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Introduction 

In many museums that commemorate atrocities or historical tragedies, the exhibits rely heavily on 

survivors ' experiences. In fact, many of these museums were founded by survivors, as is the case 

with many Holocaust museums. These museums were created not only to memorialize the events 

that took place during the Holocaust, but also to help the survivors deal with their grief and to 

educate the generations to corne on how and why these events came to be. In the case of many of 

these events, physical artefacts ( altematively, "evidence") are not often left behind, and when they 

are, they are most often the abjects used by the oppressors and not those used by the oppressed. 

This means we have to rely on alternative "artefacts" to tell the whole story. One of the most 

valuable examples is survivor testimony; having the ability to hear about the experiences of real 

people is a great privilege, particularly the staries are not told second hand but in the voices of the 

storyteller themsel es. 

In this vein, my project is an exploration of the use of recorded survivor testimony in 

Holocaust museums through a comparison between the manners in which it is used at the Montreal 

Holocaust Museum and at Yad Vashem's Holocaust History Museum in Jerusalem. I begin by 

defining testimony, and describing its use in the world more broadly as well as within museums. I 

also provide a definition of memorial museums, as that is the category into which Holocaust 

museums fall. By establishing this as a basis, I am then able to do a thorough analysis of the 

exhibitions I have chosen for my case studies. Following this foundation, I then introduce the 

Montreal Holocaust Museum and Yad Vashem. From there, I analyse the use of recorded 

testimony within both permanent exhibitions and through other means of transmission offered by 

these two museums, including their pedagogical tools ( designed for the classroom) and their online 

presence. 

In the first chapter, I rely on resources that provide definitions of testimony in order to 

create a solid basis for my further discussions . In order to do so I cite from Elizabeth Fricker' s 

article "Testimony: Knowing Through Being Told", in which the author provides a detailed 

description of testimony and the different ways in which it is used. In addition, I consulted Steffi 

de Jong' s book The Witness as Object: Video Testimony in Memorial Museums, as her work 

directly connects to this study and she also provided clear descriptions for the basis I build in 

chapter one. I also integrate the writing of Elizabeth Crooke through her book Museums and 



Community: Idea , Issues and Challenges. By using Crooke's book, I aim to underscore the 

importance of community work within museums in order to explain the necessity for the 

conservation of recorded testimony and oral history within a museum collection. I also take this 

opportunity to distinguish oral history and recorded testimony. Further I discuss this necessity 

within the context of memorial museums, relying on the scholarship of Paul Harvey Williams ' 

book Memorial Museums: The Global Rush to Commemorate Atrocities as well as Tony Kushner's 

article "Holocaust Testimony, Ethics, and the Problem of Representation" and Robin S. Grenier's 

article "Moments of Discomfort and Conflict: Holocaust Museums as Agents of Change". These 

texts show that memorial museums, and Holocaust museums in particular, are not only well-versed 

in the use of recorded testimony but are innovators when considering its use within an exhibition 

and the broader use within a museum' s educational tools. This is a necessary step because 

Holocaust museums are sometimes considered to be paradigms in the use of recorded testimony 

and oral history within their exhibitions and pedagogical tools. By exploring the broader range of 

use, I then narrow my focus in order to properly describe my case studies. 

Following this brief discus ion of the theoretical concepts grounding my research, I use 

my second chapter to introduce the first of my two case studies: the Montreal Holocaust Museum. 

I rely heavily on the information found within the Docent and Facilitator Training Manual 2018, 

currently in use by the Montreal Holocaust Museum, as it presents the history of the Museum in a 

straightforward and clear manner. I also use much of the Museum's website, including their 

mission statement and the pdf versions of their pedagogical tools. I have also included the map of 

the permanent exhibition (see appendix 1), which is offered to visitors in English and French. I use 

sections of this map within the chapter when I discuss the finer details of the exhibition (see figures 

1-4 in chapter 2). I also include the work of Steven High and Stacey Zembryzcki in order to 

illustrate the ways in which recorded testimony is used more generally by the Museum for internai 

projects as well as work with outside partners. Lastly, I include notes from isits to the permanent 

exhibition at the Museum, which allows me to present a comprehensive explanation of its layout 

and how testimony is used as a part of its display. These notes are invaluable to my presentation 

and the analysis in my fourth chapter. 

In the third chapter, I introduce Yad Vashem' s Holocaust History Museum. For this case 

study I rely on the Museum's published catalogues, including To Bear Witne s: Holocaust 
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Remembrance at Yad Vashem, Facts and Feelings: Dilemmas in Designing the Yad Vashem 

Holocaust Museum , and Yad Vashem: Moshe Sa/die - the architecture of memory. These three 

documents offer the necessary context for the history of the Museum, as well as outlining the 

architecture and pro iding a detailed description of the galleries that form the permanent exhibition 

of the Holocaust History Museum. With the addition of resources from Yad Vashem' s website, 

including the mission statement and photographs of the interior of the exhibition, I include as much 

information about the exhibition as possible. I also refer to the map found in Facts and Feelings 

when discussing the individual galleries, as it is extremely detailed and drawn to scale. As with 

the Montreal Holocaust Museum, I made several visits to the permanent exhibition at Yad Vashem 

and took detailed notes. Again, I use these notes to supplement the information found in the 

catalogues and to aid with my analysis. Like in chapter 2, I have also included a map of the 

permanent exhibition (see appendix 2) and use sections of the map within the chapter (see figures 

1-10 in chapter 3). 

In the final chapter, I analyse the use of testimony within the permanent exhibitions ofboth 

case studies. Much of the information I consulted for this chapter cornes from the resources named 

above, as well as from persona! notes I took during my isits to the two museums. In addition, I 

reference ora Golic ' travail dirigé: Les témoignages audiovi uels de sujets traumatisant : Deux 

modèles, deux experti e . This project was completed in 2015 , and her work concentrates on the 

use of survivor testimony in the Shoah Foundation and at the Memoria Abierta, both of which are 

in Argentina. Her work is relevant to my project because as one part of her project she outlines the 

process used by the hoah Foundation for recording survivor testimony. This same process is used 

at the Montreal Holocaust Museum and at Yad Vashem for the collection of recorded testimony, 

and thus was an integral source to use in my analysis of how these videos are used. In addition, I 

employ pedagogical tools from the Montreal Holocaust Museum as well as information from both 

of the museums' respective websites and Y ou Tube pages. This aids in my anal y sis ofhow recorded 

te timony is used by the museums more broadly, in particular outside of their pe1manent 

exhibitions. 

This project employs a number of different research methods, including field work and 

comparative analysis. For each of the case studies, I made everal intensive visits to the permanent 

exhibition, read through all of the printed literature published or provided by each museum, and 
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explored both museums ' digital profiles (websites, social media pages, etc.). Once I collected all 

of the information, I used it to supplement my comparative analysis of both case studies. This 

analysis will ser e to provide a detailed spectrum of the ways in which testimony is used within 

Holocaust museums using data from a larger museum (Y ad Vashem) in contrast with data from a 

smaller museum (Montreal Holocaust Museum). In addition, both exhibitions were launched in 

the early 2000s and thus provide considerable information on the importance of testimony in 

exhibitions in the contemporary era. 
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Chapter One: Recorded Testimony 

In this chapter, I provide a definition of testimony in a broad sense, before addressing what it 

means within a museum context. This is to offer a sound basis for the rest of my discussion. I also 

differentiate between oral history and recorded testimony, and discuss some of the practices 

involved in each. I then explore how it is used within memorial museums, providing a definition 

for memorial museums and consider their role within society in general. Finally, I discuss how 

testimony is used within the context of Holocaust museums, in order to set up the discussion in 

my following chapters. 

1.1 Testimony and Its Uses 

What is testimony? It is the act of recounting a personal narrative, and what is aid is understood 

to be true. In her article "Testimony : Knowing Through Being Told", Elizabeth Fricker pro ides 

a description of te timony. She writes: 

The expression ' testimony ' in everyday usage in English is confined to reports 
by witnesses or experts given in a courtroom, or other formal setting. But in 
anal tic philosophy the expression is used as a label for the process by which 
knowledge or belief is gained from understanding and belie ing the poken or 
written reports of others generally, regardless of etting. 1 

This is a concept that is not limited to the courtroom or to a philosophical setting, as Fricker 

outlines, but is actualized within other contexts as well. She continues her definition by saying that 

many of an individual ' s beliefs corne from a source outside the individuals themselves. She lists 

se eral examples: persona! communication (hearing from a persan) ; from books ("purportedly 

factual books"); from written records ; from newspapers, television, and the Internet. 2 One could 

also argue that Fricker' s title is, in itself, a definition of testimony : "knowing through being told." 

That is, accumulating knowledge and belief through the act of telling and believing what is told to 

be true. 

While one of the most well-known uses of testimony is in legal cases, it is used in other 

contexts as well. It is qui te common in Christianity, particularly in the Evangelical tradition, 

wherein Christians will share a story from their life, often the story of how they became a Christian, 

1 Elizabeth Fricker, "Testimony : Knowing Through Being Told", in The Handbook of Epi temology, 109. 
2 fbid, 109. 
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in order to demonstrate a way in which God did something particularly worth sharing. This is often 

a solemn event that reflects the importance and seriousness of the narrative they tell. This is also 

seen in aspects of cognitive therapy and large-group sharing circles, such as Alcoholics 

Anonymous. In cases like these, it is the seriousness and severity of the narrative that is shared 

that underlines the importance of testimony. Testimony is also collected as part of human rights 

tribunals, truth commissions, and other instances of people living under social oppression. These 

are shared and collected during Truth and Reconciliation Commissions (such as the Canadian 

Truth and Reconciliation Commission addressing the residential school system in Canada) or 

through published oral or ritten autobiographical narratives ( considered "testimonial literature" 

- an example of this is Romeo Dallaire ' s writings on Rwanda). This wide variety of testimony 

means that there is significant nuance in terms of using testimony within museums, as it is a 

que tion of what kind of testimony is used and how it en.han.ces the exhibition. 

It is also worth noting that there is a difference between testimony and oral history. Oral 

history is the history of a community or a group of people that has its origins in a spoken tradition; 

rather than having the staries and traditions of this group written down from the beginning, they 

are preserved in the memories of the community and passed down from generation to generation.3 

Sometimes these traditions and staries are written down or recorded in other ways (voice or video 

recordings, for example). This process usually occurs by the time these traditions are well-

establi hed within the community and the recording is more of a formality or as a way to share 

this history with others, though sometimes recordings are created out of a fear of losing that history. 

Within a museum, both oral history and testimony can be used as part of an exhibition. 

Steffi de Jong points to a number of ways testimony i used in museums in her book The Witness 

as Object. She often refers to testimony as "historical witnessing", which pro vides us with a sen.se 

of its fonction within the museum. De Jong writes that museums " integrate the ery process of 

recalling an event and verbalizing it into their representation of history. Thus, the very moment of 

remembrance and narrated memory have become legitimate abjects of display."4 While de Jong 

uses the Museo Diffusa in Torino as an example of using testimony in permanent exhibitions, she 

3 "Oral History: Defined," Oral Hi tory Assocaition, accessed July 15, 20 I 9, https://www.oralhistory .org/about/do-
oral -history/ . 
4 Steffi De Jong, Witness as Object: Video Testimony in Memorial Museums ew York, Y: Berghahn Books, 
2019), 5. 
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mentions that many museums have clone so. She writes that it is "only one example [ ... ] from 

many museums that have decided to introduce into their permanent exhibitions videos with 

extracts from interviews with witnesses of a historical period or event."5 She mentions that in most 

cases the testimonies are not the only parts of the exhibition on display, and that the abjects and 

artefacts are intertwined and integrated into the exhibition. She goes on to outline several different 

ways in which testimony can be used at museums: through audio guides, in video interviews, or 

even by having survivors giving guided tours and sharing parts of their persona! experience as they 

go through the exhibition. While some testimonies are what de Jong calls "professional-looking, 

almost artistic films" and are presented on high-definition screens, others lack the same 

opp01iunities and must make do with what is available to the museum at that time.6 This distinction 

and outlining of possibilities is a necessary step, as it shows that testimony can be integrated into 

an exhibition, no matter the funding or facilities available, nor the size of the museum in question. 

1.2 The Use of Recorded Testimony in Museums 

Recorded testimony i collected in many museums and is included as part of their respective 

collections, on par with physical abjects and artefacts. This i particularly true in: monuments and 

museums dedicated to the conservation of heritage; in community museums; and memorial 

museums and memorial sites. The use of testimony provides an aspect of humanity to the subject 

at hand, whether it is the donor of an abject discussing its origins or someone providing further 

insight and context to an event. By providing this human element to an exhibition, the history and 

subject become more "real" - there are faces and names that can be connected to an event, and this 

makes an exhibition less didactic, and thereby easier to engage with for a larger audience. 

The use of recorded testimony can also be understood as a way of connecting the museum 

to the community and heritage of its subject. The consideration in these cases is that the museum 

does not simply conser e artefacts, but also the narratives associated with these abjects. Gi en the 

connection between heritage and oral history , we could urmi e that testimony, whether video, 

audio, or textual, has also become an essential part of a museum collection. It can be presented in 

Ibid. 4-5. 
6 Ibid. , 4-5. 
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the form of additional information in the description of an abject (within a museum' s database, for 

example) or as an artefact in its own right, and as an essential part of history itself. 

This use of oral history and testimony aids in the preservation of history. Elizabeth Crooke, 

professorat the Ulster University, writes, "The pastis an essential component of ethnie myths that 

forge nations: it provides a sense of antiquity and ancestry; aids with the definition of a sense of 

place; and can be used to represent the golden age."7 While Crooke ' s point here is about 

nationalism and representation, it al o holds true for the place of oral history within community. 

By preserving the past, through artefacts or through oral history and testimony, we can go even 

further than pro iding information or context for artefacts or specific narratives, to the point of 

expanding upon the history of a nation. This can be seen not only in memorial museums, as 

discussed below and in more depth in chapter 3 with the Yad Vashem case study, but also with 

other history museums as well. For instance, the Canadian Museum of History ' s collection 

includes 3 312 original wax cylinders which were recorded between 1899 and 1949. About half of 

these recordings preserve French-Canadian sangs and folklore , while the other half relate to 

Indigenous cultures from across Canada. 8 While many of these recordings are incredibly fragile 

because of the way they were recorded onto the wax cy linders, the fact that these are preserved at 

all are a testament to Crooke ' s point. By conserving these recordings, even though they might be 

unusable ( due to the fragile nature of the wax cy linders, or due to the sacred nature of some of the 

Indigenous recordings), the Museum has a record of this history in the voices of the people it 

concems. In the case of the French-Canadian folk music, excerpts have been digitalized and made 

available online.9 

In this ca e, the Mu eum i a national, government-funded institution. In situation where 

there might not be as much funding for research or conservation, Crooke points out that the 

responsibility of conser ing history, and oral history in particular, often falls to community-led 

heritage movements. She writes, "Frequently, these are grass-roots initiatives developed by people 

who are non-experts in the practice of heritage or museum management, but who are well aware 

7 Elizabeth Crooke, Museum and Community: ldeas, Issues and Challenges (London, UK: Routledge, 2008), 14. 
8 Civilization .ca - Marius Barbeau - The Wax Cylinder Collection, accessed June 6, 2019, 
https://www.historyrnuseurn.ca/crnc/exhibitions/tresors/barbeau/ rnbfD300e.htrnl . 
9 Civilization.ca - Marius Barbeau - Songs of the "Good Old Days", accessed June 6, 2019, 
https://www.historyrnuseurn.ca/crnc/exhibitions/tresors/barbeau/rnbfD400e.htrnl. 
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of the alue and significance around them and its potential." 10 In some cases, it is these community-

organized groups that inspire museums to create their own projects, or that even spearheaded these 

projects. By placing these undertakings in the realm of community rather than museum, thereby 

creating a "bottom-up" rather than "top-down" approach, the projects in question take on a 

personalized aspect and are tailored to the needs of the communities associated with these 

museums. 

The question of why museums should use video recollections, rather than audio or textual 

formats , is addressed by Donald A. Ritchie in his book Doing Oral History. His book functions as 

a guideline for recording one' s own oral history collection, and it addresses the fact that many of 

these oral histories have been documented through transcripts or audio recordings. Ritchie writes, 

'Memories can be recounted in more than words. Transcripts can indicate laughter, obs, finger 

painting, or fist shaking. But some expressions and gestures are too complex or subtle to reduce 

to word ." 11 By this he is underlining the human aspect of oral histor or testimony that can 

ometimes be lo tin past methods of collection. He continues: "Transcripts, audio recordings, and 

video all impart the same basic information, but video provides an extra dimension to oral history 

inter iews." 12 Through this, we can see that Ritchie ' s method is a suggestion that once again 

emphasizes the humanity of a testimony or oral history and allows the viewer to garner a more 

complex understanding of the situation in question. 

1.3 Recorded Testimony Within Memorial Museums 

A memorial museum, as the name implies, is a museum that serves as a memorial or addresses a 

more sensitive subject than a "standard" hi tory museum. These museums do so by creating 

educational exhibitions and public programs that take place within the context of a memorial 

environment, usually commemorating tragic events of great significance. 13 In his book Memorial 

Museums: The Global Ru h to Commemorate Atrocities, former YU professor Paul Harvey 

Williams describes the memorial museum as "a specific kind of museum dedicated to a historie 

1° Crooke, Museums and Community, 15. 
11 Donald A. Ritchie, Doing Oral History (Oxford University Press, kindle edition) 137. 
12 Ibid. , 137. 
13 " 91 I Memorial Museum FAQ", 911 Memorial , accessed July 16, 2019, https://www.9 l I memorial.org/memorial-
museum-faq . 
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event commemorating mass suffering of some kind." 14 While they do not necessitate existing in 

the locations where the events took place, they often are in these locations. Williams goes into 

further detail on this aspect. He writes, "Unlike Holocaust memorials, which now exist in the 

nations of perpetrators, victims, and bystanders alike, the memorial museums on which I focus are 

normally located only in the place of suffering." 15 This question of location is one that is worth 

addressing as well, both in terms of visitorship (who is coming to the museum and in which 

category do they place themselves : victim, perpetrator, bystander, voyeur, etc.) as well as in terms 

of curation (ie, whose story is presented). What Williams means by the question of location is 

whether or not the museum is located in the original location (which can cause a sense of morbid 

fascination for some visitors). As he states in the quote above, the majority ofHolocaust memorials 

now exist in many locations, not solely the places where these events occurred, and that is also 

relevant. Because these memorial museums can be in many locations (places of oppression and 

places of empowerment) , it is testimony that makes connecting to this history possible, particularly 

in museums that are created for this purpose. Williams elaborates on this by stating "memorial 

museums ideally possess conditions and tactics that allow visitors to reflect on these issues in a 

supportive environment." 16 This is not always the case, and sometimes the visitor will bring their 

own nervousness about the subject with them to the exhibition, emphasizing their own uncertainty 

about where they stand in relation to the victims and into which category they may fall. Ideally 

these anxieties would be addressed or quelled within an exhibition through the manner in which 

the textual information is presented (forms of narration, for example ), although in some cases the 

intent is to leave the visitor with that sense of anxiety in hopes that it would inspire change. 

Williams writes that in the case of many memorial museums, the motivation for visiting an 

exhibition is educational. Sometimes it takes the form of honouring the history of a location or an 

event, and sometimes a visit occurs because it is seen as the appropriate thing to do as a visitor. 

There is also a third possibility, which is that for some there can be a form of morbid curiosity, 

and an interest in not only seeing where such an event might have occurred, but also seeing 

artefacts and objects associated with this event. However, Williams notes: " ... anecdotal evidence 

from those working within memorial museums (and my own observations) suggests that nearly all 

14 Paul Harvey Williams, Memorial Museums: The Global Rush to Commemorate Atrocities (Oxford: Berg, 2007), 
8. 
1 - Ibid. , 132. 
16 Ibid., 132. 
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visitors arrive willing to take their messages seriously." 17 This shows that no matter the motivation 

for visiting a memorial museum, the seriousness of the subject cornes through. This is pivota! for 

the discussion of preserving heritage through testimony and the voices of real people, as the human 

element necessarily cornes through in memorial museums, no matter the subject. 

A good example of memorial museums is that of Holocaust museums, and it is within this 

context that recorded testimony is often used in exhibition and outreach programs. This is because, 

in part, these museums are the ones with which the public is most familiar. De Jong states: "The 

exhibition of video testimonies, while also practiced in museums and exhibitions with other subject 

matter, was first - and still is - primarily found in exhibitions on the Holocaust and the Second 

World War." 18 As such, Holocaust museums have a significant history of testimony collection. 

Many Holocaust museums began with survivors at their core, whether they were founded by 

survivors or for survivors. 

Tony Kushner, a professor of Jewish Studies at the University of Southampton, elaborates 

on the complexities ofusing Holocaust testimony. In bis article "Holocaust Testimony, Ethics, and 

the Problem of Representation," he writes: 

We stand at a crucial point in the use of Holocaust testimony. While enonnous 
progress has been made in recent years in both collecting and the respect paid to 
survivor testimony, the use that is to be made of this material bas hardly been 
subject to debate. This lacuna is especially striking as, adding together the 
written, oral, and video testimony, it is the largest body of material on one event 
produced by those who experienced it, perhaps already totaling some 100,000 
individual accounts. 19 

Museums and organizations, both community-run and otherwise, have amassed these testimonies 

and histories in order to preserve them for future use and for future generations. Kushner refers to 

this as a form of "rescue archaeology". In recent years, the numbers of survivors is dwindling and 

the ones who remain are sometimes too frail or ill to delve into a part of their persona! history that 

can be painful, exhausting, and emotionally overwhelming for them. 20 The initial projects to 

collect these testimonies were sometimes undertaken as early as the last months of the war21 , or 

17 Ibid. , 142. 
18 De Jong, Witness as Object, 6. 
19 Tony Kushner, " Holocaust Testimony, Ethics, and the Problem of Representation", Poetics Today 27, no. 2 
(2006), 275 . 
20 Ibid. , 275-276. 
21 Ibid. , 276. 
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immediately after, and were often presented as a memorial for murdered friends and family 

members. In later years, survivor testimonies were also used as legal evidence in the azi War 

Trials, and they were meant "to confirm the ' real ' nature of azism."22 These early collections of 

testimony show the variety of ways that these human narratives were used and helped to pave the 

way for other types of testimony that would corne. 

Kushner ' s article outlines the history of collecting oral testimony on this subject and 

mentions that it did not garner any serious scholarship until the 1960s, because many scholar did 

not consider testimony and oral history to be legitimate forms of academic endeavour. Testimony 

taken prior to thi often invol ed many elaborate steps for, with the primary example being Yad 

Vashem' s questionnaire, which was developed in the mid-1950s. Kushner writes that this 

questionnaire " [ which was] de eloped to interview survi ors included nearly five hundred 

standard questions, enabling standardization (and presumably quantification) ofresponses."23 This 

elaborate questionnaire, while providing the opportunity to gather the same information from all 

survivors, also includes ignificant challenges to survivors trying to pro ide testimony owing to 

the sheer number of questions. However, this was done in an effort to valida te these testimonies 

as legitimate resources within the cholarl realm. 

Eventually, scholarship would e olve along with the e proce es and these way of 

thinking. In 1987, a book entitled The Holocaust was published by Martin Gilbert. Gilbert used 

victim te timony to show the histor of the Holocaust, in an effort that Kushner refers to as 

"pathbreaking" .24 This text was the first of its kind, and it revolutionized the way in which 

testimony was used to illu trate the events of the Holocaust. Kushner writes: 

In some respects, Gilbert ' s book remains exceptional. o one subsequently has 
attempted a detailed chronology of the Holocaust based on the testimony of the 
persecuted. e ertheless, the approach of reproducing testimony as an 
illustrative de ice to show the development of the azis ' campaign of 
extermination has become almost standard. 25 

The standardization of this manner of illustrating history is another way in which Holocaust 

survivor testimony became the paradigm for sharing testimonies, in particular those of survivors. 

22 Ibid., 276. 
23 Ibid. , 277-278. 
24 Ibid. , 278. 
25 ibid., 279. 
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Through this initial process, the academic field surrounding this area began to become more open 

to the use oftestimony in scholarly discussion (through the realisation that it was, in fact, a primary 

source). It became recognized as a way to reach parts of history, especially that of marginalized 

groups, that may not have seen the light in other circum tances. 

In recent years, there have been other uses in programming for testimony that have been 

developed. These go beyond audio or visual recordings and in-person presentations and embrace 

the use of social media and digital technology to share the e histories and important stories. These 

include elements of transformative learning, as outlined by Robin S. Grenier in her article 

"Moments of Discomfort and Conflict: Holocaust Museums as Agents of Change". She outlines 

that the act of transformative learning emphasizes that learning is inherently social in nature, and 

thus the human element is imperative to proper education.26 She presents several museums that 

use alternative forms of presenting their history in order to foster dialogue about the subjects. For 

instance, Grenier point to an exhibit that is offered at the United States Holocaust Memorial 

Museum in which police officers in training have the opportunity to hear from Holocaust survivors 

and liberators in person, and then to take part in dialogues in order to make connections between 

history and the current political and social situation as well as their role in law enforcement. This 

aims to provide empathy and a deeper awareness of a number of different situations in these 

officers.27 It is projects like these that allow for a more complicated contemporary interpretation 

of the past, as well as providing the opportunity to create lasting and meaningful change for the 

future . 

Regardle of it arious uses in programming, howe er, testimon necessitates a witne 

Jennifer Hansen-Glucklich, in "Poetics of Memory: A sthetics and Experience of Holocaust 

Remembrance in Museums", writes, "without the visitor, the testimony of victims and the proof 

of the perpetrator' s crimes would disappear without any lingering trace."28 While many Holocaust 

museums today have a substantial collection of testimony, only portions of these collections are in 

use within exhibitions and in public outreach. While Hansen-Glucklich' s definition is accurate, it 

does not take into account the parts of these collections that are still in storage or have yet to be 

26 Robin S. Grenier, "Moments of Discomfort and Conflict: Holocaust Museums as Agents of Change" in Advances 
in Developing Human Re ources 12, no. 5 (2010), 576. 
27 Ibid., 581. 
28 Jennifer Hansen-Glucklich "Poetics of Memory: Aesthetics and Experience of Holocaust Remembrance in 
Museums" in Dapim: tudies on the Holocaust 30, no. 3 (2016), 321. 
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used. Perhaps the process of recording these testimonies amounts to having a witness, whether it 

is the persan interviewing the survi or or an e entual reader or listener for the testimony in 

question. 

1.4 Conclusion 

Thus, it is pos ible to see the importance of testimony in a number of contexts. While the one that 

is perhaps most familiar is the court room or a religious ceremony, there are other cases where 

testimony is used and it is just as poignant. This is particularly true in the case of museums, as it 

can be used to pro ide further information on artefacts within a collection or on the subject of the 

museum itself. With memorial museums, this is even more likely, as often insider information on 

these subjects can be difficult to obtain. Through the collection of recorded sur ivor testimony, 

this bas become possible, and the diffusion of that information bas also become easier to do. 

Because Holocaust museums have been using this technique for so long, their processes have 

become something of a paradigm for this method of collection, as well as for the use of this type 

of museum collection within an exhibition. In the following chapters, I present two case studies 

which demonstrate the different ways in which a collection of this type is used, in Holocaust 

museums of two different sizes and contexts. 
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Chapter 2. Montreal Holocaust Museum 

In this chapter I present the Montreal Holocaust Museum (MHM) as my first case study. I 

begin by pro iding the mission, in order to have a sense of the way in which the Museum currentl 

functions. I then outline the history of the Museum, the organizational structure, and the 

pedagogical tools, in order to show what the Museum is currently working on. Following this I 

describe the architecture of the building, and the Museum' s location within its current building. I 

then describe the Museum' s permanent exhibition in detail , focusing on where the exhibition 

employs the use of recorded survi or testimony. Finally, I discuss the Museum' s application for 

Apple and Android devices, which functions as both an audio guide and a catalogue for the 

permanent exhibition. 

2.1 Mission of the Museum 

The Mission of the MHM is to educate people of all ages and backgrounds about the Holocaust, 

while also including the dangers of antisemitism, racism, hate, and indifference. 1 This i 

accomplished through its permanent exhibition, its commemorative programs (such as it 

organization of Yom HaShoah services, amongst others), and its educational initiatives (for 

example, the creation of pedagogical tools and the Biennial Teachers ' Conference). The goal is to 

promote respect for di ersity and the sacredness of human life to all who encounter the Museum.2 

This is emphasized by the events and programming developed by the Museum. The organisation 

itself is a non-profit organisation and a recognized charity, which is managed by a Board of 

Directors who are responsible for the organisation' s strategic orientations and policies. The actions 

of the Board are decided on a tri-annual basis in order to accomplish the aforementioned 

objectives.3 

In addition to these main goals, the MHM also seeks to provide tools to teach about 

promoting respect and human dignity, as well as tools to respond to acts of racism. In this vein 

the Museum is tasked with presenting opportunities for intercultural understanding and promoting 

other educational programs and activities. Through the years these have included the Holocaust 

1 " Mission and Organization," Montreal Holocaust Museum, accessed May 12, 2019, 
https://museeholocauste.ca/en/mission-and-organisme/ . 
2 Ibid. 
3 Docent and workshop training manual , 2 . 
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Education series (films and organized discussions on subjects relating to the Holocaust), invited 

guest speakers and activities for students (including writing workshops), and teachers' 

conferences. 

One of the Museum' s primary goals is to continue to develop strategies for the acquisition 

of testimony and to develop further strategies for its leadership in collecting oral histories. The 

MHM has connections to national archives and testimony collections, notably that of the USC 

Shoah Foundation4 and Concordia University ' s Centre for Oral History and Digital Storytelling.5 

These connections mean that their testimony collection is available not only though the Museum 

itself but on an international level. The Museum also aims to be innovative in its methods of 

presenting survivor testimony, particular given the "reduced opportunities for survivor speakers."6 

This includes interactive workshops that will be available in conjunction with a guided visit of the 

permanent exhibition, linking the items in the collection with recorded testimony. As the details 

ofthis workshops have not yet been made public, I do not discuss them in the course ofthis project. 

2.2 History of the Museum 

The Montreal Holocaust Museum was originally named the Montreal Holocaust Memorial Centre 

(MHMC).7 It was founded in 1976 by survivors of the Holocaust who immigrated to Montreal and 

was opened to the public in 1979. The MHM runs as a non-profit organization, managed by a 

Board of Directors who are responsible for the organization' s policies.8 By 1980, the MHMC had 

adopted a program of temporary exhibitions, with the aim of educating the public on the subject 

of the Holocaust. In 1985 they produced a temporary exhibition called Children of the Holocaust, 

presenting survivors ' persona! narratives and the Museum' s collection. By 1989, the Centre had 

4 The USC Shoah Foundation is an organization that surrounds a visual history archive, founded by Steven 
Spielberg and based at the University of Southern Califomia. lt houses nearly 55, 000 testimonies conducted in 65 
countries and 43 languages, including many of the MHM 's collection. These videos can be accessed through the 
USC Shoah Foundation ' s website: https://sfi.usc.edu/. 
5 The Centre for Oral History and Digital Storytelling (COHDS) is made up of over 200 affiliates. They are 
academic and community-based researchers, students, a1iists, educators and practitioners specializing in different 
disciplines. In particular, there is an emphasis on listening to survivors of areas of conflict, and there has been 
significant work done in conjunction with the MHM, including parts of the Montreal life Staries project. For more 
infomiation: http ://storytelling.concordia.ca/ and for Montreal Life Staries: https://www.lifestoriesmontreal.ca/. 
6 "Mission and Organization," Montreal Holocaust Museum, accessed May 12, 2019, 
https://museeholocauste.ca/en/mission-and-organisme/. 
7 The name was changed from the Montreal Holocaust Memorial Centre (MHMC) to the Montreal Holocaust 
Museum (MHM) in 2017. 
8 Docent and Workshop Facilitator Training Manual 2018, 2. 
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produced its first permanent exhibition, entitled Splendor and De truction. This exhibition was in 

the same location that the current pem1anent exhibition is in and followed roughly the same 

themes, which I will discuss in more detail below. In October 1998, the Museum introduced its 

first formal Holocaust Education series. This included evenings with speakers, Holocaust 

testimonies, and film creenings. 9 Events of this kind ha e continued throughout the years, 

focussing on education beyond the walls of the Museum. 

In February 2001 , the Ministry of Culture and Communications of Québec recognized the 

centre as a museum rather than a community organization and memorial centre. In light of this 

distinction the permanent exhibition was reworked and officiall launched in 2002. This exhibition 

is currently in place, although a new iteration of it is in progress. 

In 2013 , the MHMC launched an application that works as an audio guide for the 

permanent exhibition. 10 It can be downloaded to an Apple or Android device. This program 

provides more context for the objects within the exhibition as well as more information and 

photographs of other artefacts related to the specific subject. hould the visitor download the 

application to their own device, it is possible to access the guided tours and the information 

anywhere (within the exhibition or not) , while another option is that visitors can borrow iPads 

from the main desk which only run the application. There are three different routes within the 

program, allowing visitor to have a more focussed visit, or visitors can input specific numeric 

codes for an object ifthey don't want to follow a pre-ordained route. These routes are entitled: Life 

Staries: Holocaust Survivor in Montreal; Children and Teenagers During the Holocaust; and 

Deconstructing Genocide. It should be noted that the routes within the application do not cover 

the subjects addressed within the entire exhibition as they are on specific themes, and thus the 

application is meant to supplement a visit to the Museum rather than to guide visitors through the 

historical narrative. This is not the case with all audio guides in all museums. 

2.3 Organizational Structure of the Museum 

The MHM is di ided into eight departments. These include Remembrance, Education, Events and 

Communications, Museum Collection and Coordination, and Human Rights. While much of the 

work produced by the Mu eum is a collective effort, each department has its own responsibilities. 

9 Ibid. , 3. 
10 Ibid. , 3. 
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The Remembrance Department, for instance, is in charge of the testimonies. This includes 

organizing the inter iew process, ensuring that the volume and subtitles work for the recordings, 

maintaining the collection, and cataloguing them within the database. This department is also 

re ponsible for organizing any survi or who provide testimony to groups or who are speaking at 

e ents or memorial ervices organized by the Museum. Whenever another department needs to 

use testimony as part of a project, it is necessary to work in tandem with the Remembrance 

Department. This i true of the Museum Collection and Coordination Department, which is 

responsible for the permanent exhibition as well as the travelling exhibitions, since testimony is a 

part of these. The Education Department also relies on the Remembrance Department for 

testimonies to use in pedagogical tools and educational workshops designed for school groups. 

This does not account for the live testimonies provided after a school's museum visit, as that is the 

responsibility of the Remembrance Department and the Front of House coordinator. For 

commemorati e e ents (such as Yom HaShoah) the planning is done in part by the Human Rights 

Department, among t others, and any survivors who speak at the event in que tion are organized 

through the Remembrance Department and the Remembrance Coordinator. In this way, it is 

possible to see how integral the connections between the departments are, particularly in terms of 

the way testimon is con erved and used at the Museum. 

2.4 Pedagogical Tools 

By 2007 the Museum had created the first of several teaching tools designed for the classroom. 

These tools, many ofwhich are still in use today, enhance students' understanding of the Holocaust 

and the permanent exhibition. The tools include: 

• Hana ' Suitcase , in 2007; 

• The Heart from Auschwitz in 2009; 

• Exploring the Evidence: the Holocaust, Cambodian Genocide, and Canadian 

Intervention in 2011; 

• Draw Me the Story of .. The Jews in the etherlands during the Holocaust and A 

Brie/ His tory of the Holocaust in 2012; 

• A Brie/ His tory of Antisemitism in Canada in 2015; 

• Teaching about the Holocaust Using Recorded Survivor Testimony in 2016. 
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These tools combined objects from the Museum' s collection, resources from the United States 

Holocaust Memorial Museum, young adult novels and literature (in the case of Hana 's Suitcase in 

particular), as well as recorded survivor testimony collected by the Museum. This was facilitated 

b the digitizing of the collection of survivor testimonies that began in 201 O. In 2013 , the Museum 

launched the first of its travelling exhibitions which was also produced as an interactive digital 

exhibit. This was called United Against Genocide: Under tand, Question, Prevent. It was created 

in partnership with the Rwandan, Cambodian, and Armenian communities of Québec. This 

tra elling exhibition meant that the scope of the Museum went beyond teaching about the 

Holocaust by highlighting that there are commonalities amongst human right atrocities. This 

shows that, by learning more about these situations, the aim of these tools is to create a better 

future for the world overall. 11 

In 2016, the Museum launched another travelling exhibition: "And in 1948, I came to 

Canada " - The Holocaust in Six Date , as well as a new website. In conjunction with this, the 

Mu eum adopted its new name in 2017. 12 This change is significant because it marks a new era 

for the institution and means that it is moving beyond the mandate of a space memorializing a 

pecific event and towards an educational museum space. 

2.5 Museum Architecture 

The MHM is located in the Cummings House of the Federation CJA (Combined Jewish Appeal) 13 

building. The exhibition space is located on two floors of the building, beginning on the main floor 

("zone l "). It continues on the basement level ("zone 2") and finished on the main floor once again 

("zone 3" and "zone 4"). It has operated in the same location since its opening in 1979. This 

placement is significant in terms of its symbolism within the Jewish community. While the 

neighbourhood in which the building is found is no longer the core of Montreal' s Jewish 

community as it once was in the 1970s, the fact that it is located directly opposite the Federation 

lobby from the Jewish Public Library (JPL) is significant. The Museum' s location mirrors that of 

the JPL, which is one of the central institutions in Montreal ' s Jewish history and is one of the two 

11 lbid., 3. 
12 Ibid., 3. 
13 This is the title of what equates to the Jewish Community Centre in Montreal - the Federation CJA is an 
organization that funds projects to enhance Jewish life and engagement in Montreal , Israel , and the world. 
https://www.federationcja.org/en/who/ Accessed July 6, 2019. 
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primary Jewish archives in the city. The JPL has been a cultural hub for Jewish leaming, communal 

life, and Yiddish literature since its founding in 1914. 14 Housing the Holocaust Museum across the 

lobby from the JPL ' s most recent iteration underlines the fact that this Museum and its core 

me ages are central to the J ewish way of life in Montreal, as the library is a central meeting place 

for the Jewish community. 

2.6 Museum Lay out and Content15 

The permanent exhibition of the Montreal Holocaust Museum is entitled To Learn, To Feel, To 

Remember. This title is on display in the entryway of the Museum, and it also functions as an 

invitation for how the visitors should experience the exhibition. It is displayed along the top of the 

wall in English, French, Hebrew, and Yiddish, and the text is lit from behind, showing droplets 

of water which symbolize tears. This is part of an art installation by Lisette Lemieux entitled 

"Kristallnacht (nuit du verre brisé)" . The list of donors to the MHM is also included as part of this 

installation, and the piece as a whole i intended to be reminiscent of the events of Kristallnacht. 

It i in this area where visitors purchase tickets to the exhibition, but also obtain any infonnation 

aboute ents relating to the Holocaust or organized b the Museum. This is also where it is possible 

to borrow one of the iPads for the MHM application. The entryway grounds the isitor in the space 

prior to beginning their visit, and it is clear that this is an exhibition that has the survivor 

community at its centre. This community is thefzl conducteur, the primary thread, that runs through 

the exhibition. 

14 "Jewish Public Library," Museum of Jewish Montreal , accessed May 20, 20 I 9, http:// imjm.ca/loation/1045. 
15 See appendix 8 for photographs of the Montreal Holocaust Museum 's permanent exhibition. 
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2.6.1 Zone 1: 1850-1930s 

St•ct1on 1 1 Grn,11'd floor 
l!ÎSU · 1930s 

Fig. 1: Excerptfrom the map of the MHM's permanent exhibition; shov. s the lobby and zone 1, 
including major themes covered in this area. 

Visitors enter the exhibition on the main floor of the building. They enter through glass doors, 

which have a dark tint but are not opaque. This area is tiled, with a subdued colour palate, 

particularly beige and dark grey. This provides a sense of the sombre nature of this exhibition. In 

addition, on the walls near the entryway there are two quotes: "More than the Jews observed 

Shabbat, Shabbat preser ed the Jews" 16; and "The family is the whole life and soul of a Jew." 17 

These quotes illustrate how diverse the Jewish community was at this time, addres ing those in the 

community who were religious with Ahad Ha' am' s quote and also presenting the importance of 

famil ith Mendele Mocher Seforim' s quote. As this first section aims to address the 

complexities of the Jewish communities at this time, these quotes present two distinct yet similar 

priorities. The quotes are in burgundy on a lighter beige background, provided in the same four 

translations as before: English, French, Hebrew, and Yiddish. This is a common occurrence 

throughout the exhibition; while descriptive texts are written in English and French, anywhere 

16 Ahad Ha ' am , pen name of Asher Hirsch Ginsberg (1856-1927), appendix 3. 
17 Mendele Mocher Seforim, pen name of Sh. Y. Abramovitch ( 1835-1917), appendix 4. 

21 



where quotes appear, they are in all four languages. This is because these were the most important 

languages to the communities to which the founding survivors belong. The area where testimony 

is shown in this room has a faux-stone design, with a bench that is secured to a wall. This bench 

faces the wall that holds the screens for the testimony presentation, which contains the testimony 

of Jews from all over Europe. There are several screens in this area: testimonies that originate in 

Eastern Europe are displayed farther left, and as the survivors' origins move west the videos appear 

in various screens toward the right. The clips from these testimonies form a video that is 10 

minute and 20 seconds long. This is the standard practice within the exhibition; all of the 

testimonies on display are clips of interviews that have been put together into broader themes. This 

means that the visitor hears from multiple survi ors at each stop. While this film does not mention 

specific dates, it addresse the time prior to the azi rise to power in the 1920s. 

The first section of the Museum provides context for the e ents of the Holocaust. On 

display there are religious and secular objects, as well as objects from all over Europe and orth 

Africa. These displays aim to show the visitor the wide variety of Jewish communities that existed 

prior to the events of the Holocaust. This room also emphasizes that these Jewish communities did 

not exist in a vacuum or individually; some were small Jewish villages (ex, the htetls in Eastern 

Europe), while others were integrated into society (like those in France). In the middle of the room, 

there i a set of screen on the wall. Upon pressing the play button, the screens show a series of 

video testimonies concerning survivors ' experiences of antisemitism prior to the Holocaust. This 

ideo compilation include testimonies from Western Europe, Central Europe, Eastern Europe, 

and orthern Africa. The artefacts and the testimonies work together to show that these 

communities were formed from a diverse group of people. They also serve to remind the visitors 

that antisemitism did not begin with the Holocaust, but that it has always existed in different forms. 

This, too, cornes up throughout the permanent exhibition. At the end of this first room, the Museum 

also includes a small section on orth American Jewish communities. The exhibition has eight 

stations for testimony in all. 
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2.6.2 Zone 2: 1919-1939 

<iP< f•()n ) 1 nwf•r l f•VPI 
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Fig. 2: Excerptfi"om the map of the MHM 's permanent exhibition; shows the lay out of zone 2, 
including major themes covered in this area. 

For the second ection of the Museum, isitors descend to the building ' s ba ement le el where 

they encounter the situation of the German-Jewish communities after the First World War, but 

before the Second World War. They are introduced to the effects of the Treaty of Versailles on the 

German population, as well as the spread of antisemitism in Germany at this time through 

propaganda. Following this, there is the description of azi policies and the azi rise to power, 

including an explanation of race theory and the uremberg Laws. This al o includes the effects 

that these laws and policies had on the minority communities within the Gennan population and 

presents the slow integration ofrestrictions that were put into place on the Jewish community over 

time. The exhibition includes a ideo of a number of testimonies depicting Jewish life in az1 

Germany that is about seven and a half minutes long. In this video, German-Jewish survivors 

discuss the reactions of the community to the increase in restrictions and to azi poli ci es, as well 

as talking about antisemitism in this period. Finally, the video shows the solutions that were 

possible for the Jewish communities ( opportunities for emigration, for instance), and the reasons 

that Jewish people took these opportunities (or, in many cases, the reasons they did not) . 
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F ollowing these testimonies, the exhibition shows a display on emigration from az1 

Gem1any prior to the e ents of Kri tallnacht in ovember 1938. 18 This ection includes archiva! 

footage of the Kindertran port19 as well as artefacts relating to this e ent, and the narratives 

surrounding German emigration to Shanghai. These emigration options are outlined in the 

recorded testimonies that are on display , mentioned above, as the survivors describe their 

experiences with leaving German y. This is a fairly short part of the exhibition, as this event takes 

place directly before Kri tallnacht, which is the next part of this exhibition. The exhibition displays 

Kri tallnacht using photographs and textual descriptions, including a brief outline of the catalyst 

for thi massacre and the subsequent azi retaliation. The photographs that are chosen depict 

German synagogues before and after the Kristallnacht riots. During these riots, 30,000 Jewish men 

are rounded up and arre ted in German , Austria, and the Sudetenland20, and over 250 synagogues 

were ransacked and destroyed. In addition, Jewish storefronts were sma hed and looted. This is a 

critical part of the Holocaust narrative, as it is the tipping point for the German Jewish 

communities; after the events of ovember 1938, persecution and restrictions intensified quickly 

and it was no longer possible to escape the country. 

The last tapie the isitor encounters in this section of the exhibition is the discussion of 

antisemitism in Canada during this era. Visitors see a sign that was used in Ste. Agathe, north of 

Montreal, which says, "Jews are not wanted here, so scram while the going ' s good" . ext to this 

sign is a bar graph showing the immigration rates for Canada between 1901 and 193 9. The graph 

is in two colours, with the white bar representing the total number of immigrants who entered 

Canada in that year and the purple representing the total number of J ewi h immigrants who were 

allowed entry. In every year shown, the number of Jewish immigrants is so small that the purple 

on the graph can barely be seen; the numbers never exceed 10% of the total number of immigrants. 

18 Kri tallnacht, or "the ight of Broken Glass", was a violent riot against the Jewish communities of Germany, 
Austria, and the Sudetenland overnight from ovember 9-10 1938. It marks a breaking point in the Holocaust 
narrative, and is often seen as the event that began the Holocaust. Offïcially, it was understood as a retal iatory action 
for the assassination of a German diplomat by a Polish-Jewish refugee named Herschel Grynszpan, though its quick 
organization and execution shows that it was planned long in ad ance. During this riot, Jewish-owned storefronts 
were smashed and looted, synagogues were destroyed and their sacred abjects (torah scrolls, etc.) were taken into 
town squares and burned, and over 30, 000 Jewish men were rounded up and arrested. 
19 The Kindertransport was an organized rescue effort that took place in the nine months prior to the outbreak of the 
Second World Warin 1939. This program meant that Jewish families in Germany, Austria, Czechoslo akia, and 
Poland could send one child under the age of 18 from each family to safety in the United Kingdom , and through the 
Kindertransport nearly 10, 000 children were fostered in British homes, hostels, foster homes, schools, and farms. 
Often these children were the only members of their families to survive the Holocaust. 
20 The hi torical German name for the northern, southern, and western areas of former Czechoslo akia. 
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Both the sign and the graph work as a grounding for the visitor to remember the universality of 

antisemitism at this time, and particularly to emphasize that it was not something that occurred 

solely in Europe. 21 This is an integral aspect of the exhibition as it provides another facet to the 

out break of the Second W orld War. The MHM outlines the fact that there wa more that could 

have been done to help the European Jews fleeing persecution but, in light of growing worldwide 

antisemitism and the onset of war, little was done until after the war. 

2.6.3 Zone 3: 1939-1950s 

1 ,M. 'Or) 3 ' Grrn,~ Floor 
' , •J i ·~ ·~ s 

Fig. 3: Excerptfrom the map of the MHM's p ermanent exhibition,· shows the layout of zone 3, 
including major themes covered in this area. 

For the third section of the exhibition, visitors retum to the main floor using an elevator. This 

section, which takes up the majority of the Museum's main floor, begins with the Occupation of 

Poland by the azis in 1939 and the start of the Second World War. It is necessary to have some 

focus on this subject prior to going into a detailed analysis of the Holocaust as the occupation 

marks not only the official start of these two concurrent events (the Second World War and the 

2 1 See appendix 6. 
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Holocaust) but also a azi strategy that meant that suddenly there were 2.5 million more Jews 

under their control. The exhibition presents the swift implementation of the restrictions that had 

been introduced in Germany over several years, and that in Poland were implemented in a matter 

of weeks. In this stage as well , the exhibition goes into further detail on non-Jewish victims of the 

Holocaust naming the Roma and Sinti peoples, people with "physical and mental handicaps", and 

people identified as "homosexual"22 , among others. 

With the invasion of Poland, the exhibition then presents life in the ghettoes. With this 

section, the design changes in a subtle way. Around the descriptive texts and photographs there 

are wooden slats and metal grates. In this section the first testimonies of ection three are located. 

There are two sets of testimony videos which are both about 5 minutes long, and the benches in 

these areas also have wooden slats suggestive of a traditional wooden bench. This provides the 

visitor with a sense that things are different in this context than in others within the exhibition, and 

sets the section on ghettoes apart, as the ghettoes themselves set the Jews apart from the rest of 

their community. The first installation, which presents sections of interviews illustrating what life 

wa like in the ghettoes, addresses the close living quarters, the rampant disease, the lack of food, 

and the quality of life ( or lack thereof) that existed in the e ghettoe . While there are artefacts and 

photographs in this section as well, having the ability to hear about these conditions from survivors 

is invaluable. The second video installation, which is still in the section on ghettoes, discusses 

situations of hope and survival amidst these horrible circumstances. The survivors in this 

compilation talk of schools, culture (theatre and orchestra), and marriage. While the ghettoes were 

by no means happy places (and the Museum does not present them as such) they were places of 

continued community. Here, again we see the fil conducteur of community carried through. 

The exhibition then present the question of deportation to Concentration Camps or Killing 

Centres. It specifies that within Poland and the ghettoes, this generally occurred when a ghetto was 

liquidated. Due to the fact that ghettoes were not used in other areas of occupation outside of 

Poland, deportation in these countries was immediate. This is also where the exhibition presents 

the einsatzgruppen23 and the beginnings of large-scale mass murders. Visitors can see archiva! 

22 These are the tenns used in the exhibition . I recognize that they are insensitive tenns in our current era, but I 
wanted to remain consistent with the wording used in the displays. As mentioned in this case study, the descriptive 
texts within the exhibition date to the early 2000s, prior to evolution of this type of language. The exhibition also 
includes the word "gypsy" alongside the term "Roma", in order to help with the transition of tenninology. 
23 The word einsatzgruppen means deployment groups, and it was a tenn that was employed by the azis to refer to 
the mobile killing units that followed the front and perfonned mass executions in the newly occupied areas. 
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footage of the cattle cars being loaded for deportation in this hallway, which ends in a display case 

containing two prisoner uniforms. 

Following this area is the area that presents survival in the camps. This is emphasized by 

the change in colour scheme, with this area being a light grey with bricks in the places where there 

were wooden slats in the section on ghettoes. By removing the colour from the areas around the 

display, visitors also get a sense of the fact that being in these camps was not living, but surviving. 

There was no colour in peoples ' lives and in many ways, they were not treated as human beings. 

The exhibition space contains two composite testimon videos: one that is just under 10 minutes 

long on the Killing Centres, and another that is about resi tance and is about 6 minutes long. Once 

again, these videos illustrate the MHM's method of presentation for this difficult subject quite 

nicely. The first video, about the Killing Centres, is thematically darker than most of the other 

testimon ideos in the permanent exhibition due to the sensitive subject matter. This video is 

presented in an area separate from the main path of the exhibition, with an area to sit down and 

process the testimonies heard. This area is decorated with faux-stone, as are the benches, once 

again to provide subtle thematic elements to visitors. This design continues to evoke the earlier 

sense of the de-humanity of the subject. The stone in this area serves as a visual marker that creates 

a link in the visitor' s mind to a gravestone and to the lives that were lost as a result of these Killing 

Centres. 

The second testimony, which is about resistance in the camps, focuses on the thin glimmer 

of hope that existed despite the tragic events. This second video is directly opposite a number of 

display windows which show artefacts connected to different manners of resisting, including 

armed resistance and maintaining identity despite living in hiding. It is also in the same area as the 

Heart from Auschwitz. 

The Heart from Auschwitz artefact is a delicate handmade birthday card in the shape of a 

heart that is a symbol of resistance for many who visit the Museum. It was made by a woman 

named Zlatka Pitluk for her friend Fania while they were working at a factory in Auschwitz, and 

it is signed by the women who worked with them. The creation of this card required not only skill 

but courage, as Zlatka had to make it in secret and had to steal much of the material to make it. 

The card is held together with a glue made from bread and water (meaning Zlatka gave up her 

rations in order to have it stick together) and the purple material that covers it is from a blouse she 

smuggled into the camp. Had her actions been discovered, she would have been killed. Zlatka and 

27 



the women who worked with Fania risked their lives in order to do something kind in the midst of 

Auschwitz. This is not the end of the Heart ' s story, however; Fania brought it with her on the 

Death Marches24 by hiding it in her armpit. It reminded her ofher humanity, and ga e her a reason 

to live. In this way, it represents another form of resistance and acts as a symbol of hope and 

perse erance. The Heart is often used by the Museum in its pedagogical tools to emphasize the 

significance of resistance during the Holocaust and to highlight the importance of kindness amid 

adversity. 

The exhibition continues by presenting the Death Marches, which occurred in the final 

months of the War. There is no testimony on this subject that is included as part of the exhibition, 

and it is a relatively brief panel with only two abjects on display. While the Death Marches are an 

integral part of the Holocaust narrative, it is a subject that is only briefly addressed within the 

MHM' s exhibition. In thi area, the history of the azi collaborators is presented on one side of 

the hallway, and 6 examples of the Righteous Among the ations on the opposite wall. This 

method of pre entation brings the dichotomy between these two groups into stark focus. In this 

area as well , the colour palette begins to lighten, and continues to do so as the visitor progresses. 

The hallway widens as the exhibition begins to conclude, pro iding information on the 

process ofliberation and the end of the War. The discussion about liberation incorporates artefacts, 

archi al footage , and photographs, as well as textual description, to illustrate its point but does not 

provide any testimony. Liberation is presented neither as wholly joyful nor as completely difficult, 

but as a complex mixture of the two. This is because when the camps were liberated, the people 

who were in them often could not retum home for a variety of reasons, including other people 

having moved into their homes or antisemitism still rampant in these towns. Following this section, 

there is a depiction of the establishment of the Displaced Persans Camps. In this section, the 

Museum displays abjects that were kept from these Camps, including report cards and diplomas, 

marriage records, photograph albums, and baby boots. These displays aim to present the wide 

variety of activities that occurred in these camps, highlighting the reconstruction of daily life. It is 

in this section as well that the penultimate testimony compilation is presented, running at just over 

24 The Death Marches were the forced marches of the prisoners in the camps at the end of the Second World War 
between autumn 1944 and April 1945. With the allied forces approaching and the end of the war in sight, the azis 
tried to move ail their prisoners as far away from the front as possible in order to keep this operation as covert as 
possible. These marches resulted in thousands of deaths, either from exposure, exhaustion , or from being killed en 
route. 
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6 minutes and entitled Aftermath. In this video, the survivors describe their personal experiences 

of liberation, and how they tried to piece together their lives. Once again, the MHM presents 

testimonies that try to co er the positive and the negative experiences of these circumstances. 

The final part of the formal exhibit relates to survi ors emigrating to Montreal. On display 

are artefacts relating to the Jewish community that was vibrant at the time of the exhibition' s 

creation. It is also the part of the exhibition that presents the founding of the Museum itself, as it 

was the work of Montreal ' s sur ivor community. It is in this section that the MHM presents its 

final testimon compilation, entitled Montreal urvivors, which is just over 8 minutes long. While 

the ideo is aimed at ending the exhibition on a positive note, it also provides some nuance and 

complexity to the narrati e. In this video some survivors discuss how difficult it was for them to 

talk about the Holocaust. Others talk about how any time they share their testimony, they have 

nightmares. While perhaps a part of the goal is to end on a positive note, this video also emphasizes 

to the isitor that e en though something is "o er", it can still affect those in ol ed deeply and, in 

a way, for some it is never over. 

2.6.4 Zone 4: Memorial Room 

Fig. 4: Excerptfrom the map of the MHM' permanent exhibition,· 
shows the layout of zone 4. 

The conclusion of the exhibition is the Memorial Room. It does 

not have textual description or labelled artefacts on display. In the 

middle of the room there is a column with an um and an etemal 

flame on top. There is no testimony for this room, because it is not 

meant as an exhibition space; it is meant as a place to say the 

kaddi h the moumer' s prayer, and to remember all that was lost. 

The thematic elements within the room also highlight this fact; 

one corner is made of black stone and has the names of significant locations of loss etched into it, 

while another wall is backlit by windows and the text written on the shades presents the names of 

Jewish communities that were lost or almost destroyed during the Holocaust. There is a bench 

along the far wall, where visitors can stop to remember and reflect. Abo e the bench are six 

candles, representing the six million Jews who were killed during the Holocaust. Finally, above 
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the candles are the words "We are the heirs ... " written in English, French, Hebrew, and Yiddish, 

in order to remind the visitors of the exhibition's message. It is not only the survivors and their 

children who are the heirs, but every visitor who cornes in and learns about the Holocaust is an 

heir to that history and has the responsibility to learn from the past. 

Roger Simon addresses this responsibility in his book The Touch of the Past. Within his 

chapter on Holocaust survivor video testimony, he remarks on how because of the manner in which 

these interviews are filmed, visitors will often feel as if they are "with" the interviewee as the 

survivor recounts their story.25 Because of this, the visitor' s connection to the interviewee and the 

history can be strengthened. There can also be a sense of the enormity of the subject, and the fact 

that the information pro ided within an exhibition or testimony clip far exceeds what is being 

presented. Simon writes, " It is a demand and responsibility for thought instigated by finding 

oneself, not just receiving the text as information, but positioned so that in order to preserve the 

memory of those lives, one must enter into conversation with still others regarding the grounds of 

one's epistemological limits."26 It is thus through viewing and participating in testimony, as well 

as discussing and critically thinking through what was seen, that this responsibility manifests itself. 

2. 7 Application 

The MHM audio guide application is also a place where testimony is used to present the Museum' s 

subject matter. As mentioned above, the application was launched in 2013 and is free to use. There 

are three different tours that are offered b the program: Life Staries: Holocau t Survivor in 

Montreal; Children and Teenager During the Holocaust; and Deconstructing Genocide.27 When 

borrowing an iPad from the Museum, visitors are pro ided with headphones in order to listen to 

the voiceovers within the application and the recorded testimonies interwoven into the tours. 

Because these are designed to supplement a visit and to provide additional information, they do 

not have a specific narrator (texts can be read by the visitor or read to the visitor by a male voice ). 

The user of the tour is expected to go through the exhibition and read the information provided in 

the displays, and to use the application to explore the subjects in more depth, as the tours do not 

cover every aspect of the exhibition. Particularly in the case of Children and Teenagers and 

25 Roger Simon, " Holocaust Survivor Testimony", in The Touch of the Past ew York, Y: Palgrave MacMillan, 
2005), 169. 
26 !bid. 168. 
2 See Appendix 5. 
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Decanstructing Genacide, the tours provide additional contextual information rather than an audio 

guide-style tool. Testimony is provided within the tours in this fashion, primarily to elaborate on 

specific objects or themes discussed in the exhibition. While it is possible to follow each tour 

indi idually, another option is inputting the numeric codes found within the exhibition. This means 

not following a specific tour but picking and choosing which artefacts or subjects to learn more 

about. 

The Life Starie tour is recommended as an introduction to the Museum and to Holocaust 

hi tory, as it highlights some of the most significant objects in the Museum' s collection. It has 19 

stops and 13 pieces of recorded testimony that pro vide more detail and context for the artefacts on 

display in the exhibition. This tour is a way for visitors to personalize their experience even if they 

are on an individual visit rather than a group tour. The context and extra information provided in 

the application mean that the visitors are learning more about the community and the survivors 

who donated objects in addition to the history of the Holocaust. 

In Children and Teenagers , there are 11 stops, with 7 testimonies included. As the title 

suggests, this tour provides further information on the lives of children and teenagers during the 

Holocaust. This is significant because many of the survivors who are involved at the MHM were 

children during the Holocaust, and because many of the survivors who are still able to give live 

testimony (rather than recorded testimony) were children as well. Steven High and Stace 

Zembrzycki, who worked on the Mantreal Life Staries project with Concordia University, write 

about this in the case of the MHM as well as in other situations of survivor te timon y; they mention 

that often, Holocaust survi ors are more comfortable speaking to children because they were the 

same age when living through these horrors, and they find it easier to relate to children because of 

the age connection. 28 

The third tour, Decanstructing Genacide, has 11 stops, including 7 testimonies . This tour 

explores the different stages of genocide by looking at the historical events of the Holocaust. This 

ubject is related to some of the pedagogical tools created by the MHM for students. The tour 

ser es to remind users that the Holocaust was not an isolated event but followed the pattern of 

genocides that can also be seen in cases such as that of Rwanda and Cambodia. It also shows 

visitors that genocides have a source, and that there are systematic processes that must be 

28 Steven High, Oral His tory at the Crossroads: Sharing Life Staries of Survival and Dis placement (University of 
British Columbia Press, 2015), 101. 
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undertaken in order for mass murder on this scale to occur. This is another part of the MHM's 

mission that is relevant, but not necessarily addressed within the permanent exhibition; while we 

cannot and should not compare genocides, by understanding the reasons one occurred we can 

better understand others and leam to look for waming signs of potentially imilar situations. 

Because the application is available for free to download onto a persona! de ice as well, it 

can be interpreted as not only an audio guide for the exhibition but also as a type of catalogue for 

the Museum, as a formal catalogue is not currentl in print. While the application does not pro ide 

information on every artefact on display , many abjects do have information and description 

pro ided within the program. In addition, there are some cases where an artefact will have 

significant contextual information that could not be pro ided within the exhibition due to the limits 

of space. For example, within the exhibition there is a letter donated by ara Schichter. The letter 

is from Schichter' s mother and was thrown out of a train during her deportation. The textual 

description in the exhibition tells this story, but within the application visitors find not only a 

photograph of the letter, but also a photograph of Schichter' s mother, Balja Kaminski, and a ideo 

of Schichter sharing the story of this letter.29 By having the ability to not only see the artefact in 

question but hear from the persan who donated it, the narrative corne to life and takes on a 

persona! aspect. 

2.8 Conclusion 

Through prioritizing the survivor narrative, the MHM has created an important space for itself 

within Montreal ' s cultural identity. This is particularly true given the great importance that the 

organization ha always placed on education, both when it cornes to children and with its adult 

visitors as well. It is this dedication that illustrates the importance of sharing testimony and also 

the significance of hearing someone else' s testimony. The description of the Museum ' s history, 

content, and interpretations found above will be invaluable in the discussion on its use of recorded 

testimony, as well as its process of collecting and preserving testimony, that are found in the 

chapter to corne. 

29 MHM Application (2013 ): Life Staries: Holocaust Survivors in Montreal, 109. Deportations. 
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Chapter 3: Yad Vashem 

In this chapter, I introduce the Yad Vashem Holocaust Museum. First, I will provide the 

Museum' s mission. Then I will discuss the histor of the site with a particular focus on the 

establishment of the Holocaust His tory Museum (HHM), which serves as my second case study in 

this project. Following this, I will discuss in detail the permanent exhibition of the Museum, 

highlighting where testimony is used as part of the display whenever possible. By providing a 

detailed profile of this case study, I will then have a solid basis to analyse and discuss the methods 

u ed regarding testimony at Y ad Vashem in m next chapter. 

3.1 Mission of the Museum 

The Museum' s mission can be understood through a Jewish tradition called Vehigadeta Lebincha, 

hich translates as "And you shall tell your children". 1 Yad Vashem places an emphasis on 

educating younger generations about the Holocaust. The Museum' s mission states: 

Despite - or perhaps because of - the breakdown of borders and boundaries, 
today, more than ever before, young people are expressing a keen interest in their 
own history and identity . Y ad Vashem is addre sing this need by harnessing 
technology and constantly expanding the horizons of communication to 
perpetuate the dialogue between past, present and future. 2 

The Museum pursues its mission by providing the history of the Holocaust through the voices of 

Jewish survivors, while encouraging visitors of all backgrounds to consider a universal perspective 

on this histor . The Museum aims to reinforce the connection between the Jewish visitors and their 

ancestors. Ultimatel , the goal is to inspire visitors to build a more ethical future for all of 

humankind. 3 In addition, the mission mentions that Yad Vashem is considered a pioneer of 

Holocaust museums around the world, particularly in regard to the creation of this ethical ideal. 

By presenting historical atrocities in a way that encourages and fosters social justice, Yad Vashem 

acts as a model for other museums of the same type. The Museum' s mission states, "By preserving 

it Jewish character within the uni ersal context and yet maintaining the authentic individual voice 

emanating from testimonies, diaries, artifacts and other documentation, Y ad V ashem continues to 

1 "Mission Statement." Yad Vashem Holocaust Museum. Accessed May 1, 2019, 
https://www.YadVashem.org/about/mission-statement.html. 
2 Ibid. 
3 Ibid. 
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pave the way for a brighter future. "4 This means that everything the Museum creates has this 

concept as its goal, and it aims to make the world a better place through education. 

3.2 History of the Museum 

The idea for a Holocaust memorial in the form of a Museum was first presented to the government 

of the new state of Israel in the summer of 1947.5 As a result of this, the first committees were 

formed to begin the planning of this museum complex. By August 1953, the Holocaust 

Remembrance and Heroi m Law - Yad Va hem was passed in the state, establishing the Museum 

in Jerusalem. This was necessary because Yad Vashem is what equates to a national museum, and 

it therefore required a law in order to establish the Museum as such. The law outlines that it is a 

memorial not only for the six million Jewish people who were killed during the Holocaust, but 

also for the families who survi ed; for the communities, synagogues, and organizations that were 

destroyed by the azis ; for the Jewish people who martyred themselves during the Holocaust in 

order to save others; for the heroism of Jewish soldiers and resistance fighters during that time 

period; for the heroic efforts of those in ghettoes and other locations directly affected; for the 

struggles those who survived had to face in order to continue ur i ing; for the soldiers who sought 

to liberate the camp · and for the Righteous Among the ation who risked their li es. 6 With this 

initial mission in mind, construction began on the Museum and the comerstone for the first 

building was laid on July 29, 1954.7 The first building and memorial were opened in 1957.8 In the 

earl 1960s, the Museum installed its first basic historical exhibit and b 1973 had established a 

building (the Historical Museum) to bouse a permanent exhibition that covers this history.9 It was 

the first of several galleries and exhibition spaces that would open on the site of Y ad Vashem, with 

the Holocaust Art Museum opening in 1982. 10 This original historical exhibition was in use until 

the 1990s, when a new development plan was launched that was meant to rein vent Y ad Vashem 

as a complex in order to accommodate a larger number of isitors. 

4 Ibid. 
· Bella Guttennan and Avner Shalev, eds., To Bear Witness: Holocaust Remembrance at Yad Va hem (Jerusalem, 
Israel: Yad Vashem, 2005), 12. 
6 Ibid. , 16. 
7 Ibid., 19. 
8 David Silverklang, "More Than a Memorial: The Evolution of Yad Vashem", in Yad Vashem Quarter/y Magazine 
(Jerusalem, Israel : Yad Vashem, Fall 2003), 6-7. 
9 Guttennan and Shalev, To Bear Witness, 22. 
10 Ibid. , 22. 
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The exhibition is laid out in a chronological manner, with a focus on the historical themes 

of the Holocaust period. Dorit Harel, lead designer for the creation of the exhibition, writes that, 

"The team members, most of whom were historians, did not take into account that what lay ahead 

of them was the creation of a multidisciplinary historical experimental museum. Their focus was 

on historical themes of the Holocaust period." 11 This didactic approach to presenting the history, 

through various len e and means, allows the visitors to connect with the history through different 

opportunities. These include audiovisual presentations, artefacts on display, the use of recorded 

ur i or testimony, the playing of mu ic, and even recreations of buildings and locations that 

"transport" the isitor to another part of the history. The themes chosen for this new exhibition 

were based on the headings that appeared in the 1995 Yad Vashem Program. 12 The newer 

exhibition is larger and provides further detail on these subjects. 

In addition to the re-creation of the History Museum, the rein ention of the Yad Vashem 

complex in the 1990 al o included the e tablishment of the Yad Vashem International School for 

Holocaust Studie , the digitization and online storage of the collection, the construction of new 

buildings for the archives and library that would allow for the expansion of research done at the 

Museum. 13 The e additions to the Mu eum meant that it could more completely fulfill its mission, 

and use different method to connect to its intended and expected visitors. The methods of 

digitization in use at Yad Vashem are al o of note when con idering the use of testimony, as the 

Museum bas collected it in various forms (written, audio, video, etc.) since the institution opened 

and it is necessary for these processe to evolve over time. This essential part of its collection is 

where the HHM sources all of the testimony used within the permanent exhibition, and the storage 

pace for these testimonie constitutes the final gallery space of the exhibition. 

3.3 Museum Architecture 

The HHM was inaugurated in March 2005. It was both a reimagining of the permanent exhibition 

by a new design team as well as a new architectural concept. There was a competition to choose 

the architect of the new building, and Moshe Safdie ' s design was chosen. The building is shaped 

as a triangular prism. Harel writes, "Safdie ' s proposa! called for a central prism cutting through 

11 Dorit Harel , Fact and Feelings: Dilemmas in Designing the Yad Va hem Holocaust History Mu eum, 2nd Ed. 
(Jerusalem , Israel: Yad Vashem, 2010), 17. 
12 Ibid. , 17. 
13 Ibid. , 52. 
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the Mount of Remembrance from one side to the other. Much of the structure is underground, 

burrowing through the bedrock, with the triangular glass tip of the prism cantilevered over the 

surface area of the Yad Vashem site." 14 The building ' s re-emergence and the exhibition' s 

conclusion have the same final note: a view of the city of Jerusalem. While the exhibition begins 

at the closed end of the prism, and continues through the hill, it cornes out the other side onto a 

balcony that faces the cityscape. Safdie ' s design is particularly intricate here, as the walls of the 

building curve outwards so that the prism physically opens up to the sky line. In this way, his 

building works as a visual metaphor for learning about the Holocaust. As mentioned above, the 

closed end of the building starts the exhibition, and as visitors walk the length of the building they 

travel underground, through the hill , to emerge on the other sicle as the building opens up to the 

iew of the city. This can be interpreted as concluding the exhibition on a hopeful note, though the 

exhibition does not pre ent it in so many words. 

The visual metaphor that Safdie created with the Museum ' s edifice is particularly poignant 

hen considering its connection to the subject matter. A vner hale , director of Yad Vashem as 

of the early 1990s, writes: 

Visitors to Yad Vashem cross a narrow bridge on their way to the Holocaust 
History Museum. A concrete wall that pierces the mountain looms overhead. 
When they enter the museum, they encounter a prismlike [sic.] structure that 
slices into the mountainside. A segment of sky is visible overhead. On the 
triangular wall to the left are scenes of people moving about, part of a video art 
presentation by Michal Rovner using authentic images from the diverse and 
vibrant prewar Jewish world. The images and sounds of this montage invite 
viewers to consider the li es that these people led - ordinary but effervescent 
lives that were about to corne to an abrupt, catastrophic, and unforeseeable end. 
At this stage visitors turn from that bygone world and begin to move through the 
prism, which continues to the exit, where they will be greeted by another 
segment of sky and the iew of present-day J erusalem. 15 

As Shalev mentions and as I will explore in more detail below, the design team of the exhibition 

took Safdie ' s metaphor into account when planning the layout of the exhibits, and they took great 

care to use the architecture to underscore the central message of the exhibition. 

14 Ibid., 18. 
15 A ner Shale , " Building a Holocaust Museum in Jerusalem", in Yad Vashem: Moshe Sa/die - The Architecture of 
Memory (Zurich, Switzerland: Lars Müller Publishers, 2006), 50. 
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3.4 Exhibition Layout and Themes 16 

The exhibition is organized both chronologically and thematically. It starts with the pre-Holocaust 

context, from 1900-1933, continuing on through the events of the Holocaust, 1933-1945, and 

ending with liberation and the establishment of the Displaced Persans camps, 1945-1955, with a 

final note of hope being the view of the city of Jerusalem. There are eight main rooms, as well as 

the Hall of ames which concludes the exhibition. This last room is both an exhibit in the Museum 

and a functional storage facility ; it demonstrates the amount of testimonies collected by the 

Museum by showing the files used to tore the information. The building is made of grey concrete, 

and the walls are not painted. Thi i to emphasize the eriousness of the events and to focus on 

the subjects presented by not providing any methods of distraction. There is nothing to look at but 

the exhibition itself. With few exceptions, the floors are also undecorated, meaning that the 

experience is uniform and also serve the purposes mentioned above with the bare walls. The 

barriers between the visitors and the exhibits are made of plain wire, which also helps to highlight 

the e erity of the subject matter. It really helps to provide ambiance for what the isitor is seeing. 

While the exposed concrete is stark, the space still feels very light, perhaps due to the height of the 

building itself. In the central hallway, the exhibition is lit from above using white light as well as 

natural light from the k light at the top of the prism. In the exhibition room , which are side 

room through which i itors are guided, a warmer, yellow light is used. In this way the Museum 

also guides the vi itor through the exhibit, as the lighting changes signify subject changes as well. 

The route is serpentine, and weaves in and out of every room. In this manner the exhibition is · 

comprehensi e but accessible, and it is not possible to become lost or leave the path. 

16 ee appendix 9 for photographs Yad Vashem ' s pennanent exhibition. 
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3.4.1 First Zone: The Jewish World Before the Holocaust 

1 

Fig. 5: Excerpt from the plan of the 
Holocaust History Museum found on 
pp. 22-23 of Dorit Harel 's Facts and 
Feelings: Dilemmas in Designing the 
Yad Vashem Holocaust History 
Museum, shows the layout of the first 
zone. 

The exhibition begins at the closed-off 

end of the prism. The first thing the 

visitor encounters is a black and white film of Jewish day-to-day life before the Holocaust, 

projected onto the triangular wall at the end of the building. Harel calls this "The Jewish World 

As It Was" installation. 17 The video includes ambient sounds and some traditional klezmer-style 

background music; howe er, it is not a narrati e featuring specific people. Harel writes, "The 

videoart [sic.] installation is aimed at revealing to the visitor the world of J ews in European 

communities. It was a vibrant, diverse world, involved with enormous dynamism in everal worlds 

- home and family life, the synagogue, the yeshiva, schools, the street, work, youth movements, 

and politics." 18 The video is constructed from archivai footage, sound recordings, and original 

photographs, but no testimonies. The goal is to provide a sense of what life might have been like, 

but not to discuss details at this stage, which is necessary in order to comprehend the enormity of 

the events to corne. In order to continue isiting the exhibition, the visitor needs to turn their back 

on the video, symbolizing how the Holocaust made it impossible to return to that way of life. 

After tuming away from the video and beginning the route down the prism, the visitor stops 

at a mall display which discusses the Estonian Jewish murders in September of 1944, known as 

the Pyre at Klooga Camp. There are two large photographs depicting the event, as well as artefacts 

that belonged to the victims, which are displayed in glass cases that rise from ruptures in the floor. 

Harel calls this "the area where the story of the annihilation of European J ewry be gins." 19 The 

choice to begin the exhibition with an e ent from 1944 is an interesting one, and in her book Harel 

17 Harel, Facts and Feelings, 61. 
18 Ibid. , 61. 
19 Ibid. , 64. 
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writes that this was one of two main options for the space. 20 The other possibility was introducing 

the idea of antisemitism in this space, starting "at the beginning of the story". The Klooga Camp 

option means that the visitors can start to prepare for what they will see in the rest of the exhibition. 

From the beginning no one is spared the truth, and it is clear that this was horrifie and painful. 

Harel writes, "After several discussions presenting the various options, that of the Klooga pyre 

was chosen: it left the museum space exposed and uncluttered, with no exhibits whatsoever."21 

This, too, is worth noting: the fact that there was a need to leave room for the history to be exposed 

and to let it speak for itself. This is not something that is often taken into consideration in 

exhibitions, as sometimes the concern can be in trying to present every piece of the history rather 

than allowing for some space for the visitors to reflect on what they have seen. 

From the Klooga Pyre exhibit, visitors head towards the first gallery. Just before the 

entrance to this pace is a short display about azi book buming, particular of books written by 

Jewish authors, beginning in 1933. This is where the discussion of antisemitism prior to the events 

of the Holocaust is introduced, with ideo creens showing archi al footage of the book bumings 

rising out of a pile of books. The display cuts across the main hallway, directing the visitors into 

the gallery. 

20 Ibid. , 64. 
21 Ibid. , 64. 
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3.4.2 Second Zone: Nazi Germany and the Jews 

2 
Fig. 6: Excerpt from the plan of the Holocaust 
History Museum found on pp. 22-23 of Dorit 
Harel 's Facts and Feelings: Dilemmas in 
Designing the Yad Vashem Holocaust Hi tory 
Mu eum, how the layout of the second zone 
and the transitional areas. 

In the first gallery the exhibition focuses on the 

pre-Holocaust context in Germany, primarily 

presenting the azi rise to power and a detailed 

history of antisemitism. It highlights the fact 

that antisemitism was not invented by the az1 

party but is prevalent throughout history. This 

section also pre ents the uremberg Laws, the 

introduction of Race Theory and the idea of the 

"Typical Ary an", general propaganda as well as 

some specific examples u ed by the azi party, the Third Reich, and the events of Kristallnacht. 

On the wall is a saying by a German essayist named Kurt Tucholsky, which summarises the main 

message of the zone well: "A country is not just what it does - it is also what it tolerates."22 This 

was the inspiration for assigning this topic to the first gallery and it is one of the main threads that 

runs through the exhibit. The gallery contains two major audiovisual components: first , a film that 

plays in English and Hebrew that details the history of antisemitism up to the start of the Holocaust; 

second, within a room set up as an example of a "typical" German Jewish home, survivor 

testimonies that discuss the effects of antisemitism within German y. This is the first instance where 

the visitor hears from a survivor within the exhibition. Harel also mentions that this gallery is 

larger than originally allocated. She writes, "This decision was taken with the awareness that 

visitors tend to remain longer in the first gallery they enter. We allocated 13% of the total museum 

space, 371 square meters, to this gallery."23 Additionally, Harel notes that she wanted to allow 

isitors to have the space to reflect on the subject matter, particularly in this first room. She writes 

that the organization of the exhibition did not go according to her original plan, due to the rest of 

22 Ibid., 68. 
23 Ibid. , 68. 
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the development group' s concern with offering as much information as possible.24 The exhibition 

continues with a transitional space that includes a film with ambient sound announcing the 

outbreak of the Second World War, leading to the second exhibition room. 

3.4.3 Third Zone: From Outbreak of War to the Ghettoes 

3 
is because it is a more pecific subject. Harel writes: 

Fig. 7: Excerpt / rom the plan of the 
Holocaust History Mu eum found on pp. 
22-23 of Dorit Harel 's Facts and Feelings: 
Dilemmas in Designing the Yad Vashem 
Holocaust History Museum, shows the 
layout of the third zone and the transitional 
area . 

The next chronological stop in the 

exhibition 1s concerned with the 

occupation of Po land. This room has fewer 

displays, and so feels larger and more open 

than the previous one, though perhaps this 

This gallery deals with the azis ' attitude toward the Jews of Eastern Europe, 
immediately following the outbreak of the Second World War and the 
occupation of Po land. It presents the humiliation of the Jews, their being labeled, 
the seizure of as sets, and deportation to the ghettoes. 25 

This gallery includes displays on forced labour, methods of humiliation and abuse, the burning of 

synagogues, and what the Museum refers to as "despoiling the Jews", which was a process by 

which azi oppressors collected the valuables and religious objects of oppressed Jewish 

communities for their own use. This gallery presents an exhibit of what Harel refers to as "Judaica 

artifacts and personal possessions looted from Jewish homes"26, which constitute a portion ofthese 

collections. These objects are displayed in cases designed to emulate packing crates, in order to 

demonstrate how this process occurred. The gallery ends with a film of the Jewish expulsion to 

24 Harel uses the phrase "curating obsession" in thi s context, subtly underlining the differences of opinion. Ibid. , 68. 
r Ibid. 70. 
26 Ibid. , 70. 
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the Lodz ghetto, showing images but no sound. There are no testimonies used in this gallery. This 

leads into the transitional space, which has on display archiva! photographs of the expulsions to 

the Kovno and Krakow ghettoes, as well as an example of a wagon that was used for this purpose. 

3.4.4 Fourth Zone: The Fate of Jews in Western Europe and in the Ghettoes 

4 
Fig. 8: Excerpt from the plan of the 
Holocaust History Museum found on pp. 
22-23 of Dorit Harel 's Facts and Feelings: 
Dilemmas in Designing the Yad Vashem 
Holocaust History Museum, shows the 
layout of the fourth zone and the 
transitional areas. 

The next exhibition space presents 

information on the azi policies in Eastern 

and Western Europe, as well as on life in 

the ghettoes. The gallery focuses on four of 

the ghettoes: the Warsaw Ghetto, the Lodz 

Ghetto, the Theresienstadt Ghetto, and the 

Kovno Ghetto. Harel writes that in this part of the exhibition, the "intention was to show everyday 

life in the ghettoes and how J ews faced the azi tyrants, until the ghettoes were dismantled. "27 It 

is for this reason that the exhibit focuses on these four ghettoes, which were the largest (in the case 

of Warsaw and Lodz) , the best documented by the azis (Theresienstadt was used for propaganda 

to the allied forces) , and the best documented by survivors ( as was the case with the Kovno Ghetto 

in Lithuania). This part of the exhibition is also where the use of survivor testimony increases 

significantly, as there are several rooms off the main area where testimonies are shown. The main 

room is an impressive reconstruction of the main street of a ghetto: specifically, Leszno Street 

from the Warsaw Ghetto. It is one of the only spaces where concrete is not exposed; instead, the 

designers laid cobblestone flooring in order to transport the visitor to another place. Harel writes: 

The reconstruction of Leszno Street in the Warsaw Ghetto is a unique project. A 
section of the street was rebuilt using original cobblestones and sidewalks 
shipped from Warsaw. We also included a section of tramlines in the center of 

27 Ibid. , 74. 
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the street. There are original streetlights and a bench, as well as the barrow for 
removing corpses. The exhibit of life in the street is rounded out by a film 
screened at the end of the street, providing a sense of the great congestion. 
Concealed loudspeakers transmit the background noises so visitors feel they are 
standing there, on Leszno Street in the Warsaw ghetto. [sic.] Low-rising screens 
show the beggars lying on the sidewalk. 28 

The cobblestone floor is a visceral shift from the rest of the exhibition, as visitors can literally feel 

the difference in the ghetto area. Even if someone was not looking at where they were going, it 

would be possible to tell that it was something different and unlike what they had seen previously . 

The locations of the testimonies relating to life in the ghettoes is off of this street, so visitors 

walk into doorways that could have been houses, and listen to recordings of the survivors ' 

experiences. In addition to this, the area also has on display photographs and abjects related to life 

in the ghettoes, which include not only the manners in which the Jewish communities tried to 

main tain a sense of normalcy in their day to day life but also the horrors they faced . Harel mentions 

"appalling congestion in the streets, hunger, beggars, illnesses, dirt, lack of basic hygiene, and high 

mortality rates."29 These are on display in the street area in the form of photographs and archiva! 

footage. She also mentions the important cultural institutions that were created in the ghettoes at 

this time, as well as the importance that these organizations had in people' s survival. From this 

area, the visitor then proceeds through a section on the liquidation of the ghettoes, which includes 

more testimonies, and transitions to the next gallery through a video presentation on Operation 

Barbarossa. This helps to situate the visitor chronologically within the Second World War, in order 

to remind one of its timeline which runs parallel to that of the Holocaust. 

28 Ibid. , 77. 
29 Ibid. , 77. 
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3.4.5 Fiftlt Zone: 1941 - From Barbarossa to the Wannsee Conference 

Fig. 9: Excerpt ji,-om the plan of the Holocaust History 
Museum found on pp. 22-23 of Dorit Harel ' Fact and 
Feelings: Dilemmas in Designing the Yad Vashem 
Holocaust Hi tory Museum, shows the layout of the fifth 
zone and the transitional areas. 

The next gallery discusses the origins of the Final Solution. 

It introduces the einsatzgruppen using archi al footage and 

images, as well as showing other ways that azi policies 

were put into place across Europe. It includes many 

testimonies, including some for specific locations and 

events. For instance, in this area the designers set up video 

screens showing the recorded testimony of the only 

ur ivor of an einsatzgruppen pit. These screens are in front of a large pit that has been built into 

the exhibition, so that the horrors of the experience are not lost on the vi itor, as they listen to the 

testimony while standing on the edge of a pit. There are also testimonies about the experience of 

the Jewish people in Romania, interspersed with images of specific events . The section ends by 

presenting two different subjects: the attack on Pearl Harbour, and images of prominent az1 

officials including their names and positions. This is because, chronologically, the attack on Pearl 

Harbour occurred concurrently with the plan for the Final Solution. This is a part of the design 

team' s de sire to display both the history of the Holocaust and the history of the Second W orld 

War, and to help contextualize the visitor within the historical narrative. The images of the az1 

officials are not presented with the intention of honouring them, as is the case with survivor 

te timonies, but rather to shine a light on the perpetrators and to identify them for what they are. 

Visitors leave this gallery space, passing by a set of train tracks and ambient train noises which 

ser e as the transition. These transitional spaces allow for increasing analogy in the exhibition 

design as the isitors do not simply move from one room to another but are shepherded in through 

connected themes or artefacts. 
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3.4.6 Six.th Zone: "Final Solution" and The Resistance in the Ghettoes 

Fig. 10: Excerpt from the plan of the Holocaust History 
Museumfound on pp. 22-23 of Dorit Harel 's Facts and 
Feelings: Dilemma in Designing the Yad Vashem 
Holocaust His tory Museum, shows the layout of the sixth 
zone. 

The sound of a train ushers visitors into the next room, 

whose subject is the ghetto liquidations and the arrival at 

Camps, going into further detail on the Final Solution. 

This gallery has an original photo and a contemporary 

photo of the entrance of Auschwitz (shown back to back 

on either side of a wall) as well as an authentic train car 

mounted to the wall. Harel writes, "To generate an effect 

of dynamism and movement I had the carriage eut at an 

angle, as displayed in the gallery. It is positioned diagonally, so visitors feel they themsel es have 

just got off the train."30 While a large portion of this room is dedicated to Auschwitz (as Harel 

notes, it was a special case and needs to be paid proper attention), 31 this part of the exhibition also 

discusses the liquidation of the ghettoes and the deportation to all camps (not just Auschwitz). 

There is a significant use of testimony in this gallery, on a variety of subjects: the liquidation of 

the Krakow Ghetto, the Great Deportation from Warsaw, Treblinka, and Killing Centres. There 

are ten testimony spots in total in this section. The designers made an effort to show example of 

deportation from across Europe. Harel writes, "We see the embarking German Jews, well dressed, 

with fur coats, wearing hats, unaware that it would be their final joumey. Eastern European Jews, 

contrastingly, are shown in tattered clothing, dispatched from the ghettoes with nothing at ail. "32 

This is a poignant message for the visitors, because it shows that the discrimination was not based 

on influence or affluence. 

Following the discussion ofhow ictims were brought to the camps, the exhibition presents 

the arri al process, in particular presenting the selection that occurred at Maj danek and Auschwitz-

Birkenau. The designers questioned the best way to exhibit this procedure; Harel writes: 

30 ibid. , 79. 
31 ibid. , 78. 
32 ibid. , 78 . 
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We solved the question of how to link the selection performed on those sent for 
extermination with those sent to the labor camp, gaining borrowed time, by using 
photographs taken from different angles. In a blown-up photograph, we see the 
Jews selected for extermination being herded towards the crematorium, and from 
another angle we can glance into the barrack, crammed to the roof with wooden 
bunks.33 

This selection process is one of the most infamous parts of the history of the Holocaust. While it 

did not occur in all camps, as most were either Killing Centres (in which victims did not reside) or 

Concentration Camps (in which people were imprisoned and forced to do labour until they <lied), 

it is still an iconic image in the Holocaust narrative. 

This is al o one of the only exhibition spaces where it is possible to see through to another 

room, as the wall dividing this section from the room that discusses the Concentration Camps and 

the Death Marche is actually a two-sided display . Thi was a purposeful choice on the designers ' 

part, as it provides the visitor with the notion of what is ahead, despite the fact that there is more 

to see between the two rooms. Thus, not onl is it po ible to ee photographs of the barrack but 

it is also possible to see a glimpse of a bunk from the barrack, a hint of what is to corne. This 

design choice reminds the visitors of what is to corne, in addition to highlighting the fact that the 

victims of these camps did not necessarily know what their fate was. 

In addition, this room is where the designers displayed some of the abjects collected from 

the victims upon their arrival. Perhaps the most iconic exhibit in this regard is that of the shoes. 

Harel writes, "There was no dispute over whether or not to display the collection of victims ' shoes. 

But we pondered o er how the shoes should be displayed - scattered among barbed-wire fences , 

or in a glass showcase?"34 The designers decided on a glass case sunk into the floor, near the exit 

to the next room. The shoes of the ictims which would ha e been collected on the path to the 

crematoria, lead the visitors to the transitional space. In this case, it is marked by a twisted truck 

chassis, which was used to load corpses into the ovens. 

33 Ibid. , 80. 
34 Ibid. , 83 . 
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3.4.7 Seventh Zone: The World 's Reaction, Partisans, Underground Organizations, Rescue 

Attempts and the Righteous Among the Nations 

Fig. 11: Excerpt /rom the plan of the 
Holocau t History Museum found on pp. 
22-23 of Dorit Harel 's Facts and Feelings: 
Dilemmas in Designing the Yad Vashem 
Holocaust History Mu eum, shows the 
layout of the eventh zone and the 
tran itional areas. 

The next gallery presents a number of 

related subjects: partisan fighters , 

resistance movements, the world ' s reaction 

and the Righteous Among the ations. I t is 

a room that feels almost hopeful, despite its 

surroundings ( coming just after the section 

on Auschwitz and its selection process and 

just before the barracks and the death 

marches). The gallery has five place of recorded testimony, largely relating to partisan fighters 

and resistance movements, as well as one that discusses escaping into the forests from the camps. 

This is also the section that mentions the Righteous Among the ation , who were non-Jewish 

people who risked their lives and all they had to save their Jewish neighbours and friends , and 

e en in some cases people they did not know. Harel writes that this was a subject of great debate 

amongst the designers : "We pondered the question [if and how to allocate a place for the Righteous 

Among the ations] because [they] are not intrinsically part of the Holocaust and destruction, 
nevertheless they are an integral part of the Holocaust story."r In the end, the design consists of 

two displays with a large photograph of eighteen individuals in the middle of the space, with 

drawers containing information about the rescue actas well as exhibits and documents. Of note as 

well is the display showing a copy of Schindler' s List that is included in this area. Harel observes 

that in spi te of the hopefulness of this topic, "the concrete walls were left exposed", once again 

harkening back to Moshe Safdie ' s visual metaphor and its implications throughout the exhibition. 36 

The transition from this space includes archival footage of the Invasion of ormandy, once again 

35 Ibid., 84. 
36 Ibid., 84. 
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reminding the visitor of the dual timelines of the Holocaust and the Second World War and of 

where they are in the chronology of the narrative. 

3.4.8 Eighth Zone: Jews in Concentration 

Camps and The Death Marches 

Fig. 12: Excerpt /rom the plan of the Holocaust 
History Museum found on pp. 22-23 of Dorit 
Harel 's Facts and Feelings: Dilemmas in 
Designing the Yad Vashem Holocaust History 
Museum, shows the layout of the eighth zone and 
the transitional areas. 

The visitor now enters the space dedicated to the 

condition in the barracks, and eventually the Death 

Marches. The exhibit consists of a set of bunks 

from the Majdanek camp, which were visible from 

the previous gallery relating to Auschwitz. Here, 

too, is a place where testimony is presented, as there 

are three testimony recordings shown relating to the 

tapies. These are what I am calling "composite 

testimony recordings", as the videos are composed of excerpts from several survivors rather than 

one alone. The visitor passes through the barracks area, and around the corner, just out of site, is 

the section on the Death Marches. The manner in which this is presented is worth noting as well, 

because these Marches are shown as a series of footprints with markers. Each marker denotes a 

significant date (when a camp was liberated, or moved, for example) and they are staggered, so 

that the visitor has a sense of how the survivors also staggered and stumbled. At the end of this 

corridor, the visitor passes a wall and has the opportunity to hear more from survivors about this 

experience. As a transition to the last formal gallery of this exhibition, the designers chose to 

present the total number of Holocaust victims and related statistics, as a way of solidifying this 

point in the visitors ' minds. 
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3.4.9 Ninth Zone: From Liberation Through Displaced Persons Camps and Rehabilitation 

Fig. 13: Excerpt from the plan of the Holocaust 
History Museum found on pp. 22-23 of Dorit Harel 's 
Fact and Feeling : Dilemmas in Designing the Yad 
Va hem Holocaust History Museum, shows the layout 
of the ninth zone and the tran itional are as. 

The exhibition gallery depicts the complexity of 

liberation and life in the Displaced Persans Camps 

(DP Camp ). It also discusses other aspects of life 

after the Holocaust, including the founding of the 

state ofl rael , emigration policies, the DP Camps, and 

the uremberg Trials. Harel notes that not only is 

there a complexity of emotion regarding these 

subjects, but it i also complicated to decide on how this historical narrative should end. She writes: 

Sorne questions that were intensely debated by the design team were: should we 
present whole story of the liberated urvi ors in the Displaced Persans camps? 
What is the most appropriate wa to repre ent the uremberg trials? And what 
is the place of the Eichmann trial? Another question on the agenda of 
contemporar historical discourse - should the exhibition of events from the 
Holocau t period conclude with the founding of the State of Israel? Wa the 
founding of the Jewish tate the reply to the Holocaust perpetrated against 
European Jews?37 

Ultimately, the complexity is what is highlighted in this gallery, particularly in terms of these 

questions. The exhibition does showcase the founding of the state of Israel during this time as a 

positive element. The most impactful element is perhaps the playing of the Israeli national anthem 

(known as the Hatikva) within this portion of the exhibition. Additionally , it discusses the large 

wa es of emigration to other countries and the sur i ors ' endurance and resilience in their new 

countries of emigration. Harel writes, "At the center of the gallery are glass showcases with items 

s mbolizing the unending trauma, the grim memories, and the night horrors - the exclusive world 

of Holocaust survivors that is their burden throughout life. On the surrounding walls the final 

period in the story of the Holocaust is related."38 It reminds the visitor that this is a bittersweet 

37 Ibid. , 88. 
38 Ibid. , 88. 
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time. The word "liberation" has very optimistic connotations, but the reality 1s much more 

complex. 

3.4.10 Tenth Zone: The Hall of Names 

Fig. 14: Excerpt /rom the plan of the Holocaust History 
Museum found on pp. 22-23 of Dorit Harel 's Facts and 
Feelings: Dilemmas in Designing the Yad Vashem 
Holocaust History Mu eum, shows the layout of the tenth 
zone. 

The final gallery of the permanent exhibition is called the 

Hall of ames. It is a cylindrical room in which the visitor 

walks along a ramp to a circular central space. This gallery 

is also the functional Center for Documentation of Yad 

Vashem, and i a "living" exhibit, in that it is a museum 

abject that is still in use. The Center for Documentation is 

the storage space for the pages of testimony that the 

Museum collects. Harel refers to this area as a "repository 

of o er three million Pages of Testimony that the staff of Yad Vashem has collected and studied 

since its foundation. "39 These Pages are kept in a filing system that surrounds the Cone ofMemory, 

a cone which displays photographs of 600 victims and ri es up to the top of the building. People 

are able to consult the testimonies by searching the computer database available in an adjoining 

room.40 Harel adds: "Special files have been prepared for preserving Pages of Testimony for each 

of the six million who perished in the Holocaust. "4 1 In the circular space below the ramp, there is 

a pool of water which reflects the photographs above. Unlike in the other galleries, this space does 

not provide the visitor with any descriptive panels. From the visitors ' perspective, it is designed to 

function as a memorial space, though it is different than the memorials found elsewhere on the 

Museum Complex. It reminds the visitor of the complexity of the history and the enormity of the 

loss, and also of how many lives were saved. The Hall of ames is the start of a section for quiet 

39 Ibid. , 93. 
40 https://www.yadvashem.org/archive/hall-of-names.htrnl , consulted July 9, 2019. 
4 1 Ibid. , 93. 
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reflection that was built into the Museum' s structure. Upon leaving this area, and to leave the 

permanent exhibition entirely, the visitor walks out onto the ' open' end of the prism, which per 

Safdie' s design literally opens up out of the hill. This large balcony facing the cityscape of 

Jerusalem is intended to pro ide a hopeful note at the end of the isit. 

3.5 Conclusion 

As seen in the description above, the Y ad Vashem History Museum endeavours to present 

the complete history of the Holocaust to a broad audience, including both Jewish and non-Jewish 

visitors. In its vast collection it shows not only the details of the events but also provides the visitor 

with a sense of how devastating this loss was. Even for visitors who know the history, and know 

that over six million Jews were killed, the permanent exhibition at Yad Vashem demonstrates this 

history in a way that facts and figures cannot, while still emphasizing the resilience of the 

survivors. It should be noted that the staries of non-Jewish survivors and victims are mentioned 

only briefly within this exhibition. ow that there is a decisive basis for the case study on this 

Museum, I will proceed to analyse and compare its use of recorded testimony to that of the 

Montreal Holocaust Mu eum in the following chapter. 
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Chapter Four: Analysis of Testimony Use at Yad Vashem and the Montreal Holocaust 

Museum 

Both Yad Vashem and the Montreal Holocaust Museum are organizations that emphasize the 

necessity of hearing the voices of survivors. It is clear that within their respective permanent 

exhibitions, it is not possible to present the history of the Holocaust without also sharing the 

persona! histories of the people who survived; showing the artifacts and sharing the facts only 

reveal one part of the history that is the Holocau t, and survivor testimonies provide another 

method of comprehending this insurmountable history. The current permanent exhibitions at both 

of these museums date to the early 2000s, and thus it is conceivable that they both would employ 

imilar methods of transmitting the human aspect of this historical event. These similarities include 

emphasizing the importance of survivor voices within an exhibition, using clips from interviews 

rather than full interviews in order to hear from multiple survivors, and using testimony outside of 

the permanent exhibition. While some of the methods differ - choosing to group testimony by a 

larger thematic element rather than by specific events, or even by having the videos play 

automatically on a loop rather than being activated by the visitors, the methods are effective in 

helping to promote the mission of these institutions. Testimony also helps to provide a memorable 

experience which adds an element of humanity to the history. Both exhibitions present the 

narrati e in creative ways which endeavour to lea e lasting effects on their visitors. 

4.1 Use of Testimony Within the Museums 

Recorded testimony is included as part of the collection on display in both exhibitions. These 

testimonies are often edited together into thematic compilations, relating to circumstances within 

the Holocaust narrative such as pre-war antisemitism and experiences within the ghettoes. These 

not only inform the visit but provide context to the specific themes addressed. These compilations 

also allow of the opportunity to hear from several survivors on one subject, rather than one persan 

alone. By doing so, the design teams of these exhibitions humanize their subject matter, allowing 

for the understanding that the facts presented are not just historical data but the accounts of real 

people. This helps not onl to situate the isitor within the time period but also to provide personal 

context to the narrative presented; it is an element that enables the visitor to feel emotionally 

invested in the subject matter. 
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For both of these museums, emphasis is placed on the importance of hearing from 

sur ivors . In fact a part of Yad Vashem' s mission, and an entire department of the Museum, is 

dedicated specifically to the collection of information on living survivors and their testimonies, 

and the place where the e records are tored forms the final room of the Holocaust History Museum 

( 'The Hall of ames"). In the lobby of the Visitors Centre, the Museum provides a detailed form 

that can be filled out in order to share information on particular survivors (this form is also 

a ailable online). 1 The MHM also pro ides the opportunity for survivors to record their 

testimonies for future use or consultation, and the Museum acts as the liaison between survivors 

and schools who are interested in hearing a survivor speak. These museums use a number of 

different methods to display these testimonies, which I will touch on next. 

4.1.1 Use 1: Permanent Exhibitions 

The first way that te timonies are u ed i within the permanent exhibitions. The testimonies used 

within these exhibitions are sourced from the museums ' collections, and the ones on display are 

organized chronologically. These two museums use different methods for presenting their 

respective exhibition , a MHM tends to use broader themes while Yad Vashem presents particular 

events. This means that testimony is used differently within these exhibitions as well. At the MHM, 

it is used to illustrate the thematic elements (life within the ghettoes, antisemitism before the war, 

and o on), while at Yad Vashem the testimonies are used to exemplify the particular events (the 

Ponar Death pit is an example of this which I discuss below). Both of these perspectives allow 

i itors to understand the e ent of the Holocaust through urvi or narrative. At the MHM, 

grouping related te timonies together means that it is possible to see how the lives of Jewish 

survivors were similar in the Lodz Ghetto and in the Warsaw Ghetto, for example, and thus provide 

a more comprehensive understanding of the history in question. At Yad Vashem, on the other 

hand, there is both more space within the galleries of the exhibition and more testimony stored in 

the Museum' s collection. Through this collection process and the approach to recording testimony, 

an exhibition can provide narratives relating to more specific events. This allows for a more 

developed understanding of the event in question. 

1 'What Are Pages ofTestimon " Yad Vashem, accessed May 29, 2019, https://www.YadVashem.org/archive/hall-
of-names/pages-of-testimony.html ; see appendix 7. 
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4.1.2 U e 2: Pedagogical Tools 

Another way that testimony is used b these museums is for pedagogical resources which are 

available for school groups. Yad Vashem' s survivor testimony film series, entitled Witnesses and 

Education, presents survi ors ' life staries in the locations where the e ents took place.2 The 

website says: 

The survivors are accompanied on this j oumey by trained professionals from 
the International School for Holocaust Studies, and thus the orientation of the 
questions is pedagogical in nature, alongside outlines of the broader historical 
events that came to bear on the survi or' s story . The series, elect films of 
which are available in up to 15 languages, has proven a great success, and has 
been viewed by tens of thousands of educators, students, and public officials 
around the world. 3 

This project provides the viewers of the films , who are primarily students, with not only the 

opportunity to humanize the testimony (by putting a face to a name ), but also to contextualize the e 

narrative within their settings. By offering this opportunity, students are able to see that the event 

that they are studying is not simply numbers and facts to memorize but is something that really 

occurred. 

The MHM uses parts of their recorded testimony collection in many of their pedagogical 

tools as well. This is in part to facilitate connections between the classroom and the Museum; it 

also serves to humanise the subject matter. At present, there are tools de igned for students at the 

primary level, students in the secondary level, reference guides for teachers, and additional 

resources for the classroom. The tool that relates most specifically with the use of recorded 

testimony is one called Teaching about the Holocaust Using Recorded Survivor Testimony, 

designed for use with students of all ages. The tool focuses specifically on the testimony of Marcel 

Tenenbaum but could be adapted to work with any recorded testimony. The activities proposed 

within the tool are designed to help the tudents enhance their knowledge of the Holocaust through 

2 "Survivors Testimony Films Series ', Yad Vashem, accessed May 29, 2019, 
https://www.YadVashem .org/education/testimony-films.html. 
3 Ibid. 
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a survivor' s experience.4 The activities begin by providing the historical context of the Holocaust 

and the Second World War (in this case looking specifically at the situation in Belgium because 

that is where Marcel Tenenbaum is from). The class then analyzes the impact of the War and the 

Holocaust on individuals by reading a short biography of the survivor and contextualizing his life 

by looking at relevant maps. They then watch the testimony and respond to questions related to 

the narrative. Finally, as a class, they create timelines that encapsulate the events of the Holocaust, 

the Holocaust within Belgium, and a timeline of Marcel ' s life. This method of anal y sis enables the 

students to interact with the history they are learning and equips them with tools that encourages 

them to think critically about what kinds of questions to ask during subsequent visits to the 

Museum or the next time they hear survivor testimony. 

4.1.3 Use 3: Audio guides 

The MHM' s use of testimony within their audio guide application, as addressed in chapter 2, is 

another example of including the survivor narrative within a visit to the Museum. Because the 

application provides three different routes for visiting the exhibition, visitors are offered more 

opportunities to connect with the subject matter in addition to the testimonies already on display . 

The audio guide that is in use for the Yad Vashem Holocaust History Museum is more traditional , 

providing information through a headset on the abjects in the exhibition, and the catalogues 

published by the Museum do not provide further information on the testimonies. 

4.1.4 Use 4: Y ouTube 

Finally, both the MHM and Yad Vashem post some of their collection of recorded testimony on 

Y ou Tube, making these videos accessible to a wider audience. By doing so, the videos are 

available to anyone, not just visitors to the museum in question or a user of a pedagogical tool. 

The videos are clips of the longer testimonies, which are kept as part of these museums' 

collections. For the MHM, the testimonies are posted with English or French subtitles, and are 

available free of charge; the clips are also made available on the Museum website where they are 

4 "Teaching About the Holocaust Using Recorded Survivor Testimony,' Montreal Holocaust Museum, accessed 
May 29, 2019, https: //museeholocauste.ca/app/uploads/2018/1 0/teaching_ holocaust_survivor _testimony _qc.pdf, p. 
10. 
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organized by theme or by particular event. For Yad Vashem, their YouTube page also hosts videos 

which address more of the thematic elements of their exhibitions and of the Holocaust more 

generally. Both the MHM and Yad Vashem pro ide information on their respective websites for 

ways in which these testimonies can be used outside the walls of the museum. 5 This not only helps 

spread awareness ofboth ofthese museums, it also provides the opportunity for people who cannot 

travel to hear and understand the importance of these exhibitions. 

4.2 Manners of Use 

The manner in which these testimonies are presented in their respective exhibitions is also worth 

noting. At the MHM, the videos must be activated by the visitor by pressing a button. These are 

often the only rest stops within the exhibition that allow for the visitors to sit down as most, though 

not all, of the locations for the testimonies have benches upon which visitors can sit. The 

testimonies are shown in English and French, and both versions have subtitles (it is the same video 

in both languages, but the subtitle language changes). The length of each video is clearly marked 

on the screen prior to pressing play, and the videos are between five and a half and ten minutes 

long. The survi ors ' names are presented during their fir t appearance in the ideo, as well as the 

camps or ghettoes in which they were interned, in order to provide context. Thi is also imperati e 

because the survivors ' testimonies run through the MHM's exhibition like the threads of a tapestry ; 

in some cases, it is possible to hear from the same survivor in different parts of the Museum and 

to follow their story through the exhibition. 

As can be seen abo e, both the Montreal Holocau t Museum and the Y ad Vashem 

Holocaust History Museum recognize the importance of including survivor narratives within their 

exhibitions. This is done through the use of similar thematic elements, as both museums narrate 

the e ents of the Holocaust chronologically. This means that many of the major themes, such as 

experiences of antisemitism prior to the Holocaust and life in the ghettoes, are presented with the 

use of recorded survivor testimony in addition to explanatory panels and physical artifacts. The 

5 " Use Survivor Testimony to Teach about the Holocaust, Montreal Holocaust Museum, accessed May 29, 2019, 
https ://m useeho locauste.ca/en/ressources-et-formations/survi or-testimony/; 
'Using Holocaust Testimony in the Classroom ," Yad Vashem , accessed May 29, 2019: 
https: //www.YadVashem .org/education/educational-videos/video-toolbox/hevt-testimony.html ; " Using Testimony 
in Holocaust Education," Yad Vashem, accessed May 29, 2019 : 
https: //www.YadVashem .org/education/educational-materials/ leaming-environment/use-of-testimony.html. 
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importance of showing a variety of experiences as well as providing many possible ways to engage 

with the historical narrative is clear in both exhibitions, in addition to the conviction that this 

particular history is all the more powerful when it is made persona!. It is evident at both Yad 

Vashem and the MHM that there is no better way to learn about this e ent than listening to the 

surv1vors. 

Yad Vashem is a larger complex than the MHM, and as a result can present more of their 

collection. Yad Vashem' s Holocau t Historical Museum include 100 video screens as a part of 

the exhibition, including sur ivors ' testimonies and original film clips which relate Holocaust 

history .6 By comparison, the MHM has eight video screens within the exhibition, as well as several 

testimonies available as part of their application. While this investigation does not account for the 

number of testimonies, it is possible to look at where and how testimony is used within each 

museum. 

At Y ad Vashem, in part because it is a larger museum, the testimonies tend to be organized 

by event rather than by an overarching theme, as is done at the MHM. For instance, Y ad Vashem 

has a symbolic reconstruction of the Ponar death pit7, which includes the recorded testimony of 

the only sur i or of this pit. The exhibition also places sur i ors ' testimonie in areas surrounded 

b artifacts that relate to the subject of these specific testimonies. For example, the testimonies 

about everyday life in the ghettoes not only display the film but also artefacts relating to these 

staries and allow visitors to immerse themsel es in the narrative. This is done through the use of 

photographs, ambient sound, artefacts like tapestries and abjects that belong to survivors. At the 

MHM, the testimonies are arranged by larger subject, providing more perspectives on the subject 

at hand. A good example is the videos within the exhibition on the subject of the ghettoes. These 

videos are about five minutes each, and within eyesight of each other - the first is on the more 

general aspects of life in the ghettoes and the second is on hope and survival within these contexts. 

The survi ors within these ideos are not all from the same ghettoes; they are members of the 

survivor community in Montreal but not necessarily all from the Ko no ghetto or the Warsaw 

ghetto but from a wide variety of the ghettoes in eastern Europe. By presenting the testimonies in 

this way, the exhibition shows how similar the experiences were across all of the ghettoes rather 

6 Bella Gutterman and A ner Shale , To Bear Witness: Holocaust Remembrance at Yad Vashem, 22. 
The Ponar Death Pit, also known as the Ponary massacre, was the mass murder of up to 100, 000 people by the 

Einsatzgruppen. lt took place between July 1941 and August 1944 in Lithuania. 
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than comparing them one by one. By having these separate compilations on related tapies, the 

exhibition also provides a more comprehensive understanding of the conditions in the ghettoes. 

This helps to lay the groundwork for understanding the present situation of the Jewish community 

in Montreal and around the world by providing a final set of testimonies that present a glimp e 

into the life of these survivors in Montreal, such as Montreal urvivors located at the end of the 

exhibition. The resilience and belief in the power of community is demonstrated through these 

videos and is a powerful takeaway from the exhibition in its present state. 

At Yad Vashem, the testimonies play continuously on a loop, alternately in Hebrew and 

English. While the length of the testimonies is not posted, it is possible to figure out how long 

these videos are due to a timer that shows when the English or Hebrew version will be playing 

next. ear the screens are texts relating to the subjects of each compilation, though no information 

on the survi ors is printed on the information panels. The survivors ' names are presented in 

English and Hebrew at the beginning of each video, but these names corne and go very quickly, 

making it difficult to remember the details of each persan. Because these videos are organized by 

event or location (all of the clips shown in the section of the Lodz ghetto are from survivors who 

li ed in that ghetto, for example) the compilations only provide the names of the survivors rather 

than the full contextual information. 

There are also differences in how the various subjects are presented at each museum. The 

MHM, which was founded by survivors in Montreal, place a great significance on the importance 

of community. In each part of the exhibition, the historical events are presented with the focus 

primarily on how communities reacted or continued to sur ive in the face of hardship. At Yad 

Vashem, while there might be a similar inclination to address the community aspect, the exhibition 

focusses on the enormity of the massacre, almost to the point of overwhelming the visitor with so 

much information and so many victims that it can be difficult to process what is being presented. 

In both museums, this means a visit can be emotionally charged because of the subject matter and 

the lack of physical space in which to process the information. The communities are still present 

and mentioned as part of the exhibition, but in a different way than at the MHM. At Yad Vashem 

the communities feel more distinct from one another and do not have the same close connection 

as at the MHM, perhaps due to locality. In Montreal, the sense is that the exhibition is the story of 
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this particular local community and at Yad Vashem the history of these communities is presented 

as something impersonal, which does not have the same impact. 

There is also a similarity in the manner in which these video compilations are edited. All 

of the testimonies used at the MHM and at Yad Vashem are recorded in the style used by the use 

Shoah Foundation. This organization is affiliated with a visual history archive based out of the 

University of Southern ealifornia, and it bouses nearly 55 , 000 testimonies, including many from 

the MHM's collection. 8 The Foundation is also well-known for its processes of filming, editing, 

and cataloguing testimony, which is innovative and thorough. By using the Shoah Foundation' s 

method, emphasis is placed on making the survivor as comfortable as possible, as the recordings 

often take between two and three hours and the process of remembering and sharing a difficult 

part oftheir per onal history can be an exhausting ordeal as well as a trigger oftraumatic memories. 

Knowing this, the Foundation bas made every effort to create an environment in which survivors 

can recount their experiences in their mother tongue and take the time necessary to share as much 

as they wish. ora Golic outlines two different approaches to testimony in ber travail dirigé, 

entitled Les témoignages audiovisuels de sujets traumatisants: deux modèles, deux expertise . One 

of these is informed by the use Shoah methodology. In particular, she writes that the objective of 

an interview using this technique is not to explain why an event like the Holocaust occurred, but 

to demonstrate the traumatising elements that an experience such as this leaves on a person' s life.9 

This is also relevant when considering how these testimonies are used within the exhibitions at the 

MHM and Yad Vashem, as the intention is to augment the visitors comprehension of the subject. 

During an interview that uses the use Shoah Foundation' s methods, the survivor is 

encouraged to peak about the events oftheir li es before, during, and after the War. This includes 

personal anecdotes, and speaking about their family , education, community, religious practices, 

experiences of antisemitism, and so on.10 This mean that a recorded testimony in its entirety is 

comprehensive, so that there is a full history of each survivor' s situation. With this method of 

recording a testimony, the different parts of a survivor' s narrative are organized into three 

categories: life before the war, life during the war, and life after the war. For example, this means 

that a survivor might talk about their schoolyard experiences of antisemitism in the first part of the 

8 "USC hoah Foundation", U C Shoah Foundation Website, acces ed May 29, 2019, https://sfi.usc.edu/. 
9 ora Golic, l es témoignage audiovisuels de sujets traumati ant : deux modèles, deux expertises, 25 . 
10 Ibid., 25 . 
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interview (life before the war), their experiences of living in a ghetto in the second part (life during 

the war) and emigration to Canada in the final part (life after the war). 11 At the end of the interview, 

survivors often will show photographs relating to their current lives, or elaborate on abjects they 

kept from these years and may have donated to a museum (as is the case of the MHM). These 

interviews are often filmed in the survivors ' homes, again to provide a sense of comfort and 

familiarity. Golic writes that it is the survivor who determines the date and location of these 

testimonies, with the Foundation' s methodology concentrating on the necessity for some amount 

of control on the survivors ' part. 12 

In addition, the recorded testimonies are not edited within the collection. That is to say, the 

videos that are within the collection are complete (including any pauses or repetition made by the 

sur ivor during the testimony process), though within exhibitions and pedagogical resources clips 

from these testimonies are used and thus are edited. 13 At both the MHM and Yad Vashem, the 

production process includes compiling a series of clips to create a ideo that demonstrates a wide 

variety of experiences (hearing from men and women, people who were younger and people who 

were older, etc.) as well as adding subtitles in various situations (French and English at MHM, 

Hebrew and English at Yad Vashem). Golic writes that the complete testimonies are housed on a 

digital system based in Los Angeles, Califomia, but that the central archives are at the United 

tates Holocaust Memorial Museum in Washington, D.C. , the Museum of Jewish History in ew 

York City, the Simon Wiesenthal Center in Los Angeles, and at Yad Vashem in Jerusalem. 14 The 

MHM's entire collection of testimony is also housed on this digital archive, as are several of the 

oral history projects made by the Concordia University Centre for Oral History and Digital 

Storytelling and projects lead by McGill niversity as well. 

The approaches to the use of testimony within these exhibitions are at once similar and 

different. One of the main similarities, however, is the effectiveness of these testimonies within 

their exhibitions. The primary question is whether or not these parts of the museums' collection 

enhance the isitor experience. In general, I would sa that the testimonies fulfill this need. As 

mentioned above, providing survivor testimony as part of a historical exhibition adds another layer 

11 Ibid., 25-26. 
12 Ibid. , 26-27. 
13 Ibid., 27-28. 
14 Ibid., 27-28. 
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to the experience, and personalizes it, so that a visit to the Holocaust Museum is not just about 

facts but about the people who lived through these experiences. 

Many of the testimonies in these exhibitions are also connected to artifacts in the museum 

(the survivors donated them, or their families did) and that means that hearing a testimony is a 

direct link to the objects on display, and that, in turn, makes the parallels between the historical 

facts presented and the human element of the exhibition even more apparent. This also makes the 

exhibition more interactive and user-friendly , and less like a classroom. Rather thanjust presenting 

facts and figures , the exhibition allows visitors to hear someone ' s personal history from the 

individual. In addition, this method shows visitors how they can share what they have learned; 

there are particular stories the visitors can tell and they can talk about specific people, rather than 

feeling like they need to remember exact numbers and fine details. 

While these museums display their testimony collections in different ways, one of the 

issues that arises is that this collection is presented in a manner that allows for these components 

to be bypassed in either exhibition. In the MHM, the visitor is responsible for activating the videos. 

Should they choose not to, the visitor could go through the entire exhibition without seeing any of 

the testimonies. At Yad Vashem, this is avoided by having the videos auto-playing on a loop. 

However, because the exhibition is so full of artifacts and videos, the visitor can become 

overwhelmed by amount of information. In addition to this, unlike at the MHM, the testimonies 

are not a place of pause within the exhibition. For the most part, visitors experience these 

testimonies and then continue on to the next display, and there is little time or space for reflection. 

This is partly because there are so many choices for listening to testimony at Y ad Vashem, and 

because the displays are largely in the midst of the exhibition (rather than set off to the sicle or 

within the exhibition but with somewhere to sit down) that it can feel overwhelming. At the MHM, 

man y of the testimony spaces pro vide space to sit and reflect or even just to stop in the exhibition. 

Finally, Y ad Vashem is designed so that there are two routes for visiting: "The long visit route 

which requires three or four hours, passes through all the galleries: visitors taking this route 

observe and engage with all the exhibitions, explanations, film-footage and artifacts. Those who 

prefer the shorter route can walk through the galleries without halting to observe more 

thoroughly." 15 It was not clear tome during my visits what this shorter route was, nor is this route 

15 Dorit Harel , Facts and Feelings: Dilemmas in Designing the Yad Vashem Holocaust History Museum, 26. 
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made apparent in any of the texts I have found, unless it is simply following the circuit laid out for 

the exhibition but not pausing in any of the rooms. It is also unclear to me, if this is the "shorter 

route" as described by Harel above, how a visitor is supposed to visit the exhibition without feeling 

disrespectful to the subject, should it not be possible for them to linger and pay attention to every 

detail. This is particularly true when it cornes to the testimonies as this shorter route relies on their 

exclusion, which means that an integral part of the transmission of this history is avoided. 

4.3 Conclusion 

Within these two museums, it is clear that survivor testimony is an essential component of 

the permanent exhibition. Through the voices of these survivors, history is brought to life for the 

visitors and it is possible to establish a clear connection with the artifacts on display, the facts 

presented, and with other resources visitors may have consulted prior to their museum visit. With 

these museums ' use of testimony outside of their exhibitions, such as through social media and 

pedagogical resources designed for the classroom, Yad Vashem and the MHM are underlining the 

importance of survivor testimony in learning about the events of the Holocaust. The efforts that 

are being made to continue this process, by means of recording testimony while survivors are still 

able to do so, provides the opportunity for the current means of transmission to evolve and adapt 

to different teaching styles and manners of presentation. 
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Conclusion 

My project demonstrates the usefulness and applications of testimony through the permanent 

exhibitions at the Yad Vashem Holocaust History Museum and at the Montreal Holocaust 

Museum. By concentrating on these specific case studies, I show a spectrum of use as both 

examples allow for an understanding of use within a larger museum and a smaller museum, as well 

as providing a comparative demonstration of exhibitions from the same era. 

In the first chapter, I presented a description of what testimony is and discussed how it is 

used within society more generally and within museums more specifically . As part of this 

discussion I illustrated the ways in which Holocaust Museums work as the quintessential example 

of using testimony within museum exhibitions. In addition, I discussed how using testimony in 

this way is an effective means of transmitting the history and the mission of a museum by adding 

a human element to the exhibition. This was a necessary first step for this project as it provides a 

foundation for the rest of my discussion. 

By establishing this basis in the theory of how testimony is used within the context of a 

Holocaust Museum, I was then able to introduce my two case studies, the Montreal Holocaust 

Museum and Y ad Vashem. I presented the history, mission, and organization of each museum, as 

well as a detailed description of the architecture and the contents of the permanent exhibitions and 

pedagogical tools. In the case of the Montreal Holocaust Museum, I also present the audio guide 

application which provides further information on the permanent exhibition by means of including 

objects within the collection but not on display, as well as recorded testimony collected by the 

Museum. The application has three potential routes, which I discussed in detail. As this application 

functions as a catalogue for the Montreal Holocaust Museum as well as an audio guide, I consulted 

it in a similar way as I did the printed catalogues provided by Y ad Vashem. 

In my final chapter, I compare the two case studies and provide detailed analysis of how 

testimony is used within both of these exhibitions and within the respective museums more 

generally . I also analysed the manners of use within these two museums, as the exhibitions are of 

different sizes and this means they use and present testimony qui te differently. While both 

museums agree on the importance of hearing the Holocaust narrative through the voices of 

survivors, the manner of transmitting these testimonies differs in each exhibition. I discussed how 

63 



the differences appear in presentation (with videos playing on a continuous loop or needing 

activation from the visitor) and the differences in presentation of theme (while both are 

chronological, larger exhibition space makes it possible to display more detail on specific historical 

event , while in other cases the exhibition focuses more on the local community and presents the 

narrative through that lens). Amidst these differences, however there are also similarities between 

the two that allow for some understanding ofhow integral recorded testimony is to the transmission 

of this history. These differences are important as they show the variety of ways in which testimony 

can be and is used by Holocaust museums in two different contexts. Thi means there is not only 

one ay to present this type of historical narrati e and that the method can be adapted to fit 

different audiences. At their most basic, these methods serve to create connections between the 

historical narrative and the artefacts on display. But the use of recorded testimony also provides 

an opportunity to connect with the subjects in a more persona! way, particularly when it is included 

as part of the pedagogical tools or outreach programs supplied by a museum. By taking the history 

beyond the facts and figures that could be taught in a clas room, using recorded testimony reminds 

viewers and students that history was made by living people, and they each have a story. 

The goal of this project was not to establish whether one case study used testimony in a 

more effective way than the other. Rather, the objective was to display the variety ofways in which 

testimony is used within Holocaust museums. By using these museums as examples, it is my hope 

that further work will be done regarding testimony within permanent exhibitions in all manner of 

memorial museum, not just ones relating to the Holocaust. By working to preserve the personal 

narratives and histories of survivors of various traumas, as well using personal narratives in 

effective and creati e ways, the educational value of these accounts can grow. This will also be 

the case as survivors are no longer able to tell their histories personally, and museums will have to 

find alternative methods for presenting their subjects. 
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Appendix 1 : Montreal Holocaust Museum Floor Plan 
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Appendix 3: Ahad Ha' am quote, presented as part of the Montreal Holocaust Museum' s 
Permanent Exhibition, photograph my own 

/ lus que les ]11~fi 11 '011t 
obscrPt' le .~IJ11bbnt c't.rt 
le %n bbn t q 11 i n prést n1é 
les ]11 ~fs 

" for· t/;1111 the ]c1ps 
ob~cr11cd hablmt habbat 
pns ri cd the J ews" 

D'ï7JIJ.9?j J7.J 1Jl7 D~i7 
" 
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Appendix 4: Mendele Mocher Seforim quote, presented as part of the Montreal Holocaust 
Museum' s Permanent Exhibition, photograph my own 

I a fi ·1 ll11lt /c stt 
1 ic . l' 01ttc la 

tt nme du Juif 
I 

11r1 '1 oc fa mil_ ' is tbe 11 ho/ 
lifi and soul of a ]en , 

]1. _,J r N 7J> .VJ 
? V 1J1 
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Appendix 5: screen shots from the MHM' s application 

,111 Koodo -:-

--
8:58 PM 64%CD ,Ill Koodo -:-

c:::J ••• ••• 
---

8:58 PM 

Left: screen Shot of the title screen for tour 1 Life Staries: 
Holocaust Survivors in MontreaZ. Right: screen shot of the 
title creen for tour 2 Children and Teenagers during the 
Holocaust 
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64%-I)• 

c::::::J 
••• ••• 



olll Koodo -;- 8 :58 PM 64% 

c::::::J ... ... 
D• .,11 Koodo -;-

KEYPAD 

8 :58 PM 

Please enter a stop number 

.111 Koodo 

1 2 

4 5 

7 8 

Top left: screen shot of title creen for tour 3, Deconstructing 
Genocide; Top right: screen hot of the stop number selection 
process; Bottom left: screen shot of stop list for Life Starie · 
Bottom right: screen shot of top list for Children and Teenager 

Q. Search 

Introduction 

New immigrants 
to Canada 

Introduction 

Joyful holidays 

3 

6 

9 

64% 

X 

64% 

c::::::J 

201 

Antisemitism at school 

Antisemitic 
stereotypes ,n Europe 

Presidential elections 
,n r.::orm::,n\/ 

•- LIST SALON 
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Youth propaganda 

LIST SALON 
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Appendix 6: Graph showing numbers for Canadian Immigration between 1900-1939 
presented as part of the Montreal Holocaust Museum' s Permanent Exhibition, photograph my 
own 
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Appendix 7: Yad Vashem Page of Testimony 

Page of e imo , 
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Appendix 8: Photographs (by author) of the Montreal Holocaust Museum 
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Appendix 9: Photographs of Yad Vashem 

Top: a view of the closed end of the Holocaust 
History Museum, photograph my own· 
Bottom: a view of the interior of the 
Holocaust History Museum, photograph my 
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Top: image of the 
opening exhibition space 
at the Holocau t History 
Museum and the Klooga 
camp, photograph from: 
https://www.yad ashem. 
org/museum/holocaust-
history-
m useum/ gall eri es/the-
worl d-that-was .html; 
Bottom: image of the 
ghetto room wi th the 
rebuilt treet, photograph 
from: 
https: //www.yad ashem. 
org/museum/holocaust-
history-
m useum/ gal 1 eri es/betwee 
n-walls-and-fences.html 
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testimony spot, 
photograph from: 
https://www.yadvash 
em.org/museum/holo 
caust-history-
museum/ galleries/ma 
ss-murder.html; 
Bottom: testimony 
location from the 
Eighth zone, 
photograph from: 
https://www.yad ash 
em.org/museum/holo 
caust-history-
museum/ galleries/the 
-last-jews.html 



Image of a testimon location from the ninth zone relating to the DP camps, 
photograph from https://www.yadvashem.org/museum/holocaust-history-
museum/galleries/return-to-life .html 
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