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1930–1939




Introduction


The Great Depression

The global economic crisis triggered by the crash of the New York Stock Exchange hit Germany with a vengeance in 1930. Banks became insolvent, savers panicked and tried to withdraw their deposits, industrial production fell, and unemployment, already at nearly 10 percent by the end of 1929, rose to over 30 percent in 1932. The austerity policies of the Brüning government did not improve the situation, but rather contributed to the impoverishment of large sections of the population by cutting public sector salaries and social and unemployment benefits. The German film industry was hit by the crisis in the midst of the transition to the new sound film technology, which required substantial new investments in both production and cinemas. At the same time, the number of moviegoers dropped from 290 million in 1930–31 to 238 million in 1932–33. A number of companies went out of business, including Münchner Lichtspielkunst AG (Emelka) with its studios in Geiselgasteig in 1932. Shortly thereafter, Bavaria Film AG emerged from the bankruptcy estate. The essential sound film technology made production considerably more expensive due to the patent licenses required. In this threatening situation, cinemas tried to retain their audiences with Zweischlager programs—two films per screening—and reduced admission prices. Nevertheless, gross revenues dropped from 243.9 million to 176.3 million Reichsmarks between 1930–31 and 1933–34. It was not until the 1936–37 season that the pre-crisis level was once again exceeded.
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1 Ich bei Tag und Du bei Nacht

GER 1932, Director: Ludwig Berger

Grete (Käthe von Nagy), film still








New Tones

Initially greeted with great skepticism by film critics, the sound film quickly became the standard among audiences. The early days were marked by fears that the new technology would lead to aesthetic losses, such as the camera’s limited mobility, the dominance of dialogue, and the obligatory music and singing. Many of the early talkies actually looked like filmed theater until the new medium was better understood. Hans Albers became famous for his casual pronunciation, which suited sound film better than the stage tradition of recitation. This soon led to films that responded sensitively and imaginatively to the new possibilities. The sound film operetta was the dominant genre of the early years. Ufa, in particular, enjoyed box-office success with productions such as Die Drei von der Tankstelle (Three from the Filling Station, GER 1930, Director: Wilhelm Thiele) and Der Kongreẞ tanzt (Congress Dances, GER 1931, Director: Erik Charell). In contrast, Nero-Film, headed by Seymour Nebenzahl, focused on realistic films and renowned directors. Films such as Fritz Lang’s M (GER 1931) and G. W. Pabst’s Westfront 1918 (GER 1930) set standards and became classics. With Kuhle Wampe oder Wem gehört die Welt? (Kuhle Wampe or Who Owns the World?, GER 1932), Slatan Dudow also used the new technology for a socially critical film, with music by Hanns Eisler. The fierce political conflicts of the last years of the Weimar Republic also affected the cinema. The Berlin Gauleiter, Joseph Goebbels, waged a brutal campaign against the American film adaptation of Erich Maria Remarque’s bestseller Im Westen nichts Neues (1928). Screenings of All Quiet on the Western Front (USA 1930, Director: Lewis Milestone) were sabotaged, and the film was temporarily banned. Kuhle Wampe also became a case of censorship. In contrast, liberal-minded film critics criticized nationalist films such as Das Flötenkonzert von Sanssouci (The Flute Concert of Sans-Souci, GER 1930, Director: Gustav Ucicky) as an attack on democracy.





Dictatorship

On January 30, 1933, Germany’s first democracy came to an end. The National Socialist-led Reich government under Adolf Hitler installed the Nazi dictatorship. The terror of the SA, the persecution of political dissidents, the exclusion of German Jews, the banning first of the Communist Party of Germany (KPD) and the Social Democratic Party of Germany (SPD), and eventually of all parties, demonstrated the totalitarian claim. Joseph Goebbels took over the newly created Reich Ministry for Public Enlightenment and Propaganda (March 13, 1933). The rapid transformation of the entire film production toward the most uniform Nazi film possible began. The Filmkreditbank, founded on June 1, 1933, was intended to improve financing. At the same time, this measure, which initially met the wishes of the industry, made it possible to control all submitted projects. Membership in the Reich Film Chamber (July 14, 1933) became a prerequisite for any activity in the German film industry—Jewish Germans were excluded. The new version of the Film Act now included the violation of “National Socialist sentiment” as a reason for prohibition and installed a Reichsfilmdramaturg (the Reich’s dramatic adviser for films) to review the mandatorily submitted scripts. These measures were aimed at bringing the entire film industry into line and controlling as much of it as possible. As a result, the industry became increasingly concentrated.
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2 Kuhle Wampe oder Wem gehört die Welt?

GER 1932, Director: Slatan Dudow

Fritz (Ernst Busch) and Anni Bönike (Hertha Thiele)

Film still








Nationalization

Despite a gradual increase in attendance, the economic situation of the film industry remained precarious. Ufa’s production division, as well as that of Tobis AG, suffered heavy losses. These losses could only be offset by other economic activities—in the case of Ufa by the group’s own cinemas and studios, and in the case of Tobis through patent licenses. In the mid-1930s, Cautio Treuhand GmbH, headed by Max Winkler and acting on behalf of the Ministry of Propaganda, arranged the covert nationalization of the film industry. In 1937, the four largest companies—Ufa, Tobis, Bavaria, and Terra—were nationalized. However, this was hidden from the public. There was also a concentration of a few players among the distributors. Smaller independent production companies continued to work, however, often on behalf of the large corporations. Some of these companies remained active well into the 1940s. However, the dominance of the four largest companies was highly conspicuous.
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3 Morgenrot

GER 1933, Director: Gustav Ucicky

Berlin premiere of the film at the Ufa-Palast am Zoo on February 2, 1933

From left to right: Alfred Hugenberg, Adolf Hitler, Franz von Papen








Exile

The work bans for Jewish employees in the film industry took effect immediately after Goebbels’s first speech to representatives of the film industry. The following day, March 29, 1933, the Ufa board of directors decided to terminate numerous contracts with prominent Jewish artists. Among them were the producer Erich Pommer, the directors Erik Charell and Ludwig Berger, the writer Robert Liebmann, and the composer Werner Richard Heymann—the creative forces that were largely responsible for the great success of the Ufa sound film operettas. After 1933, this genre disappeared from the cinemas. Ufa was not alone in making redundancies; for those dismissed, exile was often the only way out. More than 2,000 individuals who had previously worked in the German film industry were forced to leave the country. Those who had initially fled to Austria were once again deprived of their jobs after the country’s annexation by the German Reich. Professional opportunities in forced exile varied greatly. Some artists were able to continue their careers successfully. Many others, however, were unable to build on their earlier successes and had to survive under extremely difficult conditions.
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4 Komedie om geld

NLD 1936, Director: Max Ophüls

The film crew

Set photograph








Genres, Stars, Contradictions

During the Nazi era, revue films flourished, with stars such as Marika Rökk, La Jana, Johannes Heesters, and Viktor Staal. Numerous supposedly apolitical films fascinated audiences, including melodramas with Zarah Leander or Kristina Söderbaum, adventure films with Hans Albers, and comedies with Heinz Rühmann or Hans Moser. What remained rare, however, were aesthetically outstanding titles by directors such as Helmut Käutner, Peter Pewas, Frank Wysbar, and Werner Hochbaum. The newsreels, which were brought into line with Nazi policies, presented embellished images and became an effective propaganda tool with the outbreak of the war. Full-length documentary films presented an ideologically colored image, including Leni Riefenstahl’s party congress films, as well as her Olympic films. The Kulturfilme (cultural films) in the supporting program and the advertising films were considered comparatively experimental, but both also contributed to the dissemination of politically acceptable imagery. Overall, the control of film proved to be effective, and only very few works were banned: pre-censorship ensured that the subversive hardly ever emerged—or only appeared in very clever stagings. Outsiders such as Willy Zielke or—before they emigrated—Reinhold Schünzel, Detlef Sierck, and Oskar Fischinger introduced unusual perspectives in terms of form and narrative. Film under National Socialism, which was to be brought into line through various measures, could not completely prevent ambivalence in the stories or characterizations, but it could minimize it. In addition, success with the public remained a constant demand of Nazi policies, so that contradictory currents coexisted.


[image: ]


5 Amphitryon

GER 1935, Director: Reinhold Schünzel

Photo: Horst von Harbou

Film still
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6 Morgen beginnt das Leben

GER 1933, Director: Werner Hochbaum

Robert (Erich Haußmann)

Film still





After the pogroms of November 9, 1938, Jewish German citizens were barred from going to the cinema: a further step in the disenfranchisement and persecution to which they had been subjected even before the outbreak of the war and the policy of extermination. Beyond the seemingly dominant entertainment films, the supporting program already included inflammatory films against everything that was to be marginalized and denounced, namely against Jews, people with disabilities, the enemy abroad, alleged coup plots, supposed American or Soviet threats, “degenerate art,” and “foreign” influences. rr
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7 Kapriolen

GER 1937, Director: Gustaf Gründgens

Mabel Atkinson (Marianne Hoppe)

Film still











The First Sound Films

The term “silent film,” which is taken for granted today, only came into being with the advent of talkies and wrongly implies that films were shown in silence before the introduction of “sound film.” In fact, since the early days of cinematography, films were accompanied by music, often also by so-called film narrators, and have always been an audiovisual Gesamtkunstwerk. In the years before 1910, “sound pictures” were in vogue, in which hits from operas, operettas, and revues were shown using a device that combined a gramophone and a film projector: the music clips of the imperial era, so to speak. The sound film as we know it today, which quickly established itself in German cinemas in the 1929–30 season, soon brought forth the beginnings of a sound design that is taken for granted today: actors spoke or sang, their voices embedded in a mix of sounds and music that was not necessarily always congruent with the image but could also contrast or contradict it. Cinema bandleaders became film composers, whose accompanying music henceforth resounded unchangingly at every screening because it was fixed on the filmstrip.
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1 Die Drei von der Tankstelle

GER 1930, Director: Wilhelm Thiele

During shooting: Wilhelm Thiele (center), set photograph, Carl Winston Archive





The introduction of sound film was a sensation (“Garbo talks!”), but it was also controversial because it meant an existential crisis for the musicians who had previously “illustrated” the films—as piano players in small suburban cinemas or as highly professional ensemble members of the large orchestras in the film palaces, where glamorous premieres were social events on a par with an evening at the opera. Film theorists lamented the demise of the silent film, which relied on montage and expressive acting, and feared the monotonous sound films that would replace it. In reality, however, the sound film operetta soon emerged in Germany as a genre that effortlessly combined enormous audience appeal with formal and musical innovation. The film Die Drei von der Tankstelle (Three from the Filling Station, GER 1930) embodies the ability of the new film form to combine comic acting by the protagonists with intimate singing scenes and great revue numbers in an almost exemplary way, without ever asking “where the music comes from when two people in a car suddenly start singing to excellent orchestral music,” as the director Wilhelm Thiele wrote in the magazine Film-Kurier in 1930. In a very different way, Robert Siodmak’s first sound film, Abschied (So sind die Menschen) (Farewell, GER 1930), demonstrates the possibilities offered by the combination of image and sound recording to achieve poetic and truthful effects in a chamber-drama-like production that would be unthinkable without a soundtrack. The film takes us to a typical Berlin boarding house floor as described by Christopher Isherwood: a corridor connects the poorly insulated rooms, the landlady keeps a watchful eye on propriety, and there is a constantly busy telephone that everyone has to share. Among the tenants are penniless Russian émigrés, American revue dancers, and a pianist whose practice can be heard throughout, sometimes louder, sometimes quieter. And in the middle of it all, a pair of lovers who are separated by an unfortunate misunderstanding. In the midst of the turbulent action, the film allows itself a wonderful moment of calm with an invisible love scene: in the darkened room, we see a cigarette smoldering in real time, a few whispered words and a few piano chords from the next room are enough, and everything is said. This proved that the sound film could do everything that the silent film had long been able to do—but that it was at least one dimension richer.
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2 Abschied (So sind die Menschen)

GER 1930, Director: Robert Siodmak

Bogdanoff (Konstantin Mic, right), film still





Both films were produced by Universum Film-A.G. (Ufa), which had responded to the introduction of sound film in the United States in 1927 by building the most modern recording studio in Europe, known as the “Tonkreuz” (Sound Cross). Consisting of four halls, it went into operation in 1929 and is still in use today. mko
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3 Ich küsse Ihre Hand, Madame, GER 1929, Director: Robert Land

Record with music from the film (“Tango Song”), music: Ralph Erwin, lyrics: Fritz Rotter, vocals: Richard Tauber
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4 Lilian Harvey and Willy Fritsch during a radio broadcast of their hit songs under the title “Die zwei von der Tankstelle,” 1932









Der blaue Engel: Marlene Dietrich’s Path to Stardom

Today, Der blaue Engel (The Blue Angel, GER 1930, Director: Josef von Sternberg) is best known as the film that launched the career of the Berlin-born international star Marlene Dietrich. The Babelsberg-based Ufa Group saw the production as a prestige project to market the new sound film technology. With the Hollywood director Josef von Sternberg at the helm, it was aimed at an international audience. The producer, Erich Pommer, was able to sign Emil Jannings, who had won the first Academy Award for Best Actor in Los Angeles in May 1929, to star in the film. Since dubbing was not technically possible until the mid-1930s, Der blaue Engel was shot on the same set in both German and English.
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1 Marlene Dietrich, 1933

Portrait photograph: Eugene Robert Richee

Marlene Dietrich Collection, Berlin





For the role of the bar singer Lola Lola, who drives the headmaster Rath, played by Jannings, crazy with her gentleman’s top hat and suspenders, Sternberg invited the young, still unknown Marlene Dietrich to audition. She had caught his eye on the stage of the Deutsches Theater in Berlin and had already appeared in silent films and a sound film operetta.
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2 Morocco

USA 1930, Director: Josef von Sternberg

The singer Amy Jolly (Marlene Dietrich) and Monsieur Le Bessiere (Adolphe Menjou)

Film still

Marlene Dietrich Collection, Berlin





To this day, the song “Ich bin von Kopf bis Fuß auf Liebe eingestellt,” written by Friedrich Hollaender for Der blaue Engel, is associated with Marlene Dietrich. It was also released in English on record as “Falling in Love Again (Can’t Help It)” and became an integral part of all of the actress and singer’s later concert performances.

Shortly after the film’s premiere, Marlene Dietrich was on her way to Hollywood. In six more films by Josef von Sternberg, she worked with the director to perfect every detail of her appearance. The choice of costume, the shoes, the characteristic make-up with the drawn-on eyebrows, the sophisticated lighting of her face—everything was deliberately planned. Through her film roles and public appearances, Marlene Dietrich became a fashion icon. She made clothes socially acceptable that had previously been reserved for men, and the wide-legged trousers she liked to wear were even named after her.
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3–7 Der Blaue Engel

GER 1930, Director: Josef von Sternberg

Test recordings that were long considered lost and were only found again after Marlene Dietrich’s death in 1992

Screenshots from the holdings of the Friedrich Wilhelm Murnau Foundation, Wiesbaden





In Josef von Sternberg’s Morocco (USA 1930), the play with non-conformity and gender boundaries, which had begun in Der blaue Engel, culminates in the first lesbian kiss in film history. As singer Amy Jolly, Marlene Dietrich kisses a woman in an elegant tailcoat and thus became an early queer idol. vt





Sports and the Cult of the Body

In the 1920s, sports became a mass phenomenon. This was also reflected in the media. Documentary films in particular showed and promoted sporting activities and the cult of the body: newsreels reported on competitions, and popular science documentaries propagated public health and gymnastics for all. Slatan Dudov’s Kuhle Wampe oder Wem gehört die Welt? (Kuhle Wampe or Who Owns the World?, GER 1932) integrated crowd shots of a workers’ sports festival with 4,000 participants into the plot. Boxing, which was still in its infancy and had been permitted in Germany since 1919, was particularly popular among all classes. Bertolt Brecht saw similarities between martial arts and acting.
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1 Liebe im Ring

GER 1930, Director: Reinhold Schünzel

Poster: Josef Fenneker

Josef Fenneker Archive





Max Schmeling became a media star at the latest when he became world champion in 1930. In the same year, he played his first leading role in Liebe im Ring (Love in the Ring, GER 1930, Director: Reinhold Schünzel), in which he also had to sing as a boxer. His fight was filmed dynamically, with the camera moving with the athletes and fragmenting their bodies, for example by showing only their feet, as seen in later cult films such as Rocky (USA 1976, Director: John G. Avildsen) and Raging Bull (USA 1980, Director: Martin Scorsese). In 1933, Schmeling married the actress Anny Ondra, with whom he starred in the sports comedy Knock-out. Ein junges Mädchen – ein junger Mann (GER 1935, Directors: Hans H. Zerlett and Carl Lamač). For the tabloid press, the two were a dream couple. The comedy Das Abenteuer einer schönen Frau (The Adventure of Thea Roland, GER 1932, Director: Hermann Kosterlitz) with Lil Dagover tells the story of a fashionable sculptress in search of expressive models who falls in love with an aspiring young boxer. The climax of each of these films is a central fight that decides the protagonist’s future career and happiness in love.
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2 Capriccio

GER 1938, Director: Karl Ritter

Madelone alias Don Juan de Casanova (Lilian Harvey, right), film still





In the films of the 1930s, however, sports were by no means reserved for men. In Géza von Bolváry’s sound film operetta Das Lied ist aus (The Song Is Ended, GER 1930), Liane Haid works out in her private gym on an exercise bike called the Velotrab. And in Karl Ritter’s Capriccio (GER 1938), Lilian Harvey, dressed as a man in a so-called “breeches role,” can be seen skillfully riding and fencing. One of the most famous athletic actresses was Leni Riefenstahl, who had already appeared in the fitness film Wege zu Kraft und Schönheit (Ways to Strength and Beauty, GER 1925, Directors: Wilhelm Prager and Nicholas Kaufmann). In several of Arnold Fanck’s mountain films, she performed her own stunts while skiing and climbing. As the director of the propagandistic documentary Olympia (Part 1: Fest der Völker, Festival of the Nations; Part 2: Fest der Schönheit, Festival of Beauty, GER 1938), she stylized the competitions in the service of National Socialism, transforming the 1920s ideals of the liberation of the body into a racially motivated cult of the body. kj
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3 Max Schmeling’s boxing gloves, 1935

Gift to Heinz Rühmann

Heinz Rühmann Archive
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4 Olympia. 1. Teil: Fest der Völker

GER 1938, Director: Leni Riefenstahl

During shooting: Leni Riefenstahl

Set photograph (detail)









Film Restoration (III/IV): Early Sound Films

When one hears the term “film restoration,” the first thing that comes to mind is the image in the film. And rightly so, as the image is the main focus of most films and therefore receives a great deal of attention during restoration. Sound, on the other hand, was for a long time a side issue; the focus was mainly on transferring it completely and without any noticeable loss of signal. Digitization has opened up new possibilities: today, special technology can be used to free the original sound signal from the traces of physical stress or inadequate copying processes and to reveal its original character, so that sound as an essential component of film can now receive the attention it deserves.
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1 Ariane

GER 1931, Director: Paul Czinner

Raw scan of the 35 mm nitrate copy with pin tones, scratches in the soundtrack, and triangular aperture glued to the optical soundtrack to prevent crackling





Early sound films, such as Ariane (GER 1931) by Paul Czinner and Kameradschaft (Comradeship, GER/FRA 1931) by Georg Wilhelm Pabst, pose a particular challenge to restorers. Both films were made using an early optical sound process based on the representation of sound as strips of varying degrees of blackness or density. This creates a soundtrack on the film that is visually reminiscent of a rung ladder. The quality of a pin tone depends largely on the quality of the transfer of the sound; each individual strip of the pins must be reproduced with the correct intensity. The state of preservation of the surviving film material is also crucial. The better these two factors are, the better the sound quality will be.
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2 Kameradschaft

GER/FRA 1931, Director: G. W. Pabst

Raw scan of the 35 mm nitrate duplicate positive, pin tones with superimposed surface damage





Special systems are used to digitize the pin tones. Properly operated, they can scan the sound signal in the best possible way, while at the same time preventing the creation of new interference noises—such as the transmission of frequencies that were not audible with the contemporary playback systems but can be made audible by poor digitization.

The restorations of Kameradschaft and Ariane, two projects of the Deutsche Kinemathek from 2014 and 2019 respectively, serve as examples to illustrate typical aspects of the restoration of early sound films. Ariane, Czinner’s first sound film, was restored at the Cinémathèque Suisse using two nitrate soundtrack copies with pin tones from the Praesens-Film AG collection. As with the image, the two copies were combined for the sound; depending on the scene, the copy with the better sound quality and more complete content served as the source material. The restoration of Kameradschaft was based primarily on a nitrate duplicate positive with pin tones from the British Film Institute National Archive.

In both cases, the sound exhibits characteristics that are often encountered when digitizing pin tones. Fluctuations in volume level, a lack of speech intelligibility, severe hissing and crackling, humming, distorted sounds, short interruptions in the sound signal, and intermittent noise characterize the sound image. Contemporary recording and sound editing methods also result in the frequent alternation of noise and spatial background noise, the so-called ambience. This makes the sound editing very noticeable.
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3 Kameradschaft

GER/FRA 1931, Director: G. W. Pabst

Raw scan of the 35 mm nitrate duplicate positive, pin tones with superimposed scratches





Sound restoration must be done with care during editing. Disturbing noises such as pops are usually caused by dirt and damage on the soundtrack and can be removed or reduced. Rumbles or pops need to be considered in a differentiated way. If they originate from the audio editing process, they should not be removed, but at most reduced. However, if they are caused by poor handling of the material or the technology used, they can and should be removed. Ambience changes caused by editing should be preserved, as they are a characteristic of the production. Another special challenge in the restoration of Ariane was the adaptation of the different sound sources, which differed strongly in terms of sound.

The sound itself sets some of the limits for editing. Too much intervention, such as the intensive reduction of noise or crackling, leads to the degradation of speech and music as well as the formation of digital artifacts, that is, newly generated damage in the sound signal, which must be avoided at all costs. Ultimately, the goal of sound restoration is not to distort the original character of the sound, but to make it possible to experience it again with all its production-related auditory characteristics. As with the restoration of the image, a film soundtrack from 1931 does not have to sound like new; it is fine to hear its age. jw





Fritz Lang’s Serial Killer Film M

Fritz Lang’s feature film M (GER 1931) is a suspenseful, sometimes shocking crime thriller and an innovative early sound film. It founded the genre of the serial killer film. In his works, the director repeatedly explored the relationship between the individual and society. He wanted to create “portraits of an era” that reflected reality.
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1 M

GER 1931, Director: Fritz Lang

Film still





As an avid newspaper reader, Fritz Lang followed the coverage of contemporary serial murders, such as the case of the child murderer Fritz Haarmann in Hannover in the mid-1920s and the arrest of the mass murderer Peter Kürten in Düsseldorf in 1930. Both series of murders were reflected in the screenplay for M, written by Fritz Lang’s wife Thea von Harbou in collaboration with him. The premiere of the film took place three weeks after Kürten’s conviction. However, the proximity to the real events brought the director criticism. The journalist and author Gabriele Tergit rejected M’s naturalism as populist and sadistic. In her opinion, the film appealed to base instincts and encouraged vigilantism and lynch law. This was particularly problematic in the context of the fierce debate on the death penalty at the time.
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2 M

GER 1931, Director: Fritz Lang

Hans Beckert (Peter Lorre)

Photo: Horst von Harbou

Film still





Lang called his film a “factual report”; together with his wife, he had researched the latest criminological investigative methods at the Criminal Investigation Department on Alexanderplatz. His detective Lohmann (Otto Wernicke) is modeled on Ernst Gennat, the head of the Berlin homicide squad at the time, who is now known again primarily through the series Babylon Berlin (GER 2017ff., Directors: Achim von Borries, Hendrik Handloegten, and Tom Tykwer). The film shows investigative techniques such as the creation of perpetrator profiles, the evaluation of fingerprints, and the use of graphological reports, which Gennat advocated.
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3 M

GER 1931, Director: Fritz Lang

During preparations for the shooting; from left to right: the sound engineer Adolf Jansen, Fritz Lang, the screenwriter Thea von Harbou, and the cameraman Fritz Arno Wagner

Photo: Horst von Harbou

Set photograph





Typical of Lang is the precise pre-planning of the film with the help of drawings. The film architect Emil Hasler did not create neutral set designs, but sketched sequences of images, taking into account the camera perspective, in which he already drew the actors—thus anticipating the later technique of the storyboard. For the leading actor Peter Lorre, who, like Lang, had grown up in Vienna and later emigrated to Hollywood, the film was his breakthrough. He shone in the role of the seemingly gentle, driven child murderer. At the same time, he was thus committed to the character of the psychopath, which he would later vary several times in exile. In 2019, a remake was made as a miniseries with Lars Eidinger, Gerhard Liebmann, and Sarah Viktoria Frick. kj
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4 M

GER 1931, Director: Fritz Lang

Set design: Emil Hasler

Emil Hasler Archive









Innovations at the Babelsberg Studio

Founded in 1912 by Deutsche Bioscop and initially equipped with two glass studios in the 1910s, the Babelsberg studio complex was heavily invested in after Ufa took over in the second half of the 1920s.
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1 The Babelsberg studio, 1933

The sound engineer’s mixing desk in the so-called control room, next to the telephone and signaling equipment

Portfolio from the holdings of Otto Kohtz
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2 The Babelsberg studio, 1933

“Wiener Straße,” from the Ufa music film Walzerkrieg (GER 1933, Director: Ludwig Berger)

Portfolio from the holdings of Otto Kohtz





In 1926, the architect Carl Stahl-Urach was responsible for the construction of the “Great Hall,” which had a closed façade and was designed for artificial lighting. With a length of 123.5 meters, a width of 56 meters, and a clear interior height of about 18 meters, this hall is still the largest building on the studio lot. It was converted for sound film in the early 1930s and is still used for filming today.
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3 The Babelsberg studio, 1933

Extras dressing room

Portfolio from the holdings of Otto Kohtz
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4 The Babelsberg studio, 1933

The sound film studios

Portfolio from the holdings of Otto Kohtz





Beginning in 1927, the Hugenberg Group, which was responsible for Ufa, consistently reorganized the production company along the lines of the American studio system and relied on the new sound film that had emerged toward the end of the 1920s. The Tonkreuz (Sound Cross) designed by the architect Otto Kohtz in 1929 was a symbol of the new era. Construction began on May 1, 1929, and the building was opened just five months later. It is divided into four recording halls arranged in the shape of a cross around a square atrium. Kohtz eschewed iron structures and had the windowless building constructed of brick. The result was a building designed to meet the new demands of parallel recording: background noise was reduced, and each of the four studio areas was equipped with its own sound mixing system—an elevated recording room for the sound engineer.
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5 The Babelsberg Film City

1938 architectural competition

Design sketch: Otto Kohtz

Bound portfolio, p. 9





After the Nazi seizure of power in 1933–34, the expansion of the studio grounds continued with the construction of the new Klebehaus (editing building) and the Filmlehrschau (educational exhibition) building in 1935, which followed the urban development plan of the architect Otto Kohtz. An image folder published by Ufa in 1933 shows the remodeled studio grounds, including the buildings of the outdoor set for the film Walzerkrieg (Waltz War), which was produced that same year under the direction of Ludwig Berger, who, as a Jew, was forced to emigrate two years later. Starting in 1937, Albert Speer, in his capacity as General Building Inspector of the Reich Capital Berlin, was involved in the architectural planning of the Babelsberg studio grounds. This gave the 1937 building of the German Film Academy a much more monumental character. This aesthetic culminated in further planning and the architectural competition for the “Babelsberg Film City” in 1938, which in turn was linked to the plans for the “Reich Capital Germania.” The winner was the architect Emil Fahrenkamp, whose designs, like those of Otto Kohtz, reflected the hubris of the Nazi state. Due to the outbreak of the Second World War, these plans were never realized. pm



OEBPS/Images/img-217b.jpg
4 PO’ 11 ;V " 0/
J jtm‘n?wen‘
tcde\( /?%.






OEBPS/Images/img-217c.jpg





OEBPS/Images/img-216.jpg





OEBPS/Images/img-225.jpg
V,

mp= JUWE

(mp DNH%U,

ng MT

I =






OEBPS/Images/img-217a.jpg
..... 4 ] .
ki | 2
=4

gt mm
kS a






OEBPS/Images/img-213a.jpg





OEBPS/Images/img-223a.jpg





OEBPS/Images/img-213b.jpg





OEBPS/Images/img-223b.jpg





OEBPS/Images/img-222a.jpg





OEBPS/Images/img-222b.jpg





OEBPS/Images/img-215b.jpg
ld1 kusse Ihre Hand

Tango-Lied (Ralph Ep#ifl) :
Text: Fritz Rotte§” /
\ ammersanger RICH
mit Orchesterbegleitung
(Mitgl. des GroBen Schauspielhauses)
unter Leitung von
Kapellmeister Ernst Hauke

0-8351a
s





OEBPS/Images/img-224c.jpg





OEBPS/Images/img-215c.jpg





OEBPS/Images/img-224d.jpg





OEBPS/Images/img-214.jpg





OEBPS/Images/img-224a.jpg





OEBPS/Images/img-215a.jpg





OEBPS/Images/img-224b.jpg





OEBPS/Images/img-211a.jpg





OEBPS/Images/img-210.jpg





OEBPS/Images/img-212a.jpg





OEBPS/Images/img-211b.jpg





OEBPS/Images/img-212b.jpg





OEBPS/Images/img-221b.jpg





OEBPS/Images/img-220.jpg





OEBPS/Images/cover.jpg





OEBPS/Images/img-221a.jpg





OEBPS/Images/img-217e.jpg





OEBPS/Images/img-217f.jpg





OEBPS/Images/img-217d.jpg





OEBPS/Images/img-219b.jpg





OEBPS/Images/img-219c.jpg





OEBPS/Images/img-218.jpg
MAX SCHELING

[TEBE M RING

TERRA -TON-FILM mir GESANGS-uno SPRECHEINLAGEN
OLGA TSCHECHOWA RENATE MULLER KURT GERRON FRIDA RICHARD

REGIE: REINHOLD SCHUNZEL

MUSIK . ARTUR GUTTMANN

VERLEIH: TERRA - UNITED ARTISTS

»DAS BOXERLIED” GESUNGEN VON MAX SCHMELING, KURT GERRON, H. FISCHER-KOPPE NUR AUF ELEKTROLA-MUSIK-PLATTEN






OEBPS/Images/img-219a.jpg





