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ABSTRACT

- w - The use of German film in four instructional-/
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contexts, based on exper1ences in developing a university: course, is
a1scussed One use is as part.-of a German culture course taught in
German, emphasizing the role of film as a cultural statement of its
time, 1ntended to be 'either a social criticism or a propaganda tool.
A second use is integration of the film into a literature course
taught in German, employing a series of television' plays acdquired

‘from the Embassy of West Germany. Experience with film as part of an

interdisciplinary German/Journa11sm course offers ideas for a third
use: a curriculum, offered.in English, to explore a historic périod
or film techniques A fourth use is as an element of périod course
taught either in German or, if interdepartmental, En lish, such as
a. course on the artistic man1festat1ons of expresgi
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- German Clnema as a Vehlcle for Teu hlng Culture, therature and History. .
-, ‘-s,- . .
The use of film in Several dlfferent contexts will be dlSCUSSedr
under the follow1ng sub-topics: . - s RN

(l) Film jas’ part of a German. culture cdurse, aught ln{German° S
..~ «Cinema .as” a. cultural .statement of its tlme, as (a) social C g
criticism (.Die freudlose Gasse," etc). or (b) a propaganda’
tool ("Kuhle Wampe,“-"Trlumph des Wlllens." etc).’

£ , S

(2) Film~ lntegrated into-a llterature course, taught. rﬁ*German. T
PR utLILZLng espec1ally "Filmed Literature: Great. authoms*reflect T -
! on. the society of- thelr/era. (TV plays from the Embassy of the
FRG) . L . S .

1 '"€3j Eilm as cqurse contents of an lnterdlsc1p11nary German/Journallsmd
‘ course, offered in. English, tolexplore an historic pericd (Weimar *
Republic, etc. ) or filmic ‘techniques (Kammersplel, etc)..,

i

*(4) Film as an element of a period cour~” raught eithér, in German or,
Cif ipr crdepartmental, in English: sle: Express10n1sm in R
literature. film, theaterh painti . A o .

S To demonstrate- the various appro ches to teaching German wiema
.kﬁ: “in the classroom, ,Der letzte Mann," {924, and ,Der blaue Engel, .

< 1929A§9, will . be used as examples from among the many su;table German 2 o
fllmS of the last 60 years. ‘ o . T
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"German Cinima as a Vehrcle'for Teaching

The history of the German Clnema Lo its beglnnlngs to the present
coincides with a périod in German’ h1story and .culture unequaled for 1ts
spectacular ups and downs, gripping drama and traglc 1rony - In film,
recent hlstory was preseryed w1th llttle dlstance to the ‘actual events,
thus revealing as ‘much "about the recordéd time as. the_time of the recordlng

" Except for its earlleSt stages around the turn ogé;he century, the !
new medium soon began to attempt its own 1nterpretatlon of h1story and o
llterature follow1ng in its approach the artistic movements of the tlmes,
from Naturalism to Expressionism to Reallsm. Filmed llterature contrnued
after script wrytlng per se had come iRpto its own and still hasaan impor-
. tant place in cinema. After the isolating W. W. f 'years‘with'film imports:
“from only the neutral Scandinavian countries, Germany s UFA (Unlversum
Film Aktlengesellschaft), founded. by government decree in Neubabelsberg
béi Berlin in I 17, went to works By attracting..the best talent in all
areas of film productlon, German.pinemavfor a decade competed successfully
. even on the American market. It is from this‘point om,that German'film B
'is worth,studylng nder a varlety of aspects and on several different
levels \\ ' , L
All the p0551b1llt1es had not been apparent to me until I began pre-
'parlng my, share of our first 1nterdepartmental German/Journallsm German
‘Clnema course, an electlve for upperclassmen irboth dlsc1pllnes‘and
‘ta ght in Engllsh The films we selected s anned the period from 1919
to 1930. Not™ expectlng much bacquound on’ heupart'of the students, I
prepared for them,a crash course lﬂ 80 years of German/European hlstpry
kas an lntroduqtlon. The second phase of introduction was fllmlC, to &

Cacgualnt espec1ally non-medla studbnts with' the artlstlc and technlcal

A

means of the art. PN . Sl ) .
Ts\underscore the hlstorlc situation and to enter lnto the Splrlt

" of the.tlme, we chose as the flrSt film not the oldest but instead the

' l930 WwWwl facit, Im.Westen nlchts Neues." ' We dld not'discuss
E. M Remarque's booP s1nce wedused the .film strictly for background
'Rejectlng its past, the Germany of the Weimar Republic sought non- tradl—“'dp
tlonal ways of artlculatlom\ n the arts.- Express1on1sm, a pre- war;

movement in palntlng, archltedture, theater and mus1c fit the avant-garde

Q
_[}{J:olrlt of the beglnnlng "1920s.# Before show1ng Expressionism in film, we

b \ o
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intreduced the eleés to it in other visual arts, espec1ally palntlné; in
an annotated sllde presentatlon, p01nt1ng out the amtlsts subject1Ve ih—
terpretation of objective reality. Had the empha51s not been on early
German cinema, an example of filmed Expre551onlst literature like Robert
Mﬁsil'e "Térlees" (Volker Schléndorff) would have been approptiate{‘
Instead, we began a series of silent movies with Robert Wiene's "Kabihett
des Doktor Caligari", 1919, followed by F..W. Murnau's M\osferatu 1922--
both fascinating from a filIm technlcal and from a psychological p01nt of
view—— an 1ntroduct}on to the German preoccupatlon with the morbid, w1th

inevitable, predestlned doom. Pursuing this theme of unrelenting fate .

leading to certaln destructlon we showed Fritz Lanq s, "Dle Nlbelungen

Sage" ‘after a discourse on -the llt%rature and 1ts source in Germanlc

histogy, with the larger-than-life heroes of the 4th¢and 5th century

Great Migration. (Vélkerwanderung). I have also used.these two Lang films,
"Siegfried", made 1in l9l@, and ,Krimhilds Rache", 1924, in&a survey of '

German literature course where thEy‘served not only to anifmate an old s

heroic epic but showed why this literature appealed to the»RomantiCistsfﬂ

\ . S ‘ .4

who resurrected it. while theEEﬂtwo films had . a specifically German
interest, another 1924 movie influenced both the German and the

American cinema. A new period of German realism began‘with F. W. Murnau's
Der letzte Mannf ("Tﬁe Last Laqgh“), a Kammerspielfilm with a rathet'

simple plot. Called in English "instinct film, the Kammerspiel (inti-
mate theater) film was an extension of and a reaction against Expres-.
sionism. Revolutiocnary in Murnau's film was the neariy'continuously

mbviﬁé or, as Carl Meyer, the script writer, called it, the "unchained"’

. camera. Murnau's new concept created a shifting narrative perspective

'alternating between an objective third person narrator and a subjective

S

first person using elthef his physical or his mind' s eye. Despite an
unmotivated farc1ca1 happy end, Hollywood style, the film served well
on several leQels: as a demonstration! in filmic terms of the func-
tioning of the 1iterary herrative process; as yet another anéiysis of
the German chara..er: the pu.ir. '1 of the German obsession!&ith the
uniform as a mark of authority and power, here carried to the extreme
of’ the uniform Eéigg.the man; and to show the advent of the star

phenomenon Emil-Jannings is the movie-just as the doorman's splendid

‘uniform is his character.--The next two films were chosen primarily

for their social commentary_and psycholoagical street realism, charac-
- ‘ R4
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(:}teristic of the "Neue Sachlichkeit": ®G, W. Papst's wFreudlose Gasse"
(YJoyless Street"), 1925, with Greta Garbo, and Fritz Lang's "Metrop—

olis", 1926. Concludlng thﬁ’Z?; of ‘silent f£ilm we ~hnse Fritz Lang s
in some sc1ent1f1c deta s-amazingly accurat pLUJr tion, lee Frauux
"im. Mond" 1928. The final film of the era- -and the" course-was Josef

von Sternberg's "Qer blaue Engegl"”, made in 1929/30 and 51gn1f1cant

from several boints of, view: - filmic treatment and transformatlon of
literature, social”commentary (a satire of the Wllhelmlnlan bourge01s;,
the use of and experimentation with sbﬁnd,-a controversial film _
maker, and a new star.--The film script, "The Blue Angel" had several {/
authors who altered substantially the original nerl, JProfessor - '
Unfath“, with Heinrich Mann's permission._ Later, when the film had
'bedome a world success, Mann said ,Mein Kopf und die Beihe*von \
,Marlene Dietrich." After a first rewriting of‘the manuscript'by

Carl Zuckmayer and Karl Vollmoeller, Robert Liebmann wrote the film
N\

5

script and added a few scenes, Lbefore Sternberg made some final re-
visions. The script became an artistic proddct in its own fight fol—
lowing the laws of the medium. ~The figure of Professor Rath is central
to the film, rather than the confrontation between Rath and the éity'

of the novel. 1In the "Blue Angel," Rath perishes sadly, ennobled at

the last by the circumstances of his death. "In the nov ' he'is con-
sumed by t ‘re of vengeance against the town n00
enemies." He marries Rosa.and flies in the face ﬂ" - -

conventions. Mann's ill-tempered classroom tyrant with malice toward

one and all deserved the name Unrath. While Sternberg's Professor

Rath is still the’ caricature of the authoritarian teacher and unbending

guardian of morality, he is also human and because of hiS’lonelinésS

and unworlddineg§ vulnerable from the outset. His fall from position.

and dignity to hopeless degradatlon and servitude evokes compa$51on

and allows a tragic rather than a ~ Lea. dlng. The reading and
--rison of novel and script did not fit into the format or time

frame of the film course_but would lend itself equally well to a 20th -

century literature or a.dontemporary civilization course. The

Viennese 1lmmigrant wiﬁh an. orthodox Jewish background, Jonas Sternberg -

who called himself bésef von Sternberg - was a Hollywood movie maker

whose dislike of the American narrative - ="~ of film m~"ing led
him to develop his own: a (e e _tating .ammerspiel,
Q@ used lighting, décor, and minute.y obozrved gestures to evince

E11010

cfomfnature and the human face their hidden spiritual power.“ "The
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v Blue Angel” was - ~the only fllm Sternberg made in Germany ‘where he pro-‘
‘ duced it s1multaneously in Engllsh and’ 1& Germgn. ‘It b.came the flrst‘
real classic of sound fllm.‘ Sternberg used sound as a dramaturglcal
StyllSth pr1nc1ple, not as an imitation of reallty Reallzlng that
. ‘Qsound is only effectlve when fallowed by silence, that loud must be
| lternated with soft he controlled it carefuyiy, often using the
’deV1ce of opening and clos1ng a door-or several doors 1n succession-
‘for gradatlons of sourid, or that of approaching and fadlng footsteps.
Sternberg films are laden with symbols the most consistent of whioh is
the bird, first seen in. the "Salvation Hunters." In "The Blue Angel,
it serves 1n1t{illy to glve Rath his human dlmens;on whén he finds
his dead canary, later, in his mortifying crowing, it gives voice to
his humiliation.\ Lastly, there are the feathers on Lola's postcar&
portrait which Rath tries to peddle.--With great misgivings, éternberg
decided to give the lead to Emil Jannings, a consummabe actor but
one with whom he had found it difficult to work in ‘the past. -He in-
sisted,loﬁ the other hand, on us}ng the unknown Merlene Dietrich to
pléy Lola{ a decision that.made her a star and the movie a world hit.
Ifonically the'ascentaof Dietrich marked the beginning descent af
Jannlngs, a parallel in real life to ehe Lola-Professor Rath story.
As Sternberg, his place in film-making history where he » k-
: Lo me, last to chers, is < disputea. glatever . ut out-
come,'"The‘Blue Angel" seems to demonstrate that despite a Lifetime
. career in?Hollywood, Sternberg bel&nged to the German Cinema as_dell.
Because it is so generally known, I chose this film as anﬁexample for
the many facets-that may be explored in such a study. The selection
and the number of films obviously depend on the purpose, the area of
study into which they are integrated. To benefit students of German
more,)thelr research and term .papers even in inter-departmental,
taught in-English courses could be done in German.— We have been
tgaching German Cinema as a once-a- -week-3-hoyr-evenina-class to allow

gbr uninterrupted 1ntroductlon showing and subsequent dlscuss1on of

. jg filmZﬁ During the first four weeks, after the a; ., mentioned- "brief-
o ~
/ ing," we (the instruc .s) take turns introducing the fllms, prephrlng.
,/ handouts and leading the dlSCUSSlon Then teams of 2 or 3 students

each are responsible for all subsequent films, following the same for-

o mat. With the instructors occasionally fueling the fires of contro-
ERk()ersy, discussions seldom end on time. There i8# also the opportuhity

wll Toxt Provided by ERIC
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for discovering and correcting misconceptions before they are perpet-

uatedf So far;'the one I am least liﬁely to for¥ Z.is of Horst Wessel,
., the pimp. ‘
i We are teaching fllmﬁfor the thlrd time this semester and have
used a dlfferent scope each fall. ' We called it ™HMistory of the German -
Clnema the second year, beglnnlng as before with classlcs of the
.silent era and "The Blue Angel," followed by Fritz Lang's "M," 1931
(with Péter'Lorre) foreshadowing the cultural collapse of‘dernany.
Kurt Weill's "anee;Penny-Opera" of the same year showed the lower
social strata in open revolt .and, Brecht once again, "Whither-Germany"
(Kuhle Wampe), 1932 portraying a restless,,hopeless,working class
primed to fall victim to oolitical ekploitation. Three Leni Riefen-
stahl (a wgman'at last!) films followed, showing the genius and the
ambigufty of that“film maker. In\"The Blue Light," 1932, a'legend
juxtap051ng man and the mysterlous forces of nature, she'disolayed

her senSLtlve film making SklllS and actlng ablllty ;n the leading

role. "Trlumph of the Will," her 193% documentary masterplece, despite
the propagandistic purpOSe for whlch it was commLSSLOned, cor e’
the party spectacle's aWesome spell=bin""’ v slel -ause of

the masierfl - ymposition and tec: .que of the film artfst .Her 1938
.. . of the 1936 Olympics in Berlln, the 3rd Relch/s grandlose self-
glorlflcatlon at the apex of’lts prestige and power ‘also became
Rlefenstahl S most celebrated feat, one that has not been equaled
srnce¥ For a‘german history or cisitization course, 'Triumph' and
'Olympia’' are almosc indispensable to the teaching of the Nazi era.

We did not _search out any of the "blood and s0il” films of the time
(an lnteQestlng pro;ect for the future) nor did we lnclude unlnsplrlng
50s and 'early 60s post-ware fare. Ingstead, we concluded our history
with 4 films of the New Ggrman Cinema: Rain~ Fassbinder‘s‘"Angst o
essen Seele auf," 1973, P d i _uff's 4Mes: :r im Kopf," 1978,
Fassbinder's'"Ehe .r Maria Braun,' 1979, and Volker Schldndorff's
‘,Die Blechtrommel, " l979 All of these show not only innovative
filmic techniques, but each poseés a complex of questlons concernlng'
poSt-war_Gernany and a society that is still paying a price for
having survived and prospered. Comparing Giinter Grass' .Blech-
trommel" to Volker Schlondorff;s rather faithful interpretation

(except for eliminating the narrator) would be an ambitious project
a o~y a . . . v' |
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for a literature class. 'For,a civilization course, the film would be
an effective follow-up for “Triumph."™ o ‘ \/ N
Our third and current course is entltled "The New German Cinema."
Once aga1n, we felt the need for some background to establish some
sense of the lmmedlate past * For .sheer. contrast 1n "Vergangenhelts-lx
bewdltigung, " wekchose Helmut Kautner s "The Devil's General," 1955,
an unsuccessful attempt to come to terms with all past s1ns ‘at once,
and Wolfgang Pétersen” s "Das Boot‘" l9Bl which relates a WWII story
of almo§t universal'valldlty Against thlS baskground, we outlined
the growth of The New German Clnema analLZLng films by. Fassblnder, e
Schlondorff, Hauff andeerzog., After "Despair" tbased on a Nabokov
Maria Braun" and ,Bremer-Freiheit," 1972,\§ll by
Fassbinder, we used Peter Handke's ;Die linkshdndige frau,"l977/78

novel), ,Ali," ..
to compare it to the other thwo films about women, "Maria Braun"‘and
wBremer Freiheit" to discover how women su ling for identity and
independence fare aeatl filws made by men. - For a study specifi-
cally of German wou in conteioorary society, Fassbinder's "The -
‘Bitter Tears ~f Petra von “Kant* ‘could be'added to this group which
should be supplemented’with films on women by women, one of whom is
'Margarete von Trotta. The Handke film and .the novel which he wrote
later are of particular interest for a llterature class since the
author made hlS well-known distrust of language as a v1able ‘means

of commuqzcatlon the topic of the "Left- Handed_Woman: The protaa-
onist leaves her husband and he® traditional role’without explanatlon
and demonstrates throughout the impotence of language to solve prob-
lems on any level ~f hum-n “elationshlbs. ‘Two Schlbndorff films,

"W" ‘2ss," 1966, his earliest, and "Tin Drum," 1981, followed both
discussed earlier. We will conclude our New German Cinema course '
wlch two films by Werner Herzog, often blzarre and always dazzling
-in his photography,l"Agulrre, Wrath of God," l972, and ,FitzZearraldo,"
1982.--1In addition to the films suggested here and others like them,-
there is a series called "Filmed Literature: Great authors reflect
on the society of their era." These are made for TV and available
from the West German Embassy. They are very well suited to sypple-
ment period, genre or survey of literature courses.--In conclusion:
it is comforting to know that;there is far more outstanding material
available than we will ever be able to use.
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