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Introduction


Against the “Flickering Magic”

With the outbreak of war, the Ministry of Propaganda placed new demands on the film industry. In an all-out campaign, the war newsreel was declared to be the model, and the “flickering magic” was to come to an end. As a result, the share of explicit propaganda films increased significantly in the early years of the war. The initially improvised war newsreel developed into a closed form by 1940. The material used by the propaganda companies also fed three feature-length compilation films: Feldzug in Polen (Campaign in Poland, GER 1940, Director: Fritz Hippler), Feuertaufe (Baptism of Fire, GER 1940, Director: Hans Bertram), and Sieg im Westen (Victory in the West, GER 1941, Directors: Svend Noldan et al.). War films such as U-Boote westwärts (U-Boat, Course West!, GER 1940, Director: Günther Rittau), Kampfgeschwader Lützow (Battle Squadron Lützow, GER 1941, Director: Hans Bertram), and Stukas (GER 1941, Director: Karl Ritter) staged and heroized the various branches of the armed forces.


[image: ]


1 Sieg im Westen

GER 1941, Directors: Svend Noldan, Fritz Brunsch, Werner Kortwich, Edmund Smith

Façade decoration for the premiere at the Ufa-Palast am Zoo, Berlin





Feature films met the requirement to fulfill “journalistic”—or rather, propagandistic—functions in various ways. Goebbels demanded and received anti-British, anti-Polish, and anti-Semitic films—and after the invasion of the Soviet Union, also anti-Soviet films, which had briefly disappeared from the program after the so-called Hitler-Stalin Pact. The lavishly produced film Ohm Krüger (Uncle Krüger, GER 1941, Director: Hans Steinhoff), for example, glorified the Boer president in his fight against the British. Feinde (Enemies, GER 1940, Director: Viktor Tourjansky) and Heimkehr (Homecoming, GER 1941, Director: Gustav Ucicky) were directed against Poland. The wave of anti-Semitic works began with Die Rothschilds (The Rothschilds, GER 1940, Director: Erich Waschneck) and culminated in the feature film Jud Süẞ (Jew Suss, GER 1940, Director: Veit Harlan) and in the supposedly documentary film Der ewige Jude (The Eternal Jew, GER 1940, Director: Fritz Hippler). These films imputed to the opponents and victims of the war of extermination the kind of crimes that had actually been committed by the Germans since the invasion of Poland.

Highly successful works such as Wunschkonzert (Request Concert, GER 1940, Director: Eduard von Borsody) and Die groẞe Liebe (The Great Love, GER 1942, Director: Rolf Hansen) evoked the unity of front and homeland. Historical films focused on “great men” and their struggles as an example for the present. The perspective had to be contemporary, and titles such as Bismarck (GER 1940, Director: Wolfgang Liebeneiner) and Der groẞe König (The Great King, GER 1943, Director: Veit Harlan) achieved this.




Change of Direction

With the end of the “Blitzkrieg,” at the latest with the surrender of the German 6th Army at Stalingrad on February 2, 1943, a change in production strategy seemed inevitable to Goebbels. Overtly propagandistic films became rarer, although entertainment films continued to contain subliminal messages, such as Veit Harlan’s Die goldene Stadt (The Golden City, GER 1942) with its denunciation of supposedly Czech figures. It was one of the biggest audience successes of Nazi cinema. These also included revue and operetta films such as Der weiẞe Traum (The White Dream, GER 1943, Director: Géza von Cziffra), Wiener Blut (Vienna Blood, GER 1942, Director: Willi Forst), and Die Frau meiner Träume (The Woman of My Dreams, GER 1944, Director: Georg Jacoby). The comedy Die Feuerzangenbowle (The Punch Bowl, GER 1944, Director: Helmut Weiss) was particularly popular, as was the melodrama Damals (At That Time, GER 1943, Director: Rolf Hansen) and Ufa’s anniversary film Münchhausen (The Adventures of Baron Munchausen, GER 1943, Director: Josef von Baky), which featured numerous stars, impressive animated sequences, and Agfacolor.
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2 Wunschkonzert

GER 1940, Director: Eduard von Borsody

Poster: B. Arndt
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3 The ruins of the Ufa-Palast am Zoo, Berlin, 1947–48








Decline in Production, Record Attendances

Ufa-Film GmbH (Ufi) was founded on January 10, 1942. This holding company brought together all the major production and distribution companies. The centralization was intended to achieve coordination and overall control of production. The aim was also to reduce costs while completing a sufficient number of films. This failed, however: production costs remained high, and only seventy-eight feature films were produced in 1943 and only sixty-four in 1944. In 1939, on the other hand, more than one hundred German films had been released, a number not even approached in any year of the war. Due to the war, foreign titles were also largely absent from the selection. Nevertheless, the number of cinemagoers increased. While 250 million tickets were sold in 1934–35, the number of admissions rose to over one billion in 1942–43 and 1943–44. This was only partly due to the expanded audience base resulting from the war of conquest; even in the territory of Germany within the borders of 1937, there were still over 800 million admissions per year. There are several reasons for the phenomenon of larger audiences with fewer films on offer. Compared to the early years of the dictatorship, more people could afford to go to the cinema. With the reduced consumer offerings during the war years, there tended to be fewer alternatives to film. At the same time, the average number of admissions increased—more people went to the cinema, and they went more often than before.
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4 Die Mörder sind unter uns

GER (East) 1946, Director: Wolfgang Staudte

During shooting: Wolfgang Staudte (center, with raised arm) and the lead actress, Hildegard Knef (opposite him)

Set photograph





The German film industry achieved dominance in the conquered territories—according to Goebbels, less through its own strength than through the advance of the Wehrmacht. The Barrandov studios in Prague, among the most modern of their kind, were used for German productions; and in Paris, the officially French but German-controlled company Continental Films, headed by Alfred Greven, was established.




The Last Film Productions

In the last year of the war, films that were considered pessimistic were no longer shown. Helmut Käutner’s Groẞe Freiheit Nr. 7 (Great Freedom No. 7, GER 1944) was only allowed to be screened abroad, while Via Mala by Josef von Baky, shot in 1944, was banned in March 1945 and only premiered in Zurich in 1946. The light and poetic Unter den Brücken (Under the Bridges), also by Helmut Käutner, which seemed to be stealing away from its time of origin, passed the censors in March 1945, but was never shown in Nazi Germany and premiered at the Locarno Film Festival in 1946. Erich Kästner later described a special “film production”: in Mayrhofen in Tyrol, under the direction of Harald Braun, a team worked on a film titled Das gestohlene Gesicht in as-if mode: there was no more film material, and the goal was to stay away from the war—a survival strategy. On the other hand, Veit Harlan’s film Kolberg (Burning Hearts), produced without regard to cost or resources, was able to celebrate its premiere on January 30, 1945: in the “Atlantic fortress” of La Rochelle, where German submarines were stationed, and in Berlin’s Tauentzienpalast and U.T. Alexanderplatz. The magnificent Ufa-Palast am Zoo was no longer available; like many other cinemas, it had already been bombed and destroyed. The theaters that were still intact offered a certain substitute—their operations had been suspended on September 1, 1944.




Continuities and New Beginnings

The unconditional surrender brought victory to the Allies, who were only initially able to agree on a common policy. The competition between systems and the beginning of the Cold War also divided Germany into East and West. The fact that the capitulation also meant that the Germans had been liberated from the Nazi dictatorship was something they only accepted late and hesitantly. Film production was completely shut down and could only be resumed with a license from one of the occupying powers. However, the remaining cinemas soon began to show films again. Films produced by the sector powers’ own productions were offered, supplemented by screenings of older German films. Films with nationalistic, militaristic, or openly Nazi statements remained banned, although this categorization was subject to change both in the respective zone and over the course of time. An early list from the British zone included 312 such titles out of a total of about 1,000 feature films produced during the Nazi era.
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5 Morituri

GER (West) 1948, Director: Eugen York

Poster: Zwierzchowski/Stengel





In the first years after the war, various companies began production with licenses from the respective Allied powers. The beginning was marked by the founding of DEFA in the Soviet zone on May 17, 1946, with its production site in Babelsberg. It remained the central production company there until the end of the GDR. Its first film was Wolfgang Staudte’s Die Mörder sind unter uns (Murderers Among Us), which premiered on October 15, 1946, followed only three days later by Gerhard Lamprecht’s Irgendwo in Berlin (Somewhere in Berlin), another DEFA-produced Trümmerfilm (literally: “rubble film,” a term used for movies made shortly after the end of the war and usually set in ruins).
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6 The Arriflex II handheld camera, built from 1941 on, serial number: 1381

Successor model to the first SLR film camera built since 1937

Film format: 35 mm

Manufacturer: Arnold & Richter, Munich





The western occupation zones lacked a studio complex comparable to Babelsberg. Production facilities were set up at various regional locations. Artur Brauner founded CCC-Film on September 16, 1946, and established his studios in Spandau. With the film Morituri (GER [West] 1948, Director: Eugen York), Brauner combined a personal concern: for the first time, a German feature film dealt with the horror of a concentration camp. Filmaufbau GmbH, headed by Hans Abich, Rolf Thiele, and Friedrich Böhmecke, began work in Göttingen on October 12, 1946. In the small town of Bendestorf near Hamburg, Rolf Meyer’s Junge Film-Union began operations on April 1, 1947; in Hamburg, the Real-Film GmbH of Gyula Trebitsch and Walter Koppel on January 10, 1947; and in Unterföhring near Munich, the neue deutsche Filmgesellschaft (ndF) of Harald Braun, Jacob Geis, and Wolf Schwarz on August 13, 1947. By the end of 1949, however, a total of just over 120 films had been produced, twenty-six of them by DEFA. The share of pure entertainment clearly outweighed works critical of the times or attempts to come to terms with the past.

With the entry into force of the Basic Law for the Federal Republic of Germany on May 24, 1949, the election of the first German Bundestag on August 24, and the founding of the GDR on October 7 of the same year, the division of Germany became a state reality. Despite various opportunities for exchange, the development of film in the two German states took different, often diametrically opposed paths. Filmmakers from both sides rarely met along the way. rr
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7 Irgendwo in Berlin

GER 1946, Director: Gerhard Lamprecht

During a break in shooting: Gerhard Lamprecht (left) with the young actors; next to him: Charles Knetschke

Set photograph

Gerhard Lamprecht Archive











Anti-Semitic Infamy: Veit Harlan’s Jud Süẞ

Even before the war began with the invasion of Poland, the plan for an explicitly anti-Semitic feature film was born. The first draft came from Peter Paul Brauer, then head of production at Terra Film. Goebbels approved neither this version nor the one by the Nazi author Eberhard Wolfgang Möller, who worked as a theater consultant in the Ministry of Propaganda, though the latter draft had initially been viewed favorably. It was not until Veit Harlan took over the project in late 1939 that the minister was fully satisfied. He noted in his diary on December 5, 1939, that Harlan had now “revised the script magnificently.”
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1 Jud Süẞ

GER 1940, Director: Veit Harlan

During shooting: Veit Harlan (front left), the cameraman Bruno Mondi (left, behind the camera), the cameraman Erich Grohmann (center), the actor Theodor Loos (2nd from right), and the actress Kristina Söderbaum (right)

Set photograph





The director changed Möller’s conception by making the role of Süß Oppenheimer more multifaceted and less simple. At the same time, he portrayed him as an unscrupulous man of power, a rapist, and a murderer. Harlan’s aim was not to rework (and make more anti-Semitic) Wilhelm Hauff’s novella of the same name, but to distance himself fundamentally from the original. His version activates anti-Semitic resentments on a massive scale: Oppenheimer systematically plunders the Swabian population; his policies force the lifting of the Judenbann (ban on Jews) for Stuttgart. His entry into the city is staged in the film as an enemy invasion. Faced with growing dissatisfaction with the regime for which he is responsible, Oppenheimer incites the duke to take up arms against his own subjects and rapes a young woman, who then commits suicide. She is played by Harlan’s wife, Kristina Söderbaum—a role that had been rather insignificant in the earlier version of the script. The director relied on tried and tested patterns and clichés, casting well-known actors such as Heinrich George and Ferdinand Marian, and providing an emotional story.
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2 Jud Süẞ

GER 1940, Director: Veit Harlan

During shooting: Werner Krauß (left) and Ferdinand Marian (center)

Set photograph





The perfidious plan worked. More than twenty million people saw the inflammatory film, making it one of the biggest box-office successes of Nazi cinema. According to reports from the Security Service of the Reichsführer SS, there were repeated “open demonstrations against Judaism” at screenings. Heinrich Himmler recognized the potential of this feature film, which offered murderous anti-Semitism as cinematic entertainment, and ordered that it be shown to all members of the SS, as well as to concentration camp guards.
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3 Jud Süẞ, GER 1940, Director: Veit Harlan

Aktuarius Faber (Malte Jaeger, center) with his fiancée Dorothea (Kristina Söderbaum) on his arm, film still





After the war, Veit Harlan claimed that he had been forced to cooperate against his stated opposition. However, Goebbels’s diaries and other files attest to Harlan’s dedicated work on the film. The fact that Ferdinand Marian, like other colleagues before him, was initially reluctant to take on the role of Jud Süß Oppenheimer is documented in Goebbels’s diary.

Harlan was put on trial after the war ended. The accusation was that the film was a crime against humanity because it obviously incited racial hatred. However, the director was acquitted in two trials and continued his career in West Germany. Decades later, Horst Königstein (Jud Süẞ – Ein Film als Verbrechen?, GER 2001) and Oskar Roehler (Jud Süẞ – Film ohne Gewissen, Jew Suss: Rise and Fall, GER 2010) revisited the Harlan case on film. rr





Film Posters of the 1940s
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1 Ein Mann auf Abwegen

GER 1940, Director: Herbert Selpin

Hans Albers as John Percival Patterson, poster: Siegfried Trieb
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2 Quax, der Bruchpilot

GER 1941, Director: Kurt Hoffmann

Heinz Rühmann as Otto “Quax” Groschenbügel






[image: ]


3 Lache Bajazzo

GER 1943, Director: Leopold Hainisch

Paul Hörbiger as Canio, poster: Georg Tscherepoff
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4 Peter Voss, der Millionendieb

GER 1946, Director: Karl Anton

Viktor de Kowa as the procurator Peter Voss, poster: Stöver
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5 Opfergang

GER 1944, Director: Veit Harlan

Kristina Söderbaum as Aels (front)
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6 Die letzte Nacht

GER (West) 1949, Director: Eugen York

pSybille Schmitz as Renée Meurier






[image: ]


7 Das verlorene Gesicht

GER (West) 1949, Director: Kurt Hoffmann

Marianne Hoppe as Johanna Stegen
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8 Verspieltes Leben

FRG 1949, Director: Kurt Meisel

Brigitte Horney as Ulyssa von Siebenmühlen
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