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INTRODUCTION
Welcome to the Resource Pack for The Boy in the Striped Pyjamas, supporting the new
Children’s Touring Partnership production, directed by Joe Murphy and adapted by
Angus Jackson.
The Boy in the Striped Pyjamas, written by John Boyne, is an absorbing and powerful story
that deals with complex and challenging subjects. This resource pack is for anyone who
would like to explore the play in more detail. In creating these education resources, we
also aim to support teachers to tackle these subjects with their students at an appropriate
level and with the necessary background material.
Part 1, Making Theatre, is an opportunity to explore how a play is brought to life on
stage. It includes background to the production, descriptions of the creative team’s roles,
an interview with the set designer, photographs from the rehearsal and pre-production
process, and reflective questions on adaptation. We hope that this will be of interest to
anyone who would like to learn more about how a theatre production is rehearsed and
produced, and how a novel is adapted for the stage. It will also be of use for Drama
students wanting to learn about the practicalities of creating theatre.
Part 2, Exploring the Play, delves into the artistic, historical and ethical issues raised by
the play. It is primarily intended for the use of teachers who are bringing a group of
students to see The Boy in the Striped Pyjamas and would like to continue their work on
the production after they have visited the theatre. The pack has been designed to
support the curriculum in GCSE Drama, History, RE and English; however, the themed
exercises can be adapted by teachers as required. The exercises in it are primarily
designed for students in Key Stages 3 and 4.
This pack includes four full Drama lesson plans for use with students in their GCSE years.
These have been designed with reference to the requirements of the following exam
boards: OCR, AQA, Edexcel, and WJEC.
Part 3, Get Involved, invites your students to join in the discussion around this play by
contributing their thoughts and responses to the website.
The pack also includes a selection of resources that can be photocopied for classroom
use, as well as signposts to further sources of information for those who wish to continue
exploring the subject.
A separate Powerpoint resource, including three presentations and a teacher guide, is
available for use with Primary children in Year 6.
We hope that teachers find this pack inspiring, accessible and useful, and that it enables
young people to engage with this production in the fullest way possible.
Jessica Mordsley & Rebecca Gould
Tinderbox Alley
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KEY TO USING THE PACK



Indicates a discussion activity



indicates a writing activity



indicates that there is a corresponding activity sheet at the end of the pack that can

be photocopied for classroom use



indicates a note for teachers giving further information or suggested responses for an

exercise
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PART 1: MAKING THEATRE
BACKGROUND
The Boy in the Striped Pyjamas is a best-selling novel by John Boyne, originally published
in 2006. For this tour, the world premiere on stage, it has been adapted by Angus
Jackson and directed by Joe Murphy.

1: ANGUS JACKSON IN DISCUSSION WITH JOE MURPHY

It is produced by the Children’s Touring Partnership, led by Chichester Festival Theatre
(CFT) and Fiery Angel, who have previously co-produced Swallows and Amazons and
Goodnight Mister Tom (directed by Angus Jackson, which won an Olivier Award in 2013
for Best Family and Entertainment). It will tour to 14 venues across the UK in early 2015.
Like the two previous productions, it is a joint venture of CFT, who have been producing
leading theatre for over 50 years, with Fiery Angel, a theatrical production company that
produces and presents drama, comedies, musicals and event theatre in the West End, on
tour throughout the United Kingdom and internationally.

PLOT SUMMARY
Set in 1944, we see the story through the eyes of Bruno, a nine-year-old German boy
whose father has a mysterious but prestigious position within the German army. We
gradually come to understand the true horror of ‘Out-With’, and the full implications of
his father’s job as Commandant.
As the play begins, Bruno is happy in Berlin, making plans and exploring with his
‘friends for life’, Karl, Daniel and Martin. He is dismayed one day when he returns home
from school to find the maid, Maria, packing his things away. His mother tells him that the
whole family – Bruno, his older sister Gretel, and their parents – have to move a long way
away because of his father’s very important job.
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The family travel to their new house in ‘Out-With’, a lonely house in the middle of
nowhere. Bruno can see a fence through his window, and beyond it many men and boys
pushing wheelbarrows and living in desolate huts. They all seem to be wearing striped
pyjamas.
Lonely and bored, Bruno is subject to the teasing of the young soldier Lieutenant Kotler,
and sees the sadistic way that Kotler treats Pavel, a servant who waits on the family.
Eventually, breaking his mother’s rules, Bruno goes exploring and meets a boy called
Shmuel who lives on the other side of the high barbed-wire fence that separates ‘the Jews
from the Opposites’, as his sister Gretel tells him.
Shmuel tells Bruno about his life in Poland, his father’s watchmaking shop before the war,
then the ghetto in Cracow where his family were crammed into a room with eleven
people living in it.
Shmuel is brought to the house by Lieutenant Kotler to help with the preparations for
Bruno’s father’s birthday party, but at Bruno’s suggestion Shmuel (who has been growing
thinner and thinner) takes a bite of food and is caught by Kotler. Bruno betrays his friend
by saying that he has never met him before and Shmuel suffers the consequences.
But eventually Bruno finds Shmuel at the fence again and apologises. Shmuel forgives
him.
When Bruno learns that he will shortly move back to Berlin with his mother and sister, he
decides to cross to Shmuel’s side of the fence for a last adventure to help Shmuel find his
father, who has disappeared. This decision has devastating consequences.

MAKING THE PRODUCTION AGE-APPROPRIATE
One of the challenges of this production is to make it appropriate for children of age 11
and upwards. While as adults we realise that ‘Out-With’ it is the death camp AuschwitzBirkenau, and that Bruno’s father is a senior Nazi responsible for the deaths of thousands
of people, this is not stated explicitly in the book or the play.
The director and designer wanted to preserve the sense in the book that the story is all
told through Bruno’s eyes; we only see what he sees and understand what he
understands. This affects the way that the world of the play is presented; there are no
graphic or overt references to Nazi imagery, for example.
“We’ll be addressing two age groups within the audience and almost two
types of awareness. The younger members of the audience will probably
have a limited knowledge of the Holocaust, resembling the tip of an
iceberg. The older part of the audience, however, will feel more anguish
since they will be aware of what is implicit in the narrative.”
Joe Murphy

7

They decided to move away from naturalism and to present the play in a very simple,
pared-down, minimalistic style. This means that the more extreme and disturbing parts
of the story are kept implicit and allows audience members with different levels of
understanding to engage with the story in their own way.

WHO MAKES THEATRE?
This section tells you more about the different people involved in putting The Boy in the
Striped Pyjamas on stage.

Director (Joe Murphy) – The director decides what the overall practical and creative
interpretation of a play should be in order to best communicate with an audience. They
begin with a dramatic script or a musical score and come up with an artistic vision for the
whole play. The director discusses with the actors how their character is feeling and
thinking at any given moment. Together with the actors they uncover the emotional
journey of each of the characters throughout the play. This is done through the director
and actors talking to each other, and discussing what they think happens off stage,
between the scenes, as well as the action that happens in full view of the audience. The
director then encourages the actors to let these discussions and discoveries shape and
influence how they say the lines.
The director manifests the world of the play and how this will be laid out in the stage
space. With the designer they decide how the location and setting of the story will be
represented on stage, what furniture and props will be used and when, where the
entrances and exits will be, and so on.
They also make decisions on character doubling (which actor is going to play which
parts in the play), although this may also be laid down by the playwright in the script.
They’re also responsible for making sure the whole company – actors, designers, stage
management – understand and share the vision for the piece.
A director must take into consideration the practical constraints of making theatre, such
as the budget and the size and shape of the venue. The director is involved throughout
the creative process, from design and pre-production through to final perfomance.

Designer (Robert Innes-Hopkins) – The designer creates the overall look of the
production, designing the space in which the performance takes place, usually including
the set, costume and props. Designers are sometimes also known as scenographers
(particularly outside the UK). This term takes into account the other aspects that may be
included in the job, such as sound, lighting and multimedia design. Designing work that
goes on tour, such as The Boy in the Striped Pyjamas, is an extra challenge as the design
needs to work in multiple venues. Theatre designers need skills in drawing, painting,
and construction, among others.
See p. 11 for an interview with Robert Innes-Hopkins.

Producer (Children’s Touring Partnership) – The producer runs the whole project from
start to finish. They hire the creative team, control the budget, issue contracts, and
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organise everything that needs to be done to deliver the entire project. Producers are
responsible for ensuring that the best possible production results; this includes
managing all of those involved in the project, attracting funding or investment, and
making the right choice of project to produce in the first place. Quite often, as on this
production, there is more than one producer; these are called co- producers. In this case
an established West End commercial management are working with a highly regarded
regional theatre. Each one brings its own expertise to the play. They work in
partnership, each taking responsibility for different aspects: creating the production,
fundraising, financial control, marketing, tour booking, hiring creative team and actors,
managing the tour, and so on.

Composer – The composer writes the music (the ‘score’) for the play. The composer
often writes a new musical score, or sometimes arranges and places found music
throughout the play, with the aim of supporting the action of the play. Often it is used to
clarify and intensify parts of the story. Music can set a scene and shape the mood very
quickly and often the director and composer will use music as a shortcut to get the
audience where they need to be.

Lighting Designer – The lighting designer creates the illumination for the
production; they decide which lighting will set the right mood, and often they create a
wide range of effects which will help the directors and actors tell the story. After reading
the script, the lighting designer makes notes of the simple lighting required: is it night or
day, inside or outside, is it raining or bright sunshine? Then, through discussion with the
director and designer, they prepare a chart that reflects the lighting to be used, and
where all the different lights (lanterns) are to be hung, along with required filters,
dimmers and other light-altering instruments. The lighting designer then writes out a cue
sheet reflecting when each lighting change will occur.

Sound Designer – The sound designer decides which sounds should happen when in
the play. Both the lighting and sound designers need to think about mood and how to
create it practically. The composer and sound designer often work closely or might even
be the same person. They will decide where the sound cues should be and whether
these are activated live (by one of the actors) or from the box, by the Deputy Stage
Manager.

Casting Director – The casting director chooses the actors to play each role. They
watch lots of plays to find actors they like, and also audition for specific roles.

Children’s Casting Director – The children’s casting director is responsible for
choosing the child actors, such as the boys who will share the roles of Bruno and Shmuel,
as there are limits on how many hours children are allowed to work. They also organize
chaperones and tutoring for the boys whilst they are on tour.

Production Manager – The production manager is in charge of all the logistics of a
tour, including transport and accommodation, bookings, payments, rehearsal schedules
and creating the set and props.
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Stage Management – The stage managers ensure that the show runs smoothly every
time. Stage management are responsible for prompts and cues, looking after the set,
costume and props, looking after ‘the Book’ (the script used for production), and making
sure that the actors and the rest of the team are all happy and well.

Costume Supervisor – The costume supervisor works with the designer to make sure
that the costumes for the actors look right, are authentic, match the director’s and
designer’s vision, and that they fit the actors properly.

Wardrobe Mistress – The wardrobe mistress keeps all of the costumes and wigs safe
and clean, and makes sure that they travel with the team while on tour.

Props Supervisor –The props supervisor sources the props to make the play looks
right, and also looks after the props during the run of the show.
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INTERVIEW WITH ROBERT INNES-HOPKINS, SET DESIGNER
The Boy in the Striped Pyjamas play is really visual, it’s built starting from an
image. Where do you start with designing for a production like this?
In a way, it’s no different from anything else. You read the story, you understand the
requirements, which range from mundane things like budget and touring, number of
actors and timescale, to more sensitive areas to do with subject matter. Every story is
unique in its sensitivities.

The iconic scene in this is two
child actors on a stage, talking
through a fence, and through
understanding that, you can
start to create the space within
which you can tell the story.
But it’s like creating a set of
parameters for yourself, and
within those parameters, you
hopefully can decide how best
to tell that story.

How would you describe the difference between designing a production for young
people and one for adults?
You don’t want to create a patronising piece of work, but you want it to be clear and well
told. I’ve done quite a lot of shows for young audiences, and I don’t know if it ends up any
different from if you were doing that show just for grown-ups, but maybe there is a
subtlety in there, somewhere.
As a stage designer your job is essentially to tell the story as clearly as possible. In this
particular story, the uniqueness is that the horrors of the Holocaust are seen through the
eyes of a nine-year-old. So his dad is just his dad. He doesn’t ever realise [what his father
does] until it’s too late, and maybe not even then. So that’s unique to this story, but also it
makes it a version of telling this story which would be, just as the book is, aimed at a
younger audience. It’s a very successful way of telling the story, through the eyes of a
nine-year-old, if you’re then telling that story to nine- ten-, eleven-, twelve-year-olds.
That side of it’s already been done by the writer.
I think [for a young audience] you want it to be clear, but you’re always looking for
clarity anyway, as part of the remit on whatever you’re doing. You never want to leave an
audience baffled.
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How do you replicate that sense of ignorance, or not knowing, when seeing it
through Bruno’s eyes?
One area we’re looking at, and it’s costume-wise, is that as an audience we never see the
dad in his full uniform until it’s too late, until the very end, because for Bruno – it’s just his
dad. He doesn’t see the Commandant as a concentration camp commander, he sees his
dad. In trying to represent that through Bruno’s eyes, you wouldn’t necessarily have the
dad in the full Nazi regalia in the way that David Thewlis was in the film, very early on.
We will have uniforms, but it’s looking for that subtlety of seeing it though a boy’s eyes,
where he sees a concentration camp uniform and thinks that it’s pyjamas. He sees his
dad, who’s a proud man who he obviously loves very much, and is obviously a soldier,
but is the commandant of a concentration camp. It’s a powerful story, isn’t it?
A lot of the discussions with the director have been how to tell a story like this. You want
it to be very pared back, presented, stripped; it’s a fable, it’s not a true story, it’s not
based on a historical fact. In that way it wants to be very very presented. So we’re
dealing with a stage that allows the story to be told in quite a storytelling style, rather
than a naturalistic style.
What specific design choices might that influence?
The set is very pure, it’s very simple; it’s a raised floor which is circular which is a
revolve. When people are on the floor they’re able to tell the story. There’s lots of
narration to the audience, there’s description of the scenes in a Brechtian style projected
on to the back wall, so there’s just a floor and a back wall. The fence arrives as stanchions
which completely cross the circle so the fence divides the circle in half.
I wouldn’t necessarily say it’s abstracted but it’s non-naturalistic. The floor is bare
boards, and when people are on that platform, they’re able to tell us the story, and when
they’re off that platform, they’re actors walking to the backstage area. And the scenes
will move fluidly and it allows us to rotate the floor during a scene as part of an energy
through the piece, of movement.
There are very simple props, so
a table will be the kitchen, a
dining table will be the dining
room, a desk the father’s office,
then there’s a back wall which is
separated from the floor, which
we project on to, then right at the
very end the back wall has an
opening in it which becomes the
room that Bruno and Shmuel end
up in right at the end of the
piece. We were searching for
simplicity and sensitivity.
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How to represent two children going to their deaths to an audience of children must
be a difficult task.
Yes… The stanchions very much have a sense of inside and outside the camp, because
the top of the stanchions curve over on the inside. Because we can rotate the floor, as an
audience, depending on which way round the fence is, we’re either in the camp with
them, or we’re outside the camp looking in. So the final image will be the audience with
the parents outside the fence looking in to the room where the boys have gone. As an
audience we’ll feel as powerless as the parents do at that final moment. As just observers
of the story, too late to do anything about it.
That idea of things being separated, the Jews and the Opposites for example,
sounds like it’s going to be very strong in the design.
Yes, it’s the purity of a circle, which is then cut in half on its centre line by a fence.
Because of the nature of the circle the fence is a complete divide across that space so
there’s very much a sense of two different sides of the fence. That felt like it needed to be
a space in which a child didn’t look and say “that fence just stops, why don’t they walk
around it?” and one very strong way of doing that is to make the space in which the story
is being told a circle and then cut that circle in half, and then you understand that on that
disc, on the circle, is the playing space. So the actor can walk round the edge of it but the
character in the story can’t.
So the children watching it will be made very aware of the fact that it’s fictional, a
story being told?
Yes, the word everyone has been using regarding it is a fable. So it’s an imagining of a
story, but very much in a part of history which was very very real. There was a
Commandant and he may well have had a son, but the events of this story are not
something that actually happened.
In terms of the process, you mentioned talking to the director and writer. Could you
describe a bit more how you all work together?
You spend a lot of time talking, and
then at some point you start
exploring things in a model box.
The model is the sketchbook; you
start trying ideas out, and
continuing to talk about it, until the
point at which you feel you’re
getting somewhere. Then there
might be another round of
meetings after that.
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I do another model which I show to people which is called the white card model. This is
unpainted, so it’s just to do with the space rather than the textures, the finishes and the
colours. Everybody looks at that and I get both technical and creative feedback from
everybody, and based on that you produce a final model, which will be used by the
workshops to build the final design from.
It’s touring to 14 different venues, with a wide variety of spaces, so it does need to be
quite adaptable.
Finally, if a young person was thinking of going into theatre design, what advice
would you give them?
You’ve got to have a passion for it, you’ve got to want to tell stories and believe in the
live event of theatre, you’d be someone that would want to go to the theatre anyway, and
would have an excitement about it.
It’s an artist practice, so the more you do it at whatever scale, even if it’s just two of you
putting on a show in a tiny venue or taking a show to Edinburgh, that’s the same process.
Every time you do it you’re learning, and you need to be doing it. So get out there.
You need to have the passion to want to do it, irrespective of someone asking you to do
it. And then hopefully one day you reach a point where people do ask you to do it, and
then they might pay you. It’s a financially challenging industry, more so than ever
probably, as are many of them in the arts at the moment. [The financial situation] is not
helpful and it’s not helpful for the next generation.
But it’s a brilliant job, I don’t want to sound too negative. It’s so varied and it’s so
complete. It’s very satisfying to produce a piece of work in collaboration with fellow
artists, and to tell a story well and to sit in a room of people who are fully engaged with
something you’ve helped to produce is intensely satisfying and important.
Thank you so much.
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ADAPTATION



In pairs, discuss any novels that you know of that have been adapted for screen or

stage. Some examples could be: Harry Potter, Lord of the Rings, The Hobbit, the Lemony
Snicket books, The Hunger Games, Twilight etc.
The opportunities for adapting a novel specifically for the stage are very different to
those offered by the cinema. What are the differences?
“I was keen to adapt the novel and I thought I could see a way of doing it.
The fence was such a powerful theatrical idea and, in contrast to the movie
which chose to show everything, I felt that we could go in the opposite
direction.”
Angus Jackson

The Boy in the Striped Pyjamas has been adapted for the stage by Angus Jackson, from the
novel by John Boyne. Brainstorm the differences between the two media – page and
stage – and what these differences may imply for the process of adaptation. A few
possible talking points:
PAGE

STAGE

Single authorial voice

Performed by a group of actors

Single reader

Experienced by a group, all at the same
time

Allows access to characters internal
thoughts/feelings
Characters filtered through narrator's voice

Shows external world, and relationships

Reader's individual time/space

Audience's shared time/space

Each reader has own idea of characters/
world/setting/visuals

Characters/world defined by
casting/design/director’s interpretation

Characters seen objectively

Discussion Questions
1. Why might a writer want to adapt a novel like The Boy in the Striped Pyjamas for
the stage? What is gained by such an adaptation?
2. What are the aspects that might be most difficult to put on stage? What constraints
are there on adaptation? How has the adaptor of The Boy in the Striped Pyjamas
dealt with these constraints?
3. If the class has read the novel before seeing the play, how did that affect their
experience of seeing the play? Did they have expectations that were/weren't met?
15



In this context, it might be worth discussing other experiences the class might

have had of encountering stories in different media: for instance, the Harry Potter
films.
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PHOTOGRAPHS
Photographs from the first read-through of the play, London 2014.

2: DIRECTOR JOE MURPHY WORKING WITH CHILD ACTORS

3: ACTORS READING MOTHER AND BRUNO

4: SHMUEL AND BRUNO READING WITH JOE MURPHY
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PART 2: EXPLORING THE PLAY.
HISTORICAL CONTEXT
WHAT WAS THE HOLOCAUST?
The Holocaust was the systematic persecution and murder of six million Jews by the Nazi
regime and its collaborators. The Nazis, who came to power in Germany in January 1933,
believed that Germans were ‘racially superior’ and that the Jews were ‘racially inferior’.
During the Holocaust, more than two-thirds of all the Jewish people living in Europe were
murdered. This was much higher in the case of children; over 90 per cent of the Jewish
children in countries taken over by the Nazis were killed.

HOW DID THE NAZIS GAIN POWER IN GERMANY?
In the 1930s, Germany, like many other European countries, was suffering economically
due to the effects of World War One (1914-1918) in which many millions of European
soldiers were killed.
MOTHER: I knew Herr Roller when I was a little girl, he used to make his
way round the dance floor like Fred Astaire. He suffered a terrible injury
during the Great War, it’s nothing to laugh at.

After World War One, Germany was in chaos; there was fighting in the streets and
terrible food shortages. Its Emperor, Kaiser Wilhelm, was forced to abdicate his throne
and flee the country. Germany was humiliated by its defeat and lacking a strong leader.
The democratic Weimar Republic gained power, but it was unable to bring the country
under control.
The Treaty of Versailles, drawn up at the end of World War One, meant that Germany
had to pay huge sums in reparations to the Allies. During 1923 Germany printed more
money to pay striking workers, resulting in ‘hyperinflation’: the devaluing of currency.

5: THIS THOUSAND-MARK NOTE WAS PRINTED IN 1922. A YEAR LATER IT WAS STAMPED WITH 'ONE BILLION
MARKS' BECAUSE THE CURRENCY WAS DEVALUING SO QUICKLY

After the Wall Street Crash of 1929, Germany was once again plunged into economic
chaos, resulting in widespread unemployment, homelessness, and poverty. There was
18

violence in the streets and people were frightened of a Communist revolution (as had
happened in Russia), meaning that there was greater support for the extreme-right Nazi
Party.
In 1933 Adolf Hitler came to power and established ‘The Third Reich’, ending the
democratic Weimar Republic government that had previously run the country. In the
same year the Nazis established the first concentration camp, imprisoning its political
opponents, homosexuals, Jehovah’s Witnesses, and others classified as ‘dangerous’.

WHAT IS ANTISEMITISM ?
Antisemitism – hatred of and prejudice towards Jews – has also existed for a very long
time. Although Christianity developed from Judaism, sharing the same Bible, Christianity
in subsequent centuries turned against the Jews as they did not believe in Christ as the
son of God. The Jews were depicted as Christ-killers, even though Jesus himself was a
Jew killed by the Romans. During the Crusades, in the Middle Ages, many Jews were
murdered across Europe. In 1215, the Catholic Church required that Jews wear a special
badge to identify them.
Jews were despised as money lenders, although it was one of the only professions they
were allowed to carry out, and they were also falsely accused of killing Christian babies
and using their blood in religious rituals (known as ‘the blood libel’).
In the late Middle Ages, the Jews were expelled from many Western European countries
(including England, Germany, and Spain) and moved eastwards to countries such as
modern-day Poland, Lithuania, Romania, and Turkey.
A new type of antisemitism developed in the 19th century. Instead of being based on
religious ideas, it was based on scientific ideas (now discredited) about race. According
to those who believed these ideas, some races were biologically superior to others. They
argued that Germans were descended from a pure ‘Aryan’ race and were superior to all
other peoples: the ‘Master Race’. Jews, Gypsies, and black people were considered
inferior races and not even fully human.
In the late 19th century, there were pogroms (outbreaks of violence) in eastern Europe, in
which many Jews were murdered. Many fled to other countries, including Germany,
France, the UK, and America.
The Jews of Germany, however, were well integrated with German society and generally
considered themselves proud Germans. Many Jewish soldiers had fought for Germany in
World War One. At this time there were about nine million Jews in Europe, about 1.7% of
the total population. In Germany, less than 1% of the population were Jewish.

WHAT DID THE NAZIS BELIEVE?
Nazis believed that the ‘Aryan’ Germans were superior to all other races. The Nazis used
propaganda to spread their beliefs. Between 1933 and 1938, many laws were introduced
in Germany that limited what Jews were permitted to do. These included laws banning
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Jewish people from playing in sports teams, attending state schools, or even owning
pets.
In 1935, the Nazis passed the Nuremberg Race Laws. These laws turned the Nazis’ ideas
about race into a legal framework for persecuting Jews. A Jew was identified as someone
with at least three Jewish grandparents; it didn’t matter what they believed or if they
practised the religion. Even if they had converted to Christianity they would still be
considered Jewish by the Nazis.

6 ALL JEWISH PEOPLE HAD TO WEAR YELLOW STARS LIKE THIS UNDER NAZI LAW

The Nazis ordered a boycott of all Jewish businesses and burned books written by Jews
and others that were thought to be opposed to the Nazis’ ideology.
In 1938, all Jewish passports were confiscated and a red ‘J’ was stamped on them. Soon
after this, there was a wave of violence against Jews throughout Germany, known as
Kristallnacht (‘crystal’ or ‘glass night’, because of all the windows that were smashed).
Synagogues, Jewish businesses, and Jewish cemeteries were destroyed and burned.
About a hundred Jews died in the violence.

HOW WERE GERMANS PERSUADED TO SUPPORT THE NAZIS?
Hitler appointed Joseph Goebbels as Minister of Propaganda. Goebbels’ job was to
persuade all Germans that the official Nazi story was correct. His two main tasks were:



to ensure nobody in Germany could read or see anything that was hostile or
damaging to the Nazi Party.
to ensure that the views of the Nazis were put across in the most persuasive
manner possible.

To do this, Goebbels controlled what was shown in literature, art, music, radio, film,
newspapers, and all art forms. Films such as ‘The Eternal Jew’, that depicted Jews as a
horde of rats spreading disease across Europe, were shown widely. This spread the idea
that Jews were filthy, disgusting and not human.
KOTLER (to PAVEL): And afterwards when you return to the kitchen, make
sure you wash your filthy hands before touching any of the food.
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He also organised mass book-burnings, where books that did not match Nazi views were
publicly burned.
Together with the architect Albert Speer, Goebbels organised the Nuremberg Rallies:
huge gatherings in August of each year for 400,000 people, with night-time light displays
that could be seen for more than 100 kilometres. These were designed to show how
mighty the Nazis were.
“The essence of propaganda consists in winning people over to an idea so
sincerely, so vitally, that in the end they succumb to it utterly and can
never escape from it.”
Joseph Goebbels

DID ANYONE IN GERMANY RESIST THE NAZIS?
The government of Adolf Hitler was popular. There were however some Germans who
sought to resist the Nazis, whether this was through refusing to comply with Nazi
regulations or attempting to assassinate Hitler. Some of this resistance came from other
political groups such as the leftist Social Democratic Party and the Communist Party of
Germany. These groups were crushed by the German Security Police.
In Munich in 1942, the White Rose resistance group was formed by university students
led by Hans Scholl, his sister Sophie Scholl, and professor Kurt Huber. In 1943 they were
arrested and executed for distributing anti-Nazi leaflets.
After Hitler came to power, all youth movements other than the Hitler Youth
(Hitlerjugend) were banned and by 1936 it had four million members. In 1939 it was
made almost compulsory to join the Hitler Youth.
The Hitler Youth (and the Deutsches Jungvolk for younger children) was for all 10-18 yearolds, with separate organisations for boys and girls. The boys were prepared for military
service, and the girls for being mothers and housewives.
Boys learned marching, bayonet drill, grenade throwing, trench digging, map reading,
gas defence, use of dugouts, how to get under barbed wire and pistol shooting. Girls had
to be able to run 60 metres in 14 seconds, throw a ball 12 metres, complete a two-hour
march, swim 100 metres and know how to make a bed.
State schools were very important in indoctrinating young Germans into the Nazi belief
system. Teachers taught students to love Hitler, to obey the Nazi regime, and to hate and
despise Jews. Herr Liszt, who teaches Bruno and Gretel, is an example of the way
teaching was focused on Nazi ideology.
HERR LISZT: Then this is what I am here to change. To get your head out of
your storybooks and teach you more about where you came from. About
the great wrongs that have been done to you. The punishments above and
beyond BRUNO: Like being brought here?
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MOTHER: No Bruno.
HERR LISZT: Far greater wrongs. To Germany. The greatest of all
countries. Now perhaps if you would like to control yourself and instead
listen, you may actually be in danger of learning something.

Hitler was known as the Fuhrer, German for ‘leader’, and Germany was known as ‘the
Fatherland’ or Vaterland.

WHAT HAPPENED WHEN WAR BROKE OUT ?
On September 1, 1939, Germany invaded Poland, beginning World War Two. Over the
next year, Nazi Germany and its allies conquered much of Europe. German officials
confiscated Jewish property, forced Jews to wear identifying armbands, and established
ghettos and forced-labour camps.
Einsatzgruppen (mobile killing units), often with support from local civilians and police,
followed the German army and carried out mass shootings as it advanced into Soviet
lands.

WHAT WERE THE DEATH CAMPS?
From 1942-1945, while Nazi Germany was fighting on both the eastern and western
fronts, they also pursued the ‘Final Solution’: the phrase for their goal of murdering all
Jews in the world.
“I [now] charge you with making all necessary preparations for an overall
solution of the Jewish question. I further charge you with submitting to me
promptly an overall plan… for the execution of the intended final solution of
the Jewish question.”
Hermann Goering to Reinhard Heydrich, 1941

Millions of Jews were
deported to death
camps and were gassed
to death. Many more
were shot, starved to
death, or died of
diseases such as typhus.
The Auschwitz-Birkenau
concentration camp
complex, where The Boy
with the Striped Pyjamas
is set, was one of many
built by the Nazis.
During 1942, approximately 175,000 Jews were deported to Auschwitz. More than 80 per
cent of these were immediately killed. The rest were ‘selected for work’ and most died
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within a few weeks or months, from starvation, overwork and disease. By the end of the
war, a total of 1.3 million people had been sent to Auschwitz, of which 1.1 million were
killed. Most of them (at least 960,000) were Jews. The other victims were 74,000 Poles,
21,000 Roma (Gypsies), and 15,000 Soviet prisoners of war, as well as civilians from the
Soviet Union, Czechoslovakia, Yugoslavia, France, Germany, and Austria.
Many of those who murdered people during the Nazi era have never been brought to
justice.
Today there are around 14 million Jews around the world. Most of them live in the USA
and Israel. There are very few Jews left in Europe.
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DRAMA LESSON PLANS
Below you will find four full lesson plans for use with GCSE Drama classes. All of these
are based on the idea of adaptation: how does a playwright take a novel and adapt it for
the stage? What choices do writers and directors need to make? What difference do
these choices make? How do actors and directors build characters? How do they shape
and construct a story?
Each lesson plan includes a warm-up activity, a main activity, and a reflection. The
activities below are themed around the production of The Boy in the Striped Pyjamas and
a wide variety of drama activities all themed around the play and drawing out the
questions it explores, such as fable vs. reality, mirroring, friendship, betrayal, etc.

OPEN SPACE LEARNING
To accompany the tour of The Boy in the Striped Pyjamas, the Children’s Touring
Partnership are offering Page to Stage workshops, run by Jon Pashley, to teachers and
students who come to see the show. These are based on the Open Space Learning
methodology (OSL), that applies the methods of the theatrical rehearsal room to
learning.
OSL's KEY TENETS
Learning should be grounded in discovery, enquiry and action, with a
stress on the development of social intelligence;
Learning flourishes best in flexible and non-hierarchical spaces that
encourage collaboration;
Learning should be affective, interpersonal and recognise both
cognitive and embodied knowledges;
Learning activities should acknowledge disciplinary knowledge as
provisional, problematic and ‘unfinished’;
Learning environments and pedagogies should favour interdisciplinary
collaborations and multiple learning styles;
Learning environments should be constituted as public spaces for the
free exchange of ideas between participants in which learning is
negotiated and the protocols of the space are freely determined and
amended by them.
From Warwick University ‘Open Space Learning’ website,
http://www2.warwick.ac.uk/fac/cross_fac/iatl/activities/projects/oslfinal/introduction/

These drama lessons draw on similar techniques, encouraging students and their
teachers to make active use of the space and to learn kinaesthetically and explore the
play together.
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CURRICULUM LINKS
The lessons below will be particularly relevant to the following requirements of each
Drama GCSE exam board:

AQA
Knowledge and understanding of:








different genres and performance styles. These may include the exploration of a
range of genre identifiable by common elements. These are characterised by the
nature of the subject matter or its form of performance. This may be linked to an
historical period or a particular company or group of practitioners. A range of
styles can be explored. These may include: abstract, devising, didactic, dramatic
irony, hot seating, interviews, mantle of the expert, melodrama, mime, narration,
re-enactment, representational, ritual, role on the wall, role reversal, simulations,
sound tracking, still image, styles linked to specific playwrights, and thought
tracking.
the ways in which performers and designers communicate meaning to an
audience through the exploration of drama
a range of stage and performance conventions
appropriate drama terminology and how to use it
how plays are constructed and realised through the study of at least one
substantial play
how to create, interpret and communicate a role or character

Edexcel
Explorative strategies:









Still image
Thought-tracking
Narrating
Hot-seating
Role play
Cross-cutting
Forum theatre
Marking the moment

Drama medium:




The use of movement, mime and gesture
The use of voice
The use of spoken language

The elements of drama:



Action/plot/content
Forms
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Climax/anti-climax
Rhythm/pace/tempo
Contrasts
Characterisation
Conventions
Symbols

Forms of stimuli:






Poetry
Play scripts
Live theatre performance
Television, films, DVDs and videos
Extracts from literary fiction and non-fiction

OCR
Area of Study 1: Character, Context and Plot
Area of Study 2: Structure
Area of Study 6: The Semiotics of Drama and Theatre

WJEC
An understanding of:







different genres and performance styles ;
the ways in which meaning is communicated through drama;
a range of staging and performance conventions;
drama terminology and how to use it appropriately;
how plays are constructed and realised through the study of at least one
substantial published play;
how to create, interpret and communicate a role or character;

The ability to:






use improvisation skills in a range of drama contexts;
apply performance and/or production skills;
select, synthesize and use ideas and skills to create drama;
acquire reflective and evaluative skills in response to a range of dramatic texts;
work collaboratively and creatively to achieve shared dramatic intentions.
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LESSON ONE: TELLING THE STORY



This lesson is ideally designed to be used before seeing the show.

Warm Up
Still images
Ask the group to walk around the space. When the teacher calls out a number (see
below), students should get into groups of that number and, in complete silence, make
frozen pictures of two (opposing) ideas or emotions, beginning with the first picture of
the pair. When the teacher claps the groups should change from the first picture of the
pair to the second.
After making each pair of images, the groups should go back to walking around the
space and then once again form groups to make the next pair of images, when the
teacher calls out the number.
Use the following titles (numbers for group size are given in parentheses):







Friendship / Sworn enemies (2)
The dividing fence / A dividing fence with a boy on each side (4)
Superior/ Inferior (3)
A secret / A horrifying revelation (3)
A Doctor / A slave (3)
Betrayal / Forgiveness (6)

Now ask the groups to make a series of images that could begin a story. Like the
previous exercise, this should be done in silence with the students reading each other’s
bodies:







A lowly servant spilling food by accident on the lap of his cruel master
A mother shouting at her grown-up son in public
One child telling a lie which gets his friend in trouble
The same child asking his friend for forgiveness

How did you feel while making each of the images? Were you angry, scared,

proud, disgusted, loving, hating? What sort of story do you think these images might
come from? A true story, a fable, a children’s story, a story about children, families, etc.

Main Activity
A Story Zoom: Telling the Story from Different Viewpoints
A Story Zoom is a way for the whole group to participate in the telling of a story. Through
taking part in this storytelling exercise, everyone involved should gain a fuller
understanding of the story and especially how it can be told from different characters’
perspectives.
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When a dramatist or adaptor takes a novel and adapts it for the stage, they have to
decide whose eyes they will tell the story through. The story will be different depending
on whose point of view we follow.
Everyone sits in a big circle. The teacher begins reading the story (see the Story Zoom
activity sheet at the end of this pack). Each time a character is mentioned, someone must
jump in and become that character, helping to create pictures with the other characters.
To avoid the circle becoming overcrowded, every time the teacher says ‘Zoom!’
everyone returns to their seats.



The Story Zoom for this activity is found at the end of this pack, on page 49. It tells

the first half of the story, up to Bruno and Shmuel’s first meeting.
Whose point of view? Groups of four players sit in a close circle, and name themselves
ABCD. A is asked to start telling the story in the past tense from the point of view of Bruno
(e.g. “I came home from school one day and Maria was packing my things.”). The rest of
the group must listen closely and ask questions that will clarify and prompt the story that
is being told. After a short while, the teacher calls a stop and asks B to take over the
story, but this time they must tell the story as if they are Maria (e.g. “I was told that we
had to leave the house the next day.”). Next time the teacher stops the story, C picks it
up as Bruno’s Grandmother. Finally D picks up the story as Bruno’s Mother.



What insight into the story do we gain by exploring it from different angles? What

is the effect on empathy: how do we feel about the different characters? When telling in
the first person, we tend to use the same register (range of vocabulary) and style of
speech as the character – how does this affect our experience of the story?

Reflection
What choices does a writer make when adapting a book for stage? How does he or she
choose what to keep in and what to leave out? How do you decide which of the many
different stories to tell?

LESSON TWO: THEATRICAL STYLES
Warm Up
Poignant Images
“The starting point for the story was the image of two boys divided by a
fence. I knew where the fence was, I knew it was a place no one should be,
let alone two children, but I was interested in the journey that would bring
them there, the conversations they would have and the necessary end I felt
their story would reach.”
John Boyne
What stories start to emerge if you create different images?
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Ask the groups to get into groups of four or five. Together they must come up with a
strong image with which to start a story. For example:





Two sworn enemies spot each other across a market square and decide to make
trouble
A Captain on board ship sees a storm ahead
Soldiers on the castle battlements see a ghost
A bedraggled girl emerges from the sea into a foreign land

Main Activity
Staging Styles
Three different styles of theatre are used in the play:






physical theatre – a form of theatre that emphasises the use of the body to create
pictures, rather than the words used. Example: the street scene at the start when
Bruno is running home
storytelling theatre – one or several characters/actors address the audience
directly and narrate the story. Example: when Maria speaks to the audience and
tells them “This is a story. It’s the story of a boy called Bruno”
naturalism – theatre that aims to replicate, as far as possible, the appearance of
real life. Example: the conversation between Bruno and Maria as she is packing
his things

Ask the groups to improvise the first scene of their story, using the image they created in
the warm-up activity, in each of these styles.
How is each one intrinsically different from the others? How would you describe the
performer’s relationship with the audience for each style? Is it intimate? Formal?
Pompous? Confiding? Distant?

Reflection
When adapting a novel for the stage, how do you choose which style suits the story and
the telling best? How does each style change the impact on the audience? What style
works best for exposition, for action, for emotional impact etc.? If you were to adapt the
story of Cinderella, whose point of view would you tell the story from, and what style
would you choose?

LESSON THREE: SHAPING A STORY
Warm Up
Backstory
Tell your partner in great detail everything that happened on your journey from getting
out of bed this morning up to now. Describe everything that happened and how you got
from A to B. When you have done this, tell them how this has affected you and how you
are feeling right now.
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When you have done this, think about how you might feel later in the day and describe
this to your partner. This is known as a ‘Flash Forwards’.
Finally, describe to your partner how you were feeling last night and how this may have
contributed, if at all, to your getting up and getting out of the house this morning. This is
known as a ‘Flashback’.

Main Activity
Ordering the Story
Take the story of Cinderella. As a dramatist, decide:





Where you would like to start the story on stage? At the beginning? At the end,
when Cinders has married the prince and is reminiscing to the audience?
Which events from the story will you include? Which will you leave out? You have
a lot of material (story ingredients) to choose from and there is no reason to
include it all. You could make the whole story about the ball and leave out
everything else, for example. What other selections of material could you make?
In what order will you tell the story? Options include:
 Forwards: Begin at the beginning and tell the events in the order they happen
in the story: “Once upon a Time...”
 Backwards: Begin at the end and move back through the story: “Well, you’d
never believe what I have been through to get here…”
 Forwards with flashbacks.
 Backwards with flash forwards.

Reflection
When making these choices, how do you ensure the audience knows enough about the
characters in order to understand, care and empathise with them? The audience need to
feel that they know a character in order to care about them. How will you communicate
enough information about the character to make sure that the audience empathises?

LESSON FOUR: BUILDING A CHARACTER
Warm Up
Physicality
Walk around the room, and as you walk, observe someone else closely. Try to physically
replicate them. Look at their walk: what part of the body do they lead with? Is their pace
even, quick, lopsided? What is their facial expression? Try to emulate them completely,
and then slightly exaggerate their physicality. If their walk is lopsided, make yours even
more uneven. Let your mind wander: when you walk like this, what sort of person do you
feel like? How old are you, what gender, are you timid or strident? Think about what a
person with this physicality might be feeling: excited, scared, angry? What kind of
person are they?
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Ask half the group to sit down and watch the other half. Ask the half that are walking to
freeze. When you point at someone, they should tell you who they are and what they
most want at that moment in time.

Main Activity
Forming a Character



You will find the script extracts for this activity at the end of this pack, starting on

page 49.
Look at the four extracts. Each one introduces a character to the audience; it tells us
something about their past and is likely to make us ask questions about what the future
may hold for them.
If you were an actor playing one of these parts, you would start to investigate your
character by making the following lists:







What are the indisputable facts about the character revealed in the text?
For example: Bruno is from Berlin, he was born in 1934, he has one older sister
What does the character say about himself?
For example: Bruno wants to be an explorer, he has three best friends for life
Anything anyone else says about the character?
For example: Herr Liszt tells Bruno he has a fine mind but he needs to learn to
concentrate

Make these lists, working in groups, one character per group
Next, look at your lists and from the information they contain, think about what you might
be able to infer about the character.
Use your imagination to make sensible leaps in terms of how your character might be
feeling: what are their main concerns in this extract? What is driving them through the
scene? What do they want?

Reflection
If you were an actor, how you would use your analytical skills and your imagination to
create a character?
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EXPLORING FURTHER: KEY THEMES
This section contains discussion questions and exercises for use especially in History
classes (Years 7-11, Key Stages 3 and 4), RE classes (Years 8-9, Key Stage 3), and English
(Years 7-9, Key Stage 3).
These questions and exercises are grouped by theme, allowing teachers to map their
own route through exploring the play. The four themes are:





Theme One: Fable vs. History
Theme Two: Barriers, Division, and Opposition
Theme Three: Friendship and Family
Theme Four: Fathers, Leaders, and Breaking the Rules

LEARNING OBJECTIVES
We hope that the exercises and questions in this pack will be useful resources for
approaching the play from many angles.
Among other objectives, students will:


Learn about different genres of text and what characterises each genre



Think through the consequences and possibilities of presenting a story in
different narrative forms



Explore different ideas of narrative truth



Think about different ways in which individuals and groups are divided from each
other, and how these barriers could be overcome



Empathise with the plight of Shmuel and other people forced to leave their homes



Read extracts from the play closely in order to draw out textual meanings



Explore the complexities of characters, and how people can have both good and
bad aspects to their personalities and actions



Find evidence from the text to support their arguments



Think about what it means to ‘do the right thing’ and act in a moral way



Discuss the ideas of authority and obedience

32

CURRICULUM LINKS
Some examples of curriculum requirements that we think will be particularly met by this
section of the pack include:

History KS3:
Chronological understanding
a: Understanding and using appropriately dates, vocabulary and conventions that
describe historical periods and the passing of time.
b: Developing a sense of period through describing and analysing the relationships
between the characteristic features of periods and societies.
c: Building a chronological framework of periods and using this to place new knowledge
in its historical context.
Cultural, ethnic and religious diversity
a: Understanding the diverse experiences and ideas, beliefs and attitudes of men,
women and children in past societies and how these have shaped the world.
Change and continuity
a: Identifying and explaining change and continuity within and across periods of history.
Cause and consequence
a: Analysing and explaining the reasons for, and results of, historical events, situations
and changes.
European and world history
i: the impact of significant political, social, cultural, religious, technological and/or
economic developments and events on past European and world societies
j: the changing nature of conflict and cooperation between countries and peoples and its
lasting impact on national, ethnic, racial, cultural or religious issues, including the nature
and impact of the two world wars and the Holocaust, and the role of European and
international institutions in resolving conflicts.

English KS3:
Reading: Read critically through understanding how the work of dramatists is
communicated effectively through performance and how alternative staging allows for
different interpretations of a play
Writing: Writing for a wide range of purposes, including stories, scripts, poetry and
other imaginative writing
Drawing on knowledge of literary and rhetorical devices from their reading and listening
to enhance the impact of their writing
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Speaking: Participating in formal debates and structured discussions, summarising
and/or building on what has been said

RE KS3:
Values and commitments:
a: Understanding how moral values and a sense of obligation can come from beliefs and
experience.
b: Evaluating their own and others’ values in order to make informed, rational and
imaginative choices.
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THEME ONE: FABLE VS. HISTORY
This theme introduces students to the idea that this play is a fable, a story with a moral
truth at its heart, rather than either a straightforward history or a completely invented
fantasy. Working through these exercises and questions, students will identify the
various types of text, learnwhat characterises each genre, and think through the
consequences and possibilities of presenting a story in these different ways. They will
explore different ways in which a story can be truthful: historical accuracy and moral
truth.

Exercises
1. At the start of the play, Maria says:
“This is a story. It’s the story of a boy called Bruno. But it’s also the story of
many many other people. It’s a fable, and for Bruno it starts today.”

Here is a list of words and phrases that could be used to describe three different types of
texts: fable (F), history (H), and fantasy (FAN).
A true story (H)
A story that teaches a moral lesson (F)
Far removed from normal reality (FAN)
Based on documentary evidence (H)
Events that couldn’t happen in real life (FAN)
Conveys a deeper truth (F)
A wildly imaginative story (FAN)
Factual account (H)
Like a myth, reveals something about human society (F)



Which type of text is best described by each word? Put each word or phrase in the

column where you think it fits best.



See page 53 for a version of this exercise that can be photocopied for classroom

use.
Fable

History

Fantasy

2. The Oxford English Dictionary defines a fable as
A fictitious narrative or statement; not founded on fact
A short story devised to convey some useful lesson; esp. one in which animals or
inanimate things are the speakers or actors.
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What do you think are the advantages and disadvantages of presenting a historical story
as a fable?



Some possible responses could be

Advantages

Disadvantages

Fable
Free to choose to present events
in the order you wish
You can present a clear moral
message
May be more emotionally
powerful
You can create the most
engaging story
Not accurate, so you may get a
false impression of what really
happened
Could be confusing or
misleading
May be deliberately distorted to
fit the moral

History
Authentic and factually accurate
You can learn what really
happened

Narrative is constrained by the
real events
Facts are messy – it may not be
the easiest way to explore the
underlying reality

If you were to write a story about the Holocaust, what type of narrative would you use?
History or fable? Why?



See page 53 for a version of this exercise that can be photocopied for classroom

use.

3. John Boyne, author of the novel, said: “I have described the book as a fable which
I define as a work of fiction with a moral at its heart. And I’ve always felt that the truly
important aspect of a book is its emotional honesty.”
In Victorian editions of fables, a moral would often be given explicitly at the end of the
story. For example:
Moral of The Hare and the Tortoise: Slow and steady wins the race.
Moral of The Fox and the Grapes: It is easy to despise what you cannot get.

What lesson(s) do you think we might learn from The Boy in the Striped Pyjamas?



If you had to write the moral of the story in one line, like the example above, what

would you write?
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Discussion Questions:
1. John Boyne, author of The Boy in the Striped Pyjamas: “I’m more a fan of truthful
endings than happy or sad endings.” In what way could the ending of the play
said to be truthful? Could it be said that we sometimes learn more from fables,
even if they are not factually accurate, than from histories? Why?
2. What examples of fables, histories and fantasies can you think of? These could be
from any medium e.g. book, film, television, etc. Working in small groups, make
a list including at least one example of each genre.

THEME TWO: BARRIERS, DIVISION, AND OPPOSITION
This theme builds on the play’s central symbol of a dividing barrier – the fence that
literally divides Bruno from Shmuel, Jews from ‘Opposites’ – to explore the different
types of barriers that divide groups of people from each other. Students will think about
the various types of barrier, both physical and metaphorical, that separate people, how
these affect their own lives, and how they could be challenged or overcome.

Exercises
1. Thinking about the play, make a list of all the barriers that you see visually on
stage.



Some possible visible barriers could be:





Barbed wire fence
Train platform
Door to father’s study
Bruno’s bedroom window

2. What other barriers can you think of in the play – barriers that are not visible?



Some possible invisible barriers could be:





Barrier between ‘opposites’ and Jews
Language barrier (Bruno can only speak German)
Barriers of understanding
Barrier between past and present
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3. Look at the extract below.
SHMUEL: The train was horrible. There were too many of us in the
carriages for one thing. And there was no air to breathe.
BRUNO: That's because you all crowded onto one train. When we came
here there was another one on the other side of the platform but no one
seemed to see it.
SHMUEL: I don't think we would have been allowed on that one. We
weren't able to get out of our carriage.
BRUNO: The doors were at the end.
SHMUEL: There weren't any doors.
BRUNO: Of course there were doors. They're at the end. Just past the
buffet section.

What barriers can you identify in it? These can be any type: physical, virtual. What
effects do each of these barriers have?



Some possible responses:









Platforms – divide the two trains physically from each other.
Doors – open to let people through. Shmuel’s train has no doors so he and the
other Jews are physically trapped
Carriage and the people in it – blocking possible escape
Division of the Jews from the ‘Opposite’
Virtual barrier between Jews and non-Jews
Barrier of understanding – Bruno doesn’t understand or believe Shmuel that there
were no doors on his train
See page 55 for a version of this exercise that can be photocopied for classroom

use.

38

4. This picture shows families being marched out of the Warsaw Ghetto in 1943,
similar to the ghetto in Cracow where Shmuel and his family lived.



Write a short narrative from Shmuel’s point of view where you imagine what it was

like for him having to leave his home. Was he with his family, could he take anything with
him? How did he feel when he was on the train? What could he see and hear?

Discussion Questions:
1. During WW2, many Jewish people were forced to live in ghettoes: walled or
fenced areas within a city. The most famous of these was the Warsaw Ghetto,
where about 400,000 Jews were forced into an area of 1.3 square miles. The ghetto
was enclosed by a wall that was over 10 feet high, topped with barbed wire, and
closely guarded to prevent movement between the ghetto and the rest of
Warsaw. Read this extract from the play where Shmuel describes living in the
ghetto in Cracow:
SHMUEL: We wore the armbands for a few months, and then mama said
we couldn't live in our house any more BRUNO: That happened to me too! The Fury came for dinner, you see, with
a woman, and the next thing I knew we'd moved here. Did he come to
your house and do the same thing?
SHMUEL: No, but then we were told we we had to move to a different part
of Cracow, where the soldiers built a big wall and we all had to live in one
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room.
BRUNO: All of you? In one room?
SHMUEL: And not just us. There was another family and they were always
fighting with each other.
BRUNO: You can't have all lived in the one room.
SHMUEL: All of us. Eleven in total.
(Bruno is sceptical)
SHMUEL: It was impossible to sleep. And there was a boy who kept hitting
me even when I did nothing wrong.
BRUNO: Gretel hits me sometimes. She's my sister. And a Hopeless Case.
But soon I'll be bigger and stronger than she is.

What do you think it would be like to be forced from your home to live in a ghetto
like this? What would you miss most? What would be most difficult? How would
you feel if you had to share a room with a strange family?
2. Looking again at the script extract above, how do you think Shmuel would feel
when Bruno responds to him? How would you describe Bruno’s responses? Does
he understand what Shmuel is telling him?
3. Why does the playwright use capital letters when Bruno says Gretel is ‘a Hopeless
Case’? This suggests that it’s something Bruno has heard but doesn’t really
understand. Can you think of any other examples in the play like this?



This exercise draws out the way in which Bruno is negotiating an adult world he

doesn’t understand, and uses phrases and words without grasping their full meanings.
Other examples from the play could be:





Out-With for Auschwitz
Fury for Fuhrer
‘The foreseeable future’ – both Gretel and Bruno misunderstand this, Gretel
thinks it means ‘about three weeks’
‘Jews and Opposites’ – Gretel tells Bruno about the Jews but it’s clear she is
just repeating things she’s heard without really understanding

What is the significance of these mistakes? What does it suggest about Gretel and
Bruno’s understanding of their situation? Do you think that the adults all fully understand
the situation?
4. What barriers do you encounter in your everyday life? Working in pairs, tell your
partner the story of everything you did yesterday. See how many barriers you can
identify in it. How many times did you encounter a barrier, either visible or
invisible? Were you able to cross it or not? How?

40



This exercise helps students to become aware of the way that our lives are controlled

and delimited by many different types of barriers: spoken or unspoken, visible or
invisible. Some of these might be racial or religious, e.g. you wouldn’t enter a religious
site or an area where you feel unsafe, or it might be a physical barrier, e.g. a security
guard preventing you from entering an office block, or a ticket barrier on the Tube. It
could also be a language barrier (speaking different languages, using different dialects
or slang), cultural barrier, financial barrier (e.g. somewhere too expensive to get into),
etc.

THEME THREE: FRIENDSHIP AND FAMILY
This theme explores the subject of friendship and family in The Boy in the Striped
Pyjamas. It encourages students to think about the complexities of characters, and how
people can have both good and bad aspects to their personalities and actions. It also
explores how family and friendship can differ from each other, and the different things
that family can mean to each other. Families are not necessarily always supportive and
positive; families can betray and distress each other. So can friends when they are
scared or act selfishly.
“It’s not ‘a Holocaust novel’ but a novel about friendship, about finding
and maintaining friendship… I wanted it to end on a moment of friendship
and beauty, not a negative – the children are stronger than what is around
them.” John Boyne

Exercises:
1. Choose a character from the play. Make a list of their actions – the important
things that they do or say during the play. Write down whether you think each of
these actions is ‘good’ or ‘bad’.
2. Now get into pairs with another student. Discuss whether each of your chosen
characters is a ‘good’ or ‘bad’ person. Is it difficult to decide? Why? Use evidence
from the play in your discussion.
3. How could you break down the idea of ‘good’ and ‘bad’? Could someone be
Moral/immoral
Kind/unkind
Obedient/disobedient
Friendly/mean
Truthful/deceitful
Loyal/treacherous
Hardworking/lazy
Empathetic/self-centred
Modest/conceited
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For each character, decide which word most applies to them of each pair. For example,
you could describe Bruno as kind, modest, friendly, deceitful and self-centred. You
should end up with a list of characteristics describing your character.
What other words could you add to this character description?



This exercise is intended to help students think about the different elements of a

character and how they could be simultaneously good and bad in different ways. It’s too
simplistic to think in terms of someone being a ‘good’ or ‘bad’ person, but instead
people (and fictional characters) may contain seemingly contradictory elements within
them.



See page 55 for a version of this activity that can be photocopied for classroom use.

Discussion Questions:
1. How is Shmuel different from Bruno’s other friends (his ‘friends for life’ from
Berlin)? How is their friendship different? Which kind of friendship do you think is
deeper?
2. The scene where Pavel cleans Bruno’s injured knee is called ‘How Mother Took
Credit For Something She Hadn’t Done’.
What does Mother take credit for? Why does she do this? Do you think she was
right or wrong to do it? What effect does it have on Bruno when he hears her do
this?
Why do you think the writer chose this title for the scene?



This is one example of an incident in the play where Bruno’s sense of his parents’

morality is shaken. Mother does something that she has forbidden her children to do.
3. Here are some examples of Bruno’s actions in the play. Do you think that Bruno
was right or wrong to do each of these things? Why?
Bruno steals food from the kitchen to give to Shmuel.
Bruno goes exploring after he has promised his parents that he won’t.
Bruno lies to Kotler and tells him that he has never seen Shmuel before.
Bruno crosses into the camp to help Shmuel look for his father.
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4. Look at the script extract below.
BRUNO: Stupid Father.
MARIA: (horrified) You mustn't say that. You must never say something like
that about your father.
BRUNO: I don't see why not.
MARIA: Because your father is a good man. If it wasn't for your father
where would I be now after all?

Maria says that Bruno’s father is ‘a good man and has always taken care of her, and yet
Maria is Jewish. Why do you think this is? How do you think the Commandant can treat
Maria humanely and yet be responsible for murdering thousands of other Jews? Do you
think he can be described as a ‘good man’? Why/why not?

THEME FOUR: FATHERS, LEADERS, AND BREAKING THE RULES
This theme links the various father/son relationships in the play to the broader concepts
of authority, vs. rebellion, disobedience vs. conformity. It draws out the ways in which
parental authority can be immoral or wrong, and that it is not always necessarily right to
obey without question.

Exercises:
1. Make a list of all of the father/son relationships in the play. This could include
both literal fathers and sons, and also any other relationships that could be seen to
have similarities with a father/son relationship. What do these relationships have
in common? How are they different? How would you characterise a father/son
relationship?



This exercise is intended to draw out the parallels and the differences between Bruno

and his father, Lt. Kotler and his father, Bruno and Herr Liszt, the German people and
Hitler, and so on. Bruno’s father’s attitude towards Hitler demonstrates the infantilising
and subjugation of the German people. The necessity for obedience at all times can be
compared to the way Bruno’s parents insist that he obeys their rules without question.
The fact that all young people had to join the Hitler Youth shows that the job of raising
children was not left up to individual parents but was taken on by the Nazi state.
2. Classroom debate. Divide into two groups. Debate the motion: “It is never right to
break the rules.”
One half of the class argues in favour of the motion, the other half against. Think of
examples and reasons to support your argument.
At the end of the debate, take a vote. What did you decide?
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Discussion Questions:
1. Look at this extract from the play:
HERR LISZT: Not your own personal history! I mean the history of who
you are, where you come from. Your family's heritage. The Fatherland.
BRUNO: Well I'm not sure how much land father actually has.
What mistake does Bruno make here? What does Herr Liszt mean by ‘the
Fatherland’? Why does he think it is important for Bruno to understand the history
of Germany?
2. Look at the script extract below:
FATHER: Yes but I also knew that my father, your grandfather, knew what
was best for me. Do you think that I would have made such a success of my
life if I hadn't learned when to argue and when to keep my mouth shut and
follow orders?
BRUNO: Did you do something wrong? Something that made The Fury
angry?
FATHER: Me? What do you mean?
BRUNO: It’s alright I’m not cross. But he'd hardly send you to a place like
this if he wasn't punishing you for something.
FATHER: (laughing) You don't understand the significance of such a position.
BRUNO: I think you should go and apologise to The Fury and maybe he'll
forgive you for whatever you’ve done wrong.

What does Bruno’s father think is important? What are his values?
How does he tell Bruno to behave? Does Bruno obey him? Do you think Bruno was right
or wrong to break his father’s rules?
Find words or phrases in the script extract to support your answers.
Based on the script extract above, how does Bruno view his father’s relationship to ‘The
Fury’? Is it a relationship of equals, or something else?
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PART 3: GET INVOLVED
We would love you to let us know how you felt about The Boy in the Striped Pyjamas.




What is the moment in the play that most resonated with you?
How will this change the way you see the world in future?
What would you tell other young people about the play?

Visit the website at http://childrenstouringpartnership.com/whats-on/index.php to
contribute your own responses.
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FURTHER INFORMATION
For those who would like to explore further, here are some suggestions for further
reading and internet research.
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CLASSROOM RESOURCES
THE BOY IN THE STRIPED PYJAMAS – STORY ZOOM
Berlin, 1944. Bruno, a 9-year-old boy, comes back to his house one day after school.
When he gets home he sees Maria, the maid, packing his things up. Bruno’s Mother,
who seems angry, tells him that they have to move house, because of Bruno’s Father’s
work. The Fury has asked Bruno’s Father to do a new and very important job. Bruno’s
sister Gretel, a grumpy 12-year-old, is coming with them too. Bruno is upset to be
leaving behind his best friends for life, Karl, Daniel and Martin.

Zoom
Bruno, Gretel and their Mother go to the train station to leave Berlin. Gretel is teasing
Bruno for being so small for his age. They see many people standing on the opposite
platform, crowded onto a very full and uncomfortable-looking train. The people look
very unhappy.

Zoom
Bruno and his family arrive at their new house. Bruno is upset that it is so much smaller
and shabbier than their real house in Berlin, and there are no children to play with. His
Mother tells him not to complain, as none of them have any choice about being there.
They are shown around the house by Pavel, a thin sad-looking man, and some other
servants. Also in the house is Lieutenant Kotler, a proud young soldier. Bruno asks
Maria what his Father does for a living. She says that he is a soldier who tells other
soldiers what to do.

Zoom
Bruno asks Gretel how long they have to stay in the new house. She says for the
foreseeable future, which could be as long as three weeks. She tells him that the place
they have moved to is called Out-With. Meanwhile, Mother is unpacking in the kitchen.
She tells Pavel that the kitchen is not good enough. Lieutenant Kotler comes to offer
Mother his help.

Zoom
Bruno looks out of the window in his bedroom. He sees a bench, and behind it a very tall
fence, with barbed wire on top. Beyond it he sees men and boys pushing wheelbarrows
and carrying heavy tools, being organised by soldiers. There are many huts, and many
people there, but no women. They all look very dirty and unhappy, and they are all
wearing striped pyjamas.

Zoom
Some soldiers are discussing why the previous Commandant of the camp had to leave.
Bruno’s Father, a strong and powerful man, encourages them and says they will make a
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fresh beginning. Bruno comes to see his Father and tells him that he doesn’t like living at
Out-With and wants to go back to Berlin. Father tells Bruno that he has to do important
work for his country and for the Fury. Bruno asks his Father about the people he can see
from his window. His Father tells him that they are not really people at all.

Zoom
Bruno complains to Maria about his Father making them move to Out-With. Maria tells
him that his Father is a good man. Maria’s Mother, a dressmaker, worked for Bruno’s
Grandmother, a great singer. Grandmother told Maria she would always be a part of the
family. Bruno’s Father paid for Maria’s Mother’s care when she was ill, and he paid for
her funeral when she died. Maria tells Bruno that his Father has a lot of kindness in his
soul, and she doesn’t understand how he can – But she can’t finish her sentence, as
Gretel appears and rudely orders Maria to run a bath for her. Maria tells Bruno he must
keep quiet and keep himself safe.

Zoom
Bruno is bored in the new house, and decides to build himself a swing. He asks
Lieutenant Kotler, who is flirting with Gretel, to help him find an old tyre. Kotler teases
him but agrees to help. Kotler orders Pavel to fetch a tyre for Bruno. He is rude to Pavel
and tells him to wash his filthy hands. When Gretel says that Pavel is a good waiter,
Kotler says that his kind aren’t good at anything. Kotler takes Gretel off to show her maps
of Germany’s military progress.

Zoom
Bruno falls off his tyre swing. Pavel comes to his rescue and cleans and bandages his
knee. Pavel reassures Bruno that he will be ok, and tells him that he, Pavel, used to be a
doctor. Mother returns and Pavel tells her the story. Mother says that, if Father asks, she
will tell him that it was she who cleaned up Bruno’s knee.

Zoom
Bruno asks Gretel exactly what their Father, the Commandant, does for a living. She
reminds him about when Father got the job, three years ago. Their Grandmother was
singing at the Christmas party, but when she saw Father in his uniform, she was upset
and wondered where she had gone wrong with him. She said she was ashamed of what
he had become and the terrible things he has done. Bruno misses his Grandmother.

Zoom
Herr Liszt arrives to be Bruno and Gretel’s teacher. He says that he will teach them
history, geography, science, medical science and social science, but not stories and
drawing as they are a waste of time. Herr Liszt tells Bruno that it is important for him to
learn about the history of the Fatherland, Germany, and all the wrongs that have been
done to Germany. Bruno tells his Mother that he wants to go exploring, but she tells him
it is banned at all times.

Zoom
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Bruno climbs out of his window and crawls through undergrowth until he reaches the
wire fence. He sees a small boy sitting on the other side. Bruno introduces himself, and
the other boy introduces himself as Shmuel. The boys discover they have the same
birthday. Bruno tells Shmuel that he comes from Berlin; Shmuel comes from Poland, but
he can speak German and Polish, and is hoping to learn English. Shmuel tells Bruno that
they are now in Poland. Bruno tells Shmuel that he is an explorer. He asks him what all
the people are doing on the other side of the fence.

Zoom
The End
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FABLE, HISTORY AND FANTASY
Fable

History

Fantasy

Words and phrases:
A true story

Conveys a deeper truth

A story that teaches a moral
lesson

A wildly imaginative story
Factual account

Far removed from normal reality

Like a myth, reveals something
about human society

Based on documentary evidence
Events that couldn’t happen in
real life

Put each word or phrase in the column where you think it fits best.
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FABLE AND HISTORY: PROS AND CONS
The Oxford English Dictionary defines a fable as
1. A fictitious narrative or statement; not founded on fact
2. A short story devised to convey some useful lesson; esp. one in
which animals or inanimate things are the speakers or actors.

What do you think are the advantages and disadvantages of presenting a historical story
as a fable?
If you were to write a story about the Holocaust, what type of narrative would you use?
History or fable? Why?

Fable

History

Advantages

Disadvantages

54

IDENTIFYING BARRIERS
Look at the extract below.
SHMUEL: The train was horrible. There were too many of us in the
carriages for one thing. And there was no air to breathe.
BRUNO: That's because you all crowded onto one train. When we came
here there was another one on the other side of the platform but no one
seemed to see it.
SHMUEL: I don't think we would have been allowed on that one. We
weren't able to get out of our carriage.
BRUNO: The doors were at the end.
SHMUEL: There weren't any doors.
BRUNO: Of course there were doors. They're at the end. Just past the
buffet section.

What barriers can you identify in it?
These can be any type: physical, virtual.
What effects do each of these barriers have?
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CHARACTER DESCRIPTIONS
How could you break down the idea of ‘good’ and ‘bad’? Could someone be
Moral/immoral
Kind/unkind
Friendly/mean
Truthful/deceitful
Loyal/treacherous
Hardworking/lazy
Empathetic/self-centred
Modest/conceited
For each character, decide which word most applies to them of each pair. For example,
you could describe Bruno as kind, modest, friendly, deceitful and self-centred. You
should end up with a list of characteristics describing your character.
What other words could you add to this character description?
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SCRIPT EXTRACT 1: BRUNO
BrunoMakesADiscovery
(Maria is packing Bruno's things, from a wardrobe into four large crates)
BRUNO: What are you doing?
(he tries to grab whatever she is holding)
Where's Mother?
(The writing on the screen fades)
(Maria indicates Bruno's mother as she walks in with Grandmother)
BRUNO: Mother what's going on? Why is Maria going through my things?
MOTHER: (twisting her hands) She's packing them for you.
(beat)
BRUNO: Why, what have I done? Have I done something wrong? (to Maria) You take your
hands off my things. I haven’t done anything wrong.
GRANDMOTHER: Bruno, Maria is a member of our family, you must not be rude to her.
(Bruno can see his mother looks upset)
BRUNO: (brightly) Father is rude to her. (he thinks better of it) Sorry Maria.
MARIA: Do you need to keep this?
BRUNO: Yes.
MARIA: It is a child's toy.
BRUNO: I am a child.
(Bruno holds the toy, a spinning top, for the rest of the scene.)
MOTHER: Bruno, we are going to move house.
BRUNO: I don't want to move house.
MOTHER: Well, not everything is within your control, or anyone else's for that matter.
BRUNO: Where are we going?
MOTHER: To the country.
BRUNO: Why?
MOTHER: For Father's work.
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BRUNO: What work?
MOTHER: Well you know when the house is full of men in uniform, and women with
typewriters?
BRUNO: (not sure) Yes.
MOTHER: That’s his work.
BRUNO: But it's not fair.
MOTHER: Life isn't fair Bruno.
MARIA: (indicating a suitcase) Can I use this too?
MOTHER: Yes, use whatever you need. (beat) Don't worry Bruno, it's going to be a great
adventure.
BRUNO: Are you cross with me for something? Am I being sent away?
GRANDMOTHER: No, not just you.
(beat)
MOTHER: We all are. Your Father and I, Gretel and you. All four of us.
BRUNO: (half joking) Does Gretel have to come?
MOTHER: Yes, of course.
BRUNO: What about Grandmother?
(beat)
MOTHER: Grandmother can’t come with us I’m afraid.
BRUNO: Why not?
(beat)
BRUNO: Is all this because of The Fury at dinner?
MOTHER: Sometimes Bruno, when someone is very important, the man who employs him
asks him to go somewhere else because there is a very special job that needs doing.
BRUNO: What kind of job?
MOTHER: (hesitating) It's a very important job.
(beat) You can understand that can't you?
BRUNO: Do we all have to go?
MOTHER: Of course we do, you wouldn't want Father to go to his new job on his own and
be lonely there would you?
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SCRIPT EXTRACT 2: FATHER
FATHER: Bruno. My boy!
BRUNO: Hello Father.
FATHER: Bruno I was coming up to see you in a few minutes, I promise I was. I just had a
meeting to finish and a letter to write. You got here safely then?
BRUNO: Yes Father.
FATHER: You were a help to your mother and your sister in closing the
house?
BRUNO: Yes Father
FATHER: Then I'm proud of you.
(beat)
Sit down boy.
(Bruno sits in a vast armchair. His feet don't touch the floor)
So. What do you think?
BRUNO: What do I think? What do I think of what?
FATHER: Of your new house. Do you like it?
BRUNO: No. I think we should go home.
FATHER: (glancing at a letter on his desk) Well, we are home
BRUNO: Out-With is our new home?
FATHER: Yes
BRUNO: But when can we go back to the house in Berlin? It's so much nicer there.
FATHER: Come, come. Let's have none of that. A home is not a building or a street or a
city or something so artificial as bricks and mortar. A home is where one's family is, isn't
that right?
BRUNO: Yes, butFATHER: And our family is here Bruno...
BRUNO: ...at Out-With?
FATHER: At what? Oh, yes. Ergo this must be our home.
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BRUNO: But Grandmother is in Berlin. I like Grandmother. And she’s our family too. So
this can't be our home.
(pause)
FATHER: Yes Bruno they are. But you and I and Mother and Gretel are the most important
people in our family and this is where we live now.
BRUNO: I don't like it here.
FATHER: Bruno...
BRUNO: Karl's not here and Daniel’s not here and Martin’s not here and there are no other
houses around us and no fruit and vegetable stalls and no streets and no cafes.
FATHER: Bruno. Sometimes there are things in life that we don't have a choice in. And I'm
afraid that this is one of them. This is my work. Important work. Important to our country.
BRUNO: Is this all because of The Fury?
FATHER: The what? Oh, yes. You'll understand someday.
BRUNO: I want to go home. (Bruno holds back tears)
FATHER: You need to realise that you are home. This is it for the foreseeable future.
(Bruno closes his eyes. Father approaches Bruno takes a cigarette out of a cigarette case,
taps it on the desk and lights it.)
FATHER: I remember when I was a child. There were certain things that I didn't want to
do, but when my father said that it would be better for everyone if I did them, I just put
my best foot forward and got on with them.
BRUNO: What kind of things?
FATHER: Oh, I don't know. It's neither here nor there anyway. I was just a child and didn't
know what was for the best. Sometimes for example I didn't want to stay at home and
finish my schoolwork; I wanted to be out on the streets playing with my friends just like
you do.
BRUNO: So you know how I feel FATHER: Yes but I also knew that my father, your grandfather, knew what was best for
me. Do you think that I would have made such a success of my life if I hadn't learned
when to argue and when to keep my mouth shut and follow orders?
BRUNO: Did you do something wrong? Something that made The Fury angry?
FATHER: Me? What do you mean?
BRUNO: It’s alright I’m not cross. But he'd hardly send you to a place like this if he wasn't
punishing you for something.
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FATHER: (laughing) You don't understand the significance of such a position.
BRUNO: I think you should go and apologise to The Fury and maybe he'll forgive you for
whatever you’ve done wrong.
(pause. Father walks back to his desk)
FATHER: (quietly) I wonder if you are being very brave, rather than merely disrespectful.
Perhaps that's not such a bad thing.
BRUNO: I didn't mean FATHER: But you will be quiet now. I have been very considerate of your feelings here,
Bruno, because I know that this move is difficult for you. And I have listened to what you
have to say, even though your youth and inexperience force you to phrase things in an
insolent manner. And you'll notice that I have not reacted to any of this. But the moment
has come when you will simply have to accept that BRUNO: I DON'T WANT TO ACCEPT IT!
FATHER: (quietly) Go to your room Bruno
BRUNO: (going to the door) Father?
FATHER: Bruno, I'm not going toBRUNO: It's not about that. I just have one other question.
(pause)
BRUNO: Who are all those people outside?
FATHER: Soldiers Bruno. And secretaries. Staff workers. You've seen them all before.
BRUNO: No, not them. The people I see from my window. In the huts in the distance.
They're all dressed the same. In striped pyjamas.
FATHER: Ah, those people. (he smiles slightly) Well they're not people at all Bruno.
BRUNO: They're not?
FATHER: Well at least not as we understand the term. But you shouldn't be worrying
about them right now. They're nothing to do with you. You have nothing whatsoever in
common with them. Just settle into your new home and be good, that's all I ask. Accept
the situation in which you find yourself and everything will be so much easier.
BRUNO: Yes, Father. (Bruno starts to go)
FATHER: Bruno
BRUNO: (thinks for a moment and then clicks his heels and salutes his father with his arm as
the soldiers did) Heil Hitler. (Bruno smiles at his father and leaves.)

61

SCRIPT EXTRACT 3: MARIA
MariaTellsBrunoAStory
(Bruno happens upon Maria upstairs who is unpacking another trunk. The writing fades.)
MARIA: Bruno –
BRUNO: Maria, did you like it more in Berlin?
(beat)
MARIA: I always enjoyed the garden at the house in Berlin. When it was a warm afternoon
I liked to sit out there in the sunshine and eat my lunch underneath the ivy tree. The bees
hovered around the flowers and never bothered you if you just left them alone.
BRUNO: So –
MARIA: It's not important.
BRUNO: Well, of course it's important. You're part of the family aren't you?
MARIA: Your father knows what is for the best. You must trust in that.
BRUNO: Stupid Father!
MARIA: (horrified) You mustn't say that. You must never say something like that about
your father.
BRUNO: I don't see why not.
MARIA: Because you father is a good man. If it wasn't for your father where would I be
now after all?
BRUNO: Back in Berlin I expect. Eating your lunch underneath the ivy and leaving the
bees alone.
(beat)
MARIA: You don't remember when I came to work for you, do you? You were three. My
mother worked for your grandmother. She was her dresser.
BRUNO: What’s a dresser?
MARIA: When your Grandmother toured Germany as a singer, my mother arranged all
the clothes for your Grandmother's concerts, washed them, ironed them, repaired them.
BRUNO: Like a servant?
MARIA: A little. My mother became very sick and your father arranged her care, and
paid for it. When she died he paid all the expenses for the funeral.
(beat) So don't you ever call your father stupid, Bruno. Not around me I won't allow it.
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BRUNO: Well. I suppose that was nice of him.
MARIA: Yes, he has a lot of kindness in his soul, which makes me wonder BRUNO: Wonder what?
MARIA: Wonder what he... How he can...
BRUNO: How he can what?
(The sound of a sharp loud door slam and footsteps make Bruno withdraw to a corner.
Gretel enters. Maria packs the dress away.)
GRETEL: What's going on?
BRUNO: Nothing. What do you want? Get out.
GRETEL: Get out yourself. Run me a bath Maria, will you?
BRUNO: Why can't you run your own bath?
GRETEL: Because she's the maid. That's what she's here for.
BRUNO: That's not what she's here for. She's not just here to do things for us all the time,
you know. (beat)
MARIA: Of course, Miss Gretel. I’ll be right with you.
GRETEL: Well don't be long
(Gretel goes to her room)
MARIA: Bruno, promise me you won't say anything out loud criticising your father.
BRUNO: But why? I’ve been brought here against my will. I'm only saying what I feel. I'm
allowed to do that aren't I?
MARIA: No. No, you're not.
BRUNO: I'm not allowed to say what I feel?
MARIA: No.
BRUNO: Well. I was just making conversation while you put the clothes away.
MARIA: Bruno if you have any sense at all, you will stay quiet and concentrate on your
school work and do whatever your father says. We must all just keep ourselves safe until
this is all over. That's what I intend to do anyway. It's not up to us to change things. Try not
to think about it too much.
(Silence. Maria reaches out to comfort Bruno who looks like he might cry. She smiles and
picks up her unpacking and heads off to help Gretel. Bruno is left alone, he rubs his head
trying to work out what’s going on.)
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SCRIPT EXTRACT 4: MOTHER
MOTHER: Life isn't fair Bruno.
MARIA: (indicating a suitcase) Can I use this too?
MOTHER: Yes, use whatever you need. (beat) Don't worry Bruno, it's going to be a great
adventure.
BRUNO: Are you cross with me for something? Am I being sent away?
GRANDMOTHER: No, not just you.
(beat)
MOTHER: We all are. Your Father and I, Gretel and you. All four of us.
BRUNO: (half joking) Does Gretel have to come?
MOTHER: Yes, of course.
BRUNO: What about Grandmother?
(beat)
MOTHER: Grandmother can’t come with us I’m afraid.
BRUNO: Why not?
(beat)
BRUNO: Is all this because of The Fury at dinner?
MOTHER: Sometimes Bruno, when someone is very important, the man who employs him
asks him to go somewhere else because there is a very special job that needs doing.
BRUNO: What kind of job?
MOTHER: (hesitating) It's a very important job.
(beat)
You can understand that can't you?
BRUNO: Do we all have to go?
MOTHER: Of course we do, you wouldn't want Father to go to his new job on his own and
be lonely there would you?
BRUNO: Well, no.
MOTHER: Father would miss us all if we weren't with him.
GRETEL: (enters) How many of my dolls can I take?
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MOTHER: You can take them all if you like…
GRETEL: Really?
MOTHER: Yes. (Gretel goes)
BRUNO: (with a smile) Who would Father miss the most? Me or Gretel?
GRANDMOTHER: He would miss you both equally.
(Bruno spins the spinning top)
What will you do with the house?
MOTHER: We'll close it up for now, but we'll come back to it when this is over.
(Mother starts to go)
BRUNO: Wait! (beat) Is it further than a mile away?
MOTHER: (laughs) Yes Bruno. Quite a lot further.
BRUNO: What, are we leaving Berlin?
MOTHER: I'm afraid so BRUNO: What about Karl and Daniel and Martin? How will they know where I am?
MOTHER: Bruno, please don’t interrupt me.
BRUNO: But they’re my three best friends for life.
(he takes a bite of his apple.)
MOTHER: I'm sure you'll make other friends.
BRUNO: But we had plans.
MOTHER: Plans? What sort of plans?
BRUNO: That would be telling.
MOTHER: I'm sorry Bruno but your plans are going to have to wait. We don't have a
choice in this.
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