAY THE NAZIS TALKED ABOUT THE
JEWS!” he says to Vladek. However, he replies ithas something different. This
behaviour shows that however trauma of the Holdcanagsked him, he did not change

attitude to black people.

To sum up, there is no doubt that survivors ofHodocaust are marked by this

event and it changed their behaviour and prioritiesnarked the way they raised their
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children and therefore these children, the so-dakrond generation, are scarred by the
Holocaust as well. These children have to deal wghma that is transferred to them by
fears of separations, anxieties about food or tepebstening to the stories of their
parents. Art Spiegelman is an example of it andstosy shows that it all can results in

broken relationships between the survivors and tieidren.

5.4.1 Survival Guilt and Its Transmission on the Seond Generation

However, it is not only trauma that is transfertsgtween the generation that
experienced the Holocaust and the second gener&iowmivors of the Holocaust very
often deal with the so-called survival guilt andhftected their children as well. Under
the influence of survival guilt, survivors may blarthemselves for not going to greater
lengths to save others and they may be hauntedebthbught, “[w]hat right did | have
to live when better individuals then | died?” (Hd€890:10) The same author further
explains that survivor guilt can reflex restrictioagainst expressing rage towards Nazis
or parents who failed in providing them protectinom those torturous events
(1990:11). Moreover,

[tlhe survivor frequently feels himself indictedr fonspecified but unforgivable
crimes-chief among them the “crime” of having reea to the living while
others, and often one’s “betters,” went to theattle Rosenfeld (1980:53)

It is pictured in the part of the story when Vladmkd Anja want to persuade
their nephew to go with them into a bunker to hitdhen he refuses, Anja starts
counting members of family who are dead. “THE WHOBEAMILY IS GONE!
GRANDMA AND GRANDPA! POPPA! MOMMA! TOSHA! BIBI! MY RICHIEU!
NOW THEY'LL TAKE LOLEK!” she says and adds “OH GORET ME DIE TOO!"
(Spiegelman 2003:124) This indicates that Anjaetgthat she is still alive while her
family is dead and she is willing and ready tolskeause of them.

Kolar explains that feelings of guilt are a typical teat of survival syndrome

and therefore survivors become prisoners of theilt,ghey feel remorse (of course,
unsubstantiated) for their impotence in saving fan2004:184).Sicher agrees that
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surviving was not easy and that, “[m]any victimstleé Holocaust had to withess the
deaths of their closest family, underwent some eakable brutality, or had to make
impossible moral choices in order to survive” (20@3}). For instance Jews police had
to make impossible moral choices when decidingadhdit job however they did it to

survive. Vladek explains it in his telling:

SOME JEWS THOUHGT IN THIS WAY: IF THEY GAVE TO THE
GERMANS A FEW JEWS, THEY COULD SAVE THE REST. ANDTA
LEAST THEY COULD SAVE THEMSELVES. (Spiegelman 2089)

In further telling, he reveals that Jewish guarctea like the Germans, they had
big sticks and were not afraid to use them. Otlxangple of immoral behaviour is in
the chapter five. When waiting for the transportdgschwitz, Vladek sees his cousin
and asks him for help. He replies that there isiingthe can do, however when Vladek
shows him some gold, he suddenly changes his nmddalps Vladek, Anja and their
nephew escape. Art himself does not understandb#haviour: “WOULDN'T THEY
HAVE HELPED YOU EVEN IF YOU COULDN'T PAY? | MEAN, YOU WERE
FROM THE SAME FAMILY...” he asked. (Spiegelman 20086) Nevertheless, his
father told him that at that time everyone tooleaamly of themselves.

In chapter three of the second volumeéviafus Vladek, in order to survive, even
hurts himself. He hears that the infirmary is argmise” in comparison with the
barracks in the concentration camp. Consequentlydmgs to get an infection and to be
taken there. “HERE | HAD THREE TIMES A DAY SOMETHIBITO EAT, AND IT
WAS ONLY TWO PATIENTS FOR EACH BED” he explains #t. (Spiegelman
2003:252) Thus he cuts himself into his palm repdigt “I IRRITATED EACH DAY
MY HAND, TO STAY LONGER”. He does it, even if it mts him very much. “I| GOT
AFRAID FOR MY HAND AND LET IT HEAL... HAVE STIL TODAY A SCAR ON
THIS PLACE”, says Vladek and shows his palm to Art.

These were examples of extreme and unbelievableavimir that was

sometimes unnecessary to survive and thus it eefs@quences and feelings of guilt on
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the survivors. Therefore many of them “see thenesels “not normal” and forever

scarred by their wartime experiences”. (Hass 1990:2

Since the life of survivors was changed foreveejrtichildren are touched by
their parent’s experiences as well and many of thawh to find professional help. “It
was in the 1970s that psychologists first begakinm disorders among children of
survivors with their parents’ experiences”. (SicB805:136) It is indicated iMausas
well when Art reveals that he has sessions witholia psychiatrist with in whom he
confides his private life and relationship with fegher, and the feelings of guilt. It is
because Art’'s parents went through the horrorshefHolocaust and he suffers from
what can be called “second-generation survivaltgusicher explains that Art feels
guilty because he was not here in Auschwitz with @rents, and therefore did not
know what it really was like (2005:146). He thirntkait his life in comparison with life
of those who survived Holocaust is nothing, moredwe express a wish that he would
like to have come through Auschwitz to know andezignce what his parents went
through. “I GUESS IT'S SOME KIND OF GUILT ABOUT HAWG AN EASIER
LIFE THAN THEY DID” he says to his psychiatrist (ffgelman 2003:176). He even
does not enjoy the success of the first volumevVaius “NO MATTER WHAT |
ACOMPLISH, IT DOESN'T SEEM LIKE MUCH COMPARED TO SRNMIVING
AUSCHWITZ.” (Spiegelman 2003:204) Sicher states th@ Holocaust has not ended
for Art in the sense that he is living under itedbw and it has formed him before his
birth” (2005:146).

Art’'s physical condition is exacerbated by Vladeldsnstant reminder that
whatever Art suffers from cannot compare to him. 3isher points out, Vladek
evidently considers Art as incompetent becausddeaat go through the Holocaust and
managed to survive it (2005:145). He does not wstded that Art is going through
something similar through a trauma transmission laadkeeps indicating that he can
manage everything when he survived the Holocause psychiatrist suggests that
maybe Vladek needed to show that he could alwagsveu Aaron Haas explains this
kind of behaviour, he points out that some sunsviglt a triumph at having made it
through the Holocaust (1990:11). However Vladek delilty about it as well and Art’s
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psychiatrist adds: “AND HE TOOK HIS GUILT OUT ON Y@ WHERE IT WAS
SAFE...ON THE REAL SURVIVOR”. (Spiegelman 20003:20%at explains why Art

is so tired and that the Holocaust is all aroumd. ile admits:

SOME PART OF ME DOESN'T WANT TO DRAW OR THINK ABOUT
AUSCHWITZ. | CAN'T VISUALIZE IT CLERALY, AND | CAN’' T BEGIN
TO IMAGINE WHAT IT FELT LIKE.

This proves that Art really feels guilty becausewss not there in Auschwitz

and cannot imagine how it was like.

The Maus shows another type of guilt that Art suffers froke feels guilty
because the first volume daus has brought him success and money and he cannot
deal with the fact that it profits from afflictioof others. Art admits that “IN
SEPTEMBER 1986, AFTER 8 YEARSOF WORK, THE FIRSTPARDF MAUS
WAS PUBLISHED. IT WAS A CRITICAL AND COMMERCIAL SUCESS”
(Spiegelman 2003:201). He adds that he got mamy=ftb turn the book into the movie
and pictures itMaus show journalists push him to do interviews andshgictured as a
little boy who wants to escape from the hustle alhosibook. He also pictures himself
saying “I WANT MY MOMMY!” Kolat confirms that for Spiegelman, making money
from the suffering of millions of victims is unaquable and therefore the success of the
first volume of Maus does not make him happy and even make him feel evare
depressed (et. al. 2010:43). However, his psyasidielps him cope with the creative
crisis and advices him how to continue writing lné¢ second volume dflauswhere he

got stuck.

On the whole, dealing with experiences from theddalst lasts the whole life
and it even marks further generations. Survivoed fpiilty because they survived
something terrible that millions of others did ndihey do not know why they
“deserved” it and the feelings of guilt are everrseowhen they think of people “better”
than them who did not survive. In the storyMéus, Vladek feels guilty about the
death of his first son Richieu and what is more, #uthor, Art Spiegelman, himself

feels guilty for his mother’s death. This indicatbat even offsprings of survivors are
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affected by the Holocaust because it is not possibt the children of Holocaust
survivors to grow up without becoming scarred aalpless. It is pictured in Art’'s own
story. It focuses on the ways in which his famil{islocaust trauma has become his

own trauma, and the ways in which he has inhehtsgbarents’ survivor guilt.

Last but not least, trauma of the Holocaust comalttlews. “Many assimilated
Jews see the collective trauma of the Holocaughasmain totem of their identity,
rather than the religious practice of Judaism”.|f@Ket. al. 2010:11) It means that this
nightmarish experience from the World War Il is wesignificant for Jews and they
understand it as an integral part of their livest tltepresents their identity. Moreover,
writers of the so-called second generation throtigh trauma transmitted from their
parents use the Holocaust as means for exploraifotheir own post-Holocaust
experience and re-examining their Jewish identfiolar 2004:177) Nevertheless
obsessive concern with the past is an after-efietiteir trauma that is difficult or even
possible to get rid of as Kdléurther states (2004:179).
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6 Conclusion

The main aim of the bachelor paper was to show hen author ofMaus, Art
Spiegelman, how the trauma of the Holocaust isstratted on the second generation,

moreover how he and the whole second generatiomi@uienced by that event.

An American writer Art Spiegelman is a son of VIkd8piegelman and Anja
Spiegelman who survived World War Il. The storyMéus in the first place retells
Vladek’s story before, during and after World WharDespite many attempts to avoid
concentration camp, eventually he and his wife Agmded up in Auschwitz, Birkenau
and later Dachau. However, they managed to surwinestarted a new life in America
where Art Spiegelman grew up. Secontlgusfocuses on the author Art Spiegelman

himself and it tells process of writindaus

The theoretical part of the paper introduces th@ctef the Holocaust and its
literature, further it focuses on the so-calledoselcgeneration Holocaust literature and
reveals that it is a generation of writers of wiwere the children of the Holocaust
survivors. Following on from that, Art SpiegelmanMaus is introduced. The
theoretical part deals with the question into wigelnre to classifilaus It reveals that
in its graphic form where humans are pictured w&itimal’s heads, with its dealing with
such a serious topic as the Holocaust undoubtsdlyith its focus on the adult readers,
autobiographical elements and focusing on unhappiraad dysfunctional family, it

belongs into a genre of graphic novel.

The analytical part of the paper focusesMaus itself and it analyses different
aspects of this work. Firstly, the plot is introédc Secondly, it focuses on the animal
symbolism inMaus It reveals that Spiegelman used portraying dffiérnations as
animal because he wanted to express animalistitirésain human behaviour and
wanted to pass on the message that animal insinechidden in every person. The
central metaphor of picturing Jews as mice is Sgiegn’s ironic response to Hitler's
infamous statement in which he dehumanized the .Jderdo00k the meaning literally
and caricatured the characters in order to reviesalabsurdity. He explored the

relationship between the offenders and the vicamd clearly exemplified the predatory
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nature of Nazism. The cat and mouse game gavefactie¢ metaphor for Nazi and

Jews relations.

The next chapter deals with the question of sujdidshows why Spiegelman felt
guilty for his mother’s suicide. The reader findg that Spiegelman blames himself for

her death because he did not fulfil her expectatard did not show her his love.

The key chapter of the paper aims at the transamgsi trauma from the Holocaust.
The reader learns that in the concentration cammolsduring the war, people went
through many stressful situations that scarred tfa@nthe rest of their lives. They lost
their homes, faith and these experiences negativegked their capacity for human
relationships. Consequently, some survivors hatebeen effective parents and had
problematic relationships with their children besaudhey passed their trauma on their
kids. This is the case of Art and Vladek. The pagfewed examples indicating their
difficult relationship and suggested different @@ which could lead to these
difficulties not only in their relationship but gemlly, such as separation anxiety,
anxiety about food, lack of parental respect anthipaelling about the Holocaust. In
other words, the children of the survivors, thecalled second generation, “inherited”
their parents’ trauma and many of them dealt withthrough writing about the
Holocaust, like Art Spiegelman did. He admitted ainel paper showed that he had a
problematic relationship with his father, the cam$tobsession with the Holocaust
caused him an artistic crisis and this depressiadarhim to fell unprepared to be a
parent. Consequently, he started visiting a psygsiaHe is an example of what has
been stated in the theoretical part, he suffens fn@urotic disorders caused by having

to live with his parents” fears that dated from\laence and death.

Last but not least, the paper focuses on the salrgilt and also its transmission on
the second generation. Besides feeling traumatsedivors of the Holocaust often had
to deal with the feelings of guilt. The guilt thdtey survived while others, their
beloved, often ‘better’ people did not. The papmrealed that Art, a member of the
second generation, felt guilty because he washeetin the concentration camp and
therefore could not imagine what it was like ancatvis more he felt guilty because he
thought he had an easier life. Many authors of gbeond generation had the same
problems and through the trauma transmitted frogir fparents they used the Holocaust
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as means for exploration of their own post-Holot@axperience and re-examining their
Jewish identity.
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7 Resumé

Tato bakal#ska prace se zabyva tématem holocaustu v literatwhé generace

a zantiuje se na dildMausod Arta Spiegelmana.

Slova holocaust, které bylo poprvé pouzito na konci 50. let 19. eifola
poukazuje na tragedii 2idza druhé sstove valky, je #kdy nahrazovano slovghoah
neboHurban Ténet Sest miliom zidi bylo v tomto obdobi vyvraztho nfmeckymi
nacisty, a festoze je mnoho literatury, ktera se snazi totmbbdbjasnit, je&Zké mu

porozungt, protoZe neexistuji vhodné slova, ktera bgatakového popsala.

Ackoli se lidé zpoatku bali, Ze tato udalost upadne v zapéminna konci 20.
stoleti z&alo pInit média a vyvinula se literatura holocaustliolem této literatury bylo
zaznamenat straslivé udalosti tohoto obdobi a whpw pangti pro dalSi generace.
Vyvinulo se mnoho literarnich Zanwkénujici se této tématice a mezi nimi v 80. letech
vznikla takzvana literatura druhé generace piSfmlocaustu. Jak nazev nazog, tato
skupina autar jsou potomci pezivSich holocaust. iBstoze nikdy sami nezazili toto
obdobi, mnozi zéthto autoéi se skrze psani o této udalosti vyrovnavali s ukgle
holocaustu, které zanechalo stopy i na nich sanghipze takzvah,zdedili“ trauma
svych rodéu. F¥icin prenosu traumatu mohlo byt vice, hi&tad strach z rozdeni
rodiny, rodte neplnici svoji rodiovskou funkci, obavy z pronasledovani nebo trudhlen

po ¢lenech rodiny, kti# za druhé sstove valky zenkeli ¢i obavy o dostatek potravy.

Do kategorie druhé generace piSici o holocaustti pator Art Spiegelman.
Tento autor, ktery jak jiz bylgeceno, je potomkemipzivSich holocaustu Vladka a
Anji, se narodil ve Stockholmu. OvSem jeata jeho mladi se rodina‘gsthovala do
Ameriky, kde vyiistal v New Yorku. Studoval uni a filozofii a @hem svého Zivota
se Zivil jako projektant, editor a viujici historie a estetiky komiksu. Od konce 60. let
se ¥noval tvorte komiksu, v roce 1986 vydal prvni dflaus-A Survivor’'s Tala v roce
1992 muMaus II-A Survivor’'s Tale: And Here My Troubles Bagrineslo Pulitzerovu

cenu.

Tato prace se za¥fuje na celé dildMaus Kniha je rozdlena na dv ¢asti a

poukazuje na to, jak minulost ovivje sodasnost. Kniha ma @wasové linie, prvni je
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piibéh Artova otce Vladka z obdobi holocaustu v Polskuhy je Artuv vlastni fibéh
odehravajici se v New Yorku a z&mjici se na jeho psychické problémy, které
zpasobilo gedani traumatu holocaustu i sebevrazda jeho mdikymi slovy je to
piedavani poznatkholocaustu z jedné generace na druhou, na kteli@édiyo nenglo
zapomenout. Co je ndausdale vyjim&né, je to, Ze Spiegelman pouZzil pro psani o tak
vazném tématu jako je holocaust komiksovou formabkonce pouZil zweci motivy

pii znazotiovani lidi. Toto bylo zprvu prétende Sokujici, ale pozji se kniha setkala

s obrovskym usfthem.

Naskyta se otazka, do kterého literarnimu zanriaas fadi. Toto dilo sam
autor z#azuje do kategorie “non-fiction”, protoZe je to@ano na pravdivemiieéhu
a tudiz je to fibéh realny. Otazka, zda jaus biografie nebo autobiografiefigtava
nezodpo¥zena, nebdtoto dilo Ize zahrnout do obou kategorii. Z pohled Vladkiv
piibéh se jedna o biografii, z pohledu na Artovo vygrdvize Maus zaadit do
autobiografie. S¥ejni otazkou uastava, zda jeMaus komiks nebo graficky roman.
Z bakald&ské prace vyplyva, z&laus nalezi do kategorie grafického romanu, riebo
spliuje jeho kritéria, jako je rozliSeni kladnych a aap/ch hrdiri, zabyva se zavaznou
tématikou, je zawrien na kategorii dosfych ¢ten&t a v neposlednfac se vMaus

vyskytuji autobiografické prvky vypr&ni autora.

Primarnicasova linieMaus je vyprawni polského Zida Vladka Spiegelmana o
Zivote pred, Bhem a po druhé gtové valce. Vladek a jeho Zena Anja se skryvididp
nacisty, ale nakonec byli deportovani do konceénich tdboi Oswtim a Birkenau,
pozckji i Dachau. PestoZe ¥tSina jejich rodiny, ¥etn® syna Richieuo holocaust
negezila, Vladkovi a Anje seipzit podélo a emigrovali do Danska, kde se jim narodil
druhy syn Art, autoMaus Pozdji se vSichni pesthovali natrvalo do New Yorku. Zde
bohuzZel Anja Spiegelman spachala sebevrazdu. Dtabdva linieMaus znézotiuje
proces psani autora Arta Spiegelmana. Jeho ®dvét otce, ktery mu vypr&V svij
piibéh, autorskou krizi a v neposledriiack psychické problémy, kterymi tép
v nasledku smrti své matky d@gmosu traumatu z holocaustu aikwnimz navsévoval

psychiatra.

Prace analyzujetizné aspekty dildaus Nejprve zvifeci symboliku pouzitou
v Maus Jak jiz byloie¢eno, Spiegelman ve svém grafickém romanu znidgedidské
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postavy se zwécimi oblteji. OdliSné narody jsou prezentovany odliSnymireeimi
druhy. Zidé jsou zde zobrazovani jako mysi, nacjal® kaky, Polaci jako prasata,
Americané jako psi. Z¥eci oblteje postav jsou znazammy jednoti, nejsou odliSeny,
¢imz cheél autor odrazit podstatu nacistické rasistické iegoktera snizila celek
Zidovského naroda do jedné anonymni rasieng k vyhlazeni. Vyobrazeni gigako
mySi souvisi také s Hitlerovym citatem, kdy zbaviify lidskych kvalit a firovnava je

k pouhé hasti. Spiegelman ckt poukazat na absurditu toho citatu a vzal ho doglo
Dale pak znazogmim zidi jako mySi a nacistjako katek poukazuje na dravou povahu
nacistické represe, kdy si nacisté ,hrali“ s Zidkq s kéky s mysSi, coz tato bakakka
prace podklada ukazkami z di\daus. Tato prace dale odhaluje, Ze znazaim sebe
samého s maskou mysi se Art Spiegelman pokusdrisivat od minulosti, jejiZz je sam
obxti, ale také vytvit ironicky odstup a vyjaiit problém s identitou. Spiegelman neni
jediny, kdo pro tématiku holocaustu pouzil iedi symboliku, udal tak i Jerzy
Kosinski, autor romantihe Painted Bird.

DalSi zangieni prace je na otdzku sebevrazdy. Jak jiz bylongmoi Artova
matka spachala sebevrazdu a on se s tim bohuZekaiaxl vyrovnat. Jeho psychické
problémy, zjisobené matnou smrti, jsou WMaus publikovany skrze komiks nazvany
Prisoner on the Hell PlaneCten& se dozvida, Ze Spiegelman se citi vinen za smrt
svoji matky, jelikoZ ji neprojevoval dostatek las&ycelko¥ byl zklamanim pro své
rodice. Artuv pocit viny zhorSujed&domi, Ze Anja nezanechala dopis na roztmou,
tudiz nevyswtlila divod své smrti. Kdyz Art zjidije, Ze Anja si psala deniky, doufa, Ze
mu naponiZou objasnit dvod jeji vrazdy a poskytnout dalSi zdroj informacd jeho
psani. Po zji&nhi, Ze jeho otec tyto deniky spalil, ho nazyva erahnebd zabil jeho
nackji na vypadddani se se svymi depresemiiggbenymi pocitem viny z many smrti

a také zabil moznost roz8hi Maus

SteZejni ¢ast prace seénuje traumatu afenosu traumatu z holocaustu. Protoze
béhem druhé sstoveé valky zidé ztratili svoje blizké, domowgsto i viru, je bezesporu,
Ze tr@li depresemi, kter&asto vedly k socialnimu astrani, a tudiZlinproblémy
navazat uzké vztahy. Z toho prameni, Ze to na maechalo nésledky a co vice,
zanechalo to nasledky i na jejicktelch, se kterymiékko navazovali dvérné vztahy.

Prikladem, Ze tato druha generace takélarpolocaustem, je Art Spiegelman. Ve svém
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grafickém romanuMaus priznava, Ze kuli psychickym problémim navsévoval
psychiatra.ReSil s nim zejména 8y naruseny vztah s otcemjignal mu, Ze jejich
vztahu nerozumi a tudiZz nedokaze poro&uami holocaustu a tim padem & psat.
Prace uvadi ¢kolik priklada znazotiujicich problematicky vztah Arta a Vladka. Artova
trauma nakstala s¥domim, Ze nenaplnil ekavani svych rodii, byl pro r&
zklamanim. Citil se jako ,ndhrada“ za svého zedmuldratra Richieuho. Fotka
Richieuho v loZnici jeho rodit mu giipominala, Ze on se nikdy nedostal do prolilém
byl idealni di¢. Spiegelman si byl nicménvédom toho, Ze so@Zivost s mrtvym

bratrem je absurdni.

Déle se prace zabyva takzvanym pocitem viny, kterfnpeli piezivsi
holocaustu. Litovali, ZefpZili, zatimco jini¢asto lepSi nez oni, zahynuli. To, Zexli,
citili jako vinu a citili viitky, Ze nezachranili své blizké. Nicntéaby geZili, oni sami
museli mnohokratelit nelehkym situacim a rozhodnutim a&lad \éci, které by za
normalnich okolnosti neéthli. Béhem 70. let z&li psychologové diagnostikovat
psychické poruchy i u druhé generace. Ta citilaiva to, Ze neprozila holocaust a
tudiz si nedokazeipdstavit, jaké to pro jeji rotk muselo byt. Citila se vina za to, Ze
svému psychiatru $¥il s témito problémy. Dale se Art citil vinen za @sp, ktery mu
piineslo vydani prvniho dilMaus Nemohl se srovnat s faktem, Ze ¥iaval penize na
neststi druhych. Nicméhs €mito vSemi problémy, setré feSeni vztahu s jeho otcem,

mu pomabhal jeho psychiatr.

s

Maus feSi otadzky zidovského traumatu a viny, a co je raodsjdilezitéjsi,
pienos &chto disledki holocaustu z jedné generace na druhou. Spiegeilnstnuje
vzajemny vztah mezi minulosti a s@asnosti a zarovedava najevo, Ze séasna

generace nikdy pthneporozumi holocaustu a tongim si lidé v tomto obdobi prosli.
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