
Hanns Eisler composed the film music for Nuit et brouillard –
“Night and fog” – in the few weeks between late November
and mid-December 1955. Nuit et brouillard was the first com-
prehensive documentary film about the Nazi concentration
camps.1 It was directed by Alain Resnais and the commentary
was by the writer Jean Cayrol, who had himself been a prisoner
in the concentration camp of Mauthausen/Gusen. This short
film Nuit et brouillard is underlaid throughout its 30 minutes
by both Eisler’s music and the commentary, which was spoken
by the actor Michel Bouquet. The title of the film refers to the
“order of the Führer” of the same name from 1941, according
to which the Resistance fighters captured in France, Belgium,
the Netherlands and Norway were placed under the special
jurisdiction of the “Reich” in order for them to disappear
without trace in prisons and concentration camps in a “cloak
and dagger” operation (in German: “bei Nacht und Nebel”,
literally “in night and fog”).2

In 1956, Nuit et brouillard was awarded the Jean Vigo Prize.
It was the subject of intense political controversy while it was
still being made, and even more so after it was nominated
for the ninth Film Festival in Cannes in 1956 and during the
subsequent preparation of different dubbed versions for the
two states of divided Germany, East and West. But ultimately,
it had a major international impact on the discussion about the
crimes of National Socialism, especially in the Federal
Republic of Germany in the West, where the version with Paul
Celan’s translated commentary was used as an official teaching
aid in schools from 1957 onwards. Its considerable impact was
not least thanks to its rigorous aesthetic design. In Nuit et
brouillard image, commentary and music unite in a dialectic
in which the commentary – mostly spoken in a tone that is
deliberately unemotional and occasionally ironic – together
with the generally extreme understatement of the music
together create a “dramatic counterpoint” to the harrowing
images we see.3

Plans for a concentration camp film

From November 1954 to late January 1955, as part of the com-
memoration of the tenth anniversary of the liberation from
German occupation, the exhibition “Resistance, Liberation,
Deportation” was shown at the Musée pédagogique in the Rue

1 Before this, there existed only documentary films about the liberation of the concentration camps, such as Deathmills by Billy Wilder in
1945, or autobiographically inspired feature films about the topic, such as Wanda Jakubowska’s Ostatni etap (“The Last Stage”, 1947) about
Auschwitz or Alfred Radok’s Daleká cesta (“Distant Journey”, 1949) about Theresienstadt.

2 In music, this saying is notably featured in the third scene of Richard Wagner’s Rheingold, where Alberich places the “Tarnhelm”, an invisibility
helmet, on his head. He says: “Dem Haupt fügt sich der Helm | ob sich der Zauber auch zeigt | Nacht und Nebel – niemand gleich!”.

3 See in this regard Theodor W. Adorno / Hanns Eisler: Komposition für den Film. Frankfurt am Main: Suhrkamp, 2006, p. 30.
4 This interview is included on the DVD of Nuit et brouillard. Argos Films / Arte Vidéo, 2003.
5 Transcription of the interview (in French) by Sylvie Lindeperg: “Nuit et brouillard”. Un film dans l’histoire. Paris: Éditions Odile Jacob 2007, p. 43.
6 Ravensbrück. Neuchâtel, 1946 (= Les Cahiers du Rhône No. 20). 
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Introduction

d’Ulm in Paris. On 10 November 1954, the day the exhibition
opened, its two curators – the historians Olga Wormser and
Henri Michel – mentioned in a radio interview4 that they were
planning a film about the concentration camp system.
According to Wormser, it would “only contain purely histori-
cal documents that are absolutely confirmed by all our experi-
ence with this subject”.5 Wormser and Michel had been
researching the topic of deportation and concentration camps
for several years. In 1940–41, Wormser had worked in the
Centre d’information sur les prisonniers de guerre (“Centre of
information on prisoners of war”) and in September 1944 had
been employed in the Commissariat aux Prisonniers, Déportés
et Réfugiés (“Commissariat for prisoners, deportees and
refugees”, PDR) of the provisional government of the French
Republic under Minister Henri Frenay – this was the board
concerned with registering, returning and resettling deported
people and POWS. Her work also meant travelling to
Germany and Poland in order to investigate people who had
disappeared in Bergen-Belsen and Auschwitz. As one of those
responsible for “Opération Lutetia” she had documented the
reports of former inmates of concentration camps upon their
return home; she had also been involved in a volume about
Ravensbrück6 and had worked for the public prosecutors
Edgar Faure and Charles Dubost during their preparation for
the Nuremberg Trials for war crimes. In 1952, she was then
called to join the Comité d’histoire de la Deuxième Guerre
mondiale (“Historical committee for the Second World War”,
CHDGM) by Henri Michel. She also became a member of the
recently founded “Réseau du souvenir” (the “remembrance
network”), an association set up by former fighters in the
Resistance whose aim was to ensure that the deportations
were commemorated. Wormser was appointed a researcher for
CHDGM and was brought into a sub-commission that had
been created in June 1951 to prepare a history of the deporta-
tions. Its other members included representatives of various
ministries and of the Réseau du souvenir who worked togeth-
er with the Centre de documentation juive contemporaire
(“Contemporary Jewish Documentation Centre”, CDJC).
The aim of this commission’s work was on the one hand to
sort, archive and inventarize sources in the form of eye-witness
interviews, written documents, photos and films and on the
other hand to make its research results generally available in
published form. 
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Although the fragmentary state of the relevant archives meant
that results were still unsatisfactory, in 1954–55 Olga Wormser
and Henri Michel published Tragédie de la Déportation
1940–1945. Témoignages de survivants des camps de concentra-
tion allemands7 and a special number of the Revue d’histoire de
la Deuxième Guerre mondiale.8 This was not least in order to
fulfil the expectations of the associations representing the
deportees. These two publications documented various aspects
of the German concentration camp system. While the CHDGM
(founded in 1951 by uniting the Commission d’histoire de
l’Occupation et de la Libération de la France and the Comité
d’histoire de la guerre) was primarily devoted to research, the
Réseau du souvenir under Annette Lazard (which had been
founded by former members of the Resistance who belonged
to the new political élite) had devoted itself primarily to PR
and to lobbying in the service of a culture of remembrance. For
example, it had helped to establish days of commemoration,
vigils and monuments. From 1953 to 1956 Henri Michel was
the General Secretary of both organizations, and as such had
been responsible for an institutional linkage of historical
research on the one hand (through the CHDGM) and interest-
driven commemoration oriented on patriotic, “heroic” models
on the other (through the Réseau du souvenir). This link was
somewhat problematical, and Wormser, who at the time was
working on her doctoral thesis about the Système concentra-
tionnaire nazi,9 was not uncritical of this state of affairs. She
argued in favour of a more scholarly approach that would
analyze the concentration camps as a systematically organized,
norm-driven microcosm and their economic significance for
the German war economy. While the research of the CHDGM
was far more susceptible to the ideological influence of veterans’
associations, Michel’s dual function offered the possibility of
getting state support for his research interests through direct,
personal contacts, thereby placing the work of the CHDGM
on a broader societal, institutional and financial footing. It was
thus not by chance that it was at this time that joint projects
such as the exhibition “Resistance, Liberation, Deportation”
and the film Nuit et brouillard were made possible, which
meant embarking on a new, more publicity-friendly path by
communicating historical research through contemporary
media. 
Michel was also planning to install a cinema in the Musée
pédagogique, for example, which would be linked with a con-
temporary historical film archive aimed especially at younger
audiences. The film lists that Wormser had made in the course

7 Olga Wormser / Henri Michel (eds.): Tragédie de la Déportation 1940–1945. Témoignages des survivants des camps de concentration allemands.
Paris: Hachette, 1955.

8 No. 15, July–September 1954. 
9 Olga Wormser-Migot: Le système concentrationnaire nazi. Paris: Presses univ. de France, 1968.

10 These included clothing worn by inmates, self-made objects for daily use such as bowls, cutlery and storage utensils – such as the metal box once
owned by Jean Cayrol that can be seen in shot No. 158 in Nuit et brouillard (see “III. On the relation of the film to the commentary and music”
in the Critical Report, p. 98) – toys, drawings, written notes, jewellery and mementos such as granite from the infamous stone quarry of Mauthausen,
barbed wire, bread crusts, tongs and ash shovels from the crematorium and a can of zyklon B from Auschwitz. 

11 The weekly newsreels were made during and after the liberation and thus – with the exception of a brief historical section – offer only the perspective
of the liberators, not of the camp inmates. 

12 See in particular Léon Poliakov: Bréviaire de la haine. Le III. Reich et les Juifs (Paris: Édition Gallimard, 1951) and the journal Le Monde juif,
founded in 1945. 
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of her work with the Commission d’histoire de la Déportation
were of particular significance here. With his eye firmly on fac-
tual description, Michel had initially envisaged merely creating
a montage of weekly news reports, which would be given new
commentaries and edited so as to make longer films. While
planning the exhibition “Resistance, Liberation, Deportation”,
however, former inmates provided a wealth of varied personal
memorabilia10 from the time of their deportation, and it pos-
sessed such impressive iconographical and historical value that
it seemed no longer justified to document the life in the camps
without incorporating this inside perspective. These objects
allowed not just a more vivid insight into the inmates’ every-
day experiences than could any weekly news reports,11 for
they also did it more objectively than many eye-witness
accounts, which often embellished the historical truth with
tales of heroism. Furthermore, potential exhibits were now
found that illuminated an aspect that had been hitherto largely
ignored on account of the specifically French perspective,
focussed as it was on the fate of the Resistance fighters.
Although already documented by the CDJC in scholarly
fashion through archival research and publications,12 the geno-
cide of the Jews was treated in French remembrance as more of
a side issue – something that was in any case supposedly a matter
for the Jews themselves and not for the majority of society.
Michel and Wormser might have wanted scholarly objectivity
instead of the heroism favoured by the deportees’ associations
(in which above all former members of the political and military
resistance were organized), but nevertheless the Holocaust had
remained a blind spot even for them. In the anthology Tragédie
de la Déportation there is no differentiation made between
deportation and extermination camps. Belzec, Chelmno,
Sobibor and Treblinka are not even mentioned in the overview
of camps. Instead, Buchenwald is held up as a typical concen-
tration camp, not least because most contemporary accounts
came from there. 
Michel and Wormser designed their Tragédie de la Déportation
as a preparatory collection with a view to a future, comprehen-
sive account of the topic that was still to be written. It was a
successful compromise between the subjective perspective of
contemporary witnesses and an objective scholarly critique.
As a work intended along the lines of “lest we forget”, it was
received with admiration and gratitude alike by the press, the
public, the associations of the deported and the Académie
française. When planning the exhibition “Resistance, Liberation,
Deportation”, Wormser and Michel largely relied on Tragédie
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de la Déportation. The sequence of exhibition rooms was faith-
fully based on the chapters in the anthology: 

I) The convoys.
II) Arrival at the camp and quarantine. 
III) Daily life; atmosphere in the camp, the locations and camp

sites, the schedule, hygiene, diet, a typical day. 
IV) Work in the concentration camps, chores, factory work,

secret war factories.
V) Social categories in the camps, the SS, prisoner adminis-

tration, the slaves. 
VI) The permanence of humanity, spiritual life and resistance;
VII) The sick bay: the anteroom of death, medical organiza-

tion, the camp pathology, human experiments. 
VIII) Death: the last station, “natural” death, induced death,

massive exterminations. 
IX) The camp evacuations and their liberation.13

In dramaturgical terms this resulted in a kind of “pilgrimage
through the stations of the cross” in which the exhibited
objects were arranged like religious relics to illuminate the
stations of the passion of the deportees as the visitors moved
from one room to the next; the sixth station stressed the
heroic aspects of their martyrdom. 

Preparations for Nuit et brouillard

The positive response to the exhibition “Resistance, Liberation,
Deportation”, which had drawn more than 60,000 visitors,14

gave new impetus to the film project being planned by its cura-
tors Michel and Wormser. Whereas Michel had hitherto
thought of making a montage of weekly newsreels, now their
exhibition concept with its dramaturgical coherence offered
a suitable model for an independent filmic realization.
Furthermore, as early as mid-December 1954,15 Anatole
Dauman and Philippe Lifchitz were won over as its producers.
Their company, Argos Films, specialized in documentary
short films of high artistic value. Further cooperation partners
were found in Samy Halfon from Como Films and the distri-
bution company Cocinor. These contracts covered some three
million francs. The rest of the money needed – the amount
estimated came to at least 5.8 million French francs,16 while the
overall budget would ultimately reach 10 million – had to be
found via institutional sponsors. Since the Comité d’histoire de

13 Wormser/Michel [see note 7], p. 512 [contents].
14 Information from Christian Delage / Vincent Guigueno: L’historien et le film. Paris: Édition Gallimard, 2004, p. 62. 
15 See Dauman’s letter to Michel of 15 December 1954, in which Argos Films confirms the production of a short film on the topic of the Resistance

and the concentration camps. Published in Sylvie Lindeperg: „Nacht und Nebel“. Ein Film und seine Geschichte. Berlin: Vorwerk 8, 2010, p. 57.
16 This information refers to the old French franc.
17 Van Gogh (1948), which was shown at the Venice Biennale and received an Oscar in Hollywood; Les statues meurent aussi (“Statues Also Die”,

1950–53), which despite being forbidden by the censors won the Jean Vigo Prize in 1954.
18 See the minutes of the conference of 18 July 1955 in the Institut Lumière; here as in Lindeperg [note 15], p. 61.
19 Archives nationales, CAC de Fontainebleau, 19890538 art 945 (information in Lindeperg, ibid., p. 90).
20 The version of 3 March is printed in Delage/Guigueno [see note 14], pp. 216–218. 
21 In the film: shot No. 6 ff. (see “III. On the relation of the film to the commentary and music” in the Critical Report, p. 86 f.).
22 In the film: shot No. 109 ff. (see “III. On the relation of the film to the commentary and music” in the Critical Report, p. 94 f.).
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la Deuxième Guerre mondiale and the Réseau du souvenir
together assumed the patronage of the project, their respective
representatives Michel and Lazard were able to negotiate a part
of the necessary sponsorship monies from the Education
Ministry and the Ministry for Veterans. Further financial sup-
port came from the city of Paris and the Département Seine,
and roughly half the overall costs were in the end paid by
Poland. Initially, Nicole Vedrès was intended as the director,
but she turned it down. Alain Resnais was agreed upon as her
replacement as early as a production conference of 1 March
1955. Despite being only at the beginning of his career he had
already made a name for himself with prize-winning films.17

Resnais at first hesitated because he felt that only a former
deportee could take on the task. But on 24 May 1955 he never-
theless signed the contract. His objection was not forgotten,
though, and was accommodated by those involved when they
agreed in July 195518 to ask the poet Jean Cayrol to make the
commentary; he had been incarcerated in Mauthausen. Cayrol
did not sign his contract, however, until 1 December. 
An initial synopsis with a memorandum19 on the film project,
“Film documentaire sur le ‘système concentrationnaire alle-
mand’” with the working title “Un homme, une chose, une
poussière” was made by Wormser and Michel in late February /
early March 1955.20 This draft was closely oriented on
Tragédie de la Déportation and proposed first a prologue that
was to recall the mood in occupied France, and then the
following sections: 

1. Departure and arrival of the transports.
2. Planning and organization of the camp. 
3. Sketch of the everyday life of a deportee. 
4. Work in a concentration camp.
5. Sick bay and death. 
6. Escape and resistance. 
7. Liberation, return, reintegration and commemoration

(pilgrimage to the camp).

Apart from the planned flashback (“Nazi parade at Nurem-
berg”21) and the reference to the “stone quarry of Maut-
hausen and secret factories”,22 this sketch only contains ge-
neral references to the film material, though it clearly and sub-
tly states the authors’ intentions with regard to its message and
intended impact. References to an explanatory commentary
text are only found in the section on the second chapter of
the film (“Planning and organization of the concentration
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camp”: “a speaker explains it while we see different images of
the block”23). For the film music (the “musical leitmotiv”24),
“Le Chant des Marais”25 was intended, i.e. the inmates’ song
Die Moorsoldaten from the Börgermoor concentration camp
(“The Peat Bog Soldiers”, to a text by Johann Esser and
Wolfgang Langhoff and with music by Rudi Goguel). This
song was also well known in France and was regularly sung
to a French text on commemorative occasions. A second,
undated memorandum26 is a further development of the first.
It has a new title (“Film sur la deportation”,27 “Film about
deportation”), and its main dramaturgical idea is now “the life
of a man deported”.28 For the commentary, former deportees
were intended to read reports of their experiences themselves;
but otherwise, the different sections of the film were retained
as in the first memorandum. This revised version includes a
more detailed pre-selection of the documentary sources to
be used. Another new aspect is the use of relevant feature
film material.29 No doubt in order to improve the chances of
support from the Ministry of Veterans, the prologue was to
give greater emphasis to the significance of the Resistance and
was to be illustrated using documentary film material.30

In April 1955, Wormser and Michel travelled to Poland in
order to take part in the commemorations for the tenth
anniversary of the liberation of Auschwitz. The impression
that the event made on them prompted them to revise their
hitherto concept and to develop an important idea that would
alter the film’s statement and impact. They now wanted to film
in the ruins of the iconic extermination camp of Auschwitz-
Birkenau itself. On 20 June, the producer Dauman – who him-
self came originally from Poland – turned to the “Zbowid”, the
Polish war veterans’ association, and asked for support so that
they could visit Majdanek and Auschwitz with a film team.31

The camp museum in the main camp of Auschwitz I had also
made the two historians aware of further illustrative material
that had already been ordered systematically and that could
complement the exhibits they had shown in the Musée
pédagogique. They also used their visit to make contact with

23 Delage/Guigueno [see note 14], p. 217.
24 Ibid., p. 218.
25 Ibid.
26 Ibid., pp. 218–224. 
27 Ibid.
28 Ibid.
29 La Bataille du rail (“Battle of the Rails”, France 1946, directed by René Clément), Ostatni etap (Poland 1947, script and director: Wanda

Jakubowska). Of the feature films that were prepared for perusal by the team from the distribution companies Gaumont and UGC, only two
sequences from Jakubowska’s Ostani etap were used in Nuit et brouillard (shots Nos. 71 and 155, see “III. On the relation of the film to the
commentary and music”, in the Critical Report, pp. 91 and 98).

30 Au cœur de l’orage (“In the Heart of the Thunderstorm”, France 1948, directed by Jean-Paul Le Chanois) and the weekly newsreel La Libération
de Paris (“The Liberation of Paris”, 1944). 

31 Delage/Guigueno [see note 14], p. 224 f.
32 This change of title takes into particular account the broadening of the interpretative framework of the film. On the one hand, from the French

perspective the phrase was clearly understood as a reference to the fate of those arrested in “cloak and dagger” operations and was an accepted slogan
in the culture of national remembrance; on the other hand, as the prologue filmed in Auschwitz made clear, it now also referred both to the
extermination of European Jewry being carried out in secret, far from the German heartland, and to the danger that the evidential proof of the
Holocaust might be disappearing. 

33 Resnais’s anti-colonialist film Les statues meurent aussi (1950–1953) had caused annoyance among army circles because of the ongoing Algerian
crisis. 

34 Shots Nos. 54–70 in Nuit et brouillard (see “III. On the relation of the film to the commentary and music” in the Critical Report, p. 89 ff.).
35 Shot No. 177 ff. in Nuit et brouillard (see “III. On the relation of the film to the commentary and music” in the Critical Report, p. 100).
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Polish archives. Their material – especially material about the
Holocaust – led to the film undergoing another shift in its
thematic perspective, away from being a primarily national
idea and acquiring a European dimension instead; away from a
focus on the fate of French prisoners in “protective custody”
to a view of the industrial machinery of extermination as such.
As a result, the production conference of 28 May changed the
then current working title of Résistance et Déportation to Nuit
et brouillard.32 In accordance with Wormser’s wishes, the
concept was reworked to give it a greater historiographical, ana-
lytical focus. It would no longer concentrate on the suffering of
a typical deportee, but on how a concentration camp functioned
and above all on the systematic integration of the camps into the
German war economy. The commentary would accordingly no
longer be modelled on the multi-voiced chorus of Greek
tragedy, but would be conceived as a unified text. 
Further research for Nuit et brouillard was carried out in May
and June 1955. Whereas the photo material had either already
been produced for use in the exhibition in the Musée péda-
gogique or was easily available through cooperating archives
and deportees’ associations, getting the necessary footage was
more difficult when it was a matter of acquiring original
material, not just scenes from feature films. Although the
project was co-financed by the Veterans’ Ministry, both the
French Cinematographic Service of the Army (SCA) and the
Imperial War Museum in London either refused to cooperate
or offered only unsuitable propaganda material. The negative
attitude of the SCA was probably founded in a personal dislike
of Resnais.33 As a result, Wormser, Michel and Resnais turned
to the Netherlands Institute for War Documentation in
Amsterdam, where they discovered film recordings of the
deportations from the transitional camp of Westerbork.34 The
newsreel footage about the liberation of the concentration
camp of Bergen-Belsen was provided by the distribution
company Gaumont. The Soviet documentary report about
medical experiments in Auschwitz had become generally
known through the Nuremberg Trials for war crimes.35
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Making the film

On 24 May 1955, Alain Resnais signed his contract36 for Nuit
et brouillard, which gave him the mandate to collaborate with
Wormser and Michel in researching and writing the script, and
also required him to draw up a filming schedule. Since
Wormser and Michel are no longer mentioned in the opening
credits as authors of the script, this task seems to have been
largely fulfilled by Resnais, in which he was only assisted by
the two historians (Wormser in particular). Furthermore,
Resnais was given the power to decide who should write the
commentary. After their visit to Poland, Wormser and Michel
had suggested filming in Auschwitz and Birkenau and in a pro-
duction conference with Resnais on 28 May it was decided to
film a meditative introductory sequence there, if possible.37 In
case this were to prove impossible, the team travelled in June
to Natzweiler-Struthof in Alsace, accompanied by Dauman, in
order to view the concentration camp area there and to decide
if it might prove a suitable alternative location. Here, Resnais
got the idea of filming in colour, thus making a break in content
and chronology visible in filmic terms between archival material
and current material, between history and the present. 
After a production conference on 16 June, a new phase of work
began, with Resnais now in charge. This led to the submission
of a provisional script on 11 June 1955 that was accepted by the
CHDGM. In comparison to the previous memoranda, this
“Preparatory text for Nuit et brouillard”,38 an eight-page type-
script with handwritten notes, provided for a division into
twelve narrative sections: 

1. The camp, deserted in 1956 (mixture of the four camps). 
2. An “algebraic” history of Nazism. 
3. Himmler’s visit to Dachau. All is in place. The mill starts to

grind bones. 
4. The convoys. 
5. Arrival at the camp. 
6. Quarantine. Daily life. 
7. The locations of the camp. 
8. Himmler’ssecondvisit.Continuationofthehistoryof Nazism.
9. The proliferation of the system. 

10. The techniques of extermination. 
11. The evacuation of the camps. What the Allies found. 
12. The Auschwitz Museum. The lesson to be learnt.39

In this draft screenplay, of which a further version exists,40

there are remarks about the colour settings and on technical

36 This document is held by the Institut Lumière in Lyon. Information from Lindeperg [note 15], p. 61.
37 Delage/Guigueno [see note 14], p. 225.
38 This is held in the Fonds Jean Cayrol at the Institut Mémoires de l’édition contemporaire (IMEC) in Saint-Germain-la-Blanche-Herbe, along with

fragments of other versions of the script. 
39 Delage/Guigueno [see note 14], p. 225 f.
40 Lindeperg [see note 15], p. 95, footnote 18.
41 Shots Nos. 204–215. In the shooting script version (see Richard Raskin: Nuit et Brouillard by Alain Resnais. On the Making, Reception and Function

of a Major Documentary Film. Including a New Interview with Alain Resnais and the Original Shooting Script. Aarhus: Aarhus University Press,
1987, pp. 70–131, here pp. 75 and 131) the 17th shot, which follows shot No. 16, is numbered “30”, i.e. the original shots Nos. 17–29 have been
omitted. It is possible that these contained the corresponding images of Himmler’s visit to Dachau.

42 Delage/Guigueno [see note 14], p. 74 f.
43 31 July to 14 August 1955.
44 See the transcription of the shooting script as well as the publication of an original page of Argos’s cutting process in Raskin [see note 41], pp. 70–131.
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matters regarding how to move the camera as well as about
sequences planned for the grounds of the main camp at
Auschwitz, which were thus far based only on the report by
Wormser and Michel about their journey there (“bunker”,
“courtyard of block 11”). With the two sequences about the
visit of Reichsführer SS Heinrich Himmler in Dachau (1936)
and Auschwitz (1942), the film was now going to incorporate
documentary material of historical events that could be dated
precisely; however, only the series of photos from Auschwitz41

that mark the beginning of the “Final Solution” in the end
found their way into the film. This version of the script already
includes drafts for the commentary, which could point to ini-
tial discussions having already taken place with Cayrol.42

André Heinrich, Resnais’s assistant director, visited the
Festival of Youth in Warsaw43 where he held a preliminary dis-
cussion with the local “Film head office” and was able to get a
commitment of funding from the Poles. After this, the team
travelled to Warsaw on 22 September, where on 26 Septemer
Resnais signed the contract as the official representative of
Argos Films. In Warsaw they were able to look at Polish
archival holdings comprising the photos of the Jewish
Historical Institute, the exhibits of the museums of Auschwitz
and Majdanek and the film material of the Warsaw Documen-
tary Film Studio. For the film sequences comprising excerpts
from Soviet and Polish weekly newsreels, the well-known Polish
director Wanda Jakubowska had already made a pre-selection of
suitable material. This new material made it necessary to revise
the film schedule.44

Filming in Auschwitz and Birkenau took place from 28 Sep-
tember to 5 October and continued in Majdanek from 7 to
10 October. The filming was done with a 35mm Éclair-
Caméflex with five interchangeable lenses; they had 1500m of
Eastmancolor film, plus as a back-up 1500m of black-and-
white film. The other technical equipment (cranes, electrical
material, reflectors, tracks etc.) was provided by the Poles, in
part by the Film College in Łódź,where Jakubowska taught.
The French team comprised Wormser, Michel and Resnais,
plus André Heinrich, who besides being assistant director was
also responsible for documenting everything in the script
booklet; then there were the cameraman Ghislain Cloquet and
his assistant Sacha Vierny, who were supported by Zygmunt
Ribarsky from Film Polski, the head of production Edouard
Muszka from the Polish Film Head Office, plus a team of local
technical assistants. The film shoot proved problematical from
a technical perspective, and in any case was an emotional strain
on everyone – especially on Ribarsky, who had to struggle
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with his own memories of his time as a prisoner. Besides
inadequate organization and changeable weather, the rubble
surrounding Birkenau caused problems when moving the
cameras about. 
After returning to Paris, Resnais began on about 20 October45

with the editing of the film in a cutting room of Dionys Films,
together with a team comprising Henri Colpi, Jasmine
Chasney46 and Anne Sarraute. The finished working copy47

was presented to representatives of the deportee associations in
the course of November.48 The film was greeted with general
approval, but because of the extreme nature of the documen-
tary images of the liberation of Bergen-Belsen (shots Nos.
281–286, in which bulldozers push naked, piled-up corpses
into mass graves) the possibility was discussed of making a less
extreme commercial version, 15 minutes in length, alongside
the full-length film (in the end, however, this was not carried
through).49 Also in November, Jean Cayrol was shown the
working copy in the studio, and was deeply shocked by it.
After arriving back home, his memories so overcame him50

that he felt unable to write the intended commentary as it
would have meant repeatedly watching the film in the cutting
room.51 Instead he used the shock caused by his confrontation
with the film material to write a free poetic text that was
naturally unsuited for synchronization with the film. In order
to save the project52 – Cayrol was not prepared to let the film
team adapt his text as he feared that its aesthetic substance
would suffer – Chris Marker53 was assigned the task of
adapting Cayrol’s text so as to ensure that the author’s literary
intentions were upheld while at the same time allowing the text
to fulfil its function as a film commentary that followed the
shifts and rhythms of the different shots. This compromise was
such a great emotional relief to Cayrol that he was able to
resume work in the cutting room and was thus in a position
to realize his own ideas for the narrative and poetic content
of his commentary.54 The commentary was only finished in
December55 and corresponded to a film length of 30 minutes.

45 This is Lindeperg’s suggested date, after she inspected invoices held by the Institut Lumière. Lindeperg [see note 15], p. 126, footnote 2.
46 Incorrectly called Jacqueline Chasney in the opening credits.
47 According to Lindeperg, ibid., p. 148, it was 40 minutes in duration.
48 Letter from Dauman of 30 November, which tells of the recent showing. See Lindeperg [see note 15], p. 126. 
49 Ibid.
50 Cayrol had hitherto refrained from using autobiographical material from his time in the camps in his literary works.
51 See Jean Cayrol: Il était une fois Jean Cayrol. Paris: Édition seuil, 1982, p. 108 f. 
52 In order to get the “quality bonus” that they needed to help with the finances, the film had to be finished by the end of the year.
53 I.e. Christian-François Bouche-Villeneuve, who had already written the screenplay for Les statues meurent aussi together with Resnais.
54 Despite the supra-personal nature of the humanistic plea in the final sequence, the text for the commentary is noticeably written from the perspective

of a French political prisoner. The exclusivity of the genocide of the Jews (and the Sinti and Roma) that is evident from the image material from
Polish and Dutch sources (shots Nos. 57 and 232–238, see “III. On the relation of the film to the commentary and music” in the Critical Report,
pp. 90 and 104 f.) finds no real mention in the commentary. Only in the case of shot No. 28 (see “III. On the relation of the film to the commentary
and music” in the Critical Report, p. 87) is there a reference to a “Jewish student called Stern from Amsterdam”. It remains unclear who was
responsible – Marker or Cayrol – for the ironic, at times sarcastic tone of the commentary (as for example in the description of the different styles
of watch towers).

55 Information from Lindeperg [see note 15], p. 164.
56 See note 25.
57 Albrecht Betz (recording and translation): “Auch der Film braucht Komposition. Alain Resnais im Gespräch mit Albrecht Betz” [8 May 1973], in:

Eisler-Mitteilungen 38 (June 2005), pp. 12–13, here p. 12. 
58 André Heinrich / Daniel Pozner (transcription) / Marko Pajević (translation), “Hanns Eisler und die Musik zu Nacht und Nebel. Ida und André

Pozner [und Alain Resnais] im Gespräch mit André Heinrich”, for France Culture in the 1990s, in: Eisler-Mitteilungen 55 (April 2013), pp. 16–17,
here p. 16. 

59 Betz [see note 57], p. 12.
60 Heinrich/Pozner/Pajević [see note 58], p. 16.
61 Betz [see note 57], p. 12.
62 Heinrich/Pozner/Pajević [see note 58], p. 16.
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It was spoken by the actor Michel Bouquet, who is not men-
tioned in the opening credits. Bouquet prepared intensively for
his task, practising a non-emotional tone of voice that in its
mellowness was almost toneless. He got the correct pronunci-
ation of place names from Olga Wormser. At this same time,
Hanns Eisler also arrived in Paris in order to compose the film
music. 
Whereas Michel and Wormser’s original idea for the film music
of Nuit et brouillard had been to use ‘“Chant des Marais”’
(“The Peat Bog Soldiers”) as a “musical leitmotiv”,56 as it says
in the memorandum – thus an authentic inmates’ song – it is
clearly thanks to Resnais’s aesthetic endeavours that the film
acquired its own, specially composed film music. At Marker’s
suggestion, it was decided to approach Eisler with the idea. In
later interviews, Resnais recalled the matter as follows: 
“One day in Ville d’Avray I said to Chris Marker: I’m looking
for a composer for Nuit et brouillard. And Marker answered:
Hanns Eisler would be ideal, and he played me one of his
records”;57 “I was completely convinced that it was exactly this
that I wanted. But what was I supposed to do in that moment?
I explained … the problem to Dauman and knew that it would
mean going over budget once again”.58 “But the producer
Dauman said, not without a certain elegance, ‘Listen, Resnais,
your idea of working with a foreign composer seems crazy to
me, but people shouldn’t be able to say I’d denied you one of
your whims. We’ll agree on the following: You write to him at
your own risk. If he answers within fourteen days, then we’ll
consider it further …”.59 “I sent Eisler a very lyrical letter.
And then there was an undoubted stroke of luck because he
opened the letter just when Vladimir Pozner was with him, in
his work room. Eisler asked something like – what’s all this?
Some French guy wants to make a short film and asks if I’d
write the music for it. And Pozner, who knew me a little, said
to him: ‘On all accounts, do it, absolutely!’ That’s the story
I was told”.60 “Three or four days later, a telegram arrived”,61

which simply said: ‘I’m coming’, signed ‘Hanns Eisler’”.62
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Both Resnais’s letter establishing first contact and Eisler’s
telegram in answer to it are now lost. After receiving the
telegram, for which Resnais thanked him by letter,63 Dauman
also wrote to Eisler in a letter dated 18 October 1955, on which
he wrote: “Concerning: the film ‘NUIT ET BROUIL-
LARD’”,64 informing him about the director, the project, the
current state of work and the schedule, and asking him to
“compose original music for the film”.65 Eisler answered on
25 October and announced that he would arrive on 15 No-
vember.66 Dauman’s reply, dated 3 November 1955, shifted the
desired date of arrival to 25 November, proposed a working
time of “not more than three weeks” and offered a fee of
“Frs. 200.000,–”.67 On the reverse of this typescript we can see
a sketch for a reply in the hand of a third party (Vladimir
Pozner’s), written in blue ballpoint pen in French, in which the
conditions and the new date of arrival are confirmed. Eisler
finally arrived in Paris on 30 November.68 He wrote to Louise
Eisler-Fischer for the first time from Paris on 4 December69 in
order to tell her about the film, as well as his concerns about
the great pressure of time and the expectations to which he was
being subjected: 
“The film is grandiose, horrible, showing monstrous crimes.
(Polish material). … regrettably, the film people here are put-
ting me under pressure to finish the whole thing in ten days
even though the film is barely finished. I hope I can get it all
together. I’m living here like a monk, I go to bed at 8 in the
evening, eat and drink very little and don’t feel at all at ease
in this giant city with all the responsibility for this film”.70

Presumably from 6 December71 onwards, Eisler withdrew
into a hotel apartment with a piano in order to compose
undisturbed.72 The recording of the music was set for 19 De-
cember.73 Eisler was present during at least part of the
rehearsals and recordings.74 The recording took place using the

63 This letter is no longer extant, though a typescript has survived (HEA 5888) with a literal translation that seems to have been made by someone
whose mother tongue was not German (perhaps Vladimir Pozner?). Besides expressing thanks, this document includes the information that the editing
will begin “tomorrow”, that “at the end of November” the first results of the work may be anticipated and that “from now on I shall keep you
informed about the form that the film takes”.

64 A letter to Eisler of 18 October 1955, signed by Anatole Dauman of Argos Films (HEA 5885).
65 “15 November to 1 December 1955 … in Paris for the time that you will devote to the score on the understanding that the soundtrack will have

to be added to the film from 15 November onwards”. Ibid.
66 See a draft letter in French by a third party, signed with the initials H. E. and marked Copie (blue ballpoint pen, in Pozner’s hand) (HEA 5886). 
67 See HEA 5887.
68 See a copy of a letter from Dauman to Muszka dated 30 November 1955 (Institut Lumière). Information from Lindeperg [see note 15], p. 166,

footnote 1.
69 The letterhead gives the following address: HOTEL – BAR – RESTAURANT | DES ÉTATS-UNIS | 135, BOULEVARD DU MONTPARNASSE, 135

| PARIS - VIE (HEA Slg. Louise Eisler-Fischer 50.1). 
70 Ibid., André Heinrich, however, remembers that “he stimulated himself with cognac in order to cope with it all”. Heinrich/Pozner/Pajević

[see note 58], p. 16. 
71 “Dear Lou! At last (after much hunting and rigmarole) I have found a small apartment with a piano in a clean hotel (very expensive)”. Undated

letter to Louise Eisler-Fischer (HEA Slg. Louise Eisler-Fischer 50.2). As in a letter of 6 December to Hilde Glück (HEA 5995), the letterhead offers
the first mention of the address: HOTEL DE LA TRÉMOILLE | 14, RUE DE LA TRÉMOILLE | CHAMPS-ÉLYSÉES | PARIS (8E).

72 “Dear Lou, the work here is very hard … and I’m suffering like a dog [literally: like an animal] … I’m living as if on a retreat, like a monk, otherwise
I simply wouldn’t be able to manage it” (HEA Slg. Louise Eisler-Fischer 50.5).

73 “On the 19th (XII) I’ve got the recording”, ibid.
74 See Edouard Pfrimmer / Alain Resnais, “Für Hanns Eisler”, in: Sinn und Form. Beiträge zur Literatur. Sonderheft Hanns Eisler 1964, ed. by the

Deutsche Akademie der Künste, Berlin (Ost): Rütten & Loening, 1964, pp. 371–375, here p. 373.
75 The abbreviations of sources are as given in the Critical Report on p. 64.
76 See “II. Critical remarks and readings” in the Critical Report.
77 See “III. On the relation of the film to the commentary and music”, in the column “Film-specific remarks in the autograph scores” in the Critical

Report.
78 See ibid.
79 See note 74.
80 See “I. Sources”, “3. Assessment of the sources” in the Critical Report, p. 72 f.
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autograph scores C1–C1475 as conducting scores for Michel
Delerue, plus the parts for the musicians, copied from these
scores by a third hand, D. The scores contain metronome
markings throughout76 (in Delerue’s hand?), plus durations77

(in Eisler’s hand and that of a third party) and occasionally
contain notes on the synchronization with the action of the
film.78 We can here perceive a division of labour. Eisler noted
above all the total times of the individual numbers, at which
presumably Delerue added the corresponding metronome
markings in a magenta-coloured ballpoint pen in order to
guarantee that the tempo would be correct during the record-
ings. For control purposes, especially in the opening sections
of individual numbers – though at times throughout (see C8),
durations are given in rapid succession in a third-party hand
(Delerue?). Eisler only sporadically notes down durations
within sections, which then as a rule mark out passages in
which dramaturgical reasons make a precise synchronization
necessary between music and images. Eisler mostly refrained
from adding remarks about what was happening in the scenes
(one exception is “Musleman” [sic] in No. 8, bar 35, at 0·40'½).
Some of these were entered by a third party (e.g. in No. 4,
femme | enfant at bars 44/45 or foule devant train at bar 58).
Eisler must have already had the commentary or a correspon-
ding soundtrack of it while working on his sketches, as is
shown by the remark Himmler in No. 7, bar 41 at 1·43. The
image track was run for control purposes while the music was
being recorded.79 Changes to the musical sequence that
became necessary for the synchronization were generally
ordered on an ad hoc basis,80 the musicians noted them as
rehearsal corrections in their parts (material D) and played the
music accordingly. Only in exceptional cases was the music
adapted to the images afterward in the cutting room, such as
the drum roll in No. 3, which was added to shots Nos. 13 and
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14 without any mention of it made in the score or parts.81 A
considerable number of the durations written in a third hand
refer to the synchronization of music and commentary, as we
can see in particular in Nos. 5, 9 and 13, where longer stretches
of commentary occur whose length has not been determined
by changes in camera settings. Here, the durations correspond
to paragraphs and pauses in the commentary. The sound
editing was carried out by Colpi, Chasney and Resnais, with
assistance from Marker, and lasted until 24 December 1955.82

Thus they succeeded in finishing and submitting the film on
time, before the turn of the year, so as to get their “quality
bonus”. 

The composition

As mentioned above, Resnais had promised Eisler in late
October that he would “keep [him] informed about the form
that the film takes”.83 We do not know whether he kept his
word, because no such correspondence seems to be extant,
though he probably did. Under the shelfmark HEA 1820, the
Hanns Eisler Archive holds two typescripts, made on different
typewriters, which contain two fragmentary drafts for a script
of Nuit et brouillard. One of them is in English (fol. 1–2), the
other in French (fol. 3–4). The English version bears the title
“Scene synopsis. Auschwitz film” and on fol. 1r has the script
directions for shots Nos. 1–42. On the page numbered “-3-” at
the centre top (fol. 2r) it has the corresponding directions for
shots Nos. 67–87.84 On the page numbered “-3-” at the centre
top (fol. 3r), the French version has the directions for shots
Nos. 54–76 and on the page marked “-4-” at the centre top
(fol. 4r) it has the corresponding directions for shots
Nos. 67–87. The bottom half of fol. 4r is empty. We can thus
assume that fol. 4r, and thus shot No. 87, form the close of this
version of the script and that the first two typescript pages are
missing (probably for shots Nos. 1–53). The English version is
clearly missing the second typescript page (presumably for

81 See “III. On the relation of the film to the commentary and music”, in the column “Film-specific differences between the soundtrack and the edited
text” in the Critical Report, p. 87.

82 Information from Lindeperg [see note 15], p. 126, footnote 1.
83 See note 63. 
84 Re the numbering of the shots, see the shot numbers in brackets in “III. On the relation of the film to the commentary and music”, in the column

“Shots” in the Critical Report, p. 90 ff.
85 Re the remarks made in the characteristic magenta-coloured ballpoint pen, see the corresponding references in the Critical Report, “I. Sources”,

“2. Description of sources” and ”II. Critical remarks and readings”.
86 When Eisler arrived in Paris on 30 November, the final editing was perhaps not yet finished but was at least in a late stage. See note 70. 
87 On HEA 1820 fol. 2v the following autograph durations are added up in pencil: 

1·55
2·10
365
4’04

88 The author of the above typescript made a written remark at the bottom of fol. 2r that the package was complete, despite the obviously unfinished
state of the script; this only makes sense if we are dealing with a written communication. 

89 In the Hanns Eisler Archive at the Academy of Arts in Berlin, HEA 1820 was hitherto erroneously regarded as an enclosure to a letter from Resnais
of 4 February 1956 in which the director informs Eisler about the nomination of Nuit et brouillard for the Jean Vigo Prize (HEA 5888). The same
shelfmark includes a typescript with a German translation of this letter, which, however, only includes the main text and not the PS. In this PS,
Resnais writes: “P.S. with the same post I am sending you a little book of reproductions of my favourite painter, so that you may have a souvenir
of your brief stay in Paris. I suspect that you don’t have it already”. Thus he is writing about a book of art reproductions, not about the “Scene
synopsis”.

90 See “III. On the relation of the film to the commentary and music”, in the column “Shots” in the Critical Report, pp. 85–91.
91 The origins of paper without any brand marks cannot be determined. 
92 See Hanns Eisler: Höllenangst. Musik zu der Posse mit Gesang von Johann Nepomuk Nestroy in der Textfassung des Theaters an der Scala, Wien

1948, ed. Peter Schweinhardt (= Hanns Eisler Gesamtausgabe, Series V, Vol. 5). Wiesbaden etc.: Breitkopf & Härtel, 2006.
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shots Nos. 43–66), and the fact that this version too closes with
No. 87 is proven by a remark by the writer at the bottom of
fol. 2r: (This concludes the pages gievn me [sic] – IVM). This
note, plus the fact that both versions correspond here where
the shots intersect (Nos. 76–87), suggests that the English text
is in fact a translation of the French version of the script. This
fact allows us to make further assumptions regarding the func-
tion of the two versions. Shots Nos. 55 and 56 have been
ringed with a magenta ballpoint pen in the French version –
two shots that did not find their way into the final film – which
suggests that this French version had been used during the pro-
duction process in Paris85 and represents an interim state of
work (up to shot No. 87) that we can clearly place chronolog-
ically before Eisler’s arrival.86 We may thus assume that the
translated script – which we know to have been among Eisler’s
working materials87 – had been sent to him in advance so that
he could get himself acquainted with his task in a language that
he understood, before leaving Berlin.88 Eisler then probably
took his copy with him to Paris, where ultimately the two
versions were brought together.89

If indeed he was able to peruse the “Scene synopsis. Auschwitz
film” in advance, then Eisler would have had the opportunity
to visualize the details of the later sequences I to IIc90 (land-
scape shots in the ruins of Birkenau, Nazi parades with Hitler,
the architectural styles of the concentration camps with a partly
ironic commentary, arrests and deportations in cattle waggons,
arrivals in the camps). Thus he was able to develop initial musical
ideas, even if he did not yet know the edited length of the
individual shots. The different types of paper he used also offer
an indication that he had already begun work before leaving
Berlin. Whereas the manuscript paper by Durand that Eisler
primarily used for Nuit et brouillard will only have been given
to him on the spot in Paris, he already had manuscript paper
No. 24 from Karl Wewerka’s Viennese publishing house
A-Tempo-Verlag (ATV) with him in Berlin.91 Eisler occasionally
used this brand of paper from the time when he was working
on Höllenangst (“Scared as Hell”)92 in 1948 until the mid-1950s. 
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Eisler could have taken four empty sheets of ATV paper with
him to Paris in order to have a small store of manuscript paper
with him for his first days in the city, but it seems unlikely. It
is noteworthy that all the sketches and drafts made on ATV
paper are either for music for the exact same section of the
film covered by the English-language “Scene synopsis” for
sequences I through to IIc, or they contain musical ideas that
were in part discarded, cannot be assigned to any particular
sequence, or are so brief in nature (A5–14, B1) that they need
not refer to any specific aspect of the film. The material for
No. 1 (A23, C1), which is written solely on ATV paper, offers
relatively conclusive proof that Eisler must already have begun
work on Nuit et brouillard in Berlin. For No. 1 and for the
final part of No. 13 of Nuit et brouillard, Eisler drew on a
composition he had already finished, namely the prelude for
the stage music for Johannes R. Becher’s play Winterschlacht
(“Winter Battle”) that had been given its world première in
Berlin on 12 January 1955.93 Eisler had confirmed to Bertolt
Brecht on 30 July 1954 that he would write the music (see
HEA 6381), and he worked on it in autumn 1954 partly in
Berlin, partly in Vienna, though not on ATV paper. Eisler
rearranged the Winterschlacht prelude for Nuit et brouillard.
In the scores of the stage version (HEA 899 fol. 1–2; HEA 98
fol. 3–6) it was still marked Andante instead of Largo and did
not feature any trumpet. For the new version (C1 and C14),
Eisler altered the harmonies in a few places, then rearranged
the distribution of the parts and the positions in the string
parts. He also composed new music for bars 110–113 and
inserted these, presumably for synchronization purposes. 
This re-use of earlier music would also explain why there are
no sketches for No. 1 of Nuit et brouillard. Given their com-
mon topic – times of war – Eisler must have assumed that the
Winterschlacht music would also suit the “Auschwitz film”.94

The sketches for the German national anthem (A211–14),
parodied in bars 48–57 of No. 4 (C4), were also suitable for
universal use (and were also written on ATV paper). A further
indication that C1 was already written out in Berlin is a
reminder, written on the title page, that Eisler should take a
“Mexican catalogue” with him. This was probably the catalogue
for the exhibition “Mexican painting and graphic art”95 that
took place from 10 September to 9 October 1955 in Berlin.
The possibility that C1 might have been based on the

93 Contrary to what is often stated in the literature, the flute solo from Nuit et brouillard No. 4, bars 89–110 and No. 11, bars 11–22 is not taken from
the incidental music for Leben des Galilei (1947) but was instead, as Manfred Grabs has shown, only adopted as No. 4 for the incidental music for
Galilei in 1957, in connection with a production of the Berliner Ensemble. See in this regard Manfred Grabs: “Über Berührungspunkte zwischen
der Vokal- und der Instrumentalmusik Hanns Eislers”, in: Hanns Eisler heute. Berichte–Probleme–Beobachtungen. Berlin: Akademie der Künste
der Deutschen Demokratischen Republik, 1974 (= Forum Musik in der DDR, Arbeitsheft 19), pp. 114–128, here p. 127. Also in 1957, Eisler used
it once again in Die Teppichweber von Kujan-Bulak. Kantate für Sopran (Mezzo) und Orchester (see Hanns Eisler: Lieder und Kantaten, ed.
Deutsche Akademie der Künste, Sektion Musik, Leipzig: VEB Breitkopf & Härtel Musikverlag, [1958], Vol. 4, pp. 123–155; see in particular bars
145–158). It is noteworthy that he used it here – as in Nuit et brouillard – in the context of a scene at a railway station (see Grabs, p. 127 f.).

94 Not long after, Eisler reworked No. 1 of Nuit et brouillard into the song with piano accompaniment “Monolog Horatio’s (Hamlet)” (see Neue
Lieder 1955–1956, HEA 1210 fol. 14–15), whose text in fact reads explicitly like a motto for the “Auschwitz” film: “And let me speak to the yet
unknowing world | How these things came about. So shall you hear | Of carnal, bloody, and unnatural acts, | Of accidental judgments, casual
slaughters, | Of deaths put on by cunning and forced cause; | And in the upshot, purposes mistook | Fall’n on th’inventors heads. All this can I |
Truly deliver”. 

95 I am grateful to Peter Deeg for pointing this out.
96 See note 64 above.
97 See in this regard A14, A25–9, 11–15, A33–9.
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English-language script fragment is supported by one further
fact. On the title page, “Auschwitz” is given as the title, as in the
“Scene synopsis”, although Eisler had already been notified by
letter that the French film title was “Nuit et brouillard”.96 The
other sketches and drafts for Nuit et brouillard that bear the
English synopsis’s working title “Auschwitz” are written on
ATV paper (A23–9 and A211–15). There is a sketch (A25) with
the melody of the Winterschlacht prelude, which in the film
music for Nuit et brouillard is heard in both Nos. 1 and 13 (C1
and C14); this probably served as a visual aid to Eisler. There
is also a sketch of the score of No. 2 (B1). In both autographs,
however, which were either written in blue ink (A25) or were
sullied by smudges of blue ink (B1), there is also certain infor-
mation that Eisler could only have received in Paris, after
having been shown the edited version of the film. Thus on
A25 we find a Parisian telephone number (see “I. Sources” and
“2. Description of sources” in the Critical Report) and also the
total duration of 1·15 for No. 1; furthermore, the draft score of
No. 2 (B1) has been correctly numbered. The melody sketch
for No. 1 also already refers to C14 and thus extends beyond
the duration stipulated. Furthermore, the exact number of
strings to be used, as stated on C1, is given in HEA 824 fol. 55r

staves 20–24, though fol. 55v does also mention a trombone in
the list of intended wind instruments, and this was ultimately
not used. The draft score bearing the working title Auschwitz
that is written on ATV paper and was intended as No. 2 in the
existing chronological order (B1) also provides for a trombone
in bar 15. This instrumentation is no longer mentioned in a dif-
ferent draft score for No. 2 (B2) that was written on Durand
paper. So it was here, at the latest, that Eisler began work in
Paris. A sketch (A13) that refers in anticipatory fashion to the
complete, final version of No. 2 (C2) has been added subse-
quently to the draft. 
If one surveys the sketch material, it strikes one first that
there are sketches for all the numbers of Nuit et brouillard
with the exception of Nos. 1, 3 and 13; then one notices that
this material has a common, characteristic appearance that
allows one to discern a clear purpose. Instead of serving to
gather together and work out musical ideas,97 which would
hardly have been practicable, given the pressure of time, these
sketches primarily served to try out musical ideas with a view
to the durations that were predetermined by the length of the
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sequences of images and film. They thus offer a highly reduced
version of the full extent of whole numbers98 or of longer sec-
tions – at times as a kind of short score, at others as a single line
of music. This is particularly clear in the sketch for No. 7
(A310), where in bars 7–9 the main part for the solo violin is
not written out at all; instead, the viola part is written out
because it runs continuously through the whole movement
and is thus better suited to check the duration of it. The
sketches for Nos. 4, 6, 7, 8, 9, 10, 11 and 12 have been accorded
an appropriate numbering, but the durations given show that
the other pieces found in sketch form have also already been
composed to match the edited film. Thus sketch A13 for No. 2
gives 1·17½, which is almost its precise total length (1·18½),
while the sketch for No. 5 (A11) notes the entry of the solo
flute at 0·56½ (in the film this motivic caesura is prepared by a
general pause, which means that the time measuring point
shifts forward correspondingly by one bar). Whereas Nos. 10
and 12 are sketched out in full, with No. 10 corresponding to
the photo sequence (shots Nos. 204 ff.99) and bearing the title
Nro 10 (Himmler) (A15), Eisler refrained from writing out the
recapitulation when sketching No. 2 (A13) and from writing
out the Da capo in No. 7 (A310); nevertheless, the times
indicated make his intentions clear. In No. 6 there are no
corresponding indications, but the sketch (B29) breaks off
suddenly at precisely the point (before bar 38) where the Da
capo begins in the score, referring back to bar 5. In No. 8, too
(A12), despite the fact that the sketch is incomplete, the piece
has nevertheless already been conceived in full, because the
missing section towards the close, namely bars 57–63,100 has
already has its duration predetermined (0·39). 
The sketches for No. 4, thus of the piece that is used to
underlay the most heterogeneous section of the film,101 are the
only example where Eisler has carried out major reworking
subsequent to the sketching phase. Eisler had already sketched
out a fragmentary score (A210) and made sketches for the
German national anthem (A211–14) on ATV paper, and the
sketches (B23–7) represent the piece in its provisionally com-
plete version. The durations given in the musical text and in the
margins allow us to recognize both the original idea and cer-
tain orientation points for the revised version. The first formal
section, bars 1–28, is essentially sketched out as later realized in

98 The sketches for No. 5 only cover bars 1–33 and 45–50, but they are distributed over several leaves, and since the sketch A11 breaks off abruptly
at the end of the page, it is also possible that part of the source has been lost.

99 See “III. On the relation of the film to the commentary and music” in the Critical Report, p. 102 f.; see also note 41 above.
100 In the sketch, the final section, bars 45–79, is still scored with six instead of four solo violas. Eisler had also originally wanted to close the piece

with the music of bars 57–63. Bars 64–79 repeat bars 57–63 and add a new, final bar.
101 This section is the photo sequence IIb, which shows the architectural styles of the concentration camps and columns of deportees, then the black-

and-white film sequence IIc about loading prisoners onto cattle waggons in the transitional camp Westerbork and the arrival in a concentration
camp, and then film sequence III that is comprised of camera journeys to the entrances of Birkenau (in colour) and the main camp of Auschwitz
(in black and white). (See “III. On the relation of the film to the commentary and music” in the Critical Report, pp. 87–91).

102 Eisler had already sketched this melody in advance. See A24.
103 At this point in the score (C4), a third party has added the film-specific remark femme | enfant. 
104 Shot No. 55 (see “III. On the relation of the film to the commentary and music” in the Critical Report, p. 89).
105 At 3·24 in the film, shortly before shot No. 69 with the corresponding film-specific remark roues.
106 HEA 190 fol. 3v, staves 19–20.
107 Shots Nos. 61 and 68 (see “III. On the relation of the film to the commentary and music” in the Critical Report, p. 90 f.).
108 This is where the remark roues for shot No. 69 has been made in the score.
109 See HEA 1820 and the Critical Report, p. 84, footnote 2.
110 See HEA 1820.
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C4. In the sketch there now follows the flute solo, however,102

which only appears in the score in bars 89–110. This is repeat-
ed, with the beginning of the repeat coinciding with the edit to
shot No. 45 at 1·35.103 The next time measuring point is noted
at 2·10, where in the film we see an SS officer with a dog.104

Here, the sketch shows that Eisler had originally intended to
bring the passage that in C4 only appears at bars 111–118.105

This passage – in the sketch as in the film – is followed by the
section that sounds at bars 119–135 in C4, with bar 135 from
the score coinciding in the sketch with the time measurement
3·30, thus with shot No. 69. Here is where the contiguous
sketches for No. 4 end; there follow two separately notated
sketched sections (B26–7) for bars 48–55 and 25–29 of the
score. The parody of the German national anthem (B26) –
already sketched in advance by Eisler for Nuit et brouillard
(A212–14) – thus seems originally not to have been a motivic
component part of No. 4. Further reworkings have time indi-
cations both in the notes and in the margins. The marginal
notes 2·41 | 3·24106 refer to significant points in time107 that
now use motivic material other than what we find in the
sketch. Thus at 2'41 in C4, the flute solo of bar 89 ff. begins,
while the time 3·24 corresponds to bar 111, thus to the
beginning of the section108 that in the sketches was originally
situated at 2·10 and was then moved to 3·35. 
If we take a closer look at the actual appearance of scores
C1–14 we notice that they all seem to have been written more
or less in a hurry, and that Eisler worked as economically as
possible by using abbreviations for certain bars and note repe-
titions. At times he even left it to a copyist to write out da
capos and repetitions (C4–8). Two scores, however, stand out
on account of their particularly cursory nature. These are the
scores C3 and C13, which are sketch-like in appearance and
for which, notably, no preparatory sketch material exists.
These scores correspond to passages in the film that were
revised, with regard to their image track in the case of No. 3
and to their film music in the case of No. 13. As the extant
scripts indicate, sequence IIb was originally planned to be
longer, with 19 extra shots.109 Since Eisler initially worked on
the assumption of a longer sequence comprising a total of
24 shots,110 and since the optical impression made by C3 is
very close to that of the discarded numbers 14–18 (E), we can
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suppose that Eisler only wrote (or re-wrote) the music for
sequence IIb111 at a later date in the compositional process. The
discarded numbers 14–18112 most probably seem to have had
their origins in a revision of No. 13. 
The musical organization of the close of the film seems to have
been both problematical for Eisler and a subject of discussion.
The images at the close of Nuit et brouillard turn back in
cyclical fashion; sequence XIII, just like sequence I,113 is shot
in colour by a camera travelling through the ruins of the exter-
mination camp of Auschwitz-Birkenau. Several alternatives
were considered for the film music at the close, as we can see
from autograph remarks that have been erased, remarks by a
third party in C14, bar numbers that have been written over in
C1, contradictory durations given behind the final bar of C14
and, not least, the existence of the discarded numbers 14–18
(E). The possibility seems to have been considered that the
music of No. 13 might have reproduced the above-mentioned
filmic reprise (thus linking up with the corresponding camera
journey of No. 2) or that it should have been made inde-
pendent of the images shown. In the latter case, two options
were up for discussion. Either an attempt could be made to
achieve musical unity with regard to No. 13, which would
have been achieved by linking C13 and E, or by referring back
to the beginning of the film music by recapitulating No. 1
(C1). Ultimately, Eisler decided here both in favour of an inde-
pendence from the images and for the importance of a musical
reprise with a coda (C14),114 as we can see from the order of
letters on the title pages115 of C13 (A), C1 (B) and C14 (C) and
from the instruction116 to continue with C14 after bar 28 of
No. 1 (C1). The final colour journey of the camera through
Birkenau is now accompanied by the opening music, expanded
by C14.117 As for the alternative option of linking the filmic
reprise with a musical reprise, thus repeating the music of
No. 2 (C2) for shots Nos. 303–306,118 Eisler considered two
alternative versions. One is indicated clearly by a remark on
the title page of C14.119 It envisages having bars 1–51 of No. 13
followed by bars 1–18 of No. 2, which would have offered
an exact musical solution to the reprise of the images.
Accordingly, at bars 18/19 in C2 the barline has been length-
ened and the duration 0·37 added. This was to be followed by
a reprise of No. 1, as the erased bar numbers 19 to 47 in C1
make evident. The other possibility was for C14 to be followed
by a repeat of No. 2 complete120 and accordingly to delete bars

111 This sequence comprises a montage of German weekly newsreels and shots from Leni Riefenstahl’s film Triumph des Willens (“Triumph of the Will”).
112 See “IV. Content edition of the five discarded numbers 14–18” in the Critical Report.
113 See “III. On the relation of the film to the commentary and music” in the Critical Report. 
114 Sketch A23, derived from Winterschlacht, shows C1 and C14 as a single entity.
115 See the corresponding passages in “I. Sources”, “2. Source description” in the Critical Report.
116 This is in part difficult to decipher, but probably reads Après mesure 28 enchaînez. See source description for C14 in “I. Sources”, “2. Source

description” in the Critical Report, p. 70.
117 C14 also has its origins in the music for the prelude of Winterschlacht and was from the start sketched out for Nuit et brouillard in conjunction

with C1 (see A23).
118 See “III. On the relation of the film to the commentary and music” in the Critical Report, p. 109 f.
119 Remark erased: Nro 2 1–18 and, below it, Nro 1. See source description for C14 in the Critical Report, p. 70.
120 Remark Repetition Nro 2 at the close of C14. Ibid. 
121 See “III. On the relation of the film to the commentary and music” in the Critical Report, p. 110.
122 See “I. Sources”, “2. Source description” in the Critical Report, p. 70.
123 [Encircled:] enchaînez | Nro 1. See the source description for C13 in the Critical Report, p. 70.
124 See note 118 above.
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1–29 of No. 13, as becomes evident when we consider the
durations calculated in the margins of C13 and C14. Different
durations have been added to the final double barline of C14,
some in Eisler’s hand, some in a third-party hand,121 of which
4'34 and 3'23, both placed prominently above and below the
double barline respectively, have a difference of one minute
and eleven seconds. A corresponding time indication of 1·11
can be found at bars 29/30 of C13. In connection with this,
a third party has noted the duration 44’’ next to the double
barline of C13, which in the duration list122 in the margins has
been added up to 115, thus the duration of No. 1. In this version,
before the reprise of No. 1,123 only the 44 seconds from bar 30
to bar 51 of No. 13 would be played. This truncation would
then be compensated for by 7½ seconds of the “Repetition
Nro. 2”.124

The politics of the different versions

Nuit et brouillard was presented to the Commission de côntrole
des œuvres cinématographique (“Control commission for cine-
matographic works”) on 30 December 1955. The Commission
also had the task of deciding on matters pertaining to film
export. Two core questions were up for discussion. First, given
the drastic nature of some of the images of the liberation of
Bergen-Belsen, there was the question as to whether the film
should have an age restriction; and secondly, there was the prob-
lem of how to deal with shot No. 39, which showed a French
policeman guarding Jewish internees in the Pithiviers camp.
After Resnais had refused any self-censorship, the Commission,
which was split on the issue, demanded that the photo be
replaced. On 29 February 1956, a compromise was finally
reached that involved blacking out the silhouette of the police-
man. On the one hand, this meant covering up a reference to the
French participation in the Holocaust, but on the other hand the
change was made in such a manner that the act of censorship
remained obvious, not least because the typical cap of the police-
man could still be discerned. It was not until the 1970s that a
broader discussion about this topic took place in France. After
the first private showings before former deportees in January
1956, organized by the Réseau du souvenir in the Museum of
Man in Paris, it was not until 1997 that an uncensored version of
Nuit et brouillard became available in France (as a DVD). 
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In the midst of this censorship debate with the Commission,
the jury of the Jean Vigo Prize announced on 30 January 1956
that they were awarding the Prize to the film.125 This was the
second time, after Les statues meurent aussi, that a censored or
forbidden film by Resnais had been awarded a prize. Nor was
this the end of the matter, for on 23 March the French Pro-
gramme Commission for the Cannes Film Festival proposed
Nuit et brouillard as the French contribution to the competi-
tion in the “short film” category. However, at the instigation of
either Jacques Flaud, the director of the Centre national de la
cinématographie (“National Centre of Cinematography”,
CNC) or of Maurice Lemaire, the State Secretary for Trade
and Industry, Nuit et brouillard was deleted from the short list
that was approved on 7 April. This caused public outrage
among both the film fraternity and the deportee associations.
The matter was debated in the French Senate, the Conseil de la
République, and was widely reported in the press. Already at
this time, the rumour began to spread that the exclusion from
the competition list was the work of the Embassy of the
German Federal Republic. As it happens, the West German
Ambassador Vollrath Freiherr von Maltzan had indeed peti-
tioned the French Foreign Ministry about the matter,126 but the
decision seems to have been made in perfect harmony with his
French counterparts – perhaps even in consultation with them.
Both sides of the Rhine feared an unnecessary disturbance to
German-French rapprochement, which had already made such
great progress. The joint plan to have the film removed from
the competition list was not even wholly contrary to the status
quo in Cannes, whose Festival had intentionally been initiated
as a counter to the ideologically inspired film festival of Venice.
Article 5 of the Cannes Festival Statutes provided for interven-
tion in the case of films that might be construed as being con-
trary to the national prestige of participating countries or to
the understanding between peoples. But out of consideration
for the French veterans’ associations, the diplomats ultimately
agreed on the compromise that Nuit et brouillard would not
be part of the competition, but that it would be shown on the
festival fringe as part of the commemorations of 29 April for
the day of remembrance of the deportees.127 For their part, the
West Germans would withdraw their film about love across
the German-German border, Himmel ohne Sterne (“Sky
Without Stars”) by Helmut Käutner, which was not uncontro-
versial back in West Germany either. For the sake of political
symmetry, this ninth Cannes Film Festival also saw the exclu-
sion of one film each from Finland, Britain and Poland for
contravening Article 5 in their political or historical content.
Only the West German festival delegation refused to accede to

125 A “technical accident” prevented the prize-winning film from being shown on French TV as had been the custom. See Lindeperg [see note 15], p. 190.
126 The State Secretary in the Federal Home Office Hans Ritter von Lex, confirmed this during a question time of the German Bundestag on 18 April

1956. See the minute of the 140th meeting of the Second German Bundestag, agenda item No. 26 (p. 7205 f.), http://dipbt.bundestag.de/doc/btp/ 
02/02140.pdf.

127 This is held every year on the last Sunday in April.
128 Including Heinrich Böll, Hans Werner Richter, Erich Kuby, Alfred Andersch, Paul Schallück and Eugen Kogon.
129 On this occasion, Nuit et brouillard was shown in a double bill with Falk Harnack’s feature film Der 20. Juli.
130 See in this regard Ewout van der Knaap: “Nacht und Nebel”. Gedächtnis des Holocaust und internationale Wirkungsgeschichte. Göttingen: Wallstein

Verlag, 2008, pp. 82–85 and the sources listed on p. 237. 
131 See ibid., p. 83, footnote 32.
132 See the typescript with handwritten remarks (in the hand of Paul Celan), HEA 1819. One fundamental change that was desired concerned the

assessment of the collaboration between industry and the concentration camps. 
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the silent diplomatic solution. They insisted on keeping
Himmel ohne Sterne in the competition and when it
remained excluded they caused a scandal by leaving the
Festival under protest on the same 29 April when Nuit et
brouillard was being shown. This awakened the impression –
incorrectly, as it happens – that they were reacting primarily
against Resnais’s film. This led to harsh protests among intel-
lectuals in France and West Germany128 and even to a debate in
the daily papers and in the West German parliament, the
Bundestag – led by Annemarie Renger, a member of parliament
of the German Social Democratic Party, the SPD. 
While Ambassador von Maltzan and his cultural attaché
Bernhard von Tieschowitz had achieved their goal of excluding
Nuit et brouillard from the competition in Cannes, they
were nevertheless committed supporters of film as a means of
Franco-German rapprochement, and of the historical and
didactical value of the filmic arts. Already in advance of Cannes
they had argued in favour of a German version of Nuit et
brouillard. The attention that the film gained in Cannes proved
advantageous for its reception in Germany and the plan to
produce a German version. As early as July 1956 Nuit et
brouillard was given its German première at the Berlin
International Film Festival, despite the intervention of the
West German Foreign Ministry. At the same time, the West
German section of the European Youth Movement helped to
organize showings in Bonn129 and Munich, at which question-
naires were distributed to the audience. Since there was as yet
no synchronized version, these showings were preceded by a
translation of the commentary, commissioned by the Institut
français in Berlin. On the initiative of Paul Bausch of the
Christian Democratic Union (CDU), the chairman of the
parliamentary commission for film, radio and TV, and thanks
to the mediation of the journalist Rudolf Woller from the
Europäische Zeitung, on 29 June 1956 a contract130 between
Argos Films and the German Office for Press and Information
was drawn up for a synchronized German version of Nuit et
brouillard. This contract also stipulated that it was the task of
Argos Films to produce the German commentary and that it
should be done in Paris. The contract was not signed until
23 August, and it was only in September that Paul Celan – at
the express wish of Jean Cayrol – was commissioned to make
the translation of the commentary. On 26 October the text was
recorded by Kurt Glass in Paris. A written version131 was sent
for advance perusal to the German Federal Press Office, who
added suggestions for corrections to it. These were shown to
Celan but were not fully implemented when the text was
recorded.132 Woller made additional requests for changes,
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referring to the naming of Hannes Eisler in the opening
credits and the parodying of the German anthem133 in
sequence IIc; but these requests were rejected. Besides the
uncensored German synchronized version, there was also a
version arranged by the Bundeszentrale für Heimatdienst134

(the “Federal Central Office for Homeland Service”) for use in
schools135 that was wholly in black and white. It mentions
Eisler in the opening credits, but the bars with the German
national anthem (between 5'00'' and 5'16'' for shots
Nos. 47–52)136 have, however, been edited out and replaced by
silence.137

Nuit et brouillard was also shown at the Leipzig Film Week
from 4 to 10 November 1956. This first showing in the GDR
strengthened the desire of Deutsche Film AG (“DEFA”, the
state-owned film company of the GDR) to start hiring out the
film. Argos Films reacted positively to the idea and sent a copy
of the synchronized German version with Celan’s translation
that had just been finished. While Eisler had initially been
open-minded about the West German version,138 Charlotte
Schlotter, the director of foreign trade at DEFA, requested
an “international version” of the film on 29 May 1957139 that
would be without the audio track of the commentary. Her
argument that Celan had translated Cayrol’s original commen-
tary inaccurately was based on fact, though it was probably
only a pretext. Argos rejected this, pointing out the literary
quality of Celan’s text. A translation that Schlotter proposed
to the French producers in the summer of 1957 was rejected
primarily because of ideologically motivated interference in
the closing part of the text. Meanwhile, DEFA had realized
that it was not Argos Films but Film Polski who possessed the
film rights for the countries of the Eastern Bloc. This meant
that a synchronized version could be made independently of
the West German version. In this GDR version, it is especially
mentioned in the opening credits that the film music has been
composed by the “National Prize Winner Hanns Eisler”. The
commentary was written by Henryk Keisch and recorded by
Raimund Schelcher. Since Keisch’s translation140 remains close

133 This part of the film, which was shown in the original French version and also in Germany with its music complete, was judged negatively in
newspaper reviews and audience feedback (see Martina Thiele: Publizistische Kontroversen über den Holocaust im Film. Doctoral thesis, Göttingen
2001, https://eldorado.tu-dortmund.de/bitstream/2003/5573/1/thiele.pdf, p. 181 f.).

134 Today the “German Federal Agency for Civic Education”.
135 Lindeperg [see note 15], p. 177.
136 The durations refer to the original speed of the film; see “III. On the relation of the film to the commentary and music” in the Critical Report. 
137 See VHS K 238560 in the Bundesarchiv, Abteilung Filmarchiv in Berlin. 
138 See Eisler’s letter to Nathan Notowicz of 16 March 1957 (HEA 5378).
139 Lindeperg [see note 15], p. 246.
140 Printed in Film und Fernsehen 13, Vol. 8, pp. 62–64.
141 This German commentary takes more time than the French text. Schelcher tried to compensate for this by speaking faster, but he did not succeed

in adapting his commentary precisely to the film.
142 Regarding the film’s international reception and the commentaries in Dutch, Polish and English, see Lindeperg [note 15], pp. 260–289 and van der

Knaap [note 130], pp. 141–187.
143 See in this regard Jörg Frieß: “Das Blut ist geronnen. Die Münder sind verstummt? Die zwei deutschen Synchronfassungen von Nuit et brouillard

(F 1955)”, in: Filmblatt 10 (2005), pp. 40–57, here p. 55. 
144 See HEA 1821. Hartheim Castle near Alkoven in Upper Austria was obviously unknown to Matschke, who transcribed it – as if spoken in French –

as “Artheim Castle”. Ibid. fol. 8. 
145 See ibid. The manuscript entries in blue ballpoint pen (in the hand of Manfred Grabs) allocate the corresponding music to the different sections of

the commentary, along with the (old) shelfmarks from the Hanns Eisler Archive. These shelfmarks correspond to C1–14.
146 See the tape HEA 7208.
147 “Stern, a Jewish student in Amsterdam” (shot No. 28). (See “III. On the relation of the film to the commentary and music” in the Critical Report,

p. 87).
148 See sequences XVIII and XIX in “III. On the relation of the film to the commentary and music” in the Critical Report, p. 103.
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to the original – though its exactness comes at the loss of a
wholly coherent synchronization141 – and since the corruption
of the epilogue was rejected too, Olga Wormser this time
approved the version. Nevertheless, the arbitrary manner in
which DEFA and Film Polski coordinated their action caused
annoyance at Argos Films and led to their refusing an exten-
sion of the licence. This is why the DEFA version of Nacht
und Nebel, which was approved in 1960, could only be shown
until 1963. In any case, Nacht und Nebel was largely ignored
in the GDR, whereas in the Federal Republic it was regularly
shown in the cinema, at short film festivals and as educational
material in schools and colleges and at information sessions
and memorial occasions. It thereby had a major impact on the
debate about National Socialism.142 In the GDR, however, it
was judged to be insufficiently propagandistic when it was
subjected to assessment in 1958.143

When Nacht und Nebel was shown in September 1974 as part
of a series of “Films against fascism” on GDR television, a new
synchronized German version accordingly had to be made.
The German commentary by Evelin Matschke was clearly
modelled on the text of the original French audio track.144 It
was spoken by Erwin Geschonneck. Since this TV production
obviously had no access to a film matrix with separate image
and audio tracks, both the commentary track and the music
track had to be produced anew. To this purpose, Manfred
Grabs created new performing materials based on Eisler’s
autograph scores.145 The music was recorded by the Berlin
Radio Symphony Orchestra under Eugen Schneider.146

If one compares the commentary versions of Cayrol, Celan,
Keisch and Matschke, one finds that they are largely consistent
in content, though they diverge in details, allowing us to discern
their different perspectives on account of the biography or
social experiences of those involved. Cayrol’s version shows
his intimate knowledge of the daily life of a prisoner, though
the Holocaust is not thematized; the persecution of the Jews is
mentioned at only one point,147 while the systematic shooting
and gassing148 of prisoners is not mentioned specifically in
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connection with the genocide of the Jews. Celan on the other
hand explicitly mentions “racial madness” as the reason for the
“landscape of nine million dead people”.149 Matschke, however,
makes substantial alterations to the text that intensify its state-
ments and that correspond to the official GDR stance towards
history, as for example when he mentions the alliance of “fas-
cism and capital”.150 There is even a specific selective policy
when naming the places of deportation and the concentration
camps. Pithiviers, the camp mentioned by Cayrol – symbolic
of the persecution of the Jews by the Vichy régime – remains
unmentioned in the German versions. Instead, Celan mentions
Vienna and Bucharest as well as the capital cities of the Axis
powers collaborating in the Holocaust that Cayrol had already
listed. He does not mention Zagreb and Odessa, however –
thus cities in countries that were by then in the Eastern Bloc.
And with a nod to the GDR’s national culture of remem-
brance, Matschke replaces Cayrol’s Struthof with Buchenwald. 

About this edition

This edition was begun by Oliver Dahin, though professional
reasons meant he was prevented from continuing with it. After
he left the editorial team of the Hanns Eisler Complete
Edition, the present author took on the task of completing the
volume. The overview of sources was compiled by Dahin, as
was an edition of the musical text that formed the basis of the
edited text published here. The present edition follows the
principles of the “work edition” formulated in the Preface and
is based on the autograph scores C1–14. The fact that this was
at all possible is thanks to the preliminary work carried out by
Manfred Grabs, who presumably already in 1974,151 in prepa-
ration for the TV version of Nacht und Nebel, had succeeded
in examining and ordering the relevant material, including the
scores that Eisler had re-used for the incidental music for Die
Tage der Commune (“The Days of the Commune”) and
Wilhelm Tell (“William Tell”) (C2, C4, C5, C8, C11, C13) and
that for this reason are dispersed among various bundles of
sources in the Hanns Eisler Archive at the Academy of Arts in

149 HEA 1819 fol. 14.
150 HEA 1821 fol. 12.
151 See note 145 above.
152 See Manfred Grabs: Hanns Eisler. Kompositionen – Schriften – Literatur. Ein Handbuch, Leipzig: VEB Deutscher Verlag für Musik, 1984, p. 131.

The old shelfmarks used by Grabs can be matched to the new Archive shelfmarks using the concordance (see Helgard Rienäcker for the Stiftung
Archiv der Akademie der Künste. Archivabteilung Musik: Findbuch zum Bestand Hanns-Eisler-Archiv. Vol. I: Kompositionen. Berlin, 1998, appendix
pp. 11–56). 

153 For Albrecht Riethmüller’s contrary stance in this regard, see his “Einige Fragen im Vorfeld der Edition von Filmmusik” in Rainer Falk / Gert
Mattenklott (eds.): Ästhetische Erfahrung und Edition. Berlin: De Gruyter, 2007 (= Beihefte zu editio 27), pp. 129–141 and Ben Winter: “Catching
Dreams: Editing Film Scores for Publication” in Journal of the Royal Musical Association 132/1, pp. 115–140.

154 Konrad Vogelsang and Hans-Joachim Trum pursue a different editorial concept. In 1984 Vogelsang reconstructed a score of Nuit et brouillard
(HEA 1681) using the orchestral parts, though he refrained not just from adding almost any dynamic markings but also, above and beyond this,
misunderstood as pauses the abbreviations used for repeated bars. In 1989, Hans-Joachim Trum made a carefully prepared score of Nos. 4 and 11
based on the same sources (HEA 1680). The present writer was unable to ascertain whether an edition of the music of Nuit et brouillard – presumably
based on the orchestral parts – was indeed made in 1957 by the Parisian company Enoch & Cie. When he heard of the plan for this edition, Eisler
wrote to Argos Films on 7 August 1957 and asked to share the royalties of Frs. 200 000 (see HEA 5890). No further correspondence about this
matter seems to have survived. 

155 See Eisler’s letter to VEB Deutsche Schallplatten of 26 October 1956 (HEA 5167).
156 See in this regard Oliver Dahin: “The Pastness of the Present. Musical Structure and ‘Uncanny Return’ in Eisler’s Score to Nuit et brouillard”, in

Eisler-Mitteilungen 38 (June 2005), pp. 17–20.
157 See No. 8 bar 31 f.: 4 solo Vl. I, 4 solo Vl. II; bar. 45 ff.: 4 solo Va. 
158 See the source description of the corresponding numbers in “I. Sources”, “2. Source description” in the Critical Report.
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Berlin.152 The editor’s decision in favour of an edition on the
basis of the film music scores153 (C1–14) and not of the orches-
tral parts (D)154 that were used to record the soundtrack of the
film, nor even to attempt some kind of edition based on the
soundtrack itself, seems apt in general in the case of Eisler, who
notated his film music in the traditional, fixed form of written
scores. In the present case of the film music for Nuit et brouil-
lard, it seems particularly compelling. As was the case, for
example, with the Fünf Orchesterstücke (the “Five orchestral
pieces”), which drew on the film music for The 400 Million,
Eisler also at the very least held out the prospect of re-using the
music for Nuit et brouillard as absolute music, quite removed
from its filmic context.155 This was plausible here because it is
a work that in its length, structure and compositional coherence
undoubtedly corresponds to the criteria of an autonomous
work. It has a total duration of 30 minutes, has 13 self-con-
tained movements whose order is clearly defined and that are
brought together in a cyclical unit through a key plan156 and
the sharing of motives. But even aside from such fundamental
aesthetic considerations, any other editorial decision would
have led to results that are not in themselves coherent. The
extant discrepancies between the soundtrack, the orchestral
parts copied from the autograph scores, and the autograph
scores themselves all have different causes. The orchestral
parts, D, are incomplete, because only the first desks are extant
for the string parts. As a result, for those passages where the
strings are employed solistically beyond the first desks,157 the
orchestral parts only offer an incomplete picture of the actual
score. The immense pressure to deliver the film music to Nuit
et brouillard meant that Eisler saved time by having a copyist
write out repeated passages in the scores for numbers C4–8.
This copyist made several mistakes; those not discovered while
copying out the orchestral parts (D) were thus included there.
As a result, these passages158 do not reflect the intentions of the
author, neither in the parts nor in those sections of the scores
copied out by the copyist. However, the corresponding sec-
tions in the autograph scores allow us to amend the corrupt-
ed passages easily. The copyist also made mistakes while copy-
ing out the parts, but these are also easily identified by consult-
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ing the autograph scores. Sometimes these misinterpretations
are the result of difficulties in deciphering the autograph
scores, and the present editors were faced with similar prob-
lems. Wherever the musical context, motivic correspondences,
musical logic or the like made a reading probable that was dif-
ferent from the one chosen by the copyist, we made decisions
for the present edition that diverged from the musical text of the
orchestral materials. These discrepancies are marked with
asterisks (*). In the case of other passages – also marked (*) –
that proved impossible to decipher but for which musical logic
does not provide solutions, the orchestral parts were consult-
ed in order to avoid non-authorized divergences between the
edited text and the soundtrack. The many abbreviations in the
autograph scores that signify repeats of notes or of whole bars
also proved problematical where the copyist copied these faith-
fully into the parts.159 In these cases as a rule, Eisler omitted
marking the dynamics clearly where musical logic and the con-
text would require a modification of the bar that has been copied
(e.g. the continuation of a piano after a fortepiano beginning).
Here, decisions by the editors that diverged from the sources
have been documented in the Critical Report.160

In order to mitigate differences between the text as edited here
(which is a work edition of the autograph scores C1–14) and the
film music as it actually sounds (as it is largely161 represented by
the orchestral parts, with its rehearsal marks and corrections),
the differences between the edited text and the soundtrack are
listed in both Table II, “Critical remarks and readings”162 and
Table III, “On the relation of the film to the commentary and
music” in the Critical Report.163 This information, along with
the text as edited, would also allow one to reconstruct the
soundtrack. For example, groups of bars were repeated when
recording the film music in order to facilitate the synchroniza-
tion of the images and the music. These repeats were in some
cases noted by third parties during the rehearsals, both in the
score and parts (see C13 and D) and can be heard on the
soundtrack. Since these repeats were made for purely pragmatic
reasons and were made in the awareness that their aesthetic cost
might be a loss of formal coherence, we have refrained from
including them in the edited text here. For the remarks in the
scores (C1–14) that refer to filmic matters, the edited text
restricts itself to reproducing those in Eisler’s hand. Those
made by third parties are included in Table II, “Critical
remarks and readings” in the Critical Report, inasmuch as they
refer to the specifically musical content (such as metronome,
tempo or expression marks). The remarks that refer specifical-

159 See in this regard “I. Sources”, “2. Source description” in the Critical Report.
160 See “II. Critical remarks and readings” in the Critical Report.
161 In the soundtrack there is a drum roll at the close of No. 3 (C3) that is not notated in any of the musical sources and was recorded either

spontaneously or subsequently. This fact makes evident the fundamental problem of making an edition according to the soundtrack, for its
authorization is uncertain. It is questionable whether this drum roll, which is a component of the music in the film, can be assigned to Eisler’s
music. This is also the case with the editing mistakes in bar 29A–29B in No. 13, where the soundtrack has an unintended change in time signature.
An edition made according to the soundtrack would here turn a technical accident into the aesthetic substance of the music. 

162 See the Critical Report, pp. 73–83.
163 See the Critical Report, pp. 84–110.
164 See Jean Cayrol: Nuit et brouillard. Paris: Édition Fayard livres, 1997, pp. 14–47.
165 Paul Celan’s version of the commentary is printed in Paul Celan: Gesammelte Werke, ed. Beda Allemann and Stefan Reichert, assisted by Rolf Bücher.

Frankfurt am Main: Suhrkamp, 1983, Vol. IV, pp. 76–99. 
166 See “IV. Content edition of the five discarded numbers 14–18” in the Critical Report, pp. 111–117.
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ly to the film (both in Eisler’s hand and by third parties), such
as durations or information about the scenes, are given in the
appendix in Table III, “On the relation of the film to the com-
mentary and music” with reference to the corresponding
moment in the film. This table also allows one to identify
exactly how the images are matched to the music, listing the
corresponding positions in the bars of the music. The table also
gives the spoken commentary, with reference to the correspon-
ding film shots. We have here refrained from editing the com-
mentary separately because it has already been printed164 and
is thus easily accessible. We have also decided against an edition
of the translated versions of the commentary165 because these
had no impact on the film music. 
The numbers 14 to 18 were presumably intended for a final ver-
sion that was never realized and were then discarded. They have
been reconstructed according to the criteria of the “content
edition” stated in the Preface, and their musical text, with a
critical commentary, is printed here in an appendix to the
Critical Report.166

Editing the present volume was dependent on access to sources
from a number of archives. I am very grateful to the staff in the
Archive of the Academy of Arts, Berlin, for their assistance, in
particular to Werner Grünzweig, the head of its music
archives, and Anouk Jeschke, who is responsible for the Hanns
Eisler Archive. Carola Ohut of the Bundesarchiv – Abteilung
Filmarchiv (Abt. FA) in Berlin, Holger Berwinkel (Foreign
Office of the German Federal Republic, Political Archives and
Historical Service) and Martin Körber of the Deutsche
Kinemathek Berlin kindly offered their support. My colleagues
in the editorial team of the Hanns Eisler Gesamtausgabe made
a significant contribution to the success of this volume: my
predecessor Oliver Dahin, chief editors Thomas Phleps and
Georg Witte and the research staff Maren Köster and Johannes
C. Gall. Johannes C. Gall was especially helpful in our discus-
sions about the sources and offered indispensable assistance.
I would also like to express my cordial thanks to Thomas
Frenzel, our editor at Breitkopf & Härtel, and to Breitkopf’s
production department for what has been a fruitful collabora-
tion. I further wish to thank Arn Aske for his valuable advice
and suggestions when reading the Critical Report, Axelle
Putzbach for checking the French sections of the text and Peter
Deeg for his expert help.

Berlin, December 2013 Knud Breyer
Translation: Chris Walton
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